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PREFACE

The goal of this study is to offer a better understanding of Pindar’s dithyrambs.
In the first chapter I will give an overview of the dithyrambic genre and try to
define Pindar’s position within it. Conclusions cannot be drawn with certainty
because no complete dithyramb of Pindar is known to us, and because the
tradition of the genre as a whole is also full of gaps. Then follow the text and
the commentary. The text presented includes both genuine and doubtful fragments
from Pindar’s dithyrambs. I have followed Maehler’s order as much as possible.

The text of the papyrus fragments is based on personal inspection of the Oxy-
rhynchus papyri in Oxford and of P. Berol. 9571 in Berlin. In the critical apparatus
I have tried to describe what I saw as exactly as possible.

Because of the fragmentary state of the text the commentary is mainly philolo-
gical, focusing on grammar, vocabulary and style. In order to explain the supposed
reception by the original audience, I also pay attention to the religious, historical
and cultural context, including the generic conventions. Much of this, however,
must inevitably remain in the realms of speculation.

Authors and works are cited according to LSJ. Editions are indicated when
necessary by the addition of the editors’ names. In the bibliography only those
books and articles are listed that are cited more than once. In the text they are
referred to by author’s name and year of publication. Abbreviations are explained
in a section preceding the bibliography.

An index of subjects discussed and a summary in Dutch follow at the end.

This book could not have been written without the support of many people
whom I would like to mention by name.

Dr. Annette Harder was the first to set me on the track of Greek literary
papyri and always guided and encouraged me. Professor A.H.M. Kessels gave me
the chance to develop my interest into a dissertation and Professor S.L. Radt
helped me with his critical suggestions.

Financial support from the Netherlands Organization for Scientific Research
(NWO) from 1987 until 1991 made it possible to finish this dissertation in a
reasonable time, especially through the research they enabled me to carry out in
1990 during several visits to Oxford, where Dr. R.A. Coles and Dr. J. Rea were
always willing to show me the Oxyrhynchus papyri in the Ashmolean Museum.
Dr. Poethke received me kindly when I asked to see the Berlin Papyrus.

I wish to thank Professor H. Maehler for the copy he sent me of the latest
edition of Pindar’s fragments and Professor B. Zimmermann for the copy of his
Habilitationsschrift, which has not yet been published elsewhere.
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Dr. Anne-Marie Palmer corrected my English.
Hans, Mathilde and Peter were always there to remind me of other duties and
pleasures, which made for a healthy balance between my various activities.



INTRODUCTION

The history of the dithyramb is not easy to sketch. Its beginnings go back to the
seventh century. Little certain information exists and there are no remaining
poems, only a few random words. Of Pindar and Bacchylides we have substantial
fragments and even complete poems, but after them the tradition is once more
full of gaps. In the first section I have tried to describe the characteristics of the
dithyramb in a chronological perspective. The second section deals with the
dithyrambs of Pifidar: their contents, metre, style and performance, and is fol-
lowed by a final section on the textual tradition of the papyri.

1. CHARACTERISTICS OF THE DITHYRAMB

1.1. Name

Archilochus is the first poet to use the word 8u8vpapfoc: fr. 120 West wc Avwvi-
cov dvaktoc kahdv EEdpEay péloc / oilba SuBipapPov olvan cuykepavvwdelc
¢pévac, ‘I know how to lead the fair song of Lord Dionysus, the dithyramb, when
my wits are fused with wine’ (transl. Pickard-Cambridge).

Although it is certain that the dithyramb is a song of Dionysus, the etymology
of the name 8.8UpapPoc has not yet been satisfactorily explained. Three deriva-
tions current in antiquity are mentioned by Proclus (Chr. 42 [320a25]): o 8¢
SL80papPoc ypdpeTar pev elc Avdvucov, mpocayopeveTo bt €€ avTod, froL dud 70
kata Thy Nocav én’ dvrpol SutBhpw Tpapival Tov Avbrucoy, 1) SLa 10 AvBEvTLY TGV
pappdTor 100 Atoc eVpeBijval avTov, T ST Sic dokel yevécOar, dmak puev &k THc
Zepédnc, devrepovr 3t Ek 7oV pnpod, ‘The dithyramb is written for Dionysus, and
receives its name from him, either because Dionysus was raised on Mt. Nysa in
a two-doored cave, or because he was found after the stitches of Zeus were
opened, or because he seems to have been born twice, once from Semele and the
second time from the thigh of Zeus’. Cf. also Et. M. 274, 44. The first derivation
(&v BLBUpar dvTpat Tpageic) is impossible because the first syllable ought to be
8t-. The second explanation probably goes back to Pi. fr. 85 ITivdapoc 8¢ gmecL
AvBipapPov: kai yap Zevc TikTopévov adrod ETEPoa AV pappa, AL pappa’
and has no other authority. The third etymology is restored by A. Severyns
(Recherches sur la Chrestomathie de Proclos. II, Liege 1938, 133) as bic 8vpav
BePpmxac = Bic yevopevoc, but is also impossible because of the length of the first
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syllable. Modern attempts to explain the word 5180papPoc have not led to positive
results. A comparison of the syllable -quf- with the same syllable in 6plaupoc,
TauPoc suggests that -aup- means ‘step’ or ‘movement’, because these words are
apparently associated with song and dance (see Pickard-Cambridge 19622 7-8;
Chantraine 1968, 282).

1.2. Contents

Since the dithyramb is a hymn of Dionysus (cf. Archil. fr. 120 West; Procl. Chr.
42 [320a25]; Gal. X p. 12 Kiihn), it is to be expected that the god and his history
form a substantial part of the contents. In Pindar’s dithyrambs Dionysus does
indeed play a considerable role (see 2.1) and some of the surviving fragments of
the poets of the New Dithyramb (the second half of the fifth century) also contain
references to the attributes of the dionysiac festival, such as wine (cf. Melanippi-
des PMG 760, 761, Timotheus PMG 780), descriptions of dionysiac music and also
aetiological parts about e.g. musical instruments (cf. Telestes PMG 805, 806, 808,
810; Melanippides PMG 758) and related deities (Telestes PMG 810 Magna
Mater). See 1.6 for a discussion whether these fragments can be ascribed to
dithyrambs.

An early dithyramb with a mythical narrative is ascribed to Ibycus, PMG 296
(= 2 E. Andr. 631) wpodo6mLy aikdrAwv kiva: frrmPelc Tolc dppobdiciolc. dueLvov
aLkovopTraL Tolc mepl “IBukov eic yap TA@poditnc vaov katageiyel 1) Exévm
KkdkelBey SLaréyeTal TaL Mevehdwmt, 6 8 v’ Epwroc dgimcl 10 §lpoc. Ta mapaTf-
cwa <7ovroic kai “IBukoc 6 suppl. Schwartz> *"Pwytlvoc &v SLBupdufuwr ¢mciv,
‘fawning upon the treacherous dog: defeated by Aphrodite’s doing. This is treated
better by Ibycus: for Helen flees into the temple of Aphrodite and from there she
speaks with him, and he, (conquered) by love, throws away his sword. Ibycus of
Rhegium says something similar to this in a dithyramb’. Usually innovations of
‘such importance are connected with a specific poet (e.g. Lasus or Arion with the
introduction of the circular dance-form, Philoxenus with the first attempt to try
a different musical mode), but we have no certain source for the introduction of
the mythical narrative into the dithyramb. We do find a mention of Arion in
Herodotus, which is not unequivocal but which may be interpreted to fill this gap:
Hadt. 1, 23 kai Su00papPov TpaTor Gvdpdmwy Tédv Huelc Tduer wovficavtd Te kol
bvopdcavra kai SuddEavta év KopivBut, ‘(Arion) the first of men whom we know
to have composed the dithyramb and named it and produced it in Corinth’ (transl.
Pickard-Cambridge). If Herodotus meant that Arion was the first to have given
the name of 5.60papPoc to such a song, this is obviously false: Archilochus used
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the name a century earlier. Herodotus may have ignored this on purpose because
he wanted to ascribe certain innovations to Arion in order to give him a historical
basis after the really incredible story of his arrival on the mainland on the back
of a dolphin ( Apiova Tov MmBupvaitor Emi Sehgivoc EEeveryBévta émi Talvapov)
(Privitera 1957, 102-103). In that case, dvopdcavra means ‘gave the name 8-
6UpapPoc to a song’. "Ovopdlw, however, may refer to a later innovation, which
involved the introduction of mythical subject-matter and individual dithyrambs
acquiring titles referring to these myths. In that case évopdcavra must be inter-
preted as ‘gave titles to the individual dithyrambs’ (cf. Suda s.v.’ Apiwv ... AéveTaL
we. TPATOC ... BLOVpapPor drcar kai dvopdcar 1o ddopevoy Ywd Tod xopod, ‘It is
said that Arion ... first ... sang a dithyramb and named what the chorus sang’,
transl. Pickard-Cambridge). Interpreting 6vopdio as ‘giving titles to the dithy-
rambs’ would fill the gap in the tradition. See also H. Patzer, Die Anfiinge der
griechischen Tragddie, Wiesbaden 1962, 96.

Originally the myths were probably closely connected with the god Dionysus.
Cf. 2 Lond. Dion. Thrax p. 451, 21 Hilgard AwvpapBoéc &ctL moimua mpodc
Aévrucov dLdéuevov 1 mpoc "AmoNAwva, TapamAokac tcTopldv olkeiwy <wepi-
exov>, ‘the dithyramb is a poem directed at Dionysus or at Apollo, <containing>
interwoven proper (suitable) narratives’. (The reference to Apollo must be a
mistake. The source of the scholiast was probably Proclus’ Chrestomathia, where
the dithyramb of Dionysus is compared with the nomos of Apollo. The scholiast
must have confused some sections of this treatise. See H. Firber, Die Lyrik in der
Kunsttheorie der Antike, Miinchen 1936, 53). It is possible that in time the contents
of the narrated myth became more important than the references to Dionysus,
at least with some poets. This would explain the fact that some of the dithyrambs
of Bacchylides completely lack a reference to Dionysus or a dionysiac mood. The
only poem where Dionysus and his parentage are mentioned is the fifth Dithy-
ramb (B. 19, 46-51). The label of P. Oxy. 1091 (see 1.7) reveals that the Alexan-
drians classified these poems of Bacchylides as dithyrambs, but the almost com-
plete absence of references to Dionysus or a dionysiac festival has raised the
question whether or not this classification was correct. In fact, controversies
existed even in antiquity: P. Oxy. 2368, a scholium on carmina 22-23, sets out the
arguments for classifying 23 either as a dithyramb (its mythical contents) or as
a paean (the word i1). A similar discussion is mentioned in Plu. de Mus. 1134e
wepl 8€ EevoxpiTov ... dupLcPmreiTan el TaLdvay woLnTC YEYOVEY: HpwikdV yap
ImoBécewy TpdyRaTa EYOUCEY TOLMTIY YEYOVEVAL Qaciy avTovr Sud kal Twac
S1L8upaupovc kakelv avrod Tac vmobécerc, ‘with regard to Xenocritus ... it is
disputed whether he composed paeans, for it is said that he composed on heroic
themes involving action. Hence some call his pieces dithyrambs’ (transl. Loeb).
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The classification of 17 is still controversial too, see Schmidt 1990, 18-31. Original-
ly there must have been formal criteria to distinguish the various genres, cf. Pl.
Lg. 700a Avnupmuévn yap 87 767e fv v H) povcukn kard eldm Te tavriic dTtTa
kai cyfparte, For at that time music was distinguished, each according to its own
genre and form’. Later, after the Persian wars, the distinctions disappeared or
were ignored: 700d pera 8¢ Tatra, mpotdvToc Tob xpdvov, ... Toural Eyiyvorto
... KEpavvVTEC & Bpmfvovc Te Hpvole kai Talwvac Sibvpdaupolc, kai abroldiac
81 7aitc kBapwLdiaic pLpodpevol, kal Tdvta eic mdvra cuvdyovree, ‘but after-
wards, when time went on, ... poets came ... mixing dirges with hymns and paeans
with dithyrambs, imitating flute-music on the lyre, and mixing everything together’.
Therefore it would not be strange if some centuries later the Alexandrians
became confused and made mistakes (on the inadequacy of Alexandrian classifica-
tion see A.E. Harvey, The Classification of Greek Lyric Poetry, CQ 49 [1955],
157-175), especially since there may have been different kinds of dithyrambs. Our
knowledge of the dithyramb is too small to challenge the Alexandrian classifica-
tion effectively, especially since they had many more extant poems on which to
base their judgment, so that it is best to consider B. 15-20 as dithyrambs (see
also Zimmermann 1988b, 48-109 who tries to show for each poem that the
textual information about the performance supports the classification as a dithy-
ramb).

The existence of non-dionysiac dithyrambs seems to be mentioned in a treatise
on the dithyramb which is found in P. Berol. 9571v (see the editio princeps by
Schubart 1941, 24-29 and Del Corno 1974, 99-110). The text is badly mutilated,
but some quotations are recognizable, e.g. E. Hyps. fr. 752; Pi. fr. 70b, 8-18 and
a reference to fr. 72. The text of 61-66 ... o w(&v) 7| / oVdev EEovce SuBupapfik[ov
/ dvopata SubupapPuka [ / & .....AeviaL gv youv [ S10v-] / pépPofi] airrob ofite
Ev dp[x- Gvopa] / 7o Beob [...] ebpe ofi[7’ &) TE[Aer, suggests that there existed
a kind of dithyramb in which Dionysus was neither named nor invoked, at the
beginning or end of the poem. Bacchylides might be a representative of this type.
F. Longoni, Nota sulla storia del ditirambo, Acme 29 (1976), 305-308, notes an
opposition between 36-38 p. 1) [ &v dp]xTiv Tob moLfiu[aToc / 4 k(al) [Ev 1€)AL,
66ev k(ai) 70 w] / ALdrucov n(c) k(el) Ty Tpa[ywidiav and 61-66, and suggests
that 36-38 refer to the dionysiac type of the dithyramb. It is more likely, however,
that these lines belong to an argument about a specific poem (perhaps Pi. fr. 71-
74, Del Corno 1974, 107) in the context of a discussion about the development
to satyr play. That there were dionysiac dithyrambs did not need to be mentioned.
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1.3. Musical aspects

Of the music of the dithyrambs nothing can be traced. We only know that the
dithyramb was accompanied by the abAdc and written in the Phrygian mode. Both
were considered to be particularly suited to the enthusiasm of the dithyramb. Cf.
Arist. Pol. 8, 1342b4 maca yap Pakyela kal maca % Tovalt kivnele paiwcta Tév
opydvar Ectiv Ev Toic abroic, ‘Dionysiac frenzy, and all such agitations of the
mind, are more naturally expressed [when depicted in poetry] by an accompani-
ment of the flute than by one on any other instrument’ (transl. Barker); Procl.
Chr. 50 (320b19) ob pMy drAa kai Toic dpuoviaic oikelaic EkdTepoc xpfrar: &
uév (sc. SuBvpapPoc) Tov @pirytov kait vmogpirytor apuodletal, ‘besides, each uses
its own appropriate mode; for the dithyramb the Phrygian and Hypophrygian
mode are suitable’; Stesich. PMG 212 tou¢8e xpi Xapitov dapdpata kaA KoLy
/ Yuvely Ppiyov pédoc Efevpbrrac aPpadc / fipoc mepyopévoy, ‘such songs as
these, song of the lovely-haired Graces, it is right to sing gracefully to the people,
having found the Phrygian song, when spring arrives’. The Phrygian mode is the
scale where a semi-tone interval follows the second and the sixth note: TTS T
T T S T. Starting on C this gives C D Dis F G a ais ¢ (see OCD s.v. Music 6).

Lasus is mentioned as an innovator, cf. Plu. de Mus. 1141¢ A@coc 6 *Epuio-
veve ele T SLbupapBikny dywyiv petacticac Tove pubpoic, Kail L @Y abAGY
TolvpuvialkaTakolovBfcac, TAelocl Te pBOYYoLC kai SLeppLiLpévoLc xpmcdpevoc,
elc perdbecwy Ty mpotmdapyxovcav fryaye wovcwkny, ‘Lasus of Hermione, by
altering the rhythms to the tempo of the dithyramb, and by taking the extensive
range of the auloi as his guides and thus using a greater number of scattered
notes, transformed the music that had heretofore prevailed’ (transl. Loeb). Since
we know neither the Greeks’ flute music nor their dances, it is difficult to imagine
what exactly Lasus did. We do know that Pindar’s poems are mentioned as
representative of the traditional dithyramb (see 2.3) and that the New Dithyramb
is known for its experiments in music and style. Finally we have the hyporchema
of Pratinas (PMG 708). It is not easy to combine these facts chronologically and
logically. There are two options. Either Lasus was truly an innovator, changing
the pre-existing music (Pickard-Cambridge 19627, 14; Privitera 1965, 74). In that
case a reaction from contemporary poets would not be unexpected. Perhaps this
reaction is found in Pratinas, PMG 708, cited and introduced by Ath. 14, 617b-
f Mparivac 8¢ & PAerdcioc AVATTOV kal XOPEVTAOY MLCOOPOPWY KATEXOVTWY TAC
opxficTpac dyavakTelvt Twac £l 1@ ToUC AUATTAC KT} CUPAUAELY Tolc Yopolc
kafdmep My wdTpLOY AANG TobE Yopovc curdlSely Tolc abAmraic Sv oy elxev
kard T@dY TadTa worovrtwy Bvpov & Tlpativac Eueavilel Sud Tobde Tob rmopyTua-
T0C’
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7ic 6 BopuPoc 68¢; 1L Tdde T yopevpaTY;

Tic UBpLc Epoley Eni ALovvcLada TolvndTaya Oupélay;

Enoc Epoc 6 Bpopoc, Epe Bel kehadely, Eut Bel maTayely

&’ 8pea cvpevor peta Natddwy
5 old 7e kUkvov dyovra ToLKLAOTTEPOY ENOC.

Tav aovdav katéctace Thepic Pacideray: 6 8 avroc

{cTepov xopevéTar xal ydp £cO’ hmmpéTac.

K@M povov Bupapdyolc T Tuypaxiawcl vEwv BElol Tapolvwy

EMpEvAL CTPATAATAC.

10 Taile TOV @puveEOD ToLkiAay Tvoay ExovTa,

@AEYE TOV OAECLCLAAOKEAQLOY

AaloPBapioma TapaperopuduoBdray

Ymal Tpumdven SEpac memAdcpLevov,

fiv Lo dde cou SeLdc kai Todoc Suappipd:

15 OpiapPe Su0VpauPe kiccoxalT dvak,

<dkov’ > dkove TAV Euar AdpLov YopeLav.

‘Pratinas of Phlius, when hired flute-players and dancers dominated the orchestra,
being angry because the flute-players did not accompany the choruses in the
traditional manner but the choruses accompanied the flute-players, displayed his
anger against those responsible by this iyporcheme: "What is this noise? What are
these dances: What is this madness at the resounding altar of Dionysus? Bromios
is mine, mine. It is for me to cry, for me to make the noise, ranging the moun-
tains with Naiads, like a swan leading the many-feathered song. The song is the
queen appointed by the Muse, let the flute dance afterwards. For it is the servant.
It can only lead the revel and the street battles of young drunkards. Beat the man
with the voice of the spotted toad, burn the slave with the drilled body, the spittle-
wasting reed, the heavy chatter, the slow discordant measure. See here I fling my
right hand and my foot, Thriambodithyrambos, ivy-wreathed lord. Listen to my
Dorian dance’ (transl. Pickard-Cambridge).

The information about Pratinas and his plays places him at the end of the sixth
and the beginning of the fifth century (cf. Suda s.v. pativac; Aypoth. I A. Th.;
P. Oxy. 2256, fr. 2), the time of Lasus’ innovations. Pratinas perhaps composed
PMG 708 as a protest. It may have been part of a satyr play, parodying the new
dithyrambic style (Garrod 1920, 129-136; Seaford 1977/78, 81-94) or a dithyramb
(U. von Wilamowitz-Moellendorf, Sappho und Simonides, Berlin/Ziirich/Dublin
1913, F1966, 133; Pickard-Cambridge 19627, 20). We must perhaps assume that
following the innovations of Lasus and the resulting protests (cf. Pratin. PMG
7087?) there followed a period in which the poets adhered to the generic conven-
tions and traditions. Within this framework poets can, of course, be original (as



INTRODUCTION 7

Pindar repeatedly claims, see my note on fr. 70b, 1-3). After this a new period
of innovation may have started, represented by Melanippides and his contem-
poraries.

Another possibility is that Lasus’ innovations consisted in unifying the various
musical practices of his time: at the end of the sixth century there were many
different musical instruments, all with their own tunings and teachers. Lasus is
said to have written a book Tepi Movcikiic (Suda s.v. Adcoc), probably to bring
some order here. One of his subjects was the division in different modes, their
relationship with songs from different countries, and their mutual relationship.
The polyphony of the flutes and the greater range of the notes (Plu. de Mus.
1141¢) may refer to this. In this case Lasus consolidated rather than revolutionized
the music of his time (F. Lasserre, Plutarque De la Musique, Olten/Lausanne
1954, 34-44). Pindar, who is a pupil of Lasus according to some scholia, continued
along his line, and the first profound changes do not occur until the time of the
New Dithyramb. That means that the hyporchema of Pratinas does not belong in
the time of Lasus, but should be dated much later. In fact, Zimmermann 1986,
145-154 supposes that the fragment is a dithyramb, falsely ascribed to Pratinas,
and proposes a much later date for it. Zimmermann argues that the metre with
its changes of rhythm and its tendency to imitate the action of the chorus, the
vocabulary with its many neologisms, and the fact that the criticized predomi-
nance of the flute is especially prominent in the period of the New Dithyramb
(cf. Plu. de Mus. 1141d 76 yap maiaidy, Euc eic Mehannmidny T6v T@dv Si-
Ovpappav oLy, cuuBePmikeL Tode abAMTEC Tapd TEY TOLTTGY AapBdveLy Todc
pecBoic, Tparayovictovenc SmAovdT THc ToLfcewc, 7@y 8’ avATrdy brmpetohvTwy
7olc Sudackdloic. TcTepov 8¢ kal TolTo Siepbdpm, ‘for formerly, up to the time
of the dithyrambic poet Melanippides, it had been the custom for the auletes to
receive their pay from the poets, the words evidently playing the major role, and
the auletes subordinating themselves to the authors of them; but later this practice
also was lost’ [transl. Loeb]), are more consistent with the second half of the fifth
century. This may be right because there are indeed many newly formed com-
pounds, a feature of the New Dithyramb, frequently parodied in comedy, and the
style is reminiscent of the dialogues in Aristophanes. However, we do not know
enough of the satyr play and the dithyramb around 500 B.C. to decide that the
Pratinas fragment was incongruous with the early period.

If we assume that Lasus was not a predecessor of the New Dithyramb, and
accept the later date of PMG 708, we assume the development of the dithyramb
to be from an informal song (seventh and sixth centuries) to a formalized poem
(Lasus, Pindar) and then to the experiments of the second half of the fifth
century. If Lasus’ reforms were indeed revolutionary, we must assume a chrono-
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logical development with alternating periods of innovation and restoration, or,
rahter admit with Plu. de Mus. ‘che anche nel V e nel 1V sec. vi furono buoni
musicisti e che anche gli antichi musicisti furono novatori’ (Privitera 1965, 80).

The poets of the New Dithyramb not only changed (again?) the relative
importance of lyrics and musical instruments (see Plu. de Mus. 1141d quoted
above), but also began to experiment with the lyrical parts. It appears that they
composed astrophic parts which became ever longer (cf. Arist. Rhet. 1409b24
dpolwc 88 kal al mepiodou al paxpal odear Aéyoc yiveTal kai GvaPolii duolov.
dete yiveran 8 Eckafe Amuokputoc 6 Xioc elc Mehavmmidny morficavra avti Tév
dvricTpdpuv dvaBolde, ‘ol 7 abT@dl kaxd Tedxel drip EANoL kakd TEDXWY, T B8
pakpd dvaporty TdL worhicavt kaxicty, ‘similarly long periods assume the
proportions of a speech and resemble dithyrambic preludes. This gives rise to
what Democritus of Chios jokingly rebuked in Melanippides, who composed
instead of antistrophes dithyrambic preludes: "a man does harm to himself in
doing harm to another, and a long prelude is most deadly for the one who
composes it” [transl. Loeb]). It is clear that this would ask too much of a chorus
of citizens and that the dvaPolai required solo performers (see also Arist. Probl.
19, 918b18).

The music of the New Dithyramb is described as ‘full of twists™ cf. Ar. Nu.
970-971 &i 8¢ TLc abTdv Bwpoloxevcart f kdpperév Twva kapmiy, / olac ol viv
tac kard Ppiviy TavTac 1éc Suckolokdpmrovc, / EmeTpiPeTo TUTTOREVOC TOANGC
ac Tac Modcac apavilwv, ‘and if any of them played the clown or introduced
some convolution such as the moderns use, those annoying twists in the style of
Phrynis, he was thrashed hard and often for disfiguring the music’ (transl. Som-
merstein); Pher. fr. 155, 8-15 K.-A. Cf. also D.H. Comp. 19 (2, 86 U.-R.) who adds
that Philoxenus and his contemporaries also ignored the old rules about melodies
and rhythms: kai Tac pedwidiac EEnAarTov, ToTé pnév Evappoviove molodvTec, ToTé
8¢ xpopaTkdc, Tott 8¢ dLaTévovc, kal Tolc Pubuolc KaTd ToOATY dbeay EveEov-
cudlovtec SLeTEdowy, ol ve 67 kata PurdEevor kai TuwodBeor kai Terécmy, Emel
Tapd ye Tolc dpxaioic TeTaypévoc My kai & 8180papPoc, ‘and they varied the
melodies, making them now enharmonic, now chromatic, now diatonic; and in the
rhythms they continally showed the boldest indepencence, - I mean Philoxenus,
Timotheus, Telestes, and men of that stamp, - since among the ancients even the
dithyramb had been subject to strict metrical laws’ (transl. W. Rhys Roberts). This
probably means that the melodies were very difficult to sing, with quavers and
trillers. This is another development making (parts of) the dithyramb more
suitable for professional singers than for an amateur chorus.

Philoxenus is the first poet who tried to write a dithyramb in a mode other
than the Phrygian, which was considered to be the only suitable mode, cf. Arist.
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Pol. 8, 1342b4 @v & dpuondv &v Toic @puyLcTl pEAECL AapPaver TalTa 70
wpéTov, olov d SLBvpapPoc duoloyovuévac eLval Sokel PpiryLov, kal TorToVTOANG
wapadelypwata Aéyovciy ol wepl T chvecy Tabrmy dAa T¢, kai SLoTL PLadEevoc
tyxeLpcac &v T SwpLetl moufican SuBvpapBov Tovc Micouc oby oléc T A, GAN
o Thc gicewc abriic EEEmecer elc THY @puyLcTl TV TpocTiKoucaw dpuoviay
wdAy, ‘similarly, in the matter of modes, we find that melodies which are in the
Phrygian mode are the vehicle suitable for such states of mind. The dithyramb,
which is generally agreed to be Phrygian in character, will serve as an example.
Many instances attesting the character of the dithyramb are cited by experts in
the art of music. The case of Philoxenus is one. He attempted, but failed, to
compose a dithyramb, entitled "The Mysians’, in the Dorian mode; and he was
driven by the very nature of his theme to fall back on the Phrygian mode as the
more appropriate.’ (transl. Barker); Plu. de Mus. 1142f, cf. also D.H. Comp. 19
(2, 86 U.-R.).

1.4. Rhythm and dance

The circular dance was characteristic of the dithyramb. Cf. Z Ar. Av. 1403 kvkAio-
Suddckahov fryouv Tov SLBupapBomoroy, ‘the teacher of the cyclic chorus: they
tried to carry off the dithyrambic poet’; Plu. decem oratorum vitae p. 835b kai
av7oc (sc. Andocides) 8’ ExopiryTice kukhiot xopdL Tt avToD GUATL dywviiopérn
S10vpduPar, ‘and he himself was choregos of the circular chorus when his own
tribe entered the dithyrambic contest’; AP 13, 28, 9; = Aeschin. in Tim. 10. See
Pickard-Cambridge 19682 74; Th. Bergk, Griechische Literaturgeschichte 11, Berlin
1883, 507-508. Arion is mentioned as the one who introduced the circular dance
by Procl. Chr. 43 (320a32) Tov 8¢ dpEduevor Tiic auddic *Apictorédne ' Aplova
¢mew glval, ¢ mpd@roc TOV kUKALoV Tiyaye xopdv, ‘Aristotle says that the one who
introduced this song, was Arion, who first led the circular dance’; X Pi. O. 13, 26b.
However, other sources say that Lasus introduced the circular dance form (Suda
s.v. xvkhtodLddckahoc) or mention a controversy on this point (2 Ar. Av. 1403
" Avtimarpoc kal Ebgpdvioc Ev tole Umopmuaci gact Tove kvkAlove xopoic criical
wp@tov Adcov Tov 'Epplovéa, ol 8& dpyaidtepor, ‘ EAAdvikoc kal Aikaiapyoc,
"Apiova Tov MmBupvatoy, Awkaiapyoc pév Ev TaL mepl Arovuclak@y dydvov,
*EMMduikoc 8¢ EvToic Kapreovikalc, ‘Antipatros and Euphronios in their commen-
taries name Lasos of Hermione as the first to compose stationary songs for
circular choruses. Older authorities, Hellanicus and Dicaearchus, name Arion of
Methymna, Dicaearchus in his book On Dionysiac contests, Hellanicus in the
Karneonika?® (transl. Pickard-Cambridge). The true course of events cannot be
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traced now, but the introduction of the circular dance would not be incompatible
with the picture of Lasus as it emerges from other sources. On Lasus’ musical
innovations see also 1.3.

The dance of the dithyramb is called TvpPacia by Pollux 4, 105 TvpBaciav 8
Exdahovv 70 Gpxmua 70 SLBvpapPukdv, ‘they called the tyrbasia the dance of the
dithyramb’. Cf. Hesch. s.v. TupBacia dyayn Tic Tév dLBvpapPikdy, ‘tyrbasia: one
of the dithyrambic tempf’, which suggests that there were other dywyai. Another
one was perhaps the mvppixm which developed from a Spartan war-dance into
a dionysiac dance, cf. Ath. 631a-b ) 82 ka8’ fjudc Tuppixm Avovveiaxh Tuc elvan
Sokel, emelkecTépa odca THC dpxaiac (...) bpxoTrral Te Td Tepl OV Avdrucov kal
Tovc ' Ivbove &, Te T& mepl Tov Tevbéa, The pyrriche of our times is rather
Dionysiac in character and is more respectable than the ancient kind. (...) dance
the story of Dionysus and India, or again the story of Pentheus’ (transl. Loeb);
it may have been a dithyrambic dance because it is associated with the dithy-
rambic poet Cinesias, cf. Ar. Ra. 152-153 v1) Todc Beovc ExpTiv Ye mpoC TovTOLC
kel / Ty wuppiymy Tic Enade v Kunciov, ‘There too, by the gods, should he
be plunged (i.e. the dung of the Underworld), whoever has danced the sword-
dance of Cinesias’; Suda s.v. muppiyn wuppixmv Enabde Ty Kumciov. obtoc &
Kurnclac SubvpapPomoidc fiv, moimce 52 woppuyov, ‘(whoever) danced the sword-
dance of Cinesias. He was Cinesias the dithyrambic poet, and he composed a
sword-dance’. Of course Cinesias may have written an accompaniment for a
dance outside the dithyrambic genre.

A lively rhythm is considered suitable for the dionysiac atmosphere of the
dithyramb: cf. Procl. Chr. 48 (320b12) EcTi 8¢ & pév SubdpapfBoc kektmuévoc kai
moAD 70 evBovcL@dec peTa yopeiac Engaivov, elc wadn katackevalopevoc Ta
paAicTa oikela T Bed kal cecofmral pév kail Totc puduoic kal dmhovcTépuc
kéxpmran Talc AéEecwy, ‘the dithyramb is full of movement, and shows, also in its
dance, the ecstatic mood to a high degree; it is suitable for the moods which
belong specifically to the god. It is agitated in its rhythms and it chooses its words
simply’. Proclus does not explain which metres are especially suitable, but else-
where the baccheus is mentioned, cf. % Hephaestion (p. 301, 24 Consbruch)
€PSopoc 6 Pakyeloc, Ex Ppaxeiac kal dvo pakpdv. EkANHOM 8¢ oliTwc, ETeLdT) ol 1@V
SLBvpapPomToLdy Tpoc Avdvucor Hiuvol @ ETL TO TAELCTOV EK TOVTOV ToV ETPOL
Rcav 6 kai vmoPdkxeLoc, ‘the seventh is the baccheus, consisting of a short and
two longs. It has this name because the songs of Dionysus, written by the dithy-
rambic poets, consisted mainly of this metre. There is also the hypobaccheus’.

Although Lasus of Hermione is said to have changed both the rhythms and
the music (see 1.3.), later authors regarded the old dithyramb, of which Pindar
was also a representative, as ‘orderly’ (D.H. Comp. 19 (2, 86 U.-R.]) mapd e Toic



INTRODUCTION 11

dpxaiorc TeTayutvoc v kal & 8uBUpapPoc, ‘among the ancients even the dithy-
ramb had been subject to strict metrical laws’ (transl. W. Rhys Roberts). So long
as the chorus consisted of citizens without a musical education the metres had
to be fairly simple, or at least regular. With the introduction of the solo parts,
probably executed by professional artists (see 1.3.), the strophic structure could
be dismissed (cf. Arist. Probl. 19, 918b18). This development supposedly began
with Melanippides. The longer dithyramb fragments of Pindar and Bacchylides
all seem to be strophic.

1.5. Syle and vocabulary

In its original form the dithyramb was sung at bacchic festivals, cf. Archil. fr. 120
West ac Avwvicov dvaxtoc kahdv tEdpEar péroc / olda SLBvpapPov oivel cuy-
kepavvwleic ppévac, ‘I know how to lead the fair song of Lord Dionysus, the
dithyramb, when my wits are fused with wine’ (transl. Pickard-Cambridge); Epich.
fr. 132 Kaibel ovk écTi 8L8Vpapfoc Sk’ Ddwp minic, ‘there is no dithyramb when
you drink water’; Procl. Chr. 51 (320b21) Eoke 8¢ 6 wev S18UpapBoc dmo THc kara
70vc drypoic TawdL@c kal Tic v Tolc moToLC ebppocivmc eVpebijval’ ... EKEL piv
yap péBar kal Tadial, ‘the dithyramb seems to originate from rustic amusement
and festivities at drinking-parties; ... for there (i.e. in the dithyramb) you find
drunkenness and amusement’; Plu. de e ap. Delph. 9, p. 389a. The use of ££apEar
in Archil. fr. 120 West implies the presence of an ££apywv, who started a song,
perhaps an improvization, and of a chorus, a group of fellow-revellers, who joined
in a refrain (see Pickard-Cambridge 19622 9). For this use of é£dpxw cf. Archil.
fr. 121 West; 1l. 18, 606; 24, 720-722; h. Hom. 27, 18 and see M. Forderer, Der
Sanger in der homerischen Schildbeschreibung, in Synusia, Festschrift W. Schade-
waldt, Pfullingen 1965, 25. In such circumstances the vocabulary must have been
simple (cf. Procl. Chr. 47 [320b15] ... @mhovcTépac kéxpmrar Talc Aefecw). PMG
871, a song of Elean women addressed to Dionysus, may have been like the
original form of the dithyramb. The god is requested to come to the temple, on
the occasion of a festival, and the form makes it plausible to assume that the last
two lines were a refrain sung by a chorus, while the first lines were sung by a
soloist.

The mythical narrative, probably introduced by Arion (see 1.2), presumably
made the dithyramb a more formal poem. The verbs moificavra and Subafavta
used by Herodotus imply that the dithyramb of Arion was rehearsed with the
chorus and was a much more formalized and structured poem than the dithyramb
of Archilochus. Pindar belongs in this more formal phase of the dithyramb. Cf,
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Gal. X p. 12 Kiihn 1 tivoc pekomoirod (edmopvicoper) xatd Mivdapov dicovroc
WymAdc Ev BLBupdpPorc dc malat T0v Avdrucov, olitwc viv Tov Oeccaldy;, ‘or
which poet, singing in an elevated style as Pindar sang of Dionysus in his dithy-
rambs, can we use now to sing of Thessalos?” Most of the dithyrambs of Bacchy-
lides are almost completely concerned with myth, and present the material in a
novel way: there is quite a lot of direct speech (B. 15, 50-63; 17, 20-46; 52-66;
74-80; the whole of B. 18); except for B. 19 and 20 there are no smooth intro-
ductions or endings, but the story begins in mediis rebus (B. 15; 17) and/or ends
abruptly (B. 15; 16; 17; 18). Zimmermann 1988b, 106 suggests that Bacchylides'’
style was influenced by contemporary Attic tragedy: the introduction of direct
speech, the dialogue form of B. 18, and the unity of time and place which he
pursues by just presenting an episode instead of narrating the whole story. It is
possible that such innovations prepared the way for the New Dithyramb poets (see
Zimmermann 1988b, 109), where mimesis plays a large role.

The mimetic character of the New Dithyramb is mentioned by Arist. Probl.
19, 918b18 516 kai ol Si6vpapPor, EmeLdN) pLpmTikol Eyévorto, ovkéTL Exovciy
avtLcTpopovc, TpoTepOY SE eLxov, ‘for the same reason the dithyrambs, once they
had become imitative, were no longer antistrophic, as they had previously been’
(transl, Loeb). Mimesis in Aristotle refers to parts where the poet speaks either
as a narrator or as a character (see . de Jong, Narrators and Focalizers, Amster-
dam 1987), but here its meaning seems more restricted, indicating that in the New
Dithyramb characters were impersonated. Some descriptions of dithyrambic
performances refer to such mimetic tendencies: cf. e.g. Tim. PMG 792 (= Ath.
8, 352a) éwaxotcac 6¢ Thc 'Qdivoc Tic Tupobéov, el 8’ EpyordPov, Epm (sc. 6
ZrpaTtovikoc), ETLkTE kal pT) Be6v, Tolac &v fipler uvdc;, ‘listening to The Birth-
pangs of Semele by Timotheus, he (Stratonicus) remarked: "If she were bearing
a theatrical manager instead of a god, what screeches she would be letting forth!"™
(transl. Loeb); D. Chr. 78, 32 (2, 271 de Budé); API. 16, 7. Another example may
be Philoxenus’ Cyclops or Galatea (PMG 815-824). It is uncertain whether or not
this was a dithyramb. A part of it is parodied in Ar. Pl 290-315 where one of the
actors, representing Polyphemus, executes a wild dance with the chorus who are
supposed to be the flock of sheep and goats. That this is indeed aimed at the
poem of Philoxenus is explained by the scholiast on Pl 290: ®uldevov Tov
Su0vpapuPomolov 1 Tpaywdodiddckalov Suaciper, ‘he ridicules Philoxenus the
dithyrambic or tragic poet’ (Philoxenus is also described as a Tpaywkéc in the same
scholium, but usually he is identified as a Su8vpappomordc [PMG 814, 826, 828,
830]). Arist. Poet. 1448a14 discusses the fact that artists can depict people as
better or worse than they actually are and gives as one of the examples: dpoiwc
8¢ kal mepl Tovc SLBupapPouc kal mepl Tovc vépove, demep tyact Kikhwmac
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Tuwd8eoc kat PLhdEevoc, pupmcarto dv e, ‘(these divergences can arise) likewise
in dithyrambs and nomes: for just as Timotheus and Philoxenus (represented)
Cyclopes, (so) one may represent (people in different ways)’ (transl. Janko). Since
both Timotheus and Philoxenus wrote nomes as well as dithyrambs, this does not
help to define the genre of the KikAw{. The expression Operravers (Ar. Pl. 290,
296) imitates the sound of the lyre (clumsily) played by the Cyclops. This 8per-
Taveld comes from the original poem of Philoxenus (2 Ar. Pl 290; Suda s.v.
Operraverw). If the actor really played the instrument, this must have been quite
an innovation. The poem is called a 8pduc by Zenob. V, 45 (1, 139 Leutsch-
Schneidewin = PMG 824) and by the scholiast on Ar. Pl 290. Philoxenus is said
to ‘bring the Cyclops on stage’ (elcdyew). The surviving texts in PMG 821, 823
and 824 are direct speech and may be evidence of solo parts. All such features
are more in accordance with the dithyramb than with any other genre of choral
lyric, because of the mimetic tendencies of the New Dithyramb (cf. Arist. Probl.
19, 918b18; Poet. 1461b30-32 = Tim. PMG 793, see also Th. Gomperz, Skylla in
der aristotelischen Poetik und die Kunstform des Dithyrambos, Hellenika 1,
Leipzig 1912, 85-92). D.F. Sutton, Dithyramb as Apaua: Philoxenus of Cythera’s
Cyclops or Galatea, QUCC n.s. 13 (1983), 37-43 comes to the conclusion that the
poem was an experiment, a hybrid form somewhere between dithyramb and
&papa. This is another way to describe the mimetic tendencies and seems the best
solution for the conflicting testimonies. Such an experimental form would be the
expected consequence of the ‘dramatic’ B. 18. Philoxenus must still have been a
‘real’ dithyrambic poet, because Philodemus maintains that despite the innovations
the style of a dithyramb remains recognizable: «[ai Todc] SeLOuvpapPi- / kove 8¢
rpém[oJuc £l 7L cuy- / kpivar, Tov Te kara Iivda- / pov kal 1oV katd PLhée- /
vov, peydAmy ebpebficecOar / Ty Suagoparv 1@v Emeal- / vopéver 186V, 1oV §
ab- / 7ov elvaw t[p)émov, ‘and when someone should want to compare the styles
of the dithyrambs, of Pindar and of Philoxenus, the resulting differences in
character would be found to be large, but it would also be clear that the style is
the same’ (de Mus. 1 fr. 18, 6 p. 9 Kemke).

Compound words were considered typical of the dithyramb (cf. Arist. Poet.
22, 1459a8 av & dvopdTtaw Ta wEr BLTAA MdAlcTa dpuoTTEL Tolc SLBupduPorc,
‘among names, double ones are most appropriate for dithyrambs’ (transl. Janko);
Rher. 111, 1406b1; Pl. Cra. 409c). Both Pindar and Bacchylides use words that are
found seldom or not at all in the extant literature, but their vocabulary is not
empty and hollow. The ridicule of Aristophanes (e.g. Nu. 332-339; Pax 827-831;
2 Av. 1393 mreicm yap atrav f) AéELe ToLavn, O 8¢ volc ENdxicToc, dc 1) TapoL-
piar ‘kal dLBvpduPwr voiv Exerc eddrrova’, “for their words are very large, but
their sense is very small, as the saying goes: "you have even less sense than the
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dithyrambs™) and the criticism of Demetrius (de eloc. 91, p. 24,3 Radermacher
Amprréov 8¢ kai cuvBeta dvoparta, ob Ta SiBupauPikdc cuykeipeva, olov ‘BeoTepd-
Touc TAdvac’, o8t ‘GcTpwy Sopihmupov cTpartdy’, GAN’ EowéTa TolC VWO THC
cuvmBeiac cuykelpévole, ‘compound words should also be used. They should not,
however, be formed after the manner of the dithyrambic poets, e.g. “heaven-
prodigied wandering" or "the fiery-speared battalions of the stars". They should
resemble the compounds made in ordinary speech’ [transl. W. Rhys Roberts]) are
aimed at the poets of the New Dithyramb. The compound words of the New
Dithyramb poets apparently did not convey any real meaning, and were con-
sidered ridiculous. Examples are found in Philoxenus (PMG 821 & xaA\Lmpbce-
we xpvceoPoctpuxe [Tardrera]] / xapiropwve 8droc "Eparwv) and Timotheus
(PMG 778b, 780 and many lines and words in the Persians PMG 791). The style
of Cinesias is described as ‘crooked’ in Erotian. p. 75, 10-12 Nachmanson (p. 113
Klein) s.v. parpoeldéctator kapmurdratov. (...) trhaciov <& > el 1o katd T
REV kolAov, kaTd TL 88 kapmilov, oc Kunclac tdccer Ty Aé6uy, ‘most crooked-
looking: very curved (...) of conformations (?), hollow on one side and curved on
the other, as Cinesias forms his diction’. Perhaps this refers to the above men-
tioned criticisms of the dithyrambic vocabulary: long words with no contents.

1.6. Performance

It is recorded that Lasus introduced the dithyramb to the contest (Suda s.v. Adcoc’
Tpdroc 8¢ olroc mepl povcikTic Aoyov Eypaye kai Su8vpapPov eic dydva elcyaye
kol Tovc EpLeTikoue elemyficato Adyove, ‘he was the first who wrote a book On
Music, who introduced the dithyramb to the contest and who introduced
sophisms’). Garrod has tried to harmonize the testimonies of the Suda and of
Plutarch (de Mus. 1141c Adcoc 6 "Epplovedc eic Ty d8vpappukiy &ywyhy
MeTacTicac Tobc Ppubuovc ..., ‘Lasus of Hermione, by altering the rhythms to the
tempo of the dithyramb ..’ [transl. Loeb]) and suggests reading Su8vpappoderc
Gywyac elefyayev in the Suda (1920, 136). This is a suggestion worth considering,
which would imply that Lasus had nothing to do with the introduction of the
dithyramb to the contest. However, a reference by Aristophanes (V. 1409-1410
Adcoc mor qrredidacke kal Zupwridnc: ETELD’ & Adcoc elmer ‘OMiyov pou uéAEL,
‘Lasos once was a rival producer and Simonides. Then Lasos said "I do not care™
[transl. Pickard-Cambridge]) reveals that there were dithyrambic contests in Lasus’
time, and their introduction cannot have been much earlier (see Pickard-Cam-
bridge 19622, 15). The exact role of Lasus in this development remains obscure,
because the introduction of the dithyrambic contest would seem to be a matter
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for the tyrannos rather than for a poet. Perhaps Lasus was the very first to secure
a victory in such a contest, or perhaps there was information, now lost, about
Lasus’ role or influence with the tyrannos.

At the City Dionysia of Athens competitions were organized for dithyrambic
choruses of boys and of men, for comedy and tragedy. The victories are recorded
in this order (JG 1I% 2318). For the dithyrambic contest each of the ten tribes
provided a chorus of fifty men and of fifty boys: Z Aeschin. in Tim. 10 &£ €Bovc
* ABnvatol kaTa guiacictacay mevrikovta Taldwv xopov 1 avdpav, dcre yevécOan
Séka yopoic, EmeLdT) kai Séka puhai, ‘habitually the Athenians organized choruses
of fifty boys or men by tribe, so that there were ten choruses, because there were
ten tribes’, and chose a xopwyoc: D. 21 hypoth. 11, 2 &v olc (City Dionysia) wpod-
BdAAeTo xopmyoC G¢’ EkAcTTC PUATIC TPAC TO TpEPELY YOopovUC Taldwy TE Kal
Grdp@v ... mavopévne 8t THic EopTiic Ev TEL TpdTWL MYl TpobPdANovTo ol xopryyol
Tfic perhovemce topriic, ‘at the City Dionysia a choregos was put forward from
each tribe to provide for the choruses of boys and men ... and after the festival,
in the first month thereafter, the choregoi for the next festival were put forward’.
The xopryoi chose the poets (cf. Ar. Av. 1403-1404 a7l TETOLTKAC TOV KUKALO-
Suddckaloy, / dc Talc uiaic Teprudymroc eip’ dei, ‘Is that how you treat me,
a dithyrambic poet, who is always fought for by the tribes?’; X. Mem. 3, 4, 4 o05¢
adfic ye 6” AvtLeBevnce ode xopdv SLdackaliac Eumeipoc (v Suwc £yEVETO Lkawoc
gpely Tobe kpaTicTove Tabra, ‘although Antisthenes knows nothing about music
or the training of a chorus, he showed himself capable of finding the best experts
for this’) after drawing lots for the order of choice (cf. Antiph. 6, 11 &meld7) xopm-
yoc kaTecTadny elc Oapyniia kal Exayov Iavrak\éa Suddckoov ..., ‘when I was
appointed choregos for the Thargelia and had obtained by lot Pantakles as poet
...”; the practice was probably the same for the Dionysia). In Demosthenes’ time
the order in which the flute-players were to be chosen, was also decided by lots:
D. 21, 13 mapodene 8t THc EkkAnciac &v Ay 70V dpyovt EmkAmpoiy 6 véuoc Tolc
xopolc Toc abATTac keAeVEL (...) kal kKAMpovMévaw TpdToc alpelcbal Tov abA iy
Ehaxov, ‘when the Assembly met at which the law directs the Archons to assign
the flute-players by lot to the choruses (...) at the drawing of the lots I was
fortunate enough to get first choice of a flute-player’ (transl. Loeb). Until Mela-
nippides the choice of the flute-player was the poet’s responsibility, cf. Plu. de
Mus. 1141c-d (see also 1.3). The xoprwydc further assembled the chorus (Antiph.
6, 11) and appointed a xopodi.8dckaloc, whose role was of course very important
for a successful performance (cf. D. 21, 17; 58-60).

The prize for the victorious tribe and its xopyéc was a tripod (Simon. fr.
77; 79 Diehl; D. 21, 5; AP 13, 28, 6). There were wreaths (D. 21, 63), probably
for the poet (4P 13, 28, 3-4), and a bull is recorded as the first prize for the poet
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(Simon. fr. 79 Diehl; Pi. O. 13, 19; Z PL R. 11, 394c 7@v 8¢ woLrdv TdL pev o’
Boic Emabrov v, TéL 88 P’ dupopeic, oL 82 ¥ Tpdyoc, Sv Tpuvyl kexpLcuévoc
amiyev, ‘for the first of the poets the prize was a bull, for the second an am-
phoreus of wine, and for the third a goat which was led away smeared with wine-
lees’ [transl. Pickard-Cambridge]). In the official records only the tribe and the
xopmyoc were mentioned (/G 1%, 2318).

Dithyrambs were also performed at other Athenian festivals, at the Thargelia
(Lys. 21, 1 (&vihoca) Oapyerioic vikfcac avdpikal xopan (Sicythiac Spaxudc),
‘(1 spent 2000 drachmas) for the Thargelia, where I secured a victory with a
chorus of men’; Ps. Xen. Ath. Pol. 3, 4; Dittenberger 3, 1091, 16 &vdpccL and
waici), at the (Lesser) Panathenaea (Lys. 21, 2 dvijdeca ... llavadnraiorc Tolc
JLkpoilc kukAiwL xopdl TpLakociac, ‘I spent 300 (drachmas) for a cyclic chorus at
the Lesser Panathenaea’; Ps. Xen. Ath. Pol. 3, 4; IG I* 673 [see D. Peppas-
Delmousson, Das Akropolis-epigramm IG 12 673, MDAI(A) 86 (1971), 55-66]) and
probably also at the Promethia and Hephaestia (cf. Ps. Xen. Ath. Pol. 3, 4;
Dittenberger 3, 1091, 11).

For more details see Pickard-Cambridge 19687 74-79; Pickard-Cambridge
19627, 31-38.

1.7. Remains of the dithyrambs

Archil. fr. 120 (West) is probably not a dithyramb because the way in which the
first person speaks about himself is not compatible with a cult song (see also
Privitera 1957, 98). Perhaps the small remains of an Archilochean poem in the
inscriptional life of Archilochus (N. Kontoleon, Néav émypagpai mepl 700’ Apxi-
Aoyov ex Ilapov, Arch. Eph. 1952; A.G. Woodhead (ed.), Supplementum Epigraphi-
cum Graecum 15, Leiden 1958, nr. 517, A III 31-35 6 Awévucoc [ / obrdc Tval[
/ Suepakec af / coka per[uxpd / olporian £p[ ) belonged to a dithyramb (see G.A.
Privitera, Tradizione diretta e indiretta della melica ditirambica, Sileno 12 [1987),
222).

No fragments of the dithyrambs of Lasus have survived, except for the mention
of the word ckipvoc (Ael. NA. 7, 47 = PMG 703).

Although Simonides of Ceos must have been very famous, as is testified by
the fifty-six victories mentioned in fr. 79 Diehl (= AP 6, 213); fr. 77 Diehl, none
of his poems is left to us. We only have the title of one of them, Str. 15, 3, 2
Taghvat 5e AéyeTal Mépvov mepl MTaktov The Zvplac mapa Baddv motapdy, oc
glpmke Zupwvidmc év Mépvout SLBvpduPwL 7@v AnAiakady, ‘Memnon is said to have
been buried in the neighbourhood of Paltus in Syria, by the river Badas, as
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Simonides states in his dithyramb entitled Memnon, one of his Delian poems’
(transl. Loeb).

The first poet from whose dithyrambs we have substantial fragments is Pindar.
They show, as far as we can judge, no traces of the revolutionary tendencies set
in motion by Lasus. Indeed, Pindar is sometimes explicitly mentioned as an
example of ‘the good old days’ by later theoreticians (cf. Phil. de Mus. 1 fr. 18,
6, Gal. X p. 12 Kiihn). He will be treated in detail in chapter 2.

Remains of six dithyrambs of Bacchylides were found on papyri in 1896 and
published in 1897 by Kenyon as B. 15-20. These belonged to one roll. Kenyon sug-
gested that 15 and 18 might be hymns, 16 and 17 paeans (although 17 seems to
be referred to as a dithyramb by Servius), and 19 and 20 dithyrambs. In 1911
Hunt published P. Oxy. 1091 containing remains of one column of B. 17. To this
papyrus the original label, a palimpsest sillybos was still affixed, bearing the title
BakyvAiidov Avbvpapfor. Beneath these words remnants of some lines were
visible, later identified by Edmonds as the title of 15 *Avtnuopidai fj "Exévnc
d&waitncic, ‘doubtless written here by mistake for the title of the book’ (CR 36
[1922], 160). This implies that B. 15-20 form the beginning of a roll of dithyrambs:
because the poems were placed in the alphabetical order of their titles, it is
certain that 15 was not preceded by other dithyrambs (Snell, praefatio to Snell-
Maehler, Bacchylides. Carmina, Leipzig 1970, 1X). The title of the last extant
dithyramb, "I8ac, suggests that the original collection must have been larger.
Remains of some of them are published by Snell-Maehler as dithyrambs 21-29.

Other poets of this period who wrote dithyrambs, are Ion (PMG 740-741),
Praxilla (PMG 748) and Licymnius (PMG 768), but almost everything of their
poems is lost.

Not much of the New Dithyramb is left to us. Our knowledge is mainly
second-hand: judgments, often negative, from theoreticians such as Plato, Aristotle
and Dionysius of Halicarnassus, and parodies in comedy. For the New Dithyramb
and the reactions it evoked, see H. Schonewolf, Der jungattische Dithyrambos.
Wesen, Wirkung, Gegenwirkung, Diss. Giessen 1938.

The first representative of this later dithyramb is Melanippides of Melos (cf.
Pher. fr. 155, 3 K.-A. Epol (sc. Musae) yap Mp€e 1év kaxkd@v Mehavimwidne, “for
the first to begin these evils, was Melanippides’). None of the extant fragments
(PMG 757-766) can be called a dithyramb with certainty, although the subject-
matter of PMG 758 (Athena and the flute) and 760-761 (wine) would suit the
genre.

Cinesias of Athens is mainly known from comedy (Ar. Av. 1373-1409; Ra. 1437;
Eccl. 330; fr. 149-150; Nu. 333 and 2 a ad loc. gic Tovc mepl Kvrmelay kai Ourdte-
vov kai Kheopévy, ‘referring to Cinesias, Philoxenus and Cleomenes’; Strattis frs.
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14-22 K.-A; cf. also Plu. glor. Athen. 5, p. 348b). (See also L.B. Lawler, ‘Lime-
wood’ Cinesias and the Dithyrambic Dance, TAPA 81 [1950], 78-88.) Only one
word of his dithyrambs remains, PMG 775 PO.dra.

On Philoxenus’ most famous poem, Cyclops or Galatea and its genre, see 1.5.
Some other small fragments of Philoxenus have survived but their genres are
unknown.

Telestes of Selinus, another dithyrambic poet, is also reported to have written
Spapara (Suda s.v. Texéctnc). These, too, may have been dithyrambs: the few
surviving contents of the ' Apyd are compatible with the genre, describing Athena
and the flute (PMG 805a-¢) including praise of the art of the flute (805¢ dv
cuveplBortatay Bpouiml mapéduke cepvac / daipovoc depdey TveTn atohomré-
puyor / cwv dyhadv oxiratl xewpdv, ‘which the uplifted breath of the august
goddess, joined with the swiftness of her flashing fingers that quivered like wings,
gave over to Bromius to be his most faithful handmaid’ [transl. Loeb)); of the
*Ackhmmuoc a fragment about the playing of the atAdc remains (PMG 806) and
a short notice about a mythical event (PMG 807 1ov " AckA[vymiov 8 b]wo Avdc
ke[pavvw]dfval yeyp[dpacty ... ] kai 6 T[a@ Nav]waxtia wou[fcac] kal Teéct[nc
" AclkAmmiai, ‘they wrote that Axclepius was hit by lightning by Zeus ... both the
author of the Naupactia and Telestes in his Asclepius’). PMG 808 is identified as
a dithyramb by Ath. 14, 637a and describes the pdyadic, a string instrument.
PMG 810 may have been from a dithyramb because of its contents: wp@roL Tapa
kpatiipac ‘ EAAdvav év adroic / covomadol TTédomoc Matpoc dpeiac / ®piyov
devcav vépor / ol 8’ dEvgdvorc wmrtidav Yaipoic kpékov / AvSuov Hiwvoy, ‘the
first to sing the Phrygian strains in honour of the Mountain Mother, amid the
flutes beside the mixing-bowls of the Greeks, were they who came in the company
of Pelops; and the Greeks struck up the Lydian hymn with the high-pitched
twanging of the lyre’ (transl. Loeb).

Timotheus wrote a dithyramb entitled "Exwivop (PMG 779). His SxiA\a
was probably also a dithyramb, but only one corrupt line of it has survived (cf.
PMG 794 1a pev yap 1@v StBvpdupov Spora Tolc EmLdeikTikole ‘Sud ct kal Ted
daopa tevrat ZxvAra’, ‘for those of dithyrambs resemble epideictic exordia: "for
thee and thy presents or (?) Skylla” [transl. Loeb]). His nomes are reported to
have had a dithyrambic style (Plu. de Mus. 1132d-e Touc yodv Tpdrovc véuove
tv Emec Suapryviov SuBupapBuciy AeEuw fubey, Smec puf eV8VC PavTi Tapavoddy
glc THv dpyaiav povcikmy, ‘(Timotheus) sang his first nomes in heroic hexameters,
with a mixture of the diction of the dithyramb, in order not to display at the start
any violation of the laws of ancient music’ [transl. Loeb]). This category includes
the Persians (PMG 788-791, see T.H. Janssen, Timotheus. Persae. A Commentary,
Amsterdam 1984) and perhaps also the Artemis (PMG 778 6uiada poPada
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pawadae Avccada) and the Cyclops (e.g. PMG 780 Eyxeve & Ev pev démac kiccl-
vov uehatvac / ctaybvoc auPpérac depdr Bpuvdlor / elcociv 8t pétp’ Evéxen’,
avepreye / 8 alpa Bakylov veoppitorcuy / Sakpiouct Nupepdy, into it he poured
one ivy-wood cup of red drops ambrosial, bubbling with foam; then he poured
in twenty measures, and mingled together the blood of the Bacchic god with fresh-
flowing tears of the Nymphs’ [transl. Loeb]).

For more extensive collections of dithyrambs and their poets see C. Del
Grande, Ditirambografi: Testimonianze e Frammenti, Napoli 1947; D.F. Sutton,
Dithyrambographi Graeci, Hildesheim/Miinchen/Ziirich 1989.

1.8. Conclusion

The available evidence for the development of the dithyramb is meagre. There
are hardly any actual poems left, neither of the early nor of the New Dithyramb,
so that the dithyrambs of Pindar can only be compared with those of Bacchylides.
The testimonies we have, seem to indicate that the dithyramb developed from
an informal revel-song to a more formalized poem which was rehearsed and
performed at official festivals. Between this early dithyramb and the New Dithy-
ramb which is described as overstepping the boundaries of the genre, Pindar
can be considered the supreme representative of the formal dithyramb, adhering
closely to the traditional subject-matter and employing an elevated style. Bacchy-
lides let himself be less strictly influenced by the rules of the genre and already
marks the beginning of the New Dithyramb. The position of Lasus in this histori-
cal sketch, however, is uncertain. Innovations in musical accompaniment and
rhythm are not only ascribed to Melanippides and other poets of the New Dithy-
ramb, but also to Lasus. Whether Lasus created order in an anarchical situation
or was an innovator along the lines of the New Dithyramb, is unknown (see 1.3),
because we know too little of the music and rhythm of the period. It is possible
that innovations of Lasus evoked reactions (perhaps reflected in Pratin. PMG
708) which caused a return to a more formal stage of the genre, but it is equally
reasonable to suggest that a unification of the musical practices and theories
offered a basis for the elevated dithyrambs of Pindar.
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2. THE DITHYRAMBS OF PINDAR

2.1. Contents

The fragments of Pindar’s Dithyrambs deal for a large part with Dionysus (as the
god of the dithyramb) and his history (fr. 85; 85a), descriptions of his worship (fr.
70b, 6-23), related deities (Cybele fr. 70b, 9; fr. 80) and rites (Eleusis fr. 346).
Worth individual mention are hymnic features such as invocations (fr. 70b, 317;
fr. 70¢, 97), genealogical information (fr. 70b, 27-32; fr. 75, 11-12), and the
epithets (fr. 75, 9-10). These hymnic features are also transferred to other gods:
the Olympians (fr. 75, 1-9), " AxaAd (fr. 78) and probably to Cybele (fr. 80). Here
we must also count the references to the actual situation of performance (fr. 70a,
11; fr. 70b, 7 kai; fr. 70c, 16-17; fr. 75, 16-19) and the mention of spring time
(fr. 70c, 19; fr. 70dc], 2-3?; fr. 75, 6; 13-15).

Mythical narratives form an integral part of this genre of choral lyric (see 1.1):
cf. fr. 70a, 15ff; fr. 70b (as the title suggests); fr. 249a; fr. 346; fr. 70c, 22 (accord-
ing to Bury); fr. 70d, 13-17; 31-43; fr. 70d(a); fr. 70d(b)?; fr. 70d(f); fr. 70d(g); fr.
70d(h)?; frs. 72-74. It is likely that the myth was in some way connected with the
city, thereby giving the poet a chance to make the citizens feel themselves proud
of their city.

Praise of the city for which the poem is made is frequent. This may be done
by means of favourable descriptions or epithets (fr. 70a, 7 peydiwt; 11 e0]daipéd-
vaw; fr. 70b, 26; fr. 70¢, 9-10; fr. 70d[c], 6-9; fr. 70d[h], 4-57; fr. 75, 4-5; fr. 76; fr.
77) or by reference to their history (fr. 70a, 1-10; fr. 70b, 27-30). The latter may
overlap with the category of mythical narrative if it is related extensively.

The art of poetry and the poet himself are mentioned in fr. 70a, 11-15; fr.
70b, 1-5; 23-26; fr. 75, 7-9; fr. 86a.

In the extant fragments there are no certain gnomic sentences. We may think
of fr. 70d, 45 and/or 46 and perhaps of fr. 70d, 18ff. The text is, however, too
fragmentary to be sure. Perhaps we must count fr. 81 here too.

2.2. Metre

The fragmentary state of most of Pindar’s dithyrambs makes it difficult to draw
any conclusions about their metre. Fr. 70b consists of fairly regular dactylo-
epitrites. Fr. 75 consists of a combination of iambic and other metres, and similar
cola can be recognized in fr. 70a and fr. 70d, although the fact that we do not
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always have the beginning or the end of a line must be reason for caution. The
lack of a corresponding (anti)strophe in particular makes it impossible to make
a satisfactory metrical analysis of fr. 75. As it is, we have a mixture of different
metres (see on fr. 75 Metre). This may have been so bewildering that it led
Horace to say that Pindar in his dithyrambs ‘numeris ... fertur lege solutis’ (Od. 4,
2, 11-12). Cf. also Ps. Censorinus De musica 9 (Pindarus) qui liberos etiam numeros
modis edidit. The interpretation of the unbound ‘numen” is hindered by our lack
of knowledge concerning the extent of Horace’s and his contemporaries’ under-
standing of Pindar’s metrics. We must assume that strophic responsion was
recognizable, so that it cannot refer to astrophic poems, because strophic respon-
sion is found in at least two of Pindar’s dithyrambs (fr. 70a and fr. 70b). If we
assume that Horace understood the metrical structure of Pindar’s poetry, the
unbound ‘numeri’ must refer to the metrical liberties which Pindar allowed himself
within the different metres. This is consistent with the opinion of the scholiast:
‘ergo in hoc lex pedum non quaeritur et syllabarum, sed quali sono vocis dityrambi
et quali rithmo cantentur. aut lege solutos dixit, quia in hoc metro licet variare, et
non in eodem metro perdurare’ (2 Hor. Od. 4, 2, 11 [1, p. 329 Keller}). It also fits
with the much simpler and more polished rhythm of Horace’s poetry, which is
more like the monodic poems of Sappho and Alcaeus. See P. Steinmetz, Horaz
und Pindar. Hor. carm. IV 2, Gymnasium 71 (1964), 1-17.

2.3. Style

Dionysius of Halicarnassus (Comp. 22) quotes fr. 75, the only decent-sized dithy-
rambic fragment known until the papyri with dithyramb fragments were found,
as an example of the austere style. Characteristic of the austere style are

a. long words with long syllables, suggesting a majestic pace (Comp. 22, 148
peydlowc e kal SuaPePmrodciy elc MA@TOC GVORACLY GC TA TOANG WTKDVECHAL
PLAEL" 70 yap eic Ppaxelac cvirafdac cvwdyecBal molépLor b, TAHY €1 ToTe
dvaykn PudlouTo, ‘it is prone for the most part to expansion by means of great
spacious words. It objects to being confined to short syllables, except under
occasional stress of necessity’ [transl. W. Rhys Roberts));

b. an arrangement of the words which makes each word stand apart by itself
(Comp. 22, 148 EpeiBecBal PoveTal Ta OVoMaTY ACPAAGE KAl CTACELC AapuPdveLy
Leyvpdc, (...) alcBnroic xpovoLc SueLpyopeva: Tpayeiavc Te xpTicBar moAhay i kai
dvmitimoLe Tatlc cupPoraic obdEv avrin Suagépey, ‘it requires that the words
should be like columns firmly planted and placed in strong positions (...) being
separated by perceptible intervals. It does not in the least shrink from using
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frequently harsh sound-clashings which jar on the ear’ [transl. W. Rhys Roberts]);
c. majestic rhythms without artful symmetry and smoothness (Comp. 22, 148-149
EmrndeveL kal Todc pubpodc Tove dfLwpaTikoVC KAl LEYRAOTPETELC, ... PUCEL T
toukéval LaAlov aTd PovheTal T TExVML, ‘it pursues ... also impressive and stately
rhythms, ... It wishes them to suggest nature rather than art’ [transl. W. Rhys
Roberts));
d.syntactical irregularities (Comp. 22, 150 &yxicrpopdc (v.l. @vtippomdc) i mepl
TAC TTWCELC, TOLKLAT Tepl TovC CYXMUATLCHOVC, OALyoctvdecpoc, dvapbpoc, év
ToAMoLe bTEpoTTLKT THC dkoAovBiac, ‘the arrangement in question is marked by
flexibility in its use of the cases, variety in the employment of figures, few connect-
ives; it lacks articles, it often disregards natural sequence’ [transl. W. Rhys
Roberts}).
For an extensive résumé of Comp. 22, see Pohl 1968, 50-56.

Dionysius discusses b only, but it is interesting to look into all the characteris-
tics of the austere style.
a. If Dionysius wants great and spacious words he may think of the eight rather
long compound words of fr. 75 (3 moAiBaroc, 5 mavdaidaroc, 6 LodeToc, Eapidpo-
moc, 9 kuccodanc, 10 EpuPodac, 14 porvkotavoc, 19 ExtkdumvE). The problem is
that for the most part these words have short syllables, which is uncharacteristic
of the austere style.
b. Dionysius discusses the word arrangement of fr. 75, 1-8 in detail (Comp. 22,
155-162). His main argument is that the difficulty of pronunciation makes the
words stand apart: combinations of letters that are produced in different parts
of the mouth (&p xopdv), hiatus ( OXduwLoL, £7i, BvéevTg Ev, dyhatay [Sete) and
combinations of consonants (kAvrdav) which are difficult to pronounce and which,
moreover, make the syllable longer than an ordinary short (such as Avrdv) Cf.
also at 1. 5 wavdaibaiov 7 edkAE’ dyopdr and at L. 6 cTepdvwv Tav 7' EapLdpdTwy,
where 7’ €i-, -vwv and T@v are considerably longer than the average. It is unclear
whether these observations are purely theoretical, or that the audience indeed
noticed such peculiarities of arrangement.
c. The rhythm of fr. 75 is iambic with much variation. The iambus is considered
oux dyevric (cf. D.H. Comp. 17, 106), although not so majestic as e.g. the
spondaeus or the dactyl. The frequency of resolution into . .. . - makes the
rhythm even less stately. The uneven length of the periods (see Zimmermann
1988b, 40-43) conforms to the goal of the austere style to avoid artful symmetry
and so seem unstudied.
d. The flexibility in the use of cases is difficult to judge, because the standard
usage is unknown. With variety in the employment of figures is meant ‘der
eigentiimliche Gebrauch der Wortformen und auBlergewdhnlicher Satzkonstruk-
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tionen’ (Pohl 1968, 188). We find v with the accusative at 1. 1, the position of
ol 7 at 1. 3, repetition of 7ov and véte at ll. 10 and 16 respectively, the majestic
plural at 1. 11-12, a neuter plural noun with a plural verb at 1. 15, cxfa ITuw-
Sapukév at 1l. 16, 18 and 19, and olxvéw is constructed twice with an accusative
instead of a preposition. The use of conjunctions is remarkable: we only find 7e
(L 2, 5, 6, 7, 10, 12, 13, 17, 18, 19). The article is also used quite sparingly (4, 6,
9). Finally, the disregard of the natural sequence can be seen in the separation
of noun and adjective (2 kAuvtav ... xdpw, 3 woAUBaTov ... duparodv etc.), the
tmesis of 2 ewi ... mépmeTe, the late position of 8 i8ete, the subject-object reversal
at 1. 17. See also the examples of wolkihia Tepl Tovc cxMuaTtLcpovc mentioned
above. Applying Dornseiff’s remarks and examples about asymmetry (1921, 103-
109) to fr. 75 we note at 1. 3-5 the use of a circumscription (&cTeoc oppaidv)
beside a concrete name (d&yopdv), at . 6 ctegdvwy without an article and doudav
with an article, at 1. 11-12 watépwv - yovaik@v (where patépov would have
provided the exact symmetry) and the chiastic position of ¥rdrwv and Kadueiav.
See also J.W. Poultney, Non-concinnity in Pindar, AJPh 108 (1987), 1-8.

Without being native speakers of ancient Greek, it is difficult for us to judge
Dionysius’ views for ourselves. We can only compare his examples with other
poets and poems, Taking e.g. Bacchylides we notice:

a. The number of compound words does not seem to be typical of fr. 75 and we
must assume that Bacchylides also wrote in the austere style, since the vocabu-
lary of e.g. B. 15 (= dith. 1) also has long words (43 8eficTparoc, 48 TIheicOe-
vidac, BeAbremhic, 49 evmemhoc, 50 dpmiguhoc etc.). Bacchylides shows an even
greater tendency than Pindar to use compound words, cf. B. 3, 1’ ApLctokapmoc,
2 Loctépavoc, 3 yAukbdwpoc, " Olvpmodpdpoc, 6 edpudivac etc.

b. For difficult consonant combinations in Bacchylides cf. B. 15, 42 géia\lov, 43
SeficTparoy, 45 dvicyovree xépac, etc.; B. 3, 1. Zukeliag kpéovcay, 2 Ald]patpa
Locrépavov, etc. The smooth style avoids hiatus within its periods, but not be-
tween them. Hiatus between the lines is, therefore, distinctive of neither the
austere nor the smooth style (Comp. 23, 179-180).

c. The rhythms of B. 3 and B. 15 also conform to Dionysius’ preference for stately,
but seemingly unpolished and natural rhythms.

d. B. 15 has one article, and is generally similar to the Pindaric fragment: adjec-
tives separated from their nouns, asyndeton in 47 and 48, no predicate in 51-52,
etc. Note the repetition in B. 3, 15-16, 21.

On the one hand Simonides is called one of the representatives of the smooth
style (Comp. 23, 173), but on the other hand Simon. PMG 543 is quoted as an
example of how verse can resemble prose (Comp. 26, 221-223). At Comp. 22, 148-
149 Dionysius expounded about the austere style: ofite mapLca BoOAeTaL Ta kKHAA
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dA\frowc elvay olte mapdpoa olite dvaykaiar SovAelovta dkolovBial, GAN
eUyer kal Aaumpd kal Exevbepa, gicer T Eowkéval pdllov alrd BodieTar 1
TEXVTL, KAl kaTtd TEBoc AEvecOar paiov 1 kar ffoc. mepLddove bt curmBivan
cvvaTapTilovcac Exvralc OV volv Ta ToANG pev obdE PovNeTay, ‘it tries to make
its clauses not parallel in structure or sound, nor slaves to a rigid sequence, but
noble, brilliant, free. It wishes them to suggest nature rather than art, and to stir
emotion rather than to reflect character. And as to periods, it does not, as a rule,
even attempt to compose them in such a way that the sense of each is complete
in itself’ (transl. W. Rhys Roberts). It seems that such objectives are similar to
those of verse which strives to resemble prose, so that Simonides seems to fit
with the austere style, too:
a. For compound words in Simon. PMG 543 cf. e.g. 5 éSlavroc, 10 xarkedyopgoc,
11 vukTLAapc.
b. The same fragment of Simonides illustrates quite well the use of ‘difficult’ letter
combinations (e.g. 8 duwrelc, yahadnyal, 9 krodccere, 12 Svépor.
¢. Simon. PMG 543 is explicitly praised for its thythm (Comp. 26, 221-223).
d. Simon. PMG 543 is syntactically fairly regular: nouns and adjectives mostly
together, more particles and connectives than in Pi. fr. 75, no irregularites in
cxmuaTcpédc. It has, however, no articles at all.
Taking Sapph. fr. 1 Voigt, Dionysius’ example of the smooth style, we do
notice the differences:
Tlov kLA6Bpo, v’ &Bavar " AppddiTa,
mal) Ajijoc 8ol 6Thoke, Aiccopal ce,
KM Wy Ecavcy \umd’ dvialcl ddauva,
ToTV|LQ, BT oV,
5 GAN @ TVid, XD, al moTa kATEpwTa
Ta)c Epac ad dac dloca mHroL
Ek;\vec, TaTpo c BE dopov AiToica
x1pocrov MG ec
dip,u’ vmacde vEavca kdhol B¢ ¢ dyov
10 &)keec aTpod OoL Tepl ydc peraivac
7, kva Sivyvevrec TTEP’ & @pdvw albe-
po;c dua péccw
ot pa § £€éxorTor ¢b &, & pdralpa,
MELSLal, calc’ aBavdTon TpocwmwL
15 Hype’ 6710 SMUTE METOVOQ KETTL
B UTE K GA M L
KyOTTL (oL LAALCTA BEA® YEVECOAL
pyavéhar (0dpen Tiva dmbTe TElBL
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L), Cdyn (Ec cav @uidrara; Tic ¢ &
20 VYa,m¢’ (&diknce;
kol y,ap al pedyeL, Taxewc SLdEEL,
ol 3¢ ddpa p) Séxet’, dAAG ddcer,
ai 8¢ Wi @ikeL, Taxémc QLATICEL
kouk EBEroLca.
25 £ABe pou kal v, yaléwav 8& Aicov
£k pepipvay, 6cca 8¢ pou TEAECCL
0upoc Lpéppel, TElecov, cb 8’ aiTa
cippayoc écco.
a. Except for the hymnic address using long words at 11. 1-2 we find no compounds
(&Bavdrwe at 1. 14 is so common that I do not count it).
b. In comparison there are fewer consonant combinations. The many cases where
vowels stood together, are almost all resolved by crasis and elision.
c. The rhythm is very clearly polished: seven short strophes, all with the same
metre: cr. ~hipp. | cr. Ahipp. | cr. Agl Apher.
d. The syntax is regular, most nouns and adjectives are closely together. We find
more different conjunctions than in the choral lyrics: gAAd (1. 5); at wota (L. 5);
8¢ (. 3 [um®’), 7, 9, 13 [twice], 22, 23, 26, 27), kai (1l. 15, 17); kai yap (1. 21).

This means that even for us the distinct styles of composition of Pi. fr. 75 and
Sapph. fr. 1 are recognizable.

According te Dionysius the austere style is typical of Pindar in general, without
dividing his poems into genres. It has also been argued that dithyrambs have a
style of their own. Some of the peculiarities of fr. 75 are seen as typical of the
‘dithyrambic style’ by Seaford 1977/78, 81-94, esp. 88: the cases of cyfua Mwda-
pLkdv, the many elaborately compound epithets, the frequency and aggregation
of the epithets and the cases of repetition. Considering our earlier discussion of
the characteristics of the austere style and the comparison with Simonides and
Bacchylides, it seems that only the cyfiua TIwdapwév and other syntactical
peculiarities are typical of Pindar’s dithyrambs, All other features are also found
in Bacchylides and Simonides.

This implies that Horace exaggerates when he says (Pindarus) seu per audaces
nova dithyrambos [ verba devolvit numerisque fertur / lege solutis (Od. 4, 2): Pindar
is like a torrent (devolvit, fertur, cf. also 1. 5-8 monte decurrens velut amnis, imbres
[/ quem super notas aluere ripas, [ fervet inmensusque ruit profundo [ Pindarus ore),
composing audacious dithyrambs, with new words and a metre without any laws.
Cf. also Quint. Inst. Orat. 10, 1, 61 Novem vero lyricorum longe Pindarus princeps
spiritu, magnificentia, sententiis, figuris, beatissima rerum verborumgque copia et velut
quodam eloquentiae flumine: propter quae Horatius eum -merito nemini credit
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imitabilem. In interpreting Horace’s judgment about Pindar’s dithyrambs and his
empbhasis on the new words and the unbound ‘numer?’, we must keep in mind that
in this ode Horace stresses the difference between Pindar and himself (4, 2, 25-
32). Poetic exaggeration is likely, see E. Fraenkel, Horace, Oxford 1957, 435.
There are new words in the Dithyramb fragments, e.g. ebapmwvg (fr. 70a, 13),
pupadymy (fr. 70b, 13), but their number must not be taken as the only criterium:
some of those words may also have occurred in the lost poems of Pindar or other
poets; and some are rather simple variations on known words (e.g. fr. 75, 5
wavSaidaloc from molvdaidaroc). Cf. the remark of the scholiast on Horace:
‘nova: aut admiranda, aut ab eo inventa'.

The elevated tone of Pindar’s dithyrambs (Gal. X p. 12 Kiihn 1 7ivoc peho-
TwoLo® (etmopiicoper) katd [livdapov ducovtoc VmAae &v SuBvpdpPoLe wc waAat
76w Avbrucoy, otitwc viv 76w Geccaidy;, ‘or which poet, singing in an elevated style
as Pindar sang of Dionysus in his dithyrambs, can we use now to sing of Thessa-
los? cf. also Prop. 3, 17, 39-40 haec ego non humili referam memoranda coturno,
/ qualis Pindarico spiritus ore tonat) is unmistakable. It is an effect of the new
words (see above), of the unusual combinations (e.g. fr. 70b, 12 épiySovmoL
crovayai; fr. 78, 2 Eyxéwv mpooipurov) and of the hymnic elements (see 2.1). These
features are, however, more typical of all Pindar’s poetry than particularly of his
dithyrambs. Therefore Galenus’ WmA@c probably implies a contrast with later
dithyramb poets, not with Pindar’s other poems: Pindar is mentioned specifically
as a counterpart of the New Dithyrambic poets, as a representative of the ‘good
old days’ (Plu. de Mus. 1142b-c = Aristox. fr. 76 Wehrli; Phil. de Mus. 1, fr. 18,6
p- 9 Kemke).

2.4. Performance

We may assume that the dithyrambs of Pindar were performed at dionysiac
festivals, because the references to dithyrambs in festivals for other deities,
notably at the Apolline Thargelia, are all from classical times and therefore not
applicable to Pindar: Antiph. 6, 11 (ca. 412); Lysias 21, 1-2 (403402); IG 1138-
1139 (403-402); Arist. Ath. Pol. 56, 3 (328-325).

If we suppose that fr. 70a is part of a dithyramb composed for Argos, the most
likely festival would be the Agr(i)ania, because it is the only Dionysiac festival
in Argos of which we know. It is mentioned as *Aypawa or as *Aypudwa. Cf.
Hesch. s.v. "Aypudna vexvcia mapa " Apyelole. kai dyavec &v Onpaic, ‘death
festival in Argos, also contests in Thebes’; s.v. *Aypdvia® topTh Ev’ Apyel T wLd
7@ Tpoitov Buyatépwy, “festival in Argos for one of the daughters of Proetus’.
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It is commonly assumed that these two entries refer to one festival. The connec-
tion of this Argive festival with Dionysus is based on the combination of the two
Hesychian descriptions: Dionysus punished the Proetids with insanity for their
resistance to his cult, and the death festival is the counterpart of the Athenian
Anthesteria, where Dionysus is the main deity. Moreover, the Agr(i)ania are con-
sidered to be the same festival as the Agrionia, a Dionysiac festival in several
Greek places, especially in Boeotia (see W. Burkert, Homo necans, Berlin/New
York 1972, 189-200, esp. 194; see also Nilsson 1906 (*1957), 271-274; Burkert
1977, 254-257, 341, 433).

Of the two Dionysiac festivals known in Thebes either one may have been the
scene of fr. 70b. We know of the Agr(i)ania: Hesch. s.v.” Aypidavia: ... kai dydvec
&v O1Parc. It is not known what these dydvec were, but they may have been
musical contests including dithyrambic choruses. For the dionysiac character of
the Agr(i)ania, see above. The other festival is the Avciol 7ekeTai al Avovicou:
Photius, Suda s.v. Avciou TereTai. According to Paus. 9, 16, 6 this festival was held
once every year in remembrance of Dionysus’ help in setting free some Theban
soldiers from Thracian captors. On the day of the festival the sanctuary of
Dionysus was opened and two statues could be seen, one of which represented
Semele, as Pausanias reports the Thebans as saying. There may, however, have
been another festival in Thebes which may have provided the scene for the
performance of our Dithyramb, in a setting similar to that of the annual night
festival of Dionysus Bakyeloc and Adcioc in Sicyon. Here the statues of both
deities were carried to the temple, accompanied by burning torches and singing
(Paus. 2, 7, 5). For a further explanation of this festival, see Nilsson 1906 [* 1957),
300-302. The proceedings of this festival sound quite similar to the Bacchic scene
in fr. 70b.

Dithyrambs in Athens were usually performed at the City Dionysia, although
circular choruses are also attested for other festivals (see 1.6). We have, however,
no literary references to dithyrambic performances at the Anthesteria. It is,
therefore, virtually certain that the dithyramb of which fr. 75 is the beginning,
was sung at the City Dionysia, since the other festivals where dithyrambs were
performed, are not in the spring (see Zimmermann 1988b, 168 n. 20). This must
be explicitly stated, because there has been some discussion about a possible
performance at the Anthesteria. K. Friis Johansen, Eine Dithyrambosauffiihrung,
Arkeol.-Kunsthist. Medd. Dan. Vid. Selskap 42 (1959), 3-42 discusses a Copenhagen
bell crater of the Cleophon Painter (c. 425 B.C.) and identifies the scene as a
dithyrambic chorus consisting of five singers and a flute player. These characters
are grouped around an object which Friis Johansen thinks is a Maypole. A similar
object is seen on a New York chous (dated in c. 450 B.C. by G. van Hoorn, Choes
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and Anthesteria, Leiden 1951, 159, or in ¢. 400 B.C. by L. Deubner, Dionysos und
die Anthesterien, JDAI 42 [1927], 179). The scene on this chous has been inter-
preted as a parody of the Wedding of Dionysus and the Basilinna, a ceremony
at the Anthesteria. Connecting these two vase paintings because of the Maypole
depicted on both, Friis Johansen concludes that there were dithyrambic perform-
ances at the Anthesteria, and further maintains that Pi. fr. 75 was one of the
dithyrambs composed for and performed at this festival. This interpretation is
followed by T.B.L. Webster in Pickard-Cambridge 19622, 37-38, by E. Simon, Ein
Anthesterien-Skyphos des Polygnotos, AK 6 (1963), 20 and by H.W. Parke,
Festivals of Athens, London 1977, plate 44.

It is, however, unlikely that the scene of the New York chous is a wedding
procession, since the necessary attributes (torches and veil) are missing and since
the bride was not accompanied by the bridegroom himself, as would be the case
if the characters on the chous are identified as Dionysus and the Basilinna (A.
Rumpf, Attische Feste - Attische Vasen, BJ 161 [1961], 210-211). It is probably
a representation of the escorting back to the theatre of the statue of Dionysus
Eleuthereus, in which the epheboi took a leading part (E. Buschor, Ein choregi-
sches Denkmal, MDAI[A] 53 [1928], 98 n. 1; see also Pickard-Cambridge 19682,
59-61). The fact that the New York chous does not refer to the Anthesteria,
makes the interpretation of the Copenhagen bell crater as a representation of the
Anthesteria doubtful too, because it depended on the picture of the Maypole
which they had in common. It is certainly better to interpret the Copenhagen
crater too as representing a dithyrambic chorus at the City Dionysia (see A.
Greifenhagen, Ein Satyrspiel des Aischylos? Berlin [Winckelmannsprogramm 118],
1963, 5; M. Schmidt, Dionysien, AK 10 [1967], 80; H. Froning, Dithyrambos und
Vasenmalerei in Athen, Wiirzburg 1971, 27-28; E. Simon, Festivals of Athens,
Madison, Wisconsin 1983, 98-99).

The poem itself suggests the Dionysia rather than the Anthesteria because 15
eboduov and 17 p6da are more appropriate for the end of March than of Febru-
ary: there may be some spring flowers in February, but not enough to make the
air fragrant and probably not yet any roses (see also Puech 1923, 151 n. 1). At
L. 6, LobéTwV ... cTe@dvwy also point to the Dionysia (see my note ad loc.).

2.5. The text of the dithyrambs
The Alexandrine scholars collected Pindar’s dithyrambs in two books (Vit. Ambr.

I, 3, 6 Dr.). Of those two books only one large fragment was known (fr. 75) until
the editions of P. Oxy. 1604 in 1919 and P. Oxy. 2445 in 1961 added frs. 70a-c and



INTRODUCTION 29

fr. 70d (and 31 smaller fragments) respectively. Other smaller fragments and
testimonies were known from citations by other authors, but our main body of
knowledge comes from the papyri.

25.1. P. Oxy. 1604

B.P. Grenfell and A.S. Hunt, The Oxyrhynchus Papyri. Part X111, London 1919, 27-45, Plate T (editio
princeps).

J. Sandys, The Odes of Pindar, including the Principal Fragments, Cambridge, Mass. 1919 (" 1968),
558-561 (fr. 1, col. II).

K F.W. Schmidt, GGA 184 (1922), 87-99, esp. 90-92 (fr. 1, col. II).

U. von Wilamowitz-Moellendorff, Pindaros, Berlin 1922, 341-345.

O. Schroeder, Pindari Carmina, Leipzig 19232, frs. 70b, a, c.

A. Puech. Pindare. Tome IV. Isthmiques et Fragments, Paris 1923, 142-150 (dith. 1-3).

A, Korte, Literarische Texte mit Ausschluss der christlichen, APF 7 (1924), 114-160, esp. 134-136
(fr. 1 col. I1, 1-18).

C.M. Bowra, Pindari Carmina, Oxford 1947* (* 1968), frs. 60-62.

A. Turyn, Pindani Carming cum fragmentis, Oxford 1952, frs. 89, 86, 70.

H. Machler, Pindarus. Pars Il. Fragmenta, Leipzig 1989, frs. 70a-c (revised edition of B. Sncll-H.
Machler, 1975).

The papyrus is kept in the Papyrology Rooms of the Ashmolcan Museum in Oxford.

P. Oxy. 1604 was published by Grenfell and Hunt in 1919. They describe the
first hand as ‘a medium-sized, rather square and sloping uncial’ (p. 29) and assign
the papyrus to a period before 200 A.D. The title was apparently added by a later
hand, in cursive writing. The marginal readings in fr. 1, col. II, 8, 18, 19 are
probably by a third hand, not cursive. The alterations in 27, a strangely formed
a in very thick ink, and in fr. 2, 9 are different again. Most reading signs seem
to be due to the original hand. Especially fr. 2 has been considerably corrected,
but a few mistakes have been left in the text: fr. 1 col. II, 9 Tupmdvwy, 13 1€
opilveTal, vavyewm, 21 Baxxelarc, 22 xopevotcavct must all be corrected, for
metrical reasons or because the form is not Pindaric (yopevotcavci).

Col. I contains fragments of 39 lines and does not show the beginning nor the
end of the column. The scholium in 20 refers to £av wrongly inserted from the
antistrophe, almost certainly from 34. The endings of the few words that we can
read in lines 25-38 correspond to 11-24, which would make 11-24 the strophe
and 25-38 the antistrophe. Long columns seem to vary in length from 35 to S0
lines (see E.G. Turner, Greek Manuscripts of the Ancient World, Oxford 1971,
reprinted as BICS Supplement 46, 1987, e.g. Plates 14 [lliad], 23 [Pindar, Olympian
Odes), 31 [Euripides, Hypsipyle]). Assuming that 38 is near the end of the poem,
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we conclude that 1-10 are then of the penultimate epode and that the final epode
is lost. This means that the epode is at least 10 lines long, which makes the
column at least 48 lines.

On the other hand we must not exclude the possibility that fr. 70a was con-
tinued in col. II, since fr. 70b does not seem to begin at the top of the column:
what is left of col. II begins three lines below the first line of col. L. Col. Il
contains (fragments of) 34 lines and shows the beginning of a dithyramb: indi-
cated in the margin by a coronis, the title and the name of the city for which it
was composed, and by the remains of the text itself which is known from citations
(see further ad loc.).

Fragment 2 has parts of 26 lines. None of these is complete.

2.5.2. P. Berol. 9571v

W. Schubart, Uber den Dithyrambus, APF 14 (1941), 24-29 (editio princeps).
D. Del Corno, P. Berol. 9571 verso iiber den Dithyrambos. Akten XIII. Intem. Papyrologenkongr.
Marburg/Lahn 1971, Miinchen 1974, 99-110.

The papyrus is kept in the Staatliche Museen zu Berlin.

P. Berol. 9571 verso was published in 1941 by Schubart. The recto contains two
columns of a document, and between and below those columns a treatise about
the days of the Odyssey. The handwriting of this literary text is the same as that
of the text on the verso side, described by Schubart as a ‘persénliche Hand’ (p.
24). The papyrus is assigned to the beginning of the third century A.D. The verso
text contains a treatise about the dithyramb, including quotations. The quotations
begin two or three letters more to the left than the rest of the text.

Personal inspection of the papyrus showed that in 49 a small piece of the
papyrus had disappeared which Schubart apparently had read. That small piece,
containing the letters vy, is visible on the photograph that I received before my
visit to Berlin, but is there placed two lines higher, before 7e 6p]. It also shows
the letters p above yx. They must have belonged to marykpariic (the traces of the
first letter are compatible with the right-hand half of k), but Schubart did not
include them in his transcription. It seems then that Schubart had the small piece
at the right place (although it is unclear why he only transcribed the lower half),
that afterwards, when the photograph was taken, the piece was mislaid two lines
higher, and that later again the piece was removed.
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25.3. P. Oxy. 2622

E. Lobel, The Oxyrhynchus Papyri. Part XXX1I, London 1967, 63-65 (editio princeps).

H. Lloyd-Jones, Heracles at Eleusis: P. Oxy. 2622 and P.S.I. 1391, Maia 19 (1967), 206-229.

H. Machler, Pindarus. Pars II. Fragmenta, Leipzig 1989, fr. 346 (revised edition of B. Snell-H.
Maehler, 1975%,

The papyrus is in the Papyrology Rooms of the Ashmolean Museum in Oxford.

The hand of P. Oxy. 2622 is ‘an unskilled upright uncial of medium size, which
may be dated in the first century’. In a few cases (fr. 1, 3; 5; 10) tremas have been
added to a ., but they ‘are oddly made, the dots being formed as dashes and
placed beside, not above, the tip of v to which they impart the appearance of 7’
(Lobel 63). Iota adscript is sometimes written (il. 1, 13) and apparently some-
times omitted (1. 3 and perhaps 1. 9).

The editio princeps of PSI 1391 was published by V. Bartoletti, Papiri Greci
e Latini. Vol. X1V, Firenze 1957, 62-67 (Plate V). The commentary on P. Oxy. 2622
is found in fr. B col. I, 5-32. PSI 1391 is reviewed by H. Lloyd-Jones in Gnomon
31 (1959), 111-112.

2.5.4. P. Oxy. 2445

E. Lobel, The Oxyrhynchus Papyri. Part XXVI, London 1961, 86-101 (editio princeps).
H. Machler, Pindarus. Pars II. Fragmenta, Leipzig 1989, frs. 70d-70d(h) (revised edition of B.Sncll-
H. Machler, 19754).

The papyrus is in the Papyrology Rooms of the Ashmolcan Museum in Oxford.

The hand of this papyrus is probably the same as that of P. Oxy. 1604 (see 2.5.1)
and 1788 (Grenfell and Hunt 1922, 47). The contents seem to support this
identification (Lobel 1961, 86, see also on fr. 70d Tradition). The papyrus is
broken off both at the top and at the bottom, so that the length of the columns
cannot be determined. They may have been considerably longer than the remains
we have, if they were similar to the columns of frs. 70a-b.

Maehler has published the larger fragments only: fr. 1 = fr. 70d, fr. 8 = fr.
70d(g), fr. 15 = fr. 70d(a), fr. 19 = fr. 70d(b), fr. 21¢ = fr. 70d(c), fr. 23 = fr.
70d(d), fr. 24 = fr. 70d(f), fr. 25 = fr. 70d(e), fr. 27 = fr. 70d(h).
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25.5. P. Herc. 247 VI a 17-21

Herculanensium voluminum quae supersunt collectio altera II, Napoli 1863, 47.

Th. Gomperz, Philodem itber Fromniigkeit, Leipzig 1866, 19.

Th. Bergk, Poetae Lyrici Graeci I, Leipzig 1878", 399,

U. von Wilamowitz-Moellcndor(l, Pindaros, Berlin 1922, 271 n. 3.

0. Schroeder, Pindari Carmina, Leipzig 19232, fr. 80.

A. Puech, Pindare. Tome IV. Isthmiques et Fragments, Paris 1923, 208, fr. 15.

C.M. Bowra, Pindari Carmina, Oxford 1947 (* 1968), fr. 77.

A. Turyn, Pindari Carmina cum fragmentis, Oxford 1952, fr. 148.

A. Henrichs, Toward a New Edition of Philodemus’ Treatise On Piety, GRBS 13 (1972), 84-86.

A. Schober, Cronache Ercolanesi 18 (1988), 77.

H. Maeger, Pindarus. Pars II. Fragmenta, Leipzig 1989, fr. 80 (revised edition of B. Snell- H. Machler
1975").

The remains of the papyri and the Neapolitan disegni are now in the Officina dei Papiri of the
Biblioteca Nazionalc in Naples. The Oxford disegni are in the Bodleian Library in Oxford.

The carbonized Herculaneum papyri, containing among others the treatise Ilept
tUcePeiac of Philodemus, were found in 1752 and cut open because they could
not be unrolled. This meant that the order of the columns was lost. Most of the
papyri were destroyed in the process of transcription, because every sheet that
had been copied had to be removed before the next sheet could be read. In the
early nineteenth century disegnatori of the Naples Academy made copies (disegni)
of the papyri. These copies were later engraved in copper plates and published
in 1863 in the Herculanensium Voluminum quae supersunt Collectio Altera, vol. I1.
Approximately 800 lines (Pap. 1077 and 1428) were also copied from the original
papyrus by John Hayter in 1802 and published in Drummond, Herculanensia,
London 1810.

Before the editio princeps of the whole Ilepi ebcePeiac by Gomperz in 1866
several scholars had directed their attention to parts of it (see F. Biicheler,
Philodemos Tlepi Evcefeiac, Jahrb. f. Phil. 91 [1865], 513 = Kleine Schriften 1, 580-
581, who discusses the previous suggestions and his own in a commentary on the
whole text [513-541 = 580-612}). The edition of Gomperz ’is hardly satisfactory
according to modern standards and often almost useless because of its technical
shortcomings. In this edition all the passages which did not make sense to Gom-
perz are printed, as if they were hieroglyphics, in scriptura continua and majus-
cules; whole lines of text are frequently, and one might even say unscrupulously,
relegated to the critical apparatus’ (Henrichs 1972, 68).

R. Philippson tried to reconstruct the text of the different fragments and to
establish which fragments treated the same subjects (Zu Philodems Schrift iiber
die Frommigkeit, Hermes 55 [1920], 225-278; 364-372). This was done more
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thoroughly by A. Schober in his dissertation Philodemi De Pietate. Pars prior,
defended orally on March 1, 1923 (Henrichs 1972, 69 n. 8), but never published
until 1988 (Cronache Ercolanesi 18 [1988], 67-125). At the moment Albert Hen-
richs prepares a new edition of the first part of the treatise (see GRBS 13 [1972],
67-98). The second part will be edited by Wolfgang Schmid (Henrichs 1972, 69).

The title of the book can be inferred from the words of 1428 col. 15 dcte kail
700 pépfov]c Totrrov 7[fic] 8fLan]pécewce Tic kat d[px]ac ékr[e]Beicme dnlo]xpav-
To[c EJée <> pya[cluévov kai]poc dv e[ilm Tov we[pli Ti[c] e[v]cePeiac A[oyo]v
Tfic ka7 ' Emlkovpov atrod mapaypdee[t]v. This implies that the first part ends
here, and that it will be followed by a second part, in which a summary will be
given of Epicurean theology. The first part ‘deals with the Epicurean criticism of
statements about the gods by poets and philosophers’ (Henrichs 1972, 68). The
Pindaric fragment belongs in this first part.

That Philodemus is the author is corroborated by the avoidance of hiatus and
the vocabulary (see Schober 1988, 70).

The papyri contain orthographical mistakes, e.g. the substitution of e for t and
vice versa, and assimilation of consonants between words (éw. wavri, 247 VII). The
division of words is not always consistent. The scribe used several signs to fill up
the lines and to indicate the beginning of a new subject. Some blank spaces
cannot be explained on grounds of content, so that it must be assumed that the
papyrus was at that spot unsuitable for writing (see Schober 1988, 67-69).

2.5.6. PSI 2, 146

T. Lodi, Papiri Greci e Latini. Vol. II, Firenze 1913, 72-73 (editio princeps).

U. von Wilamowitz-Moelendorff, Pindaros, Berlin 1922, 134-135 n. 3.

A. Korte, Literarische Texte mit Ausschluss der christlichen, APF 7 (1924), 138.

A. Turyn, Pindari Carmina cum fragmentis, Oxford 1952, fr. 194.

H. Machler, Pindarus. Pars Il. Fragmenta, Leipzig 1989, fr. 335 (revised edition of B. Snell- H.
Maehler, 1975‘).

The fragment is described as a ‘frammento lirico’ from the third century by Lodi.
They are ‘schmaler Streifen aus einer Buchrolle mit geringen Resten von 10
Versen’ (Korte).
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P. Oxy. 1604, fr. 1 col. I

Jamodava[

Jvaeyovrtwy[

] . ovavakra[

JaeBopevovd [

s ] cemarepayopyoy[
] . kAd@mov-mroAcal ], vronbulolbomyion
.JywoncavrecBe, ccalouacy?

Jvevapyewueyaror [ Jovrocueray® ob
Imoluyevtecepart@bo

JurdBavroc
10 ] (EEV* .1 ebancincavoucnhwrecBuovucLaxoy
J5aipovevPpoputadiBoLvdiLTpeTEL
] opveav
16éuev-evapmukec
JéeTeTLpnoLcarbahocaoldiy
15 ] . apevxopar reyortideppotoL
aL  Epkoc
Jaguyovtavivkepehavaipac
Jpoproto cuyyovorTaTepwy” Kxopdv
1,
Jwovrt’eporov
20 ] vavBav ar] ] cemvuepuc
wpekavicTpo
] . wpevoy
Jvov
] AeyoemEmpaov
]

3 ). lower tip of vertical stroke, possibly 1, p, 7 | 48 could also be A| [ the end of «? | §]. the tip
of a stroke coming from below right, probably v | 6], upper tip of a horizontal or diagonal stroke,
compatible with v | 7 .[ traces of ink on the top of the line | 8 ... [ faint traces of ink | 10 ]. A or
8 l 12 ). upper tip of diagonal or vertical stroke | 15]. end of horizontal stroke I 18 ). upper tip
of stroke as of v | 20 ). upper tip of vertical stroke | 21 ]. a corner, like right side of {, p? | 22+
might be p
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Fr. 70a

lamo Aava[
v Aeyovrov |
].ov dvakta [
JAeLBopevor § [

5 Jvce matépa yopyoy|

KJukhdmov: mrodee af

Jv &v"ApyeL peydhen | [

Twou Luyévrec Epatdl Sopov

7" "ABavToc,
10 JAeev.

18apuévaw Bpoprdd Boivar mpémeL

Jxopuepav

J0éper evapTUkeC
Jée7’ Em, Moicaw, 6dhoc doddv
15 ] vap eiixopar. Aéyovm 8¢ PpoToi
Ja puyovta v kal pérav Eproc dApac
] $6proro, ciryyovov matépwv,
v
Jwovt Epodov
20 ] waw {tav}
] ouevor
Jiov

]

Scholia 6 ] . #v 70 ou 8 8 ol 8 & atréw. [dlyvoficavrec 8t To(tra) dc colowicpot Svroc
perayp(dpovcw) elc ol || 10 Ta tEervicOncav ol Kirhwmec Sovuciaxéy || 17 kopav || 20 aw[ ] of
) b&v mepuclcc] mp(ocrediy) EE dvmuctpd(pov) | 23 Aeyo(pevov) éx' butpaxoy

1 Aavd[ac vel Aave[ot vel Aavafdv Grenfell-Hunt 1919 2600 ?] s Topyév[wv Grenfell-
Hunt; vel potius yopyby ? Is k6p]woL Bury apud Grenfell-Hunt | 10 @uréev ? | 11 et)daipovay
7 | 12 [bpvan] xopupav Snell 1975% [Aéywv] kopwpdv Bury apud Grenfell-Hunt; utrumque longius
spatio, [ue] vel [uov] kopupdy lacunam expleret | 13 Aéywy] potius quam Gpvwv] 8spey || 14 aélEer’
Grenfell-Hunt; évat]éer’ ? | 15 bup] Bury apud Grenfell-Hunt; rotro] Snell | 16 Nepcéla ?



36

35

FRAGMENT 70A

Jepav
]
]
]
I
I

Jaclac

]

Jreaeranc
Jav OKEVWEPLCCOC
] varato

JuavBavatov|

]

] auc

28 traces of ink | 38 ). tip, end of diagonal stroke, compatible with A
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I
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35 ] vaiato
Juav 8dvartov [

]

Javc

Scholia 34 ¢ xev wepccoc

31 dcwaciwe Grenfell-Hunt | 34 tJdv cf X v. 20
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Tradition

The text of P. Oxy. 1604 fr. 1, col. I (fr. 70a) is not known from other sources.
The editores principes felt certain that this text was part of a dithyramb of Pindar,
because of the indubitable identification of the adjacent fr. 1, col. II (fr. 70b)
(Grenfell-Hunt 1919, 27): Strabo 10, 3, 13 introduces Il. 1-2 with 6 Tivdapoc &v
T SLBupdpuPw, ol H dpxA.

Characteristic of Pindar’s dithyrambs is the poet’s reference to Dionysus or
the Dionysiac festival at which the dithyramb was performed, cf. fr. 70b, 6 Bpo-
piov [rehe]rav; 20-21 épycic Bakxiorc; fr. 75, 9-10 76v kiccodady Oedv, / Tov
Bpépiov, tov "Epupéav. Similarly in fr. 70a, 10 Z we find Avovuciakév (although
it is not certain to which festival this refers); and at 11, Bpopddu foivar. Bpéuroc
occurs three times in Pindar’s extant work, once in an epinicium (N. 9, 8) and
twice, as an epithet of Dionysus, in a dithyramb (fr. 70b, 6; fr. 75, 10); Bpoprdc
is found only once, at fr. 70a, 11, and is the feminine form of the adjective ‘of
Bromios’, ‘Dionysiac’. Although the rate of occurrence is very low, it seems that
the adjectives Bpépioc and PBpoprdc occur mainly in dithyrambs.

The conclusion must be that there is no real evidence that fr. 70a is a dithy-
ramb fragment, but some of the words and its proximity to fr. 70b (which is
certainly a dithyramb) make it very likely that it is.

Contents

In fr. 70a, the mention of a dionysiac gathering and an invocation of the Muses
occurs between two parts with mythical contents. The first of these refers to a
father, somebody or something of the Cyclopes, a city in Argos and the house
of Abas; the second to an escape from the sea and to (the daughters of?) Phorcus.
These references seem to point to the legends of Perseus and his forefathers as
the subject of this fragment.

This does not necessarily imply (as the editores principes suppose, followed
by Maehler) that this dithyramb was composed for the Argives. In the epinicia
the myth is related to either the games (0. 1; 3; 10; P. 12; N. 9), the victor (O.
4, P. 1, 2; 3; 6; 8; 10; I. 1), his family or ancestry (O. 2; 6; 9; N. 1), or his city or
country (0. 7, 8; 13; P. 4, 5; 9; N. 3; 4, 5; 6; 7, 8; 10; I. 1; 4; 5; 6; 7; 8). This
means that knowing the myth of an epinicium does not necessarily give us a clue
as to the identity of the city for which it was composed. In this case there would
be more justification for connecting fr. 70a with Argos, because on first thought
it seems plausible that in the poems for gods (hymns, paeans, dithyrambs or
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prosodia) the myths are more intimately linked with the city for which the song
was composed than in the epinicia: in the poems for gods the myth can only be
related with the god or the city. It is logical to assume that the myth of a dithy-
ramb will be connected either with the god Dionysus or with the city where it is
to be performed.

This argument, though difficult to check because the extant poems are so frag-
mentary, does not seem quite strong enough. The only poems with titles are Pae.
6, 7, 15, 18, 22h and fr. 70b, and they show that the myth does not always fit the
city: Pae. 18, for Argos, contains a myth about the Tyndarids. Pae. 6, for Delphi,
contains mythical parts about Achilles, who was protected by Apollo in Troy, and
about Neoptolemus. It is easy to see a relationship between Delphi and these
mythical characters, but they would also fit in a poem for Aegina.

Therefore, although it is easily imaginable that fr. 70a was composed for
Argos, this is impossible to prove.

Metre

The remains of fr. 70a are much too scanty to enable us to make a definite
metrical scheme, because it is too often impossible to determine the relationship
between longa and brevia. We can, however, recognize iambic and aeolic metres
as in fr. 75. For the added syllables and their lengths see notes ad loc.

Strophe/Antistrophe:
11/25 S ia ia cr
S S cr (ba)
R DU x ? cho cr (io ia)
O ) I UV - ia ia __
VN VRV o cho ia ia
16/30 U OOV - da ia cho ba
| [ v id oo
]
]-vux
1o«
21/35 |
J-vox
]
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Epode:

(some lines lost?)

J—
=11
R
1----1

5 | |
O R 4 |
[ -
| P v
“Je-=

10 ]-=

Commentary

1-6 The only certain words in these first lines are Aeyévrav, dvakta, Aelpouevor,
watépa and K]ukhamov, The restoration Topyév[wy is too rash, since other
possibilities can also be thought of, such as yopyév as an adjective qualifying
watépa, or Fopyévn as the subject of Juce.

On the basis of L. 1 Saval, 1. 7”Apyev and 1. 9”ABavroc it may be assumed that
the myth belongs to the body of Argive legendary material, which revolves around
Danaus and his descendants. In an attempt to find a relationship between the
Cyclopes, these Argive myths and the text of our fragment there are three
possibilities:

a. The Cyclop Polyphemus is the grandson of Phorcus (cf. Od. 1, 71-72), who is
possibly mentioned here as warépa [opyov[wv.

b. Poseidon is the father of Polyphemus, cf. Od. 1, 73. His epithets, e.g.
"Evvocidac, cewcixBwv, suggest that he is an awe-inspiring divinity, who could
perhaps be described as yopyov.

c. Proetus reclaims his heritage from Acrisius with the help of the Cyclopes from
Lycia (Str. 8, 6, 11; Apollod. 2, 2, 1). Acrisius could then, because of his cruelty
against Danae and Perseus, be described as matépa yopyov[ Aavdac.

The objection against a and b is that the Cyclopes of the Odyssey must be
differentiated from the mythical builders of the Cyclopean walls in, for example,
Tiryns or Argos (see also Roscher, Ler. s.v. Kyklopen). It is this last category of
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Cyclopes which is clearly meant here, cf. Il. 6-7. Another objection against a is
that building activities for the relatives of Perseus, the man who deprived Phorcus
of his daughter Medusa, cannot be expected from Phorcus’ Cyclopean grandson.

The strongest objection against b is in the first place the fact that Poseidon
has no role in the Argive myths, so that such an elaborate mention of him here
would be strange. Secondly, the fact that he is the father of one Cyclops, sc.
Polyphemus, does not necessarily mean that he can be called the father of the
Cyclopes in general.

If we assume that c is the most probable solution in the context, 1l. 1-4 may
contain the story of the discord between Acrisius and Proetus.

There are rival versions for two parts of the myth, the cause of the discord
between the two brothers, and the identity of the father of Perseus. Acrisius and
Proetus are said to have quarrelled about the kingdom (Apollod. 2, 2, 1 ob7oL kai
KaTa@ yactpoc pev €T SuTec Ectacialov mpac dAAHAOUC, e 88 dveTpdencav, Tepl
Tfic Bactheiac Eémorépouy), but we also have the scholium on //. 14, 319 Dindorf
2, 50, 1-15 Aavam 'Axpiciov Buydtnp, i Al cvykowumBeica Tlepcéa eyévvmce.
Xpapévar yap, act, 7éL Akpicior TepL YevEcewe dppévey Taildwr & Bedc Epm
yevecOaL watda £x THc BuyaTpoc avTod kal avTov kTELvaL Seicac 8E O Akpicloc
7070, KATA YTiC OGOV xahkoDV kaTackevdcac Ty Aavdny E@povpel. avT B¢,
ac gnee Mivdapoc kal Etepol TLvec E@Bdpm Vo Tob matpadérpov airrfic Ipoitov
60ev avrolc kal ctdcic Ekuwvibm. Eviol 8E gacwy 8T Zebc peTapoppwdeic elc
Xpucov kal dua Thic opopiic elemecav E@Berpe TavTny L6 Kal THY BuyaTépa pweTd
70D TaLdoc elc Adpvaka euParav Ev i Bakdccn EppLe. StacwbévTtar 6t TovTwY
gic ZépLpov TN vicov, cuvEPm dvatpagiivar Tov watda Tapa TloAvdéktn 1, wc
£vrol pacty, 1o AlkTuoc oD ddehgol ITodvdéxTov. puydvToc 8t Hictepor’ AkpLciov
T’ Apyeiwv Baciheiav mapéraPe Mepcede (Pi. fr. 284). This scholium already
indicates that it is not certain who fathered Perseus. Cf. also Apollod. 2, 4, 1.

The discord between the two brothers is also found in B. 11, 59-81, but the
reason is there only indicated by 1. 65 BAmxpdc ... &7 dpyxdc. Maehler 1982, 228
argues that Bacchylides hinted at Proetus’ assault of Danae because there is no
other known cause of war. But Apollod. 2, 2, 1 suggests that the war was caused
by greed and envy. The only way to explain Apollod. 2, 2, 1 away would be by
supposing that Apollodorus misunderstood B. 11, 65 and interpreted PAnxpdc &’
dpxdc too literally: ‘from childhood’; this would invalidate greed as the cause
of the feud. It seems, however, too far-fetched to suppose that Apollodorus would
have made such a mistake, so that either reason for the quarrel may have been
mentioned.
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It is possible that 1. 2, Jv Aeyovrwy, indicates that in Il. 3-4 a different reason
is mentioned which is set in contrast with the version of 1. 1. If this contrast is
between the causes of the feud, 1. 1 may mention the fact that Acrisius banned
Proetus ]awo Aavafob /Aaval@v ydc because of the heritage, while 1. 3-4 give
the alternative reason that Proetus (Tupdv8]iov or Tlpoijrov dvaxtae) inserted
(Aeupouevor) his seed into Danae. If the contrast concerns about the fathership
of Perseus, 1. 1 may have told that Perseus was born Jawo Aavd[ac and Proetus,
while 1l. 3-4 said that Zeus ( OMpw]iov GvaxTa) inserted (AeuPouevor) his seed
into Danae. If 1. 5-6 are about the return of Proetus who checked Acrisius
(wasépa yopyov[ Aavaac) with the help of the Cyclopes (KJukhamav), the first
suggestion seems more attractive, because the mention of the Cyclopes and of
the fortification of a city in Argos makes it almost certain that the quarrel
between Acrisius and Proetus was mentioned. If 1. 1 did not yet mention the
actual quarrel, Il. 5-6 must have contained both the banishment of Proetus and
his triumphant return, which seems unlikely.

1 ]dwo Aaval : for the fact that the Argives were called Danai cf. E. fr. 228,
6-7 (Aavaoc) TMehacytarac 8 dvopacpévove 10 Tpiv / Aavaovc KaAelcHal vouov
Eomi’ &V’ EAAdSa. For Jamo Aavd[ac, where a6 is used in the sense of ‘begotten
from’, cf. E. Hel. 391 " Aepémmc AékTpwv dmo; HF. 826 Znvoc ' Ahkpfymc 7" dmwo.

2 Jv Aeybriov [ ¢ perhaps to be connected with a possible Aava[@v, but the
distance between the words in that case seems a bit long. It is therefore more
likely to be a (rather prosaic?) genitive absolute (e.g. &AAo]v AeyovTav), followed
by the contents of what ‘they say’ in Il 3ff. The genitive absolute would indicate
that there are two conflicting versions of ‘what people say’, otherwise we would
have @c Aéyovr sim. The genitive absolute is not very frequent in Pindar, but
does occur, see Braswell 1988 on P. 4, 85 and P. 4, 69.

Conflicting versions of myths are also mentioned in O. 1, 36, &vria TpoTépav
¢0eyEopar. Cf. Call. H. 1, 59-66 where there are two different versions of the way
Zeus became lord of Olympus. For references to implicit or explicit sources of
mythical material, see my note on 1. 15, A&yovT ¢ Bporol.

4 \evPpopevor § [ ¢ for Aelfopar in connection with human seed, cf. Diosco-
rides AP 5, 55, 5 péxpic dmecmeichn Aevkov pévoc.

5 Juce warépa yopyoy| : since it is difficult to think of a meaningful role for
Phorcus in connection with the Cyclopes (see above on 1l. 1-6) it is unlikely that
we should read T'opyév[wv here. The same applies to a nominative T'opyov[n
which, if connected with matépa, has the same disadvantage. We should therefore
perhaps accept the adjective yopyéc, even though this does not occur elsewhere
in Pindar.
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The adjective, meaning ‘grim, fierce, terrible’ (usually applied to the eyes or
to the impression which someone makes on others, see Leumann 1950, 154-155),
seems applicable to a person as Acrisius, imprisoning his daughter, ousting his
brother and finally throwing his daughter and grandson into the sea, especially
if the disagreement between the brothers was only about the heritage.

The adjective would also be suitable for Proetus if he assaulted Danae and
so begot Perseus: matépa yopyov[ Iepcéoc. The text might have been e.g. “The
Lycian king supported Proetus (watépa yopyov[ Tlepcéoc) with the help of the
Cyclopes (K]ukomov).

6-7 wrohic af / Jv &v"Apyer peydhou [ : with L. 6 goes a marginal remark
which is difficult to read, let alone understand: ] mvtooldiboiSloavtan /
Jyvomcavtecde | ccolowkiep® / ovrocperay®  oi. The second ou in L 1 is not
certain, Grenfell and Hunt (1919, 32-33) read o" > oiitwc, but that leaves a tall
upright (as v) unexplained. I prefer to read it as o with a rather large spiritus.
That gives the following text: ] fv 70 o1 8L’ & ol 8V & abrar, [d]yvécavrec 8¢
70(970) dc cohotkicpo(D) Bvroc petayp(dpouciy) tuc ol, ‘There was o for ol for
abri; but by mistake, (because) it is an incorrectness in the use of language, they
altered (to) olL’. So it seems that the text read ol, to be interpreted as avrén,
which was mistakenly ‘corrected’ to what is probably ol = Eavral.

On the basis of this marginal remark and my suggestion that Proetus is the
subject of the preceding clause, we may add to something as ‘a city was built for
him (Proetus) by them (the Cyclopes) in great Argos’. Cf. Str. 8, 6, 11 7. pév odv
Tipvwd opurrmpian yxphcacbalr Sokel Ilpottoc kal Teryicar Sud KukAamov;
Apollod. 2, 2, 1 (TIpoitoc) kerarapfdver Tipwba, Tabmmy abrdr Kukhdmov
Tewxecavrav; B, 11, 59-81; Paus. 2, 16, 5.

7 "ApyeL ¢ Argos for the country Argolis, instead of for the city of Argos, is
common in poetry. See Jebb 1924 on S. El. 4; Denniston 1939 on E. El. 1. Cf. e.g.
E. Archel. fr. 2a (=P. Hamb. 118a), 13-14 " Apyovc moAw / ... Mukfvac. Whether
Pindar means the city of Argos or Argolis is often unclear: e.g. in O. 7, 83 Argos
is mentioned as the hometown of games, while other games are mentioned both
in cities {Athens and Pellana) and in countries (Nemea, Arcadia, Boeotia).

peydhon : if this dithyramb was indeed composed for the Argives, the adjec-
tive may be interpreted as a compliment, even if Argos means the Argive plain.
Mévyac is seldom used by Pindar in a neutral descriptive way, but is in most cases
meant as a laudatory adjective. See Bissinger 1966, 139-141, 311-313. Cf. P. 4, 48-
49 pevdlac / Eavictartar Aaxedaipovoc ' Apyelov e kOATOU kai Mukav; N.
2, 8 7alc peydiatc ... ABdvalc.,
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8-10 It is unclear how much is missing on the left-hand side of col. I. A very
rough method (sc. comparing the widths of col. I and II), suggests that before
JAeev in L. 10 (where the papyrus curves a little outward to the left) there is room
for two or three letters. This would mean that 1l. 8-10 are almost complete.

That means the predicate is represented by Jvr’ in 1. 9. The subject must be
Jwou in 1. 8, and the object is supposed to be 8éuov, although the reading of douov
is very uncertain. With d6pov goes "ABavtoc in L. 9. JAeev in 1. 10 must then be
an infinitive with Jur’: a third person singular indicative imperfect is impossible,
because there is no room for a change of subject. This leaves us with {vyévtec
tpard. without the necessary female noun. I therefore assume that the clause
began in L. 7, where the papyrus has a lacuna after peyarwi. This seems a better
solution than to assume that more letters are to be supplied at the beginning of
the lines, because in Il. 11-15, too, short supplements provide an adequate sense.

Because the Cyclopes are mentioned both in L. 6 and in the marginal note on
L. 10, it seems probable that they were also referred to in L. 8-9, and that these
lines continue the story of the first part of the fragment.

8 tou Luyévrec Epatd : in the context suggested above it is difficult to see
how the first word that comes to mind (especially in connection with {uyévtec)
sc. Ym]mol, would fit into the story. The most attractive possibility is kép]woL
(Bury, see Grenfell-Hunt 1919, 38): songs in connection with a delightful feast
or musical instrument. For {ehyruul in & musical context cf. N. 1, 7 €pynacw
vikagopole Eykoptov {evar wédoc. The reference may be to a feast on the
occasion of the twin brothers’ reconciliation and the new walls for Tiryns.

8-9 3opov / v’ “ABavroc : if the suggestions about the contents of 11. 1-8 have
been right, Abas must have been dead for a long time, so that ‘the house of Abas’
must either mean his family (cf. O. 2, 45) or be a circumscription of Argos (on
Argos as the dwelling place of Abas cf. P. 8, 55 “ABavroc ebpuxdpovc dyuidc).

It is most likely that Jv1’ represents the ending of the predicate. It must be a
verb like véo]vT, for example, so that it can be connected with an infinitive (see
above on ll. 8-10). In a musical context we could expect something like ‘Songs,
joined to a delightful lyre/connected with a delightful feast, (came to entertain)
the family of Abas’.

10 JAeev- : the scholium cannot be read with certainty: Ta eevicOncavoiky-
kAwmecSiovvciakov. A small letter may have stood before 7. The fourth letter
looks like . This would give 67" ame€evicOncar ol Kikiwmec Siovuciaxkdv,
meaning ‘when the Cyclopes lived away from their homes, in a dionysiac way’.
* AmoEevilopar, however, always has the negative sense of banishment, cf. S. El.
777 ¢vyac awnetevoiro; E. Hec. 1221. This is not the meaning we expect here, in
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the first place because of the joyful context, secondly because of Svovvcrakéw. All
we can say is that a form of Eevilopon was probably meant. Since one of the
meanings of ¢LAéw is synonymous with £evilw, ‘entertain’, it is likely that the text
contained @u]Agev,

The infinitive ending in -éev is analogous to O. 3, 25 wopetey; P. 4, 56 dyayév;
N. 11, 18 pelilev (coni. Pauw). For infinitives ending in -ev see Schwyzer 1, 806-
807; Radt 1958, 149-150.

¢L)Aéev by itself does not justify the marginal Suovuctakév. There is hardly
room for an adverb if we assume that only a few letters on the left-hand side are
missing. Perhaps the missing noun with épatd@. warrants the use of SLovvcLaxov.
It is improbable that it is a comment on L. 11, Ppoptdde Boivar, because in that
case SovvcLakov should have been written either a line lower, or at least with
some extra spacing to indicate that it was a note on a different line. Moreover,
L. 11 seems to be about the present festival (see note on I1. 11-13).

11-13 Here begins 2 new strophe and we may ask whether this marks the end
of the myth of Abas’ family. Preceding an invocation to the Muses (ll. 13-15) we
have a clause about a dionysiac feast to which it is fitting to bring the very best.
The crucial word for the interpretation is ]daipévav.

It is unlikely that the banqueters of 1. 10 are referred to as 8aipovec, because
none of the Argive persons mentioned can be called divine, while the Cyclopes
as mythical city-builders are not directly comparable to Cyclopes such as Polyphe-
mus, who claim Poseidon as their father. Besides if the divinity of the Cyclopes
(and perhaps the mythical Argives) were mentioned, a better word would be
e.g. huibeoc (cf. P. 4, 12; 184; 211 of the Argonauts): Saipwv is not the word we
would expect here (see also Schmidt Syn. 4, 2). Since the text does not show
that gods have been mentioned elsewhere, the most likely completion is e0]5aLpu6-
vowv, but that still leaves the problem of determining to whom this word refers:
the ancient Argives, reconciled again and therefore fortunate and happy, or the
present Argives (or the inhabitants of whichever city this dithyramb was composed
for).

The entertainment referred to in 1. 10 cannot have been too quiet a feast,
judging by the marginal Swovvciaxév. Perhaps the description of the feast is
continued in 1l. 11-13. But Bpouidc makes a reference to the festival-at-hand also
possible. This adjective is suitable for a dionysiac festival for which dithyrambs
are composed, especially since Bpoutoc is an epithet of Dionysus, cf, e.g. fr. 75,
10; A. Eu. 24; E. Ph. 649; Ar. Th. 991. Cf. also fr. 70b, 6 Bpouiov [tere]rav. If
this is the case, there is probably a direct comparison with the feast in 1. 10, with
BpouLddy Boivan echoing a word with the meaning of Siorvciokov.
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The second interpretation seems preferable because of the present form of
wpémeL: ‘it is fitting (that I) put (on show) the very best for a dionysiac feast of
fortunate people’. In that case the adjective must be understood as a compliment,
because ebdaipwy is used of people whose life and success provide visible proof
of their enjoyment of divine favour (De Heer 1969, 40-44). Cf. P. 4, 276 tdc
gbdaipovoc ... Kvpavac where the fact that ‘Cyrene is a rich, well-watered, fertile
land (...) is the visible manifestation of divine favour’ (De Heer 1969, 44; see also
Braswell 1988 ad loc.). If Pindar made this poem for the Argives the epithet is
an addition to 1. 7 peydAwi and is even more complimentary.

Ipémes can be construed with a dative or an accusative. Theoretically Bpopddu
Boivar may be construed with mpéwer (so Slater Lex. s.v. wpéwer). However, it
is more likely that mpémeL refers to the poet’s task than to an activity required
from the banqueters, because in Il. 13-15 the poet invokes the Muses for assist-
ance in this task. For mpéweL referring to the task of the poet cf. O. 2, 4647
mpémeL TOv Alvmcldapov / Eykopiwy Te peréwy Aup@v Te Tuyxavéuey; fr. 94b, 33-
35 &t 8¢ mpémel / mapBeviva pEv @povelb / YAwccar Te AévecBal; fr. 121 wpémel
& echotcy vpvetcOar. See Verdenius 1983, 54.

11 Bpopedde : for the formation of such feminine adjectives with -dc see P,
Chantraine, La formation des noms en grec ancien, Paris 1933, 354-355. Cf. fr. 70b,
19 olomordc; N. 4, 36 movtiac; I. 4, 20; Pratin. PMG 708, 2 Avovucudc. For the
meaning of Bpopidc/Ppduoc, see my note on fr. 70b, 6, Bpouiov.

12 Jxopuedv : Pindar uses kopugd mainly metaphorically, in the sense of ‘chief
point, purport’, cf. O. 7, 68 Aoyav kopueai; P. 3, 80; Pae. 8a, 13-14; or ‘the best,
the top’, cf. O. 7, 4 kopvpav ktedvov, etc. Which meaning our text contained
cannot be ascertained. By restoring the text to ¥iuvewv] kopuedv (proposed by
Snell 1975, 72) emphasis is laid on the outstanding quality of Pindar’s poetry,
quite fitting for a festival. Alternatively the text may have been Aéywv] kopupdv
(proposed by Bury, see Grenfell-Hunt 1919, 39). This would point to Pindar’s
typical treatment of myths (see also K. Fehr, Die Mythen bei Pindar, Diss. Ziirich
1936, 121; Bowra 1964, 287-288; cf. P. 9, 77-79 Bava & év pakpolct moLkiAheww /
drod cogoic’ 6 8¢ kaipdc opoinc / mavtdc Exer kopupdy): he selects only those
points of the myth that are relevant to the point he wants to make, although, as
he says himself, pakpa pév ta Mepcéoc duepl Medoicac Fopydvoc (N. 10, 4).

If pu]Aéev in L 10 is correct, there is no room for either Aéywv or Huvwy before
kopvedv. Before kopupav I suggest pe or poi, to be connected with L. 11 mpémel.
Adywv or fipvev would fit before 6¢uev in L. 13. Considering the size of the letters
I think Adywv would fit more easily than Yuvwv. If every line represents a colon,
one drawback is that neither pe nor pou is found at the beginning of a colon.
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Perhaps 1. 12 is not an independent colon, but the continuation of 1. 11. In that
case pe/pou is permissible, cf. the position of 8¢ in the colometry of O. 9, 28 and
of wév in O. 13, 52.

Although xopvgd is never explicitly used with reference to vegetation, in the
context we often find images of growth or fertility (Gerber 1982, 35), ¢f. N. 1, 14-
15 @picredoLcay ebrdpmov xBovoc / Zukehiav wieLpay 6pBdCELY KopuPpaic ToAiwy
dovedic; 0. 1, 13 dpémwv; 7, 2-8 duwérov ... Spodcwt / ... kapmov gpevoc. The same
role is performed here by 1. 14, 8¢hoc Goldav.

13-15 In his extant works Pindar addresses the Muses more often in the course
of a poem than at the beginning. This seems to be in agreement with R. Harriott,
Poetry and Criticism before Plato, London 1969, 53 who observes that Bacchylides
mentions ‘the Muses at, or near, the beginning and end of the poem, while Pindar,
beginning often with a maxim or an apostrophe to a city or divinity connected
with the occasion of the poem, is particularly likely to address them or refer to
them before or after the central myth.” But an inventory of all the places where
Pindar mentions or addresses the Muse(s) (Motca, Moicat, Morcatoc, ITuepidec,
‘Elwkamndc, ' EAtkdvioc, képar Mvapocivac), shows that the three categories in
which almost all of them can be classed are the beginning of the poem (O. 3, 4;
9,5 10,3; P.1,2;4,3; N.3,1;4,3;,9, 1 I. 2, 2; 6, 2; 8 6; Pae. 6, 6) or a(n
anti)strophe (0. 7, 7; P. 1, 14; 10, 37; I. 2, 6; 7, 23; 8, 61); the end of the poem
(0. 1, 112; 10, 96; 11, 17; P. 6, 49; 10, 65; N. 8, 47; 9, 55; I. 1, 65; 6, 75; Pae. 6,
181) or of a(n anti)strophe (P. 1, 12) or a point of transition in the contents (O.
6, 21; 6, 91; 9, 81; 13, 22; 13, 96; P. 1, 58; 3, 90; 4, 67; 4, 279; 11, 41; N. 1, 12; 3,
28;5,23; 6,28;6,32;7,12; 7, 77; 1. 2, 34; 3/4, 61; 6, 57; 8, 57; Pae. 6, 54; fr. 70a,
14; fr. 70b, 25). Many transitions are from the myth to the laudatory part or vice
versa, or to finish a digression. The texts of I. 9; Pae. 7b and Page. 12 are too
fragmentary to determine the place or function of the mention of the Muse(s).
The shorter fragments where the Muses are mentioned cannot be used either.

It appears then that the only cases which do not fit in the three categories are
P. 5, 65 (the Muse/music as a gift of Apollo); 5, 114 (idem); 10, 26 (in a cata-
logue of victories), so that the conclusion is justified that mentioning the Muse(s)
virtually always signifies something new: either in the structure of the poem
(beginning, end, strophe) or in the contents. In our fragment 1. 15 Aéyovr 8¢
Bpotol shows that the Muses introduce a myth.

13-14 gbdpmukec ... Moicaw : when we find hyperbaton of an invocation the
interposition of the imperative is the most frequent. Cf. I1. 21, 379 "Heavcte, cxéo,
Tékvov dryaxhéec; Pi. N. 7, 1-2; 1. 7, 49. See Kambylis 1964, 95-199, esp. 176.
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The adjective is a new word, analogous to P. 3, 89-90 ypvcapmikwy / ..
Movcav; I. 2, 1-2; Hes. Th. 916. Similar adjectives with the ending -apv§ are used
of other goddesses, cf. e.g. N. 7, 15 hmapapmwvE (Mnemosyne).

14 J€e7 €m : Bury and Stuart Jones propose dé]éev’ comparing it with O. 6,
105 Epav & Hpvwv def’ ehrepmec dvfoc, "Aefw is the more poetic form and the
only one used by Homer (LSJ s.v. abfdvo/aiifw, dé€w), but Pindar uses aiifw (15
or 16 times) rather than dé€w (5 times). Because of the fragmentary state of the
papyrus the metre cannot be determined, so that there is no rational argument
to decide which form Pindar used here. The drawback of both words is that they
are too short for the lacuna. dvagléer (cf. Coluth, 245 &vBoc dvngénce), Enaé]ter
(cf. Od. 14, 65 Beoc & Emi Epyov déEm), sim would therefore be better.

The imperative here must be seen as an example of a ‘hortative’ or ‘inceptive’
present imperative, where the poet apparently expects that the Muses will comply
(see note on fr. 75, 2 ¢7i 1€ ... WEWTETE).

6d\oc doudav : LSJ s.v. 8dhoc only recognize the metaphorical sense of ‘scion’,
‘child’, but this is not appropriate here, nor in /. 7, 24. In these places 8dAoc is
best interpreted as ‘flowering garland, crown’, one of the meanings of 8aA\oc.
See Farnell 1932 (F 1961) on Pi. I. 7, 24 kowov 8dAoc, “a share in his wreath of
fame". Wilamowitz, p. 411, n. 1, comments on this use of 8dhoc as unique;
elsewhere it only = "scion" of the human family: the word used for "shoot" or
"bough" is BahAdc, very frequently in association with ctépavoc. If 8dhoc was a
variant for 8aAAéc, it is strange that the metaphorical use of a word should be
expressed by such a difference of form. This passage suggests that this distinction
between the two forms was not rigidly observed’. See also R.F. Renehan, Con-
scious Ambiguities in Pindar and Bacchylides, GRBS 10 (1969), 221-223; 1975,
102-103.

15 ] yap ebyopar : the use of yap is characteristic in invocations (see also
Norden 1912, 152-153; 157). It is used either to explain why a certain epithet is
fitting or justified, cf. e.g. Orph. H. 14, 9-11 (Rhea) pfymp név e 6edv Hd¢ Ovrrav
Gvlpdmay: / & cod yap kai yala kal obpavoc ebpvc Ymepbey / kai mévToc mvoLai
7e; 16, 4-7 (Hera); or to explain why the poet is right to ask for this divinity’s help,
cf. e.g. Pi. 0. 4, 1; 14, 5-6 civ yap bpiv ¢ <7e> Tepmvd kai / 7a yAuvké’ dveTar
wavta Pporolc; 8-9; Pae. 6, 54-58; N. 6, 29. This use of ydp applies to the suitabil-
ity of the prayer in relationship to the god(dess). I'dp is also used to mark this
suitability with regard to the poet and his situation. Cf. Pi. O. 10, 7; 14, 17; N. 3,
3-5;9,4; 1. 3/4, 63. See Bremer 1981, 196 on such ‘arguments’ as a structural part
of hymns, The first person etxopar shows that the second use of ydp is applicable
here. It may have been preceded by tput (Bury); Totvo (Snell) seems too long.
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The first person refers to the poet’s persona, because he is the one in contact
with the inspiring divinities (Tsagarakis 1977, 130). Since first personal statements
are often transitional (as observed by Lefkowitz 1963, 177-253), this elixopat has
the same function as the invocation of the Muses itself (see note on ll. 13-15).
Both mark here the transition from the poet’s task (ll. 11-15) to a myth, while the
part about the poet’s task itself forms the transition between the part about the
city’s mythical history (1. 1-10) and the mythical part of 1l. 15 ff. See also Hamil-
ton 1974, 16-17; Zimmermann 1988b, 45.

A&yovrt, 8¢ Pporoi : the function of AéyovTu sim. is structural. Such verbs are
often used to introduce a myth (cf. e.g. O. 2, 28 Aéyovm; O. 6, 29 AéyeTan; P. 7,
54 gavti; 12, 17 @aptv; fr. 70b, 27 eapa; B. 5, 57 Aéyovcwy; §, 155 ¢aciv). For
this use of Aéyovcwy sim. to mark the beginning of a myth in Bacchylides, see B.
Gentili, Bacchilide. Studi, Urbino 1958, 31; Bernardini 1967, 86 n. 14,

Perhaps it is Pindar’s concern for truth and credibility (cf. fr. 205; O. 1, 28ff.;
2, 92; 13, 98;) which leads him to refer to his sources implicitly (cf. Z O. 2, 28
AéyovTy referring to Od. S, 333-334), or explicitly (cf. O. 7, 54-55 ¢dvm § @vbpur-
wav mahawal / prciec; N. 3, 52-53; 6, 53-54). See Van Leeuwen 1964, 104 and
n. 166; Richardson 1985, 383-401, esp. 395. Cf. also Call. H. 5, 56 uiboc otk
guoc, aAN’ trépov; fr. 92, 2-3 Pf.; 178, 27-29 Pf,; fr. 384, 47-49 Pf. On the other
hand we must not overemphasize this legitimizing use of AéyovrL sim. when the
myth is well-known and Pindar does not deviate from the accepted version.

16-17 The mention of (the daughters of?) Phorcus makes it likely that this part
contains the legend of Perseus and Medusa.

16 Ja guyovta nr kai pélav Epxoc dhpac @ if Perseus is the subject matter
of Aéyovt 8¢ PpoTol we may suspect that he is the subject of ¢uyovra. Then
either Ja is the end of Ilepcéla, or v represents Perseus. The first possibility is
more likely because (as far as we know) Perseus has not yet been mentioned by
name and it would be too difficult for the audience if they were left guessing.
Tepcéla would fit in the lacuna (see on 11, 8-10).

Pvyovra seems to have two objects, connected by kai, although it is also
possible that kai péhav Epkoc dhpac is governed by another participle. Because
this is the first clause of the myth after the invocation, v.v must refer back to the
beginning of the fragment. If Perseus is mentioned by name, wv might be e.g.
Acrisius, referring back to 1. 5 warépa yopyov, while pérav Epkoc dApac might
be the sea in which Danae and Perseus were thrown.

wmy : in this case there is no doubt about the orthography of wv, because there
is no variant recorded. Even if there was, wv had the stronger case, because the
Doric v is better attested than the Ionic v (see Slater Lex. s.v. pv; Braswell
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1988 on P. 4, 79; W.S. Barrett, The Oligaithidai and their Victories, Dionysiaca,
Cambridge 1978, 1-20, esp. 19 n. 29). When only v is recorded (as in fr. 81),
it seems best to adhere to that orthography, even though it is not consistent with
Pindar’s generally Doric usage, because the occasional use of other dialects is
found more often. About the uncertainty on the orthography, see Radt 1958 on
Pae. 6, 115; Des Places 1947, 24,

pélav Epxoc EApac : the connotation of péhac is nusually negative (Fogelmark
1972, 29); péhac is considered a neutral colour word by Platnaner 1921, 153;
E. Irwin, Colour Terms in Greek Poetry, Toronto 1974, 196-198, but here a negative
interpretation is favoured because £pkoc dApac is (probably) part of the object
of guyovra, because in P. 2, 80 Eproc dAuac is used to express the slander to
which Pindar has been exposed, and because the sea always inspired awe. For
‘black sea’, cf. e.g. Il. 23, 693; 24, 79; Od. 4, 359.

The reference is to the forced sea-journey of Danae and Perseus. Parallel to
P. 2, 80 (and on the basis of its marginal remark T Tic Baid&ccme émpaveial)
£pkoc dApac is usually interpreted as ‘the surface of the sea’. Yet the more literal
meaning of €pkoc, ‘confines’, gives essentially the same meaning, cf. N. 10, 36
where &v dyytwv Epkecwy = &v dyyecww. The genitive with Epkoc is probably a
genitivus possessivus rather than a genitivus explicativus.

17 ] ®opxoro : the text of these lines is too fragmentary to allow any con-
clusions. Before ®dpkovo there is probably room for five letters. If ®6pkovo de-
pends on a third accusative with guyévTa, there must have been a connective,
such as kai or 7e. In that case it is more likely that the noun stood in L. 18, than
that it was a two- or three-letter word in 1. 17. The article may have stood in L
17. Another possibility is that 1. 18 contained an infinitive, probably aorist,
governing an accusative in 1. 17: ‘People say that Perseus, having escaped him and
the black sea, reached ... of Phorcus (killed ... of Phorcus)’ or something similar.
In that case the noun was probably masculine or neutral, and it is with this that
ciyyovov is to be connected. Perhaps e.g. vévoc (cf. P. 12, 13 fecméciov Popkol’
... Yévoc, Hes. Th. 270-277), uévoc?

The marginal kopdv, almost certainly to be connected with ®6pkovo, either
explains a word that (according to the traditional myth) goes with the Gorgons,
gives an alternative reading or is a correction of the text.

ciryyovor martEpww : the stops before and after these words make it an apposi-
tion. It is not clear, however, in relation to what it stands in apposition.

Ziryyovov refers to a relative (e.g. a brother) or to something hereditary or
inborn. If we are correct in our supposition that Perseus is the subject, matépwv
may refer to Zeus, of whom a pluralis majestaticus would be fitting. On the plural
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see Kiihner-Gerth 1, 18-19 Anm. 2 and Schwyzer 2, 44-47. Cf. fr. 75, 11-12 yévov
ImdTav piv matépwv ... / yovaikadv 7 Kadpetdv (Zeus and Semele). But perhaps
wartépov refers to the father of Phorcus, Nereus. In that case kopav may indicate
the Nereids.
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P. Oxy. 1604, fr. 1 col. I

IR
L
wpar |
mepPepoc |
epac B [
kavtoc [
Suawen] ].[......]....
5 xhowcwea [ Ju867ec

Marginalla 1 two dots on the bottom of the line | 2 o or a, probably a | right half of a large circle
| 8 or @, probably & | 3 last letter probably the upper part of ¢, because o is usually very small |
3-5 between the ends of the last lines of the inscription and the first two lines of the text a coronis

Text 1 ..{ vertical stroke followed by part of a vertical stroke below the linc | 2 . lower left half of
a circle | [ dot below the line | 3 [ traces compatible with a | 4 of [ only the let half | 1] two
specks of ink on the bottom of the line, above the right speck the meeting-point of two converging
strokes, which makes the traces compatible with a | ]....[ the left half of a stroke going diagonally
to the right from below left, a vertical stroke, the top of a circle, a dot below the line, two ends of
diagonal strokes coming from above left | 5 .[ beginning of a rising stroke, probably v, because
thicker and higher than most s
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T HpakAfic 1 KépBepoc. @mBaioic.

Mp,iv uev elpme cxowvotéveid 7 douda

518v, péppav
kai 76 ca, v kifdnhov avbpamolcy dmd cTopdTwY,
samen] Jal ... ][ Kb
5 Khovcwvee [ e]idoTec

Test. 1-33 P. Oxy. 1604, fr. 1, col. 11 l 1-2 Str. 10, 3, 13 p. 469 & MivBapoc tv Té BLBupdpPon, ob
A dpxA Tlpiv pwév - SbvpapBwy’, pymcbele 7d@v mepl 1OV Audrucor Huver 16w 1€ TakaLdv kal T@v
terepov, petaPac dwd TovTav gnel "col piv - wevkanc’, Ty kowwviay T@v TEpL TOv Avdrucov
dmobeLyBévrov voplpwy Tapd Toic "EAATCL kal 1@v wapd Tolc Pputl wepl THY pnrépa Tdv Bedv
cuvouerdy dAirowe | 1-3 Ath. 10, 82 (455 b-c) Mivbapoc 8¢ wpdc T dcrypoToumBelcay dibdy,
wc b atréc gnev Khéapxoc, olovel ypipav Twwoc Ev pedomorial mpoPAnBévroc, dc oM@V TolTwn
apockpovdrTwr Sud 10 dbivatov elvan drocyécBal 7ov clypa al dua 70 p7) bokupdlewy, Ewoince:
Tpiv pev - dvBpdrrowc’ | Ath. 11, 30 (467 a-b) 70 8¢ cav dvri Tob clypa Awpukdc elpfikaciy. ol yap
pouvcikol, kabdamwep wolhdxic * ApLeTotevoc g, T0 cliypa AEyew mapmirodvro Bud 70 ckhmpbdeTo-
pov elvat kai dvemiridelov atAadu (...) kal HMivBapoc B¢ grcy Tloly pév - cropdray’ | D.H. Comp.
14 (p. 55 U.-R.) Gxap. b& kal ambic 16 ¢ kal wAeovacay cpdbpa Avmel: Onpuddoue yap kal dhéyov
RLaEAAov fi Aonkdic EpdmrecBal Sokel guiviic b cupLypbc 7@V Yov wakawdy Twec craviwe Expdvro
atrd kal meguiayuévac, eicl 8’ ol kal deiypove Shac awbdc Emoiovy Bmhol 5t Tovro kai ITivba-
poc &v olc ¢mev Tlply piv - dvBpdrmolc’ I 8-18 P. Berol. 9571v, 44-50 " 8-11 Str. 10, 3, 13 p. 469
vide supra l 13-14 Plu. qu. conv. 1, 5, 2 p. 623b ai 12 cpobpai wepLxdperal THe Puxfic T@V pEv
Ehapporépwv ik fifeL kal 70 copa cvvemaipovew kal wapakahobew ele EvpuBpov kivnew, EE-
alopévev kal kpotobirwy eElmep dpxeicBar pf) bivavrayr "pavial - khéva’ kata [TivBapov I Plu.
qu. conv. 7, S, 4 p. T06e dcmep yap ol wdyol Tobc Satpovilopévove kehetover 1a’ E@écra ypdppara
wpodc adrove KaTahEyew kal dvopdlewy, olirwe Hpelc kv Tolc ToolTole TepeTicpact kal ckupripact
"pavioee - KAGveL” Tdv Lepdv kal cepvdv Ekelvwy ypappdtov dvapipvnexkdpevol kai mapaBdihov-
Tec dubdc kal wovipara kal Aéyovc yevvaiove obk Exmhayncoweba mavidmacwy Uwd TolTwv o0be
whayiove mapaddcopev tavrovc demep Umd Pevparoc helov pépeclar I Plu. def. or. 14 p. 417¢
wolhaxod 8¢ wdlw alcxporoylar wpoc Lepole "paviar - khévw’ Bedv pév obBert Saipbvwv 5
paithwv drotpomriic Eveka ghcaue’ Av Tehelcfal peixia kal mapapvBa I 26 ad v. 26 respicit T
Pi. inscr. P. 2 7ov ITivbapov ... wpocaryopebew ... tac G4Bac Ppicappdrove (xpucappdrove codd.,
corr. Snell)

1 elpme Str.; Ath. 10, 82; D.H. edd.: fipwe Ath. 11, 30; D.H. cod. F; fipxe D.H. codd. M, V; fpume
D.H. codd. E, P, s; épue Schroeder 1900 | cxoworévewx Ath. 11, 30; D.H.: cyoworevia Ath. 10, 82
cod. A; cxowortoviac Str. | doubd: dowbal Str, codd. B, k, 1, n, o, x | 2 8.8vpdppov Str. cod. x,
D.H. codd. E, P, M, V, s: 818vpdpPan Str.; Su0vpdupov D.H. cod. F; om. Ath. ﬂ 3 «ipdmrov Ath,;
D.H. codd. E, F: «ifbarov D.H. codd. P, M, V, s | dvBpadworcww Hermann 1824: dvBpwwoic Ath,
10, 82; D.H. codd. E, F, M; dvBparroL D.H. codd. P, V, s; om. Ath. 11, 30 | dwo cropdTov Ath. 11,
30: om. Ath, 10, 82; D.H. | 4 buawéu{r]a[vrat 52 viv Lpolc] miray Grenfell-Hunt 1919 | § [copol
ol e]8érec Grenfell-Hunt; [Laxelr’ ]lbérec Maas apud Schroeder 19232
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dlavBpopro [ ] av
xavmapacka] _Jovdiocovpavidil
gvueyapolcl] | JUTL CEMVATHEVKQTApPXEL etdviu
patepimapy|  JéA@ponforTunmavwr
10 evbekéxhad[ | JkpoTaN alBopévate
Satcvmotay| | ] cvmevkaic
evdevaldw _plydovmolcrovayar
paviavtala [ ] [alreoplverarviaiyem
cuvKAovaL’
15 evb’omaykpa| “Jexepaw | apmvEev
mopkekiv [ . .
eyxocahkascca| Jemaiiddo[ Jaiyic
0
pupLtevpoyyaleTatkhayyalcdpakortoy:  opf
PLLPAD ELCLVAPTERLCOLOTONAC  dubmakoc
20 LevEarc’evopyaic
BakxeratcurovAeovtaval
oBexmAelTaLyYopevovcaLcLkal
pavayeharc-eped’ efaipeTo]
KQPUKACOPWVETEWY
25 polc’avecTac’eAhaduika| ] [
gvyopevovPpLcappaToLcd|

6 .[ the lower tip of a vertical stroke, quite low, therefore probably v | ]. right half of a horizontal
stroke, a little too high for €, more probably t or y | 7 last a marked short, corrected from a
marking as long | 11 ]. upper half of a vertical stroke | 12 [ lower part of a vertical stroke | ]. dot,
probably end of middle stroke of e | 13 [ small dot | ]. vertical stroke | 15 of Jc only the upper tip
| following traces compatible with upper parts of o and ¢ | 16 .[ a vertical stroke followed by a
borizontal stroke at medium height (compatible with 7), followed by a dot on the line | of first v
after the lacuna only the tail | .o only a dot | 25 ] upper part of diagonal stroke coming from
below left
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otav Bpopioy [Teejrav
kal mapda ck@[mwr]ov Avoc Ovpavidar
tv peydporc T c<T>a)VrL. CEMVAL PEV KATAPXEL
MatépL wap ey dhar popBol TuTdrey,
10 £v 8¢ kéxhad[ev] kpéTal’ alBopéva Te
ddic vmo EavBa,ler TEvKaLC
v 8¢ Naldwv épiydovmoL cTovayxal
pavial 7 dhakal, 7 opivetal pravxem
EVv kKAOVL,
15 &v & 0 Taykpa[Ti]c kepauvoc dmvEQY
7ip kexivn[row 76 7'] " Evvaliov
Eyxoc, dikdecca [1]e ITarrddo[c] aiyic
puplaw @loyyaletal Khayyalc Spakovtw.
plpa & elcwy ”Aprepic olomordc Lev-
20 Eavc’ Ev opyaic
Baxyiaic ¢brov Aedvtaw af « - ~ . - _
& 88 kmAelTa xopevoicatct kaf «
pav dyélavc. EpE & e€aipeto[y
KAPVKA COPDV ETEWY
25 Motc’ dvéctac’ "EM@BL kal ] [~ -
ebxopevov BpLcapudrorc QMPatc . -

Scholia 8 {ctavry || 18 8p[ewv || 19 olowéroc

6 [rere}vdv Grenfell-Hunt | 8 cepvan P. Oxy. 1604; P. Berol. 9571v: coi Str. | kardpyer P. Oxy.
1604: katdpxewv Str. I 9 pavépl wap wley]dhal P. Oxy. 1604: parep wdpa peydho Str. | Tumdveov
Grenfell-Hunt: rupndvav P. Oxy. 1604; kuppdhwv Str. || 10 céxhad[ev] Schroeder 1919; kéxAa-
8[ov] Grenfell-Hunt; kaxAddwv Str. || 11 8duc Str.: Salc P. Oxy. 1604; baic Snell 1975% | 13 paviaw
7" dhahai P. Oxy. 1604; Plu. 623b; 417¢: paviewc v dhahalc Plu. 706e | v Grenfell-Hunt: 7€ P. Oxy.
1604 | dpiveray P. Oxy. 1604: dpLvopévav Plu. 623b; 417¢c; dpwopevol Plu. 706e | pupaixevt Plu.
T06¢e; 417¢c: tpuavxeve Plu. 623b; tabdyevt P. Oxy. 1604 I 15 & & P. Oxy. 1604: 8¢ 6 P. Berol. 9571v
Il 18 khayyaic P. Oxy. 1604: ¢f]oyyafc P. Berol. 9571v || 19 olowordc Snell: olowérac P. Oxy.
1604; oloméhoc Bowra 19472 | 21 Bakxiawc Grenfell- Hunt: Baxxelavc P. Oxy. 1604 | &[yporépav
Bury apud Grenfell-Hunt; d[ypérepov Schroeder | Bpopiww Bury apud Grenfell-Hunt | 22
xopevoicaicy Grenfell-Hunt: xopevoicavc P. Oxy. 1604 | kafi 6n- Housman apud Grenfell-Hunt
| 25 ka[\]\fx6pww Bury apud Grenfell-Hunt; kel ylefvedy Sandys apud Grenfell-Hunt | 26
Ppwcappudrove Snell: xpucappdrove 2 Pi. inscr. P. 2 | O[#Bavrc yeydkew Wilamowitz 1922; G[ABawc
yevécBae Schmidt 1922
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«
evdmobappovay aufev] [
kaduovvy [ Jempamde [

vavd[ Jedax] | Juedv|
30 kavtékgvdof [ 1 vBpwmo]

Sovv [ 10 [....]1.[.1I

pare[

e [

1.1

27 second 9 corrected from 7 | . right end of horizontal stroke, which makes ¢ possible ] ..[ right
half of high horizontal stroke, followed by the left half of a sharply pointed triangle, probably of a
| 28 [ upper tip of a vertical stroke | .[ dot on the line | 30 of ¢ only the middle stroke | & with
parts joined instead of unconnected | .[ left half of triangular letter | ]. dot at medium height | .|
left upper part of o | 31 .[ part of vertical stroke | 6.[ dot | ]..[.].] upper parts of three letters, all
horizontal strokes | 33 .[ upper part of a thin vertical stroke [ 34 )..[ two upper tips of strokes going
from upper left to lower right

P. Berol. 9571v, 44-50

44 Jewvawpue [

H
poupol Jvwvevre |
vmofaf .. Jokaue [
paval Treopl . 11l

44 [ the lower part of a vertical stroke | 45 .[ upper part of a vertical stroke | 46 . vertical stroke
which curves to the right at the bottom | .[ vague traces of ink | 47 of af only the left part | ..[
upper part of € | vague traces of o | p without tail | 48 [ lower part of a vertical rising stroke | 50
. lower part of a vertical stroke | ]. end of a horizontal stroke at medium height | [ left part of a
high horizontal stroke and lower part of a vertical stroke
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Evha ol " Appoviav [¢ldue yaf - -
Kadpov dm[rai]c mpawidecfct . - =
vav: A[o]c & dx[ovcev 6)upav,

30 kal 1€k’ €ii8oko[v Tap’] dvBpdrmofic - « -
auowoel 170 [ ... 1710 T
HaTE[p -
ML [wewceca-o

27 ¢ldpa ya[perdv Housman apud Grenfell-Hunt; ¢]dpa ple]yd[Aav Wilamowitz; ¢]dpa ya[poe.
Bury apud Grenfell-Hunt | 28 tgm[\at]c mpawibec[c. Aaxelv keb- Bury apud Grenfell-Hunt; &Gvyew
cep- Housman apud Grenfell-Hunt; wo.- Wilamowitz | 29 Afw]c 8" &[xoucev 6]ppdv Grenfell-
Hunt; dupav West Philologus 1966, 155 I 30 wap’] dvbparmofic yevedy Bury apud Grenfell-Hunt
] 31 Awsvuefe c)é @ Snell | 31-32 Avbvuc]’ 8] 8[edv tivat] cele] Y{drac cav 8éto] / paré[pa Werner
1967, 537
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Translation

Earlier it went in a straight line, the song
of dithyrambs
and the s came falsely from the people’s mouth,
(but) .eeereenees

5 the circle dances .... knowing
what sort of ritual festival of the Roarer
even beside the sceptre of Zeus the heavenly gods
celebrate (or: establish) in his palace. Beside the revered
great Mother begins the whirling motion of the drums,

10 and in addition the castanets’ noise swells and the burning
torch under the golden green firs;
and in addition the Naiads’ loud sounding groans
and their fits of madness and their cries are roused with
the neck-throwing confusion.

15 And besides the almighty lightning, blazing
fire is set in motion, and Enyalius’
spear, and the valiant aegis of Pallas
sounds loudly with the hissing sound of ten thousand snakes.
Swiftly comes solitary Artemis, having

20 yoked in bacchic frenzy
the (wild) race of lions (for the Roarer).
And he is enchanted by the dancing herds ...
... But me as an outstanding
herald of wise and skillful poetry

25 the Muse has appointed for Hellas ....
me, boasting that (for Thebes) mighty because of its chariots ...
where once, as rumour says, Harmonia ...
Cadmus, with a high temperament, ...
...; and (s)he obeyed the voice of Zeus,

30 and bore/begot (a child) famous among men.
Dionysus ......
... mother ...
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Contents

The title at the top of the column cannot be exactly established but it is clear
that it mentions Heracles and Cerberus. The text of the fragment itself does not
refer to Heracles at all. It begins with a (probably negative) statement about the
earlier dithyramb and the sound of the san (1-3). L. 5 vea [ seems to imply that
Pindar then proceeded to his own poetry, but the text of 1l. 4-5 is too fragmentary
to be certain. In 1. 6-23 the Olympian gods are described as celebrating a
Bacchic revel in the presence of the Great Mother. L. 23-26 are about Pindar
himself and his role as herald of the Muses and constitute the transition to a
mythical part about Cadmus and Harmonia, leading via Semele to Dionysus, the
deity of the dithyramb.

Here the papyrus breaks off. How or how soon the transition to the Heracles
story was effected, cannot be known. Since Pindar mentions both Heracles and
Dionysus as names Thebes can be proud of (1. 7, 5-7; cf. Hes. Th. 530" HpakAfjoc
©mBayevéoc), it should not have been too difficult to make the transition from
Dionysus (1. 31) to Heracles’ adventure in Hades.

Metre

Fr. 70b is written in dactylo-epitrites and is divided into strophes. The papyrus
breaks off before the end of the second strophe, so that it cannot be determined
whether it was followed by an epode or another strophe. The metrical scheme
is as follows:

[ U C:D_e_l

¥ vemuun | E_D|

_______ ¥ _ v dz_E'.'DCI
£ 7 2V I

________ | -D|

----------- I e-D|

evmmmem e | d_E_|

............ | D-d|
10/28 v e X mve v x exDxE_I

e ¥eemmmeen | E_d|
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...... oz | & d’.E|
-- el

15/33 mvmdmeoxoon | E.e |
----------- I e-D|
............ | e-D_|
LG L R I E_e-|

Commentary

The first period of the strophe (ll. 1-5) contains the introduction of the
dithyramb, followed in 1l. 6-7 (period 2) by the general outline of the ensuing
scene. The third period (1l. 8-13) pictures the ecstatic festival, comparable with
the revels of the mortals (music, torches, frenzy). It is questionable if 1. 14 is to
be taken as a separate period: the contents do not warrant such an emphasis. It
is perhaps better to assume that Pindar wrote the essentially Attic £0v, so that
the third period includes 1. 14. The next periods (1l. 15-16 and Il. 17-18) show the
effect of Dionysiac ecstasy on Zeus and Ares and on Pallas Athena respectively.

The first period of the antistrophe (or second strophe?) (Il. 19-23) introduces
Artemis and Dionysus himself and rounds off the Bacchic scene. In the second
period (1l. 24-25) the subject is the poet himself and in the third period (Il. 26-
31/32) it is the city of Thebes, for which the dithyramb is composed. Although
L. 32 is not complete, it does not seem to warrant the emphasis of being a period
in itself (as did 1. 14 not either). The last two periods of this (anti)strophe have
been lost.

The two sequences of three double shorts (Il. 3-4 [D | d?] and 12-13 [d' | d?
d?]) are broken by the end of the line. For D | d® c¢f. O. 7, strophe 5-6, epode
5-6; 0. 13 epode 5-6; for D | d® cf. e.g. N. 1, epode 2; 1. 5, epode 8. For d!| d?
d? cf. 0. 6, epode 2.

In 1. 15 both linking ancipitia are short. Such long sequences of alternating
long and short syllables also occur in O. 11, epode 4, and in slightly different
formsin /. 3/4, 19 (¢e.e.E.)and I. 5,2 and 5, 8 (e - ¢ - d'). On such short
ancipitia in Bacchylides and Pindar see W.S. Barrett, Dactylo-epitrites in
Bacchylides, Hermes 84 (1956), 248-253.

LL 1-2 and Il 19-20 correspond metrically, but the scribe has not divided both
cola in the same way, apparently to avoid the division within a word. It seems
best to assume that this was an error and to divide both cola consistently. The
London Bacchylides papyrus shows similar inconsistencies, cf. e.g. B. 5, 35, 75
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and 115 versus 155 and 195; 1. 13 versus 53 and 1. 28 versus 68. These are not
corrected by Snell-Maehler. Since in other places division within a word is not
avoided, and since the inconsistent colometry does not even solve the problem
(cf. 1. 75 évamtd-/Eac), the metrical analysis should prevail over the scribe’s
choice. See also W.J.W. Koster, Traité de métrique grecque, Leiden 19532, 295-
296 and n. 3. Grenfell and Hunt 1919, 41 divide doda / 8uBupduPwv because the
traces of ink do not allow the reading -8& S.8vpdpBwv in 1. 2, which would be
expected from the division oiomérac / {evéarc’ in 1. 19-20. Consequently they
divide {et-/§arc’ there.

Title The beginning of the title is lost. The last three lines are almost cer-
tainly ‘HpaxMiic fj KépBepoc. @npaioic. Above this can be seen traces of two
lines which cannot be read. It is also not clear what sort of text we could expect
to find there. An adjective with *HpaxAfic is not likely, since this would be more
appropriate after it than before (see also Wilamowitz 1922, 345 n. 2); a noun
such as the proposed «]atd[Bacic or kdBlodo[c (Snell) is unlikely because
‘Hpak\éovc cannot be read: 7 is certain, followed by the upper half of a round
letter like o or ¢, but almost certainly c, because the o is written much smaller
by this scribe. This makes the epic form ' HpakAfioc an unlikely conjecture, which
is made even more implausible because the title was added by a grammarian who
supposedly wrote in the Attic dialect. In the last three lines the title and the city
are mentioned. No other information seems necessary. A noun such as 8-
6vpapPoc or Mwddpov would be appropriate in an anthology, but the style of frs.
70a and 70c is consistent enough with that of fr. 70b to be considered Pindaric
dithyrambs too. Perhaps a reference to the festival where the song was
performed? The traces of ink are too small to check this suggestion. Pindar’s
Paeans, transmitted on papyri, are identified by the city and the god of the
Paean’s occasion, cf. Pae. 6 AeAgoic eic TTv®; 15 A[i]yuriralce eifc] Alaxédy; 18
"Alpyetoc [ ]c "Hrextpio[v...

Extant dithyrambs with titles besides Pindar’s fragment 70b are Simonides’
Memnon (Ziupovidme &v Mépvou StbupapPol 1@v Amhiakdr PMG 539), and most
of Bacchylides’ dithyrambs: 15 "Avrmpopidar fj *Erévmc amaimcie, 17 "Hideou §
Onceic, 18 Onceic, 19° 16, 20"18ac, 23 Kaccdvdpa; Praxilla PMG 748" AxuA\edc;
Telestes PMG 808 * Ypévairoc. Dithyrambs, tragedies and comedies had titles
because they were entered in contests and people needed some means of
discriminating between them (Spell 1965, 125; but see E. Schmalzriedt, Iepi
¢icewc Zur Friihgeschichte der Buchtitel, Miinchen 1970, 26-27 n. 10, who feels
certain that the titles were added later, by the Alexandrine scholars).
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Double titles are known from Bacchylides’ Dithyrambs (B. 15; 17) and many
tragedies (cf. Sophocles’ *Atpevc | Mukmpaiar, Mdvreve A Tloavudoc, Navcwkda
7 Mhvvrpla, Mavbepa 7 Zeupoxdmor and for Aeschylus 7rGF T 78). At least
seven of Menander’s comedies have alternative titles. Cf. also Pratin. PMG 711
Avcpawar 7 Kapudrdec. Originally the poems and plays had only one name,
enough to differentiate between the contributions of the various contestants.
Since the poets all drew their material from the same mythical background and
since they generally used the same method of choosing a title by naming the play
after the chief protagonist or the chorus, this led inevitably to confusion when
grammarians wanted to compile catalogues. In such cases they either appended
an alternative title (e.g. Navcikda 1j Mvvtpial), they changed the original title
(e.g. Alavroc 8dvaroc instead of Alac) or they added a specifying epithet (e.g.
for Aeschylus’ three plays about Prometheus and Sophocles’ two plays about
Oedipus). See ALE. Haigh, The Tragic Drama of the Greeks, Oxford 1896, 395-
402,

1-3 The text begins with a description of the older dithyramb. The words
Tlpiv pév ... suggest a contrasting background, probably for Il. 4-5 where vea [
may refer to the newer poetry. An example of the newer poetry seems then to
be shown in the scene of Il. 6-23, while in 1l. 24-26 the poet presents himself as
the prime representative of this newer poetry. Such an opening is a well-known
motif: the poetry of the poet’s predecessors is presented as the antithesis of his
own poetry. For the antithetical construction and the same theme cf. I. 2, 1-11
ol puEv Tahal ... paTEC, ... VOV 8¢ etc.

It seems to have been a common practice among lyric poets from the fifth
century on to comment on each other’s poetry, e.g. Corinna’s reported criticism
of Pindar’s way of handling mythical material, ¢f. Plu. glor. Ath. 5, 348¢ 8¢l xeipi
cTeipeLy, oby GAwi T@ Bukhdket. Simon. PMG 602 &EeléyyeL vEoc olvoc otimw
<10> WEPVCL Bdpov dumENov, is answered by Pi. O. 9, 48-49 aivel 8¢ makalov
pev olvov, dvbea 8 Bpvev / vewrépav. In 0. 2, 86-88 copdc 6 ToAd eldAC pual:
pabdvTec 8¢ AdPpor / Tayyrwccial kdpakee O dkpavra yapvitov [/ Avdc Tpoc
Opuya Oelov, the eagle is Pindar himself and the crows are two (unidentified)
lesser contemporary poets (the scholiasts’ interpretation that this refers to
Simonides and Bacchylides is not generally accepted, see B.L. Gildersleeve,
Pindar. The Olympian and Pythian Odes, New York 1890 [* Amsterdam 1965},
152; Farnell 1932, 22; G.M. Kirkwood, Pindar’s Ravens, CQ 31 [1981], 240-243).
B. fr. 5 Erepoc &€ EtEpov copoc / T6 1€ WAAaw 16 7€ Vv, [/ 0VBE Yap pdicTov
appfrov Eméwr TiAac / EEcvpely may be either a reaction to Pi. O. 2, 86-88 or
to Pindar’s frequent emphasis on his originality in general.
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Poets also used their poetry to talk about the rules of their trade and their
own view of it, cf. P. 9, 76-79 dperai & aiei peydiar mohvpvdor / Para & Ev
pakpotlct TolkiAAew / dxod copoic O 8t kaLpoc duolwe / wavtoc EXEL KOPUPGY;
O. 6, 1-4; Thgn. 769-772, and poems were the place to promote oneself and
one’s style. Pindar often used this method to emphasize his own originality, cf.
0. 3, 4 poL veociyarov edpévtL Tpomov; 0. 9, 48-49; N. 8, 20; 1. 5, 63, Pue. 7b, 11-
17. 1t is uncertain whether Bacchylides did this too, cf. 19, 8-10 Spaivé vvv v /
TalC TOAVTPATOLC TL Kawwdw (v.1. TL kAewwov) / OABlaic "ABdvarc. Cf. also Tim.
PMG 796 ok deldo 1& Takald, kawvd yap ¢ua kpeiccw' vEoc O Zeve Paclheiel,
10 wahay & Ty Kpévoc dpywr @mite Movca mahavd; 791, 202-205 dAN &
xpuceokiBapLy de- / Ewv povcav veotevyd, / Epolc ENO Emikovpoc P~ / voie ife
Tlawdv. For a more detailed discussion of these topics see L.E. Rossi, I generi
letterari e le loro leggi scritte e non scritte nelle letterature classiche, BICS 18
(1971), 69-94, esp. 75-77; S. Gzella, Self-publicity and Polemics in Greek Choral
Lyrics, Eos 58 (1969-1970), 171-179; G. Lanata, Poetica pre-platonica. Testi-
monianze e frammenti, Firenze 1963; Maehler 1963; Bowra 1964, 1-41 and 192-
238; Radt 1966, esp. 64-68.

It is possible that wpiv refers to a specific poet or period. It has been argued
that the mention of the san alludes to Lasus and the elimination of ¢ in his
Kévravpor (C.M. Bowra, Early Lyric and Elegiac Poetry, in: J.U. Powell [ed.],
New Chapters in the History of Greek Literature, Oxford 1933, 49; 1964, 195). If
that were true, Pindar would consider Lasus as another representative of the
‘new generation’. This agrees with our knowledge about Lasus who is described
as an innovator (see Introduction 1.2, 1.5). However, the effect of the comparison
is stronger if Pindar sees himself as a unique poet. Especially in view of the
emphatic éué & in L 23, it is likely that Pindar is contrasted with all his
predecessors. This pleads for a non-specific interpretation of mpiv. It is not clear,
however, in what way this second Dithyramb is an innovation because hardly any
earlier or roughly contemporary dithyrambs have been preserved. Perhaps the
contents, i.e. the Dionysiac scene on Mt. Olympus, are a novelty, just as the
vividness of the scene, as expressed both by the style and the language.

1 elpue cxowortverd T dowdd : literally cyolvotéveLa means ‘stretched as a
cxolvoc’. This may refer to the cyotvoc as a land-measure (cf. Hdt. 2, 6 o 8¢
cxolvoc Ekacroc, wétpov tav Alyimmoy, E§fikovra ctddia) or to cyoivoc = rush,
reed (cf. Hdt. 1, 189; 199; 7, 23 where cxowvoTteviic means ‘in a straight line’). In
both cases the interpretation is ‘monotonous’. For cyowotévera based on
cyoivoc as a land-measure cf. Call. fr. 1, 18 Pf. ...ab0 82 1éxvmy / [kplvers,] i
cxolvyon Tlepcidu ™v, cogimyv; and the use of the term in later (rhetorical)
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writings: Philostr. Her. 55, 4 kal dA\\ac copov &v Toic dLcpact T0 w1 aToTeELVEWY
adrd, pnde cxowoteldi EpydlecOal; Eust. 946, 8 cy. Ewoiar; Hermog. Inv. 1, 5;
4, 4 of rhetorical k@ha exceeding a certain length (LSJ s.v. L.2). It is conceivable
that these were based on Pindar’s text, just as e.g. Callimachus more often
derives expressions and imagery from Pindar. Cf. Pae. 7b, 11-14 ' Opfipov {68 u1)
pu)wrov kat dpafutév / Lovtee, a[AN’ dAJhovpiaic &' mrmoue, / Emel av|
wlravdy dppa / Mowca[ Juev with Call. fr. 1, 25-28 Pf. wpoc 8¢ ce] kai 768’
dvaya, Ta pn wartovewy dpatar / Td ctelPew, Etépor Txvia xa® dpd / Sigpov
EM]@v umd’ olpov dva TAaTY, dANG kehetBovc / drpimro]uc, el kal cTey,votépmy
thdcerc. See M.T. Smiley, Callimachus’ debt to Pindar and others, Hermathena
18 (1914), 46-72; M. Poliakoff, Nectar, Springs and the Sea: Critical Terminology
in Pindar and Callimachus, ZPE 39 (1980), 41-47; Richardson 1985, 383-401;
J.K. Newman, Pindar and Callimachus, ICS 19 (1985), 169-189; Th. Fuhrer, A
Pindaric Feature in the Poems of Callimachus, AJPh 109 (1988), 53-68.

elpme : Schroeder 1923 415 changed the augmented reading of most MSS
into the unaugmented Epme, but there is no need for this. Metrically both forms
are equivalent and Pindar would have written E both for € and ¢, and perhaps
also for 7. See also Braswell 1988 on P. 4, 243 where Schroeder did the same,
changing fi\wero into EAxweTo.

cxowortévewa : the form of the feminine adjective is irregular, we would expect
cxoworeviic. The only other similar forms in Pindar are female names such as
Kvmpoyévera (P. 4, 216), " Actvbapera (0. 7, 24), Immodduera (0. 1, 70; 9, 10).
See Kiihner-Blass 1, 544 Anm. 8.

3 76 cav kiBdnrov : san is the Doric equivalent of Ionian sigma. Apparently
the s-sound was considered disagreeable, and not suitable to the music of the
flute, cf. Ath. 11, 30 (467a). Dionysius of Halicarnassus had a particular aversion
to it and called it even 8npLadnc (Comp. 14, 80 p. 54ff. U.-R.). It must have been
very unpleasant to listen to, so that some ancient authors used it cravioc ... kal
weeuiayuévoc (D.H. Comp. 14, 80), and other poets even went so far as to
avoid the c altogether: Lasus’ Kévravpor; TrGF fr. adesp. 655 “Arhac.

Pindar does not avoid the c. The Greek language does not easily lend itself
to this and a poet’s energy can be better used (Puech 1923, 145-146). Yet
kipdnhov indicates that Pindar is not happy with the sound either, so that
Wilamowitz’ may be correct when he suggests that 16 cav «ipdmhov refers to a
bad pronunciation of the s-sound, and that Pindar teaches a better pronunciation
to the members of his chorus (Wilamowitz 1922, 342; Privitera 1965, 29-32). Cf.
Eust. Opusc. 133, 30 Tafel kupdroic YAdccalc kal UrmoxdAxolc, 8u dv Emyotpey
wc kUUPara.
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A playful illustration of the defensive position into which ¢ was forced by
linguistic developments, is given in Luc. Lud. Voc.

awo cropdTwv : for the interpretation of the clause ‘elpme... ¢md cropdtwy
see Braswell’s observation (Zapevfic: A lexicographical Note on Pindar, Glotta
57 [1979], 182-190, esp. 187) about ‘mannerisms of a more formal poetic style’,
where ‘the organ of speech from which the sound comes is mentioned together
with a verb of motion or articulation.” Cf. Simon. PMG S85 wopgupéov amod
cTopaToc Lelca puvav mapbévoc; Pi. P. 4, 10-11; Pae. 12, 16-17; 11. 1, 249 709 kai
4o yAdcene péAToc YAukiwy péev abdh; Pi. O. 6, 12-14 alvoc ... v ... / &wd
YAdccac “AbpacToc ... / ¢BEyEar’,

4-5 vea [ in 1. 5 suggests that 1l. 4-5 are the answering clause to L. 1 7piv. This
is a recurrent motif in poetry, see note on 1l. 1-3.

Grenfell and Hunt 1919, 42 propose duawén[7]a[vral 8¢ viv Lpotc] FhAan [ko-
1 / khoicy véay, combining suggestions from different scholars. The metaphor is
found elsewhere in Pindar: O. 6, 27 mikhac tpvev dvamtvapev. Cf. also B. fr.
5, 2 oVdE yap pavctov dppirwr Eméwv moAac gvpelv. For the rest of the lacuna
(- - -) Maas’ assumption (see Schroeder 19232 546) Laxeir e]id6tec is widely
accepted. This has more letters than the 5 or 6 which the lacuna allows, but
because it contains two u's it might fit. At least equally attractive is [cogoi ol
e]idotec (Grenfell and Hunt 1919, 42), cf. O. 2, 86 copoc 6 modha eldwc puaL.

The proposed 8¢ viv is, however, doubtful because Pindar always uses the
regular combination of viv 8¢ (cf. 0. 1, 90; 3, 43; 12, 17; 13, 104; P. 9, 55; 1. 2,
9; 4, 58). Where 6¢ viv is found in other authors (cf. B. 6, 10; Sapph. 62, 9 Voigt;
A. Ch. 763) 8¢ belongs semantically not with viv but with the preceding word.
Even in S. OC. 932 elmov pév odv kal mpdchey, Evvime S¢ viv, viw is not in
opposition to mpécev, but shows the continuation of the act of speaking, so that
8¢ is continuative rather than contrasting.

If we are convinced that the contrast with 1l. 1-3 must be found in 1l. 4-5, we
may think of e.g. a simple 8¢, or of 8¢ ol viv (cf. Pi. O. 1, 105; B. 5, 4), sim. In
this latter case vea [ could be the object of Suamen[ ] [. In the lacuna between
vea, [ and e]idoec there is space for 5 or 6 letters, depending on their width and
on that of the last letter of vea [. The text may have contained véav [idéav,
[Laxdv sim. In the lacuna of 1. 4 stood perhaps a noun such as xop@v, peAéwv
(with synizesis) to be connected with this.

But of course it is possible that the text contained nothing like viv or vea [
at all. Perhaps we must divide kv]xhorcwv ea [, and think of e.g. Eap[- (although
the tail of the p should have been farther below the line than the traces on the
papyrus allow). The removal of viv and vea [ from our line of reasoning opens
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the way for quite different hypotheses. It is possible that 1l. 4-5 are not opposed
in meaning to 1L. 1-3, but are a digression on the same theme. The Olympic scene
in 11. 6-23 may then be preceded by e.g. ovk e]iddrec, at the same time a criticism
of his predecessors and an illustration of his own craftsmanship. This would lay
an even greater emphasis on 1. 23 &ué &. That we have in 1. 23 a turning point
in the poem is confirmed by the emphatic position of the pronoun.

[x9-] / xdorcu(v) : kdkhoicy refers to the kikAloL xopol of the dithyramb,
because the dithyramb was performed, at least in the Athenian contests, as a
circular dance (see Introduction 1.3).

6-23 We are presented with a description of a Dionysiac festival on Mt.
Olympus. All the characteristics of Bacchic rituals on earth are present.

The torches mentioned in 1. 11 show that the festival is a wavvvyic, cf. E. Jon
716-718 (Parnassus) tva Bdxyxtoc dpeuaipove qréxwy mevkac / Aavympda mmdaL
vukTimoloe dpa cov Baxyalc; fr. 472, 13 prrpl 7 opelon davdac dvacxav; lon
1077; Nonn. D. 12, 391 where the torch lit for Dionysus is called vukTyépevroc.

The musical instruments (I. 9 Tiwava, | 10 kpoTara) are typical of the
orgiastic orchestra, cf. &. Hom. 14, 3 . kpordAwv TvTdvav 7 LaxT) cbv 1€ Bpopoc
aVA@v; E. Cyc. 205 kpoTala xaikol Tupmavey 7 dpayuara; Ba. 120-134 about
the origin of the Topwavov.

The main celebrants are women, usually the Maenads, here the Naiads (1. 12).
The throwing backwards of the head (1. 13 pupatxenm) is a sure sign of bacchic
frenzy, cf. E. Ba. 864 &8épav eic aibépa Spocepdv pimrouvc’; 150 (6 Baxyeic)
TPUPEPOY <Te> TWAOKApOV ELC aibépa PLTTQV.

These parallels with Bacchic revelry show that there is no ground for Hardie’s
distinction (1976, 135) between 1l. 8-18 (the Phrygian arousing influence of
Cybele) and 19-23 (the taming effect of the Greek Dionysus). On the contrary
there is a climax from joyful music (ll. 8-10), via the firebrands (1. 10-11) to the
Oreibasia (1l. 12-14), followed by the awe-inspiring attributes of Zeus and Ares
(1l. 15-17) and finally the wild animals (ll. 18-21) (so also Zimmermann 1988b,
34).

L.R. Famell, The Works of Pindar. Vol. I, London 1930, 330 remarks that
imagining deities as worshipping each other is quite exceptional in Greek
religious literature. This is true; a somewhat similar scene, however, is described
in an Epidaurian Hymn, probably of the fourth century B.C., fr. adesp. PMG 935,
9-12 6 Zevc & tcubawv Gvat / vav Marépa 7@V Bedv / kepavvoy EBalle, kal / 7¢
TopTay eEAduPave.

6 Bpouiov : Bpéuioc is Dionysus, ‘the Roarer’, see also Dodds 1960% 74 on
E. Ba. 87. Cf. E. Ba. 66; h. Hom. 7, 56; 26, 1 épiBpopoc; 49, 3 épPpepémnc; Pi.



FRAGMENT 70B 67

fr. 75, 10 épBoac, and E. Ba. 156 PapuvBpépwv vmd Tuumdvev for his roaring
kettledrums. For the ambivalent use of the adjective Bpouroc as both ‘loud-
sounding’ and ‘dionysiac’, see Kannicht 1969 on E. Hel, 1308.

[tere]rav : cf. fr. 70c, 6 Teav 7e[AeT]av, also referring to a Bacchic festival.
The specific meaning became the regular use: ‘from the later fifth century
onwards (tehetfi was) used chiefly of the rites practised in the mystery cults’
(Dodds 19607, 75-76). This does not necessarily mean that Pindar refers to an
initiation (for the view that ‘Bacchic tehe7al are initiations’ see R. Seaford,
Euripides. Cyclops, Oxford 1984, 8 n. 24), because Pindar uses 7eAerd in the more
general sense of ‘ceremony’, cf. N. 10, 34 (Panathenaea, see also C. Zijderveld,
Tehet. Bijdrage tot de kennis der religieuze terminologie in het Grieksch,
Purmerend 1934, 7-9). If the verb icTavt. must be understood as ‘establish’ (cf.
0.2, 3" Orvpmdada Ectacev; 10, 58) the scene perhaps refers to the introduction
of Dionysus and his festival to Mt. Olympus. Although the sources which mention
Dionysus as one of the Twelve Gods are late (2 O. 5, 10; Boethius AP 9, 248, 1
EL Toloc Aubvucoc Ec Lepdy AAOev” Ohvuwov; cf. also Nonn. D. 8, 97; 13, 223; 256-
258; 268-269) Pindar may well have known this tradition and used it in his
material. On the other hand the Great Mother is not usually part of the
Olympian household. The other meaning of {ctnui which might be suitable with
Teketd, ‘arrange’, is therefore more relevant. Cf. B, 11, 112 yopovc Ucrtav
YUPOLKOV,

7 xal wapd ck@wrov Awoc : kol indicates that Pindar sees a parallel between
the human festival and that of the Olympian gods. For such a parallel cf. also
P. 1. For the sceptre of Zeus cf. P. 1, 6.

Oipavidar : originally used as ‘descendants of Uranus’, and so in Hes. Th.
502 the Titans, in Pindar Cronus (P. 3, 4). But Pindar, followed by later poets,
also used the word in the general sense of ‘the gods’ (cf. the Homeric Obpaviw-
vec, except for 1. 5, 898 where the Titans are meant), in which case the
reference is to obpavdc, ‘vault of heaven’, instead of to the deity; see Chantraine
1968, 838. Cf. P. 4, 194 warép’ Obpardav Eyxewképavvoy Ziva; Call. H. 1, 3 Ziva
... Sukacmorov Obpavidnice. See Braswell 1988 on P. 4, 194 for more examples.

8 tv peydporc : this implies that the festival was held indoors. L. 7 wapa
cka@wtov Avoc supports this, suggesting a royal throne and a palace. This would
not only be contrary to the normal (human) practice, but also be incompatible
with 1. 11 ¥mo EavBaict mebkaic (see note ad loc.). We must either assume that
the palace included the surrounding terrain, or that the ‘house of Zeus’ is Mt.
Olympus or heaven itself.
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ficTayvn ¢ too long for the lacuna, but the word is given in the margin,
probably as a correction for the text’s icavm, Doric for Tcact. The mistake may
have been caused by 1. 5 €i867ec. A similar error was made and corrected in 1.
18 ¢ <0>oyyaleTan.

For the interpretation of [TeAe]rdv ... {;cTa,vm see above on [rehejrdv.

8-9 cepvin ... Matépy ... ey dhan ¢ of. Pi. P. 3, 78-79 Marpi, 7av xobpar ...
péATOVTAL ... / CEMVAY Be0V; A. fr. 57 cepvac KoTvrotc py’ Exovtec; Ar, Av. 746
CEMVA TE LTTPL XOpebpat Opelal.

That the Great Mother is the Phrygian mother-goddess is made evident by the
explanation in Str. 10, 3, 13 T kowaviav T@v wepl Tov Arovucov dTodeLxBévTw
vopipwy Tapa Totc "EAAMCL kal 1@ Tapa Tolc PpuEl mepl THY pTépa T@V Bedy
cuvolkel@v (sc. Tlivdapoc) dAAfhoic (after the quotation of 70b, 8-11), and also
by the Timava and kpoéTala, attributes of Cybele. Cybele was known in Greece
at this time, cf. h. Hom. 14; Pi. fr. 80; Paus. 1, 3, 5 awxodopmral 8¢ kal Mmrpoc
0edv Lepdv, fiv Peudiac eipydcaro; the Northern frieze of the Siphnian treasury
in Delphi (c. 525 B.C.) where Cybele is shown in a chariot drawn by a lion. See
also Lehnus 1979, 120-121.

Other places showing the connection between Cybele and Dionysus are A. fr,
57 (introducing Touc mepi TOv Aldvucov as cepvic Kotvrotic 8py’ Exorrac; cited
by Strabo 10, 3, 16 in his discussion of the similarity of the Greek, Phrygian and
Thracian rites); E. Ba. 72-82 & pdxap, 6e1ic ... / 7d T8 patpdc peydiac 6p- / ya
KvuBérac Oepitetav, / dva Blpcov T mwdccwr, / kiced Te crepavwldeic /
Auvérucov Bepameier; Diogenes Ath. TrGF 45 F 1 in his Semele (and therefore
probably containing mythical material about Dionysus): kaitol kA pév’ Actadoc
putpmedpove / KuPérac yuvaikac ... / Tumdvorc kal popPoict kal xakokTirmav
BowpPoic Ppepovcac dvtixepct kKvpPdaiwv.

kavdpxeL : kaTdpxecbal in a religious sense means ‘to begin the sacrificial
ceremonies’, but is almost never used in the active form. Three places are known:
E. Andr. 1198 Bavivra Secmotay yooLc vopaL Ték VepTEpwY kaTdpEw; an Attic
funeral inscription of about 530 B.C,, probably to be completed to read
[ AJvriAdxo: ToTi cEl’ GyaBd / kail coppovoc avdpoc, / [ddxpv k]dtap[x]cov, el
kal / c& uéver Oavatoc (CEG I, 34) and this line. P. Stengel, Opferbriuche der
Griechen, Leipzig/Berlin 1910, 42 n. 1, wants to translate the active voice with
‘honour’: the active expresses that the ceremony is on behalf of the deity, in her
honour, while the middle voice would express that it is on behalf of the sacri-
ficing person, e.g. to ask a favour. This distinction would, according to Stengel,
be analogous for 80ewv/00ecOar. But cf. E. IT. 40 kardpyxopar pév, codyia &
dAMovciy péleL where there is no personal involvement to account for the middle
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voice. Perhaps the interpretation ‘honour’ can be used for E. Andr. 1198, but for
the funeral inscription (where the object is probably 8dxpv sim.) and fr. 70b, 8
(where there is no object with xatdpyew) it is better to translate with ‘begin’.
This is also in agreement with the more profane use of kaTdpxw, which cannot
be excluded here, because it is not clear to what degree the scene is to be
interpreted as religious and sacrificial (see above on [rere}rav).

It is remarkable that in the Epinicia the cyfjpa Mwdapuwov occurs only rarely,
but that in the Dithyrambs we find relatively many cases of this construction, in
fr. 70b (1. 8-9, 12-13), fr. 75 (1l 16, 18, 19) and fr. 78, 2-3. Cf. also frs. 239 and
246a-b. It is the general view that in the cxfua ITwdapwkér the singular verb
precedes the plural subject (Gildersleeve 1900, 53; Jebb 1908 on S. Tr. 520; W.
Havers, Handbuch der erklirenden Syntax, Heidelberg 1931, 20, 214 and W.J.
Verdenius, Commentaries on Pindar. Vol. II, Leiden 1988, 88-89). Except for 70b,
12-13 all cases of cxfpe Huwdapikoéy in the fragments of Pindar follow this rule.
The construction has the effect of dividing the clause into parts, thereby
emphasizing both the predicate and the subject. L1. 12-13 are an exception. It is
remarkable that the subject consists here of three separate plural nouns. The
other two places quoted by Gildersleeve where the subjects precede the
predicate, also have a subject consisting of more than one noun: cf. Il. 17, 386-
387 yolvard Te kvijwal te w6dec & ImévepBev exdcTov / xelpec T dpBaluoi Te
wakdccero; Pl Smp. 188b kat yap maxval kai xaiala kal Epucifar ... yiyveTal.
How this must be explained is unclear. Perhaps the number of subjects in such
cases evoked a sense of Ta wavra, ‘everything’, accounting for the singular verb.

Grammatically speaking 1I. 8-9 kardpyet ... popPor and 1l. 12-13 crovaxai /
paviar T dhaial T 6piveTal are cases of cyfpa Mwdapikoy, but 1. 10 kéxAadev
and 1. 16 xexivmrayr are not. See also Kithner-Gerth 1, 68; Schwyzer 2, 608;
Barrett 1964 on E. Hipp. 1255 + pp. 436-437. It is, however, clear that Pindar
was aiming at a certain effect, when within ten verses there are four singular
verbs, connected with eight subject nouns (four of which are masculine or
feminine plural nouns): he is aiming, perhaps, at an effect of looseness and
liberty, the grammatical liberties echoing the looseness of the bacchic scene.

popBoL Tvmdvaw : péuPoc is used for any circling motion, e.g. of an eagle (Pi.
I. 3/4, 65), of javelins (O. 13, 94). It can also mean the kettledrum itself, cf. Ar.
fr. 315 K.-A. 10 &7 AaPov Tov popupov dvakwdodvicov,

The word popPol indicates that the Timava were moved in the air, so that we
should not think of our sort of drums. The Thwmavov/rimavov is a hoop with a
sheet of hide stretched over it (cf. E. Hel. 1346 timava Pupcoteviy; Ba. 124
Bupcorovov kikAwpa), a drum to echo the rhythm of the ecstatic dance and to
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imitate the rumbling of the earth, cf. A, fr. 57 Tvwdvov & eikdv, 6c dmoyaiov
BpovTiic, péperar PaputapPiic. We should probably imagine the Towava looking
like tambourines, but without the small cymbals (pace Dodds 19607 70). The
combination of the original Timavov and small xiuPBaia seems to be an
innovation of the Hellenistic and Roman period (see F. Behn, Musikleben im
Altertum und friihen Mittelalter, Stuttgart 1954, 120). For illustrations, see the list
in Wegner 1949, 228-229.

Strabo’s kvuPdiwy is a mistake; both the Oxyrhynchus papyrus (Tupmdvev)
and the Berlin papyrus (Jvwv) show that the text is about 70(u)mava. The
TO(r)mave are more regularly connected with Cybele than the kdupara, cf. A
Hom. 14, 3 W kpotdrav Tumdvev 7 Laxf civ 1e Bpopoc atrdv; E. Cyc. 205
kpdTala yaikod Tupmdvar 7 apayuare. The form must be Tvmdver because
Tupmarwy is metrically impossible.

10 &v 82 : anaphora in ll. 10, 12, 15, preceded by év in L. 8, provides a good
way of drawing attention by balancing the clauses (Bowra 1964, 206-207). An
example of repetition, not to be interpreted as a characteristic of excited dithy-
rambic style (pace Seaford 1977/78, 88 n. 58) because a similar repetition is
found in the description of Achilles’ shield (J/. 18, 483-485 etc.) and also in
Sapph. fr. 2 Voigt. Here év 8¢ is repeated in 1. 5 and 1. 9, also in a description
of a scene, but in connection with very soft sounds. For this and other figures of
style, see Stockert 1969, 19-22). In Homer and Sappho £v 8¢ has a local meaning,
‘thereon’, ‘therein’ respectively. Because év 8¢ in our fragment is the sequel to
Marép map p ey dAay, the interpretation must be temporal, ‘besides, in addition’.
Cf. N. 7, 77-78 Molca 7oL / koM@ xpucov Ev e Aevkdv EAépard Gud.

kéxhad[ev] : this is not an instance of cyfjua IMwdapwkdr, but rather a
question of how concord is reached between the verb and two or more subjects
(see Kiihner-Gerth 1, 77-82).

Kéxhadev is found only in Pindar, only in the perfect tense, and means ‘swell’,
‘well up’ or ‘sing, ring out’ (Chantraine 1968, 1261 ‘bouillonner’ resp. ‘bruire,
retentir’). Its accompanying present is the hypothetical *yAd{w, analogous with
kaxA@{w bruire en bouillonnant’ (Chantraine Lc.). Cf. Eust. 153, 34 xAdlw
kéxhada mapa Muwddpww (723, 49 idem). It is used of sounds, Pi. 0. 9, 1-2 16
BEV... pEXoc / ... kaAivikoc ... kexhaddce; and of the exuberance of youth, P. 4,
179 kexhadovrac fipar. The scholiast on P. 4, 179 paraphrases wAnBiovrac T
Hpnu. The best interpretation here is ‘swell’ or ‘well up’; this meaning gives no
problem when connected with (the sound of) kpértaX’, since it is similar to the
use in 0. 9, 2; neither is it difficult to imagine the word ‘swell’ said of burning
torches: the flame makes it look longer and larger.
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The v is not really necessary for position building, cf. P. 5, 92 iwmox’potov; P,
4, 232 «’pokeov.

kpdTal’ : another instrument belonging to the orgiastic orchestra which
consisted of drums, flute and kpéTaia, cf. A. Hom. 14, 3.

They are described either as clappers or castanets, or as cymbals. For clappers
or castanets cf. = Ar. Nu. 260 xpétahoc (...) 6 cxtiopevoc kdrapoc 1 EOAov Tpoc
76 fxov dwoTEAELY, £1 TLC alrrov Sovoin Taic xepciv. Note also the onomatopoeic
sound of xpéraha, like rattles, and the alliteration of the k-sounds in kéxAadev
kpdraX’ (on allitteration, see Stockert 1969, 5-6). Cymbals would seem likely
because of the regular adjective ‘bronze’ cf. E. Cycl. 205 kpétala xaikod
TILTAVeY T dpdayunarta; Pi. 1. 7, 3-4 yaikokpéTov Aapdrepoc. Cf. also E. Hel. -
1308-1309 kpdtala 8¢ Ppowia Suampiciov / lévra kéladov GquePoa, where
Swampiciov ‘piercing’, ‘shrill’ is more aptly said of cymbals than of castanets. A
decisive argument in favour of the clappers is that there are no specimens left.
If kpbraha were made of bronze, we would expect to have found some of them
preserved. For a list of illustrations of kpéTaha see Wegner 1949, 212-214.

albopéva : aibdpevoc is an Homeric epithet used mainly with 70p (in Homer
always in the genitive), but also three times with daic (acc. pl; cf. Od. 1, 428;
434; 7, 101) and a few times with other nouns. For use of the epic formula in
Pindar cf. O. 1, 1 aiBopevov Tip; Pae. 6, 97-98.

10 8dvc : the metre requires a long syllable (cf. 1. 29). The scribe’s 8aic ought
to be corrected into ddic, because daic is not found elsewhere. Another
accentuation error is found in the marginal tcrdavre (1. 8). Snell has changed the
scribe’s 8aic in his edition to aic, with two shorts, convinced by J. Wackernagel,
Miszellen zur griechischen Grammatik, ZVS 27 (1885), 277 = Kleine Schriften,
Gottingen 1953, 588. Even though 5d&tc is the Homeric form, it seems to me
questionable to change the long syllable into two shorts, when both the metre
and the scribe demand otherwise.

For the torches in Bacchic revels cf. E. Jon 716 Bakxioc dpgpimipovc dvéxwy
webkac; Ba. 144-150; 307-308.

o Eav Bajtcy wedkarc : EavBal medkal cannot refer to the burning torches
although EavB6c can be explained as the colour of fire (cf. B. fr. 4, 65 £avBail
¢hoyi; Arist. Col. 791a4 76 8¢ wip kai 6 HALoc EavOd). We must follow Kirkwood
who maintains that Eav8at melkay are the pines with light barks, ‘glowing in the
light of the torch, The festival is divine, but the locale is that of the pine groves
of terrestrial Greek uplands’ (1982, 326). The meaning ‘under golden pinetrees’
may seem at first sight more far-fetched, but in the first explanation 8d.c cannot
be accounted for, especially because in that case both the 8dic and the meika
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would be burning. The use of Uwo makes it also more likely that the location of
the scene was meant, cf. Il. 2, 307 ka\ijL Ym0 wAaTavicTan. This implies that 1.
8 &v peydpolc cannot be taken literally.

12 Naidwv : the mortal Maenads are for this divine festival replaced by the
Naiads. Nymphs are usually counted among the goddesses (/1. 24, 615-616 Becwv
... Nuppdowv; Hes. Th. 129-130; S. OC. 680), although there is also another view
that they are mortal, be it very long-lived. This second opinion seems to be
connected mainly with tree-nymphs, the idea being that the Nymph died when
the tree died, cf. Call. H. 4, 82-85 tuai 6eai, eimate Motcay, / 7 P E1edv &vyé-
vovrto T6Te Spiec fika Nipepar; / Nouear pev xaipovcwy, §te Splac Suppoc
Gy, / Nipoal & ad khaiovcw, 81 Spicwy otkém @iAla;, Ov. Mer. 8, 771
‘nympha sub hoc ego sum Cereri gratissima ligno.” With their male counterparts,
the Satyrs and Sileni, they came to belong to Dionysus’ retinue, where they
counterbalance the Maenads (Heichelheim RE 17, 1531).

Cf. Pratin. PMG 708, 4 (¢pt) v’ 6pea copevov peta Natadwv; S. Ant. 1126-
1129 c¢ & vmep Surdpov méTpac ctépod STame Auyvic, EvBa Kopikial ripea
cteiyovct Bakyxidec, where nymphs also take the place of mortal women, and the
poet also ‘alludes, not to the human festival, but to supernatural revels’ (Jebb
1928, 201 ad loc.).

tplydovmoL ctovayal : the adjective is epic, in Homer almost exclusively
connected with Zeus, cf. /1. 5, 672 Aioc viov épuydotmoro; Od. 15, 112 épiySov-
woc wocre “Hpme. It is used once of horses, II. 11, 152 épiySovmoL wédec Lo,
That Pindar connects it with cTovaxai is very unconventional, intended to convey
the stamping of the dancing feet. The related £pidovmoc is not used in this sense
either, although its accompanying nouns cover a wider range of things and places
(1. 20, 50 & dxTdwv EpLdotmav; Od. 10, 515 motapdv epudotmwy; I, 24, 323 Ex
... alBobeTc EpLdoimov).

Zrovayai here not of distress, but of ecstasy (Kirkwood 1982, 326).

12-13 Note the rhythm and rhyme of ctovaxai paviar 7 dhaiai 7.

13 pavian ¢ the plural of this abstract noun makes the sense concrete (Gilder-
sleeve 1900, 22; Kiihner-Gerth 1, 16): ‘attacks of madness’. Cf. A. Pr. 878-879
¢pevomrhmyelc / paviav (ne) Oarmovey; E. HF. 878 paviavcww Adccac / ..
gvavloic. For paviau cf. also fr. adesp. PMG 1003 eiivov dpcryivarka paivopé-
vaic Alovvcov @rbérta Tupdic.

dhahai; : cf. E. Ba. 592-593 Bpopoc <68 > dhaldlerar; 1133; Hel. 1343-
1344 Amot Ovpwecapévar / AMmav tEahdfar diardy;, T Pi. O. 7, 68 1 vap
GhaAaym.. Aévetal kal £ml Tov ExPBakyevpdror. For its use with the orgiastic
musical instruments, cf. E. Cyc. 65 Tuopmdveov Gharaypol; Hel. 1352; A. fr. 57
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Yakpoc & arardler; AP 6, 51, 5-6 dharmrov / abr@v. See also on L. 14. For this
Dionysiac connotation see Deubner 1941, 1-28, esp. 25.

oplveraw : a clear case of cxfjpa Mwdapikoy, see on 1. 8 kardpyel.

pupadxem : the choice between tavxéw, EpLavyéve and pupavyévt is clear-
cut because only the latter is metrically possible. Moreover, the other words can
be explained as scribal errors stemming from the unusual pLjavyém.

Cf. E. Ba. 864 dépav eic alBépa Spocepov pimrovc’; Ov. Met. 3, 726 ululavit
Agave, collaque lactavit, movitque per aera crinem. By throwing their heads
backwards the Naiads expose their throats to the air. When we visualize the
scene we understand it is unnecessary to follow Powell (Tpdxmhoc ‘Head’, CR 53
[1939), 58), who maintains that the head is often indicated by words denoting the
neck. See also Harder 1985, 75-76 on E. fr. 66A, 42. The movement of throwing
the head backwards ‘is not simply a convention of Greek poetry and art; at all
times and everywhere it characterizes this particular type of religious hysteria’
(Dodds 1951, 274).

14 Ebv : metrical analysis shows that 1. 14 forms a period all by itself if we
read cv. This is unlikely, not only because such a short period would be
unprecedented in Pindar, but also because the contents do not warrant such an
emphasis. The solution would be to assume that Pindar wrote £0v, thereby
linking 1. 14 without pause with the preceding puatyewt. It is readily conceivable
that in the tradition this was simplified to civ. Pindar does not seem to use £dv
elsewhere, and the form is essentially Attic, but the consequences of keeping civ
seem more serious than of assuming the unusual £ov.

kAéva ¢ kA6voc usually refers to war scenes, cf. e.g. 11, 16, 331 kata kAévoy;
A. Ag. 403-404 acwicropac khévovc. This makes the word remarkable in a festive
scene, and draws attention to the fact that some other words in the preceding
lines are also more readily associated with fighting and war than with festivals:
this goes especially for L. 12 crovayxai, but also for . 13 @Aahai, because dAard,
‘loud cry’, is used frequently in the sense of ‘war-cry’, cf. N. 3, 60; I. 7, 10; fr. 78.

15-17 The Dionysiac music rouses Zeus’ lightning and the war-god, while the
Apollonian music quietens them (P. 1, 5-6; 10-12). See also Schroeder 1922, 117.

15-16 & waryxpa[mic kepavwoc dumviaw / wip : for the fire of the lightning
cf. P. 1, 5-6 7ov alypatav kepawvvdv ... / alevéov wupée; fr. 146 wop wvéovroc ...
xepavwo®; A. Pr. 359 xepavvoc exmvéar @rdya.

It is theoretically possible that the lightning is here deployed by Dionysus: cf.
E. Ba. 594 &me kepavvov aifoma Aapwdda; 1082-3 kai Tatd’ dp’ (Dionysos)
Tryopeve xal wpoc ovpavov / kal yoalav EcTipiée ¢dc cepvod mupde; Opp. Cyn.
4, 301-3 (see Dodds 1960% 151). Dodds also adduces Pi. fr. 70b, 15-16 as an
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example, because this is a description of the god’s thiasos. But in Pi. fr. 146 and
in Aeschylus the context makes it clear that Zeus himself is meant, and in P. 1,
5-6 it is logical to assume the same, since this is the regular arrangement and
Dionysus is not mentioned at all in P. 1. The parallels between P. 1 and fr. 70b
make it natural to expect the lightning in fr. 70b to be handled by Zeus as well,
and this interpretation is confirmed by waykparic, a regular epithet of Zeus, cf.
A. Th. 255 & marykparéc Zev; Eu. 918; E. fr. 431, 4. Moreover, Dionysus would
not fit in at this place in the catalogue of deities that is presented. He comes at
the end.

16 xexivmfran : for the singular verb see my note on 1. 8 kavapyer. The perfect
tense indicates the state of affairs and conveys a stronger meaning than the
present: the lightning and the spear are in constant motion. Cf. Hes. Th. 791
(Oceanus) eilvypévoc elc dha wimter. See Kiihner-Gerth 1, 146-148; Schwyzer
2, 263-264.

16-17 76 7] "Evvahiov / &yxoc : "EvvdAioc is the most common epithet of
Ares (cf. F.H. Bruchmann, Epitheta deorum quae apud poetas Graecos leguntur,
Lipsiae 1893, * Hildesheim 1965, sv. “Apmc). Jessen RE 5, 2653 mentions
"EvvdAliloc also as an epithet of a ‘kriegerischen’ Dionysus, cf. fr. adesp. PMG
1027 Bpopire Sopatopdp’ Evudie wohepokéade matep “Apm. The capitalization
of Bpopie is strange, since it is not conceivable that Dionysus is meant here. It
is certain, considering all the other adjectives, that Bpdouie should be read as
another epithet of Ares: ‘loud sounding, noisy’. Another place where Dionysus
is called &vudiioc is Macrob. Sar. 1, 19, 1 Bacchus kEvvdiwoc cognominatur.
Macrobius’ source is probably the fragment cited above, since there is no other
passage where Bacchus and Ares/Enyalius are considered as one god; on the
contrary, they are more often seen as completely incompatible (see below). For
this fragment it is certain that Pindar refers to Ares: note 1. 17 €yxoc and as its
counterpart the scene in P. 1, 10-12 xai yap PBuatdac “Apmc, Tpayeiay dvevoe
ATy / Eyxgov drudy, Lalver kapdiay / kduart. For the €yyoc as Ares’ attribute
cf. 11. 15, 605 “ Apmc EyxEcmahoc; Pi. N. 10, 84 kehawveyyxsl 7" Apel, Hes. Sc. 453.

That even Ares comes under the influence of Dionysiac music is quite an
accomplishment and says something of its power: cf. the antithesis between
Dionysus and Ares in E. Ph. 784-785 & mo\poxBoc “ApTc, 7i w08’ aipam / kai
Bavatw katéxnt Bpoplov mapdmovcoc toptaic; and the description of Ares in
A. Supp. 681-682 d&xopov dkifapLv Sakpvoydvov “Apm.

17-18 dhxdecca [7]e MMadhado[c] alyic / puplov ¢Boyydlerar Kiayyaic
Spaxévtwv : Athena is here presented mainly as a martial goddess, her war-like
character being given tangible expression by her dAkdecca aiyic. Cf. h. Hom. -
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28, 1-3 " AGnpainy ... @hkfeccay; S. A). 401-2 & Avoc / dhxipa Oeoc; AP 6, 124,
2 ITaAAadoc arkuLdaxac. The snakes are to be understood as the 8vcavor around
the edge, being shaken against the shield by Athena’s movements.

18 ppiww ... Spaxdvrew : the scholium explains §¢[ewv, but it is not clear why
this is necessary. ‘Strictly speaking, though poetry does not always observe the
distinction, 8¢ic is the genus of which 8pdkwv is a species (Z E. Or. 479)...
(Dodds 19607, 206). This can indeed be inferred from Hes. Th. 321-322 tjc &y
TpELC kePalai- pia pév yapomolo Aéovroc, / 1) 8¢ xLuaipmc, 1i 8'6¢pioc, kpaTepotlo
Spdrovroc; 825 Ay Ekardv kepakal guoc, SeLvolo dpdkovroc. But the distinction
is absent in J/. 12, 202-208 and Hes. Sc. 161-166. It seems best to assume that for
poetical purposes S¢ic and Spdkwv were interchangeable, see LSJ; LfgrE s.v.
Spdxwv.

¢Boyydlerar : a rare verb, synonym of ¢6éyyouar. To be interpreted as a
verbum intensivum, see Kiihner-Blass 2, 261. Similarly pumrdlw vs. pimro;
crevdalw vs. ctévw ete. For another occurrence of the verb cf. Ion Trag. TrGF 19
F 53.

ihayyaic : khayyn indicates a sharp sound, often the sounds made by
animals, cf. 11, 3, 3 khayyn yepavov; Od. 14, 412 k\ayyT ... cvav; . Hom. 14, 3
AUk kKAayyT) xapow®dy Te Aedvtov. For the hissing of live serpents, cf. A. Th. 381
khayyaicty oc dpdkwy Podr. Live snakes are impossible here, but entranced
participants of the ritual may have had the illusion that the snakes were alive
through the movements of the aegis. For kAdl{w of lifeless things cf. Il. 1, 46
gEkhayEav & dp’ ductol. PBloyyai[c in the Berlin papyrus must be a mistake,
influenced by ¢Boyyalerar.

19-23 For wild animals in Dionysiac cult, see for example the illustration of
a Maenad and a Silenus accompanied by a lion (W. Klein, Die griechischen Vasen
mit Meistersignaturen, Wien 1887, 59 [Nikosthenes]) and by a lion and a panther
(id. 61). On the Siphnian frieze in Delphi Rhea/Cybele drives Dionysus’ chariot
drawn by lions. For another early illustration see Robinson 1949, 315, no. 17: a
gold ring from Attica representing Cybele driving a chariot drawn by two lions.
For illustrations of Artemis with lions see the list in Wernicke RE 2, 1437-1438.

19 pippa 8 eleww”Aprepuc : while the gods so far mentioned were present on
Mt. Olympus, Artemis comes from the distance (oiomoAdc), quickly answering
the call of the music. Cf. h. Hom. 9, 4 (Artemis) pipga ... dppa Sudkel.

“Aprepuc : here portrayed as the wéTvia Bnpav; cf. I, 21, 470-471 wérva
Omp@v, /”Aptepic dypotépm; Anacr. fr. 1 Bergk dypiwv Sécmow’ “Aptens Bmpdv.
Cf. also A. Ag. 140-144,
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Relevant aspects are Artemis’ special relationship with spring, dance and song
(cf. h. Hom. 5, 18-19 kai yap 7 (Artemis) &8e 76€a kai olipecy Bfipac Evaipewy,
/ @épuLyYEC Te xopoi Te Srampiciol 7 dholvyai; 32, 18 Edpxovca xopoic; Call.
H. 3, 3), and her connection with the worshippers of the Great Goddess, cf.
Diogenes Ath, TrGF 1, 45 F 1, 6-8 kMo 8¢ Avddac Baxtpiac 1e mapbévove / ...
TrwAiav Bedv / ... "ApTepv céPewv. For a more detailed discussion see Burkert
1977, 233-237. For the relationship between Artemis and Dionysus see F. Graf,
Nordionische Kulte, Roma 1985, 242-243.

olomwoAdc : it is difficult to see on the papyrus whether we should read oio-
moloc or olomoAac: the letter o/ falls in the lacuna, but it is most likely a; the
word in the margin is olémrohoc, probably meant as an explanation. It is best to
take olomoAdc as a feminine adjective, comparable to Bpopidc as the feminine
of Bpduioc (cf. fr. 70a, 11), and wovridc (N. 4, 36; 1. 3/4, 38) indicated as ‘poet.
fem. of wovtioc’ by LSJ. The meaning is ‘solitary, unaccompanied’, cf. P. 4, 28
and Braswell 1988 ad loc.; see also Burkert 1977, 235. Artemis has nothing to do
with sheep, which disqualifies LSJ s.v. olowméAoc II.

19-20 {gv€arc’ : on the colometry see above on Merre.

The meaning of {gbfaic’ v dpyaic Bakyiaic vrov Aedvrwv is probably that
Artemis makes the lions frenzied, binds them into a frenzy (see also Frinkel
1962% 521 who translates ‘Artemis [...] der Léwen Geschlecht in bakchische
Ekstasen schirrend’).

20 dpyaic : for the original meaning of 6py¥, sc. ‘disposition, mood, tempera-
ment’, and its emotional connotation, see Chantraine 1968, 815; W. Marg, Der
Charakter in der Sprache der friihgriechischen Dichtung, Wiirzburg 1938, 13-14; H.
Diller, Gromon 15 (1939), 597-598; P. Huart, Le vocabulaire de I' analyse
psychologique dans I’ oeuvre de Thucydide, Paris 1968, 156-162. The meaning
‘wrath, anger’ is a later development. Pindar uses 6py in the original sense, see
Illig 1932, 38 n. 1. Here the adjective Bakxiaic gives it a more emotional force:
‘in Bacchic frenzy' (Bowra 1964, 63; see also Renehan 1975, 152).

For 6pyf of animals cf. Hes. Op. 304 kmgmfvecct koBovpoLc eikehoc dpyiy;
Thgn. 215 wovAimov opyfv Lcxe Tohvmhoxkov; Semon. 7, 11 West dpyiw & &\ho7’
ailolmy Exel; A. Supp. 762-763 xveddiwy / Exovroc épydc; Pi. P. 2, 77 bpyaic
... GAwméEkwy TkeroL.

21 Baxyiavc : the papyrus reads Bakxeiavc, but the metre requires Baxyiavrc,
a normal variant.

pOlov Aeovtaw dfypotepov : because ¢Uov is regularly used in clauses with
hypallage (cf. II. 19, 30-31 &ypia ¢ira, pviac; Ar. Av. 777 ¢OAd 1€ Towkila
onpav) both dypdtepov and drypotépwy are possible.
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For the adjective cf. Pi. N. 3, 46 Aedvreccuy dyporépoic. Note that "Aypotépa
is a cult epithet of Artemis, the Huntress: 1/, 21, 470-471 wéTuia 8mpdv, / AprepLc
dypotépm; Ar. Eq. 660; Th. 116; Lys. 1262; Nonn. D. 48, 840.

[Bpopian] : because the metre requires . . — and the sense requires an
antecedent to 1. 22 6 8¢, a case of Bpéuroc is almost certain. The dative would
be best, indicating that Artemis caused the lions’ frenzy for Dionysus, as an
expression of reverence.

22 6 8 : Pindar’s use of 6 8¢ as a demonstrative pronoun (this pronoun
following a direct or indirect object in the preceding clause) is more like the
strictly regulated use found later in Attic prose than the looser Homeric prac-
tice (see Des Places 1947, 45-47).

kMAELTAL ¢ kmAéw and BNy are used to express the enchanting influence of
music: cf, PL Ly. 206b xai pév 81 Aoyorc 7e kal awdoic pn kmAely, AN
EEaypraivewy o1 dpovcia; Archil. 253 West; Pi. P. 1, 12 tells about the effect
of Apollonian music: kfjha 8¢ kail daLpover BEAyeL ppévac; N. 4, 2-3 al b copat
/ Moicdv Bhyartpec doubal BEAEay nv @TroueEval.

Dionysus ‘in the midst of his thiasos, in the same hypnotic trance as his
worshippers’ (Kirkwood 1982, 326) is a well-known motif in vase-painting. See
e.g. C. Houser, Dionysos and his circle, Harvard College 1979 and LIMC 11], 1,
pp. 463-464, nrs. 465-473. On the other hand there are many representations of
Dionysus sitting quietly in the midst of a thiasos of Satyrs and Maenads. See
LIMC 11, 1, pp. 453-454, nrs. 325-342. Cf, E. Ba. 134 (1petmpidav) alc xaiper
Avdvucoc, where yaiper does not make clear whether Dionysus is a participant
or an observer, although the lines which follow make it likely that he participates,
either in person or through the person of his €é£apyoc Bpduioc.

xopevoicarct : P. Oxy. 1604 is the only papyrus where an Ionic participle
(xopevovcarct) was used. Since the other papyri and the manuscript tradition
in general used for the most part Aeolic forms, xopevoicaicu is the better text,
See also Verdier 1972, 37-52. Verdier’s explanation that the scribe of P. Oxy.
1604 may have erred because xopeiw is a technical verb from drama and
therefore more readily written in Attic-lonian, does not seem particularly strong,
because xopebw is also found elsewhere in Pindar (/. 1, 7; fr. 94¢, 1) and in other
lyric poets (cf. Pratin. PMG 708, 7, fr. adesp. PMG 939, 5; 1024, 4).

22-23 yopevoicarcy ka| ]/ pdv dyéravc : the metre demands a long syllable
and an anceps at the end of the line; kaf  ]pwv must be either a participle with
6 8¢, or a genitive plural with dyéhaivc. A verb with a suitable metre is kapkaipw
‘quake (of the earth)’, cf. II. 20, 157-158 kdpraipe 8¢ yatla modecewy / dprupévav,
This verb is also found in Hesychius in the sense of mAm8vw and Yopov TLva
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dmoteréw. None of this sounds applicable to Dionysus. For a genitive plural
noun I have not found an alternative to Housman’s ka[i 6m]pdv (see Grenfell-
Hunt 1919, 44), which in my opinion cannot be right. Kai has no function here.
Xopevoicarcr must be taken with d@yéhaic since there is no mention of a group
of female dancers. The Naiads (Il. 12-14) occur too early in the poem to be
referred to here, although dyéhal can be used with girls, cf. Pi. fr. 112 Adkawa
wev mapbtvor dyélay; fr. 122, 18 xopav dyéiav. The dyélal probably refer to
the lions in 1. 21 @biov Aeovtwv. Cf. Pi. fr. 239 iaxel Papvpbeykrdav dyéiar
AedvTav.

23-25 &pg & ... : the sudden transition starting with a personal pronoun is a
conventional usage, cf. Alcm. PMG 1, 39 éyov 8§ deibw; it occurs frequently in
Pindar, cf. e.g. 0. 10, 97 £yo 8¢; P. 2, 52 &pne 8¢ xpewv. See Schadewaldt 1928,
300 n. 6; Des Places 1947, 10-11, 48; Lefkowitz 1963, 182.

The mention of Bromios rounds off the Olympic scene. The attention is now
drawn back to the earth and the poet’s role and mission. The parallel between
the heavenly scene and the setting on earth is underlined by the parallelism of
I. 8, {jcTayvn, and 1. 23, dvéctac’. The fragmentary state of Il. 4-5 makes it
impossible to determine how strong the relationship is between 1. 1 Tpiv pév and
1. 23 gue 8. Even if 1. 1 mpiv pgv... is answered by 1l. 4-5 vea [ (which cannot be
verified, see my note ad loc.) the intention of éut 8’ must be seen against the
background of old vs. new poetry. The I’ is either the only one who is capable
of new poetry (when I 4-5 are not in opposition to ll. 1-3, and when 1l. 6-23 are
therefore preceded by oik e]i86tec sim.), or the ‘T’ is the representative (and a
very special and outstanding one, é£aipeto[v!) of the new poetry, which he taught
to his chorus (whose members are then €]i867ec) and an example of which is
given in Il 6-23 (Hardie 1976, 116-117). See E. Thummer, Die Isthmischen
Gedichte. Band I, Heidelberg 1968, 82-102, who devotes a chapter to ‘Lob fiir den
Dichter und seine Kunst’,

The announcement of the poet’s mission (a conventional theme in archaic
lyric poetry, called ‘ars’ by Pavese 1968, 424, the poet’s task by Hamilton 1974,
16-17) marks the transition to the Theban myths (Kirkwood 1982, 323; Zimmer-
mann 1988b, 45; see also my note on fr. 70a, 15, ydp ebyoual).

23 &pé : the first person pronoun can refer to the actual performer(s), instead
of to the poet. This is indeed the case in the Partheneia (fr. 94a, 5-6; fr. 94b, 11-
12; 33-35; 66-72; fr. 94c), in Pae. 2 (3-4; 24-30; 39-40; 102-103) and in Pae. 4
(21-27). However, the fact that a chorus performs the song does not mean that
the first person always refers to that chorus, just as the second person does not
always refer to the audience. In this case it is made clear by the context that the
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first person indicates the poet’s persona, since the chorus could never claim
divine inspiration (see Tsagarakis 1977, 130-131). Cf. also Pae. 6, 5-11; 58-61; 7b,
15-22; 8, 14, where £y is clearly the poet’s persona. See also Lefkowitz 1963,
177-253.

Self-identification and self-promotion are also found in the Epinicia (cf. O. 1,
115b-116 &uk ... / mpbdpavrov copiar; P. 4, 248 wohholcy & dynuar coplac
&tépovc), but are necessary in songs such as dithyrambs which were performed
in competition (Maehler 1963, 71ff.; Lefkowitz 1963, 251 n. 108).

gkaipeTo[v : for £aipeToc and poetry cf. O. 9, 26 é£aipeTov Xapitwv vEuomar
kdmov.

24 xdpuka copdv Eméwv ¢ it is common for poets to call themselves heralds,
prophets and servants of the Muses. For heralds cf. Pi. N. 4, 74 kdapv€ eTolpoc
£Pav; B. 13, 230-231 dodai ... kapvEori. See too Becker 1937, 80-82. For other
terms cf. e.g. Hes. Th. 99-100 do,d6c / Movcdwy Bepamwv; Pi. Pae. 6, 6 TTiepldwy
wpogdrav; N. 6, S7Tb dyyeroc; Theoc. 16, 29 Movcdowv vmogirar; Pl Jon 534e
ol 8¢ mounral ... EpunvAic ... 7@y Be@v. It may be significant that Pindar himself
does not use the word Ogpamwv, perhaps because the term does not give enough
credit to the poet’s active role. A herald is under divine protection and therefore
has a higher status than a mere 6epdmwv. From the beginning of Greek literature
both heralds and bards are considered Btloc, because they have a similar
relationship with the gods: cf. II. 4, 192 6elov kWpuka; Od. 4, 17 Beloc doldéc. See
also Bona 1988, 119-120. Both mpogdrac and kdpv§ relate messages from their
superiors, a mpogdrtac from a god, a kdpv from a king usually. In this case
kdpv§ is therefore not used literally, since the Muse is divine.

copav : in Pindar the meaning of copéc oscillates between the earlier
meaning of skilful and the later meaning of wise. In the many cases where copdc
is applied to songs, Muses or poets it retains at least part of the original meaning
of ability, with its technical connotation. See B. Gladigow, Sophia und Kosmos,
Hildesheim 1965, 39ff.; F. Maier, Der copbc-Begriff, Augsburg 1970, 77-81;
Gianotti 1975, 85-109; W.J. Verdenius, Commentaries on Pindar. Vol. I, Leiden
1987, 72, 111. Gianotti includes fr. 70b, 24, translating ‘araldo di abili versi’. He
adduces P. 4, 138 ( Iacwv) Pdrreto kp1mida copdv Eméwy, where Jason’s ability
to persuade is stressed; cf. also P. 4, 217 copov Aicovidav; 3, 113-114; Call. fr.
1, 17-18 Pf. For the Muses as the source of cogia cf. Solon 1, 51-52 West drhoc
* Ohvpmiadoev Movcéwv wapa Sdpa SLdaxBeic / LuepTic copinc péTpov emcrdpe-
voc; Pi. P. 6, 49 (8pémwv) copiav § &v puyotce Iiepidwy; Pae. Tb, 18-20 Tluprali
Yalp avdpdv @pévec, / Slctic dvevd * Enkwmnddor / Babelav e [ ] wv Epevvir
coplac 680,
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¢wtwr : Ewn is not merely used in the sense of ‘words’, but should be
interpreted as ‘words of song’, ‘poetry’. Cf. Pi. O. 3, 8 ¢oppryyd 1€ ToukLAoya-
puv kai Boav atAdv Eméwy Te Bécwy; N. 9, 3 GAN’ Eméwv YA vkl Yvor Tpdccere;
0.9, 47; N. 6, 28-29.

25 Motc’ dvictac’ : the concepts of poetic inspiration and poetic genius must
be differentiated (see Murray 1981, 87-100). Here dvécrac’ points to the
permanent state of poetic genius, and is therefore not quite comparable to fr. 151
Moic’ @vénké pe (an echo of Od. 8, 73 Mo’ dp’ doLdov aviker deldépneval kAéa
dvdpav) where the verb seems to point more to temporary inspiration.

It is uncertain whether the aorist means that Pindar refers to a specific act in
the past or whether the aorist is meant to refer to a permanent state. Cf. h.
Hom. 5, 2-3 (Afrodite) 1j e Beolcw &l yYAvkdy Tpepov dpce / kal T Edapdcca-
70 pUAa kaTaOvTev dvBpdmwy and 39 cuvéulée. See N. van der Ben, Hymn to
Aphrodite 36-291, Mnem. 39 (1986), 4-S and n. 5: ‘on the one hand, the aorists
are historical in so far as they refer to a mythical past in which Aphrodite
introduced sexual desire into the world; on the other, the expression implies a
permanent fact (as is usual in phrases with epic 7€), the goddess having devoted
herself to love ever since.’ The fact that in fr. 70b, 25 there is no epic 7e suggests
that the aorist ought to be taken as historic.

The relationship between the artist and the god is one of co-operation
because while expressing self-confidence Pindar steadfastly acknowledges the role
of the Muse. C¥. e.g. O. 3, 4 Moica &' oVtw woL wapécTa woL VeEociyahov edpdrTL
Tpomov; 10, 95-97 pépovti 8 elpv kAtoc, / kopar Miepidec ALdc. / Eya & cuvep-
amtépevoc ...; N. 3, 17Q wémva Molca, patep duetépa, Alccopar; 9 Té&c (doldac)
a¢oviav dwale pimoc audc dmo.

Much has been published on Pindar’s conception of poetry, see e.g. O. Falter,
Der Dichter und sein Gott bei den Griechen und Rémern, Wiirzburg 1934; H. Gun-
dert, Pindar und sein Dichterberuf, Utrecht 1935 (* 1978); Maehler 1963; Snell
1965; Bernardini 1967, 80-97; Tigerstedt 1970, 163-178; R. Héaussler, Der Tod
der Musen, A&A 19 (1973), 117-145; Gianotti 1975; Murray 1981; Verdenius
1983, 1-59, esp. 37-46.

*EXA@SL : ‘EAAGSL should be taken with @vécrac’, and not with gbyduevov.

Cf. 0. 1, 116 (gim eng) Oprely mpdbpavtov coplar kad’ “EXhavac &dvTa
Tartdy. A survey of the victors for whom Pindar composed Epinicia and of the
cities for which he composed Hymns, Paeans etc., shows that Pindar was indeed
a panhellenic poet, successful all over the Greek world: in centrally located
Greek woAeLc such as Thebes (e.g. P. 11; 1. 1; fr. 29ff,; Pae. 1; fr. 70b), Athens
(P. 7; frs. 75-77), Argos (N. 10), Corinth (O. 13) and Aegina (e.g. O. 8; P. 8; N.
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3), but also in many Sicilian cities (O. 1; 2; 3 etc.); Cyrana (e.g. P. 4), Rhodes (O.
7), Tenedos (N. 11), Western Locri (O. 10; 11), Abdera (Pae. 2) and Ceos (Pae.
4).

xaf ] [ : the papyrus shows only traces of ink of the fourth letter: a, 8, K, A,
p or v could be read. The metre requires - . . —. Ka[i] followed by a word
complementary with ‘EAAd8y: ‘herald for Greece and the rest of the world’ is
unlikely, because Hellas represents the whole Greek-speaking world and a Greek
poet would not be understood elsewhere. A second verb after xafi] is not
necessary and a meaningful one is hardly possible before ebyéuevov. Another
adjective or participle with £ug, (e.g. kaLvoTépov, kawvdypagov, but v cannot be
read) would give too many adjuncts without connectives (éEaiperov, xdpuxa,
ka[ ] [, ebyouevov), so that an adjective with ‘EAAGSL, e.g. ka[A]A[uxépuwn
(proposed by Bury and accepted by Grenfell and Hunt 1919, 44) is the best alter-
native. For kaAAiyopoc said of cities cf. Od. 11, 581 8ia xaAixdpov lavorrijoc;
h. Hom. 15, 2 ©79pmic En kaliydpolciy.

26 evbx6pevor : this must mean something permanent here because of dvé-
ctac’. Therefore elxouar in the sense of ‘praying for’ is not likely, although
praying for the city, the family or the person asking for a poem, is a conventional
theme.

It is better to interpret evxopuevor as ‘boasting’, ‘professing loudly’, and to
complete to e.g. O[NBaic yeyaxew (Wilamowitz 1922, 343 n. 2) or Q[fBaLc
yevécOBay (Schmidt 1922, 92); cf. fr. 198a ofiroL pe Eévov 018’ ddarfuova Moicav
tmaldevcay kivtal ©fpal. Boasting about one’s descent or place of birth is
already found in Homer, cf. Od. 15, 425; 17, 373; 20, 192; h. Hom. 3, 470. See H.
Reynen, EixecOav und seine Derivate bei Homer, Bonn 1983, 80-101. Also
possible, and more apt for the occasion, would be deidewv, peAilew sim. For
other such reasons to boast in Homer, see Reynen 1983, 112-129, cf. e.g. Il. 2,
597-598.

Bpicapudroic : a quite unusual adjective, used elsewhere only as an epithet
for Ares, cf. Hes. Sc. 441 and h. Hom. 8, 1. The meaning here might be ‘powerful
through the weight or might of chariots’ (Kirkwood 1982, 327). The Theban
chariots must have been famous, cf. fr. 106 (¢ox@rarov) dpua OnPaiov. Hence
the many epithets for Thebes referring to chariots, cf. Pi. fr. 195 eddpuare ...
O1Ba; S. Ant. 845; Pi. 1. 8, 20 guiappdrov mohoc; fr. 323 codd. xpucappdrovc;
S. Ant. 149 wohvappdral G1pPal.

Other examples where an epithet of a god is transferred to something else are
P. 2, 4 rerpaopiac ExelixBovoc and N. 2, 19 Wwnpédovr Iapvaccir. ‘Doubtless
the audience witnessed this process (of brushing the cobwebs from formulaic
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adjectives by using them in a novel situation) with immense enjoyment’ (Carey
1981, 25).

O[fHBavc ... : it is certain that Thebes was mentioned in this verse. Metrically
it is possible both immediately after BpLcapudrtorc and as the last word, but
because elyopal is here taken in the sense of ‘profess loudly’, ‘boast’ we need
an infinitive in the lacuna. ©MBarc must therefore come first because an infini-
tive can only metrically fit . _ _, but cannot be _ _ ..

The city for which the poem is composed, is usually mentioned earlier in a
poem. The only exception to this is P. 3, where the name of Syracuse does not
appear until 1. 70. This, however, is not a regular Epinicion, but a consolatio, so
that praise of the city is not really called for (see also D.C. Young, Three Odes
of Pindar, Leiden 1968, 27-68). In P. 8 we read the name of Aegina for the first
time in 1 98, but in 1. 23-24 (also fairly late in the poem) Aiaxdav / ... vécoc
supplies the same information.

27-32 The name of the city triggers the transition to a mythical story
connected with its past and with its inhabitants. The first story is about the birth
of Dionysus, a suitable and conventional subject in a dithyramb. It must have
been followed, either immediately or perhaps after a run-through of Theban
stories (cf. I. 7, 1-15; fr. 29), by Heracles’ descent to Hades.

27-30 Cf. P. 3, 91 ... ©1Barc, om66’ ' Appoviav yauey Boamy; fr. 29, 6 yauov
Aevkwhévov ‘Appoviac; Hes. Th. 937 " Appoviny 0, 1jv Kadpoc vmépbupoc 6&7
dxouvmy; for the subsequent births of Semele and Dionysus cf. B. 19, 46-51. The
marriage of Cadmus and Harmonia is a favourite topic for poets, cf. also Thgn.
15-18; E. Ph. 822; Honestus AP 9, 216. A picture of the wedding can be seen on
the Frangois-vase; see also F. Brommer, Vasenliste zur griechischen Heldensage,
Marburg 1973, 479.

The text leaves room for different interpretations. Combining suggestions of
different scholars Grenfell and Hunt proposed &vBa mo®’ *Appoviav [¢)dpa
ya[uerdv] / Kadpov vm[hat]c mpanidec[cL haxelv ked-] / vav Afwo]c & dx[ovcev
Olupdy, / kai e’ ebdogo[v map’] dvBpwmo[ic yevedy, and suggest that Cadmus
in 1l. 27-28 and Harmonia in 11. 29-30 are to be considered the subject (1919, 44).
They argue that the subject of L. 30 7ék’ is more likely the mother than the
father, and that she is also the subject of 1. 29 dx[ovcev. Even though ‘the change
of subject (...) is eased by the position of kedvdy’ (Kirkwood 1982, 327), a text
where one person is the subject throughout would be preferable.

It is grammatically possible to retain this text and take Cadmus as the subject
of the whole passage. Pindar uses 7ixtw more frequently in the sense of ‘give
birth to’, but ‘beget’ is also found, cf. 0. 7, 71; 74; P. 9, 33. The distinction has
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already become blurred in Homer, see A. Hoekstra, Epic Verse before Homer,
Amsterdam/Oxford/New York 1981, 72-81.

If Harmonia is the subject of 1. 27-30 the text must be different. One of the
versions of the story is that Harmonia is rather reluctant to marry Cadmus:
Nonn. D. 4, 28-31 wapBevikn 8’ diovca molvmwhdykrove Dpevaiove / kai wécww
dcrhpLetov, Imepdplor petavactny / Eetvov Exewr dwéerTe, kai £k Auoc Scca
7okfioc / Eewoddkoc Kdduoro Pooccdoc Evvemev ‘Epufic; 2 E. Ph. 7 where
Cadmus is said to épwdcar ' Appoviav. This would suggest e.g. ‘where once, as
rumour goes, (...) Harmonia (refused) Cadmus as her husband (ya[uérav) in her
haughtiness. But Zeus’ voice she obeyed and she gave birth to ...” Since the
sources of this version of the story are late, it seems better to adopt the former
suggestion, and to take Cadmus as the subject in 1. 27-30.

27 Evba wol’ : the introduction of the myth by a relative with mote is a regular
procedure in Pindar; see Des Places 1947, 48; Illig 1932, 32-33. For mote
‘légendaire’ cf. O. 3, 13; P. 1, 16; 4, 10; 4, 20; 4, 53; etc.

28 vjmlrai]c wpamidec[c : if the subject of the clause is Cadmus, vym[rat]c
wpamiSecfcy has probably a positive connotation; Cadmus receives Harmonia as
his wife ‘through his lofty spirit, because of his stately mind’. For this positive
interpretation of vymroc cf. Pi. O. 5, 1 vmrav aperav; P. 3, 111 kAéoc ...
UymAdv. If Harmonia is taken as the subject, the comnotation of Uym[rai]c
wpamidec[cy must be one of haughtiness, arrogance. Cf. Pi. P. 2, 51 (8eéc)
ppdvwr TV Ekape BpoTdv.

29 Awo)c & dx[oucev o]uepdav : dxolw in the sense of ‘obey’ needs a genitive,
cf. II. 19, 256 dxovovrec Baciifioc; Od. 7, 11 6ot & &c dfjmoc dxovey; Pi. P. 1,
2 vdc (poppryyoc) dkover Bacic. Therefore dugpav should be accented oppav
(M.L. West, Conjectures on 46 Greek Poets, Philologus 110 [1966), 155).

Pindar uses 6p¢d here in the Homeric sense of ‘voice of a god’ (cf. Il. 20,
129; Od. 3, 215). For the plural cf. S. OC. 102 ka7’ dppac tac ' ATéAAwvoc.

30 xai Téx’ bdofo[v map’] avBpawo[ic : the line may be completed with
Yevedy or Zepéray, cf. 1l. 31-32,

31 Avbrucl..] : this must be a vocative, if an accent is to be read before 10,
because other cases of Avdvucoc would fill the whole lacuna and leave no room
for the vowel with the accent. Snell's Auévucie cé] 6] is too long. Perhaps
something like Avdvuc[’ £90]8[vpcoc? For the adjective cf. Nonn. D. 13, 53; for £v-
cf, P. 12. 3 £08parov,

Aubrucoc is more frequent than Av@vvcoc. The latter form occurs for metrical
reasons in O. 13, 18; Pae. 4, 25; fr. 29, 5; fr. 124, 3; fr. 153 (Van Groningen 1960,
89).
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Related fragments

There are a number of fragments that may be part of the same dithyramb as fr.
70b. The arguments for their inclusion are based mainly on grounds of contents.
Their relative order cannot be established.

Fr. 249a is a scholium on Il. 21, 194 about Heracles’ visit to Hades, his
meeting with Meleager, Deianeira’s brother, and his struggle with Acheloos.
According to the scholium, this is a story mapa ITwddpowt. The title of fr. 70b and
the first words of the scholium: " HpakAfic eic” Avbov kaTeABav Emi Tov KépPepov,
seem to justify the suggestion (also made by Wilamowitz 1922, 342) that fr. 249a
should be included in this dithyramb which begins with fr. 70b, although there
is no further evidence. Another scholium on 1. 21, 195, referring to Acheloos,
quotes Pi. fr. 249b wpocOa pev ic " Axerwlov Tov dowddraror / Evpwnia kpdva
MéA[a]v[6]c e {wotamod} poai / Tpépov kdhapov. There is no metrical
correspondence between fr. 249b and fr. 70b, nor with fr. 81. It is possible that
the Theban dithyramb was triadic, and that fr. 249b was part of an epode, but
it seems better to follow Snell-Maehler and to place fr. 249b among the Paeans
on the basis of fr. 70 (= Z P. 12, 44): &v vap 7@t Kngrecdu ol abArprikol kdAapol
¢oovrtar elpmral 8 kal v maldcL Tepl avATmkiic. See also Bona 1988, 320.

Fr. 249¢ = 2 II. 8, 368 MMivbapoc & tkatoév, ‘Hciodoc 8¢ wevrfkovta Exewv
avrov (sc. Cerberus) kepaldc possibly belongs here too. There is no real evi-
dence, but Cerberus does not figure in any of the extant works of Pindar, and
since this dithyramb mentions Cerberus in its title, it seems not far-fetched to
include the testimonium here.

It is practically certain that fr. 81 belongs with fr. 70b, because the fragment
is preceded by the words pepvmuévoc ... &v SLBupdaupor Twi and because the
metre of fr. 81 corresponds with that of fr. 70b. M. Davies, Stesichorus’ Geryoneis
and its folk-tale origins, CQ 38 (1988), 277-290 argues that Heracles’ mission to
catch the cattle of Geryon is a ‘Jenseitsfahrt’ and that the quest for Cerberus is
its doublet, added to Heracles’ labours at a later stage, when the references of
the Geryon story to the Underworld were no longer understood. It is not likely
that Pindar was conscious of such parallels because Pindar’s praise of Geryon is
not consistent with the ultimately positive effect of Heracles’ quest (in Davies’
view), i.e. conquering Death.

In fr. 346 Heracles is apparently initiated into the Eleusinian Mysteries before
descending into Hades and meets with Meleager in the Underworld. This fits the
story of fr. 249a, so that it is defensible to place fr. 346 with fr. 70b, even though
the metres do not fit. Fr, 346 may have come from the epode. It is not likely that
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this fragment came from a hymn to Persephone, either of Pindar (fr. 37) or
Bacchylides (frs. 2-3), as was suggested by Bartoletti in his edition of PSI 14,
1391. The mention in the fragment of the establishment of the Mysteries does
not seem prominent enough for that.
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* Fr. 249a

2 A D Gen. Hom. Il. 21, 194 (5, 165, 71 Erbse) ad tat (Ail) ob8e kpelowv " Axe-
A@toc Lcopapiler

*HpakAiic eic “"Audov katehBaw émi Tov KépPepor cvvEtvye MekedypdL TéL
Oivéwc, ob kai Sempévroc yhpal THy &dehgny Amudvelpay, Ewaverdop eic edc
gcmevcer elc AlToliar mpoc Olvéa: katahaPwv 8t pymcTevorérmy THy k6pmy
* AYEAGL@L T@L TAMCLoY ToTaudL SLeTdAaLcey alTwl Tabpov Lopehy Exorti: ol
kal @mocmdcac 10 ETepov TGV kepdTwy ENaPe Ty wapbévov. gacl 8t abrov
* AxeAdrov mapa " ApaiBeiac tiic’ Qkeavol képac AaPovra Sovar TdL "  HpakAel
kal 76 {Suov dmohaPelv. Sokel 82 T@v Ev TTL ' EAAESL Totapdy péyictoc elval
6 "AxeA@ioc 510 kal wav ¥8wp T ToUTOV Tpocyoplal kaAelTal. T icTopla
mapa Mvddpwt.

3 wnerevopévny Bt katahaPov Ge; karahaBov 88 pyncrevopevov Bergk N 4 ' Axehduov TOV
winclov wetapéy AD | 4 ob om. Ge ﬂ 5-6 atmov wov" Axehdwov D Ge | 6 map’ D (edd.) | képac:
yepac Ge ﬂ 8-9 4 Leropia mapa Muwbdpwu: Leropel TTivdapoc D

Heracles descending into Hades to get Cerberus, met Oineus’ son Meleager,
and because Meleager asked him to marry his sister Deianeira, he hurried to
Aectolia to Oineus after he came back into the light; and having found on
arrival that the girl was courted by Achelous, the nearby river, he wrestled
with Achelous who had the shape of a bull; having torn from him one of his
horns Herakles took the girl. And they say that Achelous himself obtained a
horn from Amaltheia, the daughter of Oceanus, and gave it to Heracles, and
took back his own. The Acheloos seems to be the largest of the rivers in
Greece; therefore all water is called by that name. (This is) the story in Pindar.

The meeting of Heracles with Meleager in Hades (fr. 249a) is also related by
Bacchylides (B. 5, 94-154) and mentioned by Apollod. 2, 5, 12 émmpike 8t eldov
avTov al Yuyai, yopic Meredypou kal Medovcme thc Topyovoc Epuyov. It is also
found in Pi. fr. 346 (see below).

The story is treated very differently by Pindar and Bacchylides. As far as can
be concluded from the scholium, Pindar did not relate how Meleager died, but
let Meleager ask Heracles to marry his sister Deianeira, to save her from Ache-
loos. Fr. 346 tells us only that Heracles and Meleager meet, and that they talked



FRAGMENT 249A 87

privately (? fr. 346¢c, 3 &eple[). Bacchylides lets Meleager tell the story of the
Calydonian boar hunt and how he accidentally killed his uncles. Therefore his
mother wanted revenge and brought about his death. Heracles is so full of
admiration for Meleager that he asks if Meleager perhaps has a sister whom he
can marry, and the mythical part ends with the answer that Deianeira is his
sister. In the Homeric version (II. 9, 571), it is not specified how Meleager met
his end, but Phrynichus tells how Meleager’s mother burned the log which
sustained his life (TrGF 1, 3 F 6). The version of Bacchylides is that of Phrynichus
and is also followed by A. Ch. 604-612; D.S. 4, 34, 5-7, In another version of the
story (in the lost Minyas [Paus. 10, 31, 3]; Hes. fr. 25, 12 M-W.; fr. 280, 2 M-W.)
Meleager is killed in battle by Apollo. For the view that the death of Meleager
caused by the firebrand is a post-Homeric innovation, see J.R. March, The
Creative Poet, BICS Supplement 49 (1987), 29-46; J. Bremmer, La plasticité du
mythe: Méléagre dans la poésie homérique, in C. Calame (ed.), Métamorphoses
du mythe en Gréce antique, Genéve 1988, 37-56.

Maehler in his commentary on B, § (1982, 80-82) suggests that Pindar did not
need the story about Meleager himself, because the emphasis is on Deianeira and
Acheloos: when Heracles descends into Hades the shade of Meleager does not
flee from him (cf. Apollod. 2, 5, 12), because he wants to ask Heracles to rescue
his sister from Acheloos. The combination of this meeting with Meleager’s story
may be an innovation of Bacchylides. This interpretation cannot be more than
a suggestion (as Maehler admits, p. 82) but is in accordance with the text of frs.
249a and 346.

For the story of Deianeira cf. also Archil. fr. 286-287 West; S. Tr. 6-26; 503-
530.

The fight with Achelous is an example of other struggles of Heracles with the
’Old Man of the Sea’; see W. Burkert, Structure and History in Greek Mythology
and Ritual, Sather Classical Lectures vol. 47, Berkeley and Los Angeles 1979, 95-
96 and nn. 13-14. An illustration of the fight is shown on an Attic red-figure vase
of ¢. 510 (ARV? 54, § Oltos). Achelous has here a human body with a bull horn
above and a fish shape below (the fins show that the intended animal is a fish
and not a snake or a creature of the sea with a dragon’s tail, as H.P. Isler,
Acheloos, Bern 1970, 16 writes and as S. 77. 12 8pdxwv demands). Other illustra-
tions show Achelous predominantly as a bull with a human torso, whereas this
illustration emphasizes Achelous’ role of river god; see Isler 1970, 16.
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* Fr. 249¢

S A b (BCE’E*) T Hom. 1. 8, 367-368 (2, 366, 29 Erbse) ad elie puv eic’ AtSao
TuAdprao wpotmepev / &€ EpéPevc dfovra kiva cTuyepod *Aldaor

amd 1ol peilovoc &0Nou wavrTac dmhol. olde 8E TOV kiva kal Ty ey alrrol.
Tivdapoc d¢ Exatov, 'Hciodoc 8¢ mevTfikovTa EXELY aDTOV KEQAAGC Pacty

1oldev A | kai b: § T § 2 88 T: v ofv b; yoiv A | kepahdc abrdv Exew eneiv b

He clarifies all deeds by the largest one. He knows the dog and its nature.
Pindar says that he has a hundred, Hesiod that he has fifty heads.

In Maehler’s edition of Pindar (following the numbering of Snell) this scholium
is given after fr. 249a and indicated as id.b. This cannot be interpreted as fr. 249b,
because there is already a fragment of that number after fr. 70. Professor Maehler
agrees with me that the scholium needs a separate number. I think it is most
convenient to identify it henceforth as fr. 249c.

A reference to the poem of which fr. 249¢ is a part may be seen in Tertull.
de corona 7 (1, 432 Oehler): Hercules nunc populum capite praefert, nunc oleastrum
nunc apium. habes tragoediam Cerberi, habes Pindarum atque Callimachum (fr. 89
PL) qui et Apollinem numerat interfecto Delphyne dracone lauream induisse qua
supplicem,

The mention of Cerberus in Il. 8, 368 xiva cTvyepod "Aldao and in Od. 11,
623 kiv(a) occurs both times in the context of Heracles’ mission to bring up the
Hell-dog. The actual name is found for the first time in Hes. Th. 311-312 KépPe-
pov ouncTiy, " Aldew kiva xahkedpwvov, / mevTmkovTaképalov, dvaldéa Te kpaTe-
pov 7e. This last place is mentioned by the scholiast on fI. 8, 368, who adds that
Pindar gave a hundred heads to Cerberus. Cf. Hor. Od. 2, 13, 34 belua centiceps.
But the number of heads must probably be understood ok dpLBummikédc, GAN
avtl Tob molvképaroc (2 Pi. P, 1, 31 about the hundred heads of Typhon). See
also LfrgrE s.v. katopPm, txatopmolic, tkatopmvioc and Van Groningen 1960,
41 on fr. 122, 24 (122, 19 M.) &karéyywov. In the visual arts, Cerberus most often
has two heads in the sixth century (see e.g. a gem of ¢. 500 B.C. described by
Robinson 1949, 312-314), or only one. Three heads become common on red-
figure vases and also in tragedy (cf. S. Tr. 1098; E. HF. 611; 1277).

The actual word may have been ékatoykepdhac (cf. Pi. O. 4, 8; Ar. Nu. 336);
tkatoyképaloc (cf. Ar. Ra. 473; E. HF. 883); ékatoykdpavoc (cf. A. Pr. 353);
txaréykpavoc (cf. Pi. P, 8, 16); ékarovraxdpavoc (cf. Pi. P. 1, 16).
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Fr. 81

_____ ct 8 éyo Tapd pw
aivéw pév, Impuove, 10 8 pun Al
PLATEPOY CLYDLML TRUTQY" — « - _

Aristid. 2, 229 (I, 209, 11-17 Lenz-Behr) Bokel 8¢ po. kai Ilivdapoc, €0 7 86l wept 7ov ducparoc
(fr. 169a) eiwely, otk elemyotpevoc obdE cupPovhetwr croudfi Tatra Aéyew Tolc dvdpdrmoic, dAN
wenepel cxeTAua{wv, Texpaipopal Epyorcw’ Hpardtoc atrroic rolrole, b7t kal Erépwd wepinpévoc
wepL atr@v Ev SLBvpdpuBar T, 32 8 Eyd map’ duly’ ¢ncle ‘alviw pév Mmpudvm, 16 82 udy A
plATeEpOV cLydLpL TdpTav.’ ob ydap elkoc, ericly, dpralopévwr Td@r vty kabicBal wap’ Ecrial kal
kakdv elval. I Scholia X Aristid. 3, 409 Dind. ct 8¢, & I'npvévm, tmawe wap’ avrov 1ov ' Hparkéa:
b piv ydp 7a otk Svra dgeileto bv Bualal xewpl, cb B€, dc dbucodpevoc, pdxmy wpoc atndv fpac,
kal Sud ToTrro waAhov dwodekroc. Lva 8E i Tic abrdn elmmu dc Auvde PovhiL ToTra yéyove, Tac oy
atroc wpoc Hpariéa Sucxepaiverc, tudyer b Be Zeve obk daobéxerar, kal adric cLyd.

1wapd pw Hermann 1834: map’ épiv Anstid. edd.; wap’ éuiv Aristid. codd. T, Q, R, rec.; mapdpiv
Arislid. codd. E, U; map’ apw Aristid. cod. A; map apw Arstid. cod. V “ 2 I'npvova Boeckh 1821:
Frpvévn Aristid. edd.; Mpuow Aristid. codd. A, E, a; T'apvéva Schrocder 1900 | Al Hermann: Au
Aristid. edd. | 3 vyl Aristid, edd.: cuydpl Aristid. codd. T, Q, V; cvy® ph Aristid. codd. A, E,
U, R, rec.a | ob yap elxéc Snell 1975*

You, as well as him (Heracles), I
praise, Geryoneus, but of what is
not pleasing to Zeus, I would not speak at all.

Contents

The fragment is clearly divided into two antithetical parts, underlined by pév ...
8¢ expressing ‘an idea of strong contrast’ (see Denniston 19547, 370 s.v. wév III,
1, ii). In the first part Pindar praises Geryon. The context of the fragment in
Aristid. 2, 226-230 (L.-B.) is a discussion of the opening of Pi. fr. 169a, Népoc 6
wavTev Pactieve, where Pindar seems to justify violence. This discussion makes
it clear that the laudable fact is that Geryon defended his cattle against the attack
of Heracles, ‘because it is wrong to sit still at home and be a coward when one’s
goods are being stolen’. For Heracles’ attack on Geryon’s cattle cf, fr. 169a, 6-
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8 £mel Impvdva, Béac / Kukhamey ov g mpéOupov, E bpuc,0éoc / dvarel €] kjal
ampudrac Edacev; 1. 1, 12-13° AxkpAva Tékev / mailde, Bpacetar Tov Tote Tmpubva
eplEav Kkivec.

That Pindar here seems to favour Geryon above Heracles is suggested by a
similar description of Heracles’ attack on Diomedes in fr. 169a, 9-17: Diomedes
is explicitly described as king of the Cicones (Il. 10-11) and as son of Ares (11, 12-
13). These are good enough reasons for him to have a claim to dpetd, while he
also fights to defend his property, oh kd]pwoL GAN’ dperdn (1. 15): kahov Y]dp dépma-
Lopévay TeBrdpev / Tpd xpmludrov fjkakov Eppevan (1. 16-17). Note the similarity
between these last two lines and the words in Aristid. 2, 229 after fr. 81. For the
same sentiment cf. O. 1, 81-84 6 péyac & kivduvoc dradkiy ob ¢&Ta Aappdrer

The sympathy with Geryon seems contrary to the regular views of both Pindar
and his contemporaries. Geryon is usually pictured as a monster; violence against
him is therefore justified. For Geryon as a monster cf. Hes. Th. 287 1puképaiov
I'nmpvovija; Stesich. PMG 186 (=2 Hes. Th. 287) Ztncixopoc 8¢ kai EE yelpac
Exew emcl kai EE wodac kal Urmoémrepov elva; A. fr. 74 Borfipac 7 ddikove kTelvac
Secmorav te TrpLiTarovt Tpia 86pT TANAOVTA XEPOLV.

Pindar’s view of Geryon was perhaps prepared by the treatment of the same
story by Stesichorus, who transformed Geryon from an inhuman monster into a
Homeric hero (despite his strange appearance): cf. Stesich. SLG 10-13, the
discussion between Geryon, Menoites and his mother about the decision whether
or not to face Heracles. See Brize 1980, 32-40; Bornmann 1978, 33-35.

The second part of the fragment shows that Pindar wants to be silent about
something that is displeasing to Zeus. The use of pév ... 8¢ suggests that it is in
contrast with the first part of the fragment, and the context, including the com-
parison with fr. 169a, seems to suggest that the displeasing fact is the praise of
Geryon, because it implies criticism of Heracles. Heracles is always portrayed
positively by Pindar, who even says: kaxpoc davfp Tic, 6¢c "Hpakhel ctopa pm
wepuPairer (P. 9, 87) and 10 wdvropov cBévoc ‘Hpaxhéoc / ... vpvicoper (fr.
29, 4-5). Heracles’ fight with Poseidon, Apollo and Hades (O. 9, 29-35) provides
such a contrast that Pindar neither wants to believe nor mention it (0. 9, 35-39).

The supposed contrast between these two standpoints, i.e. the praise of Geryon
and the unwillingness to offend Zeus, has led to many discussions, mostly in the
framework of a discussion of the famous fr. 169a, 1-8 Nopoc 6 wavTwv Bactheic
/ Ovardv Te kel dfavdtwy / dyel Sukal@v 1o Prardratov / breprdral xeLpi. Tek-
paipopar / Epyorcwy ‘Hpakiéoc, followed by the story of Heracles” attacks on
Geryon and Diomedes.
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In fr. 169a it also seems that Heracles’ violent actions are contrasted with the
legitimate defence of his victims. The violence is justified by Népoc. It has
troubled commentators that Pindar seems to offer such a negative picture of one
of his favourite heroes and they sought a solution in the interpretation of Néuoc.
For a short overview of the different views, see H. Lloyd-Jones, Pindar Fr. 169,
HSPh 76 (1972), 55. The conclusion is that Heracles did not act unjustly because
he carried out the will of Zeus, helping to enforce the order of the universe
against unlawful beings (1972, 55-56).

It is to be expected that Zeus favours Heracles more than e.g. Geryon. Not
only is Heracles his son, but he has also decreed, albeit unknowingly and unwill-
ingly, that Heracles shall obey Eurystheus and complete the labours ordered by
him, cf. O. 3, 28-29 ed1é wv dyyehiarc Ebpucbéoc vy’ dvdyka marpddey /
xpvcokepwr Exapor Onrerav d¢Eovd’. The fact itself of Heracles’ victory proves the
presence of the divine will, because success is the result of the gods’ favour.

The presentation of Heracles in a positive light in fr. 169a suggests that we
should also beware of reading a negative comment on Heracles into fr. 81. The
text of the fragment gives even less reason to see something negative than fr. 169a
(where 1. 3 Bukardv 10 Prandtatov has misled so many, including Plato). There
need be no opposition implied in wapd pv, because Tapd can mean ‘side by side
with’ (cf. P. 3, 81-82 &v map’ £cAov mipaTa chvduo Salovral Ppotoic / @bdvarol).
Geryon was probably praised for his courage in challenging Heracles’ strength.
Courage is something laudable, even in Pavese’s negative view of Geryon (Pavese
1967, 68). Bornmann is more positive and concludes ‘beiden Gedichten ist
iibrigens die Anerkennung der Tapferkeit des Gegners gemeinsam, der keines-
wegs als brutales Ungeheuer auftritt, sondern sein eigenes Ethos aufweist’ (1978,
35).

Metre

As Schroeder 1922, 118 has already remarked, the metrical scheme of fr. 81 cor-
responds with the last three cola of the strophe of fr. 70b:

~~~~~ - (e)DI
____________ | e_D_|

e —mmeoo E_(e)
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Commentary

1 &yo : a first person, and especially the emphatic form of the pronoun, usually
indicates a transition, cf. e.g. fr. 70a, 15; 70b, 23; and notes. This is probably the
case here too because 10 8¢ wn Al ¢iATepov cuy@duL Taumay is an ‘Abbruchs-
formel’, ‘a praeteritio, serving the purpose of taking the poet back to the main
stream of his song’ (Pavese 1967, 68).

wapd pwv ¢ since the context is unknown the exact interpretation remains open,
but in the light of the discussion of the contents, mapd may be interpreted in the
sense of ‘side by side’, ‘as well as’, not as ‘compared with, contrary to’ which is
the regular interpretation of mapd, esp. with kaipév and Sikav. For the use of
wapd as ‘side by side’ cf. P. 3, 81. Of course the local ‘side by side with’ is
frequent, cf. e.g. O. 6, 28; 9, 17; 10, 101.

v : see my note on fr. 70a, 16.

2 pév: for the late position of pév in the clause, see I. Hajda, Uber die Stellung
der Enklitika und Quasi-Enklitika bei Pindar und Bakchylides, Lund 1989, 96-97:
the fragment is an anacoluth. The period end after wiv and the late pév raise the
expectation that cé 8’ £yo mapa pwv also belongs with the §é-clause, but after
pwv the clause breaks off and begins again with aivéw pév, so that pév has its
regular position after all.

Inpvéva : the form with -1 is defended by Forssman 1966, 119-120, even
though the form I'apurévec is found on a Chalcidian vase of the sixth century (see
E. Schwyzer [ed.]), Dialectorum Graecarum exempla epigraphica potiora, Leipzig
19233, nr. 797[2]). The name is found three times in Pindar, always with 7,
probably an echo of Hesiod, esp. Th. 291-292.

The meeting of Geryon and Heracles was a popular myth in antiquity. The
early literary tradition consists of Hes. Th. 287-294, the Geryoneis of Stesichorus
(SLG 7-87), and some brief references in Pindar (I. 1, 15; fr. 81; fr. 169a) and
the tragedians (A. fr. 74; Ag. 870; E. HF. 423). Cf. also the Heraclea of Pisander
(EGF fr. 5, p. 251), Panyassis (EGF fr. 7, p. 256) and Pherecydes of Athens (FGH
3 F 18) which probably related the meeting with Geryon (see Jacoby on FGH 3
F 18). For the many representations in the visual arts see Brize 1980, 41-51, 133-
144 (catalogue).

2-3 Such ‘Abbruchsformel’ are used more than once by Pindar to break off
an offensive myth after mentioning it. Cf. O. 1, 35 &ctu 8" dvbpl pdpev Eovkoc
Gupl SaLpover kald: pelwv yap aitia; 52 Euol 8 dwopa yacTplpapyor paxdpey
T elmely dplcTapar; 9, 35-39; 13, 91; N. §, 16-18; 1. 5, 51. Cf. also fr. 180; Ibyc.
PMG 310 d&boika ph) T wap Oeolc GrPrakav Tuay wpoc dvbpomav dueido. Be-
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cause such a stylistic device draws the attention of the audience to the suppressed
subject it is rather contradictory. If the hushed-up version is followed by a new
Pindaric version which is less offensive to the pious, the device serves to arouse
the audience’s interest (see Gerber 1982, 69-70 on O. 1, 35), but this is not always
the case (cf. e.g. 0. 9, 35-39; 13, 91). The technique serves the same purpose when
it is followed by a selection priamel, as in Call. A. 6, 17-23. See E.L. Bundy,
Quarrel between Kallimachos and Apollonios, CSCA 5 (1972), 70-71.
diltepov must be seen as a contrasting comparative, see Kiihner-Gerth 2, 306;
Schwyzer 2, 183; Stanford 19582 203 on Od. 13, 111 Bearepar. The effect is
enhanced by the use of litotes, as another rhetorical expression: yA) ... iATepOY,
expressing not merely ‘not so pleasing’, but ‘very displeasing’. See A. Kéhnken,
Gebrauch und Funktion der Litotes bei Pindar, Glorta 54 (1976), 62-67.



94
P. Oxy. 2622 fr. 1a

JpwixTeQy|
Japocvvac]
JiahaTepmerg Ao [
leepcepovarpar [
5 JvTeAevTavivecey]
J3Ldupaicetdovevpo|
] o [
Jwopermpakerwpwro|
JurikedevBovemcmmeel [
10 ] nabacaioxoc [
JaAXeyepav [
Jrkapvgbipevar |
0E
] . pecpeTankarcovrovTol|

Jnevoc[ ] (
15 Jau[ ...] Brocuiov [

3. lower end of a vertical stroke | .[ dot, probably foot of a vertical stroke | 4 ..[ foot of a stroke
hooked to right on the line, followcd by the foot of an upright | 5 v later inserted | ¢ almost
impossible to discern from 7 || 6 u between ¢ and 5 later inserted, a little above the line and smaller
} 7). adot on the line | 9 [ foot of an upright turning to right | 10 ]. right-hand arc of 0 or o |
12 « written across an original ¢ | 13 ]. right-hand end of a cross-stroke above the line | 0 and &
inserted above the line, nothing deleted | 15 }. upper part of an upright

P. Oxy. 2622 fr. 1b

1.0

Jmvavna [
JAeaypovaTepd [
Jva(rev [

1 lower part of a stroke descending from left, lower part of a circle, lower part of an upright
descending below the line | 2 [ lower left-hand arc of a circle | 3 [ left-hand arc of a circle || 4 ¢
too close to A | . a period?
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Fr. 346a

k]péccova
colgov dynlrlipe

Fr. 346b

Jp@uL kTEGV[WV
Japocivac [
Jla AaTepmél ¢ Ao [
T ExevcivoBe; Pepcepovar patpl 7e xpucodpoval
5 Bij[kev dcrlolcu v TeXeTdy, L' Ec Ev[
J8udvparc eldov Edpo[Aw
) .pa
Tmopev " HpakAél mpatwfu
JuTL kEXevBov EmcTcel [
10 " Augurpu]onadac dloyoc
JaAXe ye pav
ad)rika piv @BLpévay
ITpEpeTan kai 8¢’ &v wovTWL |
Juevoc
15 la u[Eyalv Avoc vidv

Fr. 346¢

1.1

Juww @vrudc]
Me]\éaypov drepOe[

Jvac Aev

(b) 1 &v cav]paw Lobel 1967 | kpéccov’ vel kpéccove 7 &v kav]pdw Lloyd-Jones 1967 | 2 copdv
aymrijpa [Mv]apocivac [te kopavce ¢idov Lloyd-Jones | 3 ebvopjia <> Lioyd-Jones | uro.[ Lobel;
¢uro[ Lloyd-Jones I 4’ Exevcwdde Lloyd-Jones ex PST 1391 | parpi [re xpvcoBpbvon Lobel ex PSI
1391 I 5 B7i[év 7e haoler]v Lobel ex PSI 1391; Bikev dcroicu)v Lioyd-Jones | ehevrav P. Oxy. 2622;
reheraw Lobel; réhoc Lloyd-Jones ex PSI 1391 | 6 Edpo[Aw- Lioyd-Jones | 8 wpdro|u gévwr Lloyd-
Jones | 10' Apeurpv]onddec Lobel | ¢ dhoxoc Machler 1989 | 12 abjrixa Lobel | ¢Buuévay |
Yuxal Lobel; [ dyéhay sim. Lloyd-Jones I 15 pléyajv Lobel | (¢) 3 Me]Aéarypov Lobel
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PSI 1391 fr. B col. I, 5-32

5 «lpéccova [k]r[edvav kai
co)pov ayn[t]Hpa Méyew Tov
kat]d kawpdv [ Jec
HLEVOV T@V KT[MpLdTWY,
tv karpd bt kol [

10 «peiccova B¢ kataf
ovra kat raepdv[w 100 Si-
apdpov brra, mbavac 8¢ Thy
etvo<u>lav kara civ[Becwy
glpTicev Aateprféa Suk

15 70 7oUc Aaovc Tépufew Snhov-
omu. drnfv]ika ebvop|ia ka-
BecThxnu kpeiccova [kal
Dep)dvw TaGY xpTL{drov
Gvr]a kai ToUr’ &v karp[a

20 mpd]rrovra, ok elkfy
] v Ecil wpocexTikoy
..J Exevewvdbe ®epcepovar
patpl 7€ xpucobpovar B4
kev dcrolel]v Téhoc. gmcly

235 ... vwparicraly
Gv]dk[twv T]Hic v TR AT
7ukfiv " EAeveivoc 1oic ai-
70}V dicrole TeheTHY kaTé-
ctn]ce 7[ 7. e Pepcepd-

30 vmu kol 7]AL Afprrp, T00-
TECT|L KaTéCTTCEY adroic

Jrac 7@v Beqv

5 «]péccova [x]p[nudrwv Bartoletti 1957: {k]r[edvwy kal Machler 1989 | 6 coledv dym[t]Rpa M
Bartoletti | A[éyeu vov / katd Merkelbach apud Bartoletti; A[atepwéa Snell 1975° | 7-8 vevé]pevor
Merkelbach apud Bartoletti; ody fHrrd]wevor Sncll | 8 k7[nudrwv Merkelbach apud Bartoletti I 9
[8617a] Merkelbach apud Bartoletti; [etvovy] Snell | 10 [¢ocwv] Bartoletti | 11-12 suppl. Bartoletti
| 12 suppl. Lloyd-Jones 1959: om. ¢ Snell, Machler | 13 etvo< > iav Lloyd-Jones: etvouav Snell,
Machler | civ[Becw] Bartoletti | 14-15 suppl. Bartoletti | 16 du[mv]ika Bartoletti: ol [§" #v]ixa
& <v> Lloyd-Jones I 16-17 etwopfia ka-] / GecTixm Lloyd-Jones: ebvo<i>a [Eyka-] / BecTikm
Snell, Maehler | 17-20 suppl. Bartoletti | 21 legit Barns apud Lloyd-Jones | 22°Exevewvéfe Barns
apud Lloyd-Jones: *Exevc{e}iwoc Bartoletti | 23-24 84 / [«év 7e Aajdicw Bartoletti; 84 / [xev
dcroler]v Lloyd-Jones | 25 [6mud Bacuhevww Bartoletti | 2526 kv kpaticron | [xwpian] ? Lloyd-
Jones; | 1a@v kpatictw[v | dv]dx[rwv] Maehler } 26-30 suppl. Bartoletti | 30-31 t00- / [rwv 8¢
Bartoletti; 700- / 7ect}. Lloyd-Jones H 32 toprac peyic]tac Bartoletti
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P. Oxy. 2622 fr. 2 (= fr. 346d)

ev[
0a[
A
A
5 opf
v
ey

3 right-hand arc of a circle and a dot on the middle to the left of it, so probably 8 | left-hand arc
of a circle | 4 two horizontal strokes connccted by a vertical stroke, { ? | o or @

P. Oxy. 32, 2622 fr. 3 (= fr. 346e)

1
].ev
1
Jonvo[
5 Jucepe[
1

§ second ¢ corrected from
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Contents

P. Oxy. 2622 is only a small fragment, but its interest lies in the possibility that
it is part of Pindar’s second Dithyramb. Its interpretation was helped along by the
discovery that PSI 14, 1391 contains a commentary on just this fragment. The text
of PSI 14, 1391 contains individual words and complete verses of the original
poem, which are commented upon. The comments are mostly paraphrases with
a great deal of repetition.

Combining the text of the fragment and the commentary in PSI 14, 1391 we
can deduce that a wise leader is mentioned who is above wealth, and who rules
with Eunomia, which is called ‘delightful to the people’ (1. 3). Then the Eleusinian
mysteries (ll. 4-5) are connected with Heracles (1. 8) on the occasion of his
descent into Hades (1. 12), where he meets Meleager (fr. 346c, 3).

It is certain that Pindar treated this scene in one of his poems (cf. fr. 249a)
but this fragment is not necessarily part of it since it is possible that he made it
the subject of more than one poem. It is even possible that fr. 346 is by another
author.

Metre

The metre consists of dactylo-epitrites:

b 1---1-
J----1

S U

L T I ey Ui G S

10 VIV DU -

15 | I SR
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c2 | S|

If fr. 346 and fr. 70b come from the same poem, fr. 346 must be (part of) the
epode because there is no metrical responsion between the two fragments. If all
fifteen lines belong to the epode, it was unusually long.

Commentary

Fr. 346a

The commentator in PST 1391, 5-12 explains «]péccova [k]t[edvov kal / colpov
dyn[tlipa A[Evew Tov / katla kawpov [ Jec [ ]/ wevov 7év kt[nudTav,] / Ev
kaipdn 8t kal [ ] / kpeiccova 8¢ kata] ]/ ovra kal Umepdv[w Tob 8u-] / agdpov
6vra. Since the next comment is about fr. 346b, 3 AatepwéL, this must be about
346b, 1-2, which is made almost certain because of 346b, 1 kteav[. PSI 1391, 17-
20 repeat; kpeiccova [kai / Umep]dve 1@y xprfdswr / vila kal ToTT &y kaup[@L
/ mpalrrovra, ovk elkfiv. However, since the exact relationship with fr. 346b cannot
be determined, it is safer to print it as a separate fragment.

Fr. 346b

1 Kpéccova kteavfwv and colpov éyn[r]fpa both seem to refer to a leader,
probably a king. The commentator uses the accusative in his explanation, but the
text may have contained a different case. Perhaps this leader was the subject of
L. 5 Bike, or the object of an unknown verb.

Combining these words about a leader with the contents of 1l. 4-5 and 1. 8
makes the following reconstruction possible: ‘Heracles went to visit Eumolpus,
the wise leader who is above wealth (...), who rules his nation with delightful
concord, and who established in Eleusis the mysteries, where / in order that into

The wording of the commentary does not make it necessary for &v kaipdt to
be part of the text, but it is difficult to find a vseful alternative dative. Perhaps
wTohLéB]pan is possible, cf. fr. 76, 3 (Athens).
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For the expression kpéccwv ktedvav sim. cf. Pi. N. 9, 32 kredvawv Yuxdac Exovrec
kpéccovac; P. 8, 92 kpeccova wholrov pépiuvay; Th. 2, 60, 5 @LAéToALc TE kal
XPTRATWV KpeElccwy.

* Aynip is the Pindaric form of the Homeric fryfrop (e.g. II. 2, 79; 3, 153; 10,
181; h. Hom, 2, 475; 4, 14), and is used to indicate Hiero in P. 1, 69-70. In A.
Hom. 2, 475 Eumolpus’ fellow-king Celeus is described as 1ryfrrop Aadv.

2 Japocvvac| : if the king referred to is a copoc @ywrip he may further be
described as Mv]apocivac [1e koparcy ¢irov (Lloyd-Jones 1967, 216), cf. Hes. Th.
80-90. Also possible would be a description of the leader as ‘keeping TA]apocivac
away from his people’. For TAnuocivr (pl.) ‘distress, sufferings’ cf. h. Hom. 3, 190-
191 avdpdmov / TAmpocivac, 8¢’ Exovrec v’ adavdrolct Beolcl.

3 Jca AatepmiL : although the text suggests a nominative, the comment in the
Florence papyrus makes it very likely that Jia is the end of the quoted edvoia/ed-
vouia, so that we must correct to Jua<i>.

The comment in PSI 1391, 12-16 reads mbafvic 8¢ ™yv] / evvolav katd
cov[Becry] / elpmiev Aatepm[éa Bud] / 70 Tovc haovc TEpw[eww Snrov-] / 67v. This
L. 16 ends with edvo [, where the last letter is certainly not t.

There are two ways to reconcile 1l. 13 and 16. Bartoletti (1957, 65) read 1. 16
elvoa[ without further comment. Since eVvoa does not exist and since in 1. 13 we
have efivoLav he presumably supposed that eivoa] = evvo<i>q[. Lloyd-Jones
(1967, 210) thinks that 1. 16 ebvop[ic is as likely, and that 1. 13 evvo <p>ia gives
a better meaning than efivola. In either case a scribal error must be assumed.
The two alternatives must be weighed up in the light of their respective ap-
propriateness to Pindar.

Although both ‘goodwill, favour’ and ‘concord’ can be described as Aarepmfic,
ebvopia seems better than etivora because the latter is found predominantly in
prose writers and much less in poetry (cf. A. Supp. 450; 489; 940; Th. 1012; S.
Ph. 1322; Tr. 708), while etvopia is found four times in Pindar’s extant works,
always with a connotation similar to Aatepmic. Cf. 0. 9, 15-16 OtuLc Buyatnp Té
oL careLpa AéAoyxev / mweyarodotoc Ebvopia; 13, 6-8 &v vdL yap Edvopla vaiel
kacLyvira Te, BdBpov moliwv dcpalée, / Aika kai dpértpogoc Elpfa, tdul’
avBpdcL mhotTov, / xpicear Taidec ebPovrov Oéptoc; P. 5, 67-68 dworepov /
gvvopiav; Pae. 1, 10. Cf, also Hes. Th. 80-90; Tim. PMG 791, 240.

For adjectives ending with -tepmic cf. Poll. 4, 31; 96 dxhotepwhc; Pl Min,
321a; D.H. Rh. 1, 8 dnuotepmic.

¢ Mof : because after the two shorts of -mél a long syllable is necessary
@Lrof is impossible and ¢Yro[ must be assumed (Lloyd-Jones 1967, 210). The
papyrus does not rule out either one.
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Since @vAomic is an almost exclusively epic word (elsewhere only found in S.
El 1072; Ar. Pax 1076; Theoc. 16, 50), ¢Drov or one of its cases is likely: the
leader ruling his nation with all-delighting concord. For this meaning of ¢ibAov
cf. II. 2, 840 @A« Mehacyav; A. Pr. 808; Supp. 544; E. IT. 887.

durov must be qualified either by an adjective or by a genitive plural. It is
not’ Exevcuviov because with 1. 4" Elevcivofe it would be too repetitive, but that
is all we can say.

4-5 ] "Ehevcivobe; Pepcepovar patpi (1€ xpvcodpovarn / Ofjfkev dctoicyyv
TeheTdy : this refers to the establishment of the Eleusinian mysteries, probably
by Eumolpus (cf. 1. 6 ebpo[), who is almost certainly also the leader mentioned
in the first lines. Perhaps we must add e.g. c 7 before "Elevcivobe (see also
Maehler 1989 ad loc.). Eumolpus is mentioned as the founder of the mysteries
by Istrus FGH 334 F 22; Plu. Exil. 17, p. 607b); Lucian. Demonax 34.

4 1'Exevcivofg, : the context suggests that we must translate ‘in Eleusis’ and
not ‘from Eleusis’. In Pindar words with the suffixes -8e and -6ev are found side
by side and with the same meaning, e.g. patpé6e and patpdbev, TA60e and
TA60ev. See M. Lejeune, Adverbes grecs en -Bev, Diss. Paris 1939, 404,

xpucoBpévan : ‘It is normal for gods to have golden things’ (Richardson 1974
on h. Hom. 2, 19), which is also shown by the many epithets of gods with ypvco-
and yxpvceo-. The attractiveness of gold lay not only in its gleam and beautiful
appearance, but also in the knowledge that it was the most valuable of pos-
sessions. It is not necessary to assume that the epithets refer to the statues and
their golden decorations, as H.L. Lorimer suggests (Gold and Ivory in Greek
Mythology, in: Greek Poetry and Life: Essays presented to Gilbert Murray, Oxford
1936, 14-33). Both the poet and the sculptor probably tried to adorn the gods in
the most beautiful way, for which gold seemed to be the most appropriate (see
Duchemin 1955, 209).

XpucéBpovoc is an epithet of goddesses, e.g. Hera (cf. 1. 1, 611; h. Hom. 12,
1; Pi. N. 1, 37), Artemis (cf. 11. 9, 533), Eos (cf. Od. 10, 541; h. Hom. 4, 326),
Cyrene (cf. Pi. P. 4, 260), Muse (cf. fr. adesp. PMG 953, 1). The second part of
the adjective refers to a throne (6pdvoc) and not to ‘flowers embroidered on cloth’
(6pbva), see Braswell 1988 on P. 4, 260-261.

5 omxev dctlovcyyy : probably to be completed to 8j[kev dct]ote,v (Lloyd-
Jones 1967, 211). The addition 6f[ke Aa]oict,v seems too short. Bartoletti’s 6ffxev
7€ AaJoicyyv in PST 1391, 23-24, accepted by Lobel for the text of fr. 346b, 5 (1967,
65), does not seem right: 7e is unnecessary and makes the text too long for the
lacuna. An additional argument in favour of dcr]otcyyp is the mention of dcroic
in the paraphrase of 1l. 5-6 in PSI 1391, 24-30 ®nciv /[ ] . 76v kpatictofv /
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dvlak[tev T]fic &v T "AT- / [Tk EXevcivoc Tolc ab- / [To]u dcTotc TeAeTiy
katé-/ [etn]ce T[] T Pepcepod- / [vmu kal T)HL Afunrel.

TeAeT@v : the papyrus has Texevray, but PST 1391, 24 téhoc and 28 Teketiy
make clear that the text must be corrected. The same error is found in Pi. fr.
131a, 6AProL 8’ dmavtec alcar Avcimovav Tehetdv (v.l. Teevrav). PST 1391 has
7éloc in the quotation and Telerv in the paraphrase, and Lloyd-Jones rightly
remarks (1967, 211) that the use of 7éhoc for Tedet1) is so specific that it is likely
that the paraphrase had 7tehet?) as an explanation of téhoc (cf. S. OC. 1050
wo7wal [Demeter and Persephone] cepva mlmroidvral 7éAT; fr. 837; A. fr. 387,
E. Hipp. 25; PL. R. 560e). However, the metre requires 7exetav and since this
is the original reading of the papyrus, we should keep it. Teretd is a common
Pindaric word (O. 3, 41; 10, 51; P. 9, 97; N. 10, 34, fr. 70a, 33; fr. 70b, 6; fr. 70c,
6; fr. 131a).

iV’ 2¢ & : the most probable division is Vv’ &c &v[, because Lvec would be
irrelevant here. The local tva would be logical after the mention of ' Exevcivofe
in L. 4, but the final use, ‘in order that’, would also fit well. Pindar does not use
the final meaning in his extant works, but this must be a coincidence, because
other poets do (as did Homer), cf. e.g. Il. 3, 252; A. Pr. 61; S. Ph. 880.

The meaning ‘in order that’ would ask for a completion like ‘he could enter
Hades’: c &v[vuxiov 'Aida Tkmran (cf. S. Tr. 501) or ‘he could be introduced to
the mysteries’: £c Ev[viyLov 1édoc déxmra (cf. IG 3, 713, epitaph of a Hierophant:
Oc TEAETAC AVEPMYE KAl OpyLa Tavvuxa poctale, EDpoAmov mpoxEwy ipepoeccay
6ma; PRIM 20 col. I, 23 vuk]roc tepac). The latter completion is also possible with
‘where’: ‘where he was introduced to the mysteries’, or e.g. ‘where he was invited
into the city, the palace’: e.g. &c év[vakiav woaw (cf. O. 9, 99).

That Heracles was initiated in Eleusis is known from Apollod. 2, 5, 12:
Awdéxarov dBrov emetayn KépBepov E£” ALdov kopilewr. (...) AN WY 0w ETIL ToTTOV
amiévar HBe mpoc Efpolmov elc’ EAevciva, Bouldpevoc pumBvan [Ny 8¢ ok EES
Eévolc TOTE WvelcBal, EmedTmep Beroc IMuhiov Taic yevouevoc ERVELTO]. W)
duvdpevoc 8¢ L8etv T pucThpLa meimep odk Ay frymcpévoc 1ov Kevratpwr gévov,
ayvicOeic vymo Edpormov ToTe Envndmn. The same story is found in X. HG. 6, 3,
6 and in D.S. 4, 25, 1, although Eumolpus is there replaced by Triptolemos and
Musaeus respectively. Another variation in the story is that the solution for
Heracles being a foreigner, is not sought in his adoption by Pylius (Apollod. 2,
5, 12; Plu. Thes. 33, 2), but in the establishment of the Lesser Mysteries (D.S.
4, 14, 3; T Ar. Pl. 845).

The goal of the initiation seems to have been to gain courage (Axiochus 371e
[Ps. Plato] 76 8dpcoc Tic ékelce Topeiac wapa Tiic ' Exevawiac évatcachar) or
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strength (cf. E. HF 613 pdxmi- Ta pucrdv 8 pyy’ ebroync’ 18av), or to have more
influence with Persephone (D.S. 4, 25, 1 mpdc 8¢ Totrov 1oV &BAov ImoraPav
cuvolceLy atTdL, TapTiABey elc Tac” ABfvac kal petécxe Tov Ev’ Exevclm puctmpl-
wv; 26, 1 olitoc yap kata Tovc Tapadedopévove pibovc kataPac eic Tovc kad’
&dov Témovc, kail mpocdexBeic vmd Tiic Pepcepdvnc de dv ddergoc ...). For the
indebtedness of Pindar, Bacchylides and later authors to a common source, an
epic poem of archaic date, see F. Graf, Eleusis und die orphische Dichtung,
Berlin/New York 1974, 142-150; Robertson 1980, 274-300.

Fr. 346b seems to convey that Eumolpus was the king who initiated Heracles
(cf. 1. 6) and that Heracles was the first foreigner to be thus accepted (cf. L. 8),
probably after being adopted, since the alternative of the Lesser Mysteries is not
mentioned.

The reason why Heracles wanted to be an initiate is not made explicit, unless
1. 9 émcmmeer [ is meant to do this.

6 15u5vparc eldov Ebpo[Aw : continuing the contents of 11. 1-5 it is reasonable
to suppose that the citizens saw Eumolpus (1. 6) do something (I. 7?), and that
then he gave something to Heracles, to the first (of strangers?) (1. 8).

Audbparc may have indicated the two goddesses, 7¢) 6z, for whom some
sacred act was performed in the course of the rituals, or the two hands of the
hierophant. But Pindar uses di8upoc not only in the sense of ‘twin’, but also more
freely in the sense of ‘two’ (cf. e.g. I. 3, 9 of two victories; P. 3, 72; N. 6, 57), so
that many more possibilities remain open.

7 ]_pau : this may have been a nominative plural, indicating the subject of
eldov in 1. 6.

8 Jwopev” Hpaxiél mpdrofu : if the object of wopev is the initiation, the subject
is probably the hierophant, here Eumolpus. A possible supplement for mpdro[L
would be &vev (Lloyd-Jones 1967, 214; see also Robertson 1980, 274-300, esp.
292-300). Cf. X. H.G. 6, 3, 6 Aéyetay pev TpumTorepoc 6 HuETEPOC TPdyOVOC TG
Afjwrrpoc kai Képne dpprrra tepa mpdrovc EEvouc Seléal  HpakAel Te TdL DLetépun
dpxTryETm kal ALockovpoly Tolv DUETEPOLY TOALTALY.

An illustration of this scene is found on a black-figure amphora of c. 540 B.C,
(ABV 147, 6; see F.T. van Straten, Heracles and the Uninitiated, Festoen. Scripta
Archaeologica Groningana 6 [1976], 563-572; Robertson 1980, 275-276 and n. 4;
see also the catalogue of Heracles as an initiate and with Eleusinian deities in
LIMC1V.1, 806-808). For the markedly greater number and different iconography
of the Athenian representations of Heracles and Cerberus between 530 and 500,
instigated by Athens’ control of the Eleusinian Mysteries, see J. Boardman,
Herakles, Peisistratos and Eleusis, JHS 95 (1975), 1-12, esp. 6-10.



104 FRAGMENT 346

9-10 Jvr xEAzvlov Emcmricer [ / Joviabac &hoxoc : since none of the words
ending with Jwuidc fits in the context, it seems best to follow Lobel’s suggestion
(1967, 64) and read (a case of) "Apgirpv]wnddac (cf. 0. 3, 14; 1. 6, 38; B. 5, 85;
25, 25).

It seems best to take 1l, 9-10 together and to read JutL kEAevBov EmicTm<i>c
elc [ /' Apgurpvlonddae, ¢’ dhoxoc, ‘in order that you, son of Amphitryon, could
face your journey into (Hades), the wife ...". We assume that iota adscript was not
written, as in l. 3 ebvop]ia < >. The subjunctive would ask for a final conjunction.
For kéievBov émicmmu cf. expressions such as Od. 14, 195 &A\ou 8 &wi Epyov
Emoiev; Pi. P. 4, 294 cuumociac épéTwy.

Other interpretations of £m.cmncey [ are less satisfactory. Lobel (1967, 65) sug-
gested emcmiicer [, a future of épémo (cf. P. Oxy. 2519 fr. 1, II, 6 cwmceTan and
Lobel ad loc.) but it is difficult to see how the future can be explained.

A division into micmm<i> cev [ is possible. In that case 1. 10 is the beginning
of a new clause, where Heracles is addressed personally, as opposed ta 1. 9, where
he is mentioned in the third person; or a new clause begins with d\oyoc, while
" Apgurpv]onddac is the subject of émictm <o >. The difficulty, however, is to find
a suitable word for cev [. I have thought of ceic[wy, ‘going to disturb (Hades)’,
cf. P. 4, 272 mo\wv ceican; S. Ant. 163, but it is doubtful whether celw can be used
with Hades and whether in any case it correctly describes Heracles’ way of acting.

9 Jvm : if this is not the end of an adjective or participle going with ' HpaxAéL
in L 8, it is difficult to find another dative that would be necessary or functional
in the clause. Perhaps it is to be completed to @c Aéyo]vt, but that would not
be much more than a stopgap. The best suggestion seems v T, where Jv? is the
end of an adverbially used adjective, qualified by 7.

d\oyoc ; in . 12ff, Heracles has descended into Hades and meets the shades,
so that Il. 10-11 must relate the descent itself. Persephone does not play a role
until later in the story so that &\oyoc probably does not refer to her, but it is
difficult to think of anybody else who could be meant here.

11 JalMe ye pdv : ye pav is adversative, cf, e.g. O. 13, 104; P. 1, 17, and
perhaps indicates that although Heracles received help from Eumolpus and
although he went on his way into (Hades?), he was still hindered by somebody
or something. L1. 10-11 could be interpreted as ‘(Hades’) wife (was willing to
welcome him, because he was one of her initiates) but yet (Charon only reluctant-
ly) carried him across (?)’. JaAAe comes perhaps from a compound of fa&Mw or
LaA\w. For Charon’s reluctance cf, Verg. Aen. 6, 342-343 nec vero Alciden me sum
laetatus euntem / accepisse lacu; Sen. Herc. Fur. 770-775.
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12 av}rixa pav phpévov : the lost part must have contained words equivalent
to ‘immediately when the shades (or the flocks, Lloyd-Jones 1967, 215 n. 15) of
the deceased saw him they fled away’, cf. Apollod. 2, 5, 12 émwmyika & eldov avrov
al Juyal, yepic MeAedypov kal Medoicme Tiic Topybvoc Epuyov. Cf. also B. 5,
83 Yuxaicy Em @OLpEvLV.

13 Jrpéperar kai 6C Ev wovTan [ : expressions such as these are used to
indicate a large quantity: everything on earth (suggested by Tpégpetair) and in the
sea. Here said of the number of ghosts. Their large number is emphasized also
in B. 5, 65-67 and in Verg. Aen. 6, 309-312, where the ghosts are compared with
rustling leaves and with leaves and birds respectively.

Tpéperar suggests that Pindar mentioned plants (cf. /1. 11, 741 1) téca pdpuaxa
idm Sca TpEpel edpela x0dv; A. Ag.1407 xBovorpeeic Edavdv) or animals (cf. A.
Hom. 5, 4-5 olwvoic Te dumetéac kal Onpla wdavra, / fuév 8¢ fimewpoc ToAAG
TpépeL 1S bca wovroc; Hes. Th. 582; Alem. PMG 89; E. Hipp. 1277-1280). Leaves
may also be intended, cf. Pi. P. 9, 46 8cca 712 xBav fpLvd @OAN dvaméuwel,
especially because they convey an image of multitude (cf. JI. 2, 800 Ainw yap
@O hoLcuy Eowkdtec 4 papdBoicuy; ALR. 4, 216) and because they may suggest the
ephemerality of life (cf. /. 6, 146-148; Mimn. fr. 2, 1 West; Verg. Aen. 6, 308-
309).

“Oc’ &v mérrwL may refer to animals (cf. A Hom. 5, 4-5 mentioned above; Hes.
Th. 582; Alem. PMG 89; A. Ch. 585-589; and also S. Ant. 343ff; E. Hec. 1181-
1182) or waves or grains of sand. For waves cf. AR. 4, 214-215 6cca 8¢ wovTOV
/ xbpata xeupepioo kopicceral £€ avéporo; Phryn, Trag. TrGF 1,3 T 13 (= Plu.
Qu. conv. 8,9, p. 732f) 6cc’ &vi movTan / kipata woLelTaL xeipat b€ 6roT. For
sand cf. I1. 9, 385 obd’ €l poL T6ca Soim Bca Papadoc 7e kévie 1e; Pi. P, 4, 46-48
xomocay / &v Baldccal kal Totapolc Ydapabor / kduacwy puraic T GuEpaw
KAOVEOVTGL,

The text may have referred to animals, because these are found in both atmos-
pheres (for this combination, see also Pi. fr. 220 [t@v éml Tdic Tpamélaic] otite
TL LETTOV 0DT QU LETOANEGKTOY, <...2 > &’ dyhad xOdv woévTou 1e PLTal pépoLcLy;
S. fr. 941, 9-11; Clem. Alex. Paed. 2, 1 [1, 155, 15-17 St.] 6ca 7e x0wv wovTOUL TE
Bévemkai &époc dpétprrov ebpoc ExTpégeL), but a combination of growing entities
on earth with lifeless things on/in the sea is also possible (cf. Pi. P. 9. 46-48)
because 8c’ v wovTan is not necessarily a subject of TpépeTat.

14 Juevoc] ] ; if this line belongs grammatically to the preceding lines, Juevoc|
is better taken as the noun pévoc than as the end of a nominative participle,
because there seems to be no singular male subject. It is perhaps the pévoc of
the wind or storm, cf. Emp. 111, 3 drxapdrtev dvépwv pévoc, E. Heracl. 428
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XeLpdvoc ... dyprov pévoc. Wind or storm are explicitly mentioned as causes of
countless waves or stirrings of sand by A.R. 4, 215; Phryn. Trag. TrGF 1,3 T 13;
Pi. P. 4, 48.

15 Ja plEya]y Avdc vidv : ‘the great son of Zeus’ is the third mention of
Heracles. Cf. 1. 8 "Hpaxhéw and 1. 10 "Ap¢gurpv]ondda(c). For péyac as an
adjective of Heracles and other heroes, see Bissinger 1966, 33-34; cf. E. HF. 443-
444 7o peydhov / ...  Hpakiéouc; Lucilius AP 11, 116, 2. For the usually positive
connotation of the adjective wéyac in Pindar, see my note on fr. 70a, 7 peydhawt.

Fr. 346¢

2 v drnac| : the number of lines lost between fr. 346b and ¢ cannot be ascer-
tained, but if the text continued the mythical narrative the lacuna cannot have
been very long because Heracles meets Meleager almost immediately after his
arrival in Hades. Apollod. 2, 5, 12 first mentions a meeting with Medusa, but
B. 5, 68ff. and Pi. fr. 249a only refer to the encounter with Meleager.

Muw is probably best understood as aiTov because &upiy, DupLy, 8¢JuLy or
Svva]uw do not fit the context. It must refer to somebody already mentioned,
possibly Heracles, because dvriac| and 1. 3 Me]Aéaypov strongly suggest that this
is about the encounter between the two heroes. The subject of avrac| is then
Meleager and we must translate either ‘encounter, meet’ (cf. B. 5, 76-77 T &’
gvavtia / Yuxa wpopdrm Mexedypov; Pi. fr. 249a ‘HpakAfc ... cuvéTuxe MeAed-
vypan), or ‘entreat’ (cf. Pi. fr. 249a oV kai demdévroc).

A red-figure calyx crater of c. 440 B.C. (ARV” 1086, 1) shows, among others,
Heracles and Meleager in the Underworld (see Robertson 1980, 293).

3 Me]Aéaypov GTeplel : the accusative indicates that this is a new clause. If
&irepbe[ is to be taken as one word, it can be a preposition with genitive (cf. O.
9, 78; Pae. 8, 77) or an adverb (cf. P. 5, 96). It seems to imply that Heracles
talked with Meleager in private, which is not strange if all the other shades fled
away (fr. 346b, 13-15?).
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P. Oxy. 1604 fr. 2

Jva [
] [
] 1ol veracue
] oda
X
5 ] ate [ Jovkvavofifurwy
Jreavre[ ] vpehlov
v
Jmhoxovel | Jvovkiccwwwy  awm [
] .poragov [ ]
av
EA & Jwc] a.
Jewv[e]0[ov]p\  Smmore[w]]
10 JuovreckomerovyerTovaTpuTam {
a
1.1 xarctpamiafic]
] axvaumwTELKpEaCOY
Jerexapuac Tacembopanbac
v
1.1 Jrrocallplxnwpvorrome]
15 ] vmelov
] .avmov uxopwy|
JeecT’aoldar
Joro@u[AJrov [
Jemeralocp|

1.[ X or left half of v | 3 ). speck of ink at medium height | . top of curve to the right, probably
e | 4. very small part of right-hand corner, as of m | 5.] the right hand tips of three strokes, the
highest stroke being horizontal, the two lower strokes rising upwards to the right, perhaps £ | .[ lower
part of a vertical stroke, below the line | 6 ]. the right hand tip of a stroke coming from the (top)
left | 7 [ a dot on the line | 8 the right hand tips of two slightly diverging strokes | 9 first ¢ may
have been op | . a short upright, perhaps | 10 .[ lower part of a vertical stroke | 11 ]. diagonal
stroke coming from upper left | . upper tip of diagonal stroke coming from upper right and diagonal
stroke coming from upper left, not quite connected | 12 left half of & | 14 ).[ high horizontal stroke
connected on the left with the upper tip of a vertical stroke | 15 ). right part of a curved stroke going
to upper right, as of » | 16 .] right hand tip of a diagonal stroke coming from upper left | . upper
part of a small circle | 18 [ left part of a stroke curving to upper right, perhaps , c or €
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Fr. 70¢

e[
]
] .vro wev crdcie
Jméda
Jov kvavoyitwy
Jrecw Te[Aer]av welifor
JmAokov clTepalvov kucclvay
Jkpéragov [}
Jewv EABE pilav &7 WOAE
10 JLov Te ckéTENOV YELTOVE TPpUTAWL [
Japa: kai cTpaTud
It dxvapTTel kpépacov
]Jc e x&ppac
Inl ... Jvroc abydw pvorto wal
15 Jov wélo
JAav mévoL yopav [
Jeec T’ aordat,
Joro o o]
19 e meTdhovc Np[Lvotc

w
[S=]
R
|
m
—

Scholia 7 &v(ti 100) wA[exr@v Grenfell-Hunt | 13 rac tmboparibac

3 watca]uro Schroeder 1923% ) yévo]uro Zimmermann 1988; karaAto]uro sim. ? | § kare(vorrijov
Bury apud Grenfell-Hunt 1919 | 6-7 suppl. Grenfell-Hunt | 9 wé\ea ‘valde dubium’ Snell 1975
| 12 dxapwrel Schroeder; divapasi LSY Suppl. | 14 a{iaro]rroc Puech 1923 | 17 ebper}éec Snell;
wolvyad)éec Bury apud Grenfell-Hunt | 19 suppl Grenfell-Hunt
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20 1.
]
Jurovelun]
] vrapac]
er |
2 n6e[
.0

20 ). lower part of a curved stroke or a circle | 23 ). right tip of high horizontal stroke | 24 . upper
part of a small circle | .[ upper part of \, a or & } 26.. upper parts of two diagonal strokes, one very
small, probably going to lower left, the other going to lower right
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2 vv. desunt

Jurov v

o raptac]

v croA[
25 JAOg[

1.1

22 [cT6]ueov {n[wewov Bury apud Grenfell-Hunt

111
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Tradition

Grenfell and Hunt applied the same reasoning to P. Oxy. 1604, fr. 2 (fr. 70c) as
to fr. 1, col. I (1919, 27, see on fr. 70a Tradition). In fr. 70c typically dithyrambic
references are 6 Teav Te[Ae]av (almost certainly referring to Dionysus, see comm.
ad loc.); 7 c[repd]vev kiccivav. Dithyrambs were generally performed at spring
festivals: cf. fr. 75, 13-19. Fr. 70c, 19 also seems to mention the spring season:
weTaAowc Mp[uvoic.

Contents

As far as can be made out, the fragment contains some traditionally dithyrambic
references: the wish is expressed that somebody sings of Dionysus’ (= your?)
ritual (L. 6), followed by the mention of ivy wreaths about somebody’s head (1. 7)
and an invitation to come to a city, probably the city for which the dithyramb is
composed (. 9). It seems to be a festival in spring time (1. 197).

The text shows a certain parallel with fr. 70b, 6-23: in both cases the god
attends (70b, 22-23), or is invited to attend (70c, 9), a festival in honour of
himself (70b, 6-8; 70c, 6); the music (70b, 8-14; 70c, 6; 70¢, 16-17) and dance (70c,
47?) are described, and stress is laid on the fact that even warlike deities with their
attributes (70b, 15-18) and armed people (70c, 11-13) participate in the celebra-
tion.

Metre
3 12 cmun
}-
5 M? e ]-oveo-
SO
| S ) I
oo
|
10 y VIS |
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19 | SIS [ -

Snell 1975% 76 remarks that there is perhaps metrical correspondence between
1l. 1-6 and 12-17 and he may be right, but the remains of 1l. 1-2 and 4 are so
scanty that this cannot be proved. Moreover, the intervening lines must then be
either another (anti)strophe or an epode. It cannot be an (anti)strophe because
it is one line shorter, but if we assume 1. 7-11 are an epode, we run into problems
with 1. 18-19. These should then correspond to 1. 1/12 and 2/13, but they do not
fit. Ll. 7-8 do not correspond with 18-19 either, which means that the strophe
cannot be continued with 1. 7/18. There seems to be no solution for this, so that
it is better not to force 1l. 1-6 and 12-17 into correspondence.

Commentary

3 Juro pev crdcie @ since most poets, including Pindar, use crdacic almost ex-
clusively in the sense of ‘sedition’, it probably has the same meaning here.

This word is in strong contrast with the dance (?) and song of ll. 4-8, probably
underlined by pév. This contrast led Schroeder (19232, 548) to suggest wavca]uto,
and Zimmermann (1988, 22) to propose w1 yévo]uto pév ctdcic. The speck of ink
before u is too small to be helpful and the metre cannot be sufficiently determined
to make a choice, but the context may offer some help to choose between ‘may
it stop’ and ‘may it not happen’. L. 12 xpéuacov suggests that weapons have been
used, or at least, that weapons were carried, and since that seems to indicate
that even if there has been no actual fighting, there was enough discord to arm
oneself, this pleads for matuc]avto (cf. X. Mem. 4, 6, 14), xarariv]ovto (cf. Ar. Ra.
359), sim.

For the antithesis between civil strife and joyful song and dance cf. E. fr. 453
Eipfiva ... / d&dotka 8¢ ph wovoe / rmepPdAmy pe yipac, / mpiv cav mpocLdelv
xapieccav dpav / kai kalhydpovc dowddc / pLhocTepdvovc Te kdpové /i0L pot,
wotva, wOAw, [ Tav 8 ExBpav Stdacty elpy & of- / kav Tav pawwouévay 7 Epy
/ Gk repopévay cuddpan. Cf. also the places quoted below on 1. 12 kpépacov.
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4-6 Although much is missing in these lines a few things are certain, so that
they can be used as a starting-point. The verb peAifo. and the accusative Tedv
7e[AeT]@v belong together, ‘may (somebody) celebrate in song your ritual’. We
need a subject, and a better indication of who the addressee is. L. 5 kvavoyitav
may be either a nominative, the subject of pehifot, or a vocative, to be under-
stood as the ‘you’ of Teav.

If kvavoxitwy is a nominative, there may have been a noun or a name to go
with it. The verb peAilov might point to the chorus as the subject, but xvavoxitwv
is usually connected with gods (see below on 1. 5). The subject may also be a
god(dess) who is called kvavoxitwv. If the chorus is the subject (and kvavoxitwy
is a vocative) 1. 4 w6da could be part of an expression of ‘dancing’, either depend-
ing on another verb or a participle. L. 5 ] ate[ ___Jov may contain the end of an
adjective with w68a, but it is impossible to determine how long it was or what
it was. If kvavoxitwy is a nominative we still need a vocative, although perhaps
not necessarily in these three lines. The person concerned may have been ad-
dressed before. The fact that this fragment probably belongs to a dithyramb, the
mention of Te[Aer]av in L. 6 and of the ivy-wreaths of 1. 7 make it certain that
Dionysus is addressed here. The beginning of 1. 5 ] ave[ may be part of a voca-
tive, with or without elision. The first letter is strange, but looks most like a §;
there is, however, no suitable word ending on -£a7oc.

If kvavoyirwy is a vocative it almost certainly refers to Dionysus (see above).
Cf. also Ar. Av. 1389, where the dithyramb is called kvavavyic.

A third possibility is that the antithesis with ctacic may have been explicitly
stated by mentioning e.g. Elpfva (cf. E. fr. 453 quoted above): ‘may civil strife
stop; may then Peace set foot in our city and may the chorus (or the people)
celebrate with song your (Dionysus’) ritual’. In such a text kvavoyitwv could refer
to Peace.

4 ] w6da : for moda associated with dancing (see Zimmermann 1988, 22), cf.
Pae. 6, 18 wodi kpotéo[vTL yav Bojar; fr. 107b, 1 Ehappov GpxM’ ... modav; Od.
8, 264; Pratin. PMG 708, 14; Call. H. 4, 306; fr. 67, 14 Pf.

5 kvavoxitov : the papyrus read originally kvavoxitwv. This is the Doric form,
cf. Sophr. 35; P. Oxy. 1269, 30.

West 1966 on Hes. Th. 406 Anrod kvavowemhov remarks: ‘black clothing is
elsewhere associated with mourning (uéAac for mortals, kvdveoc for gods) (...),
or with deities such as Night (...), Death (...} the Erinyes (...). Leto has ordinarily
nothing to do with any of this, but we may recall the cult of Leto Muxia or Nuxia
... This fragment has nothing to do with mourning either. In Pindar kvdveoc(-
compounds) are associated with the divine. For the essentially positive connotation
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of kvaveoc see Fogelmark 1972, 24; H. Kriegler, Untersuchungen zu den optischen
und akustischen Daten der bacchylideischen Dichtung, Diss. Wien 1969, 51-52. Cf.
0. 6, 40-41 Aoxpac o kvaveac / Tikte Oedppova kovpov; 13, 70-71 kvdvaryic
wapbévoc (Athena); fr. 29, 3 kvavdpmvka OnfPav; fr. 33¢c, 5-6 pdkapec & &v
"OMOpmaL / (SC. KLkATiLEkoveLy) TiAEpavTov kvavéac xBovoc dctpov (Delos); Pae.
6, 83-84 kvavomAdkoLo ... movtiac / BfTioc. Kvdveoc is dark-blue rather than black
since the blue colour of kbavoc is certain, and a dark blue shade is imaginable
in the adjectives Pindar made of it.

The adjective is a dwak. Seaford argues that such new words are characteris-
tic of the dithyrambic style (1977/78, 88 n. 59), but the compound is a rather
simple variation of kvavémewhoc (h. Hom. 2, 319; 360; 374; 442).

6 ] 1ecv Te[AeT]@v : that Tederd refers here to the ritual festival of Dionysus
is indicated by the mention of ivy wreaths in 1. 7 (see also note ad loc.). Teav
must then be equivalent to Avovvcov or Bpopiov, cf. fr. 70b, 6 and note.

pehifov : ‘celebrate in or with song’, cf. N. 11, 18 ( Apictaydpav) pehti-
ySotmoLct ... perilev dowdalc.

Pindar uses pehifow and especially péhoc frequently (Slater Lex. s.v. wéhoc cites
18 places for ‘song’ and two more for ‘music’), probably because these words
suggest the sweetness of songs: Dornseiff 1921, 61 already drew attention to the
similarity in sound of wéloc/néAm and pén. N. 11, 18 (cited above) is very
illustrative in this respect; cf. also Theoc. 20, 26-28 ¢k cTopdTwv 8¢ / Eppeé poL
Pwvd YAvkepwTépa H LEAL kTP@. / @BV BE oL 70 pEALCp, kal Ty COpLYYL LEALCOW.
See also J.H. Waszink, Biene und Honig als Symbol des Dichters und der Dichtung
in der griechisch-romischen Antike, Opladen 1974; S. Scheinberg, The Bee Maidens
of the Homeric Hymn to Hermes, HSPh 83 (1979), 1-28, esp. 23; H. Wagenvoort,
Inspiratie door bijen in de droom, Mededelingen der KNAW, afd. Letterkunde
Nieuwe reeks, deel 29, 8 (1966), pp. 60-61; Lehnus 1979, 170-176.

7 ] wAoxov c[tepd]vav kiccivaw : the marginal note probably referred to
wA6kov and read dv(Tl T0V) wA[exrdv (Grenfell-Hunt 1919, 37). Cf. E. Hipp. 73
TAEKTOV CTEQQVOV.

For wAbkoc ‘wreath’ cf. Pi. O. 13, 33 wAokor cehivwv; E. El. 778 pvpcivrc ...
wA6kovc; Med. 841 podewr mAdkov GubEwy.

It is impossible to determine from the text whether Dionysus (addressed in
1. 11 £X6€) or the subject of peAifou in 1. 6 wears the ivy wreath that is mentioned
here. The connection between Dionysus and ivy is traditional and is expressed
in many epithets, cf. esp. AP 9, 524, 11 kiccocTépavov. For ivy wreaths worn by
Dionysian revellers cf. fr. 128¢, 24 évri [8¢ kai] / 6 dAAovToc ék KLCCOD CTEPGVWY
{&x} Avo[vi]cov / of Bpopr < > ? mardpevar; E. Ba. 81 ke ... crepavwbeic; 177;
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702-703. Ivy typifies in its evergreen vitality the victory of vegetation over its
enemy the winter (Dodds 1960%, 77) and is therefore very suitable for the spring
god Dionysus.

8 xpoTagov : kpéTagov, and especially the singular of it, is a rather infrequent
word. Pindar does not use it elsewhere in his extant works, and Bacchylides uses
it once as ‘slope of a mountain’ (17, 30). The regular word to be used with
wreaths is kdpa, cf. 1. 3/4, 87-88 Aevkafeic kdpa / woproic; fr. 94b, 11-12 dprfcw
creqpdrocy BdA- / horca wapBEviov kdpa.

9 Jewv EXBE ¢ihav &1 TéAe _ : an important element in hymns is the invitation
to the god to attend, formulated as é\OE, Baive, ikov, pore (Norden 1912, 148;
Zuntz 1951, 338). Cf. fr. 75, 1 AeV7’ &v xopov; h. Hom. 24, 4 Epxeo; fr. adesp. PMG
871, 1 £ABelv fipw ALéruce. Zimmermann 1988b, 36 concludes from this cletic EA6E
that this must be the beginning of the poem. This is, however, not necessary,
because cletic elements can also be found later in a poem, see note on fr. 78
Contents.

For Pindaric examples of Epyopat with the accusative of direction, see Slater
Lex. s.v. Epyopar 1.c.

The last word is difficult. The original moAew has been changed, probably into
woAeac, which can only be explained as a plural accusative (cf. JI. 4, 308 v.l.
Aristarch.). We expect, however, a singular accusative to go with @ilav (in that
case the @ would have a very long, strange tail), or perhaps a genitive to go with
e.g. pihav &xpav, xapav sim. This last suggestion is made impossible because the
correction cannot be read as wéAeoc. It seems certain, however, that it is some
case of mOALC,

Jewv can be the end of a participle with €ABE, or a plural genitive with woAe _,
indicating its inhabitants.

¢llav : to call a city ¢iroc implies a relationship of nearness, to be trans-
lated by ‘dear’ or ‘one’s own’. Cf. O. 1, 38 gilav ... Ziwviov (Sipylon of Tantalus);
9, 21 pirav moAw (Opous, hometown of Epharmostus); N. 8, 13 wéALéc @ vmép
¢lrac (Acegina of Aeacus). See also Kienzle 1936, 87. The emphatic &) inten-
sifies the meaning; cf. P. 4, 273 ducmwakéc &1 yiverar; fr. 108a, 2-3 el0ela 67 /
xéAevBoc. Dionysus’ ‘own’ city is Thebes, cf. 1. 7, 5, but it seems reasonable to
suppose that in a dithyramb any city for which it is composed can justly be called
‘Dionysus’ city’.

10 Juvov 7e cxomedov yelTova mpirram [ : the ckomeloc yeiTwy is probably a
mountain near the gihav woh  ?; if Thebes is the city (cf. fr. 196 Mwapav 7€
OmPBav péyav ckdémerov), we may think of Mt. Cithaeron (cf. E. Ba. 33; 62-63; 661-
665 etc.). Or perhaps it is another height with a sanctuary, in this context most
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likely one of Dionysus. Cf. I. 1, 53 where vyeitwv refers to a sanctuary of Poseidon.
Theoretically the ckémehoc may also refer to the acropolis of a city, cf. Pae. 4,
21 (Ceos); E. Ion 871, 1434, 1578 (Athens). But this would imply that two neigh-
bouring cities are meant, which is unlikely: we have no examples of songs com-
posed for more than one city.

apiram _ : perhaps a vocative wpirawvt x[vpLe sim. as in P. 2, 58, or an accusa-
tive, in apposition to ckomelov yeitova. Although wpirawc is mostly said of
persons, esp. gods, it is also possible with things, as e.g. olvoc (Ion PMG 744, 5,
4-5), aud1 (fr. adesp. PMG 954a). There is generally a genitive connected with
wpiravc (cf. e.g. P. 6, 24), or sometimes an adjective (cf. E. Tr. 1288 ®piryie).
In this line such an adjective or genitive would have to be supplied after mwpi-
Toan[.

11 Japa' xai ctpand : the first word is rather difficult to read. It is most
likely Japa, followed by a high stop, but probably not 6]a.d, because the impera-
tives indicate that the fragment refers to a particular occasion where ‘often’ does
not suit. Another possibility would be waA]dua in the sense of ‘hand as used in
deeds of violence’, hence ‘a deed of force’ (LSJ L.2). But in this sense the word
is an abstractum and therefore difficult to connect with a concrete word like
ctpatid. The most likely then would be dpa, ‘at the same time’, (as the god who
was invited in 1. 9) although the high stop is awkward if dua must be connected
with kal cTpatid. On the other hand, the mistake ctpaTiaic could be an argument
in favour of duna.

Although the c is strange we could also read Japoc or JApoc.

The correction of the last word is unclear. It looks as if a small a has been
added above the deleted ¢, to make it clear that a nominative is meant.

12 )7 dxvapwrel xpépacov ¢ LSY Suppl. corrects into éxkvapmri, Schroeder
1923% 548 into dxapmrel. For the adjective dx(v)apmroc cf. P. 4, 72 Bovhaic
dx(v)apmroic; I. 3/4, 71b uxav & dxapmroc; Pae. 6, 88 dxvapmtov pévoc; P. Oxy.
2445, 15a, 5.

Whatever the spelling is (see Braswell 1988 on P. 4, 72 pleading to print
dxvapmroc consistently), the translation remains ‘inflexibly’, “unafraid’, suggesting
resistance to a counterforce. This means that dxvapmrel cannot belong with
kpépacoy, so that ]7° must represent ] 7(g). Perhaps the text must be reconstructed
to give e.g. ‘you, the army (must come) too, and (after having fought?) without
fear hang up (your shields?) and (put down?) your spears’ (see my note on 1. 13),

The adverbial ending -ei is to be expected when the preceding letter is a 7
which belongs to the stem (Kiihner-Blass 2, 303), so there is no reason to change
the papyrus text.
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For kpépacov in a dionysiac context cf. Ar. Ach. 279 1) &’ dcmic év 1dL pePaimi
kpepnceTan (Zimmermann 1988, 22); in a more general context of peace cf. E.
fr. 369 keicBw 86pv pou pitov dugLmhékely dpdyvacc, / pera & fuxlac TorLdL
YfpaL civokoc / dudoLpe kdpa cTepdvoLc ToALOY cTEpavacac / Opmikwov TENTAY
Tpoc ' ABdvac / mepukiocLy dykpepdcac Bardporc / SENTov T dramTiccouL ya-

/ puv dv cogol kAEovTal.

13 ]Jc e xdppaxc : the scholiast adds Tac Emdopartidac, cf. £ Pi. 0. 9, 128 about
a similar use of xdppm by Stesichorus (PMG 267) and Ibycus (PMG 340). Its
meaning must be ‘spear-heads’, something added onto the 86pv, the shaft. Cf.
Demad. 20 peta Bpaxy 8 kai al 7év Maxkedovwy embopatidec fmrovt 1dm tic
' Artikdic; Plb. 6, 25, 5; Plu. Apophth. Lac. p. 217e. Since a spear-head by itself
is not very useful, we must understand it here as a pars pro toto, indicating the
whole spear. The word’s etymology excludes the meaning ‘spear-shaft’ (as LSJ s.v.
¢mdopartic III proposes). The marginal remark makes it clear that xdpua cannot
mean ‘dionysische Festesfreude’ (as Zimmermann 1988, 22 thinks).

Te indicates that the spears are mentioned with something else. The other
object may have been shields, cf. E. fr. 369 (cited above). Shields are a logical
object with kpéuacov, but the spears need another verb, e.g. @woti@nut sim. Such
a second verb may have stood in the lacuna, but zeugma is also possible.

14 Juf _ Jvroc abxmv piorto wal : the only meaning of avyfw in Pindar is
‘neck’. In a dionysiac context the word could refer to the frenzy of Dionysus and
his worshippers, cf. fr. 70b, 13 pupaiyev. (Zimmermann 1988, 22). It is difficult,
however, to fit piovro into this interpretation, as Grenfell and Hunt (1919, 45)
have already noted. Bury interprets abyxmnv as ‘neck of land, isthmus’, cf. B. 2, 7
avyéw’ IcOuob. The meaning would then be ‘put aside arms and preparations for
war and trust for defence to the Isthmus’ (Grenfell and Hunt 1919, 45). It is true
that the geographical position of an isthmus has such a great strategic advantage
that only part of an army is needed for its defence. A small group may be left
to guard it. If the Corinthian isthmus is intended here, the dithyramb may have
been composed for Corinth (Bury; see Grenfell-Hunt 1919, 31-32).

15 Jov wélov" : the stop at the end makes it likely that the optatives of Il. 14
and 15 belong together and contain two connected ideas. The optative méloL
implies that Jov is the end of a word with a positive connotation (unless méAoL
stood with a negation).

16 JAav woévoL xopdv : connected with xopdy we must assume a positive inter-
pretation of wovov. Such a positive connotation of the words mévoc and péxfoc
is typical of Pindar, see Dornseiff 1921, 59; Radt 1958, 40. The idea that exertion
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in the service of a god is easy to perform is found elsewhere, cf. E. Ba. 66-67
Bpopiww wovov 160y / kdpatév 1 edxdparov.

17 Jeec 7 &oudai, : if Jeec is the end of an adjective, it will certainly express
anotion of pleasure and charm (see Verdenius 1983, 48), e.g. mohvyab)éec (Gren-
fell and Hunt 1919, 45; cf. fr. 29, 5 Acwvicov moluyabéa uudy; fr. 153 Avdvvcoc
moAvyaBnc), ebuer]éec (Snell 1975% 76; only found in later authors). It is likely
that dotdai refers to the dithyramb itself.

18 Joro @BAov of : the ¢Trov may refer to the city for which this dithyramb
was composed.

19 ]e merdhorc fp[ivoic : for spring leaves cf. Nonn. D. 44, 126 eiapivolc
TeTANOLCLY EpLTpwBTcay dyviai; Pi. P. 9, 46 fpLva ¢UAN’. Much more frequent
is dvlecwv elapivotewy (e.g. Il. 2, 89; Hes. Th. 279; Op. 75; h. Hom. 2, 401; Simon.
PMG 581, 2).

Not all festivals of Dionysus are celebrated in spring (the Lenaea, the Delphic
Orgia and the festival in Arcadian Cynaetha were winter festivals) but most of
them are: the Dionysia, Anthesteria, Agriania, and ¢f. Ar. Nu. 310-313 fpi 7
gmepyopévor Ppopia xdpie, / etkedddwv Te xopdv tpedicpara, / kel pobca
PBapippopoc abrdv; Philod. Scarph. 6, 252 (Diehl) [Aevp’ dva AluBvpapfe Baxy'
/ €]ULe, Tadpe, kiccolxal- / Ta, Bpopy, pwvalic tkov] / [taicd’] iepaic év dparc;
Paus. 3, 22, 2 fipoc dpyopévov Arovicwt Ty Eopriy dyouciy (see also F.A. Voigt
in Roscher Lex. s.v. Dionysos pp. 1059-1063).

23 In vapliac [ : for Dionysus as Tauvac cf. S, Ant. 1154 (see J.B. Bury, Pindar.
Nemean Odes, London 1890 [ Amsterdam 1965], 237-238, who suggests that there
may be ‘some technical use of Tapicc in dithyrambic worship or the mysteries
of Dionysus’). Other possibilities are Zeus, cf. e.g. /. 4, 84, or a mortal king or
authority. This last use is more frequent in Pindar, cf. P. 5, 62 tapiar Kvpdvac;
N. 10, 52 tapiar Zwdprac; of the poet himself: 1. 6, 57-58 tapiac / ... kdpov; 9,
7-8 Tapiay e copol / Moucav.
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P. Oxy. 2445 fr. 1 col. 1

Jvoc [ ]I
1 [
126 [
hrravmeaveko [
5 ].apref] [
1 [
J5wopvamepww [
] [
Jverape [
10 ] .vrotavTo]
] [
.o, Javre [
love [, ia [
] vrevevpatp | ] [
15 ] aviexedr’ave[ Jkavadol]
v
L
Jonwvvevcevav _ kafv] [
160ALx@d’ o8] Jcab var [
Jvov (][
20 ] xopved [] |
lp@yecw [] [
JpoTou,cmevd|
] eror €[
1011
25 1.l

unknown number of lines missing

3). dot at medium height | .[ a stroke rising from below left | 4 .f an upright | 5. tip of un upright
| 10]. right-hand side of a or A | 12 ). right-hand side of a curved lctter, e.g. o or 8 | 13 ¢.[ upright
with traces of ink at the top of the letter on the right-hand side | ). top of a stroke | .[ upright,
descending below the line, probably p | 14 |. right-hand part of a circle | 15 |. trace op the line |
17 [ trace on the line | ). horizontal stroke | 18 perhaps a high stop before 8ok | 8. no traces left
| 0. left-hand part of a stroke rising to the right | { trace of ink, touching the right-hand edge of
7 | 19]. right-hand edge of a stroke touching the apex of v | 20 ]. accent? | 22 .] right-hand part
of the loop of p | 23 ]. right-hand end of a horizontal stroke | .. tip of slightly rising cross-stroke,
followed by the apex of & or A | 25 .. tips of uprights
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Fr. 70d

Jvoc
]
]
Jray mepadekwv]
1, apreuf]
]
]
]
Y]taha pi-
JavroravTo[
]
}.hov] _ Javre
love [ ] vieg
Jetrevey patpi
1.av Aéxed 7" dvafylkata SoA[
Il
Kploviwv vedcev dvaykan[
J8oALxd & 68[0)c dBavdre[v
] vav
]. xopvpai
Tlpdyecwy
JpoToL cmevd[
} evoTedg]
1011
1.1

deest incertus numerus vv.

Scholia 3 A6e || 7 Suopv(Dpevoc) dv(l) wepav

4 d}rav, kacvylfray Snell 1975 | 9-10 yjoara Mi-[8éac ? Lobel 1961 | 13 @(pwv] dviap[6v Te
sc. yapov Snell | 17 suppl. Lobel | 18 suppl. Lobel | 21 suppl. Lobel | 22 Blporal ? Snell
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P. Oxy. 2445 fr. 1 col. I

2% .l
1 [
Jeeve[
lov{
30 1[0
3
Java prge [
1. |
e |
1.0 Joay [
35 Jew Aevmatpocvowt' awoxod [ ][
JecemvvmaTocuvBovievpac: |
P
] . 0Bevdédixpycoppamuwceveppay |
JoAtloxovyAav [
Ja'Top.verevcevidovramomta |
vy [Jvie.
40 1. nlwlep v8 [ ] erd Tac va [lea [

L
] emerpafv]®[  Jaf Joevav [ Jewrtov [

26 of v only the right-hand angle | .. base of a circle and a horizontal stroke, both above the line,
perhaps not part of the text | 29 ]. top of an upright | 30 ]. tail of a long upright in different ink
| 31 . upright | [ lower part of an upright | 32 most likely w, but v also possible | 34 ... dot below
the line | lower half of an upright | line curving upward to the right and a cross-stroke above: 8 or
e possible | &, perhaps A | 35 . two dots on the line, one wide letter or two smaller ones | 37).an
upright | .[ traces of thinner ink, perhaps not part of the text | 39 . a dot above the line | of first
= only the left-hand angle | 40 ). end of a cross-stroke | p. tail of a letter, as A or & | ]. lower half
of nor u | &. dot | c. short upright followed by a small dot above the line | a.[ lower half of « most
likely | [ upright | 41]. tip of a stroke rising from the left, level with the tops of the letters | after
&’ space for two or three letters | of 8 only the lower part | [ trace of the left-hand end of a cross-
stroke
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Fr. 70d

2% .l
1
Jeeve[
]Jov [
3 ]
Jawvéppmgav]
],
Je
1.0 o
35 + MJEW AEV TATPOC VOO,
...Jece v mdToLcy BovAebuact <v>*
" OAvp]m6Bev Bt ol xpucdppamy Gpcev Epuav [
... MJoAloxov yAav-
kamdla- 70 uev Exevcev: idov 7 drTomTa
40 I 4 yap [a]irdy perderacwy drpay]
Jxe: méTpan & [Eq]a[v]Oev avTfi] pwrdvy

Scholia 38 dwokod |

31 Snell | 34-35 tJocat-[va Lobel | 35 p]énarey Lobel; wléumiev Snell | 36 (2)gtha)cce Snell |
37" O(v)hvu]méBev Lobel | 38 kei (rdv? Lobel) wlonioxov Snell | 38-39 Mhar-[k@mb]a Lobel |
40 Bectpalr’ Snell | 41 .. 6rxe Snell | [Eqla[v]0ev Snell Hermes 90 (1962), 6; [Ew]a[x]6ev Lobel
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] . mepuwroca  “apoPavedaccarto]

}.apxaf ][] |
Jce [ Jou [
45 Jov [.....] vevoctedanpo [
)
JunTel Fravrof[tlepuyewy [
[Jwv
1.vaf .. leremapmé[ Juka[Juopoy[
] [ 1 [
] [
1
1
1
1

42 ]. upper part of an upright | .. left-hand side of v or p, followed by the right-hand end of a
cross-stroke | 43 ]. right-hand end of a cross-stroke | []. dot level with the tops of the letters | 44
] lower tip of an upright descending just below the line | .[ y or left-hand side of « | 45 [ left-
hand side of y, = or perhaps v | ]. perhaps the right-hand side of the loop of p ] 47 ]. dot level with
the left apex of v | after & space for one wide or two narrow letters
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v 7 Epwroc dvr duoPav é8dccarto]

cTpajrapyxa’
].ee [, Jot
45 Jov [....]. yévoc e Savpo-

elnTelp | Jran 10 BE puyely
1.9[,...Jere mapwal Jv kafJuopor

42 \nypav Lobel; alwd]y Snell; poipa]v Pavese 1964 | 43 suppl. Lobel | 45-46 Savpo-[cv ¢]irse[pov
gclrau Snell | 46 suppl. Lobel | 47 wepnd[A]aw ? Snell

P.Oxy. 2445, fr. 2
I
]..a%q]
] [
] [
5 ].ax(
lemp[
|

2 ... traces compatible with the right-hand side of a small circle, followed by a tall interrupted upright,
perhaps o¢ | 5 1. upper tip of a diagonal descending from upper right, perhaps « or v

2 wplogara| Lobel 1961, imjogaral ? |3 AvyJvax], elbax( Lobel
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P. Oxy. 2445 fr. 3

1.1
e [
18pec]
1.0
5 1.0,
1. novay[
Jeyoupa [
1) only traces of ink | 2 .[ first w or v, followed by a dot below the line | 4 only traces of ink ]
§ ). the lower tip of an upright below the line | ]. the end of a letter, as of w or v | . 0 or lower part

of € or ¢ | 6 ]. upper tip of a very tall upright, perhaps interlinear between IL 5 and 6 | . upright
§ 7 [ start of a stroke rising to right

7 of. P. 10, 52 wpaupabe youpadoc Lobel 1961

P. Oxy. 2445 fr. 4

2 right-hand side of o or @ | 7). high horizontal stroke | .[ slightly rising horizontal stroke level with
the tops of the letters

P. Oxy. 2445 fr. §

lmee [
] [

] ovoc |

10
5 Jeceraduov _ [

] [

1 [ start of a stroke rising to right | 3 ]. right-hand tip of a stroke touching o | . period ]5.two
dots on the line, probably v + another letter because they are so close together
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P. Oxy. 2445 fr. 6

lic |
{ov
Jxepeyade [

2 [ dot on the line

P. Oxy. 2445 fr. 7

1L.LLLLI
Jatmica [
] [
] |
5 Javérocou]

lev [

1]..[ dot, followed by the lower part of c or & | ).[ upright below the line | ].[ upright below the line
] 2 of Ja only the tail | ¢ acutus in different ink, a corrected from o | ..[ most likely v, followed by
the beginning of a stroke rising to right
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P. Oxy. 2445 fr. 8

1
] eheyec]
[
R
Jmavcey: Sawch’ |
pewc'|
1 —I
n
5 ] .. arahavr urjciaco|
ovxovtwuo|
Job
| O I |

1 [dot | 6 ot may be e

P. Oxy. 2445 fr. 9

I
1 (
] [
] [
5 ] (
I [
Jocepor [
] [
] (
10 Jvekvap |
] [
] (
] [

1 traces of two or three letters | 6 ]. end of a cross-stroke | 10 especially the last two letters are
in different handwriting, but apparently part of the text, since they are in the same ink and of the

same size

10 v ékvap- | wr- Lobel 1961
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Fr. 70d (g)

)

]

Jmavcey

]

]
KAJofol

HIT
Scholia 2 pheyec] | ] Aw w(ept) w[ || 3 15awc & [ || 4 Jpewc: || 5 .. Arardven 7 1dco[v || 6 obx
ol o

5

6 suppl. Lobel 1961
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P. Oxy. 2445 fr. 10

LI

JaTan [
] [
Jevemey|

5 ].c. nuen\|

1. end of a rising stroke [ 2 .[ beginning of a rising stroke | § .] top of an upright, with the tip of
a thin stroke above (accent?) | . a dot level with the tops of the letters

P. Oxy. 2445 fr. 11
Jummof
1 avoy|

2 ). traces of a short upright

P. Oxy. 2445 fr. 12
4 lines blank
5 ] 8ackiov]

1y [
1 [

§ ). horizontal stroke, touching 8 at the middle, perhaps e? | 6 ].[ tip of a tall upright
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P. Oxy. 2445 fr. 13

lpat (

]. afoukncey

P. Oxy. 2445 fr. 14

131

2 ..[ small upright, followed by a dot | 4! [ lower part of an upright, a stroke rising from its lower

tip | 42 after m perhaps Au or v
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(2)

®)

10

FRAGMENT 70D ETC.

P. Oxy. 2445 fr. 15

1
].oBocTeTa]
JavpaNemc|
JexTopuxa[
] @vimep6da[
Jaxvapmro[

] Tabeice [
Jobov [

] [

1111
J.xen [
Jere [

I

1]. upper part of an upright | 4]. end of a horizontal stroke touching at the bottom of w | 6 ]. end
of a horizontal stroke, perhaps overhang of ¢ | .[ dot on the line | 7 .[ k without upper arm or lefi-
hand part of p or anomalously upright A, followed by a small dot | 10 ]. perhaps right-hand stroke
of @ | [ left-hand angle of 5, @ or | 11 .vor 7 | [ start of a stroke rising to right | 14! [ lefi-
hand side of a rising stroke | 142 . upright, with the right-hand end of a stroke from left touching
its top | 16 |.[ slightly concave upright

P. Oxy. 2445 fr. 16

1 1

Jeartol

[expal
1.7

4 ]. upper part of an upright



(2)

(b)

10

15

2 suppl. Lobel 1961 | 3 xaA[k(e)o- Lobel | 4 sc. Achilles? Machler 1989 | 7 suppl. Lobel

FRAGMENT 70D ETC.

Fr. 70d (a)

] .080c Teta[
klai paX’ émcfta

J'ExtopL xaA[

] . @v Vmepr b da[
Jaxvapwto[
Jerabeic € [
ploitov [

] [

1l

] xe [

Jerev [
]

v

133
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P. Oxy. 2445 fr. 17

). ov|
1. bavag(
] vornhve[
] vaday|
5 Jeuhawkp [
] [
] (

] .owae [

1 ]. horizontal stroke on the line | 2 . above the line the lower part of a convex stroke | 3 ]. only
traces of ink | 4 ). right-hand end of a high horizontal stroke, perhaps of ¢ | a marked long or
accented with a gravis, probably the latter | 5 above a a washed-out sign | [ lower tip of a rising
stroke



(a)

(b)

©

FRAGMENT 70D ETC.

P. Oxy. 2445 fr. 18

135

(a) 2 ][ lower left-hand curve of ¢ or €? | 3 [ lefi-hand tail of A? | S [aor b6 | () 1] two
horizontal strokes above each other | .[ dot on the line | 2 ]. small horizontal stroke | .[ dot at
medium height | 4). traces on the top of the line | §]. dot on the line | 6 traces of two letters and
a gravis on the second letter? | (c) 3 .[ perhaps 1, but anomalous | 4). more likely A or p than
| [ short upright off the line, perhaps left-hand side of #?
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P. Oxy. 2445 fr. 19

(a) vl
xou[
v [
ull
5 a [

. oukET'avT [
kotéccat’e [
meEAwpaBov]
PAOYadEpKO [

10 wécovata |
Tixencec |

laf ] e [

(b) I7've®evera]
Joaws
Jeikoc|
1 [
5 11

(©) 17l
lacer-1[
lev apaf
Jddec [

(d) ||

). c18af

(a) 3 [ lower part of an upright | 5 .[ cx possible, but perhaps we? | 6 in the margin a sign, the
right-hand part of an upside triangle | .[ a or @? | 7 .[ an upright | 9 [ start of a stroke rising to
right | 10 [ upper left-hand arc of a circle | 11 .[ perhaps the left-hand tips of x? | 12 ]. dot at
medium height | [ upright with a cross-stroke beginning at medium heigt | (b) 2 & perhaps ¢,
suggested by some ink above the left angle of 8 | § only traces of ink | (c) 1 ). lower part of an
upright | [ left-hand corner of ¢, ¢ or o, perhaps w | 3 . tail of an upright | 4 [corw | @ 1]
stroke curving to left, perhaps foot of 7 | . lower angle asof e or ¢ | [ mor v | 2 ]. right-hand tail
of a or A



(a)

10

4 suppl. Machler 1989 | 8 vel wéhwp’ dBov| Lobel 1961 | 10 drac[6ar- Lobel

FRAGMENT 70D ETC.

Fr. 704 (b)
! (b)
oV[}]7" Lc’ evern]
v [| Jeavd[
w[|  v]eikoc[
a [

obkéT aira|
kotéccar & [
TEAwpa Poy[
@Aoya Seprop|
Técov drac]
i k€ e ecy|

Wal ] e ]

137
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] Per o
an[
lv (
lav [
1
Javr epa _ [
s ] [
1 [
lv. [
] [
] [
10 Jukey[

FRAGMENT 70D ETC.

P. Oxy. 2445 fr, 20
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P. Oxy. 2445 fr. 21

(@ 1Bul, Jo [
Jvpacraen{
1 [
] [
5 Jnarcrap [
] [
lepov |
P

1, I

139

(8) 1 .[ an upright | 5 [ an upright | 6 rubbed ink | 8-9 traces of a note | 9 . top of an upright
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P. Oxy. 2445 fr. 21

() 18.(
“waf
Il
1.1

5 Jvaid(
J.wv [
iyl
].ol

(©) LWL L
wap|
1. vrepod[ ][..] 8w [
1 vaxw [ Juwvkpoxw|
Fravep [, Jnwavial
5 lat[ Jap pevoy [
v rohwrnve |
} . ec€oxAeopevoLye(

16w0v evp Topdm{
1.7 evBefy

10 Jev wxaip [
Jwoluerd [
Jpedd [
Ixone [

(®) 1 [ oor lower part of e | 3] upper right hand tip of v? | [ two short horizontal strokes above
each other | 4 two dots | 6] dot | [ an upnight | 7 asper deleted | 8] two tips of uprights,
perhaps one letter, eg . or v | o perhaps p | [ upper end of a stroke descending to nght | (c) 1
1[ tad of p, v, ¢ or ¢ | 2] overhang of ¢ possible, or middle stroke of e | 3 [ left-hand side of a
arcle | 4 [ an upright, with a hook going to right at 1ts foot? | 5 Afier p the middle part of a stroke
nising to night, before w the extreme lower end of a stroke descending from left | 6 [ dot on the
line, followed by the lower part of an upnight | [ left-hand part of y or w | 7] the upper end of
a stroke rising from left | ce e seems to have been wserted later by the ongmnal hand | 9 ] nght-
hand edge of @, A or 8 | most hkely v, but some unexplamned ink above it, perhaps p? I 10 an
upright |  wcu possible | 11 [y or w | 12 [ perhaps 77 | 13 [ perhaps the top left-hand curve
of c
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Fr. 70d (c)

1L ]
1. 7e pod[av] [
], dakuwl[ uwv kpokw[v 7(€)
Jravep [ I mavra(
5 larl Jap, mevov [
Ti]ve TroAw, TV E [
] .€ céo khedpevor yef
J&vore
].7n ev BaBu[Awy
10  Jev vxailp [
Jwohvc A6 [
Jperr [
Ixone [

(%) 6 try{y-? Lobel 1961 | (¢) 2 crepdvoi]cy, &18e]cu sim. Machler 1989 | suppl. Lobel | 3 vaxuv-
6{e}ov? Machler | suppl. Lobel | 4 tpi[fov}re Maehler | 5 p]apvapevov Snell 1975* | 6 suppl.
Lobel | 1iv’ tn[uxdpuov Hipwa Snell | 7 parrév] ke Maehler | 8 &]€wov Maehler | 9 suppl. Lobel
] 11 Aéy{oc Machler
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142 FRAGMENT 70D ETC.

P. Oxy. 2445 fr. 22

Trel

P. Oxy. 2445 fr. 23
(beginning of column)

JatkeLvarypovar|

] EEevvo  panTeA[
] .évr Jrnpkane [
el

2 ]. a slight trace of the top of an upright | ... the top of a circle, a dot level with the tops of the
letters, the upper part of an upright | 3 }. aloop as of p or ¢ | [ the start of a stroke rising to right
| .[ two dots side by side level with the tops of the letters | 4 ]. the upper part of an upright | [
cross-stroke slightly sloping downward | § tip of an upright descending slightly to right | dot level
with the tops of the letters | two dots at medium height
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Fr. 70d (d)

Jau ketvar xpover: [
], E§evvo o TEA[
1evr [ Impkaie [

lel
1.1

143
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P. Oxy. 2445 fr. 24

1.0

Jarav]

1
JxaAvddv [

€
5 Javx[a]ppad]
ITecavTov|
IR

lav |
Juwv'axdp|
10 lol
].evl

1.0

1 the lower tip of an upright | a small horizontal stroke on the line | the beginning of a stroke rising
to right | the left-hand side of a circle, a little lower than the other letters | 7 |. the right-hand tip
of a stroke level with the tops of the letters | 10 ]. traces consistent with v or «,  most likely | .[
w or v, p most likely | 11 ]. the right-hand end of a cross-stroke level with the tops of the letters
| 12 perhaps part of a note, it could be interpreted as 1°c
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Fr. 704 (f)

1.l

Jardv

] 1
JKarvdaw {
5 Jau xeppad[
I7" &c atmov |
]owov |
lav [
RJLuy’ dxdp|
10 lo|
] v

1.0

9 suppl. Snell 1975*

145
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P. Oxy. 2445 fr. 25

le l
Jogumn]
Jateme [
Jvdpawv |
s Llewnl
Aoywv |
/ xavrpeTdp[
¢pBLTopEVYQ]
1 ). perhaps the lower part of the right-hand loop of ¢ | .[ the lower lelt-hand arc of a circle | 3
[ only traces of ink | 4 [ only traces of ink | 5 .[ perhaps the left-hand base angle of & | ]. a trace

consistent with the lower part of the diagonal of v | ..[ only traces of ink | 7 in the margin a curved
line

P. Ory. 2445 fr. 26

ke[

_orm
LTe[
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Fr. 70d (e)

lel

Joguvra|

Jatewe [
kdjvbpav [

5 slolveivn. _ |

Aoylww [
kol TpeTdp[
¢Oito pev yaf

2 bujwEiral- Lobel 1961 | 3 &we[a ? Machler 1989 | 4 suppl. Snell 1975* l § 8[uJvevvry propter
spatium potius quam 5[o]vetvr, Lobel
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P. Oxy. 2445 fr. 27

Jemo [
lodm|
Javpaper|
JevSpord[
.0.
5 Juvdrwvkpe]
I o] emmncexof
Jyavdevray(
Jvagvcced [
1ov i
10 Jieardpal
J8apayapoixod [
Jaxat [ ] ove [
Jmed(
1.0

1 [ the start of a stroke rising to right | 2 = might be v followed by an upright | 6 ]. probably the
right-hand tips of « or x | 8 [ the left-hand arc of a circle | 9. the ink below* does not suggest
any vowel | 11 [ dot on the line | 12 .[ the left-hand bottom angle of @ would suit | ). the right-
hand arc of a circle, perhaps 6 | .[ the lower part of the left-hand side of ¢ or the like | 14 three
tips of letters

P. Oxy. 2445 fr. 28
(beginning of column)

JadavTik|
Irex(
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Fr. 70d (h)

Jewo [
wloAvm|
] alya per|
]JevSpou §[
Y]vdrwv* kpe[
]
] yavdevra x[
Jv* Aedccer & [
] g
Jikear & paf
]6apa yap oixobe[v
Ja kata [x]66V" € [
Jmed[
LI

10

2 suppl. Machler 1989 | 4 eti5]evdpor Lobel 1961 | S suppl. Lobel | 10 iéea vel dpiteo Machler
| ndlxap, nd[xawpa Machler | 11 suppl. Snell 1975* | 12 suppl. Lobel
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P. Oxy. 2445 fr. 29

LI
1. vex(
Nev [
].céexl
5 1Bpota]
Joicdo [
“Tweut]
lpoca[
Jvov [
10 ].ay [
1.0

1 tail of an upright | 2 ]. speck of ink ] 3 [ left-hand tip of a cross-stroke, perhaps 77 I 4]. speck
of ink | 5 B might be taken as the tail of a with the right-hand end of a *hyphen’ below but for a
trace above, which presumably represents the upper loop of B. But a compound of dporéc with a
marked long or short is possible l 6 [ the upper end of a stroke descending to right I 9] aord
] 10 .[ perhaps vt or v but neither accounts for the thick curved stroke between the upright parts
of these letters | 11 a small horizontal stroke

P. Oxy. 2445 fr. 30

e[
Jvoy[
levp(
Jveve [
5 Jvcaval
].ceA[
].a61(
1. axaf
|
10 lar
11

1 specks of ink very close to 8 | 2 v might be [ | 4 .[ beginning of a stroke rising to right | 6 ].
a dot level with the tops of the letters | 7 ]. two dots, one high and one low | 8 ]. right-hand side
of A, a or perhaps § | of af only the left-band angle | 9 ]. middle part of an upright



FRAGMENT 70D ETC. 151

P. Oxy. 2445 fr. 31

L
] wucBey]
Jweppey [
||
5 Javpoy[
JeTovue]
Javde [
Jewx [
Jov [
10 Jav sour_ [
o\eTowp
Jvaraa [
I
Inroy [
Jau [
15 Jewpec]

2 ]. tip of a cross-stroke touching o at medium height | 3 .[ upper lefi-hand tip of a stroke descend-
ing to right | 6 c might be a or k | 8 [ an upright sloping to right | 11 [ tip of an upright | 13
+[ might be =



152 FRAGMENT 70D ETC.

P. Oxy. 2445 fr. 32

11
lco [
o [
Jeyyel
])}(!'Cc'i . [
5 ] 8ed |
Jova {
]k
I
Jaax [
10 Jewde [
Jo*pea|
o [
lad [
Jovpd]

1 [ v or the left-hand part of & | above it the left-hand part of a heavy dot § 2 .[ a stroke rising
to right followed by the extreme lower end of a stroke descending below the line, perhaps ap | 4
J[ an upright | 5 1. the foot of a stroke descending from left | .[ beginning of a letter touching A |
6 .[ an upright | 7 ]. the upper part of an upright | 9 [ the top of an upright well above the letters
| 10 [ perhaps a stroke rising to right | 12 .[¢, 0 or ¢ | 13 .[ @ or §, but either slightly anomalous

2 xa]ikoap[a Lobel 1961
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P. Oxy. 2445 fr. 1 = fr. 70d

Tradition

P. Oxy. 2445 and P. Oxy. 1604 (Pi. frs. 70a-c) probably come from the same roll
(Grenfell and Hunt 1922, 47). The handwriting of both papyri seems identical.
This suggests that the poet and the genre are the same and that P. Oxy. 2445 fr.
1 comes from the Dithyrambs of Pindar.

Pindaric authorship is not inconsistent with the language and a mythical
narrative is characteristic of dithyrambs. We find no references to Dionysus and
the dithyrambic festival, but these may have been mentioned in part of the
missing contents.

Contents

The papyrus does not give much indication of the structure of the poem: no
paragraphus and no changes in contents such as invocations or ‘I'-statements, The
whole fragment is a (mythical) narrative. The second column tells how Perseus,
supported by Hermes and Athena (1l. 37-39) and protected by Zeus (1l. 35-36),
used the Gorgon’s head to petrify Polydectes (1. 42-43) and the people of Seri-
phus (1l. 39-41). The first column refers to a mother (L. 14) and a forced (mar-
riage-?)bed (1. 15), followed by the mention of Zeus nodding and of necessity
(1. 17) and the long road of (?) the immortals (1. 18). The other words cannot be
brought into a meaningful whole.

Metre

The metrical scheme of the columns is as follows:
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J--[ )-v---

120 1---227..

Fiihrer 1972, 4142 recognizes responsion between 1l. 4-14 and 1. 31-41, which
is quite an accomplishment in such incomplete lines. But the risk is that the
relevant lines do not overlap enough to warrant the conclusion of metrical
correspondence. L. 4 and 31 both fit. _ _ . _ -, but L. 4 uses only the last five
syllables, and 1. 31 the first four. In Il. 5-8 and 32-35 the lines of either col. I or
col. IT are completely missing. Of 11, 9 and 36 we have the endings, so that there
is more ground for certainty, although 1. 9 only has its last four syllables. The
same can be said of 1. 10 and 37, but there it is not completely certain that we
have the last syllables. L. 11 is missing completely, and 1l. 12 and 13 can be fitted
into the last part of the metre of 1l. 39-40, but they are missing quite a few letters,
so that they might as well fit in another scheme. Besides, 1. 40 would need at least
three syllables more, which would make it quite long. In 1. 14 the v must be
deleted to correspond to . 41, which in itself would not be objectionable, if all
the other lines fitted more obviously. The extant end of 1. 42 overlaps metrically
with the first six remaining syllables of 1. 15 (after which follow at least three
more syllables), but L. 16 seems much too long to correspond to 1. 43, and 1. 43
seems to be a short colon, to be connected with the preceding line to form a
period, so that Fiihrer concludes that in 1l. 15 and 42 a new antistrophe or epode
begins.

The conclusion must be that there may well be metrical correspondence
between ll. 4-14 and 3141, but that there are so many gaps and irregularities (v
to be deleted in 1. 14, and making a very long line of L. 40) that we may as well
argue that there is none.

Commentary

4 prav mepadckay] ¢ meavckow does not occur elsewhere in Pindar’s extant
work, but is a common epic and lyric word (cf. e.g. B. 5, 42; 9, 81). With the
preceding accusative the act. may mean either ‘tell of (cf. e.g. Il. 10, 477-478
tmmoL, / olic valy mipavcke Adhwv; A. Ch. 279) or ‘tell to’ with acc. + inf. (cf.
A. Eu. 620). The interlinear fA0¢ in L. 3 indicates perhaps that somebody ‘came
to tell’, but the contents of what he or she said remain unknown.

On the basis of the accent and the fact that 1) has not been changed into a,
two words are possible, sc. dfrav and kaciryvirav. The context gives no informa-
tion to help decide which is more likely.
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7 Z Suopv(dpevoc) dv(1l) mepav : the verb dudprvpar occurs twice elsewhere,
in Nonn. Paraphr. Ev. Jo. 15, 106 and in A. Supp. 549-552 (Io) wepéy 8¢ Tev0pav-
Toc &ctv Mucov / AVBud 7 Gv yhada, / kal B’ 6pdv Kiniker / Mappiiev 1e
Siopruuéva. Perhaps y]vala in 1. 9 belongs to the same clause: e.g. ‘hurrying
through the valleys’ or ‘hurrying through ... (reached) the valleys’. The possible
objection that the distance between the words is rather large, does not have to
count too heavily because 1. 7 and 8 are short and more countries may have been
mentioned, as in A. Supp. 549-552.

9 ylvaha p : the first word is almost certainly the plural of ybalov which
usually means ‘valley’. The context of a possible dopviuevoc in L 7 strengthens
this suggestion. With ybaha goes as a rule a genitive or an adjective indicating
the place where the valley lies (cf. e.g. P. 8, 63 ITvBdvoc &v yudhovc; fr. 140a,
63(37) Tldpov tv yvdhovc; Hes. Th. 499; A. Supp. 550) or its ‘owner’ (cf. E. Ph.
237 yiaha PoiPov). Lobel’s suggestion of connecting it with the Argolic town
Mdéa (1961, 88) is not unjustified, but other names can be thought of, e.g. the
legendary Midas, Minyas or the Minyans. Of course the supposed adjective or
genitive may have stood before y]baha, so that ut- is the beginning of something
completely different.

10 Javroravrol ¢ to be divided into Jav 167" abro], Javto 7 abrof or Jau 76 7’
avro[. In a narrative téte would be suitable. Javro Tairéd [ would be defendable,
because if the story is about somebody travelling, Tadr6 can indicate something
local, cf. A, Ch. 210 eic Tatrd cupPaivovc Toic gpoic crifoic; X, An. 3, 1, 30.
But 7avr6 is Attic and Pindar would probably use the Ionic Twirté, cf. O. 1, 45.

13 Jov ¢ __[..] wag[ : since words beginning with ¢u- do not exist (except for
the comic ¢vel) the traces after ¢ must belong to two letters: L plus the left-hand
tip of 7, {, € or v. ®u&- and uv- do not exist. The Boeotic ®iE for TeivyE is
possible, but more likely (because they are more frequent) are words beginning
with @u7-. In the context of a mother (1. 14) we may think of ¢it[vpa ‘shoot, scion’
(cf. A. Ag. 1281; Plu. 2, 241a); ¢it[vc ‘begetter, father’ (cf. Lyc. 462; 486) or
¢ut[ve ‘plant, beget’ (cf. e.g. A. Pr. 235; Supp. 313; S. Ant. 645; E. Alc. 294).

The last letters probably represent a case of dviapoc = dviepoc, because
duviapdc is inconsistent with the accent given in the papyrus. For lapéc as a West-
Greek dialect form, see Buck 19552, 24. The form is also found in fr. 338,7 Lapotc.

If this clause is about a mother (l. 14) and a ‘forced bed’ (see note on 1. 15),
we may think of ¢u7[0c] dviap[oc referring to the father, or of ¢it[vw’] dviap[ov
referring to the child. For the latter cf. PL. R. 461b véBov yap xal dvéyyvov xal
aviepov phcoper atmov wartda Tl wOAeL kabBuctdvar. We must not forget the
possibility that ¢ [ ] wap[ is the object of a participle represented by Jwv. In
that case the object of 1. 14 @imever is to be sought in L. 15.
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14 Jpirever patpl : the verb ¢ureve may be interpreted as ‘beget’ or as ‘cause’
in a more general sense. For puTedw in the sense of ‘beget’ cf. e.g. Hes. Op. 812;
Hdt. 4, 145; Pi. N, 7, 84; S. OT. 793; E. Alc. 662. In this case the subject is the
father and the object the child, perhaps to be looked for in 1. 13. Ma7pi is then
used proleptically, while yvvaiki would be strictly logical. In the context this is
the most plausible suggestion, but also possible is ¢vredw in the sense of ‘cause,
produce’, cf. of evils e.g. Od. 5, 340; Pi. N. 4, 59; S. A4j. 953; of good things e.g.
Pi. P. 9, 111; I. 6, 12; N. 8, 17; B. 16, 68.

The v is deleted by Fihrer (1972, 41-42) to make the line correspond to L
41, but see above on Metre.

15 ] av Aéxed 7 dvafy]xoia 8o)[ : the Aéxea dva[ylkala can refer to a forced
cohabitation, such as between Danae and Polydectes (suggested by Lobel 1961,
88). Cf. P. 12, 14-15 Avypév 7 Epavov ITohvdéxtal ke watpdc 7 Eumedov / Sov-
Aocivav 16 7 dvaykatov Aéxoc. This would fit with the story of Perseus in col.
II. Or we may think of rape, e.g. that of Danae by Proetus (suggested by Snell
1975%, 77). Cf. 2 D II. 14, 319 Aavdn ... £¢8cphn ¥ 700 TaTpadérgov abric
IlpoiTov ... éc ¢me Mivdapoc (fr. 284).

SoA[ may be the beginning of SoA[Lxd, or of a word expressing shrewdness
(on the side of the one who enforces the marriage or relationship), e.g. SoA[éun-
Tic, boA[oppadric, SOA[wr.

17 Kploviwv vedcev dvdykan [ : for the nodding of Zeus cf. e.g. II. 1, 528
kvavémuew T 6@picL vevce Kpoviwy; 8, 175 pou mpoégpwv katévevce Kpoviwv; Pi.
P. 1, 72 Xiccopan veveov, Kpoviwv; E. Alc, 978-979 Zedce & T vebemy, / ... TEREV-
7dv. The clause may mean that Zeus is forced to nod his assent (cf. Pi. fr. 93 ...
xepdile ... Tvpdva mevrnrovroképakov dvdykal Zeve marip ...) because Fate had
it so decreed. But dvdykar may also indicate that the nodding of Zeus makes
events unalterable, e.g. dvdykal levgarc or dficanc (cf. P. 4, 234 and Braswell
1988 ad loc.; fr. adesp. PMG 1017 xdumep povov dppicl vedem, kapTepd TovTwL
kéxhwer dvdykm). See also H. Schreckenberg, Ananke, Miinchen 1964, 72-81.

18 ]J* Bohxa &’ d5[0]c dBavdrw|v : the presence of & after Soaxa makes it
likely that the trace of ink before SoAuxd is a high stop.

For 8oAuxa 686c cf. Od. 4, 393 Boluxfy 680v dpyarémy e, 4, 483; 17, 426; h.
Hom. 4, 86; 143.

The interpretation of the text is extremely doubtful. It seems plausible to take
05[0]c dBavaTw|v together. In that case we may interpret the words as a special
road for gods. Cf. Od. 13, 111-112 ai & ad wpdc Novov ebci Qedrepar: o08E T
keivm / dvbpec Ecépxovral, GAN' dBavdtwv 686c Ectwv; Pi. O. 2, 70 Avdc 686v;
Quint. Smyrn. 14, 225-226 karaiPacin v &voddc 1¢ / dbavdroic pakdpeccwy; Pl
Phdr. 247a-b. More specifically this would be the Miltky Way. Cf. Orph. fr. 168,
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15 d@vroiin Te Sicie Te, Bedv OSol ovpavivwy; Ov. Met. 1, 168-171 est via sublimis,
caelo manifesta sereno; / lactea nomen habet, candore notabilis ipso. / hac iter
est superis ad magni tecta Tonantis / regalemque domum. This interpretation would
imply that Zeus, after nodding his assent (1. 17), went somewhere and used a
special path belonging to the immortals. That path was long (1. 18).

The notion that punishment by the gods can be delayed for a considerable
time could perhaps be expressed by the ‘long road of the immortals’. Cf. Hes.
Op. 217-218 Aixm & vmep "YPproc Lexer / Ec Téoc £€erBoica; E. fr. 255 Sokelc
7a 7@V Bedv EuveTd vikfcew motE / kal Ty Alkmy mov pdxp’ dmatkicOal PpoTtav
/ 08 Eyyvc EcT, oby dpwuérn 8 dpar / v xpT koAdlewy T oldev AN’ otk ol
cv / dwdray deve porotca Sohécm kaxovc (and see Harder 1985, 253-258); Call.
SH 239 o,V 8jkTal ToC kOvec eicl Beol.

If we separate 65[0]c and &Bavdrw[v, we can interpret ‘the road is long, when
the immortals (do not help)’ or something similar. For the same meaning, but
expressed in a positive way, cf. P. 9, 67-68 dkela & &wevyopévawy 1idn Bedv /
mpigic 680l Te Bpaxetlar. The idea of completing to dBavdra[v dwedvtov sim. is
suggested by the possible interpretation that Zeus is reluctant to asseat (1. 17).

Finally we must not forget the possibility that the last word was a8avdrwft.

20 ]. xopupai : in connection with 1l. 21-22 where striving gods or humans (?)
and actions seem to be mentioned, kopvpal may indicate ‘the best, the top’, cf.
e.g. 0. 2, 13 @éorwv xopugpav, N. 1, 34 kopvealc dpetdy peydAalc.

21 m)pdyecwy : mpayoc is the poetic equivalent of mpa@yua. Cf. e.g. Pi. N. 3,
6; fr. 108a, 2; A. Th. 861; Pers. 248.

23 ).etoredé] : if this is still a narrative the text may have been ].€ To7¢ 8¢ [.

31 ] évippmtav [ : since the middle of this verb is not attested in contemporary
authors, the word is probably complete as it is. Its meaning can be ‘break up,
break through’, cf. 1l. 20, 62-63 p ol VmepBe / yatav dvapphteie Mocerddwy; E.
Hec. 1040 oikwv 7@vd’ dvapphitom puyovc; but it is also used in the sense ‘make
to break forth’, esp. of loud and unfriendly words and disputes, cf. Pi. fr. 180, 1
ua wpoc dwavtac dvappiifar Tov dxpelov Adyov; Ar. Eg. 626 dvappmyvic Enm;
Theoc. 22, 172 velkoc G@vappiifartac. A third use which can be relevant in the
context, is the intransitive ‘break forth’, cf. S. OT. 1075 dvappnel kaxd. In all
cases the scene seems to be rather violent, full of discord.

Since 11. 35-43 deal with Perseus’ quest for the Gorgon’s head, this line may
be part of the preparations for it. E.g. the discussion between Perseus and
Polydectes when Polydectes refuses the horse that Perseus offers as his contribu-
tion to the banquet, but demands the Gorgon’s head instead. Cf. Pherecyd. FGH
3 F 11 pera 8& 7ov Epavov T ££fc Muépal, &Te ol Aol Epavicrai Tov Lmmov
amexoplov, kal Mepcevce. 6 8& otk €déxeTo, dmLrer 8t Ty Tiic [opydvoc keparwy
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kaTd Y vmocxecw, Eav 8¢ pa kopicmy, ™ pnrépa abTod AMpecBal E@n. o 6
&uabelc dmépxeTal dAopupldErOC THY Cupgopay elc T0 EcxaTtov ThHc vicou.

34 ]1__[ Jowxv : although a division in Jou ad is possible, Lobel’s suggestion
TJovai-/Ta (1961, 89, modified by Snell 1975% 78 into Tlowai-/6’) is very attractive,
because we need a singular (or neuter plural) subject with 1. 35 pJéw Aev. ‘Such
things’ may refer to the promise which Perseus made to fetch the Gorgon’s head.

35-39 Mav- / kémsla (1. 39) is a virtually certain completion (Lobel 1961,
89), and assuming that the left margin was roughly vertical without a marked
slant, we expect 11, 35-38 to be missing approximately four letters on the left-
hand side since the lacuna is a liitle wider from L. 39. This is probably not enough
for a connective at the beginning of 1. 36. That means Il. 34-35 probably form a
subordinate clause, which makes Snell’s suggestion t]owat- / 6 oc (19754, 78) very
plausible: ‘because such things are of concern to the father’s mind’, i.e. Zeus was
worried, and therefore he made plans to help his son (1. 36ff.). The mention of
Zeus’ anxiety makes Snell’s pUAa]cce plausible. In 1l. 37-39 we can follow Lobel,
completing to ' OAvu]wo0ev, kal morioxov and komd]a (1961, 89). In this inter-
pretation Zeus is the subject throughout, and 1. 36 wv and 1. 37 oi are Perseus.

35 __p]ép Aev:the two small dots between p and A might be a, but 1 cannot
be excluded as a possibility. The regular epic form is péunAey, cf. I1. 2, 25; Od.
1, 151; Hes. Op. 238. Lobel thinks « is more likely, and explains the form as
hyperdoric, analogous to O. 1, 89 peparotac v.l. (1961, 89). The existence of
hyperdorism is denied by Forssman 1966, 84, who explains pepaAdoc as a very old
form, developed from *me-ml-uos via peparfFéc. By analogy the long ¢ was then
inserted in pépakev to replace m (Forssman 1966, 65-70). The advantage of
Forssman’s suggestion is that it tries to explain (the development of) the form.
However, the reading of the papyrus is very uncertain, which makes the discussion
rather hypothetical.

warpoc voéwu ¢ because the story is about Perseus, the father is undoubtedly
Zeus. This is underlined by the fact that his plans are called Umaroicwy (1. 36),
a regular epithet of Zeus, cf. e.g. /l. 19, 258 6edv ¥maTtoc xai dpicroc; Pi. O. 13,
24-26 Vmar’ ebpV dvdccwv /' Ohvumiac ... / ... Zeb wdtep; fr. 75, 11 yévov vmdTtov
pev warépwv (Dionysus).

36 Jcce wr vmdToLcLy Povkebpact<v> : if Zeus is the subject, the verb must
be ‘protect, help’ sim., which makes Snell’s ¢vra]cce suitable (1975%, 78). For the
protective role of Zeus towards mortal beings, cf. e.g. Pi. Pae. 12, 9-11 Aéyo[vrL
/ Ziva kabelouevor [/ kopveaicuy Himeple ¢uldEar wplovoi[ay; Ar. Egq. 499-500
ce uAdTToL / Zetc.

37-38 Zeus’ help consisted in sending Hermes and Athena to Perseus with
useful advice on how to locate the Gorgons and how to take possession of
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Medusa’s head without becoming petrified himself. After the successful comple-
tion of the adventure Perseus gives the head to Athena and the «kificic to
Hermes. For Athena’s assistance cf. P. 12, 18-19 émel &k 7oUtwv ¢liov Grdpa
wovwv [ Eppcarto mapBévoc, and for an illustration see K. Schefold, Frithgriechi-
sche Sagenbilder, Miinchen 1964, plate 44a (620 B.C.); for Hermes’ help cf. E. EI.
459-463; and for both Hermes and Athena see Schefold plate 45 (after 600 B.C.).
An overview of illustrations of different episodes of the Perseus myth can be
found in F. Knatz, Quomodo Persei fabulam artifices Graeci et Romani tractaverint,
Diss. Bonn, 1893.

37 *Orvp]wéBev : the choice between "OAvp]wé0er and OfAvp]méBev cannot
be made on metrical grounds because there is too much uncertainty about the
metre of this fragment. The width of the lacuna makes " OAvp]wé6ev more likely
(see note on 35-39). For O/Ov see also Schroeder 19232 12.

The only other instance of O(D)A\uurdBev is found in P. 4, 214. Braswell 1988
ad loc. suggests that Pindar combined the two Homeric adverbs ObAvuovde and
ovpavobep.

8¢ ol : the digamma of ol is observed and ‘most poets (...) regularly so place
the pronoun that the digamma is metrically effective’ (P. Maas, Greek Metre,
Oxford 1962, 82-83). The only two exceptions in Pindar are O. 1, 57 and fr. 169a,
51. The former is therefore emended by Fennell 18932 ad loc. to Tov and the same
emendation is suggested for fr. 169a, 51 by Pavese 1967, 85.

xpucoppamy ...  Eppuav : the wand of Hermes is traditional, f. e.g. Od. 5, 87,

10, 277; h. Hom. 2, 335; Pi. P. 4, 178 (see Braswell 1988 ad loc. and his refer-
ences).
It is not part of the traditional myth that the wand is used to cast a spell on the
Gorgons or the Graeae. Hermes carries the wand to show that he is a represen-
tative of Zeus. See F.J.M. De Waele, The Magic Staff or Rod in Graeco-Roman
Antiguity, Gent 1927, 33-69. For epithets of gods with xpuco- or xpvceo-, see my
note on fr. 346, 4 xpucoBpdval,

Pindar had the choice between -p- and -pp-, depending on his metrical needs.
For an overview of the influence of p (duplicated or not) on the preceding
syllable, see Maehler 1989, 188. Cf. also fr. 70d, 31 &véppmnéav.

38-39 ___ w]ohioxov IMhav- / [k@mbla : moXioxoc with short second o is rare.
It is found elsewhere at E. RA. 166 and 821; Lys. 18, 13, 2; Ath. 2, 56, 3; 7, 92,
19 and in a Cretan inscription of the third century B.C. (Inscr. Cret. 1V, 171, 14).
The more regular form is moAidoxoc (cf. Pi. O. 5, 10; Pae. 10,12), woALioxoc
(A.R. 1, 312) or wohwobyxoc (cf. Ar. Eq. 581; Nu. 602). Although the adjective is
used for other divinities (cf. Pl. Lg. 921c Zevc moAitobxoc; A.R. 1, 312 Aptépidoc
woAunioxov), Athena is the goddess who is most often called by this epithet (cf.
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Hdt. 1, 160; Pi. O. 5, 10; Ar. Eq. 581; Nu. 602), and not only in relation to the
city of Athens.

I'\avk@mic is a Homeric epithet of Athena, cf. e.g. Il. 1, 206; Od. 1, 156.
Pindar uses it as an adjective (N. 7, 96 kdpav e YAavk@wL8a) or as a name (O.
7, 50-51 atra ... / Thavkamc; N. 10, 7 Eavdd ... Thavk@mc). The adjective
yAavkdy is used with snakes, cf. Pi. O. 6, 45; P. 4, 249, and with a personalized
TTpovoim by Euph. 2. The best interpretation of yAavk@mc/yAavkwy is ‘with grey-
gleaming eyes’. It is uncertain whether the colour predominates (silver-grey,
suggested by O. 3, 13 yaaukdéxpoa kdcpov Ehatac; B. 11, 29 éhaia yYAavkd, S. OC.
701, E. IT. 1101; or the glare (suggested by X pofepol ad O. 8, 37 yhavkoli b&
Spdxovtec and adopted by Fogelmark 1972, 33-34), but since Athena is regular-
ly depicted as a war goddess, the comparison with the glittering eyes of dangerous
snakes is more appropriate than a mere description of the colour of her eyes, so
that even if yhavk@mwc is translated as ‘grey’ the emotional connotation of
‘glittering, glaring’ must be included. See also Platnauer 1921, 156; Leumann 1950,
148-154; P.G. Maxwell-Stuart, Studies in Greek Colour Terminology I. I'\avkoc,
Leiden 1981, 126-129, 169-170.

39 70 piv EAeveey : The mention of the two immortals who helped Perseus
implies that the mission was successful, so that the next stage in the story is the
return of Perseus to Seriphus. The fact that Aedw is not found in the sense ‘to
petrify’ (see already Lobel 1961, 89) and the punctuation after éAevcev, make it
necessary to derive g§\evcev from &éAetBw. The causal form of the stem &Avo-
means ‘to bring’, so that the subject is Perseus and the object is 70 pév, the head.
For the verb éAevw cf. Hsch. EAevcio* olcw; Ibyc. PMG 282a, 17-19 olic e
kothe[v / vaec] molvyoupol ENevcalv / Tpollar kakoév, fipwac écf[hovc. There
is no explicit noun in the preceding lines to which 70 wév refers, but the Gorgon’s
head is so essential to the myth that it was certainly not difficult to understand
what ‘he brought’.

For pév, see Denniston 1954 360: ‘When uév follows a pronoun at the
beginning of a sentence which is not introduced by a connecting particle proper,
it seems to acquire a quasi-connective, progressive, force’.

39-40 T8ov 7 &mowra / | : the mention of Perseus’ return with the Gorgon’s
head is followed by a description of its petrifying effect on Polydectes and his
people, the Seriphians: ‘and they saw ...". Cf. P, 10, 46-48 Emequév e Fopyova, kail
Toikilov kdpa / Bpaxdvtav ¢oPaiciy fAvle vacidraic / Aibuvor Bdvatov pépwv;
P. 12, 12,

Pavese 1964, 310-311) rightly suggests that &mowra must mean ‘(things) to
be looked away from’, cf. LSJ s.v. dpopdw II ‘look away, have the back turned’.
This meaning is rare (it is found in X. Cyr. 7, 1, 36 kai elcmecovrec malovey
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dgopdvrac kal Todhovc xatakaivovciy, and probably in Thphr. HP. 4, 16, 6 tav
6 BracToc TATCclop yErnTal mdlw dvacTpépely Kal deopdy ac Tohepiac olictc
7fic 6¢cufic), but the more frequent sense of ‘to look from afar, to look towards’
is useless here.

For the verbal adjective ending in -toc with the meaning of a Latin gerundive,
see Kiihner-Blass 2, 289; Schwyzer 1, 501. Cf. P. 4, 163-164 pepdvrevpan 8 émi
Kactariay, / €l perddratov mu; S. OC. 1360 ob kAavta 8 éctiv, AN Euol pév
olcTéa.

If dmowra is an adjective, the word at the beginning of 1. 40 must be a neuter
plural noun, e.g. Bedpalr (Snell 1975% 78) or perhaps Suua]r (of Medusa).
Because a and w are written fairly large, Supaly’ fits easier than 6edpalr’.

40-41 1 yap [a]irav perdcracy dkpav] / ke : 1) ydp explains the preceding
dmowra: why those things must be looked away from. Cf. e.g. P. 6, 1-3 dxolcar™
7 yap EAkdmidoc’ Appoditac / dpovpav f Xapitwv / dvamorifopey; 11, 1, 78; Od.
16, 199; S. Aj. 1330; E. Hipp. 756. See Denniston 19547, 284,

The subject of petacTacwy... [ Jke is probably the noun which is called dmonra,
by which the Gorgon’s head is meant. In this context per@cracic means ‘death’
(cf. Simon. PMG 521, 4) or ‘change’ (cf. E. Hec. 1266 pop¢fic Tc Eufic petdcra-
cuww). If we must read dkpav the best interpretation is ‘the most extreme, consum-
mate’ (see LSJ s.v. dxpoc III). In that case the two possible meanings of petdcra-
cwc coincide, because ‘the most extreme change’ is death.

The verb is probably an aorist because it describes a point in the narrative.
Its meaning must be ‘cause, bring about’. Snell 1975%, 78 suggests 6j«e, preceded
by something else, to fill the lacuna.

We would expect aitoic rather than [a]Jut@v. The genitive indicates that
[a]trév belongs more with wetdctacly than with the verb. It is possible that
petdacTacw dxpav was followed by popefic sim. on which a{ir@v would depend.
The connection with werdctaciy also explains the scribal error @vdp[@v]: they
were changed from men into stones, cf. also 1. 41 and P. 12, 12 (ITepcedc) Aaoict
7€ polpay dyov.

41 wiTpan 8 [E¢la[v]0ev av[i] pordw : after the explanation 1) yap ... Jke (11
40-41), the narrative continues: ‘they (become, appear, are) stones instead of men
(1. 41). The predicate [Epja[v]fev (Snell 1962, 6) is the best equivalent of the
¢yévovto we need, but also possible is Emay6ev (suggested by Lobel 1961, 89-90,
cf. Antiph. 166 Kock £yo Ténc pév duowmy Tac Topyévac / elvar 1 hoyomoinua,
Tpoc dyopav & Grav / ENBw, memicTeuk” EuPAETWY Yap avTéBL / Toic LxBuo-
ToAaLc, Aibuvoc ebBUc yivopal, / et &€ dvdykme Ect’ dmocTpagévt ot / Aakely
Tpoc albtove' dv Ldw yap Hrlkov / ixBuv Gcov TLUACL, TYVVLEL cag@c,
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42-43 v 7 Eparroc avr dpolBav Eddccato] / crpalrdpxan: : for the sense of
the clause cf. P. 12, 14-15 Avypév 7 Epavov TToAvdékTar 8fke patpde 7" Epmedov
/ Boviochvay 16 T dvaykalov Aéxoc.

The apostrophe in dvr’apolPav may have been intended to show the parts of
the compound (Lobel 1961, 90), cf. P. Oxy. 1787, 1+2, 11 gL\ aordov; 1789, 6, S
*AvT’avdpoc. To make a choice between €pwroc dvrapolpav and Epwroc avr
dpolPay we must consider dvrapolpdy to be a rare word. In the sense of ‘requi-
tal, repayment’ it is only found in Charito 5, 2, 4, Tab™w aTalLTd ce Tiic £vep-
yeciac Ty dvrapolpiy. Earlier Heraclit. 90 used it in the sense of ‘interchange’
Tupde TE GrTapolpn Ta Tdvta kel whp dwdrtev. It may also be an adjective, Jv
being the noun, cf. Call. H. 4, 52 to¥To ToL dvrnuolPov drimiool olivop’ EBevTo.
Although dvrapolpd is rare, it cannot be excluded that Pindar used it, because
the verb dvrapeipopar in the sense of ‘repay, requite, punish’ is well-known in
this time, cf. Archil. 126 West Tov kakdc <p’> Epdovra dewvolc dvrapeifechbar
kaxoic; A. Th. 1049 maBwv kakdc kakolcw avrnuelfeto; Pr. 221-223 Tolad’ &€
Euwod / b 7dv Bedv Thpavvoc dperTuévoc / kakalct wowvaic Talcde w enuelparto
(vl avmueiparo); 1041-1042; Ch. 123.

In favour of Epwroc dvt’ dpolpav is the fact that ¢poPa is the more common
word, cf. Hes. Op. 334 Epywv avt’ &dikwv xakemy eénebnkev duolfmy. For the
sentiment of ‘an eye for an eye’ (but also the return of good for good), cf. Archil.
fr. 23, 14-15 West émictapal oL Tov @uA[éo]v[Ta] uév eLJAely[, / [T0]v & ExBpov
gxBaipely 7¢ [kall kaxo[; Solon fr. 13, 5-6 West elvar 8 yAvkibv dde gilorc’,
txOpotcL 8& mkpoy, [ ToicL pev aidolov, Toicy 8& Sewvov L8elv.

The first word was either a fem. adj. with (dvr)apolBdv with a negative
connotation, e.g. AvypaJv (Lobel 1961, 90), alva]y (Snell 1975% 78), or a fem.
noun with an adj. évrapolBdv or as an apposition with duopav, e.g. potpalv
(Pavese 1964, 311). Moipa means ‘death’ but also expresses the idea of the sharing
of a meal, fitting for the Epavoc where the guests were supposed to contribute
something, Cf, P. 12, 12 vvaiial Zepipw Aaolci Te poipav &ywv, and Dornseiff’s
remark (1921, 76) on the word-play of polpav. In this fragment the idea is made
even more explicit by the verb 8atéonau ‘share, deal out’. An important context
for datéopar in the meaning of ‘share’ is banquets, cf. Od. 3, 66 poipac daccd-
pevol Saivvrr’; 19, 423 ddccavréd te polpac.

With cTpajrdpyw we expect a gen. pl., cf. P. 6, 31 cTpdarapyov AlBLomwv, 1.
5, 40. But the word occurs elsewhere in the form ctpatdpymc (Hdt. 3, 157; 8, 44)
without a genitive, so that the additional SepLgpiw is not necessary here either.

44-47 After the revenge on Polydectes Pindar may have told of Perseus’ return
to Argos, of his giving back the aegis and the kipucic or he may have gone over
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to the present by a fitting remark to finish the mythical part, as e.g, in O. 1, 90;
2,30; 3,38; 6,71, 7, 77.

45-46 yévoc Te dapo- / | @lkte[p _ Jron : the yévoc mentioned is probably
Perseus’ folk, the Argives. Cf. fr. 164 @uAépayov yévoc éx Tlepcéoc.,

There are no alternatives for ¢]irTe[p- (Lobel 1961, 90), so that Snell’s yévoc
7€ Saipo- / cuv @)ite[pov seems a good solution. The future Ec]rar (Snell 1975¢,
78) could indicate that Perseus is told that his yévoc (the Argives, the present
population for which the poem is performed?) ‘will always be dear to the gods’;
or it could be a more general remark, such as ‘(obeying Fate) a nation will always
be dear to the gods’. See also Zimmermann 1988b, 184 n. 15, who thinks that 76
8¢ @uyelv at 1. 46 may be part of a gnomic sentence.

The comp. ¢]irTe[pov is used to indicate the implicit contrast with its opposite
(sc. ExBuov), see Kiihner-Blass 1, 576, 564 Anm. 9; F. Bechtel, Lexilogus zu Homer,
Halle 1914, 10. Cf. fr. 70b, 21 d[ypdrepov; fr. 81, 2-3 70 8¢ w1y Al / pilTepov.

46 o 8¢ uyelv : for the articular infinitive cf. e.g. O. 2, 51 16 8¢ Tvxelv; P.
2, 56 76 whovTely; 1, 99 76 & madelv eV (followed by €0 & drovew). It is not very
common in Pindar and only used as a nominative, see Kiihner-Gerth 2, 38-39;
B.L. Gildersleeve, Contributions to the History of the Articular Infinitive, TAPhA
9 (1878), 11 and O. Erdmann, De Pindari usu syntactico, Halle 1867, 75-76.

471 val _ Jerewapwd] Jvwa[lpopot] : it is unlikely that v represents the tail
of an a linked with an 1, but if we accept a deviation in the handwriting (since
the last part is also written differently: the letters are smaller and more crowded)
we can suppose mapmd[A]at. This word is not found elsewhere, but is analogous
to mapmdlaioc ‘very old’, Pl. Tht. 181b; Arist. Metaph. 1074bl, If we want to
read Jv, the only possibility seems to be wapma[Ai]y, cf. Crates Com. 17 K-A (cod.
A) ‘altogether to the contrary’.

Ka[]popoy[ is difficult. There is a small lacuna between a and y, which suggests
kafp]opoy ‘ill-fated’. This could be a vocative, in which case Jete could be part
of a verb. The lacuna seems, however, rather narrow to accommodate a u. Com-
bining with this the fact that the scribe added [ Jov above a[]po and the pos-
sibility that the final v might be the left hand side of another letter, e.g. v, another
suggestion could be xafi] 1@, popovl.
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P. Oxy. 2445 fr. 3

Snell 1975, 134 suggests that 1l. 1-3 overlap with fr. 210 = Plu. Cohib. ira p.
457b xaiemwwrator 8 ‘dyav @loTipiar pyvoupevor Ev moOecwr dvdpect icTdcwy
dhyoc tpopavéc’, kata Iivdapov. The text would be reconstructed as follows:

XQAETO TATEOL
dyav puhomiplav prduevol
£v woNecLy &v Bpec

Jexorpa [

Even if &yav ... &v,dpec is indeed the original text of fr. 3, 2-3 (which must
remain speculative with such few legible letters) 1. 1 yaAewdraroL cannot be right,
since the context shows that that belongs almost certainly to Plutarch’s own words.

7 Jeyorpa [ - Lobel 1961, 100 recognizes part of P. 10, 52 wparpabe xoLpddoc,
but other divisions are possible, ] €xou pa [, 7p]éxoL pa [ etc.

P. Oxy. 2445 f1. 6

1 Juc : since both frs. 8 and 24 contain words which may refer to the mythical
story of Meleager and the Calydonian boar hunt, it is possible that more frag-
ments belong with them. If fr. 6 is one we might read c]ic, cf. B. 5, 115-116
8dmrropev olic kateme@uey / cic EptPpixac emaiccwv Biay (part of the Meleager-
story).

2 Jxe pelov B¢ [ : the first two letters may be the end of the predicate, while
uétov 8¢ [ perhaps refers to the boar, e.g. pélov Bed[cacbar, wélov Bel[ov Te, sc.
@nplov.

The regular Pindaric form is peilwv; while correcting the original péyac into
ueilwy the scribe may have been so much concentrating on the ending -yac / -{wv
that he left out the v accidentally.
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P. Oxy. 2445 fr. 8 = fr. 70d (g)

The reference to Atalanta in the note on 1. 5 and the further combination of
pAreyec[, davcd’ [ and Ka]wBol suggest that this fragment contained the story of
Meleager (Lobel 1961, 100). It should be noted that the story seems to be told
in reverse: Klotho plays a role at Meleager’s birth, Atalanta in the hunt of the
Calydonian boar, and only after the disastrous fight with Meleager’s uncles do we
expect to hear about the burning of the log on which Meleager’s life depended.
Of course ring composition is not unusual in Pindar, but it is also possible that
the notes were rather independent of the text and only enlarged on a few words
of the main text.

3 Jmavcer Z B8ancd’ [ : the reference to Atalanta in the note on 1. 5 suggests
that the 8cic is the log on which Meleager’s life depended.

For Jmavcer we may think of é]mavcev: Althaea stopped Meleager. How she
did this is explained by datc & [: ‘the log (determined the length of his life)’. For
wabw in this sense cf, /1. 21, 314 Tva Tavcopev dyprov dvdpa. Also possible is ok
£]Jwavcev: there was no end to Artemis’ wrath (cf. B. 5, 122-124 ob vyap 7o
Sdaigpor / waicev] xoAov &ypotépa / Aatotic Buydrtnp) or Althaea’s (after he
[accidentally?] killed her brothers). The mention of daic makes it more likely
that Althaea is directly involved than Artemis.

4 2 -pewc| : the high stop suggests that -pewc belongs with the preceding
line(s). We may think of e.g. cte]pedc ‘harshly’, supposing that ‘the log was
consumed by fire fiercely’ sim. Cf. O. 10, 36 cvepedi wvpl.

5 2] "Avargvrny Tip "Idco[v : if this note is intended to explain why the log
was burned, it probably described (part of) the hunting of the boar, and the role
of Atalanta in it. For her presence cf. E. fr. 530, 4-5 Kimpi8oc 8¢ picnu’,’ Apkac
" Ataxdvm, kivac / kai 108 Exovca. The dative makes it possible to supply e.g.
‘Meleager awarded the spoils to Atalanta’.

6 KA ]Jwbot : Clotho may be taken here as the representative of the Moirae,
cf. I. 6, 17-18 KB kacvyvirac € ... / ... Moipac. For the role of the Moirae in
Meleager’s destination cf. B. 5, 121 é]Aece polp’ dhod; 143 polp’ Emékhwcev; Apol-
lod. 1, 8, 2.

Z ol o¥re mo[ : the note perhaps calls attention to other versions of the
Meleager myth, suggesting e.g. obx olitw wo[incev “Oumpoc, cf. Il 9, 529-599;
Apollod. 1, 8, 3. If the reference is to Meleager’s death we must perhaps supply
(a case of) womoc; for another version about his death cf. Hes. fr. 25, 12-13 M-
W. (Meleager) v "Awohrwvoc xep[civ ] 8 [ / papvduevoc Kovp[fict mepl
TN Je[v]p®v[L] paxedvi.
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P. Oxy. 2445 fr. 15 = fr. 70d (a)

2 xjal paX’ émclra- : cf. Od. 13, 313 kai pak’ émctapével (Lobel 1961, 101),

3 ]"Extopy xa)[ : the second word is most likely an adjective e.g. xaA[koko-
puctiy (cf. 11, 5, 699 “Extopi xaAkokopuctiit; 6, 398; 16, 358 etc.), xa\[kodpar
(cf. Pi. I. 5, 41), xaX[xopitpar (Lobel 1961, 101), but a second possibility is
xaA[wéc ‘bit’, metaphorical for the will of Zeus (cf. A. Pr. 671-672 ¢émmvaykale
wr / Audoc xaiwwdc mpoc Piav mpdccewy 7dde) or of a mortal (cf. A. Ag. 238 Blar
xowdv 7 dvavdol wéver; Plu. Comp. Per. Fab. 1 7éL dMpoL xahwov euPaiely
1Bpewc). The dative can then be explained by supplying a verb like éuBdAlw, cf.
1. 19, 393; E. Alc. 492.

4] av Ymep’ 6 8af : the first words perhaps represent the reason for the fight
between Hector and an opponent. E.g. mapi]dwy, or £pl]8wv (cf. E. Andr. 489-
490 [Helen] kreivel 8¢ Ty TdAaway Indda kdpav / waildd Te Svcppovoc Epdoc
Vmep).

The following 6 & may refer to Hector: something has happened to him in 1.
3, and now he reacts. Cf. e.g. O. 1, 72-74 dmvev Bapivktvmov / Ebrpiawvay 6 &
avta / wap wodt cxedov ¢dvy; fr. 70b, 21 (and note).

Maehler’s suggestion (post Snell 1975%, 79 = 1989, 80) that 6 & af might be
Achilles is not impossible, because Pindar does use the article with proper names.
For Achilles as Hector’s opponent cf. O. 2, 81 (Achilles) 6¢“Extopa cpdAe; 1. 8,
55-56. But Ajax is equally likely (cf. 1l. 16, 358-361 Alac & & péyac aiev ¢’
“Extopt yakkokopuctiit / Ler” dxovriccar: 6 8¢ ... / ckémrer ducT@v TE poilov Kai
Sotrmov dkovtwv; Pi. N. 2, 14 &v Tpolal pev “Exrwp Alavrtoc dkovcev), and there
are too many nouns and adjectives that could have been mentioned here, to make
conjecture worthwhile.

5 Jaxvdpmwro[ : a fitting adjective for a stubborn enemy, ready for anything.
Cf. the description of Hector in II. 22, 96 &c “Extop dcPectov Exwr pévoc oby
{mexaper; Pi. O. 2, 81-82 Tpoiac / &payov dcrpaf kiova; cf. also fr. 70c, 12
dxvaprel in the context of an army.

7 plotlov [ in this context, probably of a fight between Hector and a Greek,
polloc is best interpreted as the whirring sound of an arrow (cf. /I. 16, 361 cited
above), a javelin etc.

10 ] xon [ : the ink is compatible with "Axav@[v or " Axar@|.

11 Jerev [ : although this letter combination is too common to allow any con-
clusions, the name of Helen must at least be mentioned as a possibility.
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P. Oxy. 2445 fr. 19a-b = fr. 70d (b)

Fr. 19 seems to be about some antagonism (l. 4 v]eikoc, 1. 7 xotéccar’), but the
remains are too small to determine who the actors are.

4 v]eixoc| : the only complement is v]eikoc [ (Maehler post Snell 1975%, 79 =
1989, 80). Because 1. 8 wéhwp(a) is predominantly found in epic poetry an epic
context is suggested.

7 xoréccar’ € [ : cf. e.g. fr. 140a, 56-57 (Heracles) Baci\il- / oc dracbaiial
koTéw[v].

8 mEAwpaPov| : either of 70 wEAwp, TO TEAwpov or a case of TElwpoc. These
words are often used to indicate monsters, such as the Cyclops (Od. 9, 428), Scylla
(0d. 12, 87), Gorgon (. 5, 741), Echidna (Hes. Th. 295), Typhoeus (Hes. Th. 845;
856). It seems that meAwproc is more frequently used of heroes and their weapons,
in the sense of ‘mighty, huge’. Cf. fl. 11, 820 weAwprov “Ex7op’; 21, 527 " AxuAfja
weoprov. See P. Von der Miihll, Der grosse Aias, in Ausgewdhlite kleine Schrif-
ten, Basel 1975, 437. The distinction between wéAwp(oc) and wekdpLoc is not
absolute, cf. e.g. Od. 9, 187 @vip ... mexdplroc and 257 wélwpov, both of the
Cyclope. The only difference is that in the former place Odysseus does not yet
know who lives on the island, he only knows that it is a giant, and in the latter
he has met Polyphemus in person.

If we must divide wélwp &Bov[ we could think of &Pov[ria (cf. O. 10, 41-42
kai kelvoc aPoviiar Yictaroc / ... Bdvatov aimiy ovk EEépuyev), corresponding
to 1. 10 drac[Bai- (?).

9 @A6ya depxop @ if Aéya is a direct object it is perhaps a fire or Zeus’
lightning (cf. A. Pr. 1017 kepavviar proyi; E. Med. 144 @\o§ obpavia), but it can
also be an accusativus cognatus as in Od. 19, 446 wip o¢@BaAipoict Sedoprac.

10 wicov: drac[ : mécov gives the outcome of the episode. This does not
necessarily have to be an unfavourable outcome, because witvew can be used in
the neutral sense of ‘fall out, happen’ (cf. O. 7, 68-69 TteAetTabey 8¢ Aoywv
kopugai / v drabelay metoicar), but since the text contains quite a few negative
words (1. 4 v]ewkoc, 1. 7 kotéccar’, 1. 8 méwp and perhaps we must include 1. 9
@Aoya Seprop]) the verb probably indicates somebody’s defeat.

The second word can be either the genitive of &7a or the beginning of a case
of &racBahia (cf. II. 4, 409 kelvou 8¢ cpetépmiciy dracbalinicwy Shovro; 22, 104;
Pi. fr. 140a, 57 [cited above]) or drdcBaloc (cf. Il. 11, 694; 13, 634; 22, 418).
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P. Oxy. 2445 fr. 21¢ = fr. 70d (c)

2-3 ] v e podlwv] [/ ], vaxud Jiwv xpoxafv T(e) : such a combination of
flowers seems to be connected specifically with spring and natural abundance, cf.
h. Hom. 2, 6-8 @vled 7 aivvpévmy, poda kai kpéxov 78’ Lo kard / Netpdv’ dp
Ralakdv kal dyariidac H8 vdakwbov / vapkiccdv 6'; Cypr. fr. 6, 1-6 elpara pév
xpot EcTo 7d ol Xdpuréc Te kai " Qpar / moimcav kai EBapav tv dvbeciy elapiroter,
/ ola gopotic’ " Qpau, v T kpdkwi Ev 0’ bakivBwi / Ev Te Twl BaréBovt podov T
&Vl dveL kah@L / MOEL vexTapéwl Ev T auPpociaic kahvkecct / dvBect vapkiccov
xal Agwpiov. For spring and dithyrambs cf. fr. 70¢, 19 and fr. 75, 14-17.

5 Jap __pevov: plapvdpevov (Snell 19754 79) in the sense ‘strive, exert oneself
could refer to the poet’s effort to win the dithyrambic contest. For this sense cf.
N. 1, 25 xp7 & tv ebBelarc 68olc cTeixovTa pdaprvaclar ¢udat. The usual context,
however, is of physical struggle.

6-7 ti]va wroaw, Tl € [ /] € céo khedpevor e : the middle kAéopar in the
sense of ‘tell of, celebrate’ is rare; it is found in E. fr. 369, 7 yfpvv, dv cogpol
KAEOVTAL.

The repeated question serves as an introduction to the poet’s subject, cf. P.
7, 5-7 £mel tiva matpav, Tiva olkov vaiww dvuudEear / Empavictepor; O. 2, 2 Tiva
06y, 1V’ fpwa, Tiva 8 dvdpa kehadtcouey;

Different is e.g. P. 4, 70-71 7ic vap dpxa dé€ato vavtiiiac, / tic 8¢ kivdvvoc;
where the questions are not used to illustrate a problem of choice or the worthi-
ness of the subject, but where these are used as an introduction to a narrative
in which those very questions are in fact answered. See Braswell 1988 ad loc. and
cf. also e.g. Il. 1, 8 tic 7" dp cpwe Bedv EpLde Suvemxe pwdaxecha; B. 15, 47; 18, 31-
32

The genitive céo makes a comparative form, e.g. LGNV ke céo ... / d)Ewov
(Maehler post Snell 1975%, 80 = 1989, 81), a very reasonable suggestion. For the
completion of ye| we might think of a form of yeywviw, cf. P. 9, 1-3 'E8é\w
xarkdcmda Mubovikay / ... &yyElrwv / Texecikpdt ... YEYQVELY, where dyyéEN-
Awv is comparable with our kheopevor.

8 JEwov : the likeliest word is &]€.ov (Maehler post Snell 1975%, 80 = 1989, 81),
especially in this context where apparently a subject is selected. The propriety of
praise is expressed in many ways (see Bundy 19867 10-11; Schadewaldt 1928,
278 n. 1). One of the words is &&loc, ¢f. I. 3, 3 (see Bundy 1986 56).

9 Jaw _ev BaPu[hwv : for the proverbial might and wealth of Babylon cf. A.
Pers. 53-54 BaBvhav / 8 1) mohbxpucoc; Ar. Av. 551-552 kéimerta 1oV dépa wdvta
KUKA@L kel Tav Touti 76 peTagy / mepLreLxileww peydraic mAivlolc dmraic demep
Bafviava; X. Cyr. 7, 2, 11 vopilovtac moAp ExeLy TTiv TAovCLTd™ Y EV TiL Acian
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ueta Bapuidva; 5, 2, 8; 7, 5, 7. Pindar probably wants to express the idea that
not even the city of Babylon is to be accepted in exchange for the city of . 6
(Zimmermann 1988b, 37).

P. Oxy. 2445 fr. 24 = fr. 70d (f)

4 JKarvdow [ : this city is connected with the Meleager myth (frs. 62, 8), cf.
B. 5, 104-107 ebpuPiav & Ecceve kovpa (Artemis) / kampov dvardondyav / Ec
kadAixopov Karvd®- / v'; E. fr. 515 Kalvdav pév 1ibe yoia, Tlehomiac xBovoc &v
avnmopbporc medl’ Exovc’ evdaipovar Olvevc § dvdccer Tiicde yiic Alteliac,
Hopbdovoc Taic, 6¢ moT " ANBalav yapel, ATdac Spawpor, Oectiov 8E wapbEvov.

5 Jau xeppad| : for the sling stone cf. e.g. P. 3, 48-49 | TOAL@L xaAK@L LEAT
TeTpwpévol / i xepuddi THAEPOAWL.

7 - xwv [ : why Chios is mentioned here is unclear. The island is famous
for its wine and as Homer’s birthplace (cf. Ps. Plu. Vit. Hom. 25, 4 [Wil.] "Oumnpov
Toivuw Mlivdapoc (fr. 264) pev Een Xidv 7e kal Spvpraiov yevécbar; Theoc. 7, 47
Xiov &oLdov; 22, 218). It is also the place where Orion, being drunk, made a pass
at his host’s wife, cf, fr. 72 (&v Xiwt) dAéxwL ToTé BwpaxBeic Emex’ dAloTpiar
"Qapiov. Some versions of the Orion myth say that he was killed by Artemis, cf.
Od. 5, 121-124; % Nic. Ther. 15a. The wrath of Artemis might be the connection
between the Meleager myth (suggested by 1. 4 KaAvd@v) and Orion (suggested
by L. 7 Xiov).

9 plipy’ dxdyf : the sense seems to be that somebody ‘waits without tiring’.
Since dxdpac (cf. e.g. O. 1, 87; N. 6, 39) is not applied to human beings, the
adjective may in this violent context be completed to e.g. axapfavroxdppac (fr.
184), axap[avropdxac (P. 4, 171; Pae. 22[f], 6), dkapfavtordyxac (1. 7, 10). On
Pindar’s fondness for compounds with dkauavto- see Braswell 1988 on P. 4, 171.

P. Oxy. 2445 fr. 25 = fr. 70d (e)

2 Jafvwa| ¢ with Uww[ we may think of an aorist of either dvayw or Suwkw, but
if Jo&umn| represents one word, the adjective du]agumrfoc (Lobel 1961, 101) is very
likely. This is found with cities (P. 9, 4 SuwéiTmov crepdvapa Kvpdvac; fr. 333a,
8-9 oA £c " Opyouevd duad-[ / Emmov), with Ares (B. 9, 44 Suwéimmol’”Apmoc;
Leonidas AP 9, 322, 9) and with a spur (Maecius AP 6, 233). If Maehler’s sug-
gestion (1. 3 Emeaf, post Snell 1975%, 80 = 1989, 82) is accepted and 1. 6 Aoyiwv
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is taken as ‘poets’ (see my note ad loc.) this might be taken as an invitation to
a Suafurrm- city to receive the song.

5 §[ Jvevvn [ : the form on -ebvm represents the original diphthongal
pronunciation of eo, see Buck 19552, 40,

The choice is between 8[LJvetvr and §[ojvevv. Since the scribe made small
o’s the size of the lacuna provides no conclusive argument. Both verbs are found
in Pindar, but in combination with 1. 6 hovyiwv the latter seems to me more
attractive. For Sovéw in musical contexts cf. N. 7, 81 wolvparov Bpdov Huvwy
dovew; P. 10, 38-39 wavtdL 8¢ yopol wapBéver / Aupdv te Poal kavaxai 7 abAdy
Sovéovral. In a war context both verbs are suitable, for Sovéw cf. P. 1, 44 xalko-
wapaov dkovd’ ... maldpar Sovéwv; for duvéw of warriors cf, Il. 4, 540-541 8c T
.. / SwedoL xatd péccov.

6 hoyiwv [ : cf. P. 1, 92-94 émbopBpotov atiympa d6Eac / olov dmoLyopévwy
avdpav Siavtav pavier / kal hoyiolc kal dowdoic; N. 6, 45-46 mhaTelal Tavtobev
Noyiolcuy Evtl mpdcodol / vacov ebkhiEa Tdvde kocuelv. Although a distinction
between Adyioc (for prose authors) and doidéc (for poets) may have developed
in later authors, for Pindar and Herodotus they are both craftsmen with the same
goal, i.e. giving immortal fame to whoever or whatever deserves it. See G. Nagy,
Herodotus the logios, Arethusa 20 (1987), 175-184; G. Pfligersdorffer, Adyroc und
die Aéyiou dvBpwmoL bei Demokrit, WS 61-62 (1943-1947), 5-49.

7 xal Tpevdp] : there is no word beginning with TpeTap-. Because 1éTaptoc may
replace tétparoc (cf. kaprepoc / kpatepéc and Braswell 1988 on P. 4, 166) the
scribe was perhaps confused, and wrote a p too much in the wrong place. See
West 1974, 90 (Metathesis of liquids).

P. Oxy. 2445 fr. 27 = fr. 70d (h)

24 This fragment seems to be a positively coloured piece. The adjective in
1. 2 wloA{m[ cannot be completed with any confidence, but 1. 4 Jevdpol is almost
certainly complimentary: trees are welcome in a dry and sunny land as Greece.
We may think of dyAaddlevdpoc (cf. O. 9, 20), eiidlevdpoc (Lobel 1961, 101, cf.
0. 8, 9; N. 11, 25; P. 4, 73) or woA18]evdpoc (cf. E. Ba. 560; Str. 17, 3, 4).

7 ] yavdevra x| This adjective is a &wag. The noun ydvoc ‘brightness, gladness’
is not unknown, cf. e.g. Sapph. fr. 20, 2 Voigt; A. Ag. 579, as several related
verbs such as yavdo (cf. e.g. II. 13, 265; Od. 7, 128), yavoéw (cf. Ar. Ach. 7),
ydavopa (cf. 11. 13, 493).
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8 Jv Aediccer & [ : the present tense of Aevccer and the future in 1. 10 Jifear
perhaps implies an opposition between what somebody sees now, and where
he/she will arrive later.

10 Jifeav @ paf : the destination of the addressee is not mentioned. The
identity of the addressee is not clear either. Since the scribe regularly adds
lectional signs it is probably not p&[rep (Maehler post Snell 1975%, 80 = 1989, 82).
The greater frequency of pakap over pdratoc (also mentioned by Maehler), and
the presumably positive context (see my note on ll. 2-4), make pd[kap or pd[xar-
pa the likeliest suggestion (see also Lehnus 1979, 153 n. 7). Cf. P. 4, 59; N. 7, 94;
1.7,1; fr. 96, 1,

11 ]Bajd yap oikoBe[v : if this is an explanation (ydp) of the preceding lines
the destination of the addressee in 1. 10 is probably not his or her own hometown
or country.

12 Ja xa7a [x]06v" € [ : for kard with the accusative in the sense of ‘on, over,
throughout’ cf. e.g. Od. 1, 344 ka0’ ' EXAada kal pécov”Apyoc; Pi. P. 1, 14 yav e
kail TorTov kAT QUALLAKETOV.

Ll 11-12 seem to imply that the poet refers to frequent and far travels.
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2 Pi. O. 13, 25¢ Drachmann

o Mivdapoc 8¢ &v pév voic vmopxtpacy (fr. 115) év Nafwr ¢nci wpdtov
eVpe@ijval SuBUpapPov, Ev 6& T@L Tp@TLL TEY SLBupduPwy Ev ONPBatc, Eviatfa
5¢ tv Kopivbw.

1 tmocxfwacw E | kv Ndfon: dvdnan E || 2 ebpebfival wparov B V

Pindar says in the Hyporchemata (fr. 115) that the dithyramb was first invented
in Naxos, in the first book of the Dithyrambs in Thebes, and here in Corinth.

The list of Corinthian inventions in O. 13 (one of which is the dithyramb) is
meant as a compliment to the victor’s city. In the same way it seems reasonable
to assume that a similar compliment to Thebes was part of a Theban poem. See
Puech 1923, 155 n. 3; Wilamowitz 1922, 345. A. Kleingiinther, TIpdroc Ebpetc,
Leipzig 1933, 136 on the other hand argues that the mention of the fact that the
dithyramb was invented in Thebes does not necessarily mean that this dithyramb
was composed for Thebes, firstly because Pindar himself was Theban and secondly
because the connection between Dionysus and Thebes was so familiar to all
Greeks that it could not have been used as a special compliment. However, the
fact that the invention of the dithyramb is also ascribed to Corinth and Naxos (O.
13, 18-19 and fr. 115) shows that the connection of Thebes and Dionysus does
not necessarily imply the connection of Thebes and the invention of the dithy-
ramb. So it may still have had the effect of a compliment to a Theban audience.

The text &v TéL TpdTL 7@V SLBupdpuBwv can be interpreted in two ways: Pindar
may have ascribed the invention of the dithyramb to Thebes in the first Dithy-
ramb or in the first book of Dithyrambs. If we accept the first interpretation frs.
71 and 72 (and then probably also frs. 73 and 74) are part of one dithyramb, since
fr. 72 is also preceded by ITivdapoc SuBvpauPwv wpdrun (Del Corno 1974, 108).
But such a specific indication of a text is not found elsewhere. Usually a poem
is identified by its opening words (cf. Vit. Ambr. 1, 2,5 Dr.; 1, 2. 8. Dr.; Vit. Thom.
I, 7, 14 Dr.). Since it is certain that Pindar wrote two books of dithyrambs (cf.
Vit. Ambr. 1, 3, 7 Dr.) the second option, i.e. ‘in the first book of dithyrambs’,
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seems better (so also J. Irigoin, Histoire du texte de Pindare, Paris 1952, 37; Turyn
1952, 290).

The Dionysiac festivals of Naxos (/G II 5, 45-46) and Thebes (Agronia, cf.
Hsch.), where cult hymns must have been dedicated to Dionysus, together with
the claim of being the god’s birthplace (cf. . Hom. 1, 1-9), can easily have led
the poet to say in both cities that the dithyramb originated there.

The mention of Corinth must be explained differently. Here Pindar may have
meant a different kind of dithyramb, i.e. the literary form introduced by Arion
(cf. 2 0. 13, 26b al 1ot Aroviicov S1Bupdapfwv év KopivBol Epdimcay xdpLTec,
TOUTECTL TO cToVdaLOTATOV TV ALovicov SLBvpdpPov v KopivBw mpirov Epdvn:
EKEL yap apddmn O xopoc dpyovpevoc: EcTmce 88 abTov mpartoc ' Aplwv 6 Mmbup.-
vatoc, eLta Adcoc & *Epuiovetc (see Introduction 1.1).

Another reason may be that if a city had made a craft better known, it could
be called its ‘inventor’ as a mark of praise. E.g. Corinth for the dithyramb, the
reins and the temple pediments (Pi. O. 13, 18-22), Thebes for the chariot (Critias
1, 10 Diehl 04pn 8" dappatoevra dippov cvvemifato wparrn) and Athens for its
ceramics (Critias 1, 12-14 Diehl Tov 8¢ Tpoxdv, yaiac Te kapivoov T Exyovoy,
TUpeY, / KAELVOTATOV KEPaOY, XpTiCLLOY olkovdpov, [ 1) 70 kakov Mapabdw kaTta-
cthcaca TpomaLov). See Kienzle 1936, 72; K. Thraede, Das Lob des Erfinders,
RihM 105 (1962), 158-186, esp. 171-172.

Other places where Pindar refers to a wp&@roc edpétnc are P. 12, 22 (ToAvké-
¢garoc vopoc), fr. 125 (BapPrroc), and cf. O. 13, 17 dwav & evpovroc Epyov.
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Fr. 72

GAOYan ToTE Bwpaydeic Emex’ dANoTplaL
' Qapiwv

Test. Et. M. 460, 35 xal Bdpag, d Sextukde ThHe Tpogiic Témoc ¢y’ ob kol 70 Epwimhaclal olvov
‘Bupdcaclay AéyeTay, dc wapd Apicropdver ... kal Ilivdapoc ABupdpBav wpdrrwl, ‘dAdxwL -
d\hotpiay I Meletius, De natura hominis (Cramer, Anecd. Oxon. 111, p. 89, 27 cf. Ritschl, Opuscula
I, p. 700) 6dpat olv d dekTkdc Tic Tpogdic Tomoc 7OV yap olvav Eumurhdpevor Bwpifachal
Aéyopev kal' Itrmokpdrmc ‘Aoupdy BopLbuc AMbeL” Ty modvmbciar Aéyor' o kal dAaxob IlivBapoc
BuBupdpBun: ‘dréyxm - drorpue’ (Petr. = Interpretatio Meleti latina a Nicolao Petreio Corcyraco
(Venetis 1552], cf. Cramer, Anecd. Oxon. 111, p. 89, note t; Turyn p. 291) | Cyrillus Alex. (Cramer,
Anecd. Paris. IV, p. 194, 7’ Qplwv Ewel kal’ Oaplov &v cuctolfy, kal IIivBapoc kal Evpumidne ‘dAN’
oty 6 -'Qapiwv’ | Et. Angel. (Ritschl, Opuscula 1, p. 690) * Qpiwv* el kal & dpiwy £v cucTord,
kal [Tivdapoc kai Ebpuribnc ‘@A 6xw - dAAGrpLa’ u Et. Sorb. (Gaisford ad Et. M. 460, 39) * Qpiwy,
twel kal & dplwv &v cuctori. kal ITivBapoc kal Ebpunidne, ‘dhéyow - Lwapiov’

1 &Aéxwi Et, M.: GAGyxw Meletius cod. A; dhéxw Meletius cod. M, Petr.; d\éyw Et. Sorb.; &\’
obx 8 Cyrillus Alex; d\M6xw Et. Angel. | moré Et. M., Meletius cod. M, Petr., Et. Angel., Et. Sorb.:
wore Meletius cod. A, Cyrillus Alex. | BwpayBeic Meletius cod. M, Petr., Cyrillus Alex.: BwpnxBeic
Et. M,; 8wpLyBeic Meletius cod. A; Bewpaxdeic Et. Angel., Et. Sorb. | Emex’ Meletius cod. M, Et.
Sorb.: ¢wetxev Et. M., Meletius cod. A; ¢néyee Meletius cod. Petr.; Ewey’ Cyrillus Alex.; ¢wéx’ Et.
Angel. | d\\orplaw Et. M.: dAAérpua Meletius, Et. Angel,, Et. Sorb.; &\\érpuoic Cyrillus Alex. |
2’ Qapiwv Cyrillus Alex.: Lwapiwy Et. Sorb.; om. Et. M., Meletius, Et. Angel.

once, being drunk, Orion attacked somebody else’s wife.

Contents

It is probable that frs. 72-74 are from one poem. Both fr. 72 and fr. 73 are
explicitly said to be from a dithyramb and the metre is dactylo-epitritic in both
fr. 72 and fr. 74. All three fragments deal with Orion. Although generally speaking
Orion as a mythical giant and hunter must be distinguished from the stellar
constellation (see Kuentzle in Roscher Lex. 1019-1025; Fontenrose 1981, 15-18)
Pindar clearly connects the two. In frs. 72 and 73 Orion is a mythical hero, and
fr. 74 is part of a poem where his karacTepicpoc is described. Cf. Et. M. 675, 34,
It is possible that Pindar described the whole story of Orion in one poem, this
dithyramb.
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Metre

The fragment consists of dactylo-epitrites:

If 1. 1is complete in itself, we have d* d _ D. Cf. P. 3, ep. 9 and N. 8, str. 4. It
is also possible that a long syllable preceded 1. 1 of our fragment, making D _ D,
which is more frequent.

The scansion of "Qapiwy remains in doubt. It has three syllables in N. 2, 12
by synizesis, but in 1. 3, 67 "Qaprovelav has six syllables.

Commentary

1 GAOX@ ... dANoTpian : the dominant tradition of Orion’s adventures on Chios
is that Orion harassed Merope, daughter of Oenopion, cf. Ps. Eratosth. Catast.
32 'HcioBoc 8¢ ¢meciy (= Hes. fr. 148a M.-W.) ... EAB6VTa ... a7ov (Orion) eic
Xiov Mepémmy v Olvomiwvoc Biacacbar oivwdévta, yvovta 8¢ Tov OlvoTiwva
Kal XQAETOC EVEYKOVTA THY UPpLY EXTVQAGCaL abToV Kal ek THC xwpac EKPaleLy;
Hyg. Astr. 2, 34 Bunte Hic (Orion) dicitur ... Oenopionis filiam Meropen per vinum
cupiditate incensus conpressisse. pro quo facto ab Oenopione excaecatus et de insula
eiectus, In Parth. Erot. 20 Oenopion’s daughter is called Aipo.

Pindar is rather vague in his expression: he says Orion harassed somebody
else’s wife, but mentions neither the woman’s nor the man’s name (of course he
may have done so in another part of the poem). The similarity with Ps. Eratosth.
Catast. 32 and Hyg. Astr. 2, 34 makes it certain that the man is Oenopion. For
the woman there are two possibilities: either Pindar maintained that Merope is
Oenopion’s daughter and meant that Orion made a pass at Oenopion’s wife, or
he changed the tradition and turned Merope into Oenopion’s wife; cf. Z Nic. Ther.
15 Keil ‘Hciodoc &€ ¢necww (= Hes. fr. 17 Rzach, cf. fr. 148a M.-W.) ... (Orion)
£\B6VTa ... glc Xiov mpoc Olvormiwva Mepommy (v.1. " ANepémmy) Ty yuvaika PLd-
cacbar oivwbévra. Snell opts for the latter, probably rightly. Merope is the name
that is connected with Orion’s violence, so Pindar probably adhered to it. Oeno-
pion’s reaction is the same, whether Orion assaults his wife or his daughter, so
that that part could be changed without offence to the audience. If we take into
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account the sort of changes to mythical material which Pindar permits himself to
make, this variation seems not too far-fetched.

But the question remains why did Pindar make this change which made the
act look worse. For the rape of Oenopion’s daughter Orion had some sort of
excuse: he had asked for her hand, had cleared the island of wild animals on
Oenopion’s request, had gathered a dowry, and still Oenopion refused to give his
daughter in marriage (Parth. Erot. 20). For the attack on Oenopion’s wife there
is no reason but Orion’s uninhibited character. See Fontenrose 1981, 25-26.

Orion was punished by Oenopion by being blinded and removed from the
country. Cf. Ps. Eratosth. Catast. 32; Parth. Erot. 20; Z Nic. Ther. 15 Keil; Hyg.
Astr. 2, 34 Bunte; P. Berol. 9571v, 32-34 [Ty 7ov ' Qpiw]voc Thprwcwy / THv &v]
Xiwv yevopé[vmy ... Olvw-] / wifovo]c.

Bwpaydeic : Oupdcco ‘make drunk’ and its med./pass. belong to the ‘technical’
vocabulary of the symposion (Van Groningen 1966 on Thgn. 413). In the medical
literature the verb loses its negative connotation and means simply ‘drink wine’.
Cf. Hp. Nat. Hom. 9, 3 16v Bwpnccopévor kai 7dv bpomoreévtor and J. Jouanna,
Hippocrate. La nature de I' homme (CMG 1, 1, 3), Berlin 1975, 277. Cf. also
Boissonade, Anecd. Graeca 1V, 381 86pmE 6 olvoc Aéyetar: 86pméLc, kal 1) wéd,

For the absolute use cf. Thgn. 413-414 wivwv § olx olirwc BwpnEopal, oUdE
e otvoc / &Edryer, Gt eimely Sewvov Emoc wepl cob, SO8, 884, and the word play
in Ar. Ach. 1134-1135 &v T@ude wpoc Tove molepiove BwphEopar. / - Ev T@Lde mpoC
Tolc cupmorac Bephtopar and Pax 1284-1286. The agent oivoc sim. is added in
Thgn. 841-842 olvoc ... / ed7" dv Bwpthtac p’ dvdpa mpdc ExBpov dynu; 470; Nic.
Alex. 32; Hp. Morb. 4, 56 (7, 608 Littré).

Although wine is also described as relaxing, cf. e.g. Thgn. 884 8wpmx0eic &
Eceal moANOY ElappOTEpOC; 469-470 SvTLy’ @Y TdY / BpMYBELT olvel paAbaxdc
Ymvoc Emu; E. Ba. 772 mv mavcihvmov dpmehov; 280-281; 381; 423; S. fr. 172;
Astydamas I1 TrGF 1, 60 F 6, it seems that the special meaning of fwpdccw
comes from the violence that drunken people often exhibit. Cf. Eust. 166, 11
Legov 8¢ oc”Ounpoc pev Bwpriccel del £ml OTALCULOD PmcLy, of 88 Ler abTov kail
£l uEbne T AEEW TLBEacLy, 6Bt kail BpmELc KaTd TovC TAAALOVC olvoTocia
kai dxpatowocia, tcwe B xal avro did 70 payuwov Td@v wedvovtev; Thgn. 507-
508 8eBouka 8t pM T paTalov [/ EpEw BwpmyBeic kal pey Svewdoc Exw; 413-414;
841-842. Cf. also Pi. N. 9, 51-52 where Pindar calls wine Buardv / dpmélov waid’.
For this context an interesting parallel is Ov. Am. 1, 6, 37-39 Ergo Amor et
modicum circa mea tempora vinum / mecum est ... / arma quis haec timeat? (see
R. Reitzenstein, Hellenistische Wundererziihlungen, Leipzig 1906 [© Darmstadt
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1963], 158 who sees a correspondence with ‘einem griechischen Spiel mit dem
pathetischen Ausdruck 8wpfccecBan, BwpmxBeic.”)

gmex’ : here used as a synonym of Budopar and comprendere (cf. Hes. fr. 148a
and Hyg. Astr. 2, 34). Cf. for the sense ‘attack, aim at’ also Od. 19, 71 1i pov &8’
tméxerc; 22, 75 (tmesis); Hes. Th. 711-712; E. Ba. 1130-1131; X Pi. N. 2, 17¢ &v
Totrouc uev Taic MMievdcy gnel Tov " Qplova Eméxew, v EANovc 8¢ Ty TIAnudrmy
eneiy abTov SLaKELY; ... ETEXEL VAP THL EMLTOATL ToD Tarhpov &' Qplwv kurmyeTikdc
v,

2 "Qapiaw : the same spelling occurs in N. 2, 12; 1. 3/4, 67; Corinn. PMG 654,
iii, 38; 662, 2; E. Hec. 1103; Nic. Ther. 15; Call. H. 3, 265; Cat. 66, 94; but more
often ' Qpiwy, cf. e.g. Corinn. PMG 655, 1, 14; Od. 5, 121; 11, 310. Cf. Eust. 932,
42 6 mapa Mwddpan 6¢ " Qaplov kai kata xpaciy " Qpiwv. Such alternative forms
were of course very useful for poets. For an overview of Pindar’s use of metrically
alternative forms in P. 4, see Braswell 1988, 402-403.
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Str. 9, 2, 12, p. 404

kel ' Ypia 88 tic Tavaypaiac viv ecTi, wpbrepov 88 Tiic OnPaidoc’ Smov o
*Ypuebe pepvfevran kai f 700 “piavoc yévecue, v ¢mc Mivdapoc £v Tolc
SL8vpapPorc.

Uppice codd. | Tavaypiacl | dppebcacgh

Hyria is now part of the region of Tanagra, but before of the region of Thebes;
they tell that Hyrieus lived there and that it was the place of Orion’s birth,
which is mentioned by Pindar in the dithyrambs.

Cf. also Eust. 264, 44 6 8¢ ZtpaPav Aéye, 670 ° Ypla thic Tavaypaiac wpotepov,
Ycrepov 62 OnPatdoc, Smov b * Yprevc kai 1) Tob " Qplwvoc pepbdevrar yEvimeie
(who confused the temporal relationships!).

Strabo makes it clear that Pindar adhered to the Boeotian version of the Orion
myth, where Orion’s birthplace is said to be Hyria (cf. Ov. F. 6, 719 Hyriea
proles). It is probably because of Hyria’s vicinity to Tanagra on the Eastern side
and to Thebes on the Western side that these cities too are mentioned as Orion’s
birthplace. For Tanagra cf. e.g. £ Nic. Ther. 15 Keil ol 8¢ wAelovc Tavaypaiov
elvel pacwy Tov " Qpiwva; Palaeph. 51 Festa; Paus. 9, 20, 3 écm 8 "Qplwvoc
pvia ev Tavaypar. For Thebes cf. Hyg. Astr. 2, 34 Aristomachus autem dicit
quendem Hyriea fuisse Thebis, Pindarus autem in insula Chio... hic (Orion) dicitur
Thebis Chium venisse. The clause ‘Pindarus autem in insula Chio’ must be a
mistake, caused by the fact that Pindar does mention the Chian part of the Orion
myth (fr. 72). See also Kuentzle in Roscher Lex. 1029; Frazer 1929 on Owv. F. §,
494,

Orion’s mortal father is Hyrieus, the eponym of Hyria. For the story of Orion’s
birth cf. Palaeph. 51 Festa Ilepi Tod’ Qpiovoc. Avoc ITocerdavoc kai * Eppot maic.
*Ypievc ... ke pev v Tavaypar ric Bowwtiac, grhotevaratoc 8¢ ov ImedéEatod
Twote Tovc Beove. Zeve Bt kai IToceldadv kai *Eppiic EmEevwbévrec atrd kxal Ty
pLhogpoctimy dmodeEdpevor Tapvecay altely § T dv Polloito 6 B¢ dTekvoc
v fLricato walda. AaPovrec obv ol Beol T 70V LepovpymBérToc atrole Bodc
Pupcay dwecméppmray elc abripy kal Exeleveay kpiPal kaTd Yiv kal peTa déka
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pivac GveecBay: ov dLeABoVTwvy Eyéveto & Obplwv, olitec dropacleic dua 7o
obpTicaL [dcep] Tovc Beotc, Emelta kot ebEnuLcov Oplav...; 2 Nic. Ther. 15
Keil Ypiede yap 6 marp’ flpiwvoc Borwroc ctiv. Obapiov O ExANE Emeldi &
7@V opwy Tob ALoc kal "AméAwvoc kal Tocewdavoc Eyévero...; T AD ad 1. 18,
486; Eust. 1156, 6 ff.; 1535, 42; Et. M. 823, 57 ff.; Tzetz. ad Lycophr. Alex. 328
(IL, p. 130, 20-27 Scheer); X Stat. Theb. 7, 256 Jahnke; Nonn. D. 96-103; Ov. F.
493-544; Hyg. Astr. 2, 34.

Most testimonies do not explain obpeiv, olpov etc. and may intend to convey
that urine was the life-giving fluid, but Palaephatus explains obpetv = dmocmep-
paiveww and Eust. 1535, 42 says ol 8¢ dvBpwrivec ETupoloyolvtec, THV HEV
Bipcav kai 70 Sarpdviov otprua EE GV Sca kal yacTpdc kol cwEpuaToc mudLkT
epecxeiia Tov ' Qplova efpepace. See R. Muth, RE Suppl. 11, 1300-1303 on the
original life-giving force of urine, which may not have been understood in later
times, and which was therefore replaced by semen. For this original force cf. Hdt.
1, 107 kai ot &yéveTo BuydTne T ofvopa E0eTo Mavddvmy, Ty £56keL” AcTudync
£v 1oL UTral ovpfical TocoTo deTe TATiCAL LEV THY EwUTOT TOALY, ETLKATAKATCAL
8¢ xai Ty’ Acimy wacav. The explanation of the Magi was that Mandane’s child
would be king in Astyages’ place.

The variant spelling” Qapiwv for ' Qplwv calls into doubt the etymology ' Qpilwv
= Ovplowv.
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TpexeTw neta TIAmuovay, dpa 8’ atTd ko,

Test. 2 N. 2, 17¢ Drachmann kol b7¢ pév Ik nudbac karel manBuvtikde, b1t 8t IIAnovmy dc piay
‘TpexéTw - kOwY' Sokel yap kat abrov Tov MivBapov tpactijvar atriic b’ Qplwy, kal Sudrkew atriy
i moMovc xpérouc: tmopriuara 8¢ Tobrwr O Zevc katnerépice I Et. M. 675, 34 Aéyeo B¢
MivBapoc wepl 700 katacreprcpod (kammerepicpévon EL Gen. B) atrdv, (e add. Et. Gen.) §m riic
(om. Et. Gen. B) TIxniévne mopevopéime pera 1av (adrfic add. Et. Gen. B) 8vyatpav kata v
(om. Et. Gen. A) Bowriay, covavriicar adriy’ Qpiwva. elra tpacbele (Epacdévroc EL. Gen.) Gpunce
upoC 7O dpwdcar Ty be pelryovcav pera Tav duyatpay ' Qpiwv Eblwke (Ebilwkev ' Qpiwv Et. Gen.)
yevécOay b& atrav 7ov Bpdpov wévre En (81 wévre Et. Gen. B) ddudhevrrov. 1ov 8¢ Ala (om. Et.
Gen.) Sut v xakondOeiav airdv olovel pipara (atrdv add. Et. Gen. B) karncrepicfal tac
IM\ewdBac gevyoicac tov’ Qplova

Tpexétw Z Pi. N. 2, 17c codd. T U V: 1péxe voi Turyn; tpexévw 8& cod. B

He must run after Pleione, and with him his dog.

Contents

After chasing Pleione and her daughters in Boeotia, Orion is forced to continue
running after them in the sky. The imperative TpexéTw expresses the inevitability,
the law of nature governing the constellations (so also Lehnus 1979, 206). Cf.
Ath. 11, 490e civeyyvc ydp tctv 6 "Qpiwy TiL dcTpoBeciar T@v MAeLadwy Lo
xal 6 Tepl TavTac uiboc, 871 pedyovct pera Tiic pmrpoc tiic IIAmuérnec 1ov’ Qplw-
va; Z AR. 3, 225; Z II. 18, 486.

On Pleione and her daughters cf. also Eust. 1712, 48 al (sc. IThetadec) Tov
TpoeLpMuEvor’ Nplova puBedovral getyeLy Suaxovta Thy atTdv prrépa IMAnuévmy,
T kaerd Twac al TIAnuddec mapovoudlovray; T Arat. 254; Hyg. Astr. 2, 21.

Metre

Fr. 74 consists of dactylo-epitrites. If the syllable preceding the consonants ITA-
is long, we have

______________ - ..eDe or &._De(cf N.8ep. 4)

If the fifth syllable is short the scansion is d? d> d* d® e. This would be more
regular if a long syllable preceded, resulting in D d* d” e (cf. P. 3 str. 4).



182
* Fr. 74a

Lucian. Pr. Im. 19

oc 6 100’ Qpiavoc kiva tmawvdr Eem Tourriic Aeovtoddpav abrtéy: odroc yap
&) xvvoc EvteATic Emalvoc.

lion-taming

It is natural for Orion as a hunter (cf. I Pi. N. 2, 17¢ xvvmyeméc; Nic. Ther.
19-20 kvvnratéovroc) to have his dog Sirius with him. In the winter sky the
constellation Sirius follows Orion (cf. Arat. 322-332). For Orion's dog cf. II. 22,
29; Hes. Op. 609-610 eb7 &v & " Qapiev kal Zeiploc Ec pécov ENGTL / obpavév.

The poet who is said to describe Orion’s dog as Aeovrodduac may well be
Pindar. The adjective is a &wag, comparable with the equally unique yuoddapac
(1. 5, 59) and xaixodapac (1. 6, 73).
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Aed7’ £V xopov, " OAlpmLoL,

&l Te KAVTAV TEUWTETE XAPLY, BEOL,
moAvBarov ol 7 dcteoc dpupakov Buoert
tv 7aic Lepaic "ABdvalc

5 oixvelTe mavdaidalév T ebkAE’ dyopdy:
lodéTwv AdxeTe cTe@dvar Tav T fapldpbTwy

doLbav,
AvoBev 7€ e cOv dyhalan
18eTe mopevBEVT doudav detltepov
gl TOV KLCcodady Bedy,

10 70v Bpéurov, Tov ’ EpLoav 1e fpoTol kaAéouey,
YOVOV VTATOY pEv TATEPWY LENTOUEY <OL >
yvvark@v T Kadpeiav.
tvapyea 7 €W’ dTE pavTy od Aavldvel,
poLukoedvaw oot oixBévtoc ‘ (pav Barapov

15 ehodpov EmdyoLcLy Exp QUTE VEKTAPEX.

707 PAAAETAL, TOT, E7° GuPpoTav 06V’ Eparai
Tov @oBat, poda Te kOLALCL PELYVUTAL,

&xel T Oupal peréwy chv adiotc,

olxvel e ZeENay EALKAWTUKA YOpol.

Test. 1-19 D.H. Comp. 22 (2, 99-100 U.-R.) movrrdv piv olv [livBapoc dpxéce. mapanpdeic, cuy-
ypaptwy Bt Goukubidne: kpdTicToL yap obtoLmoLral THc abernpdc dppoviac. dpxétw 5t IlivBapoc,
kal toUrov BuBipaupoc Tic o Ectw A dpxf ‘Aetn’ - xopol’ H D.H. Comp. Epit. 22 (2, 180-181 U.-
R.) mpoxelcBw &4 kal wapabeiypara (tiic abernpdc dppoviac): Mvddpov ptv Su8vpauPéc Tic
ob torw 4 dpxy ‘Aetr’ - xopoi’ | 1 Anon. de barbarismo et soloecismo (Boissonade, Anecd. Gr. 3,
239) wepl Tac Suxbécerc, dc wapa [livddpw ‘karelr’ Ec xopdy "OAdpma’ dvri 70U kakelce I
Cramer Anecd. Oxon. 1, p. 169, 19 4 tv kara ptv coviBewav cuvrdcceras ok, kard 8t ATrxode
yevuedly, katd B2 Bouwrotc kai alruatudi oirwe yap Exel kal 16 Tapd Mwddpa “iBete §' v xopov
*OrOp Loy I idem, p. 176, 4 Bowwrol yap v &v mpblecy currdccovewy alruaTuciy L8er’ Ev xopov
*Oadpmoy’ ITivdapoc | Greg. Cor. p. 355 Schaefer Tpémouct 82 ol atrrol (sc. Dores) THic &c mpobé-
cewc T ¢ elc 70 v. olov kc xopdv ‘Ev XopdV', tc ™y dyopav Ev Tav dyopdy I 11.123XPi. 1.8, 75
Drachmann Au prcyopévay f Avde wap’ dbehgeolewy (...) mAnBurtikac 5t elwev dvri Tob GBeApa,
T [ocelBave civmBec 8¢ 70 cxfina Mwddpu ‘brdrov - Kabpewdy' dvii tob Awde kal Zepéne
I 18 A.D. Synt. 3, 50 (316, 2 Uhlig) ic Boudriuov Ecry EBoc, Spowov Tén mapa Mwbdpun: ‘dxeiray -
athalc’
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1 8evr’ D.H. codd. F, Mz, V, Epit.: {ber’ D.H. codd. P, Ml, Anecd. Oxon. 176, 4; Tbete §' Anecd.
Oxon. 169, 19; kareir’ Anecd. Gr. | tv xopdv D.H. codd. F, V, Epit., Anecd. Oxon., Greg. Cor.: &v
cxopdv D.H. cod. P; &c xopdv D.H. cod. Mcorr., Anecd. Gr. | ' OMdpma Anecd. Gr. | 2 wépweTOL
DH.cod. P | 30t 0l D.H. cod. F | &ctzac D.H. cod. F | d¢Baipdvr D.H. cod. Msscr. | Bubevr’
Snell 1975* Bvéevra D.H. | 4 486vavc DH. Comp. 22 (2, 104 U.-R.) cod. F: d8iparc D.H. codd.
F, P, M, Epit,; d8#wa. D.H. cod. V | 5+ om. D.H. cod. F! | 6 lobérawv D.H. codd. P, M, V: La8é-
rov D.H. Epit.; 88 ¢yov D.H. cod. F | Adxere D.H. codd. P, M, V, Epit.: Adxew D.H. cod. F; haxelv
Usener 1878 | 7@v 7 taplbpémwv Usener: dvre dpubpémwy D.H. cod. F; 7 dvi’ tapubpéwwv D.H.
cod. P; tdv 1€ dpbpémrov D.H. Epit.; ¥ ¢vi’ tmapbpénwy D.H. cod. M; 1@v tapubpéwtwv D.H.
cod. V | dowbdv D.H. codd. F, V, Epit.: otBdv D.H. codd. P, M I 7 AuoBev ¢ pe: SuateBévre D.H.
cod. F | dyhaiar D.H. cod. P: dyraia D.H. codd. F, M, V, Epit. | 8 ¢€ibere D.H. cod. M | mopev-
0tvra dobav Schneider 1776; mopevBévrar ol & &v D.H. cod. F; wopevdévrec dovbal D.H. codd.
P, M; mopevBévrec dowbaic D.H. cod. V, Epit. I 9 ¢ tov D.H. codd. F, P, M, Epit.: t=t D.H. cod.
V; ki re Bergk 1878% | wuccobam D.H. codd. F, M, V, Epit.: kiccod6fv]rav D.H. cod. P; kuccéberov
Schneider; kiccox6pav Bergk; kwccodpav Schroeder 1900 I 10 7ov Ppdpiov. Tov D.H. cod. P: bv
Bpbépiov 8v D.H. codd. F, M, V, Epit.; Bpépiov 6v7° Bergk; v Bpouiov Turyn 1952 | 7¢ D.H. codd.
P, M: om. D.H. codd. F, V, Epit. | 11 yovéwv D.H. cod. V; om. £ Pi. | ¥mdrew D.H. cod. P | piv
D.H. cod. P: 7¢ D.H. cod. V, Epit.; uév 7e D.H. codd. F, M, 2 Pi.; viv 7¢ Usener | pekwopevor
Hermann 1824: péAwopev D.H. codd. F, M, V, Epit.; péAwe D.H. cod. P; pehwépev Boeckh 1821,
Schroeder 1900; om. Z Pi. | 12 e om. D.H. cod. F | kabuiav D.H. cod. F; kabueiay D.H. codd.
P, M, V, Epit. | Eporov D.H. cod. P: cepérav D.H. cod. V, Epit.; cepéhny D.H. codd. F, M; secl.
Boeckh, Schroeder I 13 tvapyéa 7 €p’ dre pdvry Van Groningen 1955: gvapyea vepéw pdvrw
D.H. cod. P, Epit.; &v &\ yea reped 1€ pdvrw D.H. cod. F; év dpyéa vepta pdvivw D.H. codd. M,
V; tvapyéa rehéwv capar’ Usener I 14 gownkoedvwv Koch 1851: gouvikoedwv D.H. cod. F; ¢ol-
vikoc ¢avidv D.H. codd. P, M, V, Epit. | éwére D.H. cod. F | olx8évrec D.H. cod. F | dpav D.H.
cod. F: Gpav D.H. codd. P, M, V, Epit., | 8éAapo. D.H. cod. F H 15 evéapov D H. cod. F | twd-
yowcw D.H. cod. F: twatwcw D.H. codd. P, M, V, Epit.; ¢wdynicw Usener 1868; tmdywcwy Bergk
] 16 1ére om. D.H. cod. F | Barhere D.H. cod. V, Epit. | tére D.H. cod. V | duPpérav (drcppo-
vav D.H. cod. P) x86v’ D.H. codd. P, M: &upporov xépcov D.H. codd. F, V, Epit. | 16-17 EpaTal
Twv ¢oPa. pébate D.H. Epit.: Eparac v ¢oBar pédase D.H. cod. V; épatéwr poPepbbate D.H.
cod. F; ¢parav Tov gofepdre D.H. codd. P, M I 17 kbépicL D.H. cod. F | peiyvuray Schroeder:
piyvraw DH. codd. P, M; piywwray D.H. codd. F, V, Epit. | 18 édxeire D.H. cod. F: dxeirav A.D,;
otxvel 7* D.H. codd. P, M, Epit.; olxveite D.H. cod. V | dppai A.D.: bppdr D.H, cod. F; bpgpd
D.H. Epit.; dppa D.H. cod. V; dupaic D.H. codd. P, M | 19 dxel ¢ Hermann | xopdv D.H. cod.
V | xopol // Ewk. ~ 1sq.? Snell 1975°
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Come to the dance, Olympians,

and send this way your glorious favour, you gods,

who visit the much frequented city’s navel rich in frankincense

in divine Athens

and the famous market-place which shows on all sides the products

of artists;
take your share of the wreaths, bound with violets, and of the spring-
plucked
songs,

and look favourably upon me, who having begun with Zeus, proceed
with the splendour

of my songs for the second time

to the ivy-knowing god,

whom we mortals call the Roarer and the Loud-shouting,

when we celebrate in song and dance the offspring of highest fathers

and Theban women.

And clear signs do not escape me, like a seer, which show

when, after the opening of the chamber of the purple-robed Seasons

the nectarous plants bring in the spring sweet-smelling.

For this is the time when are thrown on the immortal earth the lovely

petals of violets, and roses are mingled with hair,

and the voices of songs sound accompanied by flutes,

and choruses approach diadem-wearing Semele.

This fragment opens with an invitation to the Olympian gods to come and support
the poet (Il. 1-9). Within this invitation it is made clear that Athens is the city for
which Pindar is composing, and the city is favourably described (ll. 3-5). The
invitation changes smoothly into a description of Dionysus, the god for whom the
poem is intended (1l. 11-12). The final part (Il. 13-19) describes the spring, the
season of the dithyramb, The coherence of the poem is enhanced by the earlier
mention of spring in 1. 6 éapLdpdmv.

The elements of the fragment can be considered traditional: praise of the
chorus’s city and of the god involved and description of the festival (see Pavese
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1968, 389-430, esp. 416). The hymnal style of the opening is clearly recognizable:
gods are invoked (ll. 1-2), described (1. 3-5) and asked for assistance (ll. 1-2, 6-
9). This belongs traditionally in cletic hymns (see Wiinsch 1914, 182; Zuntz 1951,
337-341; Lenz 1980, 85; Bremer 1981, 194-197).

The fact, however, that the invoked gods are not the recipients of the poem
(which is, of course, Dionysus), must make us aware that this is not a real hymnal
opening. It has no cult intention, but is ‘merely’ meant to make a mpécwmov
mavyéc (0. 6, 34), a grand opening (see Meyer 1933, 60-64). Similar openings
are found in O. 4; 5; 8; 12; P. 8; 12; N. 3; 7; 10; 11; B. 11. All these open with
the invocation of a god(dess) or city, enlarged by descriptive appositions, and with
a request (to accept the song, to come, to help, to sing). O. 14 cannot be included
here because the hymnal elements dominate the whole poem and are not limited
to the opening. Since dithyrambs are hymns to Dionysus we expect hymnal
elements directed at him, and they can be found in the second part of the
fragment. In 1i. 9-12 Pindar mentions very concisely Dionysus’ parentage and some
characteristic epithets and names (xuccodatic, Bpoproc, ' Epuféac) and we might
expect further references to the story of his birth shortly after 1. 19 Zepérav.
Zimmermann 1988b, 38-39 arrives at a similar analysis of fr. 75.

The poem expresses a joyful atmosphere, as witnessed by the many positive
and festive adjectives and nouns (2 kAvrav ... xdpLy, 3 Bvéevra, 4 lepalc, 5 mav-
Saildalov, elkAe’, 6 LodéTwy, EapLdpdmwy, 7 dyralal, 14 povkoedrwy, 15 etiodpov,
vekTdpea, 16 GuBpérav, épartal, 17 tov ¢oPat, poda, 19 thkdumuka. It is not
necessary to explain this as expressive of Pindar’s religious attitude (see Rudberg
1945, 317-336 = 1970, 259-277, esp. 267-269, who explains this vocabulary as a
way for Pindar to express the joyful side of the holy, the &ppmrov). The festal
atmosphere is indispensable in a dithyramb, a spring song, for a rich and powerful
city like Athens (cf. frs. 76-77).

Date

There is papyrological evidence of an Athenian Dithyramb which brought Pindar
a victory in 497/496 B.C. The evidence is found in a Life of Pindar, P. Oxy. 2438,
9-10 &)’ Apxiov yap frydvicral gv’ AGfvan[c SuLBvpdp-] / Po<i> kal vev{e}ixn-
kev, See D.M. Lewis, The Archon of 497/6 B.C., CR N.S. 12 (1962), 201; I. Gallo,
Nota alla Vita di Pindaro del Papiro di Ossirinco 2438: Archia o Ipparco? QUCC
7 (1969), 113-115. It is unclear whether or not fr. 75 is part of the Dithyramb
of 497/496. If delrrepov at 1. 8 means that fr. 75 is Pindar’s second Athenian
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Dithyramb, it was probably not composed as early as 497/496, because in that
case Pindar must have composed his first Athenian Dithyramb in or before 498
(the date of P. 10, the earliest poem we can assign with certainty). This is not
impossible, but rather unlikely.

It is tempting to look for internal evidence in wavdaidahov at 1. 5 and to
assume that this adjective refers to the embellishment of the Agora by Cimon
(470461, see G. Donnay, Pindare et Cimon, Théme et contenu politique du
premier dithyrambe en I' honneur d’ Athénes, RBPh 42 [1964], 206). For this role
of Cimon see also H.A. Thompson and R.E. Wycherley, The Agora of Athens,
The Athenian Agora Vol. X1V, Princeton New Jersey, 1972, 20; and cf. Plu. Cim,
13, 8; Praec. ger. reipubl. 24 p. 818d. But citizens usually call their own city
beautiful regardless of the number of stately buildings or parks, so that we cannot
use wavdaibalov as evidence to date the fragment.

Other attempts to assign a date to fr. 75 are equally futile. Bowra 1964, 408
suggests the spring of 474 because it ‘clearly comes after, but not long after, the
Persian wars, and may have been composed when the Persian menace had ceased,
e.g. after the capture of Eion by Cimon.” Puech 1923, 151 considers it likely that
the two known Athenian Dithyrambs (frs. 75 and 76-77) were written in ap-
proximately the same period, probably in the middle of Pindar’s career when his
relationship with Athens was especially good, following the second Persian war.
This would lead to a date around 486 (such as P. 7) or 485 (such as N. 2) or,
more probably, a little later, since frs. 76 and 77 must be after 480 (Battle of
Artemisium).

It is clear that frs. 76-77 refer to a concrete historical event (although not even
this leads automatically to a certain date), but neither the text nor the tradition
of fr. 75 gives us any useful information which helps to date it with confidence.

Metre

Fragment 75 is composed in a metre consisting of iambic and aeolic metres. Since
there is no antistrophe the division is highly uncertain,

The first period contains the invocation of the Olympians. It is unlikely that
the second period does not end until the end of 1. 8 (we might expect pauses
after 1. 4,” ABdvarc and after 1. 6, ¢o.dav), but the lack of a corresponding strophe
prohibits a certain division. L. 7 and 1. 8 form a period each, probably empha-
sizing the praise of the poet himself and of his poem. Semantically, 1l. 9-12 are
complete, but, once again, the position of the period-end after 1. 12 is not certain.
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Ll. 13-14 evoke the time of spring, while a new period in 1. 15-16 elaborates on
the floral abundance. The next period, 1. 17, is about the people who look festive;
and the final period (Il. 18-19) concentrates on the music and the dance.

L S

ia cr]

ia cr cr |

ia cho ia |
~hipp |

ia cr ia |
~chodim gl ba |

ia cho ||

ia cr ia |

gl

cho ia cr ba |

............ | ia cho cho |
________ | chodim |
____________ | ia tr ia |
_______________ I ia cho ¢r cho |
15 i mvvn e | ia cho ia |
e —— e e I ia ia cr (ba) |
____________ I ia ia ia |
__________ | ~chodim ba |
ia cho cr (ba) |

This cannot be reduced to iambics only, not even by calling on resolution and
syncopation, as was done by M.L. West, Iambics in Simonides, Bacchylides and
Pindar, ZPE 37 (1980), 137-155, following Wilamowitz 1921 (* 1975), 310-313. For
a defence of metrical variety as opposed to a forced iambic unity see B. Gentili,
Trittico pindarico, QUCC n.s. 2 (1979), 7-33, esp. 15-29, and R. Pretagostini,
Considerazioni sui cosiddetti ‘metra ex iambis orta’ in Simonide, Pindaro e
Bacchilide, QUCC n.s. 6 (1980), 127-136.

It cannot be denied, however, that iambics play an important role in this
fragment. They are seldom the only metre to fill a line; only 1. 17 is that regular.
In all other lines other metres are (also) found. And even in the case of the
iambic metre, we find eight different variations:


file:////chodim
file:////chodim
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- - .- 1l. 3, 17 (2 times)
- - I. 5, 8,13

. - 1. 2, 3, 8, 10, 11, 17
. - L5

- - 113

- - -~ 1.1,14,15 19

—~— - 1. 15, 16 (2 times)
- -~ L7

For — _._ cf. fr. 109, 4.

Pindar plays with the differences and similarities between the iambics and
other metres. Zimmermann 1988b, 42 points especially to the choriambic mem-
bers, easing the link between the iambics and the aeolic metres, by making
‘gleitende Ueberginge’. This phenomenon occurs mostly in tragedy, but is also
found in P. 8, 1-3 (see B. Snell, Griechische Metrik, Gottingen 1982%, 58 n. 53).
For the close connection between choriambic and aeolic metres, see Snell 1982,
37.

Maehler (post Snell 1975, 82) suggests a strophe-end after 1. 18. In 1. 19 the
order of éAkapmuka and yopot would have to be reversed and the line would
end after xopoi, so that its metre corresponds to 1. 1: _ ... _._ To accom-
modate EAwdpmTuka the metre of 1. 2 would have to be .. _. _ and the syllable
preceding kA would have to be long. This is not impossible, and the reversal of
EAdpuka xopoi could be explained by the fact that ‘scribes would tend to bring
the name and epithet together’ (West 1980, 145 n. 18). One drawback, however,
is that in 1. 2 . .. . _ seems likelier than .. _. _, because the former occurs quite
frequently in this fragment. Besides, Dionysius’ 8180papféc Tic ol EcTuv 1) dpxn
ought perhaps to be interpreted to mean that his quotation concerned a complete
unit, such as the first strophe of the dithyramb,

Commentary

1-2 Lines 1-2 are illustrative of Pindar’s grand, majestic opening lines, his way
of giving his poems a Tavyec mpoécwmov (cf. O. 6, 3-4). The case is not as clear
as in the opening of the other known Athenian Dithyramb, fr. 76, but the impera-
tive tone and the mentioning of the Olympian gods easily draw the public’s atten-
tion.
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1 Aev7 Ev xopov, "Orbpmor ¢ as discussed above (on Contents), the opening
lines show certain characteristics of a cletic hymn. An essential element in such
hymns is the invitation to the god to attend, formulated as éA0¢, Baive, LkoD, poAe
(Norden 1912, 148; Zuntz 1951, 338). Aette can be regarded as synonymous with
these. Cf. Hes. Op. 1-2 Mobcan TlepinBev ... / 8evve; Sapph. fr. 53 Voigt
Bpodomaxeec dyvar Xdpirec, dedre Aloc kbépar; Ale. fr. 34, 1 Voigt Aevté pou
va]cov ITéhomoc Atmovrefc (cf. SLG 286, I1, 1); SLG 286, II, 8 Sctrr’ 6ABLat.

It is not exactly clear why Pindar introduced the Olympians into this Dionysiac
hymn. Of course they make a grand introduction, but Pindar could have made
one with Dionysus himself. Perhaps it is an expression of typical Greek poly-
theism: ‘Einen Gott iibersehen oder gering achten, heisst die Fiille der Welt und
damit auch die Ganzheit des Humanen amputieren. (...) Die Tatsachen des Kultes
sind unmissverstiandlich: Bei Gotterfesten wird regelmissig nicht einem, sondern
einer ganzen Reihe von Goéttern geopfert’ (Burkert 1977, 332). Cf. also X. Eq.
Mag. 3, 2 ...xal &v 7otc AlovuciolLc 8¢ ol xopol Tpocemxapilovral dhloic Te Beolc
kal Tolc dddeka yopevovTec.

An additional reason may be found in the fact that the invited gods are those
connected with the city which furnishes the chorus (Pavese 1968, 416): Pindar
flatters Athens by connecting all the Olympian gods with the city (see also
Kambylis 1964, 151 n. 2). Finally Pindar may want to enhance Dionysus’ status
with the Olympian audience at his festival.

Ae¥v : the reading in P and M (before correction) is i8e7’, which may have
crept into the MS from 1. 8. The words &v xopév are no argument in favour of
either ded1’ or 1de7’, since 6pdw can be constructed with év/eic, cf. Il. 2, 271 idaw
gc mAnclov dhov; Pi. fr. 123, 11-12 18w / ... £c HiBav; for this intransitive use see
Van Groningen 1960, 69-70 on fr. 123, 11-12. Dionysius of Halicarnassus uses the
term pfpa for the first word, but this is not an argument in favour of {8ete either,
since 8edre was also classed as a verb, ¢f. Et. Gud. 139, 44 (see also D.M. Schen-
keveld, Linguistic Theories in the Rhetorical Works of Dionysius of Halicarnassus,
Glotta 61 [1983], 67-94, esp. 73-74). Aev’ is more likely not only because {8e7’
also occurs in L. 8, but also because the austere style seems to be better repre-
sented by a long first syllable than by two brevia.

Aetre ‘adv. as pl. of detipo’ (LSJ s.v. detre) is not as infrequent in lyric poetry,
as LSJ suggest. See Renehan 1975, 63; 1982, 52 and above on A&t &v xopov,
"Onvpmeot. Pi. fr. 122, 17 Sevr’ is best emended to dmdr’ > 8ad, because deirre
is only used as ‘come hither’ and not as the ‘hither’; besides the plural is not
called for, since the addressee is Kimpov déctotva. See Van Groningen 1960,
39-40.
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P. Von der Miihll, Zu Anakreon 43 Diehl und den Lyrikern, Hermes 75 (1940),
424-425 argues that the first meaning of 8ed7e is &yere &7 rather than 8etpo and
prefers this interpretation here too. This is not very likely, because in that case
the connective 7¢ in 1. 2 would have no function. Besides, Von der Miihll shows
himself that this distinction already seems lost in Homer (cf. Od. 8, 307; Il. 13,
481; and especially Od. 9, 11 8ev7’ dve).

tv xopov : cf. Greg. Cor. p. 355 Schaefer; Gramm. Meermannianus (Ioannes
Grammaticus?) p. 658 Schaefer &c xopov &v xopév, regarding this as a Doric
peculiarity (also found, however, in Argos and Crete, see comm. Koenii ad Greg.
Cor.). Pindar uses év with the accusative nine times: cf. also P. 2, 11; 86; 4, 258;
5, 38; N. 4, 68; 7, 31; Pae. Th, 46; fr. 108, 2, while we find &c/eic almost a hun-
dred times in the extant works.

For a similar invitation to Zeus cf. Ar. Nu. 564-565 Zfva Thpavvor tc xopov
/ Tp@ra péyav kukAfickw, and to Poseidon cf. Ar. Eq. 559 8ebp’ EAO’ Ec xopdv.

xopbv : it is not true that the words xopoc and xdpic come from the same
root, as Pl. Lg, 654a (... xyopoic Te Gvopakéval Tapd 1o THC xapac Epputov Gvopa)
asserts, but that does not mean that Pindar could not use those words in a
combination suggesting an etymological relationship. This is a quite common
poetical device, and he seems to do so again in Pae. 12(a), 10-11, although the
text is very mutilated: ] e xopov vmeprat[ /  Ixapw A[ ] 7ex[. Another
example is to be found in O. 6 where “Tapoc (L. 43) is linked with Léc (1. 47) and
with Tov (L. 55). See for a discussion of more examples Barkhuizen 1975, esp. 119-
120 and M. Buccellato, Modi etimomitologici nella ‘Techne Poietike’ di Pindaro,
in: Linguaggio e societa alle origine nel pensiero filosofico greco, RSF 16 (1961),
24-29,

1-2 "ONdprmoL ... Oeol s the Olympians’ divinity is stressed by the late position
of Oeol. See Kiihner-Gerth, 2, 600-601 for such cases of hyperbaton and their
effect, especially when one or both of the separated words is/are found in special
places, such as the end of a clause. The position of @eol also gives the poet the
possibility of making a more direct connection with the following relative clause.
For other cases of hyperbaton in an invocation see Kambylis 1964, 176.

2 ¢wi e ... wépmeTe ¢ a case of tmesis or, rather, an accentuation of the original
independence of the preposition, see Schwyzer 2, 424-426; Kiihner-Gerth 1, 530-
538 (esp. 535-536); B.K. Braswell, Notes on the Prooemium to Pindar’s Seventh
Olympian Ode, Mnem. 4.29 (1976), 239 and n. 24.

The imperative is the most usual form of invocation, in which according to
Weilbach 1938, 36-42 the aorist is more common when the Olympic gods are
addressed. For minor deities, including the Muses, the present is to be expected.
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Pindar, however, does not seem to adhere closely to this distinction (see the table
produced in Bakker 1966, 13). Bakker sets out an aspectual theory to account for
the occurrence of present or aorist imperatives. The aorist imperative is used
when the speaker leaves the moment of action to the discretion of the addressee,
and makes no direct connection between the command or wish and the present
situation. The present is used when the speaker wishes such a connection to be
made, e.g. in situations of stress, or after the request is introduced by an aorist
imperative (the present imperative is then used as a signal ‘now you may start’),
or when the speaker can reasonably expect that the order or request will be
carried out immediately. This may be because the addressee is in an inferior
position, or because it is the normal function of the addressee to perform the act
asked for, or because the speaker promises to give something in return. General
wishes, asking for a repetition of actions or for a state that must last forever or
for a certain length of time, are also expressed by the present imperative (Bak-
ker 1966, 116). Ruijgh 1985, 1-61 starts out from the essentially temporal value
of the present and aorist forms, but comes to the same conclusion regarding the
present and aorist imperatives. The present indicates that the required action is
to be performed immediately and is therefore called ‘inceptive’ present (see esp.
29-38). The imperative &émi ... mépumeTe must be seen as an example of such an
‘inceptive’ or ‘hortative’ present imperative, where the poet apparently expects
the gods to comply (Bakker 1966, 112-113 and n. 39; Ruijgh 1985, 35-36 and n.
74).

xdpw : for xdpic in a dithyrambic context cf. Pi. O. 13, 18-19 7ai Awwvicov
w60ev EEEpavey / chv Pomrdral xdpiTec SLbupapfat;

3-5 The relative sentence following an invitation or an appeal to gods, is a
regular hymnal feature (see Norden 1912, 168; Meyer 1933, 3-4; H. Kleinknecht,
Die Gebetsparodie in der Antike, Stuttgart 1937 [ Hildesheim 1967], 18-20; Zuntz
1951, 338; Kambylis 1964, 174-175; Lenz 1980, 22-23) intended to describe the
deity completely, in the first place to ensure that the correct god(dess) is paying
attention and in the second place to please and to flatter, so that the god(dess)
will be willing to answer the prayer. In this case the description of the haunts of
the gods is more flattering to Athens than to the gods themselves. Relative clauses
are so common for predicates in hymns that Norden 1912, 168-176 called it ‘Der
Relativstil der Pradikation’. Cf. e.g. Pi. O. 4, 6-7 d\Aa Kpbévov wal, 6c Alrvav
géxerc / Lmov dvepdeccav ekaroykepdha Tvpdvoc 6Bpipov; P. 1, 30; o Hom. 2,
2 (and Richardson 1974 ad loc.); 3, 2; A. Eu. 3; S. Ant. 1115-1120; OT. 161; E.
Hipp. 67; Ar. Ra. 659; 665.
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3 wohOBarov : the adjective ToAiParoc is a ¢wak, but not so exceptional that
it can be regarded as typical or characteristic of a dithyrambic style, as was argued
by Seaford 1977/78, 88 n. 59. Very similar adjectives are Wiparoc (Pi. N. 10, 47;
S. Aj. 1404), e9Baroc (e.g. A. Pr. 718), 8ucParoc (e.g. Pi. N. 7, 97; A. Pers. 1069).
A similarly unremarkable @wag is found in 1. 5 mavdaidaroc.

ot 7€ : see Ruijgh 1971, 984-987 for this ‘digressive’ use of &cte referring to
a permanent fact or a habitual activity; sixteen more examples are found in
Pindar: O. 2, 35; 14, 2; P. 4, 30; 11, 59; 12, 2; N. 6, 9; 6, 31; 8, 2; 11, 1; I. 3/4, 65;
8, 40; fr. 33¢, 4; 96, 1; 122, 3; 140b, 4; 146, 1. See also Des Places 1947, 55-56.

dcTeoc Oppaldv : the expression dceoc dppaloc refers to some central point
in the city. It is further described as moAiParoc ‘much frequented’ and 6vderc
‘rich in frankincense’, and mentioned along with the Agora (1. 5). It is therefore
probably not the Agora itself nor a part of it, such as the altar of the Twelve
Gods (as proposed by Wilamowitz 1922, 274 and by Puech 1923, 153 n. 1) or the
Tholos (as proposed by I. Svoronos, Athena 33 [1921], 213). It is more likely the
Acropolis, an equally central part of the city, where the great temple of Athena
and the rites performed there warrant the adjectives moAvBartoc and Bvoerc.

Other places referred to as ‘navel’ are Delphi, the ‘navel of the earth’ (e.g.
Pi. P. 8, 59 yac opparév; N, 7, 33-34 uéyav ouearov ebpukdrmov / ... xBovdc)
and Enna, known as the ‘navel of Sicily’ (Cic. Verr. 4, 48, 106 ex Hennensium
nemore, qui locus, quod in media est insula situs, umbilicus Siciliae nominatur).

Bvoevra : cf. Pi. Pae. 3, 8-9 Ovoefvra) / Bouody, E. Tr. 1061.

4 tv 1dic iepaic’ ABavarc : the use of iepoc as an epithet of cities (and other
specific localities) goes back to Homer, see J.P. Locher, Untersuchungen zu iep6c
hauptsiichlich bei Homer, Diss. Bern 1963, 63-71. For its use with Athens cf. Od.
11, 323; S. A4j. 1221-1222; Ar. Eq. 1319; B. 18, 1; 23, 1. The adjective denotes the
close relationship between a deity (often an eponymous nymph, here the goddess
Athena and perhaps also the other Olympians) and a place, resulting in divine
protection (see LSJ s.v. lepoc L. 3).

5 olyvelte : olyvéw with just an accusative seems to be typically Pindaric. Cf.
P. 5, 86 oixvéovric coe; and 1. 19 of this dithyramb, oixvel te Sepélav.

Since the emphasis in this line is more on the presence of the Olympians in
Athens than on their intention to come and visit, it seems better to regard olxvéw
as a transitive verb with an object accusative than as an intransitive verb with a
goal accusative (see G. de Boel, Goal accusative and object accusative in Homer.
A contribution to the theory of transitivity, Verhandelingen van de Kon. Akad. voor
Wet., Lett. en Schone Kunsten, Kl.der Lett., 50 (1988) nr. 125, esp. 157-165).
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wavdaidahov : see note on 1. 3 TorbParov. It refers to the statues and monu-
ments decorating the Agora and may be meant to supply a superlative for the
Homeric molvdaidaioc, cf. II. 3, 358 mohvbarddiov 8wprxoc; 11, 32; Od. 18, 295,
etc.

6 Lodétwv ... cTEqdvov : the presentation of violet crowns at the altar of the
twelve gods was part of the Great Dionysia (Cook 1900, 5-6). Cf. Ar. Nu. 308
ebcrépavol Te Bedv Buclal Bariar €.

The Athenians themselves also wore wreaths, cf. Ath. 11, 464f * A9mvaiol Toic
Avovucrakoic dydct ... EcTepavopevol EBedpowy; orac. ap. D. 21, 52 pepificOar
Bdkyoto ... k@pm cTeE@dvoLCc TukdCcavTac.

Duchemin 1955, 242 n. 2 suggests that Pindar alludes here to the wreaths given
to the poet who won the victory in the dithyrambic contest. It is possible that
Pindar used ctépavoc to make us think of him as victorious with this poem, but
this is not the primary sense.

The Tov is the archetypal spring flower, cf. Plin. NA. 21, 11, 38 florum prima
ver nuntiantium viola alba. For its connection with Dionysus cf. AP 9, 524, 10
LomA6kov. See also on 1. 17 Tav @oPat. "165eToc is another dmas.

Adyete : ‘take your share of, a variation of the traditional 8££aw-motif, ‘ein
durch den Festgebrauch gerechtfertigtes eigentliches Prooimion-motiv’ (Schade-
waldt 1928, 269). For the traditional formula cf. O. 4, 9 dé£av ... T6vde k@uov; 8,
10 T6v8e kdpov kai crepavagoplav dé€ay; variations of object are found in O. 13,
28; P. 12, 5; N. 11, 3; Pae. 6, 5; variations of verb and/or construction in P. 2, 3-
4; N. 4, 11; 8, 14. See also Carey 1981, 24-25,

Here we have the expected aorist as opposed to 1. 2 émni ... méumere, see
Weilbach 1938, 36-42; Bakker 1966, 126-127; Ruijgh 1985, 35-36 and n. 74,

Td@v 7 Eapudpémav dowdav : although the exact spelling of the adjective is not
certain (see app. crit.), the sense is in all cases ‘plucked in spring’. Other examples
of the figurative use of ‘plucking’ in Pindar are P. 1, 4849 mupndv / olav ofitic
*ENAdvaw Spémer; 4, 130-131 Spamaov ... / lepdv edloiac dwrov; 9, 109-110; N. 2,
9; fr. 122, 8; 123, 1; 209, and especially Pae. 12, 4-5 &v]0ea Towa[iTac / Jopvicioc
Spémmu. Perhaps fr. 6b(f) belongs here too: ] dpdovt’ dowdaic [ / Jyevvaiwv dwroc
vexta, piéac ai.[ / ] kapmwov Spéwovtec. See on this and similar expressions G.
McCracken, Pindar’s Figurative Use of Plants, AJP 55 (1934), 340-345.

This is the fourth epithet in four lines that is not found elsewhere, and it is
the most striking because of the metaphorical meaning of 5pénw. The accumula-
tion of newly formed adjegtives in these lines is conspicuous.

7 AudBev : the best explanation is to interpret Av60ev as ‘having begun with
Zeus', referring back to 1. 1, "OXdpmior (see Puech 1923, 153; Slater Lex. s.v.
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AL68ev), Zeus being their main deity. This makes all the more sense because then
the connection between the Olympian gods and Dionysus is explicitly made: from
Zeus (and his Olympians) the poet is sent on his way (e.g. by the Muses) to
Dionysus. For the same construction cf. N. 1, 4-5 céfev ... / iuvoc dpparar; Pae.
2, 3-4 céOJev ... / man)ava [Su]dfw (cf. 2 dwd cob ™ &pxiv Aapav), h. Hom. 9,
8-9 airdp tyd ce mpdra kal Ex cédev dpxop’ deibew, / cev & Eyo dpEdpevoc
petafficopar drlov éc Huvov; for the same meaning cf. N. 5, 25 Yuimcav Avac
dpyouevar cepvav OgTy; 2, 2-3 dowdoi / dpyxovtan, Avdc Ek mpoopiov; Arat. 1
€k ALoc apy@uecha.

Another interpretation of Audfev is ‘(sent) by Zeus, according to his will’
(Kirkwood 1982, 329). Cf. II. 15, 489 Au60zv Prapbivta Pérepva; A. Ag. 43-44
SL8pbvov ALdBev kal Suckfyrtpov / Twdic oxvpdv Letryoc " ATpeldav. This explana-
tion has as its weak point that the usual meaning of wopev8évr’ is not ‘being sent’,
but ‘travelling, going’ (see below on 1. 8 wopevBérT’) and that it is not usually
Zeus’ task to send or support a poet. We would more readily expect Apollo or
the Muses in that role. For Apollo cf. Hes. Th. 94-95; Tim. PMG 791, 202-205;
B. 28, 5-11; 17, 132 and Schmidt 1990, 19; for the Muses cf. B. 19, 5-7.

A more specific variant of Awbfev = ‘according to Zeus’ will’ is given by
Privitera 1972, 139-140. Zeus is the one who makes Pindar go second (l. 8 de¥-
Tepov), because Zeus controls the lots, cf. /1. 7, 179-180. However, the Pindaric
examples mentioned by Privitera are more about fate than about lots (N. 4, 61
10 popeiov ALbBey mempupévor Expepey; 6, 13 weBimov ALdBev alcav).

Finally Au68ev may be taken as ‘from Zeus, Zeus-given’, to be connected with
dyhatal. The position of Aué6ev, however, does not favour this interpretation.

The first interpretation seems the best, mainly because it offers the advantage
of explaining Au66ev from the text itself and of drawing the Olympians and
Dionysus together.

pe : for the first person pronoun representing a choral or a bardic ‘I’ in dithy-
rambs, see also my note on fr. 70b, 23 £ué. In this fragment the interpretation
of pe is uncertain. In a choral statement in the first person, the choral speaker
is expected to express primarily choral concerns and to describe and characterize
himself and his actions (Lefkowitz 1963, 185-194), but the references to the first
person in fr. 75 are not so clear in this respect. L. 8 mopevBévt’ can be taken as
an argument for a processional dithyramb, where ue refers to the chorus (Privitera
1972, 139-140). It is, however, better (see below on L 8 mopev@ér?) to connect
wopevdévt’ with the poet’s persona, translating ‘going’ or ‘being sent on my way’,
especially since there are many similar expressions in Pindar, ¢f. O. 4, 1-2"Qpav
[ - W Emepdav; 7, 13, Pae. 6, 13 katépav; O. 14, 18 deidwv Epnorov; P. 2, 34
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pepwv / péroc Epxopar; 1. 5, 21 cdv Xdpucw & Epolov; Pae. 6, 9 HiABov (see
further Becker 1937, 80-82). “Qre pdvry at 1. 13 seems to point to a bardic ‘T,
because expressions such as pdvtic are more appropriate for a poet than for a
chorus. However, Pindar never calls himself a pavric (this is the Muse’s role, cf.
fr. 150) and besides he only says ‘as if 1 were a pdavtic’. The fact that in L 19
xopoi is described in the third person may imply that &y is a bardic T'. However,
the reference is perhaps to dithyrambic choruses in general. There is no definitive
argument in favour of either interpretation, but because originally the first person
refers to the poet as distinct from the performer(s) (see Calame 1986, 40-43), it
seems best to regard ue here as a bardic ‘I’. See also M.R. Lefkowitz, Pindar’s
Pythian V, in A. Hurst (ed.). Pindare. Entretiens sur I’ antiquité classique 31,
Géneve 1985, 45-49; W. Rosler, L’ interpretazione dell’ ‘io’ nella lirica greca
arcaica, QUCC n.s. 19, 1 (1985), 143; J.M. Bremer, Pindar’s Paradoxical ¢y, in:
S.R. Slings (ed.), The Poet’s ‘I’ in Archaic Greek Lyric, Amsterdam 1990, 41-50.

In most cases bardic ‘I’-statements have a structural function, to effect a
transition in the poem. Such a transition cannot be detected here, but the struc-
tural function can perhaps be understood in the poet’s presentation of himself
at the beginning of the poem, equivalent to Lefkowitz’s ¢ "unrelated" personal
information ... only in songs intended for public competition, as a necessary means
of self-identification’ (Lefkowitz 1963, 251 n. 108).

7-8 cov adyhaiay ... dowddv : for the noun ¢yAala in similar musical contexts
of. Hes. Sc. 272-273 7ol & &vdpec &v dyhainic 7¢ xopoic e / Tépdy Exov; 284-
285 wacav 5t woAw Bakial e yopol Te / dryhalal 7 elxov; h. Hom. 4, 476 pérmeo
kai kuBdpule kal dyhaiac @réyuve; Pi. P. 1, 1-2 Xpucéa ¢OpuLys, ... / T@c dxodeL
eV Pacic dyhaiac dpyd; fr. 148 dpxfct dylailac avdccov, ebpvpdpeTp’” ATol-
Aov; B. fr. 4, 56-57 &yhaiar / 7 dvBledc[L]) kal pormal Aiy[elar.

8 18eTe : pe ... U8eTe TopeLBEVT can be taken as an accusativus cum participio
construction (cf. O. 7, 62; 10, 36; 10, 100; 14, 16; P. 2, 54; 5, 84; 8, 39; 9, 98; N.
favourably upon’, cf. Hes. Th. 81-82 8v mwwa mupuficoct Atdc kobpar peydowo /
Yyewduevoy Te L8wct SLotpepémv Bactifwv; Pi. 1. 2, 18 ebpucOerfic eld’ " ATOANwY
wv wope 7 dyhatlav. See Ziegler 1905, 67-74 for this use of i5elv (esp. frequent
in tragedy, cf. A. Th. 111; Supp. 78; 103; 206; 207; 359; Ch. 247; 253; 406; 407,
501; E. Med. 1252) and many synonymous expressions.

For the imperative aorist as the normal form to phrase requests to gods, see
onl 2 éni .. mépuwere and 1. 6 Adyerte.

TopevdEVT : since wopelopal is a deponens passivum it seems preferable to
interpret as ‘going, travelling’ although it is rather prosaic. The passive meaning
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of mopevopan (as defended by Privitera 1972, 139-140) is attested, cf. S. 4j. 1254;
OC 845. But if we interpret mopev0évt’ here in that sense, the lack of an agent
would require that Au68ev = o Avéc. As argued above (on . 7 ALdBev), this role
would suit the Muses or Apollo better.

The verb is no evidence for a processional dithyramb (as argued by Privitera
1972, 139-140). Dithyrambs were circular dances (cf. e.g. Ar. Nu. 333; Ra. 366;
Av. 918) and there is no reason to assume that fr. 75 is an exception. It is also
unlikely that the Altar of the Twelve Gods was the place of the performance of
this dithyramb (as was suggested by Wilamowitz 1922, 274; Puech 1923, 151;
Pickard-Cambridge 19627 38). The reference in X. Eq. Mag. 3, 2 &v Toic Awovv-
ciowc 8¢ ol yopol mpocemyapifovtar &Aloic Te Oeotc kal Tolc dwdeka Yopevov-
7ec does not refer to dithyrambic choruses. The regular practice was that the
dithyrambic contests took place in the Theatre. Since the procession was an
important element of the City Dionysia, it is possible that Pindar alludes to it by
the explicit mention of the Olympians (1. 1), the sacrifices (1. 3 Bvbevt’), the agora
(L. 5) and the verb wopevo (1. 8) which can also be used for processions. This does
not mean, however, that we must assume a deviation from the regular practice
of performance.

Seirrepov : ‘for the second time’: indicating that this was Pindar’s second
Dithyramb for Athens. See also above on Date. Privitera 1972 suggests that
drawing lots gave the second position to Pindar and his chorus in the procession
of competing dithyrambic choruses. The drawing of lots for the choice of a poet
and a flute-player is attested (see Introduction 1.5), but it is not clear if this also
determined the order of contestants. Privitera’s interpretation of Au68ev was not
convincing (see note on 1. 7 AudBev), but a more serious objection is that there
is no reason to boast on being second, even if this does not mean being second
best in the contest.

kuccodard) ¢ since the MS variant kiccodétay and the emendations do not
explain why most MSS have the otherwise unknown kicco8ar, this lectio difficilior
should be kept in the text if possible.

Interpreting xiccodafic as ‘ivy-burning’ is theoretically possible (cf. HuLdamc,
Becmidanic, wupbanc, Taxvdac), but does not give a plausible meaning, It seems
better to take the word as ‘ivy-knowing’, but whether this means ‘knowing the ivy’
or ‘taught by the ivy’ is unclear. In the second interpretation the function of -
dafic is roughly equivalent to the one in abrodarc ‘self-taught, knowing from
themselves’ (cf. Diagor. PMG 738, 3 attodatc ... éperd; S. Aj. 700 épyfuar’
atrodaf). See also Kirkwood 1982, 329: ‘the word would mean "ivy-knowing",
"whose knowledge is in the ivy", suggesting the Dionysiac cogla celebrated in
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Euripides’ Bacchae and associated with the enthusiasm of the 6iacoc, in which
the xiccoc has a prominent place’. The relationship between teAetal, dpyai,
initiations etc. and special knowledge is often stressed (cf. Pi. fr. 137; E. Ba. 72-
73) and the connection between Dionysus and ivy is of course traditional (cf. Pi.
0. 2, 27; Ar. Th. 988, Nonn. D. 12, 109 kwccopdpoc; h. Hom. 26, 1 kiccokOuny;
Pratin. PMG 708, 15 xvccoxant’; E. Ph. 651 kiccoc by mepietegic (Bvaricev); AP
9, 524, 11 kwccoctépavov; see also Blech 1982, 185-210). All these adjectives,
however, refer to kiccoc as something external, as a decoration, and ivy is not
known to induce an orgiastic state of mind. Nor is such a causal connection to
be read into Honestus Epigr. Gr. 788 Kaibel (A.F.S. Gow and D.L. Page, The
Garland of Philip, Cambridge 1968, 1, 274 Text; II, 306-307 Comm.) kiccoc
Tepyuxopmy, Bpopiwr & Empedev 6 Awrdc, / Ti wiv U EvBeoc ML, Tén 8 (va
tepmvotepoc. The kueede belongs with Dionysus, who is also #vBeoc in his revels,
but the latter is not caused by the former.

The other compounds ending in -baic, where the first part indicates an aspect
of the learning process or its results (ddafc, dpribarc, Talwdatc, Tpwrodafc),
do not seem comparable, because they are mostly compounds based on adverbs.

Therefore it is perhaps safer to regard kicco- as the object of -Safic. This
would be equivalent to the function of the first part of the compounds wavSatfc
(Tz. H. 4, 529), wavrodafc (Epigr. ad D.L. 9. 43) and perhaps 6pfobdatc ‘knowing
the right things’ (A. Ag. 1022), which may also be classed with the former cate-
gory, meaning ‘knowing in the right way’, Its meaning would be ‘knowing the ivy’,
although it is rather flat.

10 vov Bpépwov, 10v " EpLBdav e Bpotol kaléoper : the allitteration is clearly
audible and draws the attention to the description of the god. Allitteration may
be a remnant of religious and magic formulas (J. Defradas, Le réle d’ allitération
dans la poésie grecque, REA 60 [1958], 44), but then the function of the third B-
word, Bportol, does not fit. It seems to me that here the antithetical relationship
between 6e6v and PBporoi (see below on Pporoi) is emphasized because BpouLov
and 'Ep.Boav are related semantically with 8e6v and Bpéuiov is related aurally
with Bporoi. For such ‘aural interactions’ and their function, see Silk 1974, 173-
193.

T0v... T0v ¢ the repetition of 76v, despite the presence of e, is reminiscent of
cult language. Cf. fr. 75, 16 To7e; Cat. 63, 20; 21-25; E. Ba. 68; 83; 107; 116; 142;
152; 165.

Bpépuov : cf. E. Ba. 87 tov Bpouwov; h. Hom. 7, 56 épifpopov; 26, 1; Anacr.
PMG 365; Orph. H. 49, 3 ép\Ppepttnc.
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'EpuBéav : Kaimio 1977, 154 discusses the different épi-compounds in Pindar
and ascribes great effect to such words in their context. It is surprising, however,
that she takes fr. 6a(d) and 75, 10 as exceptions, calling them ornamental epithets.
If normally €pi- makes very effective words, epithets are not to be excluded from
this, especially when they are not very common. For one other occurrence cf.
Simias AP 15, 27, 5 ¢pupbdac  Epudc. Cf, also A. fr. 355 pefoBoav ... S1.60pappov
« Avovicat,

Bporol : the use of BpoTol is emphatic, opposed to 1. 9 6eév, because BpoTdc
means ‘mortal’, not just ‘man’, see LfrgrE s.v. It is not to be understood as a real
opposition, as antagonism between god and man, but rather as a sign of reverence
to Dionysus, whose divinity is thus stressed.

The omission of other gods or other names or epithets does not necessarily
imply that mortals have another name for the god than the gods themselves, such
as in fr. 33c¢, 4-6 dv 7€ Bporoi / A@hov KuATmickorewy, pixapec 8 Ev '’ OXDuman /
TAEpavTov kvavéac xBovoc &ctpov; Il. 1, 403-404 Sv Bpudpeov kakéovct Beol,
&vdpec 8¢ Te mavrec / Alyaiw'; 2, 813-814; 14, 291; 20, 74; Od. 10, 305; 12, 61;
h. Hom. 1, 21 (see Allen and Halliday 1936 ad loc.). Cf. also Pl. Cra. 391d and
see M.L. West, Hesiod. Theogony, Oxford 1966, 386-388; Barkhuizen 1975, 101-
103 on Pi. fr. 33c; Lehnus 1979, 152,

11-12 yévov ImdTev ptv martéper peATopEY<oL> / yvvarxdv e Kabpeldy :
cf. S. Ant. 1115-1118 morvavupe, Kadueiac dyarpa vippac / kai Awdc Bapv-
Bpeuéra / yévoc; b Hom. 7, 56-57 elui & £ya Auvdévucoc épiPpopoc, dv Téxe wiyrmp
/ Kadumic Zepéhn Avdc Ev @LAGTTL puyeica; 26, 2 Zmpoc kal Zepélne Epukubéoc
dyraov vlov; Hes. Th. 940-941 Kadpein 8 dpa ol (Zeus) Zepéhm Téke @aidipov
wov / pLxBeLC’ Ev gLAdTTL, Audvucor ToAUyTPEa.

The word y6vov is more abstract, and therefore more elevated than vidy,
which explains Pindar’s preference for it here, coupled with the majestic plural
(see Dornseiff 1921, 19-21). Cf. 0. 9, 76 O¢tLoc yévoc; 6, 36 Bzolo Yovov.

On the plural see Kiihner-Gerth 1, 18-19 Anm. 2 and Schwyzer 2, 44-47. It was
typical of poetic language as opposed to everyday language to use the plural, and
this plural was therefore preferably called pluralis poeticus (Schwyzer) or pluralis
majestaticus (Kiihner-Gerth). It fits well in the elevated style of hymns since its
aim is to amplify a word or a name (see also Dornseiff 1921, 23-24). Cf. 0. 9, 56
kotpoL kopdv kal eepratwv Kpowddav (Zeus); 1. 5, 43 tolcwy Alywway mpopépeL
ctona Tarpav (Achilles); 8, 35a 1) Avoc map’ ddehgeoicy (Poseidon). Other places
adduced as comparable cases, such as S. OT. 1176 krevelv w Todc TexévTac v
Abyoc; El. 838 ypucodétoc Epxect kpupbévta yuwawkdy, seem to me better
explained as examples of the plural’s general effect of abstraction and vagueness
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(see also Schwyzer 2, 45-46 [ and Barrett 1964 on E. Hipp. 797-798 oix eic
yépovrac 1ide cou Telver TOxm, / Onced véoL Bavdrtec dhyivouci ce).

pev ... 1€ : following uév we often find a non-adversative particle. (...) the
contrast conveyed by pév and 8¢ may be so slight as hardly to be a contrast at
all. It is therefore not surprising that, instead of 8¢, we often find a particle
expressing mere addition. The great majority of the examples are poetical’
(Denniston 19542, 374). Cf. E. Cyc. 41-42 mal yevvaiwy piv Tatépwy / yevwaioy
7 £k TokaSwv.

11 Ymdraw ... marépaw : cf. O. 13, 24-26 Vmar evpd dvdccwv / ... Zed wdTep;
A Ag. 509 ¥maroc ... Zevc.

pEATOpEV<oL> : the correction is by Hermann 1824, 196. It ensures a close
connection with the preceding lines, i.c. the subject of kaéouev, whereas pélme-
pev (Boeckh 1821, 575-579) would have to be connected with 1. 8, mopevBévt (‘on
my way to sing’). Both could be possible metrically, but the lack of strophic
responsion precludes a clear-cut decision.

The verb péAmw/-opar is more than just deidw. In the first place péamo is
singing and dancing (the recitative character of the Homeric hymns explains the
exclusive use of deidw there, cf. &. Hom. 2, 1; 9, 8; 11, 1; 12, 1; 16, 1 etc.). In the
second place Pindar generally adheres to the verb’s original religious colouring
(see K. Bielohlawek, MéAecOaL und wormi. Studien zur Uberlieferungsgeschichte
der antiken Homerischen Bedeutungslehre, WS 44 [1924/25], 1-18, 125-145, 45
[1926/27), 1-11 and V. Magnien, Origines de la langue poétique grecque, Société
Toulousaine d’ études classiques. Mélanges 1 [1946], 23-33, esp. 28). Three of the
four other places where he uses pélmopar have one or more deities as their
object (P. 3, 78; 90; Pae. 6, 17), the exception is N. 1, 20 where the object is
Chromios. Where deidw is used transitively, the object is only once divine: Leto
and Artemis in fr. 89a, 3. In the other ten cases it is used of mortal victors, the
games, minor deities such as Aegina, Cyrene etc.

12 yvvarkav e Kadpeiav : cf. fr. 70b, 27-30; A. Hom. 7, 57 Kadumic Zepérmn;
S. Ant. 1115 Kadpetac ... vipepac.

Following this clause some MSS have ZenéAny, which is certainly a gloss. It
ought to have been ZepéAnc anyway. On such interpolations see e.g. C.G. Cobet,
Novae Lectiones, Leiden 1858, 640-641; R. Merkelbach, Zwei Euripidesinter-
polationen, RhM 97 (1954), 373-375; R. Merkelbach, Interpolierte Eigennamen,
ZPE 1 (1967), 100-102; Kirkwood 1982, 329-330; Barrett 1964 on E. Hipp. 72 and
1403; Kannicht 1969 on E. Hel. 679 and cf. also Pi. O. 7, 49 6 pév ... {Zeic}; 10,
25 exticcaro v.l. &xT(L)cad’ fpakAinc).
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Instead of ZepéAmy MS P has Euolov. Boeckh, Schroeder, Snell and Maehler
omit the word altogether, while Turyn and Bowra have kept Epohov. They
probably take it as a one-word clause, ‘T have come’, preceding . 13. The express-
ion is not unusual, cf. O. 14, 18 deldwv Euolov; I. 5, 21 civ Xdprcww & Eporov and
the other places mentioned on l. 7 pe. However, the verb is not necessary. The
connection between the preceding lines and the description of spring is made well
enough by &p’, so that €uolov must be considered as a consequence of the gloss
Zepehnp.

13-19 For this description of the spring time as an argument for the City
Dionysia as the festival of performance, see Introduction 2.4; Wilamowitz 1921,
311; Puech 1923, 151 and Van Groningen 1955, 192.

13 évapyéa : ‘clear, distinct’. Mdvtic seems to imply that the ‘clear signs’ are
given by a divine source, as in an oracle, cf. A. Pr. 663 évapyhc Pdéic HrBev
"vaxw. Cf. also Pl. Ti. 72b cmpeie évapyictepa; P. Oxy. 2624, 1, 8-9 Jac 6edc
airika capfia / Elvapyéa Becmecio [. There are two other ‘divine’ words in this
scene, L. 15 vextdpea and L. 16 dpPpdrav.

En’ dre pavnr : ‘me like a seer’, ‘as if 1 were a seer’ stresses the distinction
between the pdvric and the mpopdrac. ‘Etymologically, mpogirnc means "an-
nouncer”, "proclaimer”, esp. of a divine will or message. The p.avric could himself
announce what he had received and became, in this case, a mpo@#rc but usually
the functions seem to have been separated, as in Delphi where the wpogrnc was
a priest, though the Pythia was sometimes called mpoginic, the official title being
wpopdvric’ (Tigerstedt 1970, 173-174; see also Radt 1966, 60). Cf. also fr. 94a,
5-6 udvtic dc Teréccw / lepamodoc; fr. 150 pavreveo, Molca, mpopateicwn 8 £yd;
PL. Ti. 72b. Pindar is the mpogdrac (Pae. 6, 6), the kapv§ (fr. 70b, 24, see my note
ad loc.). See also Dodds 1951, 82.

@nre : the Doric form, adopted by the editors of Pindar when it has a compara-
tive meaning. The consecutive use is reflected by the epic spelling dcte (see
Ruijgh 1971, 981-983). Whether this division in forms is authentic or introduced
by scribes and editors, is difficult to decide (see J.L. Garcfa-Ramén, e und dcre
bei Alkman und Pindar, MSS 46 [1985], 81-101).

oD AavBdver : a case of litotes, cf. fr. 81, 2-3.

14 gounkoedvaw ... *Qpdv ¢ poLnkotavoc ‘purpurgewandet’ was restored by
Koch 1851, 734 and accepted by Renehan 1975, 200. Cf. Porson’s conjecture
¢ourkeilpovac in Epich. fr. 45 Kaibel.

The adjective evokes an abundant Greek springtime where all flowers seem
to burst into bloom at the same time, thus providing a most colourful spectacle.
(so also Fogelmark 1972, 25). For spring in Greece see E. Irwin, The Crocus
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and the Rose, in: D.E. Gerber (ed.), Greek Poetry and Philosophy, Chico 1984,
152 and n. 24. Cf. 1. 3/4, 36b x0adv ... gownkéorcLy Gvdncev pédoie; P. 4, 64
poivLkavBépov fipoc. Spring is also mentioned and/or described in fr. 70c, 19 and
fr. 70d (c).

Cf. Etym. Angel. (Ritschl, Opusc. I, 685) eiap: 76 alpa mapd 76 péSov &1
powiiotv. kai TlivBapoc ‘ponkéac’ Tac ‘Gpac’ Ekdhecey. oAb yap 16 poSov 7d
Bapl. kai 70 woAv 8¢ Ppodov: Eap kaloduev, trying to explain the relationship
between the homonyms Eap/elap by the red colour that is common to both,

The "Qpar are goddesses of the seasons, of vegetation, cf. Pi. 0. 13, 17" Qpav
ToAvdvOepLOL.

ow67 : the indicative Ewdyoicwy indicates that é6mot7 introduces an indirect
question: ‘clear signs (to show) when spring...” “Whenever, every year when’ would
require 6moTaw, or at least a subjunctive.

olx6évroc " Qpdv Bakduov : cf. Alc. fr. 296b, 3-4 Voigt dc yap 6<e>{[ylovr
Eapoc mOA[av / duPlpociac 6cBopevol] Jervc Umapel; Aristid. 46, 25 (11, p. 370,
8 Keil) where Corinth is called 6dhapov' Qpav, o TdvTta 1OV xpévov Eykdomyral
kai §6ev wpocépyovTtal dvoryvicar Tac mohac; Lucr. 1, 10 nam simul ac species
patefactast verna diei.

15 elioduov twdryorcLy Eap gurd vextdpea : a neuter plural subject with a
plural verb is irregular (see Kiihner-Gerth 1, 64-66; Schwyzer 2, 607). The reason
for the plural here must be its metrical convenience and to make clear which is
subject and which is object. The following vowel then made the poet choose for
the Aecolic, or more specifically, Lesbian (Buck 1955% 346) ending with a v,
instead of the more regular Doric ending in -ovt. (see Verdier 1972, 58-61;
Gerber 1982, 64).

globpov ... Eap : cf. Simon. PMG 597 Eapoc aSvdduov. Even though ‘sweet-
smelling’ may be a standard epithet of spring, it seems that that smell is the result
of just these nectarous plants, so that efoSov is perhaps also to be understood
as predicative, ‘so that it becomes ever more sweet-smelling’.

@uTa vexTdpea : ‘nectarous’ in the sense of ‘fragrant’ is already found in
Homer, cf. 11. 3, 385 vektapéov Eavod; 18, 25 vextapéw xvt@w. This sense agrees
well with eboduov Eap. Cf. Theoc. 17, 29 véxtapoc eb68uovo. Its derivation from
véktap and the close vicinity of duPpotav (1. 16) give it, however, a stronger
meaning, indicating that nature, constantly rejuvenating itself, is immortal and
divine.

The Greeks, when trying to imagine what nectar was like, thought mainly of
wine or honey. For wine cf. Il. 1, 598 olvox6el yAukv vékTap amo kpmrijpoc
daoiccwv; 4, 3; Od. 5, 93 képacce 8t véktap epubpéy; h. Hom. 2, 49 véxtapoc
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HdvmoToro; 3, 10 vékTap ESwke mathp démal xpuceiw; Moero AP 6, 119. For
honey <f. E. Ba. 143 pehiccdv véxtapl; Antiphilus AP 9, 404, § alBeplov TTmral
véxtapoc Epydmdec; Apollonides AP 6, 239, 5-6 €1 5& pehxpot / véxTapoc Eumhi-
calc kmpomayelc Bahdpac; Verg. G. 4, 163-164 aliae purissima mella / stipant
et liquido distendunt nectare cellas. For a combination of these cf. Ath. 2, 38f &0
Kal T0 kaAoUpEVOV VEKTap KaTackevdlely Tuvac mepl Tov Avdlac”Olvpator olvov
kal kmpia cuykpravrac eic Tatra kal & T@v dvBdv ebddm. Because the text is
about flowers, the nectar is here probably to be equated with honey. See also
W.H. Roscher, Nektar und Ambrosia, Leipzig 1883.

For spring and honey cf. Apollonides AP 6, 239, 3 dauppociwv Eapoc knpdY
HEAL MOANOV GpéNEac.

16-17 When nature, prompted by the advent of spring, decks itself with flowers,
so do the Athenians, decorating their city (7" ¢uppdtav x86v’) and themselves
(xéparc) with violets and roses.

16 767E ... 707" : see note on 1. 10 1oV ... ToV.

BdMeraw : for the cyfua Mwdapikdy see note on fr. 70b, 8 katdpyeL.

auPporav : see on 1. 15 gura vektapea. Cf. Corp. Herm. 18, 11 ta 16v putdv
auBpocrwdéctara; fr. adesp. PMG 9262, 1 mowkilwy dvbéwv &uPpoTol AelLakec.

17 Tow @6Bay : the primary meaning of ¢opn is ‘lock’ or ‘curl of hair’, but it
is frequently used in the sense of ‘foliage, leafage’ (LSJ s.v.). Here the primary
meaning may be hinted at through képarce.

The tov is the most frequently mentioned flower in Pindar. While the rose is
mentioned three times (/. 3/4, 36b; fr. 70d([c], 2; fr. 75, 18) and the crocus and
the hyacinth once each (fr. 70d[c], 3), the violet (including compounds) is found
eight times (fr. 30, 7; fr. 75, 6; O. 6, 55; fr. 75, 17, P. 1, 1; O. 6, 30; 1. 7, 23; fr.
76, 1). It is not certain which of the flowers that we know is its equivalent;
Theophrastus writes that the {ov 10 Aevkdv (Marthiola incana) is the first flower
to appear (cf. also Plin. NH. 21, 11, 38 cited on 1. 6 Lodérov ... cTepdvav). It
depends on the climate whether it appears when it is still winter, or after the
onset of spring. Later, after narcissus and anemone, and at the same time as gold-
flower and hyacinth, the pélav {ov (Viola odorata) comes, finally followed by the
rose, the last of the spring flowers (Thphr. HP 6, 8, 1). The connection with the
rose in 1. 17 would favour the wérav Tov, but elsewhere Theophrastus says (6, 8,
2) that the péhav Tov blooms throughout the year if it receives tendance, so that
it has no place in our spring fragment. We could try and find arguments for either
one in the use that was made of them in wreaths (cf. 1. 6 LodéTww ... cTepdvav),
but that does not help much: the Tov 76 Aevkév is mentioned by Theophrastus (6,
8, 1) as one of the favourite flowers for wreaths, but Theoc. 10, 28-29 says kai
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70 Tov wélav EcTi, kal & ypawra vdakwboc / GAN' Euwac tv Tolc crepdvole Ta
wpara Aéyortal. See Cook 1900, 8 and M. Schuster, RE s.v. Veilchen (esp. 594-
596) for more places of evidence and a more elaborate discussion.

poda e xépavce pelyvuran : on rose wreaths cf. Simon. PMG 506, 1-2 7ic 84)
7@V vbv Tocad 1 meTdhowct piptav / 1 crepdvorct podwv dredficarto; Stesich,
PMG 187, 2-3 woAha 88 wipciva ¢OANa / kal podivovc ctepdrovc twv Te kopwvi-
dac ofidac; Anacr. PMG 434 ctepavouc ... podivovc; AP 13, 28, 3-4 pddwv ddrolc
/ ... tckiacav \vwapav £6evpav; Philostr. Im. 1, 15, 2 Ty kepaip pébdoic dvbicac
Epxetau ... & Audvucoc.

18-19 For dancing and flute-music cf. P. 10, 38-39 wavra. 8¢ xopol wapBévwy
/ Avp@v Te Boai kavayal 17 adA&v Sovéortan; Ar. Nu. 311-313 cited on fr. 70c,
19; for song and flute cf. O. 10, 84 porwa wpdc kdAapov drridatel peréwy; N. 3,
79 woW’ doidLpov Alodicciy Ev voailcy abA@v; fr. 94b, 11-15 dpuvfcw ... / cetpipva
8¢ képmov [/ adhickav vwo Awrivav / pupfcon’ dodalc; AP 13, 28, 7-8 €0 &
ETLOMVELTO YA UKEpaY §Ta Awpiorc’ ApicTwy /' Apyeloc 1180 TveTua xEwv kabapdc
&V avholc.

18 dixel T Spupal peAéwv cOv adhotce : the grammatical construction does not
indicate a predominance of one above the other, but is quite neutral, just as
Pindar elsewhere uses simple copulative conjunctions (P. 10, 38), prepositions (O.
5, 19 £v; 94b, 14 ¥m6) or words such as cvppeléar (O. 3, 8), kowvdopar (N. 3, 10),
kotvavia (P. 1, 97). Yet the predominance of the lyrics over the music seems to
be an accepted fact (R.W.B. Burton, Pindar’s Pythian Odes. Essays in Interpretation,
Oxford 1962, 95; Kaimio 1977, 147; Zimmermann 1986, 152) and several other
authors offer support for this view, cf. Pratin. PMG 708, 6-7 v doudav katéctace
Mepic Pacirerar 6 & atrdoc / Herepov xopevétw; Pi. O. 2, 1 dvabupdppryyec
Yuvol (with J. van Leeuwen, 1964 ad loc., who explains that qvaél- has a strong
active sense, as in B, 20, 8 dvatiaioc IToceL[8dv, 17, 65-66 Kpoéwoc ... / avaki-
Bpévrac, 6, 10-11 dvafuwormov / Obpaviac). P. 1, 1-4 xpucéa @opuLys, ... meiBov-
taL 8 Goidol ... dwdrav Tpoolpiwy duPordc Tedymie Exellopéva does not refute
this, because in P. 1 ‘the lyre and its effect (...) are the main concern of the poet,
and consequently the chief emphasis is upon the role it plays in the performance.
At the same time there is nothing in these lines to suggest that the words should
be completely subservient to the music’ (Burton 1962, 95).

dyer : for the singular see on fr. 70b, 8 katdpyeL.

As far as we know duqal as the subject of dyel is exceptional. The songs are
more often the object of fixéw, cf. A. Th, 868-869 tuvov ... / fixeiv; E. Jon 883-
884 dxel / ... Ypvovc.
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Oupai : in Homer opg1 is only used of the voice of a god, cf. II. 20, 129
Tavra Oedv ek medceTaL Opgtic; Od. 3, 215 Emcmopevol Beod dueTi. This includes
oracles and dreams, cf. Jl. 2, 41; Thgn. 808. Besides this use (as in fr. 70b, 29
Aw]c ... 6]updv, see my note ad loc.) Pindar uses the word only in musical
contexts (Slater Lex. s.v.) and considering the divine origin of music and poetry
this should not surprise us. Cf. fr. 152 pehiccoTetkTaw knpiwy Eua YAVKEPOTEPOC
ouea; Pae. 3, 94 aildv opedv; N. 10, 33-35; Pae. S, 48; B. 14, 13 ¢députyyoc
oppd. In tragedy we also find 6u¢f as ‘voice, sound’ in a more general sense.

peléav : one of the many synonyms Pindar had at his disposal for ‘song’ (see
Rudberg 1970 [1945], 268 and Gianotti 1975, 85). The meaning of péloc itself
is not restricted to ‘song’; it can also be the ‘music to which a song is set, tune’
or the ‘melody of an instrument’ (LSJ s.v. B). Cf. P. 12, 19 adAdv wapewvov
péroc; fr. adesp. PMG 947b fipEaTo 7epmvoTtdTov pehéwv 6 keAALPoac Toruyopdoc
abAoc, if pedéwv refers to the melody of the flute. Although here it is clearly used
as ‘song’, the position of peréwr between du¢ai and abAoic may point to this
wider range.

19 oixvel e Zepélav thxapmuka xopoi : on olyvéw with an object accusative
see on 1. 5. Similar constructions with a personal accusative are I. 2, 48 Eelvov
guov ... ENOMLC; S. Ph. 141 ce &' ... EAAvBev; E. Hipp. 1371 6biva W’ ... Paivel.

For the cxfjua MMwdapikov see on fr. 70b, 8 kartdpyel.

ghkdpmruka ¢ cf. Pae. 3, 15 Bedc ©° Ehvcdpmuk[oc (perhaps Selene, suggested
by Grenfell and Hunt, The Oxyrhynchus Papyri. Part V, London 1908, 88; Schroe-
der 19232 532); B. 9, 62-63 éikoctépafvov / k[ovpav.

‘Her head wreathed with a circlet’, or ‘wearing an intertwined diadem’, in
which case £Aik- would have a double function, both indicating the intertwining
of the metal thus forming the circlet and the encircling of the head.
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TQ 7ol Mwapal kal toctéeavol kal Goidipor,
*EXA@Soc Eper-
cpa, KAELvai “ABdvatl, Salpdvior wToAiebpov.

Test. Ar. Eq. 1329 & vai Mvwapal kai loctépavol kal dpulihwrol” AGFvar et 2 1329b dwd Muwddpov
wapabnral | Z Ar. Ach. 637 locrepdvovc wapa ta &k 7@v [Muwddpov SL0updpPov al Mrapal
kal Loctépavor ' ABTvan | 2 Ar. Nub. 299b Anapay ebBali, THy wact kop@cav. kai [TivBapoc
& 7ai Avmapal kal doibuuo, EXAdSoc Epecpa, khewval * ABTuan I Aeschin. Ep, 4, 2 Blass v yotv
7alc Ekkhmciaire Mehavdmov Exderore dkoverc Aéyovroc, ‘@ Tal Amapal kal doibipol  EAAdboc
Epewcy’ " ABGvay’, kai 87 ITuwbdpov 700 BmBaiov 16 Ewoc 100m6 kcTu H T Aristid. 3, 341 Dind. 10
8¢ Epercpa wolhol piv kal dAhou kal IivBapoc 68 @new Epewcp’ " ABfvac Bavpbuov wrolieBpoy
I Z Call. fr. 7, 20-22 Pf. p. 19 dwo pépovc Tovc "Er[Amvac *Abnvaiovc] elpmkev. v spomov kal
ITivbapoc: * E[ANdBoc E]percpa’ AGHvar I Eust. 284, 4§74 BE kai ¥\ wc ToAD 70 cepvodv al’ Abipan
wdAaL wort elyxov, dSmhol kal 6 elwwv Tac 'Abfvac ‘EAdBoc Moucelov, 1 8¢ kal IlivBapoc
‘EMdboc atrrdc Epercua karécac | Plu. glor. Ath. 7 p. 350a Tavra Ty w6 fipev eic S6kav, Tatr’
elc péyeboc &wl Tolroic MMivBapoc Epercpa ric ' EAAdaBoc wpocelne Tac " ABfrac I Plu. apophth.
Lac. p. 232¢ Tlwbapov bt ypapavroc ¢ EXhddoc Epercpa ' ABfvay’ Adxwv E¢m kaTamecelv &v Thy
‘Exhdda dxovpEvny épeicpaT TowotTol I Isocr. Or. 15, 166 7. bt Bewdrepoy, el Ilvbapoy pev
70V wOLTTY oL wPo M@V yeyovdtec irmep Evdc pévov pipasoc, G1u THy wohw ‘Epercpa i EXAdSoc’
wvbpacey, obrwe Eriuncav dcre kal wpotevor wofcacBar kal Bwpedv pvplac atrér Bovvar
Spaypdc, Epol 8 mord whelw kal kdAAiov EykekapLiakdTe kal THy woAw kal Toic Tpoydvouc und’
dcpal@c tyyévolto kaTaPudval Tov Exilorov xpbrov I Dionysius Phaselites in X Pi. P. 2 inscr.
(2, 31, 14 Drachmann) abrika yoiv Awvicioc & Pacritne obk oleral Selv ypdpeww Ta@v Mmap@v
&0 OnPav, dAAa Tav Avraparv dn’’ ABrpdy Sud 76 lavadnvaikdy elvaw 1ov Enivucor: katapépechal
yap wwc Tov [Tivdapov ele 70 7¢° Abfvac Muwapac mpocayopelew, Tac 8¢ 67Bac xpucappdrove kai
ebappdrovc kai Aevkinrouc Kal KvavapmTukac I Lucianus Dem. Enc. 10 1l yap ob péya
AnpocBéver kal Aapmpov 1) 70X wpociife; 1i 8 ob ywvdpupov; otk ' Abfval pév atné waTpic, ‘al
Marapal kal doidupol kal 7ic ‘ EANddoc épercpa’; I Aristid. 1, 9 (1, 11, 4 L.-B.) mpokeitar (sc.
Attica) yap dvt’ dAhov euiaxrmpiov Tiic ' EAAd8oc Ty ywyvopévmy 1a £ Exovca wparm wpoc HAov
dvicyorta, mpopfiknc ic 70 TEA@yoC, Kal pdha tvapyic cupBakely, 1 riic ' EAAdBoc Ectly Epupa
o AV kpeLTTOVWY TETOLMLEVOY (Epupas v et ex parte 1. ras. Ba, fuitne épewcpa?, L.-B.) l Aristid.
1,401 (1, 136, 20 L.-B.) 0 T7ic copiac wpuraveilov kal Thy Thc ' EXMdboc teriav kal 16 Epevcpa kal
ca Towxtra ele Ty méAw (Athenae) fidero | Aristid. 2, 13 (p. 20, 14 Keil) 100 vévoue Epercpa
#wohc (Athenae) #iubero | Ath. 5, 187d (1 p. 418, 7 Kaibel) iy’ Abnpaiwy w6y, 78 ic' ENdBoc
poucelay, fiv & pév Mivapoc *EXAdBoc ¥pewcpa’ E¢m I Philostr. Im. 2, 12, 4 (p. 358, 25 Kayser;
p- 85, 19 Semin. Vindobon. Sodales) &€ Yperrob raxa Hkover (sc. péhvrtan) kai dwd 1@v Aumapdv
kal dowbipwy kal yap Tovro olpay abdrac tverabal Muwbdpan I Iul. Or. 1, 6 (p. 19, 22 Bidez)
kahdv icwce Evratla kal 7@V doubipwy’ ABnvev pimcbivar I Lib. Decl. 1,79 (V p. 57, 15 Foerster)
T d (sc. Muwbdpwi) B Hic * EXAdBoc ) woAie Epercpa mpoceppBn, Adyovc Epyolc dpelPopevor
| Lib. Decl. 17, 26 (V1 p. 206, 2 Foerster) kal yévmral 7olc movraic Eubew wept 7@v  Abnvdv, &
& ki Aucay ‘Epercpa Thc EAAGSoc’ T méAw karécavrec | Him. Or. 62, 2 (p. 224, 11 Colonna)
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kal poi Sokd kal Tic Iwddpov AMpac Aapav wéloc ekeldev elc abrmiy dvagpdéyEacbar, el kal THc
*E\dBoc pév elweilv Epevcpa pikpby, Swep ele tac  Abfvac fueran [Tuddpo | Damascius, Vita
Isidori apud Phot. Bibl. 341b, 37 Bekker (Zovmmpavdc) ... ctepov tv Taic Aumapaic kal dowbipowe
* Abfvanc dvrpyopetero cogpuefic | Suda s.v. Zovmmpuavic: ... dANG pikpov HcTepov by Talc Aimapaic
kol dowbipole * ABfyarc dvmyopetero copuethic | Vita Pind. Ambr. (1, 1, 15 Drachmann) £pevcpa
82 riic’ EAAdBoc elmaw” ABfAvac (fr. 76) lnuiddn bmd Onpaiwy x\ialc Spaxpaic dc eféticay imtp
adrod Abnvalol I Vita Pind. Thomana (1, 5, 17 Drachmann) ¢x6pwboc b¢ Suarelpévav 16w
' Abmvatov mpoc Tove BnBalovc, Enel elwer v Toic movfipacuy ‘G Tal Avrapal kai peyaowoiiec
*Abavay’ Eimpiacay atrov xpiuac, Ompalol, dzep vrép atrob Evvcav "Adnvaiol H Eust. Prooem.
28 (3, 300, 9 Drachmann) ¢x8pa 8¢, gdcy, ppovotntwr dAAAAoLc *Abnvaioy kal OnBaluy, Emel
Eypayé mov ‘& Tal Mmapal kal peyahowdiiee’ Abfvay, kata 8é Tuvac Emel ‘Epeccpa’ ENAadoc’ Egm
Tac Abfvac, Einuincay atrov Onpalo xuhiave Spaxpaic, dc tEéricay tmep abrod "Abmratol dc
@ arTkod | Tzetzes ad Hes. Op. 412 (Poetae Graeci Minores II 1823 p. 269 Gaisford) bp.olwc kal
MivBapoc xh\iac Bpaypdac tEéTice Onpaiolc, b1 Tac ' ABfvac ' EAAdBoc yeypdenxey Epercpa

1 & tal Ar. Eq., T Ar. Nu., Aeschin. cod. f, Vita Pind. Thom. (Eust.), Eust. Prooen:.: & te Aeschin,
codd. a, m; atlre Aeschin. codd. B, V; al I Ar. Ach., Luc. | M\vmapai Ar., £ Ar., Aeschin., (Dion.
Phas.), Luc., (Philostr.), (Damascius), (Suda), Vita Pind. Thom. (Eust.), Eust. Procem.: Amapd
Aeschin, cod. m; & ralaiwopot Vita. Pind. Thom. codd. E, H, K, Q; & Tahaimwpor OApaL Vita Pind.
Thom. cod. b ex recc. | loctépavol Ar. Eq., T Ar. Ach. | doibipor ¥ Ar. Nu., Aeschin., Luc,,
(Philostr.), (IuL), (Damascius), (Suda): 8ibvuor Aeschin. codd. f, a% sibupa Aeschin. cod. m; 8b0pa
Aeschin, cod, a'; dpulfdwroL Ar. Eq. | 2 E\vdboc €peicpa I Ar. N, £ Call, Eust,, Plu. 232,
Ath,, Tzetzes: T#c 'EXAd8oc Epevcpa Luc, Lib. 1, 79, Him.; tfic *EAAd8oc Epvpa Aristid. 1, 9;
Epevcpa Tic " ExAaboc Plu. 350a, Isocr., Lib. 17, 26, Vita Pind. Ambr.; ' EXAdaSoc Epewcp’ Aeschin.;
‘EXddboc om. X Aristid.; Tfc ‘ EAAdBoc tctiav kal 70 Epercpa Aristid. 1, 401; To® yévouc Epewcpa
Aristid. 2, 13 | 3 khewai T Ar. Nu. | 'ABdvas Aeschin. codd. 2% £, B, V, Vita Pind. Thom. codd.
Q, Q% A6fvaL Ar, T Ar., Aeschin,,  Aristid. cod. a!, £ Call, Plu. 232¢, Vita Pind. Thom. codd.
E, H, K, Eust,, v, Eust, Prooem.;" ABfjvac 2 Aristic.; A8#jva Aeschin. cod. m; )Aghnai/wn 2 Aristid.
cod. D | Sawpdviov wrohie@pov T Aristid.

O you, brilliant and violet-crowned and celebrated in song,
bulwark of Greece, famous Athens, divine city.
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Fr. 77

(£ Aptepecion)
§0u Tmaildec " ABavaiwy EPaiovto pagvrdy
kpTmid’ EXevBepiac

Test. Plu. glor. Ath. 7, p. 350a [NivBapoc Epevcpa iic 'ExAdSoc (fr. 76) wpocelme Tac’ ABdvac, odx
B raiic Dpuvixov Tparyubiawe kai Oécmboc dpbovy Tove "ENnvac, dAN’ &m wpd@rov, de gnewy
atrdc, ‘maibec - ExevBeplac’ I Plu. de sera num. vind. 6, p. 552b d&p’ olx Gv drwhdrecay Hulv ol
Mapabavec ol Ebpupédovrec 10 kahov " Apreplcioy, ‘60y - EAevBeplac’ I Plu. de Herod. malign. 34,
p. 867c & pidv IlvBapoc, olk Gy cuppdxov wokewe AN pndifew aitlay Exolcne, Suwc 10D
*Aprepiciov pmcleic Emumepaimker ‘66y - ExevBeplac’ l IV Plu. Them. 8, 2 § 61 kal Ilivdapoc ob
kak@c Eowe cvvlbav Emi Tic v’ Aprepiciuon paymce elnely ‘60 - ENevBeplac’ dpx) yap Svrwc Tod
vikdv 16 0appely I Aristid. 3, 238 (1, 373, 10 L-B.) kai mpdrov pév &' ' Aprepiciov mhetcac Svoly
vavpaxiaw 5o et Tpomawa, otite Aéyoue dexApovac elmdv olpar wpdc Todc Epmiéovrac ' Ab-
mvaiwy § 1@v  ENMpvov ofve Epya patha drobetdpevoc, dAN, dic ¢me Tivbapoc, kprmida Tic
EevBepiac roic”EAAncL Bakbpevoc | Michael Acominat, (= Michael Choniates) 1,232, 19 Lampros
Ecmiec 1@ Tocotmwl kakdl, dbolAwrov epévma kal xelpa yevvaiav kpmmiba Tic ElevBeplac
BarAdpevoc | Michael Acominat. (= Michael Choniates) 2, 195, 8 Lampros bui 700 peragv kai
"Eperpiéwy kal 7ob kakod' Aprepiciov wekayovc, EvBa katd IivBapov paswiv ExevBeplac kpmuida
tpdrovto " ENAnuec

1 86u Plu. 552b, 867c cod. B, Them. Steph.: 6mv Plu. 867¢ Ald., Them. codd.; ¢ ol Plu. 867¢c cod.
E; om. Plu. 350a |’ ABavaiov Boeckh 1821:° A8mvaiwv Plu. | £Bdiovro Plu. 350a, 552b, 867c Steph.,
Them.: EBdrhovro Plu. 867c codd. E, B (Baldpevoc Aristid. codd. T, Q, E, U; Mich. Acom. 1, 232,
19 cod. H, Tafel: BarXdpevoc Aristid. codd. V, A, R, a; Mich. Acom. 1, 232, 19; Bovhdpevoc Aristid.
cod. M) | gaevvav Plu. 350a Boeckh, 552b, 867¢ cod. E, Them.: gacuiv Plu. 350a codd., Mich.
Acom, 2, 195, 8; gaeviv Plu. 867¢ cod. B; om. Aristid. | 2 xpmuif’ Plu. 867¢ cod. B, Mich. Acom.
1, 232, 19 codd., Tafel, Mich. Acom, 2, 195, 8 cod., Bergk 18784; kprmld’ Plu. 350a, 552b, 867¢ cod.
E, Them., Aristid.

(at Artemisium)
where the sons of the Athenians laid down the radiant
basis of freedom.
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Tradition

Plutarch quotes part of fr. 76 (glor. Ath. 7, p. 350a), and continues to say that the
very complimentary text is justified by Pindar himself (fr. 77) 61 mp@rov, éc ...
EhevBeplac. This formulation makes it likely that both fragments belong to one
poem. The scholiast on Ar. Ach. 637 makes it clear that the poem was a dithy-
ramb, and the contents ensure that it was written for the city of Athens.

Contents

Several sources mention that the Athenians were so happy to be called épeLcpa
tfic ‘EAAGSoc that they rewarded Pindar lavishly by granting him the title of
mpoEevoc and giving him a sum of ten thousand drachmas (Isocr. Or. 15, 166).
They gave him a statue besides (Paus. 1, 8, 4; Aeschin. Ep. 4, 2). They also paid
the fine which was exacted from him by the Thebans who were angry at the fact
that their political enemies were praised by a Theban poet, (Aeschin. Ep. 4, 2;
Vita Ambr. 3, 1, 16 Dr.; Vita Thomana 3, 5, 17 Dr.; Eust. Prooem. 3, 300, 9 Dr.).

It is impossible to reconstruct what really happened at the time. There may
of course be some truth in the story (see also Wilamowitz 1922, 273), but such
anecdotes must not be taken at face-value (see M.R. Lefkowitz, The Lives of the
Greek Poets, London 1981, VII-X). Cf. also the certainly untrue detail mentioned
by Libanius (fr. 49) that the Thebans even stoned Pindar and declared war on
Athens, which was apparently used as a topic for an oratory exercise.

For another very flattering opening to an Athenian poem cf. P. 7, 1-12 Kd@AAvc-
Tov al peyaromdiec " ABEvay / Tpootpuiov ...

Metre

The metre is as follows:

fr. 76: N SNV SV

Assuming a regular metre we see that fr. 76 has three cases of epic correption

(epic correption is not uncommon in Pindar, see Braswell 1988 on P. 4, 5 and the
examples and literature quoted there).
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fr. 77 cemeemmmeemee o

The metre can be interpreted as aeolic (Snell 1975, 83):

fr. 76 ~gl* | ia Apher 3da |

fr. 77 ~pher 3 da | ia ... (taking the second syllable of fr. 77, 2 as a longum:
------- )

but also as dactylo-epitritic (Turyn 1952, 300):

fr. 76 -Dd*d._|-~exd'_D_|

fr. 77 #d_.D_|D

For D d @* cf. P. 3 str. 4; fr. 51 str. 3?; for . _ at period-end cf. N. 8 ep. 4; for
~ecf. eg. O.7ep.5;P.1ep. 3,7,8; for d' _D cf. fr. 129 str. 9. For d* d’ at the
beginning of a period cf. P. 3 ep. 9; N. 8 str. 4.

Date

The mention of Artemisium as the place where the Athenians laid the foundation
of freedom, shows that the Dithyramb must have been composed after 480. It is
plausible that Pindar did not express this praise until it was absolutely clear that
the Persians had been defeated, which means that the date is more probably after
475 (capture of Eion by Cimon) or even later than that. See also Wilamowitz
1922, 273,

Commentary
Fr. 76

The address is very elaborate, enlarged by more than one apposition (see Kam-
bylis 1964, 114-115), comparable with P. 2, 1-2 Meyahomdiiec @ Supdxocat,
Badvmoliuov / répevoc” Apeoc, GvdpaviTTa te cLdapoyappdav Savpudmar Tpogol;
Pae. 9, 1-2 (with @) and N. 7, 1-2 and 1, 14 (without &). In the Epinicia such
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addresses are always opening invocations, which brought Meyer 1933, 57-58 to
the conclusion that similar addresses in the fragments should also be considered
as openings. The similarity with the above mentioned Pindaric openings makes
it likely that fr. 76 stood at the beginning, but Pae. 6, 123-126 6vo;pakAvra ¥
gveccr Awplel / pfe]déoica [mo]vtwl / vacoc, [@] Avdc "EX- / haviov aevwov
dcrpov shows that this is not necessarily so (see Kambylis 1964, 164 n. 5). Cf. also
B. 1, 13-14 (@ MéAomoc Avrapdc / vacov BeddpaTol mhraly; 9, 45 @ moAu{AAwre
&vaf morapdv; 13, 77-78 & wotapol Ovyatep / dwavroc Aiwy fmbgpov; 94-95
o / bécmowva TaryEe[ivov xBovée.

1 Avmapat ¢ Pindar uses the adjective Mvmapoc frequently with Athens (also
in N. 4, 18; I. 2, 20) and other cities (Thebes: P. 2, 3; fr. 196; Marathon: O. 13,
110; Orchomenos: O. 14, 3; Naxos: P. 4, 88; Egypt: fr. 82; Smyrna: fr. 204). In
itself this use is old, cf. Od. 13, 388 Tpoimc Avrapa kphbepva; h. Hom. 3, 38; Sim.
PMG 511 fr. 1(a), 7; Thgn. 947; but the frequency of it is new. Especially as an
epithet of Athens it is often copied or parodied, cf. Ar. Eq. 1329; Ach. 639-640;
fr. 112 K.-A; E. IT. 1130-1131; Alc. 452; Tr. 803; Hdt. 8, 77, 1.

The primary meaning of Mwapéc is ‘bright, radiant’ (Slater Lex. s.v.;
Chantraine 1968, 642; 2 Ar. Nu. 299b; Van Groningen 1966 on Thgn. 947),
referring to the wealth of the city (2 Ar. Nu. 299¢). In the case of Athens it also
refers to its fertility and especially to the olive tree and its oil (see Z Ar. Nu.
2993, c; R-W. Macan 1908, 481 on Hdt. 8, 77 and esp. Kienzle 1936, 31-32).
Kienzle's suggestion that ALmwapai "ABd@var was a solemn word combination,
reminiscent of an oracle (as in Hdt. 8, 77), is probably not right. In the first place
Avmapéc seems too common an adjective of cities, and secondly the Herodotean
Bacis-oracle at least seems to be a later interpolation and is expelled by Kriiger
(but see also Masaracchia 1977, 195-197 who is not convinced of its spurious-
ness).

loctépavor : it is known that at the Dionysia the gods received wreaths of
violets, cf. fr. 75, 6 Lod&Twv hdxeTe cTepdvwv. The Athenians themselves also wore
wreaths, although it is not explicitly stated from which flowers or leaves they were
made (cf. Ath. 11, 464f; orac. ap. D. 21, 52 and Ar. Nu. 309, see my note on fr.
75, 6). These facts make the literal interpretation ‘crowned with violets’ the most
plausible, meaning that the whole city, both the citizens and the cult statues, were
decked with crowns at this festival (so also Fogelmark 1972, 27; Blech 1982, 29).
This is easy to visualize and fits the festive atmosphere of this hymnal address.
Kienzle 1936, 42 suggests that Loctépavoc refers to the abundance of the violets
in spring and compares Sapph. fr. 168c Voigt moukiAAeTaL pév yala molvctépavoc.
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A drawback of these interpretations is that all the other adjectives and cir-
cumscriptions refer to permanent characteristics of Athens. Yet it is less likely
that Pindar meant the purple hue of Mt. Hymettus at sunset, a view which was
defended by B.L. Gildersleeve, Brief Mention, A/Ph 32 (1911), 366-367, and
accepted as at least partly true by Kirkwood 1982, 331. In the first place, this
purple hue would only be a possible interpretation if the mountain had been as
deforested then as it is now (as remarked by Professor S.L. Radt in a letter). A
second objection lies in the burden of interpretation which this seems to lay on
the audience. Again, it does not seem so self-evident that the mountain should
be called a ‘crown’ and in spring iLo- is more readily explained as the flower than
as the colour, especially since this colour is seen only at sunset. Expressions such
as pododakTuhoc’ Hac sim. are not comparable, see Cook 1900, 4-5, because there
‘the ordinary colour of a natural object is transferred to its mythological per-
sonification’.

doidupol : usually doidipoc has a passive meaning ‘sung of, which is mostly
positive, i.e. ‘celebrated in song, famous’: cf. P. 8, 59 ydc dpearov wap’ doidipov;
Hadt. 2, 79, 1; Aristot. PMG 842, 17. This must be its interpretation here too. The
active sense is found in Pae. 6, 6; N. 3, 79; E. El. 471, and perhaps in Pi. O. 14,
3. See Radt 1958, 105-108.

2 *EM\dboc Epevcpa : literally ‘the prop, stay, support’ of Greece, preventing
the country falling into Persian slavery (cf. fr. 77). Pindar seems to have been the
first to use this metaphor of a city. In O. 2, 6 he calls Theron the Epeccpa of
Acragas. The expression *EM\ddoc €percpe is literally copied, also referring to
Athens, by many authors. A variant is found in Luc. Tim. 50 10 Epeicpa 7@V
Ay, 76 TpéPATa Tic *EAAddoc and in S. OC. 58 Epeicy’ " ABmyav. Pan is
called €percpa mavtov in an Epidaurian hymn (PMG 936, 17) of which the date
is uncertain (P. Maas, Epidaurische Hymnen, Halle 1933, 130-134 ascribes it to
the fourth or the beginning of the third century).

A similar image is kiwv, ‘column’ in the sense of ‘support’. Cf. O. 8, 27 where
Aegina is described as a kiova dawpoviav for Eévoic, and 2, 81-82 where Hector
is called Tpoiac / dpayov dcrpaP kiova. I have not found this metaphorical
use in other writers. For other building metaphors see on fr. 77, 1-2.

xhewal "ABdvan : kAewédc or its metrically alternative form kAeevvoc (see
Braswell 1988, 380-381 on P. 4, 280 and his Appendix) is a frequent epithet of
places and cities; cf. e.g. Sol. 19, 3 West kAewvfic &wd viicov; Pi. O. 3, 2 khewadv
" Akpdryavta; 6, 6; Stesich. PMG 184, 1; B. 10, 30; S. Tr. 750, Of Athens f. e.g.
A. Pers. 474; S. Aj. 861; fr. 323, 2; E. Ph. 1758; Hipp. 423,
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Sawpdmov wroriedpov : indicating a relationship with the daipowv, therefore
best rendered as ‘divine’, meaning also ‘miraculous, marvellous’ (see Braswell
1988, 117 on P. 4, 37). Pindar always uses the adjective in a laudatory sense.
Other instances of cities called Sawpémoc are P. 2, 1-2 Meyahomdiiec & Zvpdko-
cay, ... darpdvar Tpogoi; O. 8, 27 where Aegina is called a xiova darpoviav.

TTTroAieBpov is an epic word, the lengthened form of w(t)éAvc. Cf. e.g. 1l. 2, 133
*IAiov mroAieBpov; Od. 3, 485 TTolov aiwd wrokicOpov; Hes. Sc. 81; AR. 1, 186.
It does not seem to occur outside epic poetry. Pindar may have chosen this form
for its metrical convenience. For Pindar’s epic diction, see Bowra 1964, 214-219.

Fr. 77

Why did Pindar mention the battle of Artemisium as the glorious event on which
Greek freedom was founded? After all, the battle was not won. The Greeks
withdrew after the announcement that Thermopylae had been lost, and only after
several more battles (at Salamis, Mycale and Plataea) was freedom won. Plutarch
must be right when he says that this battle was of the greatest service to the
Greeks in giving them experience, and teaching them ‘dpx ... vTac Tod vik@v
76 Bappely’ (Plu. Them. 8, 1-2). If Pindar wanted to draw attention to the valour
and courage of the Athenians, the battle of Artemisium was more appropriate
than the battle of Salamis, where naval tactics secured the victory.

Cf. also Simon. PMG 532-535 1) " " ApTepicior vavpayia; 536 1) £v Zakapiv
vavpayia; Ar. Lys. 1251-1253; Isocr. Or. 4, 90. See also N. Loraux, The Invention
of Athens. The Funeral Oration in the Classical City, Cambridge Mass./London
1986, 132-171 (Ch. HII, The Athenian History of Athens).

1 waibec "ABavalov : comparable with the Homeric stock expression viec
"Axarav (e.g. 1. 1, 162; 237, 276). Similar periphrases are found in poetry (cf. e.g.
A. Pers. 402 maidec 'EAMfpwv; Pi. 1. 3/4, 54b; fr. 118; E. Andr. 1124 Aeh@iv
waildac; B. 8, 11 w]aidac *ExAd[vev; 15, 39) and Ionic prose (cf. Hdt. 1, 27, 3
Avdaw matdac; 5, 49, 2 ' lovev watdac). For more examples see Renehan 1975,
156. Tlatdec "ABmpaiwv is also found in the elegy mentioned by Plutarch as
referring to the battle of Artemisium (Plu. Them. 8, 3; de Herod. malign. 34, p.
867f = Simon. fr. 109 Diehl).

1-2 éBdrovro ... kprmid’ ElevBepiac : Pindar’s fondness for building metaphors
is obvious, especially in the context of speech and song, cf. P. 4, 138 xpmnida
copdv EmeEwv; 7, 3 kprmid’ dobav; fr. 194 kpmmic Lepatcw dodaic; N. 1, 8 dpyai
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5¢ PEPAMYTaL; O. 6, 14 xpucéac vmoctdcavTec .. mpdcwmov [/ xpT BEuer TnAQ-
yéc; P. 6, 7-9 pvwv Bncavpoc .. / .. teTeiyietar; N. 4, 81; 8,47; P.3,113. In a
more general context we find N. 2, 4 karafoAav lepdv dydvov; O. 8, 26 imé-
cTace ... kiova datpoviav. On these metaphors see D. Steiner, The Crown of Song.
Metaphor in Pindar, London 1986, 55, 150.

The image of the base or foundation is taken over by E. Hel. 164 & peydrwv
dytwv kataParlopéva péyav olktov (‘der Ersatz des epischen dvaBdiiecfar
“anheben" [...] durch den eig. bautechnischen Terminus katapdrrecBa is durch
Pindar vorbereitet’, see Kannicht 1969 ad loc.) and is also found in X. Mem. 1,
5, 4 ) Eykpdrela dpeTiic kpmmic.

Building metaphors are also found in other authors, be it less frequently. Cf.
11, 10, 19 pAmw texTivarto; S. fr. 159 textévapyoc povca; B. fr. 5; E. Andr. 476,
Ar. Ra. 820; 824; 1004; Pax 749-750; Pherecr. fr. 100 K.-A. See also J. Taillardat,
Les images d’ Aristophane, Paris 1962, 438-439.

1 gaevvav : elsewhere Pindar uses the Aeolic form consistently (ten times),
so that the transmitted ¢aewdv/¢@aewviy should be changed into ¢aevvdv.
Regarding the pair kAewvéc/kAeevvoc Pindar is not so consistent, but uses both
forms. This may be because ¢aevvoc and the Homeric ¢aewvdéc are metrically
equivalent, so there is nothing to be gained by alternating the forms. For a list
of metrically alternative forms see Braswell’s Appendix (1988, 402-403).

Other abstract concepts called qaegvvéc are 8ABoc (P. 5, 56) and &perd (V.
7, 51). Cf. also A. Pr. 537-538 ¢avdc ... &v ebppocivarc,

2 xpmid’ : the L of kpmmic is always long, both in Pindar and in other authors.
It has, however, been suggested (Bergk 1878 397: xpmmid’, in ed. 2 scripsi
kpTmid’) that here we must write kpTmid’, on the authority of = Townley Ii. 11,
677 (V p. 420, 3 Maas) Anida oc kpmmida (connected by Maas with fr. 77,
probably because in all other Pindaric instances the syllable is long). Cf. the
variant reading in Plu. de Herod. malign. 34, p. 867¢ and the similar variation of
khaitdec (P. 9, 39) and k\atbac (P. 8, 4). The short syllable -i8- instead of -18-
is explained as an Aeolic form by Schwyzer 1, 465, Although the scholiast may
of course have referred to another instance of kpnmida which has been lost, the
short + would make the line metrically more regular. The sequence _ e d? (if v
is long) is not found elsewhere in Pindar.

£revleplac : cf. the description of the battle of Cumae in P. 1, 72-75, ending
in a compliment to Hieron, " EAAGS’ E§EAkwv Papeioc Soviiac, and the subsequent
mention of the battles against the Persians at Salamis (in 1. 76 explicitly connected
with the city of Athens) and Plataea, implying that there also the result was the
deliverance from slavery.
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Other places where Pindar mentions the power and glory of freedom are P.
1, 61 OeodpcTen civ EAevBepian; 1. 8, 15-15a Lata & €t BpoToic civy ENevBepian
/ xai ta. Cf. also his prayer for a free Aegina in P. 8, 98-100 Alywa ¢ila pdtep,
EAEVOEpAL CTOAWL / TOALY TAVOE KOMLLE.
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Fr. 78

KADO’ " AAaAd, TToAépov BiryaTep,
tyxEwV Tpooipov, G BheTal
&vdpec UmEp TOALOC TOV LpbBuTOY BdvarTov.

Test. 1-3 Plu. glor. Ath. 7, p. 349¢c ‘KAv6L - OdvaTov’ de & Onpaloc *Emapewdvdac (Tivdapoc
Wiyttenbach; * Evapewdvdac del. Haupt, defend. Sternbach) elwev, vmtp marpidoc kal tdewv kat
Lep@v EmbLBovTEC Eavrouc Tole kaAhicTowe kal AapmpordTowc dydcw | T M A, Pers. 49 ‘KAv8’ -
&vdpec’ &v BuBupapPouic. ofirwe cretmar Evkov avri wAnBurTikoD I 1-2 Ath. 1, 19a ol & &v 7L
*Dhakdie mokuteiar povoved Bodcy ‘KAbed - wpooipior’ | Eust. 944, 59 vdn 82 dhalatdn 8v, ac
elpmran, vy Yppfrevcer “Oumpoc, kal B dhaty wapakeicBal Bokel, bmep £cil cTpaTuwTikdc
daraypoe, Bv dGhaldv Aéyovcw ol Awpielc, oty odcav wpd wdxme. xpficwe 5t atriic v vdw Kavd’ -
TpooLuLoy’ I 1 Plu. de frat. am. 11, p. 483d p? kaTayyeiavrac dANTAOLC TONEROV Bemep ol ToAMol,
“AT0’ - Biyatep’ | Hdn. Gr. II p. 944, 16 Lentz 70 yap dharf ob gicer TpictAhaBoy, ‘KALE’ -
Buydmnp’ | 2-3 P. Ryl. 13, 535, 2-4 Tw-] / Bapicdy kcm 78 cxfua [olov 73] / ‘Oteran dvbpec’ (Tw]-
Bapucéy Roberts: Tw]dayxov 1T | suppl. Roberts) | 3 Hdn. Fig. 3, 100, 27 Spengel Mubdapucdy
Bt Ta Tolc TAMBuvTKolc dvbpacwy tua phparae Exovta Emupopdy, olov ‘dvBpec Eml mohewc’. kat -
Layxel PapupdeyrTay dyéhal Aedvtor’ | Gnomol. Vat. 280 (L. Sternbach, WS 10 [1888], 238) b atroc
(sc. *Emapewdvdac) 1ov katd 7ov méhepov Bdvatov elwev Lepdburov elvay | Plu. Reg. et imp.
apophth. p. 192c €keve (sc.’ Emapewdvdac) & Tov v morépwl 8dvarov elval LepbBurov (lepbburov
Stob.: k@AAwcTov codd.)

1 K\v0’ Plu. 483d, Z A. Pers., Hdn. Gr. II, Eust.: KAty Plu. 349¢c, £ A. Pers. manus secunda;
K\dc®’ Ath. | 'Ahard Plu. 483d, 2 A. Pers., Hdn. Gr. II: &vva [lacuna] yd Plu. 349¢c; dArd Ath.;
dA\amwohépov Z A, Pers. manus secunda | 80yarep Plu., Ath., 2 A. Pers., Eust.: Ovydrnp Hda. Gr.
IT l 2 tyxéwv wpooipwwov om. I A, Pers. | & Bietaw = A. Pers., Haupt 1851: aifierar I A. Pers.
manus secunda; du¢tere Plu. 349¢c; om. Ath., Eust. ﬂ 3 {mép méAwoc Bergk 1878% {wep wortaw
Haupt; ¢l wérewc Hdn. Fig.; om. Plu. 349¢ | LpéBurov Haupt: LepdBurov Plu. 349¢, Gnomol. Vat.,
Plu. 192¢ Stob.

Listen Battle Cry, daughter of War,
prelude of spears, for whom men offer
on behalf of their city their death as a holy sacrifice.

Contents

Fr. 78 is a good example of the opening of a cletic hymn: a goddess is invoked
and invited to listen, her parentage is made clear, her essential function is
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mentioned, as is her power. For these characteristics see Norden 1912, 147-149;
Wiinsch 1914, 182; Zuntz 1951, 337-341; Lenz 1980, 85. About such an elaborate
address, extended by both appositions and a relative sentence, see Kambylis 1964,
181-183 and cf. O. 8, 1-3; P. 12, 1-3; N. 11, 1-2, fr. 33¢. Fr. 78 is a case where the
’Gesetz der wachsenden Glieder’ is recognizable (see Kambylis 1964, 177-179).

That this is not a real hymn is certain because the scholiast on A. Pers. 49
explicitly says that this quotation comes from a Dithyramb. In fr. 75 too the
elements of the cletic hymn were not directed at the god who was to receive the
poem (see note on fr. 75 Contents).

It is generally assumed that this fragment constituted the beginning of a poem,
because of its similarity to the opening of other cletic hymns, e.g. the Orphic
hymns. Cf. e.g. Orph. H. 2, 1 KA6i pot, @ woldceuve Bed, morvdvupe datpov; 8,
1 kAUBL pdkap; 9, 1 kA6, Bed Bacilere. Cf. also the many examples quoted on
fr. 75, 1 where a god(dess) is invited to come, which has of course the same
function as a request to the god(dess)’s attention. I think, however, that we must
reckon with the possibility that this was not the poem’s beginning, because it is
difficult to understand what the function of a Battle cry could be as the opening
of a festive poem such as a dithyramb. There are other instances where the
request k\¥0. appears later in a hymn. This is then either a very long invocation
where the god(dess) is named by many adjectives and epithets, (cf. e.g. Orph. A.
4, where kA 96y is postponed until 1. 9, and Pi. O. 14 where we find kA7’ only in
1. 5. Cf. also A. Hom. 8, 9 kA96L) or an address to the Muses which may be
postponed to any point in a poem where the poet wants to make a transition, cf.
Page. 6, 54-58 ai\a TapBevol ydp, ... kAUTe vov. Neither case is applicable to our
fragment.

The likeliest suggestion would seem to be that the dithyramb contained a
(mythical) narrative in which a person uttered the ’prayer’ to *Alara (cf. O. 1,
75ff. [prayer of Pelops to Poseidon]; N. 10, 76ff. [Polydeuces to Zeus); 1. 6, 42ff.
[Heracles to Zeus] and the many instances of direct speech in P. 4). This context
would be more similar to the one found at Plu. glor. Ath. 7, p. 349¢, where Epami-
nondas is said to utter these pindaric words. It is possible that this was another
very famous poem of Pindar, parts of which came almost automatically into a
Greek’s mind in appropriate situations, as seems to have been the case with fr.
76 (cf. its many later quotations). Such quotations do not necessarily come from
the beginning of a poem, cf. e.g. fr. 33c; fr. 57; fr. 96; fr. 122, 16-20.

The fragment is a prayer, but its contents are not preserved. The likeliest
object to ask from a goddess like ‘ Ahahd would be 'victory’. There are places in
the Iliad where dhalroc is connected with the winning party (cf. 16, 78-79 Tpwci
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.y OL & dharmrin / mav medlov katéxovcy, pdxmL vkdvtec "Axaiove; 18, 148-
150), but @hakmroc is also used of the fleeing warriors (2, 149-150; 21, 10-11) and
in cases where it is not clear yet which side will win. Cf. also Pi. P. 1, 72. Probably
d&AaAd secures victory indirectly, by making the warriors eager to fight without
restraint. For this effect cf. /. 11, 10-14 &vBa cr@c’ fiuce Oea ("Epic) péya 7e
Sewov e / 6pBL’, " Axanolcuy 88 péya cBévoc EuPal’ ekdctan / kapdiny, EAAmcrov
ToAepileww HbE pdxecOar. / TolcL & dgap TONepoc YA ukiwy YEVET E véecBaL /
&v vmuct yYhagpupfivcy piAny éc Tatpida valav. See Frinkel 19622 553 and n. 7.

The metre shows a very regular variation of longa and brevia, different from
frs. 76 and 77 because here a longum is never followed by another longum. The
combination _.._.._ (D) is found in all three fragments, albeit in different
combinations. For the combination D d? cf. e.g. P. 4 str. 4, 6, ep. 5; N. 1 str. 6,
ep. 2, 3. For short anceps cf. e.g. I. 5 ep. 7 and O. 12 ep. 5 (e . D).

Commentary

1 «A 0@ : for kATOL sim. in prayers cf. O. 14, S; Pae. 6, 58; h. Hom. 8, 9; Orph.
H. 2, 1; Anacr. PMG 418; Melanipp. PMG 762; fr. adesp. PMG 978b; A. Ch. 139;
157; Supp. 348; E. Ba. 576. See Ziegler 1905, 59-65.

*Ahald : although the word dhaintéc is known from Homer (cf. e.g. Il. 12,
138; Hes. Th. 686) and d\adlw is found in A, fr. 57, 7, all other related words,
including dAa\d, are not attested before Pindar. Pindar uses dhald, comparable
with the Homeric aAahnréc (which Pindar uses once in P. 1, 72), in the sense
of *battle cry’ in N. 3, 60 and I. 7, 10, and the context shows that that is certainly
its meaning here. See also Deubner 1941, 5-7.

Because fr. 78 is said to be part of a dithyramb, it should be remarked that
d@lah¢ and related words such as dhaid{w and dhalaypdc are also used in
dionysiac contexts. See note on fr. 70b, 13 dAah,ai,.
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TToAépov Biryatep : "Alald is a personification illustrating a relationship of
cause and effect, comparable to the places where “YBptc is called mother of
Képoc (0. 13, 10), Ilpégacic daughter of ' Empabeic (P. 5, 27-28) and *Hcuyia,
Aikac / ... 0Uyatep (P. 8, 1-2). Personifications can also be used to indicate the
attribute of a god, cf. e.g. " Ayyeria, daughter of Hermes (O. 8, 81-82) or 8vydrmp
/ *ANd@Bera Avoe (O. 10, 3-4). For genealogical relationships used to clarify the
nature of non-personified concepts cf. 0. 2, 32 duépay ... mald’ deriov; N. 9, 51-
52 wine, Buardy / @unélov wald’; Pae. 9, 1-2 ' Axtic deriov, ... / & parep dppd-
Taw; 0. 11, 2-3 odpaviov v¥ddTtov, / uPpiwv maldwv vepélac. See Dornseiff 1921,
50-54; Schadewaldt 1928, 274 n. 4; Bowra 1964, 198-199; Kambylis 1964, 152-
153. For such genealogical information as an essential part of hymns, see Lehnus
1979, 119 n. 62; Bremer 1981, 195.

2 Eyxéwv wpoolpov : a battle cry can be called a mpooijtov, a prelude to the
battle, because it is a sound of human voices, but mpooipiov can also be used
outside a musical or otherwise verbal atmosphere, cf. A. Supp. 830 ¢poipic ...
wévwv. Later examples are Alex. 110, 3-4 wpooipiov / Seimvov; Plb. 22, 4, 15
mohepLkTiCc ExOpac ... katapyT) kal wpooipiov; 25, 3, 8 7a wpooipra Tic Mepctwe
apxiic. See LSJ s.v. 1, 2.

Perhaps Pindar alludes to the comparison of war and dance such as it is found
in I1. 16, 617-618 MmpLovm, Tdxa kév ce kai dpymcTiy wep E6vTa / Eyxoc Enov
katémavce Suapmepéc, el ¢’ EBaldv wep, and the scholiast’s explanation of 6pxmc-
THv* ebkivnTov kaTd TOV TOAEMOY, - dppodSioc (Z A 1l 16, 617 [4, 282, 68 Erbse])).
Cf. also Hesch. s.v. 6pxmecriic: pote\ me\n o( xoriko/c, pote\ de\ o( e)n pole/-
mwi eu)ki/nhtoc; s.v. dpxicTic' cuykexpotnuévoc TeEpL T& TOAEULK.,

& 6veTan : for the relative style in predications, hymns and hymnal addresses
see note on fr. 75, 3-5 and the literature quoted there. The fact that the relative
pronoun is a dative is exceptional (Kambylis 1964, 175). Usually the nominative
is found, or the accusative as the object of kaAéw sim.

OteTan : the verb 8vecBau is consistent with the deification of *AAald and is
emphasized by the adjective ip6Bvrov. Sacrifices are usually made by somebody
other than the victim, so that 8eTaL may be passive. On the other hand, since
here the victims are human beings, 8veTaL may also be a middle, thereby ex-
pressing that the men offer their own lives in order to secure victory, freedom,
etc.

2-3 Oievan Gvdpec : another case of the cydjwa Mwdapikév in the dithyrambs,
See note on fr. 70b, 8 xatdpyeL. For the interpretation of this case O. Wilpert,
Das Schema Pindaricum und édhnliche grammatische Konstruktionen, Progr. Oppeln
1900, 6-7 could be right when he maintains that the cxfua IIlwdapikév is often
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a construction ka7d covecwy (so also J. Humbert, Syntaxe grecque, Paris 1954, 82-
83), where the plural subject can be replaced by a collective noun. Similar to this
are fr. 239 Laxel BapveBeyktay dyéhar Aedvrov and TGF 191 N? fev 8¢ Aaol
pipLoL mpoc fLova.

3 Umép moALoc : the words mep moMoc imply that the battle is defensive
rather than aggressive. With 00ewv/0vecBa vmép always means ’on behalf of’; cf,
Pae. 6, 62-63 0veTay yap dyhadc vmep Mavel- / Addoc. See LSJ s.v. vmép A II;
Radt 1958, 131-132.

Tdv ipdBurov Bdvarov : for the allitteration see Stockert 1969, 5-6 and Silk
1974, 178-181, where other examples are also to be found.

For the notion that death in battle is beautiful cf. Epaminondas’ saying in the
Gnomologium Vaticanum 280 and in Plu. reg. et imp. apophth. p. 192¢; Callin. fr.
1 West; Tyrt. fr. 10; fr. 11; fr. 12 West. Cf. also Stob. 4, 520, 20 Wachsmuth-
Hense 'Erapivaovdac épwrnbelc Tl dvelTal 6 pT) yipac unde matdomolncdpevoc
10 WH OkVELY ELTEY "UTEp THC Tarpidoc dmodifckewy’. To die for one’s country
is not a common ideal. In the lliad death is consistently called ’black, heavy, ill-
sounding’ etc. These negative epithets are found in all subsequent authors, see
D. Amould, Guerre et paix dans la poésie grecque. De Callinos a Pindare, New
York 1981, 79-83. Cf. Pi. fr. 110 yAvkd 8¢ woAepoc damelporciy, Eumeipaw d¢ TLC
/ TapPel mpocLbvra nv kapdial TepLcc@c.

Lp66vurov : the Ionic Lpo- (Buck 1955, 24; A. Thumb- A. Scherer, Handbuch
der griechischen Dialekte, Heidelberg 1959% 250) or Aeolic ipo- (Thumb-Scherer
1959%, 88) is metrically more convenient than lepo- because that would give a
sequence of five brevia. For ipo- cf. Semon. 7, 56 West; Herod. 4, 79.

The adjective refers to a traditional element of prayers, i.e. reminding the
god(dess) of previous offerings, to propitiate him or her and have the new request
granted. Cf. e.g. A. Th. 179-180 ¢Lho8iTww 8€ ToL ToAeoC dpyiwy / pfcropec EcTe
pot; Eu. 106-109; 1l. 15, 372-375. See Bremer 1981, 196.
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* Fr. 80

[décm]ow[av] KvBe[rav] pat[épa)

Test. Phld. Piet. 47a17 (A. Schober, Cronache Ercolanesi 18 [1988], 77) Elc] 7wc 8¢ Kpo[vov e kjal
[ Pléav, ol 8¢ [Ala kai]"Hpav maré[pa kal] prépa 8e[@v voluilovew, ITiv[Sapoc] 8[¢ &x] Kupé[Anc
rlmpdc &v 7@ [o..Jow[..] Kupé[r.] padl...], Pepe[xitém]c 8 b [20]proc

MMiv{8apoc] - &v Taw suppl. F. Biicheler, Kl. Schr. 1 585 | [Bécw]owv[av] suppl. Henrichs 1972 |
Kupé[hav] pafépa] suppl. Snell 1975

Queen Cybele, mother

Contents

The attribution of this fragment to Pindar’s Dithyrambs is due to Bergk’s assump-
tion (1878°, 399) that the text must be read as ‘Iliv[dapoc] & [Ex] Kup&[Anc
plnrpoc &v téu [wpolowpfimn]: KupBe[ha) par(ep Oedv]’, and that the supposed pro-
oemium belonged to the same poem as the dithyramb found in Strabo (fr. 79, now
part of fr. 70b), where the Great Mother was also mentioned. The identification
of P. Oxy. 1604 refuted this, but it is still far from certain to which genre fr. 80
should be ascribed.

Wilamowitz suggested that fr. 80 is part of fr. 95 (1922, 271 n. 31), a hymn to
Pan, the beginning of which we have. Philodemus’ use of &v @ suggests, how-
ever, that the words quoted thereafter are the opening words of a song (see W.J.
Slater, Pindar’s House, GRBS 12 [1971], 151), which undermines Wilamowitz’s
suggestion. A stylistic analysis (the address of the goddess as §écmowva, and the
accusative as a possible object of Uuvéw sim.) shows that the poem may be a
hymn to Cybele (see Lehnus 1973, 275-277; 1979, 16 n. 40). For the accusative
as the beginning of a hymn cf. e.g. &. Hom. 2, 1 Afuwrp’ fiikopov, cepriyp Be6v,
d&pyoy’ deldewy; 4, 1 ' Epuiy Ypver, Moica, Avoc kal Mavddoc wiéy; 6, 1; 9, 1; 10,
1; 14, 1; Lasus PMG 702 Adpatpa pédme; Lamprocl. PMG 735a TMaAidda
wepcémoly kA filw; Scol. PMG 885, 1-2; B. 3, 1-3. On these echoes of epic hymns
in lyric poets see Wiinsch 1914, 160; Meyer 1933, 50; Lehnus 1973, 276. Most
hymnal openings of Pindar are more elaborate (see Lehnus 1979, 112 n. 31), cf.
Pi. fr. 29" Icumpov 4 xpucaddkatov MeAlav ... Dpvicopev; fr. 89a 7i kdAALov ... 1
Babvlwvov e AaTd kal Bodv Immwv EAdTeLpay delcan;
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Metre

Metrical analysis shows a sequence of

This may be interpreted as a pherecratean, expanded by a choriamb (Henrichs
1972, 85) or as ‘a dactylo-epitritic pattern of a less common type’ (86). The
dactylo-epitritic d'D is found in N. 5 (ep. 4) and fr. 133 (str. 3), and three longa
at the beginning are found in N. 8 (str. 1) and fr. 221 (str. 2). Lehnus’s remark
(1979, 88 n. 125) that the dactylo-epitritic interpretation would make it impossible
for fr. 80 to be the beginning of an ode, is not justified, cf. N. 8. But because of
the rarity of these sequences it seems better to take the metre of this fragment
as aeolic (cf. O. 5).

Commentary

[8éculow]av : for Sécmorva coupled with the names of goddesses, cf. A. fr. 388
décwouy’ ' Exdry; S. El 626 wa v Sécmowvav” Aprey; B. 11, 117; AL fr. 342; Ar.
Nu. 266.

KvBé[Aav] patiépa] : on Pindar and Cybele see my note on fr. 70b, 8-9 cepvar
.. MaTépl ... wey,dhat; Lehnus 1979, 16 and n. 41,
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Fr. 82
TAY Avrapay pev Alyvrrov dyxixpmuvov

Test. 2 Pi. P. 2 inscr. ... kal yap kal d\Aac whelove Aimapac kakel, demep Ty Tpvpvay (fr. 204)-
kal Mrapdl Zpvpvaiu dorer kal Thy Alyvrtov &v AlBupdpflowc ‘ -

&yxixpmuvov E, F, G, Q: dvyer kpipvav C, P

This radiant Egypt, clinging to its river banks.

7dv : since the article without a demonstrative value is not yet frequent in
Pindar and because of the addition of pév, we may suppose that an opposition
is implied to another concept, e.g. another country. See R. Ullmann, L’ usage de
I’ article dans Pindare, SO 1 (1922), 64.

Mmapdy ¢ of. fr. 76, 1 and note ad loc. The adjective here refers to the wealth
of the region, due to the fertility of the Nile delta.

Aiyvmwrov dyxixpmpevov : Egypt was probably far from Pindar’s experience and
perhaps also his interest. He mentions Egypt only three times (N. 10, 5; fr. 82;
fr. 201) and his geography is reported to be quite incorrect. Cf. Aristid. 36, 112-
113 (2, 298 K.) airrika Iwddpwl memoinral, Scmep pdAilct dAnbelac drréxechar
Soxel T@v woLmr@v mepl Tac Letopiac, kal ov woppwbey, AN’ EE aiT@Y TGV TOTWY
kai odroc & EXeyyxoc: pmci yap ‘Alyvrriav Mévdra mapd kpmuvov Bardccac’ (fr.
201, 1). kaitor oiiTe kpMuVOC ECTLY 0VBELC EKEL ol BANaTTA TPOCTXEL, AN EV
wedlol TOANGDL Kal KEXVMEVAL.

Kpmuvéc usually refers to a river bank (cf. O. 3, 22 {aBéoLc Eml kpmuvoic
' A\peod) or the bank of a lake (cf. P. 3, 34 mapa Bowprddoc kpmuvolciy). The
bank of the sea (fr. 201, 1) is theoretically possible but here it is better taken as
referring to the Nile’s banks, because Egypt’s existence is entirely dependent on
the river and its concomitant fertility; the expression ‘Egypt clinging to its river
banks’ (Slater Lex. s.v. dyxikpmuvoc) is therefore very suitable, although the
adjective in itself denotes nothing else but ‘near the banks’.

If Pindar chose the word -kpmuvoc on purpose (but cf. fr. 201,1 and the
negative judgement of its suitability by Aristid. 36, 112-113) the steepness usually
implied in kpmvoc is no problem because the upper Nile often has steep banks
especially in the South and on the Eastern side (see R. Pietschmann, RE 1, 981).
Cf. Str. 17, 1, 4 about the shape of the river varying with the proximity of the
flanking mountains.
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Fr. 83

fv &1¢ cvac Boidriov EBvoc Evemov

Test. 2 Pi. O. 6, 152 el peiryopev, Bowwriay Uv 871 Bud vy drypoukiay kal Ty dvayayiay 10 Talawdy
ol Bowwrol ec Exahotvto' kaBdwep kal atrac tv tolc SubvpdpuBoic: v 81e chac 70 Boudriov EBvoc
E\eyov I Str. 7, 7, 1 axc 8¢ IlivBapdc ¢mcw, fv bre cbac Bowdriov €Bvoc Evemov l Gal. Protr. 9, 1
Kaibel “Hv - Evewov’ & HivSapoc ¢nci | Them. Or. 27, 334b Downey-Norman (p. 403, 16 Dindorf)
kai yap 87 kal 4 Bowwria xwplov pév dpabiac elval EBoxet, kat Uv Tuva, olpay, Bowtiay ékdiovy,
ele dwabevciav 70 @Ohov Emckamrovtec. dAN Spwe IMivBapoc kal Kopivva kal *HcloSoc otk
tpohivincav T cvl

ctac Z Pi, Str. cod. E, Gal.: cowac Str. codd. A, B, C; Hac Str. codd. L, n, o; ctiac Gal. cod. A | 70
add. Z Pi. | Bowdrwov Z Pi,, Str., Gal.: Bowdrorov Gal. cod. A | évewov Str., Gal.: €vvewov Str. cod.
E; Exeyov X Pi.

There was a time when they called the Boeotian people ‘swine’.

Wilamowitz 1922, 274 suggested on metrical grounds that fr. 83 is part of the
same dithyramb as fr. 75, but the uncertainty about the metre of fr. 75 makes
a conclusion about the similarity with fr. 83 difficult. A possible division would
be

em mmee —emen ia ion ia

Commentary

My 67e : this reference to the past (‘there was a time when’) is equivalent to
0. 6, 89-90 dpxatov Bveldoc ... Bowwtiav Uv and the scholiast’s 16 waiaLév.
Perhaps this is wishful thinking on Pindar’s part who thereby wanted to suggest
that in his own time the reproach was not heard anymore. However, other authors
seem to refer to the present: cf. Plu. de esu cam. 1 b, p.. 995¢ voic yap Bowwrotc
Tedc ol "ATTikol kal Tayelc kal dvaircOfrove kai HALBLove, paiicTa Sud Tac
adnepayiac mpoctydpevor: ‘obroL & ad cic ... kal & Mévavdpoc ‘ol yvdbouc
gxovct’ kai 6 Mivbapoc ‘“yvavai 7 EmeLt’, apxaiov Gvetdoc dhadécw Adyorc el
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¢eiryopev, Bowwriav Iv; Crat. fr. 77 K.-A. So also D. 18, 43 dvaicfmrol 6mPatol;
35 7iic @vahynciac kal Tic Papiryroc ... 7@v OnPaiwy.

ciac : proverbial for their stupidity, cf. the proverb 1) Y¢ Ty’ A@npav (cf. Plu.
praec. ger. reip. 7, p. 803d; Theoc. 5, 23). For its Latin variant ‘sus Minervant’, see
A. Otto, Die Sprichwdrter und sprichwortliche Redensarten der Romer, Hildesheim
1962, 224. The original population of Boeotia were the "Yavtec (see RE 9, 22).
The name “Yavrec may through the phonetic relationship have facilitated or
caused the Boeotians to be called iec.

Bou@mov EGvoc : Pindar always mentions ‘his’ city of Thebes with pride, cf. fr.
194; fr. 198a oiroL pe &Evov o8’ abafuova Mowcav Eraidevcar kKAvral OfPa;
I. 1, 1 parep epd ... xpcacm O1Pa. The ‘ancient reproach’ cannot have been very
pleasant, even if he found the praise of political opponents justified (cf. frs. 75-
77; P.7, 1-12). On Pindar’s patriotism see E. des Places, Pindare et Platon, Paris
1949, 31-40.

Evemov : the scholiast’s €xeyov is probably a simplification of the less frequent
g€vemov. On Pindar’s use of évvéme see Schmidt Syn. 1, 76.
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TAALVALPETA

Test. Harpocr. p. 231-232 Dindorf rahwaipetoc: ... twl 8¢ 7d@v kabaipeBévrwy olkoBopnpdrwy kal
dvoucobopmBévraw Mivbapec Abupdpporc | Photius s.v. p. 373, 11 (p. 322 Porson) ... [livBapoc
B¢ Ev ABvpdpPoic il Tdv kabapeBivtwr olkobopnudTwy kal dvowkoBopTdéviwr Exphicato T
AéteL | Suda s.v. (IV, 11, 11 Adler) idem I Phrynichus PS p. 102, 10 Borries maAwaipera: 1a tx
xatalvcewc olkobopiac Takdiac elc Erépav mpoécatov olkobopmcwy tpBariopeva

Recycled

The various lexica refer malwaipeToc primarily to contexts where an orator
or an official was excluded from the execution of his profession or office, because
he was caught committing some offence, but is admitted again later, either after
the fine has been paid or after the people have chosen to re-elect him notwith-
standing his former offence. Pindar's use must be exceptional, because it is
mentioned explicitly by all sources. Phrynichus explains its use in greatest detail,
from which we may surmise that he means the use of building material from a
demolished house for a new one.

This would accord with the use of cidépo mahwhaipéro (JG 1% 313, 131,
408/407, 407/406 B.C.), which could refer to the melting down of iron for the
manufacture of new implements. The context does not give any clarification since
it consists of a list of all sorts of goods received by the ' Emcrdray of Eleusis, such
as crab and saw-fish (I. 130) and hammer-axes and baskets (1. 132).

This fragment probably shows another example of Pindar’s fondness for using
either new or old adjectives in a new way.



227
* Fr. 8

Et. M. 274, 44 Aveipaufoc 6 Avévucoc’ Enibetdv EcT Tob Aroviicov 8L ev BLBlpaL
&vrpwt Tiic Nbcemce ETpden kal dpwvipwc Tl 0ed 6 ebc abrov Huvoc' fj &wd Tod
8i0 Bvpac Baively, Ty Te koLAiav THe prrpdc Zepéimc kal Tov pmpov Tob Alde
amo Tov Sic TeTExOan, dTag pev dmo Tiic unrpoc, Sevtepor 8 &Wo Tob uMNPod Tob
Auée, T fu & Bic vpale PePrrdce. MMivBapoc 8¢ ¢mel AvbipapPor: kal yap Zevc
TUKTOPEVOV abToD ETEROQ ‘ADOL Pdppma, ADOL pdppa’, Tv T AMvBipappoc kai 5.87-
papPoc katd Tpomip kal TAeovacpudy. ‘Hpwdiavoc &€ ¢net (2, 375, 14 Lentz) 1a
mpocTakTka Wi cuvtifeclar | Cyrill. cod. Vind. 319 (PLG Bergk® 1, 400) &
TivBapoc ABlpappdy nee atrér kai yap 6 Zedc Tieropevoc atrod Expaler Au6L
A0 pappe | Et. Angel. (Ritschl, Opusc. 1, 685) Awbipapoc (sic) Iivbapoc d&
8m ikt attov EmePéa 6 Zeve ADOL ATBL pdpue’, TV f MvbipauPoc ... ‘Hpwdia-
vac 8¢ iy TTiwdapor dwodokuudler pdckwy Ta mpocTakTika ui) cuvriBecbar | Et.
Gud. (p. 363, 22 Stefani) s.v. ABvpapPoc: ... [TTiv)dapoc 8¢ @meiy, 6TL TikTWY
atrov EmePoa 6 Zede ‘ATOL ADOL pdppa’, (v’ fu Abipappoc kai v TpoT SL8Upap-
Boc. “Hpwdiavoc (2, 375 Lentz) 8¢ mi IIwbdpov dmodokipdalel pdckwv 7a mpoc-
TAKTLKA WT) cuvTiBECOaL

MMivBapoc 3¢ pney Avbipapfor kai yap Zevc TikTopévov atrol émefoa ‘ATOL
pappa, AL pappua’

AvBipapBov ELM., Et.Angel.: Av8ipappov Cyrill; Avipappoc an -pBoc non liquet Et. Gud.| A0
M. Et. Gud. cod. d? | prius pduua om, Cyrill, Et. Ang,, Et. Gud.

Pindar says ‘Avipappoc’ for, when he (i.e. Dionysus) was born, Zeus called
‘ADOL pdppa, A0 pdupa’ (‘open the stitches’).

* Fr. 85a
Et. M. 277, 39 (= Hdn. Gr. 2, 492, 28 Lentz)

Avbvucoc: ... ol 88 @mod 10 ALoc kal Tiic Ndcene Tod Spovc bvopdcdal, emel &v
TovTwy EyevriB, dc ITivdapoc, kal dverpden.

Dionysus: some (say) that he is so called after Zeus and Mt. Nyssa, because
he was born there, as Pindar says, and raised.
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Fragments 85 and 85a both show the ancient grammarians’ interest in etymol-
ogy. It is not certain if Pindar’s words, quoted in the process, were intended to
be etymological explanations or allusions, but they may well have been, because
Pindar referred to etymology on other occasions also. See Barkhuizen 1975, 90
(fr. 85a) and 141-142 (fr. 85) and his other examples (see also on fr. 75, 1).

About Dionysus and Mt. Nysa cf. Il. 6, 132-133 (Lycurgus) &c woTe patvopévoLo
Avwricoro TuBfvac / ceve ket fryabeov Nucfiov; E. Ba. 556-559; Cycl. 68-70; h.
Hom. 26, 5; 1, 8; Orph. H. 50, 15; 52, 2; 46, 2; Ar. Ra. 215-216.

For Dionysus in Zeus’ thigh cf. E. Ba. 95-100; 243; 286-287; 295; 523-528; A.
Hom. 26, 3-4; Nonn. D. 9, 3; 6-7; 23-24; Orph. H. 48, 3; 52, 3.
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* Fr. 86

S.0vpapfa

Test. Choerob. in Theod. Gramm. Gr. IV, 1 p. 267, 15 Hilgard elra aifm 1 alruarucg gmpuit 87 4
TRTLVOY, KaTR RETATAACKOV YEYOVEY (KT, ... GCTIED ... SubVpapPov BublpauPa mapd Muddpwl I
Hdn. Gr. 2, 626, 35 Lentz elta atim 4 altuatcd, kata peranhacpdv yéyovev Ikriva, ... demep ..
Su0UpapPov 5uBVpapPa mapd Mivbdpw

The phenomenon where a word of the first or second declension has an accusative
(or other oblique case) as of the third declension, is called metaplasm (Kiihner-
Blass 1, 495-519) or heteroclisia (J. Egli, Heteroklisie im Griechischen mit be-
sonderer Beriicksichtigung der Fille von Gelenkheteroklisie, Diss. Ziirich 1954, 17;
West 1974, 98).

In this case Pindar seems to presuppose a nominative *8.80papy, of which
S16vpapPoc would be the genitive.

As opposed to the grammarian’s first example lktiv/ikTLvoc, where examples
of both forms are found (see LSJ s.v.), there are no other traces left of *8i-
0vpany, nor of any of its oblique cases. The same goes for dAitpoxoc/*aAiTpo
(Choerob. ... dcmep dhitpoxov diitpoxa wap’ "IPikw [PMG 327] ..).
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* Fr. 86a

B0cwv dLBvpapPov

Test. Phld. Mus. 4 p. 89 Kemke kal [+]ov II[iJvbapov olivw vou[il]ew, 7 €¢m Bicwv wo[ficec}Bar
5uvpapPov | Diog. Bab. fr. 86 (Sioic. 3, 233, 13 Arnim) xai [1)ov N[ijvBapov obrw vop[il]ew, b+
Egn 0ucwv wofielc]8ar Su8Upapfov

Going to sacrifice a dithyramb.

Cf. Eust. Prooem. 31 (3, 302, 13 Drachmann) (Tlivdapoc) Aegébce 8t Eparrm-
Oeic 1L wapecTL BUcwy, TaLdva sime; Call. fr. 494 Pfeiffer &xamva yap alév dotdol
Bvopev; Leonidas Alex. AP 6, 321, 3 KahAommne yap dkamvov dei Bbvoc.

As far as the tradition shows, Pindar was the first to compare his poetry to
offerings. The metaphor is prepared for by other, related, images, such as a song
compared with wine to be poured as a libation, cf. I. 6, 9 cwévdew pedLgdoyyoLc
dowdaic; P. Oxy. 2624, 10-12 d]wné eyw uev Epef / eb]ayéac Buciac yAvke[ / .

ToL CTEVEWY.
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* Fr. 335

PSI 2, 146

.. Jremobe[
omadovac|
TaTpoceOLY|
Gerodap v
weQredpy[

1.[xora | 2 of likelier than +[ | 4 [aors ] 5.[ perbaps v or &, 7 not possible

10

fr. 335

N

dmadov ac|
maTpdc tolo[
Ocvodap V[
wE@ve Apy[

9 OevbBapov Lodi 1913, Maehler post Snell 1975 Oeoddpavra Wilamowitz 1922, Turyn 1952 |
5 wpan| Turyn I 6 w60e[v Turyn l 10 Apifavra walda Lodi, Machler; Api{avroc viac Korte 1924;
Api{owa Wilamowitz, Turyn

The fragment was first edited by Teresa Lodi (Papiri greci e Latini, Vol II, Firenze
1913, 72-73), who suggested that this lyrical fragment might be ascribed to Pindar:
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‘naturalmente non ¢ il caso di affermar nulla, sia per il contenuto sia per I’ autore.
Non & escluso Pindaro ... L’ epiteto 8etoSdpoc non sconverrebbe a costui’. Lodi
thought that the possible mention of Dryas in 1. 10 could point to a dithyramb,
because the story of Lycurgus, father of Dryas, and Dionysus is situated on Mt.
Nysa (cf. . 6, 132-133 &c [sc. Avkdopyoc] woTe paLvopévolo Avwvicolo TLOTvac
/ ceve kat Tryd6eov Nuciiov; Pindar mentions Mt. Nysa in fr. 85).

The story according to Apollodorus (3, 5, 1) is that Lycurgus, son of Dryas,
insulted and expelled Dionysus. After Dionysus was released, he drove Lycurgus
mad (other versions of Lycurgus’ punishment are found in S. Ant. 955-958 [im-
prisonment] and /1. 6, 135£f. [blindness]). In his madness Lycurgus struck his son
Dryas dead with an axe, imagining that he was lopping the branch of a vine. This
might fit our text:

7 companion

8 of his father (Lycurgus)

9 compelled by the god (Dionysus)
10 (Lycurgus) killed (his son) Dryas.

L. 9 Bew6doysov is a rare word, only found in an oracle (orac. ap. Porph.
[Euseb. P.E. 5, 8, 6] tiwre w’ del Beiovioc am aibépoc wde yatilwy / Berobdporc
‘Exdrny pe Oeny Ekdieccac dvdaykarc;). Here it should reflect the power of
Dionysus over Lycurgus, but in Eusebius the adjective indicates that the god(dess)
is compelled to do something against his/her will. Since so much of the text is
missing it is impossible to form any conclusions about this reconstruction. It would
seem a disadvantage, however, that Lycurgus is referred to by a genitive in L. 8,
by an accusative in 1. 9 and by a nominative in 1. 10.

An alternative suggestion was made by Wilamowitz, who denies that 8sL65apov
can be read and who reads OeLoddpav{ra (1922, 134-135 n. 3). This would make
the fragment refer to the story of Heracles’ fight with Theiodamas, king of the
Dryopes, about a plough-ox which Heracles had killed and eaten. In the resulting
fight Heracles killed Theiodamas, but spared his son Hylas whom he took with
him on his further voyages. The text would then contain:

7 (Heracles took Hylas) as his companion

8 (after the death) of his father (Theiodamas).
9 (for Heracles) killed Theiodamas,

10 (king of the) Dryopes.

L. 9 Oerodapay] might also be a genitive, an explanation of 1. 8§ matpéc ¢oto.
For this story cf. Ov. Ib. 487 tamque cades domitus quam quisquis ad arma
vocantem iuvit inhumanum Thiodamanta Dryops; Call. H. 3, 161; fr. 24-25 Pf;
A. R. 1, 1213ff. and scholium a. ad loc.
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It is just as difficult to judge the merits of this reconstruction as of the former,
because there is so little to base it on. It seems, however, that if this fragment
is about Heracles and Theiodamas, there is no reason to assume that it belonged
to a dithyramb.
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LIST OF ABBREVIATIONS

ABV: 1.D. Beazley, Attic Black-figure Vase Painters, Oxford 1956.

ARV J.D. Beazley, Attic Red-figure Vase Painters, Oxford 19632,

CEG I: PA. Hansen, Carmina Epigraphica Graeca 1, Berlin/New York 1983.

EGF: G. Kinkel, Epicorum Graecorum Fragmenta, Lipsiae 1877.

FGH: F. Jacoby, Die Fragmente der griechischen Historiker, Leiden 1957-1958 (* 1968-1969).
LfrgrE: B, Snell (v.a.), Lexikon des frithgriechischen Epos, Géttingen 1955-...

LIMC: H.C. Ackermann - J.R. Gisler, Lexicon Iconographicum Mythologiae Classicae, Ziirich 1981-

LSJ: H.G. Liddell - R. Scott - H.S. Joncs, A Greek-English Lexicon, Oxford 1968.

OCD: N.G.L. Hammond - H.H. Scullard, Oxford Classical Dictionary, Oxford 19702,

PMG: D.L. Page, Poetae Melici Graeci, Oxford 1962.

P. Oxy.: B.P. Grenfell - A.S. Hunt and others, The Oxyrhynchus Papyri, London 1898-...

PRIM: A. Vogliano, Papiri della Regia Universita di Milano, Vol. I, Milano 1937,

PSI: G. Vitelli, M. Norsa, V. Bartoletti ed altri, Pubblicazioni della Societa Italiana per la Ricerca
dei Papiri Greci e Latini in Egitto. Papiri Greci e Latini, Vols. 1-14, Firenze 1912 - 1957,

RE: A. Pauly - G. Wissowa u.a., Real-Encyclopadie der classischen Altertumswissenschaft, Stuttgart
1893-1978.

Roscher Lex.: W.H. Roscher, Ausfiihrliches Lexikon der griechischen und romischen Mythologie,
Leipzig 1884-1909.

Schmidt Syn.: J.H.H. Schmidi, Synonymik der griechischen Sprache, Leipzig 1876-1886 (* Amsterdam
1967-1969).

SH: H. Lloyd-Jones - P. Parsons, Supplementum Hellenisticurn, Berlin/New York 1983,

Slater Lex.: WJ. Slater, Lexicon to Pindar, Berlin 1969.

SLG: D. Page, Supplementum Lyricis Graecis, Oxford 1974,

TrGF: B. Snell (et al.), Tragicorum Graecorum Fragmenta, Gottingen 1971-...
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Uit de overlevering is bekend dat Pindarus dithyramben heeft geschreven, die
door de Alexandrijnen verzameld werden in twee boeken. Van deze gedichten
zijn slechts fragmenten bewaard gebleven. Een teksteditie van al deze fragmenten
en een commentaar ontbraken tot nu toe. Dit proefschrift hoopt in deze leemte
te voorzien.

De dithyrambe is een gedicht voor de god Dionysus. De eerste dichter die de
naam dithyrambe gebruikt, is Archilochus (7e eeuw voor Christus). Uit zijn
beschrijving krijgen we de indruk dat het om een geimproviseerd gezang gaat,
waarbij Dionysus wordt aangeroepen.

Herodotus vertelt dat Arion als eerste dithyramben componeerde en ze in-
studeerde met een koor in Corinthe. De tekst is niet helemaal duidelijk, maar
het is mogelijk dat Arion ook als eerste titels gaf aan zijn dithyramben. Dat zou
betekenen dat een dithyrambe in deze tijd een verhaal uit de mythologie tot
onderwerp had, want een titel zou niet zinvol zijn als de dithyrambe alleen over
Dionysus ging. Het is bekend dat er in deze tijd zulke dithyramben met mythologi-
sche inhoud bestonden, want Ibycus schreef een dithyrambe waarin Menelaos en
Helena voorkwamen.

Ook bij Pindarus komen mythologische figuren en gebeurtenissen voor (Hera-
cles, Perseus, Orion), maar Dionysus blijft een belangrijke rol spelen. In de
dithyramben van Bacchylides is het aandeel van Dionysus in de inhoud veel
geringer. Dit heeft er zelfs toe geleid dat men eraan twijfelde of deze gedichten
wel echte dithyramben waren. Misschien bestond er ook een soort dithyrambe
waarin Dionysus niet of nauwelijks voorkwam. Van de Nieuwe Dithyrambe
(tweede helft Se eeuw v. Chr.) is slechts weinig over. Als onderwerpen lijken
Dionysus, zijn feest en attributen zoals fluit, wijn en dergelijke voor te komen,
naast onderwerpen uit de mythologie (de Cycloop, Asclepius).

De dithyrambe werd altijd begeleid door de fluit, en de muziek stond in de
Phrygische toonsoort. Van beide zei men in de Oudheid dat ze goed pasten bij
de opgewonden stemming van de dithyrambe. Tot aan de tweede helft van de
vijfde eeuw was de muziek uitsluitend begeleidend, maar in de Nieuwe Dithyram-
be speelde de fluit steeds meer de boventoon. Het is niet duidelijk of deze
tendens al een eerste aanzet kreeg in de dithyramben van Lasus (tweede helft
6e eeuw). We weten te weinig over de poézie en de muziek in deze tijd om de
bronnen met zekerheid te kunnen interpreteren. Er is een gedicht dat wordt
toegeschreven aan Pratinas (+ 600 v. Chr.) en waarvan gezegd wordt dat het een
reactie was op de overheersende positie van de fluit, vermoedelijk dus van Lasus.
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Het is ook mogelijk dat dit gedicht gedateerd moet worden in de tijd van de
Nieuwe Dithyrambe, en dat er ten tijde van Lasus nog geen sprake was van grote
muzikale veranderingen.

Oorspronkelijk bestond het koor uit burgers. In de tweede helft van de vijfde
eeuw kwamen er ook gedeelten die moeilijker te zingen waren. Hiervoor werden
waarschijnlijk solisten aangetrokken.

De dithyrambe was een rondedans met een heftig ritme, die werd gezongen
en gedanst ter gelegenheid van Dionysusfeesten in het voorjaar. In het begin was
dat op informele feesten met veel drank, vanaf + 600 waren er officiéle staats-
feesten waar dithyrambewedstrijden waren. Zo’n verandering heeft ongetwijfeld
haar weerslag gehad op het taalgebruik van de gedichten. In ieder geval roemde
men in de Oudheid de verheven stijl van Pindarus. De stijl van Bacchylides’
dithyramben is anders. In Bacchylides vinden we meer directe rede (een gedicht
is zelfs helemaal in dialoogvorm) en lijkt de wijze van presenteren meer op die
van de tragedie, doordat Bacchylides kennelijk streeft naar eenheid van plaats
en tijd. Van de Nieuwe Dithyrambe wordt gezegd dat de mimetische (= uitbeel-
dende) tendenzen steeds meer de averhand krijgen: zangers en fluitisten beelden
in geluid en gebaar de personages uit. Dit roept veel negatieve reacties op, vooral
bij de komediedichter Aristophanes en bij filosofen als Plato en Aristoteles. Ook
het woordgebruik wordt steeds experimenteler: men maakt nieuwe, veelal samen-
gestelde woorden die door de critici worden afgekeurd als holle, loze woorden.

Over de dithyrambenopvoeringen in Athene weten we vrij veel. De bevolking
van Athene was verdeeld in tien stammen. Van elke stam deden twee koren aan
de wedstrijd mee, een van vijftig jongens en een van vijftig mannen. Elke stam
koos een koorleider, elf maanden v66r het feest. De koorleider droeg alle kosten
voor de opvoering door zijn koor. De tien koorleiders lootten om de volgorde
waarin zij hun dichter mochten kiezen. In het begin lootten zij ook om de keuze-
volgorde voor de fluitist, maar vanaf + 550 werden de fluitspelers gekozen door
de dichters. Vervolgens stelden de koorleiders hun koren samen en zorgden voor
een dansmeester. De prijs voor de stam en de koorleider was een drievoet, een
grote schaal met drie poten. De eerste prijs voor de dichter was een stier, de
tweede prijs een kruik wijn (+ 26 1) en de derde prijs een geit.

Van Pindarus zijn aanzienlijke dithyrambenfragmenten gevonden op papyri, die
in Egypte zijn opgegraven aan het einde van de vorige eeuw. De papyri worden
momenteel bewaard in Oxford.

Fragment 70a bevat de rechterhelft van een kolom van 38 regels. Geen enkele
regel is compleet, maar het is duidelijk dat het over een deel van de Perseus-
legende gaat. Tussen twee delen van het verhaal vinden we een intermezzo waarin
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de dichter de hulp van de Muzen inroept en vermoedelijk verwijst naar het feest
waarop de dithyrambe werd opgevoerd.

Het gedicht waarvan fragment 70b het begin is, gaat volgens de titel over de
tocht naar de Onderwereld van Heracles, maar dat gedeelte van de tekst is
verloren gegaan. In het overgeleverde gedeelte begint de dichter met een verwij-
zing naar de oude dithyrambe en beschrijft vervolgens hoe de Olympische goden
het Dionysusfeest vieren. Aan het einde van het fragment vermeldt de dichter
trots zijn belangrijke positie en via de naam van zijn vaderstad Thebe komt hij
op het huwelijk van Cadmus en Harmonia, grootouders van Dionysus. Hierbij
hoort misschien ook fragment 346 waarin beschreven wordt hoe Heracles wordt
ingewijd in de Mysterién van Eleusis voordat hij de tocht naar de Onderwereld
aanvaardt.

Van fragment 70c zijn resten van 26 regels overgeleverd. Het gaat vrijwel
zeker over een Dionysusfeest, maar meer valt er niet over te zeggen.

Fragment 70d gaat over Perseus die met hulp van de goden het hoofd van
Medusa verovert, en dat hoofd meeneemt naar het eiland Seriphus, waar Perseus’
moeder door de koning tot een huwelijk is gedwongen. Wie het hoofd van
Medusa aanschouwt, verandert in steen, en zo straft Perseus de bevolking van
Seriphus.

Fragment 75 was al bekend voordat de papyri gevonden waren uit een citaat
bij de grammaticus Dionysius van Halicarnassus. In 19 regels nodigt de dichter
de Olympische goden uit om naar Athene te komen en goedgunstig op hem neer
te zien als hij in zijn dithyrambe de god Dionysus laat bezingen. Het laatste deel
van het gedicht beschrijft de lente, het seizoen van de dithyrambe.

Fragment 76 is de aanhef van een dithyrambe en bevat een uitbundige lofprij-
zing van Athene. Omdat Pindarus een Thebaan was, leverde dat nog politieke
problemen voor hem op. Fragment 77 komt waarschijnlijk van dezelfde dithyram-
be en roemt de Atheners als grondleggers van de vrijheid, doordat zij bij Artemi-
sium een overwinning behaalden op de Perzen.

Fragment 78 is een aanroeping van de godin Strijdkreet.

Voor het overige bestaan de fragmenten van Pindarus’ dithyramben uit losse
regels of woorden.

De inhoud van Pindarus’ dithyramben betreft voor een groot deel Dionysus, zijn
geschiedenis, de feesten ter ere van hem, en verwante godheden en riten. We
vinden ook veel hymnische elementen, zoals aanroepingen, cultusnamen en
gegevens over zijn afkomst. Mythische verhalen spelen een grote rol, en hadden
vermoedelijk een relatie met de stad waar de dithyrambe werd opgevoerd. Dit
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gaf de dichter de kans de stedelingen zich trots te laten voelen op hun stad. De
dichter heeft het ook regelmatig over zichzelf en zijn kunst.

Het metrum van Pindarus’ dithyramben kan niet altijd met zekerheid worden
bepaald omdat er geen enkel gedicht compleet bekend is. Toch kunnen we
concluderen dat Horatius overdrijft als hij zegt dat Pindarus’ verzen zich van geen
enkele wet iets aantrekken.

Pindarus wordt door Galenus geprezen om zijn verheven stijl en door Diony-
sius van Halicarnassus aangehaald als voorbeeld van de strenge stijl. Met de
strenge stijl wordt bedoeld dat de dichter streeft naar lange woorden met lange
lettergrepen, naar een woordvolgorde die elk woord de ruimte geeft (bijvoorbeeld
door een bepaalde opeenvolging van klanken), naar een majestueus ritme dat
niet al te gepolijst en gekunsteld klinkt, en naar syntactische onregelmatigheden.
Deze kenmerken gelden grotendeels voor alle gedichten van Pindarus. Alleen het
schema Pindaricum (een grammatische constructie waarbij een meervoudig
onderwerp een enkelvoudig gezegde heeft) lijkt typisch te zijn voor de dithyram-
ben.

De tekst van de papyrusfragmenten is gebaseerd op persoonlijke inspectie van
de papyri in Oxford en Berlijn. In de transcriptie en het apparaat heb ik zo exact
mogelijk aangegegeven wat ik zag. Conjecturen worden vermeld met de auteur
en jaartal van publikatie.

Van elke tekst is, voorzover zinvol, een vertaling gegeven.

Het commentaar is vooral filologisch, maar waar mogelijk heb ik geprobeerd
in te gaan op de historische achtergrond, met name de Dionysusverering en de
opvoeringssituatie.

Na het commentaar volgen de bibliografie en de indexen. In de bibliografie
zijn alle publikaties vermeld waarnaar meer dan eenmaal in de inleiding en het
commentaar is verwezen. De index bevat de besproken passages uit Pindarus en
andere auteurs, de Griekse woorden en de onderwerpen die wat uitgebreider in
het commentaar behandeld zijn. -
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Stellingen behorende bij het proefschrift
"The Dithyrambs of Pindar. Introduction, text and commentary’

Het feit dat fragment 78 een hymnische aanroeping is, maakt het niet
vanzelfsprekend dat dit fragment het begin van een gedicht is.
contra B. Snell-H. Maehler (ed.), Pindari carmina
cum fragmentis, Leipzig.

Behoudens een grotere frequentie van het schema Pindaricum in de
dithyramben zijn er geen bewijzen voor een specifiek dithyrambische stijl in
Pindarus.

contra R, Seaford, Maia 29 (1977-78), 81-94,

Het verbum piovto en de marginale toevoeging 7ac ¢mbdopatidac maken de
interpretatie van fr. 70c, 13-14 als een dionysische feestscéne onhoudbaar.
contra B. Zimmermann, ZPE 72 (1988), 22.

Bij een zorgvuldige uitwerking is een bindend studieadvies aan het einde van
de propedeuse nuttig voor zowel student als studierichting.

Voor de motivatie van studenten is een te lichte studiebelasting even slecht
als een te zware.

Promovendi die naast een andere baan willen promoveren, zijn zelden in
staat een realistische inschatting te maken van de benodigde inspanning en
het vereiste uithoudingsvermogen.

Verandering van inspanning is ontspanning.

Het heeft een gunstige uitwerking op zowel ouders als kinderen als de
dagelijkse zorg en opvoeding door de vader en de moeder gelijkelijk worden
gedeeld.

Het is vernietiging van menselijk kapitaal als vrouwen zichzelf en elkaar niet
aansporen om functies na te streven die passen bij hun capaciteiten.

M.J.H. van der Weiden












