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PREFACE

The poetry of Bacchylides, Simonides’ nephew, was unfavourably com-
pared to that of his contemporary, Pindar, by Ps.Longinus (���� �����
.), and even after the publication of the great London papyrus by
F. G. Kenyon in  modern commentators have tended to criticize
Bacchylides for not being sufficiently like Pindar. In truth, however, the
two poets are very different stylistically, even in their victory odes where
they necessarily conform to the same set of conventions; comparison of
their dithyrambs is scarcely possible, as none of Pindar’s are preserved
complete. In fact, the first five of Bacchylides’ dithyrambs are the only
complete (or nearly complete) specimens of this important genre from
the first half of the fifth century .

To do justice to the qualities of Greek choral lyric poetry, one has to
bear in mind the function of the respective literary genre (victory ode,
praise poem, cult song, etc.) and the aims which the poet was expected
to achieve within each genre. An unbiased approach to Bacchylides’
poems will show him not as a lesser Pindar, but as an imaginative,
original and highly accomplished poet in his own right.

The present selection is based on my complete edition with com-
mentary in two parts: Die Lieder des Bakchylides:  Die Siegeslieder (), 
Die Dithyramben und Fragmente (). That commentary has here been
revised and adapted to the interests and needs of an English-speaking
academic but non-specialist readership.

It is a pleasure to thank Professors P. E. Easterling and R. Hunter,
whose guidance and constructive comments have greatly improved my
draft and whose meticulous scrutiny of my typescript has cleansed it
of many inaccuracies and inconsistencies. Thanks are also due to Dr
Michael Sharp and especially tomy copy-editor,MsMurielHall, whose
watchful eye has spottedmany oversights.My greatest debt of gratitude
is to the late W. S. Barrett, who communicated the results of his own
unpublished research into problems of text or interpretation to me and
allowed me to make use of them in the most generous way. I dedicate
this volume to his memory.

H. Maehler
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INTRODUCTION

. CHORAL LYRIC POETRY AND ITS PUBLIC

‘Greek poetry differed profoundly from modern poetry in content, form,
and methods of presentation. An essentially practical art, it was closely
linked to the realities of social and political life, and to the actual behaviour
of individuals within a community. It rendered the poet’s own experience as
well as that of others, but was not private poetry in the modern sense. It drew
regularly for its themes on myth, which was at once the sole subject matter
of narrative and dramatic poetry and a constant point of paradigmatic
reference in lyric.’ In the Greek world from the second millennium to the
fourth century , poetry was characterized by two essential features: it
was sung, and it was transmitted orally. Poetry was sung from memory, not
from written texts, and listened to, not read. Although systems of writing
existed, they were not essential to the performance or to the reception
of song; what role, if any, writing played in the composition of poetry in
Homer’s time and in the subsequent three centuries, we cannot tell; it was,
of course, vital for the preservation of the texts, without the music. The
oral character of Greek poetry down to the ‘classical’ age is a fundamental
feature of Greek culture.

To Homer, all poetry is ‘song’ (����� or �����). In the Odyssey, �����
also means ‘singing’: to the epic bards, the song and the activity that creates
it are the same; typically for the culture of ‘oral poetry’, the song only exists
as it is being sung. Alkman and Archilochos (seventh century ) are the
first to use �	��
 to designate the ‘song’ as distinct from its performance.
It seems that by this time only �	��, i.e. poems in metres which we call
‘lyric’ (see below, pp. –), were sung, while epic and iambic poetry was
recited. The composers of sung poetry were called ��������
 or ������

(sc. ������
). The term ‘lyric’, derived from ‘lyre’ (����), is not found
before the Hellenistic age; it is imprecise, since ‘lyric’ songs were sung not
only to the lyre but to a variety of instruments, including the double oboe
(����
).

‘Lyric’ poetry is performed either by a solo singer (‘monodic lyric’), or
by a choir (‘choral lyric’). The distinction is determined by the function of

 Gentili, Poetry and its public .

1



2 I N T R O D U C T I O N

the song and the circumstances of its performance. In very general terms,
monodic songs tend to be addressed to a restricted, private audience, or to
one person, or to the poet’s own self, whereas choral songs are aimed at
a wider public, often the local community which has gathered either for
a religious festival, or to celebrate an athletic or hippic victory of one of
its citizens. While monodic songs often purport to convey the poet’s own
experiences, thoughts and feelings to persons close to him or her, choral
songs give voice to the collective views, aspirations, and feelings of the com-
munity for which they have been composed. Many of them are cult songs,
performed in honour of a god or hero as an expression of the community’s
veneration; the singers of a dithyramb or paean, whether in their home
city or at Delphi or on Delos, sing as representatives of their city. This is
true not only for songs composed for religious celebrations (��
 ����
), but
also for those celebrating a fellow citizen (��
 ��������
). Such compo-
sitions, which included victory odes (��
����� or ����
���), songs of praise
(�������), or dirges (������), are also addressed to a public audience in the
sense that a success, for example, at one of the panhellenic festivals (which
were, of course, also religious festivals) added to the pride and prestige of
the whole city and was celebrated not only by the victor’s family and friends
but by the whole citizen body. This explains why Bacchylides’ and Pindar’s
victory odes often combine praise of the victor with a mythical narrative
linked to his city, or to the place of his victory. The victory thus appears
as proof that the victor has shown himself worthy of the great deeds of his
mythical ancestors. Bacchylides’ ode  is a particularly clear illustration of
the interrelation of the victor’s praise and mythical narrative.

The intrinsically public character of the victory ode also explains why
the poet’s general statements (������), which normally provide transitions
from one section of the ode to the next, are to be understood as general
truths handed down from past generations to which everyone present can
subscribe. In that respect, their function is comparable to that of the cho-
ruses in Handel’s Messiah or Bach’s St. Matthew Passion.

All choral lyric poetry, from Alkman to Pindar and B., is public and
representative poetry, comparable in that respect to statues and other mon-
uments dedicated in the sanctuaries of Delphi or Olympia, in the sense that
they are public and representative art. Both poetry and art strive to create
images that will be recognized by the citizens as ideal representations. In
the sixth and early fifth centuries, the statue of an athlete is not an indi-
vidual portrait but a young Athenian’s or Aiginetan’s ideal image that will
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immortalize his achievement (�����), enhancing his city’s prestige (����
);
similarly, a dithyramb that narrates the exploits of its principal hero will be
perceived as an image of the city’s greatness.

The society on whose behalf statues and choral odes were commissioned
was the educated and wealthy upper class of the aristocratic city states. Not
only was their wealth based, as it had been in the feudal society reflected in
Homer, on land ownership and agriculture, but it was created increasingly
by overseas trade and the introduction of a monetary economy. As Gentili
has argued, ‘the new wealth favored the arts in general, painting and sculp-
ture as well as poetry, though not so much for their own sake as out of a
desire for prestige and power. For the rich nobleman or city aristocrat and,
above all, for the tyrant, the artist’s work was a means of increasing sta-
tus and consolidating political position.’ If one of them commissioned a
victory ode, the poet had to take his requirements into account in decid-
ing what myth would be appropriate to the occasion and acceptable to
his patron, and what would be the most successful way of presenting it –
successful, that is, in terms of public appreciation by the community which
his patron represented.

Cult songs, such as dithyrambs, hymns, or paeans, are different. They
were commissioned not by individuals but by communities; Pindar’s Paeans

are addressed ‘To the Delphians’, ‘To the Thebans’ etc., which implies that
these communities had commissioned them. However, the poet’s situation
was essentially the same; he had to consider what would appeal most to
his audience. This was particularly important if the performance was part
of a competition, as was the case with the dithyrambs performed at the
Dionysiac festivals in Athens. It seems that the great festival of Apollo on
Delos, the ����� or ���������, also included a competition of choral
poetry, as the end of B. suggests. Even though in Athens, at any rate,
festivals had changed, after the constitutional reforms of Kleisthenes in
 , from occasions for celebrating a tyrant’s greatness to occasions
for celebrating the city’s glory, and in that sense had become more inclusive
and ‘democratic’, the dithyrambs and paeans of Pindar and Bacchylides
remained ‘élitist’; both poets composed for a well-educated, knowledgeable
and discerning audience, and their choral songs were designed to appeal
to quite sophisticated tastes.

 Gentili, Poetry and its public .
 Cf. Hignett, Athenian constitution ff.



4 I N T R O D U C T I O N

After the middle of the fifth century, however, when most of the Greek
city states became democracies, their societies also changed. The class of
wealthy and ambitious noblemen, which had dominated the political and
cultural life of Greece in the sixth and the early part of the fifth century
and produced ‘tyrants’ like Polykrates of Samos, Peisistratos of Athens
and Hieron of Syracuse, gradually lost its political power and cultural
influence. Its demise meant that the traditional form of choral lyric poetry
lost its patrons and its scope. The athletes who gained victories at Olympia
or Delphi now came from different backgrounds; increasingly, the ‘upper
class’ amateur was replaced by the professional champion who travelled
from one festival to another, collecting prizes, rather like professional tennis
players today. In Athens, the traditional dithyramb gave way to tragedy and
comedy, which appealed to a wider public.

. FESTIVALS AND GAMES

(a) Festivals

Everyday life in Greece was articulated by recurring festivals. These were
the occasions when a community would come together to celebrate a god
or hero with whom it had a particular link. The celebration often involved
a procession (�����) and the presentation of an object, such as the peplos

which was carried in the Panathenaic procession and presented to Athena
on the Acropolis (see introd. to ode , p. ), or of sheaves of wheat-stalks
presented at the Apollonia on Delos (cf. Herodotos ..).

Dancing in groups and hymns sung by choruses are basic elements of
Greek festivals, and taking an active part in them ‘was part of community
life, a way of learning a city-state’s religious traditions and expressing one’s
devotion to the recognized gods.’ The hymn is also, like the Panathenaic
peplos or the Delian wheat-sheaf, a votive offering, intended to please the
god or goddess and win his/her favour toward the chorus and the commu-
nity. Walter Burkert describes its function in these terms: ‘The hymn must
always delight the god afresh at the festival; therefore for dance and hymn
there must always be someone who makes it, the poet, poietes. The literary
genre of choral lyric, which can be traced from the end of the seventh
century, accordingly develops from the practice of the cult and culminates

 Furley and Bremer, Greek hymns  ; see also Cartledge .
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in the first half of the fifth century in the work of Pindar. The invocation of
the gods, the enunciation of wishes and entreaties, is interwoven ever more
artfully with mythical narratives and topical allusions to the festival and
chorus. Already in the seventh century, several choruses are competing for
the honour of performing the most beautiful hymn – with the costuming
of the chorus then also playing its role. The religious function, the rela-
tionship with the gods, is in danger of being lost in the rivalry; but all are
well convinced that the gods, like men, take a delighted interest in the
contest.’

Paeans and dithyrambs are particular types of hymns. Traditionally,
paeans are hymns addressed to Apollo, Artemis or Leto, while dithyrambs
are hymns addressed to Dionysos. The earliest description of a paean being
performed is in Iliad .–, where the young Achaians, after the priest’s
prayer to Apollo for an end to the plague, ‘propitiated the god all day long by
singing a beautiful paean; they sang of the far-reacher, and he was pleased
in his mind as he listened.’ Three typical elements are evident here: () all
the warriors are singing together as a chorus, () they are young (������
�!����) and () they sing for the sake of protecting or saving their commu-
nity. According to a recent survey of the genre, performing paeans had
three main social functions: () articulating a sense of community among
the members, () training for hoplite warfare, and () transmitting civic val-
ues from one generation to the next. Whether Bacchylides’ Paean (frs.  +
), composed for performance at the old sanctuary of Apollo Pythaieus at
Asine in the Argolid, followed the traditional pattern, we cannot tell, as its
beginning and end are lost. There is, however, a distinct possibility that the
wonderful praise of peace (lines –) was relevant to the circumstances
of its performance: if the ten lines missing at the end contained another
address to Apollo, it may have been a prayer for peace to be preserved or
restored.

The dithyramb, first mentioned by Archilochos (fr.  W.) as a ‘song of
Dionysos’, seems to have been given its definitive form towards the end of
the sixth century, apparently by Lasos of Hermione. As far as its content
is concerned, there is evidence to suggest that in the sixth century its main
characteristic was an extended mythical narrative, for Ibykos is said to have
told in a dithyramb how Helen fled into the temple of Aphrodite and from

 Burkert, Greek religion .  Cf. Furley & Bremer  –.
 Rutherford, Paeans –.  Cf. D’Angour : –.
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there spoke to Menelaos, whereupon he, conquered by love, threw away his
sword (PMG ). The mythical narrative is the main feature of the extant
dithyrambs of Pindar and B., which all have titles indicating their subject
matter. Such titles were an innovation of the sixth century, attributed to
Arion (about – ) by Herodotos, who claimed that Arion was ‘the
first of men whom we know to have composed the dithyramb and named
it and produced it in Corinth’ (��" �������#�� ������ ������$� ���
%��&
 '���� ����(���) �� ��" *���)(���� ��" ���)+���� �� ,��
��$�,
.); the controversial term *���)(���� is interpreted by the Suda as
‘he named what the chorus sang’ (�	����� . . . *���)(�� �- ���.�����
/�- ��� !����). One of Simonides’ dithyrambs (PMG ) had the title
‘Memnon’. In Pindar and B., some of the extant titles also name the
community or city which had commissioned the dithyramb:[,]�. �.). [#�(�
]
01����	.�. �. [
] 2 ,	�#���
 3�#�
��
 (Pindar, fr.b), 4 56 �����
��
 (B. ),
7 5��
 8���������
��
 (B. ).

The most obvious difference between the dithyrambs of Pindar and B.
is that Pindar’s, as far as we can tell from the extant fragments, refer to
Dionysos and his cult, whereas those of B. do not – the only exception
being B.  which gives a very brief genealogy of Dionysos at the end.
One must, however, beware of generalizations, as none of the Pindaric
dithyrambs survives complete and the number and extent of the fragments
is quite limited. As for B., it is not clear why his dithyrambs omit the cletic
invocations and other references to Dionysos and consist almost entirely
of narrative or, in ode , of strophic dialogue. One might speculate that
in the odes B. composed for Athens (, , , ) he was following the
example of Attic tragedy which had loosened its original connection with
the cult of Dionysos and widened its scope to narrate myths that could help
create an Athenian civic identity. Be that as it may, the difficulties which
some Alexandrian scholars experienced in classifying these odes (see below
on papyrus B in Section , and introd. to ode , p. ) stem from their
lack of distinguishing formal features. Ode , for instance, classified as a
dithyramb, may in reality have been conceived as a paean, even though it

 Cf. Pickard-Cambridge, Dithyramb ; van der Weiden, Dithyrambs –; Ieranò,
Ditirambo .

 Cf. Pickard-Cambridge, Dithyramb ; Ieranò, Ditirambo .
 Whether , the ode with the closest affinity to Attic tragedy, was composed for

Athens is uncertain; see p. .
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lacks the ritual refrain �9 ���)�. The disagreement between Kallimachos
and Aristarchos (see p. ) about the ‘Kassandra’ (see below, Section )
shows that Aristarchos had identified mythical narrative as the defining
feature of the dithyramb.

(b) Games

Athletic competitions are described in Homer. The funeral games in hon-
our of Patroklos (Iliad .–) and the contests held by the Phaeacians
to entertain their guest, Odysseus (Odyssey .–), have no direct con-
nection with religious festivals, but seem to be inspired simply by the Greeks’
desire to compete for ‘first prize’, which is so tellingly summed up by Peleus’
advice to his son, Achilles: ��:� ���(������ ��" /��
��!�� ;������ <��$�
(‘always to be the best and pre-eminent among all others’, Iliad .).
The oldest Greek hexameter inscription, thought to be contemporary with
Homer, sets out a prize for a dancing competition. Competitors not only
hope to win, but want to be seen winning, so it was natural to hold these
competitions at places and on occasions where a crowd of people would
come together. In Greece, such occasions were primarily the numerous
festivals in honour of gods or heroes, which attracted all kinds of contests:
beauty-contests for girls, athletic contests for men and boys in different age-
groups, musical contests for oboe- and kithara-players and singers, and in
Athens stage-productions of dithyrambs, tragedies and comedies.

From the sixth century , the four most prominent festivals became
known as ‘Panhellenic’ festivals because they attracted visitors from all
over the Greek world. They were the Olympia, held in honour of Zeus at
Olympia in the north-western Peloponnese; the Pythia at Delphi in honour
of Apollo; the Isthmia near Corinth, for Poseidon; and the Nemeia in honour
of Zeus, held at Nemea, about half-way between Argos and Corinth. In
Greek mythology, these games are also linked to funeral games honouring a
local hero, such as Pelops or Oinomaos at Olympia, Archemoros at Nemea,
or Palaimon on the Isthmus; the mythical origin of the Pythian games is
traced back to the killing of the dragon, Python, by Apollo.

 Athens, Nat. Mus. ; IG I ; Jeffery, Local scripts  no. and pl.; Immer-
wahr, Attic script p.  no. and pl.,.

 W. Burkert, Greek religion .
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The Olympia and Pythia were held every four years (Greek chronol-
ogy reckoned in ‘Olympiads’, i.e. the numbered four-year periods which
were counted from the year when the Olympia were thought to have been
founded,  ; the Pythia began in ). The Isthmia and Nemeia were
held every two years, from  and  respectively. At Olympia, the fes-
tival of Zeus lasted for five days, but the preparations took the best part
of a year. The ten organizers and judges, called Hellanodikai (‘Judges of the
Greeks’ – only ethnic Greeks were allowed to compete), were chosen by lot;
during the last month before the festival, they supervised the competitors
in a strict regime of training. After the swearing-in of the competitors and
judges on the morning of the first day, the festival programme included the
following events:

Contests for heralds and trumpeters held near the stadium entrance.
Boys’ running, wrestling, and boxing contests. Prayers and sacrifices
in the Altis, including the official sacrifice of one hundred oxen at
the altar of Zeus; consultation of oracles. Orations by well-known
philosophers and recitals by poets and historians. Chariot- and horse-
races in the hippodrome. Pentathlon (discus, javelin, jumping, running,
and wrestling). Funeral rites in honour of the hero Pelops. Parade of
victors and singing of victory odes. Foot-races and races in armour,
wrestling, boxing, pankration (a combination of boxing and wrestling).
On the last day, the victors were crowned with wreaths of wild olive
by the Hellanodikai in the temple of Zeus.

The programme of the Pythia originally consisted of just one contest:
the singing of a hymn to Apollo; after its reorganization in   it
included other musical contests: singing to the kithara, kithara-playing,
and aulos(oboe)-playing. The athletics programme was similar to that of the
Olympia (the chariot- and horse-races were held in the plain below Delphi,
at Krisa). The prize was a crown of bay-leaves. The Isthmia and Nemeia also
included musical and poetic competitions, athletics programmes similar to
those of the Olympia and Pythia, and chariot- and horse-races. The prize
was a crown of celery-leaves.

 Adapted here from Swaddling, Olympic Games ; see also Lee, Olympic Games.
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. BACCHYLIDES’ LIFE AND WORKS

Very little is known about B.’s life and dates. His home town was Iulis
on the island of Keos off the south-eastern tip of Attica. His mother was
a sister of the poet Simonides (/–/ ); even if she was up to
ten years younger than her brother, she would have been unlikely to have
had children after about . In fact, B. may have been born around ,
given that two of his poems, ode  and the enkomion for the young prince
Alexandros, son of King Amyntas of Macedonia (fr. B), can be dated to
the early s; this would make him closely contemporary with Pindar, who
was born in . The assumption, made in some late Byzantine sources but
not shared by the earlier biographies, that he was younger than Pindar is
therefore unfounded, as is the entry in Eusebios’ Chronicle for   that
B. ‘became known’ in that year, which may be based on confusion with
a flute-player of that name (cf. Fatouros : –). B.’s latest securely
dated victory ode () was composed for a boy’s victory at the nd Olympic
Games ( ). Nothing is known of the poet’s life after this date, which
makes it seem likely that he died not much later.

When B. was born, his uncle, Simonides, already enjoyed a high rep-
utation as a poet of dithyrambs and other choral songs as well as of epi-
grams. Peisistratos’ son, Hipparchos, who ruled Athens between  and
, invited Simonides to his court, as did Hieron of Syracuse half a cen-
tury later. Simonides was also on friendly terms with aristocratic families
in Thessaly. It is quite likely that B. benefitted from his uncle’s many con-
nections in his career, which seems to have taken off soon after  
with commissions from Athens for the great Delian festival (ode ) and
from Macedonia of a song for the young prince Alexandros, to be sung at
a symposion (fr. B). In the s he competed with Pindar for commissions
from the leading families of Aigina, and in  he celebrated Hieron’s first
success at the Olympic Games (ode ), again in competition with Pindar,
who composed his first Olympian for the same victory. In , when Hieron’s
chariot won the race at the Pythian Games in Delphi, B. sent a short vic-
tory ode (), while Pindar composed his elaborate first Pythian for Hieron’s
victory celebration at Syracuse. B.’s most prestigious commission was the
victory ode () for Hieron’s success in the chariot race at Olympia in .
B. also composed victory odes for athletes from Keos (, , , , and ),
Phleious (), Athens (), Metapontion in Southern Italy (), Aigina
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( and ), and Thessaly (), as well as an ode (B) celebrating not a
victorious athlete but a magistrate’s election to office, possibly as hipparch,
at Larisa in Thessaly; this ode may well have concluded the book of B.’s
victory odes. As Pindar’s poems were assembled and arranged in  books
by Aristophanes of Byzantion (see p.  below), he may well have done the
same for B.

Of the poems collected in the book of dithyrambs, odes , , and
 were doubtless composed for Athens, probably also  and just possi-
bly , while  was almost certainly performed at Sparta. B. also wrote
hymns (frs. –), paeans (one of which, frs.  + , contains a wonderful
eulogy of peace), procession songs (frs. –), maiden songs, dancing songs
(hyporchemata, frs. –), songs about love (erotika, frs. –), and songs of
praise or reproach for living persons (enkomia?, frs. –F).

The only other event in the poet’s life for which there is evidence outside
his poems can be gleaned from a remark in Plutarch’s On exile (, C),
who claims that the ‘ancients’ (������
) often created their best and most
famous works while they were in exile, quoting, among others, B. who spent
some time in exile in the Peloponnese. This seems credible in view of the fact
that Pindar composed a paean for the Keans at the time when he was also
writing his Isthmian . The Keans would presumably have commissioned
the paean from B., had he been available: so he may have been in exile
then. When this was is not known, because the date of Pindar’s I.  and
Paean  cannot be established.

. LANGUAGE AND PROSODY

(a) Language

Greek choral songs must have been sung in many cities and islands for many
centuries before Homer (eighth century ), and long before they were
first recorded in writing and transmitted under poets’ names. The first
Greek poets known to have composed choral songs of which fragments

 Similarly, the book of Pindar’s Nemeans, which was the last book of his victory
odes in the Alexandrian edition, also has at the end three odes that have nothing
to do with the Nemeia, the last one (N. ) being an ode honouring a civic official
(prytanis) upon taking office. The last three odes were appended to the last book of
epinikia apparently because there was no other book into which they would have
fitted better.
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have survived are Eumelos of Corinth (later eighth century) and Alkman
of Sparta (c. –). The dialect spoken in Corinth and Sparta was
Doric, and as a result of their poetry being fixed in writing, Doric became
the predominant dialect of all subsequent choral lyric song, whatever the
poet’s origin.

The language of B., like that of Simonides, is an artificial ‘literary’
Doric with many words, forms and formulas borrowed from epic, including
some Aeolic forms. The following epic forms are found in B.: the genitive
singular ending in –��� (���)���� ., ��$+
����� ., ��(�)����
.), uncontracted forms ( 4 5�.�$� ., ��=��	� fr. ., ��(���	$�
.), the omission of augment in past tenses (()������ ., �
��� .,
'��� ., etc.), the rd person singular subjunctive in –�(� (�)!�(� .,
�)���(� fr. B.), the Aeolic infinitive endings in –��� ('��� ., ;����
.) and –����� (;������ .) and the dative plural endings in –((�
(��((
(�) ., �.��((� .). B.’s language is very similar to Pindar’s,
except that forms of Ionic, B.’s native dialect, are occasionally found in the
text where one would expect their Doric equivalents, and frs.  and A
are almost entirely in Ionic.

The Doric colouring is due mainly to the long alpha in place of the
Ionic ēta, even though �̄ is not consistently preserved in the papyri. For
example, the scribes always write –>�, not ->�̄: ����>���
, ����>��$��
,
��
>���
 (but >��$�.
 in Pindar, O. .: papyri and later manuscripts
of Pindar do not share this tendency to substitute � for �), ?���>��
�
B. .; they often write � instead of �̄ where an �̄ follows (=���, but
=��
; ��#������
, but ��#	���(��; ������̄ ., but <���̄��� .), but
regularly have ��)��, ��@���, �����
$�, ���=)��
, ��)���, ��!���)�,
(��)��. In some cases one might wonder whether an ‘Ionic’ � in a papyrus
is due to the scribe’s carelessness and should be changed to �̄: so in .
�������
, also perhaps in . ���)����� (read –�����?), where Blass
preferred ������@�� (cf. ��@+��, ��)+����
). It is possible that B. himself
was not consistent in his spelling: cf. ���(����$� ., but (�@����� .;
A�����>�� ., but B��� .; ���(��
 ., but ��C��
 .; ����$�
. (so also in Simonides and Pindar), but ���)��+�� .; ����C�$�

 Pausanias (..) says that Eumelos composed a procession song (prosodion) for
the Messenians, for performance at the Apollonia on Delos, from which he quotes
two lines (PMG ), and that this was the only work correctly ascribed to Eumelos.
Other works sometimes ascribed to him appear to belong to a much later period, cf.
West : –.
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. (but cf. !�����)����
 Pind. P. . and N. .). Original � appears
in D#�E (����
E ����
 ‘sheep’, and ������.

The Doric infinitive ending in -��, instead of the more frequent ending
in -���, appears where the metre requires a short syllable, i.e. before vowel
(������ .; '(!�� ., where the papyrus has �(!���; =��)((�� .),
but also before consonant (���� . and probably =)�]�� .). Other
verb endings show similar inconsistencies: Doric -���� (for -��(��) appears
after ( or +: ��)((���� ..

In compound verbs, apokopé of ��), ���), ���), common in Homer and
a regular feature of all Doric and Aeolic dialects, appears in �����(�
 .,
<����(�� fr. D., ����
�$� ., �����
((�� ., ���������	�� fr.
B., �)����� fr. B., also in compound adjectives (�)�=����
 .).

Other Doric features are the articles ��
 (., fr. .) and ��
 (.)
for �F and �F, used as demonstrative; the genitive singular masc. in –�̄ (�C��̄
.), the genitive plural fem. in –@� (�@� F��@� ����@� .), the future and
aorist forms in –+– of verbs in ->���: �����C+�
 .; ��
�+� .; ���)��+��
., but after –�– B. prefers –((– to –+–: �����
((�� ..

The Doric accusative of the pronoun ��� (Ionic ���) is regularly used
by B., mostly for the singular (= ���.� or �����), rarely for the plural (=
�����
).

Aeolic forms, apart from those familiar from Homer and other epic
poetry, are rare: G�&(� ., ��!�&(�� ., ;���̄�� . (on epic ;���� and
;������ see above).

(b) Prosody

In Greek, syllables with long vowels and double vowels (diphthongs) are
long, those with short vowels are short. Vowels are either naturally long,
such as �E $ and sometimes �E �E �E or short, such as �E �E and sometimes �E
�E �. However, short vowels followed by two or more consonants are long,
except that before certain combinations of muta cum liquida, i.e. plosive (�E
�E �E #E �E �E =E �E !) and liquid or nasal (�E �H �E �), they may be treated
as short. Vowels followed by ‘mute and liquid’ (plosive + liquid consonant,
e.g. ��E ��E ��) are measured long in three out of four cases; where they
count as short, the following plosive + liquid consonants, marked by a loop
(�), are either (a) at the beginning of the next word (or at the beginning of
the second element of a compound: ����.�������� ., ����.�������
., or after augment: ;������� ., or reduplication: �����$�	���
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.), or (b) in personal names (e.g. 7 5=������ .); there are (c) a few
other cases, mostly with plosive + � (/�

�
��&(� ., ���

�
�
 fr. A., etc.),

also �=����� ..
At the beginning of a word, � and ( can, if required by the metre, be

treated as double consonants: ��" (�)I��.���� ., ��- (�)I
>�
 fr. .
(also in �(�)��!

�
�@� fr. .), �.��· (()(.�� (i.e. (F.��) .. Likewise, final �

can count as a double consonant: �.���(�)J ;����� ., ��$()�����(�),
�' ��
 ., �.���(�) �!���&
 ., also in (��(�)�!	$
 ..

Combinations of vowels which do not normally form a diphthong but
remain separate are marked by diairesis (�K����	��� .); when they are
contracted into one syllable, this is marked by a loop (AL�	�$� . and ,
!	��� .)

Long vowels and diphthongs at word-ends are usually shortened before
another vowel (‘correption’), most often �M
 and -�M�, but also other endings:
<�(�
 �	 ��N � F���.�� ., ����	�$N � ��)��� ., ����	�����N � ��)����
., �.� ���	 �N F �� �)�$� .. Correption within a word occurs where
a short syllable is required by the metre: G
�$N � ., ����M
$� .,
�M�)��+�� .. Conversely, Doric forms with short first syllable are
sometimes replaced by epic forms with long first syllable for metrical con-
venience (‘epic lengthening’): �.��/�����, �.��
/�����
, �.(�
/���(�
,
+	��
/+�&��
, but the regular O in !�O(�– is shortened in . (!�P(	��).

As in Homer, hiatus (the ‘gap’ between vowels at word-juncture, where
the first vowel or diphthong is neither elided nor ‘correpted’) is obviated by
‘invisible’ digamma in words which originally began with this consonant
(F = v, as in �Q��
 ∼ vinum). Although this letter, used in Doric but unknown
to the Ionic of B.’s time, was certainly not pronounced or written by him,
its presence is assumed where it serves to avoid hiatus: (F )��(�	=���� .
(but without F in ., and in �.������ .); (F )��
 .; �R (F )	��$�
. (but without F in .), cf. �R (F )	�+���� Il. .. Assumed F avoids
contraction of vowels within a word: ����(��(F ))��((� .. A wrong

digamma is assumed in �S���� �.� .: B. was unaware that only (F )'��
‘violet’ and (F )�.
 ‘poison’ begin with F, not �.
 ‘arrow’. Hiatus is sometimes
admitted before names: T 5	�$� . and , U V#�$� ., as in Pindar, I.
. 2 4 5��)��(�).

 The lengthening of the final � in . W ����
����̄ T 5	�$� is very strange,
although there are parallels in Homer (!��(	$� �� �	��LX Y=�� Il. .).
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. METRE

The metrical structure of B.’s odes is either triadic or monostrophic. A
triad consists of strophe, antistrophe, and epode; of these, the first two are
metrically identical, while the epode has a different pattern, though usually
in a related metre. Odes  and  consist of only one triad, longer odes are
in two or more triads. Monostrophic odes, such as the victory odes  and ,
the dithyramb , and the enkomia frs. A–D, repeat the metrical pattern
of a strophe twice or several times. As we do not have the poet’s autograph,
we can not know how he arranged his text on a papyrus roll; the earliest
texts of Greek lyric poetry that have survived on papyrus, written in the
later fourth and early third century , are set out as prose in long lines,
not divided into strophes or verses. The division into triads or strophes, and
their subdivision into short verses, was made by the Alexandrian scholar
Aristophanes of Byzantion in the second half of the third century .

The most important criteria for the division of the text into strophes, and of
these into shorter units, were probably his observation of () the recurrence
(‘responsion’) of identical patterns of sequences of short and long syllables
at regular intervals, and () of ‘pauses’ between identical patterns; ‘pauses’
are indicated (a) by hiatus, (b) by a short syllable in the position of a long one
(brevis in longo), i.e. where the corresponding identical sequences have a long
syllable and where after a short syllable a pause is needed to fill the time of a
long one. Pauses often coincide with the end of a sentence or phrase, which
the editors usually indicate by punctuation. Within a strophe or epode, the
metrical sequences between pauses are called ‘periods’. As these are often
quite long, Aristophanes divided them into shorter units (cola, ����), guided
by word-ends recurring regularly in the same place within a ‘period’. This
seems to be the rationale behind the ‘colometry’, i.e. the division into short
verses, or ‘cola’, in the ancient manuscript tradition as represented by the
papyri.

This division into ‘periods’ and ‘cola’ is clearly not arbitrary, as identical
or closely related patterns, such as the ‘hemiepes’ (‘half-hexameter’, – N N –

N N –) or the ‘glyconic’ ( N-- N--– N N – N –) tend to recur in different contexts and
combinations. The frequent coincidence of regular word-end or sentence-
end with the end of a ‘colon’ or ‘period’ suggests that the poets themselves
arranged the words in accordance with these metrical units. The metres
of B.’s odes, like Pindar’s, fall into one of two groups, dactyloepitrite or
ionic-aeolic.

 See Irigoin, Histoire du texte de Pindare –.
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(a) Dactyloepitrite

B.’s longer victory odes, such as  and , as well as the dithyrambs , ,
and , and the paean fr.  are composed in dactyloepitrites, as are the
praise poems (enkomia) frs. B, C and D.

Dactyloepitrite metre combines dactylic cola, chiefly the ‘hemiepes’
(– N N – N N –), with iambic ( N--– N –) or trochaic (– N – N--) cola. Maas, Metre §,
introduced the following symbols to analyse them:

– N N – N N – D – N – e

– N N – d – N – N--– N – E

N N – d

Maas stated that these cola are often preceded, followed or ‘linked’ by
one anceps (a syllable that can be either long or short, marked N--) which is
usually long. Most of B.’s poems in dactyloepitrites can indeed be analysed
in Maas’s terms, but one needs to remember that the ‘link-syllable’, or
anceps interpositum, was not part of the original concept of this metre, which
seems to have evolved out of a free combination of the hemiepes (– N N – N N –
or D) with trochaic or iambic elements (– N – N--, N--– N –, or – N – N--– N – ):
‘Greek poets compose with cola and need no mortar to join them’ (West,
Metre ).

The fact that poems of praise, such as enkomia and victory odes, are
often composed in dactyloepitrites is not surprising, given that this metre
developed out of the encomiologicum (���$��������.�: – N N – N N – N – N – –, or
D N e–), which was used already by Alkaios  and Anakreon PMG ,
both quoted in Hephaistion’s Encheiridion (handbook on metre) .: as
the term indicates, this verse was employed primarily in poems of praise.
Simonides, too, used it in the famous opening line of his victory ode for
Anaxilas of Rhegion: Z�
���4 ������.�$� �������
 S��$� (‘Hail, daugh-
ters of storm-swift mares’, i.e. mules, PMG ).

The metres of the dithyrambs  and  are essentially dactyloepitrites
with certain innovative elements. The metre of B. differs from conven-
tional dactyloepitrites, e.g. those of B., in that (a) the ‘link-syllable’ is

 The term, coined by R.Westphal in , assumes the long to be equal in length
to two short, so that an ��
�����
 ���
 (– N – – or – – N –) represents a proportion of
/ or /; cf. West, Metre .

 Aristotle, Rhet. b reports that Simonides initially refused to compose a
victory ode for mules, but when the victor, Anaxilas the tyrant of Rhegion, offered
him a more substantial fee he did, though without referring to them as ‘mules’.
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always short, (b) a trochaic/iambic colon (– N – N – –) appears that can be
interpreted as a variant of the E (or e N e) colon without its last short syllable,
and (c) the D colon appears several times without its first short syllable
(– N – N N –), which makes it look similar to glyconics, giving it an ‘aeolic’
appearance (on ‘aeolic’ metres see below). B. seems to have a strophe
of eight verses, each beginning with a D colon preceded by one syllable,
except that the D colon of the th verse appears in a shortened form (– N N –

N –, i.e. replacing the second double-short by a single short), which seems
to slow the rhythm down, giving it the character of a clausula (see .–n.).

(b) Iambic-aeolic

Iambic and aeolic metres are found in dithyrambs  and , in the prosodion

(procession song) fr.  + , the enkomion fr. A, and in the victory odes
,  (combined with dactyls), and ; of these, ode  is unique in B. in that
the strophe/antistrophe is aeolic while the epode is in dactyloepitrites.

Dithyramb  combines iambic and aeolic cola with dactyls.
Iambic metres are: the iambic ( N--– N –) and trochaic (– N – N--) metron,

the cretic (– N –), the paeon (= cretic with resolution: N N N – or – N N N ), the
baccheus ( N – –), the ‘lekythion’ (– N – N – N –), and the ionic dimeter (N N – –

N N – –), also with ‘anaclasis’ (i.e. long and short syllables reversed: N N – N –

N – –, noted anacl) or ‘catalexis’ (i.e. shortened: N N – – N N –); all three of these
occur in B. fr. A.–.

The principal forms of aeolic cola are the ‘glyconic’ and its variations:

N-- N--– N N – N – glyconic, gl

N--– N N – N – telesilleion, ∧ gl (shortened gl)

N-- N--– N N – – pherecratean, pher

N--– N N – – reizianum, ∧ pher (shortened pher)

N-- N--– N N – N – – hipponactean, hipp

N--– N N – N – – hagesichorean,
∧ hipp (shortened hipp)

The aeolic cola can be expanded from within; dactylic or choriambic
expansion means that the internal sequence – N N or – N N – is repeated,

 A similar mixture of different metrical genres occurs in Pindar’s O. .
 They are called ‘aeolic’ because they first occur in the poems of Sappho and

Alkaios, written in the aeolic dialect.
 Term coined by West, Metre  n., after Alkman . [��(�!.�� �:� �\��.
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as e.g. in B., strophe : N--]] – N N – N N – N – – is a ‘hagesichorean’ (= shortened
‘hipponactean’) with dactylic expansion (∧ hippd).
A closely related metre is the choriambic dimeter, which consists of a flexible
‘base’ of four ancipitia (syllables which can be either long or short) followed
by a choriamb ( N-- N-- N-- N--– N N –); B. even splits or ‘resolves’ one long into two
shorts (.∼ N N N – N – N N –).

Dithyramb  is composed in an unprecedented metrical form which has
been interpreted in different ways and with divergent results. It may there-
fore be useful to analyse its metrical structure in some detail in an attempt
to identify its underlying principle. This ode tells the story of Theseus’s
voyage to Crete, and it is probably significant that the metre is predomi-
nantly ‘Cretan’, consisting mainly of cretics and paeons, often combined
with seemingly iambic or trochaic cola. Observation of regular word-ends
shows that B. experiments with cretics, rather as Pindar does with dactylo-
epitrites: by expanding the cretic by N –, he creates a new colon (– N – N –)
between cretic (– N –) and ‘lekythion’ (– N – N – N –). This ‘long cretic’ (– N – N –,
or N N--- N – N –, or – N – N N N----) appears again and again in the strophe/antistrophe:
twice in verse , then again in , , , , , , , , ,  and ,
and in the epode: , , ,  and , combined with straight or ‘resolved’
cretics (= paeons) and ‘linked’, preceded, or followed by ‘link-syllables’,
as in the dactyloepitrites discussed above. This ‘link-syllable’ tends to be
short, apart from the beginning or end of a period; at period-start it can also
be double-short (strophe: ,,, ). Likewise, paeons at the beginning
of a period appear as N-- N N – (strophe: ) and N N---- N – (strophe: ). Given
the predominance of cretics in this ‘Cretan’ ode, it seems more logical to
interpret the lines seemingly beginning with iambics (strophe: , , , , ,
, , ; epode: , , , , , , , ) as cretics with preceding syllable
rather than iambics, and the apparent ‘lekythion’ (strophe: , epode: ,
) should be seen as cr N cr, not as cr ia. There is just one passage, from
verse  to  of the strophe, where the cretics appear briefly to change into
‘dactyls’, but these, too, can be understood as a variation of the ‘lekythion’:
 – N – N – N –, →  – N N – N – N , →  – N – N N – N N –.

However, the labels we give to individual verses or cola are relatively
unimportant; what matters much more is to understand what metrical units
the poet employed to structure his strophes and epodes, and how he then
developed these units into new rhythmical forms through the constant use
of variation.
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. STYLE

Whether there was a style of choral lyric poetry in the same sense as there
is a style of epic or of tragic poetry, and whether all choral lyric poetry
had certain characteristic features in common, is still an open question.
It is true that the discoveries of papyrus texts of Alkman, Ibykos and in
particular Stesichoros have significantly enlarged our knowledge of early
choral lyric poetry in the seventh and sixth centuries . And yet, there
are still so many gaps, and the discrepancy between what little we can
know and what has been lost is still so great, especially as far as Pindar’s
and B.’s immediate predecessor, Simonides, is concerned, that it is hardly
possible to describe the style of the genre as a whole. It is therefore often
difficult to decide whether a particular stylistic feature observed in B.’s or
Pindar’s poetry was shared by their predecessors and can be regarded as
traditional, or whether it is an innovation peculiar to either or both of
them. Moreover, even though B. and Pindar were contemporaries, they
are so different from one another in terms of their manner of narrative and
structure that comparisons from a stylistic perspective of their poems, even
in the same category such as victory odes, tend to reveal differences rather
than features common to both.

Despite the limitations of our knowledge of the earlier stages of the
genre, there can be no doubt that the poetry of B. and Pindar represents
the maturest and most sophisticated form of Greek choral lyric. Both poets
witnessed a period of momentous political and social upheaval, which also
saw the emergence in Athens of another great and powerful poetic genre,
Attic drama. As tragedy gradually replaced the dithyramb as the leading
genre of poetry, it inherited in its choral songs the dialect (‘literary Doric’,
see above, p. ), the metres (and so, presumably, the music), and the poetic
language of choral lyric with its imagery, its metaphors and its manifold
rhetorical devices. In turn, tragedy has left its mark on some of B.’s dithyr-
ambs. The way in which the myth of Deianeira is presented in ode  is so
elliptical that the audience can hardly have followed it without knowledge
of Sophocles’ Women of Trachis, with which it shares a sense of foreboding, of
impending disaster, and the tragic twist of the heroine’s fate. The situation
assumed in  recalls the opening scenes of Aeschylus’ Persians and Suppliants

and that of Sophocles’ King Oedipus.
The stylistic peculiarity of choral lyric poetry can be understood as

a result of its reaction to and emancipation from epic poetry. Although
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B. marks the end of a long process of evolution, the influence of epic
is still conspicuous in his style. He uses and combines Homeric words,
word-groups, and formulas, and varies them freely. A substantial part of
his vocabulary is derived from Homer, either unchanged or with slight
modifications. Where he coins new words, most of them are either variants
of Homeric words, or compounds. About  words are found uniquely or
for the first time in B., of which by far the largest number are compound
adjectives; only  are nouns, another  are verbs, and one an adverb; six
of the verbs, and the adverb (��()���� ., cf. epic �()���), are just slight
variations of Homeric forms. Likewise, many of his compound adjectives
are modifications of Homeric compounds in that they combine one element
taken from the Homeric model with another that is a variation of the
Homeric one, as in ���������
 . ∼ ������L�
 Il. ., or ������$��

. ∼ A��.�$��
 Il. ..

While variation of Homeric compounds is a feature which B. shares
with Pindar and most of the earlier choral lyric poets, one characteristic
of B.’s personal style seems to be his preference for graphically descrip-
tive compounds, many of which refer to colour: ��#�	=���� Z)����

., ��������
 G)���((� fr. A., ^��
��� �������.����� ����]
���
 ., �����=��9
 (�.��
 ., ���=��.>$��
 ��) (Hera) .,
����	����� �(����) ., ���(.!����� �)�� ., #��
 =�����.�$���
., !��(.��!�
 ��
 ., also other visual aspects: ����
����
 ���

., ������=:
 ,������ ., ����!��!�� �����
 .. Others empha-
size sound: #����!9
 �����
 ., #���#����� �	����
 ., ����-
�����9
 ����) .; or power: �������+ _��
 ., ����
 �������.��

., ����`�����
 (Herakles) ., ���+���9
 �@��
 ., ���+
�#����

,����
 ., ���(�!��� V����.
 fr. A., F���)���+ ��) .; or loca-
tion and/or extent: ��=����$� ���) ., ���=&��
 a�����	��� .,
��+
(�����
 ����) ., �����
��
 ��=�.
 . and .. Several unique
compounds refer to feelings: ���)������ �	��
 ., �������9
 b�.#� fr.
D.; or to mental attitudes: ���	�����
 (Theseus) ., ����(�#.�
 .
and ., �������)!�
 ., ����#��)!�
 ., =����)��
 ..

The function of epithets is not merely decorative. B. often employs
them, as the above selection illustrates, in order to evoke in the audience’s
imagination certain aspects or qualities of key figures in his narrative.

That explains the frequency of colour epithets and compounds, such as

 On B.’s use of epithets, see Segal : –.
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those beginning with +����–, �����–, ���=���–, =������–, !���– and
!��(–, and such boldly evocative phrases as ��.����4 ��4 ������� ��c�
����	������ �(����)� (.–). Moreover, B. selects his epithets carefully
in order to accentuate contrasts, as he does in .– where the ‘brazen-
walled courtyard’ of Kroisos’ palace (!�������!	�
 ���@
), an image of
safety and strong protection, faces the pyre on which the hapless king
is to be burnt alive, and again some lines below (.–) where Kroisos
himself describes how the ‘gold-eddying’ (!��(��
��
) Paktolos is red-
dened with blood as the women are led from their ‘well-built halls’ (�+
�K��
�$� ���)�$�) – all his gold could not prevent disaster. Strong con-
trasts dominate also the end of the Deianeira dithyramb (.–): Fate
has ‘woven’ a ‘plan that is to cause her many tears’ (���������� �����),
‘shrewd’ (��
=����) though it seemed to her, when she received the ‘painful’
(��������	�) message that Herakles, the ‘fearless fighter’ (����#��)!�
),
was sending ‘white-armed’ (����������, see .–n.) Iole to his ‘rich
home’ (�����-� ���" �.���). The chorus’s immediate reaction (B ��(]
����
, B �)����� etc.) hints at the impending doom for both Iole and the
‘home’, and reveals its cause in powerful and dark terms: =�.��
 ����#
�

and ��.=��� �)����� of things to come.

Contrasts are also emphasized by epithets in .–, where the ‘fear-
less fighter’ (����(�#.�
) Herakles weeps compassionate tears for the
‘grief-stricken’ (���������
) Meleagros, who had to leave his ‘sweet
life’ and ‘splendid youth’ behind; similarly in .–, where Eriboia’s
‘white cheeks’ suggest vulnerable female beauty, protected by ‘bronze-clad’
(!��������+) Theseus in his ‘black’ rage, and in .–, where ‘wide-
powered’ Zeus causes Io, turned into a ‘golden heifer’, to flee from Argos,
the ‘rose-fingered maiden’, whose tender fingers have just turned into hard
hooves: the epithets underline the cruel irony of her fate. Niobe’s fate, how-
ever, provokes Zeus’ compassion, fr. D.–. The common denominator
of nearly all these contrasts in B. is their emotional appeal. In this respect,
the way in which B. evokes compassion in his presentation of Kroisos,
Meleagros, Deianeira and Io comes close to the spirit of Attic tragedy.

The appeal to strong emotions, particularly pity, is created even more
effectively by constant reference to the protagonists’ feelings, which appear
as the driving force behind their actions. The narrative of ode  is a good
example: Aphrodite’s gifts ‘stirred’ (��
>��, ) Minos’ heart, Theseus feels
‘wild pain’ ((!	����� <���
, ), the crew are amazed at his boldness (–
), which angers Minos (), yet he is baffled by his courage (), the young
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Athenians tremble with fear and weep (–), the tears from their ‘tender
eyes’ contrast vividly with their ‘new-found joy’ () when they rejoice
at the sight of their saviour; even Theseus feels frightened by the sight of
the Nereids (); when he unexpectedly emerges from the sea, what will
Minos feel (–)?

A scene full of heroic pathos and high emotion is that of Kroisos on the
pyre (.–): Kroisos himself has the pyre heaped up, which he mounts
with his wife and the daughters who ‘wail inconsolably’; when it is lit, they
scream and cling to their mother (see .–n.): against their uncontrolled
despair, Kroisos’ heroic resolve to die rather than to experience slavery, and
his highly emotional speech (.–), which culminates in the paradox ‘to
die is sweetest’ (����&� �����(���) is all the more impressive. Like Kroisos,
Proitos, too, feels driven to suicide by despair (.–); for him, it is the
sight of his ‘dark-tressed virgin daughters’ fleeing from their home in their
mad frenzy.

In addition to the element of pathos, B.’s narrative can create displays of
increasing dramatic tension. He tends to begin the narration in the middle
of a myth, at a point from where its progression to the dramatic climax
can already be anticipated. This technique can also be seen in ode :
Minos’ harassment of Eriboia prompts Theseus’ sharp reaction, their con-
frontation leads to Theseus’ leap into the sea (a first climax) and to his
surprising reappearance, the main climax. Likewise, the trumpet-call at
the beginning of  immediately creates a dramatic situation: the news of
the amazing deeds of an unknown young hero keeps king and people in
suspense and in contrasting moods and expectations (see .n.) as the
hero is approaching Athens; the dramatic climax is not, as one might have
expected, the revelation of his identity – that would have been an anticli-
max, as the audience can infer from the second strophe that he is Theseus,
the king’s son – but the king’s last announcement (.–) that he, ‘with
war and bronze-clanging battle’ on his mind, is heading for ‘splendour-
loving Athens’. In ode , the narrative begins with the encounter between
Theano and the Achaean delegates and culminates in Menelaos’ warning
that hybris destroyed even the Giants – an abrupt ending, which has puz-
zled critics who did not understand that B., instead of telling the whole
story as an epic poet might have done, just wants to exploit its dramatic
potential up to the point from where the outcome can be foreseen. In
the narrative sections of victory odes the same technique can be seen, as
they tend to begin with an exciting event: in , it is the sack of Sardis by
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the Persians, in  Herakles’ descent into Hades, in  the flight of Proitos’
deranged daughters. However, the ‘elliptical’ storytelling which gives just
an outline of a section of the myth, focussing on its significant elements,
and leaves the audience to fill in the rest, appears to be more typical of the
dithyrambs.

Another peculiarity of B.’s style, and one which he does not share with
Pindar, is his choice of literary ‘models’, which he follows sometimes so
closely that his reworking almost amounts to a quotation. In some cases
we are lucky enough to have both the ‘model’ and B.’s version of it, so
that we can compare the two, such as the story of Meleagros in ode . In
the fifth century, every educated Greek will have known the story of the
Kalydonian boar hunt from the Iliad (.–); someone like Hieron, the
ruler of Syracuse and a patron of poetry and art (see .n. and .–n.),
will have appreciated B.’s sophisticated adaptation of Homer’s account,
his elaboration of dramatic highlights, its emphasis on pathos, and possibly
also the balance and symmetry of its careful formal structure (see below). In
the same ode, not only the Meleagros story but three other passages can be
recognized, and were probably meant to be recognized, as adaptations of
well-known literary models: () The eagle simile (.–) appears to have
been inspired by a passage in the homeric Hymn to Demeter (h Dem. –),
which must have been particularly well known in Sicily; () the comparison
of human life to autumn leaves (.–) ‘quotes’ a very famous passage in
Iliad .–, and the melancholy statement ‘for humans it is best not to
be born’ (.) is also found among the epigrams ascribed to Theognis
(–) but may have been considerably older. At the end of the same ode
(.–), another ‘quotation’ is explicitly attributed to Hesiod (but is not
found in Hesiod’s extant works). In .–, B. quotes a saying allegedly
given to Admetos, the mythical ruler of Pherai in Thessaly, which is also
known from the Sicilian poet Epicharmos, a contemporary of B. who lived
in Syracuse under Hieron (– ). Other intertextual references may
remain undetected because the passages on which they are modelled are
lost to us. The ones mentioned above are all adaptations or even quotations
of well-known passages or statements, aimed at an audience who would
recognize them as such and appreciate the poet’s art of variation.

Formal structure is another interesting aspect of B.’s style. From this
point of view, the dithyrambs are less complex than the victory odes,
because they are essentially narrative accounts, often allusive and ellip-
tical, of myths, or rather selected sections of myths. B., like Homer, makes
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ample use of direct speech and dialogue in both dithyrambs and the longer
victory odes, but while the epic poet tends to tell a story from beginning to
end at a leisurely pace, B. selects that part which offers the greatest poten-
tial for dramatization (see above), where he then focuses on key elements
which will produce the strongest emotional appeal. Essentially, however, his
dithyrambs are straightforward, linear narratives. Of the dithyrambs, ,
 and  have a proem, while  and  plunge straight into the story (the
fragmentary  may have resembled  in that it begins with a reference
to a different song, see .–n.). Only  (which appears to be a paean
rather than a dithyramb, see p. ) has a conclusion which refers to the
performance and the performing chorus. The proem of  is unique in
that it is presented as an invitation by the chorus to the poet (see .n.)
to ‘weave something new’, namely the story of Io and her descendants to
the birth of Dionysos. It has an interesting symmetrical structure in two
halves. The first half (to \����(��, ) is a general statement: a gifted poet
knows countless ‘paths’ of songs, if the Muses inspire him and the Graces
bestow respectability on his songs; the second half, an address to the poet
(–), takes this up (with asyndeton: see .n.) and specifies what the poet’s
‘purposeful planning’ (�	�����: see .n.) is to focus on. The two halves
are linked by the pun on the popular ‘etymology’ which derived \���
 from
/=�
����, and by the correspondences of G��(@� () with ,����.��
 (),
and the recurrence of the ideas of ‘obtaining gifts’ (�)!�(� ���� /, and
��!�&(�� . . . �	��
 /) and of the song as ‘path’ (���
� �	�����
 
and =���)��� '��� d�.� /). The main part of the ode (–) is rapid
and selective narrative, slowed down only by speculation on who might
have caused the death of the giant, Argos (see .–n.), and gathering
pace again in the last section.

The narrative sections of dithyrambs ,  and  are also linear. In 
the narrative is in two halves: the first (–) describes Herakles’ last tri-
umph, the second (–) his destruction. The structure of  is straightfor-
ward, with its most dramatic moments highlighted by speeches (–, –
, –) which become progressively shorter as the story approaches its
first climax, Theseus’ leap into the sea (). Ode  is, as far as its fragmentary
state allows us to guess, structured in three parts, each containing a speech
(by Theano, Odysseus, and Menelaos, see introd. to ode , pp. –).
Ode  is unique in having no narrative, as it is entirely a dialogue in two
pairs of question-and-answer stanzas, rounded off by the last line (�
>�(���
�: =�����)��
 ��)��
) echoing the first (e�(���� �@� F��@� ����@�).
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The structure of victory odes is generally, and by their very nature, more
complex, given that the poet had to incorporate and combine a number
of disparate elements without creating an impression of disjointedness and
incoherence. Victory odes are praise songs; they all have to have a ‘praise’
section mentioning what the herald will have announced after the victory:
the victor’s name, his father’s name, his home town, and the contest. Short
odes performed at the site of the festival after the games often contain not
much else beyond this basic ‘programme’, or they may link the victory
to previous successes by the victor, his relatives, ancestors, or co-citizens:
see, for instance, introd. to ode , pp. – (ode  is a special case;
for its structure, see p. ). Most of the longer victory odes, performed at
celebrations in the victor’s home town after his return from the festival, have
as their centre-piece a mythical narrative section, preceded and followed by
‘praise’ sections which normally relate to each other, as do the proem and
conclusion. The interrelation of corresponding parts can be emphasized
and made audible by repetitions of key words, names, themes or ideas.
In the final section of ode , for example, the repetition of the victor’s
name ( T 5	�$�� ∼  T 5	�$��) and of the reference to poets as servants
of the Muses and to their willingness to praise (– ��.����
 G��(@�
∼ – f����
�
 ���)�$�) will have audibly signalled to the audience
that the ode is nearing its conclusion. The overall structure of this ode,
like that of odes  and , is symmetrical in that the central narrative
section is framed by praise passages, each followed by general statements
or gnomai, whose principal function is to link sections of a different nature
(e.g., praise and myth, or proem and praise, etc.). Its narrative section
(.–) shows a similarly symmetrical structure, analogous to that of the
ode itself: the centre-piece is Meleagros’ monologue, framed by Herakles’
questions, which are in turn framed by Meleagros’ address and answer
(see introd. to ode , pp. –). Ode  also illustrates B.’s technique of
marking off sections from one another within the ode by repeating key
phrases or themes. Its first part, the proem and main praise (–), begins
and ends with the theme of ‘victory’ ( b
�� ������$�� ∼  �
��� ;�$��);
its central part, the mythical narrative (–), begins and ends with the
key word ‘altar’ (– �@� . . . #$�-� ���	��((� ∼ – �F �	����
 #$�.�
�� ���!��), and its concluding part is framed by references to ‘Achaeans’
(– ���L=
���
 . . . �!���&
 ∼  ���c
 �!����). The central part
itself, the narrative of the daughters of Proitos, is structured as a multiple
‘ring-composition’ (see introd. to ode , pp. –).
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The analysis of the formal structure of B.’s longer odes reveals his
endeavour to balance their constituent parts and to weld them into sym-
metrical structures that create an aesthetically pleasing formal unity, com-
parable to that of the figures assembled in the pediments of a classical Greek
temple, like those of the temple of Zeus at Olympia.

. ALEXANDRIAN SCHOLARSHIP AND THE FATE
OF THE TEXT

During Bacchylides’ lifetime, his songs do not seem to have been widely
known. The patrons who commissioned odes for victory celebrations, and
other songs for convivial entertainment, such as enkomia (frs. A–D), and
the communities for which he had composed cult songs such as dithyrambs
and paeans to be performed at religious festivals, must have preserved these
songs (at least the texts, if not the music) in private or public archives –
otherwise, they would not have survived long enough to be collected and
edited by Alexandrian scholars (see below). Some may have circulated
among friends in private copies, though this cannot be proved. Unlike some
of the songs of Simonides or Pindar, which were known in Athens and sung
at parties, parodied by Aristophanes and quoted by Plato, B.’s songs have
left no traces in Greek literature of the later fifth and fourth centuries – not
even those dithyrambs which had been composed for Athenian festivals.
His early dithyramb (or paean) , composed for performance at the Delia,
the festival for Apollo on Delos, appears to have inspired at least one Attic
vase painter, Onesimos, who brilliantly captured one of the key scenes of
the narrative, the young Theseus’ encounter with Amphitrite in her palace
at the bottom of the sea (see introd. to ode , pp. –), but later vase
painters seem to have taken no notice of public performances of his odes.

It was not before the Hellenistic age that B.’s poems were edited, read
and commented on. After a long period of oblivion, Kallimachos (third cen-
tury ) seems to have been the first author and scholar whom we know
to have read B.’s odes again. The Oxyrhynchus papyrus  (pap. B),
a commentary possibly compiled by Didymos at Alexandria in the first

 Theseus’ encounter with Amphitrite (and Poseidon) appears once again much
later, on a calyx crater of the Kadmos painter (c.  ) in Bologna, see Appendix
no. . It may reflect a recent performance of a tragedy or a new dithyramb, hardly
a repeat performance of B. .
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century  (Pfeiffer, History ), quotes Aristarchos (c. –, the suc-
cessor to Aristophanes of Byzantion as head of the Mouseion at Alexandria)
as having classified one of B.’s odes as a dithyramb and given it the title
‘Kassandra’, whereas Kallimachos had classified it as a paean, presum-
ably in his Pinakes, the great catalogue of the royal library at Alexandria
which Kallimachos compiled in  book rolls. It is very likely that the
first classification of B.’s odes was due to him, since he is also known to
have classified at least the victory odes of Simonides and Pindar (frs. 
and  Pfeiffer). Moreover, he may have ‘borrowed’ themes and motifs
from B., such as the story of Herakles’ encounter with Molorchos in the
third book of his Aitia (frs. – Pfeiffer), which may have been inspired
by B.’s dramatic account of Herakles’ struggle with the Nemean lion in
.–.

Acquaintance with B.’s works at Alexandria in the early third century
is also documented by P.Hibeh   = SH , a list of poetic compounds
culled from epic, choral lyric, and tragic poetry, of which about one third
are not attested elsewhere. Four of these compounds are found only in
B.: ����.������
 (.), �����=���
 (.), F����
����
 (.), and the
feminine form ����.��$��� (.; Homer has the masculine form in –�

with a feminine noun, ���
). His text must therefore have been available
to scholars from at least the middle of the third century , together with
the texts of many other poets and prose authors of classical Greece who
were considered ‘canonical’, or models in their respective literary genres:
the three tragedians, the three poets of (old) comedy, the nine lyric poets,
the ten Attic orators, etc. King Ptolemy I Soter, the founder of the great
Alexandrian library, had ordered all the works of Greek classical authors, ‘as
far as they were worth serious study’ (g(� �� (�����&� /���!��, Eusebios,
Hist. eccles. . .), to be collected for his new library (Pfeiffer, History  –
; Fraser, Ptol. Alex.  –), where Kallimachos and others catalogued
and classified them. There is no evidence to suggest that at this time poems
of B. circulated also in any other part of the Hellenistic world, with the
exception of one epigram on stone from Pergamon, datable to c.–
 (Ebert no. ; Moretti no. ), which celebrates a chariot victory in
terms strongly reminiscent of the description in ode .– of the race won

 Pfeiffer, History  –; Fraser, Ptol. Alex.   and   n..
 Although not always the same ten, and sometimes only six, are listed; cf. P. E.

Easterling, OCD .
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by Hieron’s horse at the Pythian games of . If this epigram does indeed
reflect that passage, B.’s victory ode must have been known at Pergamon;
such textual similarities may, however, not be conclusive proof of familiarity
with B.’s ode, because it is also possible that the author created his epigram
out of his own imagination, having watched the chariot race.

After the sorting and cataloguing of the many thousands of book rolls
that were delivered to the royal library at Alexandria, the next task for the
scholars employed there by the king was to produce critical text editions.
It was Aristophanes of Byzantion (c.– ) who edited the texts
of Alkaios, Alkman, Pindar, and probably B. and other lyric poets. It is
very likely that he divided the texts, which he found written like prose,
into strophes and triads which repeat identical metrical patterns, and the
strophes into short verses or cola (see Section  above, p. ), and that he used
metrical ‘responsion’ as a guideline for correcting the text. He is said to have
divided Pindar’s odes into  books (i.e. papyrus rolls), and to have ordered
the odes within each book; it seems likely therefore that he did the same for
the odes of B., given that their arrangement, colometry, and presentation
with critical signs, such as paragraphos (dividing strophes), coronis (dividing
triads) etc., are essentially the same as those found in Pindaric papyri of the
late Ptolemaic and Roman periods. It may also have been Aristophanes
who established the selection of nine lyric poets as models of their genre
(Anth. Pal.   and ; Pfeiffer, History ); if so, he probably made
text editions of all nine of them. From this time, the early second century
, copies of their works, no doubt derived from texts in Alexandria, were
available, fragments of which have been found in various parts of Egypt.
On the papyri of B., see Section  below, pp. –.

Remains of two ancient commentaries on papyrus have also been pre-
served (pap. B and M). While pap. M contains mainly paraphrases of
victory odes, pap. B preserves an interesting discussion about the classifica-
tion of a poem: regarded as a paean by Kallimachos, it was reclassified as
a dithyramb and labelled ‘Kassandra’ by Aristarchos (see p.  above). The
author of this commentary may well be Didymos, who is known to have
discussed problems of classification in a monograph ‘On lyric poets’ (^��"
������� �������, cf. Pfeiffer, History ). His commentary on B.’s victory
odes is explicitly attested (Ammonios  Nickau), but this can hardly be
the commentary partly preserved in pap. M, which is very pedestrian and
on a quite modest level. One line of B. is quoted in a papyrus fragment of
unidentified prose, possibly a commentary (see .n.).
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The chronological spread of the papyrus fragments shows that B.’s works
were fairly widely read in Egypt during at least the first three centuries of
Roman rule. Strabo and Horace may have known them directly from
text editions, possibly also Plutarch and Pausanias, but the great majority
of references are found in commentaries (scholia) on other poets and in
grammarians and lexicographers. A fair number of passages were selected
for anthologies, which have preserved them independently of the main
manuscript tradition. Quotations in authors of the later Roman and Byzan-
tine periods seem to be derived from anthologies, which also explains the
erroneous attribution of four quotations to other poets (Pindar, Alkman,
Ibykos). Ammianus Marcellinus reports that the emperor Julian (–
) used to quote a saying of B., ‘whom he enjoyed reading’ (. .) –
probably in anthologies, because it seems unlikely that text editions could
still be found in the middle of the fourth century.

. THE SURVIVING PAPYRI

Of B.’s works, only a handful of lines were known from quotations and
anthologies when the great papyrus A was discovered in  and acquired
for the British Museum, where F. G. Kenyon published it in , together
with a splendid facsimile of the entire papyrus. Kenyon reassembled it from
some  fragments, helped by many scholars, among them Sir Richard
Jebb and Friedrich Blass; in his edition, all but  small fragments had been
inserted into their proper places,  of which have since been placed, nearly
all of them by Blass. Two more fragments of papyrus A, now in Florence,
were bought by Medea Norsa in Cairo in , one of which belongs in
ode  (see .–n.).

Papyrus A (British Library, P.Lond. inv.  found at Meir, some  km
south of Mellawi, west of al-Qussiyah) preserves parts of two rolls, written
by the same hand. The first  columns contain the book of victory odes
(epinikia) more or less complete, the next ten columns the first half of the
book of dithyrambs, which are arranged in alphabetical order by the first
letter of their titles (A to I). From the way ancient authors quote lines from
these books, it is clear that there was only one book of epinikia and one of
dithyrambs (see below on pap. O). A papyrus published in  (pap. L)
has shown that the first book roll contained at least two more odes after
column  of pap. A, the second of which (ode B) was very probably the
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last one of this book. The book’s total length can be estimated at c. 
lines – slightly less than Pindar’s Pythians and Olympians, but slightly more
than his Nemeans.

As with Pindar’s Olympian and Pythian odes, B.’s victory odes are
arranged according to the prominence of the victor, except that the first
two celebrate a young athlete from Keos, and ode  tells the mythical
‘history’ of his and B.’s native island. Odes – were composed for Hieron’s
chariot victories at Olympia (in : ) and Delphi (in : ) and that of
his racehorse at Olympia (in : ). Odes  and  relate to Olympian
victories, odes – to various other ‘panhellenic’ (Pythian, Isthmian and
Nemean) victories, ode  to a victory at a local festival; B is not really a
victory ode: its occasion, like that of the last ode in Pindar’s book of Nemeans,
seems to have been the appointment of a civic official.

The handwriting of pap. A is a beautifully clear and regular upright
bookhand characterized by the contrast between broad and narrow letters;
it can be dated to the late second or early third century . There are
numerous corrections and several additions by contemporary or slightly
later hands. The bulk of the corrections and additions is due to hand A ;
this corrector has also added most of the titles, as well as five lines omitted
by the main scribe (A): . and .– in the top margin, . in the
bottom margin. A must have collated the text either against the exemplar
from which it had been copied, or against another copy. Even so, he left
quite a few mistakes uncorrected and even produced some of his own (see
on .; .; .).

Papyrus B (P.Oxy.  ; second century) preserves two columns of
a commentary, apparently on dithyrambs; from col. i.ff. it discusses a poem
which Kallimachos classified as a paean, whereas Aristarchos regarded it
as a dithyramb and gave it the title ‘Kassandra’ (see p.  above). As B. is
known to have composed an ode in which Kassandra foretold the outcome
of the Trojan War (Porphyrio on Horace, ode . ), this was probably the
ode in question, = B. .

Papyrus C (P.Oxy.   + P.Oxy.  p.  ‘addendum’ + P.Oxy.

  fr.  + P.Oxon.Ashmol. inv.; second century) seems to con-
tain fragments of dithyrambs, which E. Lobel attributed to B.: B.–
and .

 All dates are .
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Papyrus D (P.Berol  + , found at Dı̂meh in the Fayûm;
early second century) partly overlaps with papyrus C fr. , but with slightly
divergent colometry: B. .

Papyrus H (P.Oxy.  ; second century) contains remains of Doric
verses on the back of a document; the editor, E. Lobel, attributed the
fragment to B.’s hymns, frs. A and B.

Papyrus L (P.Oxy.  ; late second/early third century) contains
the end of a poem (B. A) and the first eleven lines of the next (B. B),
with which two fragments of pap. A overlap. On the nature of this poem,
which may have been the last in the book of B.’s victory odes, see above,
p. .

Papyrus M (P.Oxy.  ; second century) belongs to a roll made
up of various documents, which has parts of a commentary on B.’s victory
odes on the reverse. On the nature of this commentary, see above, p. .

Papyrus O (P.Oxy.   = British Library, inv. ; second and third
centuries) was part of a book roll of B.’s dithyrambs. A parchment label
(sillybos) was attached to the top margin, giving the title of the roll: the origi-
nal title, �������
��� 2 TV�	��
 ���
��(�
 (the title of B. ), was washed
out and replaced by e��!��
��� �������#�� in a third-century hand. The
label confirms that B.  was the first ode in his book of dithyrambs. The
papyrus itself preserves B. .– and – in the same colometry as pap.
A; verse , left out in O and misplaced in A (between  and ), may have
been left out but added in the margin of the exemplar from which both A
and O are derived: the scribe of A inserted it in the wrong place, the scribe
of O overlooked it (unless he added it in the bottom or left-hand margin,
now lost).

Papyrus P (P.Oxy.   +  e = British Library, inv. ;
first century) comes from a roll with some marginal notes (scholia) but no
paragraphoi: their absence in this otherwise carefully annotated papyrus is
strange. A quotation by Athenaios (second century) of eleven lines, which
he attributes to B., overlaps with part of column ; the poems represented
(frs. A–C) may be enkomia, see pp. –.

Papyrus Q (P.Oxy.  ; late second/early third century) preserves
six fragments of a roll written by the same hand as papyrus U. Some of the
fragments of pap. P overlap with pap. Q, and a scholion of pap. P (P.Oxy.

e fr. ) relates to a passage in pap. Q (see introd. to fr. D, pp. –).

 Deciphered by Edmonds () .



SIGLA AND EDITORIAL CONVENTIONS 31

Papyrus T (P.Oxy.   = Victoria University, Toronto ; early third
century) was published by B. Snell (Hermes ,,–) who had seen
that the last ten verses on the back of a documentary text partially overlap
with the first ten verses of a passage quoted by Stobaios (. .) from B.’s
paeans, = B. fr. .–.

Papyrus U (P.Oxy,  , by the same hand as pap. Q) contains verses
which overlap with a quotation in Hephaistion, = B. fr. , apparently
from a book of love poetry (erotika), from which Hephaistion also quotes
fr. .

. S IGLA AND EDITORIAL CONVENTIONS

�. uncertain letter ��� ‘mute and liquid’ not
[�] letter lost in the papyrus counting as double
��� letter lost but transmitted consonant (i.e. not

in another source lengthening the preceding
<�> letter added by editor vowel)
{�} letter deleted by editor �̄T E (̄ letter treated as double
[[�]] letter deleted in the consonant (i.e. lengthening

papyrus the preceding vowel)

A scribe of papyrus London D P. Berol.  + 
 and PSI  H P. Oxy. 

A corrections by this scribe L P. Oxy. 
A first corrector M P. Oxy. 
A second corrector O P. Oxy. 
A third corrector P P. Oxy. + (e)
A? = A rather than A or A Q P. Oxy. 
A? = A rather than A or A T P. Oxy. 
B P. Oxy.  U P. Oxy. 
C P. Oxy. 
⊗ beginning or end of a poem
‖| end of a strophe
‖ end of a period
| end of word recurring in the same position throughout the poem... end of word in most instances
... - : or

... -
... end of word either before or after the syllable.
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Examples illustrating the principle of the critical apparatus:
���
$� (in the text)

. ^V�5fb: � i.e. ^V�5fb �, ^V�5h5 � (correct reading)
. ^V�5fb: Bl. i.e. ^V�5fb �, ���
$� Blass (correct reading)
. ^V�5fb � i.e. ^V�5h5 �, ^V�5fb � (wrong reading)
. ���
�� el. i.e. ^V�5h5 �, ���
�� proposed by Blass but not adopted in

this edition.



����ϒ����ϒ 	
������



�	�
�� �ϒ������
�
�

��� [��ϒ]�. 
��

��� metra iambica et aeolica (v. p. ) �′−�′

�--– � � �---- �-- � �---- � – � –– ‖ trim iamb catal ‖
�--– � � – � � – � –– ‖ ∧ hippd ‖

�-- – � � – � � – � – �
...

– � – �--–
... � � – � –– ‖| ∧ gld ia ∧ hipp ‖|

	
 dactyloepitr. (v. p. )

�-- – � � – � � ––
– � – �-- – � – ‖ �-- D – E ‖

– � – �-- – � –
– – � � �---- – – � – ‖ E – E ‖
� �---- � – �--– � – �-- – � –
– � – �-- – � – ‖| E �-- e E ‖|

�′ ������[�]����� ������!" ��#���!$
�[�]%!��! &���#'!$($ �� ��)�!$
*%$��+ ,���)-.�� �����/+ 0��" � 1 1�−

��%]���-�(%��" 2�#�.$�" 3��[�]�".
—

 ��)�$]�� ,4� �5$ 6���(7.� �� ���!̄�
�5$ �,]�!8!̄� �� �!� 1 �9��-�$!$
��'��($+ �(0�] �. ��$�%#$���" :0;�!$

<�=��$ �. [#��" ���'�$.]$ ���>�!�·
—
0�(;�� -? �[!@" � – –·

  �[!@" �7!�A$ Kenyon, B����.$ Blass, B,!�0��" Jebb
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 C ������-!�%[.$ B$D�+
col.  E" �!�4 �;$@" �!7F$

������!�7�$ 2	���$.$ ,#�!"
�G-� ���,.0#$�! ���H��$ %I %��!%-

'!�#J ��)����$ ��(�.�.
)—

�′  =�)�� %?$ K��4 =��0)���" L���!/"+
=�)���� '���M�$�!" B,��!�·
��%��� - 1 6�@ %!�%!��,!/" N 7

�
���("+

6O�-!�-���.$ ����(-.$ ��!0#$�.$
—
�����0� $!�H+ �(0� %#,����$ P���"

 Q�. �. =�� �!�4 �!��!��!" R�#0���"
���'�S -�#�����. 0�@$ 0[�(]$ ��"

B,�!JT#0U ,4� P�����" <�=.$·
—
V��� ���� �!S -!%!������

��-�!" B�7!,#�!$+
 �W�� �4$ ���[�.%#$!$

�;$@" ���#[��!$��" ���]��$
���-��" 
���X. [$ Y�����$�� ���]!�A�+

���/��$ N 7����. [���"
)—

Z′ ')�!M 1 ��(��.$. [N - 1 V"] P. �����$ C%!�
 %[�]�F$ ����-[�����]$. �9� :%����

%�%$��$ :�� -[�����)]$!$· ��.�.4$ -?
7!��. [�]���7#�" �. [�������]0�$ !9[�X"

—
$!D�.!� 1+ :$0! �5[$ B�(7.�] �� ��-[$X�
�5$. �9�����%��[" � 1] V�#=!�$ 1 P�!. [���$

 Z	���: A  �	��[· A?  Palmer  ���#��!$��" Wacker-
nagel | �����$ Kenyon, �����$ Weil  Y�����$�� Wackernagel, V�(�0;0�$
Maas  7����. [���" Palmer, 7����. [�%!��" Kenyon  -�����)$!$ Jebb
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 0]�. [,. ]!.����� -���%#$!�"· 7#�!" - 1 [V"
!&]�5$. !&0#�! �'��#�!" B���!"

—
,#],..$�$· 2 2 6�#�[=�]� -!/%�$+

��]H 0�A$ V���$ 7���"\
��]H. -? �!���-!" P$!M\

 :�����]�.$ ����[�]�! -(%��
– � – �-- – � – �--] %���.$

– � – �-- – � –]$·
)—

�′
�-- – � � �---- �-- � �---- � – � ]$ P���+
V��)0��!� !3%!�� 7

�
����]-�$!"

col.   
!��.�("+ B������." ,�$!/��"
VM V]����.$ %�,��.$ P,�$�!�·

—
�4 ��(�0�$ [V7]0�4 '��!· 0!$�/$ ,�)�����$. 1 1
�(� 1 �G��+ �!S Y=[��]=��!$ �[#��]���$
^����$ M)��$�$ -(%�$. :�. [�!],�$ -?

 �!�0#$��+ '��!" � 1 B$4 %!��S 7�/�!"
—
:=!���$· N ,4� ���'!$I" 0$!-

��/��$ :70����" '($.$·
B�� 1 V��S -��$�H ���@"

�!%��@$ -��J[���$ %#]$.�"+
 ��5" V������!". [%��!,���]0?" $#'�"

�=#$$��$ M!$04[$ '�(,!.
)—

	′ P�����$ �9-#$+ _ �� 0. [�A$ %#]��%$!
��)7��· �(�� �!��,�$I[" ��(]��.$
'#�.$ V" 2ϒ���=��#�[�" ,]#��$�!

 Kenyon, cf. Hesych. �  V��)0��!�· ��%��!�!�  `	��: Fraccaroli |
V70�4 Palmer | �ϒ� supra �Q�� add. A  Palmer
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 �5$ �!$��')���" �!�[#$]!��� ��)�!�"
—
-� 1 �9�#=��!$+ _�� %#[,���!] 0.�$!�A$
V" B,!0#!$ <B$>#��%O� 
. [�0]a.
_��. [�] <,�> %?$ 2	���- 1 :7����$+ [�]b��["+

c %�,!�$;��̄ 2�#�.$+ 0��D���
—

 '�%]�. $ �. #� ������$! 7
�
���@$

��M�]d� �#%O!� =���A$. .
�W �#,��$ �������$+ _�-

��" %]I '0($.� ��!�$��!�+
. . . .]�; '������$ P$-� 1 B�DJ�$

 . . . .]��� ��X����$ ��("
)—

F ′ &���(]�.$ �� %#��[" :7�$�]! ����X$·
. . . .]%!��!� ���[� . . . . . .] ′. �..$
. . . .]$�" V'�%���$ ![. . . . . .]·

. . . .]!. �����/"· =�!7[)" V���$ !&a$·
—

 ����](����! - 1 V��S" 6�[��)�� $](;%!
V'!%]���.$· N - 1 P$!M [��(��.$
. . . . .]′.�.�" �G�� Q#�;[��" �e�·

col.  2 20$!�@$ �W$�! 7�I -�-)%��" B#M��$
—
,$a%!"+ _�� � 1 !b���$ <O��!�

 %�H$�$ Y���� '��"+
7f�� ��$�D��$� 1 :���!

T.4$ =!0)������$ ����/".
_��! -

�
�A$ �b'�!�$� 0�%($· ��H�� ,4�

���-#.$ 6�#��!��$. 1 1
)—

 <B$> Blass  <,�> Blass  '�%�$ Blass  Blass  _���"
%I Palmer  �90!�> Sandys  M��$��� Nairn, ��0%��� vel -!%��� Blass
 Blass  �!���]! ��(���{"} Lloyd-Jones cl. schol. pap. M fr. | =�!7[)" V���$
!&a$ Blass  V�!=(��" Jebb | �e� Platt, Wackernagel
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�′  '��$#��$�� ��$��4 ,!�).· =!05" %?$
!&0I� B%�!$��"· *-.� -? �($���
�9 �����!�· �9'���)$! - 1 N 7

�
���("·

B$-�S - 1 �9. 0#%�"+ ����@$ �. [!�]#$�!
—
,>�!"+ 0��[��!]$ !W��" B,��%���!�

 g=!$. B���X[" ,� %]?$ �9 %�$)0��
=���A$ ^%! �[a%]!.�� '#,,�"+ B��4

��H�� $�$ ��[#'��.] 2 �#�.$+ �5 - 1 <�=��
—
������� 1 V��-[��M]!� 0�$!��/"

P$0�!· ���M![$��] - 1 �W
 �9 '#��� �(�%[�$ ��].-

��· �5$ - 1 B�!0[��!–�] �.!�A$
�!S %���,�a���� ��" 6%$D��� 7���$

�;8!" B;-($�".



�
� �ϒ�
�
<�

���> 
ϒ`��

metrum: aeolica et dactylica (v. p. )
 � � � – � � – � – gl

� � � – � � – � – – | hipp |
 – � � – � � – � � – – |  da |

� – �-- �--– � � – � – – � – | decasyllab (= � – gl) cr |
 – � � – � � – � � |

– � � – � � – | � – – |  da∧ ba |
 � � � – � � – < � >– gl

� – – � – � � – � – – | ba∧ hipp = chodim ba |
 � � � – � – � � – | chodim |

– � – � � – � – – ‖| hipp ‖|

�′
 h 	�� ���!����!$ '���/

�(��$ N 7
�
�����(%!" ��(��.$+
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 B��)0�%�$ 0 1 2�#[�.]$! ,��!����·
�����$ ,4� �!� 1 [i%'!]�@$ 6O�-����� 70�$("

  
�. [0]�($���" B[��-�]�!j
U[��]�(-.$ B�. [��X�] �5$ 3��.$.

 #.[. . . .] Y-���I" B[$!-
M�'(�]%�,,�" �9�[!$]�.!" B�#��.�

 . . . . . .]�$· B�� 1 L�[($]�� $(.�
 . . . . . �]�" V�#����.��$� *%$��".

—
�′

 :�� -? �#]��!��$ �k ��" ��-
. . . . . (.)] �e��� ���!" ���!$[� –+

col.   ���$�%#$��(" � 1 V,��![��]�.%�$ �K($·
†�!�����!$† B,7������� �. [�]�.�.!" %�7�/"

  %�H$�$ V��70�$�.$. �.�-�
%;��%�$�$ ���'�$��" V�.#����$

 -)� � 1 i��%���$��<�>!"
B��-��$. �� '#.�����$ l 0.��. /�. �$

 '���$ V($�! �!$��[-]!.�A$
 �!,7�$��$ P�� %�/�![$] V.�.0�A$\



<�
� �ϒ�
�
�	�[�� ��ϒ�
��>

metrum: dactyloepitr. (v. p. ) �′−	′
��� – – � � – � � –

– � – – – � – – – D E –‖
 – – � � – � � –

– – � � – � � – �--– � – – D – D �-- e |
 – � � – � � –

– – � � – � � – D – D ‖
 – � – – – � – –

– � – �-- – � – E – E – ‖

  É[+ :[�!�� - 1] Snell – Maas  V�#�����$ Lobel cl. schol. pap. M
 :�� -? Pfeiffer, �#]��!��$ Gallavotti | – i�[04 0�@"] . . . ���!$[�! Snell 

��	����m ��: �������$ $�$ Blass, �������$ - 1 V$ Maehler
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 – – � � – � � – – – � – –
– � � – � � – – D – e – D ‖

 – – � � – � � –
– � – – – � – – D E ‖

 – – � � – � � –
– – � � – � � –

– � – – – � – –D – D E ‖|
	
 – – � � – – � – – – � – �--

– � � – � � – – d E �-- | D |
 – – � � – � � – �--– � – –

– � – – – � – – – D �-- e – | E – ‖
 – � � – � � – –

– � – – – � – �--– � – D – E �-- e ‖
 – – � � – � � – �--

– � – �-- – � – – – D �-- | E – ‖
 – � � – � � –

– � – – – � – �--– � – – D | E �-- e – ‖|

�′
 	b%����. [�]��!�[���.]$

K���-�$D�.$ ���!�![,]#+
 ,$a�;� %?$ [&]����'�$..$

����X$ ,���[)]-.��$ P,!�. %.!+ �A$ ,� $H$
  !k ��" V��70�$�.$+

i�0A"· '�#$! - 1 �90)-��[�]$
 B��#% 1 B%�!)�!" %���%$X$

-�H� 1 <P, 1> P0�;��$ $(.�·
 n �5$ �!������� =!0�Ta$��" 6'�$!"

 *%$�$ B�@ T!0#!"
 $���� M#$�" 6%��#�!$

V" ����4$ �#%��� �(��$+
 7����%����" �9�!$�!"

����$@" 0����.$· V0#���

  <P, 1> Maehler – 
	�
... 
	� ��		���� 	� 
���� A: Maas

 	`	�	� �	 A: -? secl. Walker
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 ,X��$ V� ��;0#�.$ 7#.$
—
 !&$�/$ 2�#�.$!. =!05$

- 1 !&0#�! M��0!/�� ��%$.$
 6O�H ����),���� �!7��-

!�" !&��@" �9���$!���" P,,���"
  �;$@" V���'!��,��

0!���/ ��!���X� ����$�"
 &�7)J+ ������$�� - 1 <�$�-

7�" ��,)'0�,,�� '(=.�·
 �b $�$ ����'!S %�,��!" k�7���� ,!�!"+

 �9- 1 Y�@" B�!%��!"
col.   -���!��!�! �)%!�!· $.-

%X� - 1 V$ B��)�.� 7���
 ����(���7! �5$ T�')��� �$��-

!/��$ :0���!$ B��-
 ,$.��" B$0�a���" &-�/$·

—
 �F" $H$ �!S <V>%�S %���! ��$�!̄� �#���0�"

6%��#�!$ B����$
 6%$�/$+ ��!$������%�� 0 1 o�!�� ���!"

7!������#�$�� � 1 h��;�"+
  ���$�%#$��" B,#�.7��

�!/-�"· �W :�-.$ -? %I ��%�� 0�(".
 M!$0(���7! %?$ Q��#$���$

��'�@$ �!� 1 �9��-�$!$
 �A��$ B����-�(%!$

 �G-� $����!$�! 7
�
���(�!7�" �a"+

)—
�′

 
�0A$� � 1 V$ B,!0#!̄�·
,X� - 1 V����D��.$ ��'!)��.·

– �
���
... ��� A: �
��

... ��� A: Walker  �	� ��`�

���
A: %�� 1 secl. Walker
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 �b�. $�$ 6�@ ����#[�.]$
3��.$ V$ B,A$� �!�#7�!$�$ �($�"

  ��@" �#��" i�$)%�$�$·
R��X� ,4� k��" =��#!

 E$ ��=��$D�!$ '�����.$
3��!� $�(�����$

 $��!$ 2�#�.$� '���M��$.� ���)��.$.
 <�=��" p��$� 0��("

 %�/��$ �� �!�A$ :����$
�)$ � 1 V��TD�.� �)7!̄�

 B'$��@$ =���4$ -��,��$· �9
,��� ��"� V��70�$�.$

 ���$��! , 1 �9-!�%.$ :'�.
—
 �. [@$ ,�� �]�� 1 V���O��)�!$

�!/- 1 B$��]!.��$ �#,����$
 -H$!� ��@"] B�,����!)-

col.  $�� -a%!�! Q����'($!" �!$��')���+
  �!�7!�(-�$�! �)$ 1 P-

M�$� 1 V" '��" VM �8-!+
 �K@$ B������ 1 1	7 �-$!"·

:$0! -����$.$ =���A$
 O�74" V-�; �!�4 �.����H R�#0���"+

 �e� �� ')�� 1 P$�%�"
 h �-!" B$4 %;��=(���"

��A$!" B�,;��4" -�$�/.
 �!/��$ -? %��#�����$ �k-.-

��$ 0�!��%#%$�$�" V,-
 7������� 
��0!$�-!·

—
 �@$ - 1 q" k-�$ ���%D<$>��" 0!�%!��@" g�."

�. [�])7��� �!%�(%�$�$+

 �[ potius quam ϒ[, suppl. Maehler  `�����: `������ A
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 $���4$ V�#=!�� ��,���!,,> ���a$!"·
7!���(��!$�$ - 1 :���� 1 :M

  �3���� &@$ B$!��)-
M!" '!�#��!" �A%!· �A� - 1 V$!$��!

 O�74 ���'�$; �����,���
�!� $�$ �W �&-F" �����/��$·

 2 2 �K? ��@" %�,����+
 ��X0� � 1 V$ 7a�!̄�+ ,��!$a�!" �� 0�%($

)—
Z′

 %I �!�r ���$ ���8��
��!75$ V� 7���A$ iJ��($

 O�7!/��$ :�� '0�%#$.$·
�b ��� -#�". 1 1 s" '���· 0�%=;��$ - 1 P$!M

  �%'�����.$��-!"+
�G�#$ ��· 2 2 ��" B0!$��.$

 l =���A$ ����H��$ :�$�"
0�#O�$ V$ ���!̄� 70�$�\

 ��" - 1 :��!$�$\ n ��7! �!���T.$�" t[�!
 ��/$�$ V' 1 Y%��#�!̄�

 �#%O�� ��'!�X�· �4 -# ���
col.  
!���-� M!$0X� %#���. 1 1

 �@$ -? ����#'! ���#!,��"
-!���(��"· 2 2 7!���@$

 0��A$ �!�!��#O!� $(�$
—
 P$-�����$ V��70�$���".

�!S ,4� u$ ���M����" �&$�)"
 �!H��$ �!�������'�$��

��%$X" 7(��$ ���#%�-�" ����.�#$��
  ����(%�$�" ���#.$

� 1 !&,A$ 0���!��� �!�D�
 �!S =�A$ '��$���$a�.$·

B�� 1 B$��!��$ 0��
 :�7�$ 7(��$· �9��=�!$ - 1 :����� ��)�!

 �����$ B$!�-�%�7!$
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 V" �!���7���$ �!��-A-
$ 1+ :$0! ���;%)�.$ �0#$��

 <�7��" V�#�����$ i-($��+
�'�T� �� %>�!+ =

�
���A$

 0 1 _���" �&��$�!$ %(���.
—
 �A� -? ���,��4$ ->��$ 2	���$.$ P������

����!%�0 1 V$-��#."
 oM P%!�! ��$̄�7#."· V��S -? -!�%.$

�����" �&�.��/" <��M�$+
  0����%�$ �v" �!�#��'$�$

�H" V��=�)7!" V�!8��.$ =�!̄�+
 �[,�]!/�$ V%A$ � 1 �,#�!�$

'[#��]!.��$ ��-$A$ B-��'��A$+
 �v" �#]��$ V$ %�,����"

 . . . . .]" ��0!�! ����������/��$ �&$#��".
)—

�′
 ��5" - 1 f]�. ��� %�/� 1 i��4

��$�!]"· �9 ,�� �. -!8'�.$
 �!H��$] 7.(��$ B,���#�!

col.  �!��H" 0�,��;�· ���S - 1 !k0.$�" -��X"
  %!�$�%�0 1 V$-��#."

����>�� %�$�����#%��"·
 :$0 1 V,F �����/" �5$ P����"

h �'�����$ �!�#��!$�$
 V�0�($ � 1 �'��;�!+ 0��5" %���.!"· �9 ,4�

 �!����(0�%�" h ��;"
 ���$�� '���$ V$ ���#%.�+

��'�4 - 1 V� 7���A$ =#�;
 O�7!/" :�� -��%�$#.$ '��-

�X� 0�$!�($ �� '#���

 ��: �w � A?: V" Palmer  �ϒ�	 A: �ϒ��	 A  �ZZ	���:
Kenyon  �!��@" Kenyon, �!/-!" Schadewaldt  ���H$!" Hous-
man, ��$�!" Ludwich
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 ��/��$ u$ -!�%.$ 0#�;�.
—
 �!H� 1 �9� V����M!%#$!

`������ ��)�! -!8'�.$
 %��;� �!�(���%�" V%�S

=�)�����$ <��0��$ B���=!���" ,�$�+
  �!/# �� -!�-!�#!"

V� ���$!��" U�)%���$
 '���@$ VM!)�!�!· �@$ -I

%�/� 1 V�#��.��$ �(��
 T.X" _��$ Y%��#�!" :%%�$. �)7�$ %?$

 �!J�)��� ��)%�$�$
 �!/- 1 P���%�$ VM�$!��-

T.$ B%a%;��$ -#%!"+
 �)�,.$ ��������0� ��7D�!"·

��S -? �
�
�@" �9���%#$!$

 '�H,�$ B�7!�!$ �(��$
—
 
����A$!· %�$x0�$ -# %�� O�74 ,����/!·

,$A$ - 1 i��,��0�$#.$+
 !&!/· �)%!��$ -? ��$#.$ -�����! ����. [%.$+

B,�!4$ g=!$ �������.$. 1 1
  '!�S$ B-����=(!$

col.  �%'���).$�" �!/-! %�H$�$ -I �(��
 �#,M!� =�#'!��$+ �!�!��$0#��"

�(�%�$ �&�����$�! '.�("·
 �!� $�$ B%��=(%�$�"

 �X- 1 :'!· 2 2 0$!��/�� %I 'H$!� '#�����$
)—

	′
 %D- 1 B����� �����-�/$

'#,,�"· B�� 1 �9 ,�� ��" V���$
 ��XM�" ��-� %���%#$��"·

7�I ��/$� �#,��$ _�� �!S %#���� ����/$.

 	Z���ϒ����: Wackernagel  ���ϒ�`� (cf. Il. A ): Wilamowitz
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  n�� ��" V$ %�,����"
�&$>�" B�;J'����

 :���$ B-%D�! 0�,���.$+
��S '�4$ B��,��!\

 ��$ ��$ ���!�4$ <V>0#�.$ 0��%!$ P�����$. 1 1
 �@$ -? %�$�����#%��

 O�74 ����#'! �����-
,���· 2 2 ����$ 7�.�!)7�$!

 V$ -a%!�� �!J�$���!$+
$>J$ :�� 7��� �#!"

 �)���-�" 0��M�%=�(���. 1 1
—
 ����a��$� �!���(�!+

��X��$ �9���;��$ ^�%!
 !9��H· ��! �� ���$�-!$

*%$;��$ 1��)%���$ B�7!,@$ 0�A$+
  �($ � 1 B�!%!$���(!$

��'��($+ 
#���(" �� =�!$+
 �!S 
��!$+ :$0 1 N ����$$@"

��]��S $����!" -�(%.�
 n�0]�$ Q��#$���" <V"> �9�)�,��" ���!�(�-

 �!" 2�#�.$� '#�.$
 �9-]!�%�$�!" �#�!��$.

7�I] - 1 B�!0��!" 7���$
col.   !&$�/$+ '0($�$ B%'[��#�!���$

7���S$ B�.��%�$�$+
 �k ��" �W ������� =���A[$.

—
 ���.�@" B$I� �X-� 'a$[;��$+ ,�����X$

w[���-�" ��(����"
 ����X$+ E$ <u$> B0�$!��� ��[%A��+ ��)�.�

�!S =���A$ 'D%!$ o�[��0!�.

 n�0�$ . . . <V"> Blass, Housman  ��[`: Blass
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  ���0�%!� �9%!�#."
�9��#�! ����)0�� ,�A��!$ �9. [ –– � –

 �#%���$ 2 �#�.$�· �(0�$ ,4[�
��0%#$�" 0�������$ V�0�[A$+

 ��5" N %�,�������.�
 ��5" B��$D���" V$ �&�D$[!̄� '�������.



���
�� �	�
�
<
����> �����	� ��ϒ�
[ ��

metrum: aeolicum (v. p. ) �′-�′

 � – � – � – – | � � – � – � – – ‖ ia ba | anacl ‖
 – � � – – � � – � – – | � – � � – � ‖  cho ba | ∧ pher ‖
 – � – � – � – ‖ lec ‖
 � – – � � – � – – � – � � – � – – | gl hipp |
 � � – � –– ‖| (∧ pher ‖|)

�′ ��7.$ ��@" %�,�����
��7� '#��!��$ �(-����

 �H-�" V� 1 ��'���H ���7�!/�[ � – –
-� 1 _��! �����0�$

 B%������('�$ �#�$
 P����$ ��� 1 1���%��!̄�

�)M �� �!S ���-��$ ��!��H[�!$
���'�$��" V0���!"

)—
�′ $�!$�!� =�)�$��".

 �? -? $H$ B$!M�%(����
 �9�!$�!" *%$�" o�!�� ���[!"+

������%#$���$
c ��-�$�%�$ �#��"+

 �9� V��@" -��!" Jebb  Blass alii
  ��Q	��ϒ : ��Q A : -'��H Kenyon | B#0�.$ Housman, ���7�!/�[��$ G��$
Schwartz, -!/�[� ��/�$ (vel R#M!") Maehler
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 ,��!���� ���-(%��" B��-
 -!/"+ _�� ���-��$ ��!�D�!"

�#�$ �9��#JM!".



��	y����
� �	��
�����
�

���� 
������[� 
ϒ`��

metrum: dactyloepitr. A′–Z′

��� – – � � – � � – –
– � – – – � – – – D – E – ‖

 – – � � – � � –
– � – – – � – – – D E –‖

 – � � – � � –
– – � � – � � –
– � – – – � � – D | – D e – d |

 – – � � – � � – – D |
 – – � � – � � – �-- – � – – – D �-- e –‖

– – � � – � � –
– – � � – � � – – D – D |

 – – � � – � � – �--– � – – – D �-- e – ‖
– – � � – � � –

– � – – – � – – – D – E – ‖|
	
 – – � � – � � –

– – � � – � � – � – � – – – D | – D | � e – |
 – � � – � � – D |

– – � � – � � –
– � – – – � – – – D E – ‖

 – – � � – � � –
– – � – – – � – – D – E ‖

– – � � – � � – �--– � – – D �-- e |
 – – � � – � � – – D |
– – � � – � � – – D ‖
– � – – – � – – – � – – E – e – ‖
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 – � � – � � –
– – � � – � � –

– � – – – � – – – D – D E – ‖|

�′
 ���! ,���)-.��· [%($!̄� ,4�

��S �!�[I� – – � – –
 6O�T�[,�" – � � –

V$ ����7�)�.� <� 1> 1��)%�.�
  �;$S �!����!%#$!

���$��" �#��" B0!$����-
��$ �� �!S 0$!��/" B���X"·

 :��!0�+ [=!0�]�����%��
��)�! �. [��,@" i�]0�-����· �#0�$ - 1 o�!��

  �!S $H[$ ���]!�($���$ �9-
,��.$ �. [!�#]7.���� $#.$

 �A%�� �� �!S �.9'���)$!� 0��(��%�$ P���·
6%$�H�� -? 
�0�($���$
�!/-! 0!;�[@]$ Q!8����.

—
  3���a� $�$ N �!. [�]�,�$I" �K-

@" =!0�Ta$�. [��] �!��H"
 -#��[�] =��'�[�.]�· ���#�"

- 1 B%' 1 ���M[�-!]%�$ B$0#�.$
 V$ ��-�.� ��#'!$��

 ����!" :����$ ��!���X"
n�! �!$$����<�> ���!"·

 �9� �.[G]-# $�$ B#���"
���$.� ,� �5$ P%!�� ��@" ,!�!̄� ���($�!.

 '��. -? �!S V$ T!0#��"
 Y,$�H 
#����" -!�#-��"

  %($!� ,4� Ed. Fraenkel, ����4$ ,4� Snell  ��S �!�I� ��%4$ :-.��$
Hense, ��0%@$ -#-.��$ Maehler  6O. �9�!$�-X$ Jebb, �9�!$�-!" Snell 
<� 1> Snell <- 1> Neue  :��;0� Wackernagel | =!0���. Jebb  Blass
– 	�

... Zϓ �
�: A  Blass alii  � m����
��: Kenyon | 
�����:
A
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 ��'��@$ ���! �!����(!$+ -��!" �#���0�$
�& %D ��" B�#��!��$ i�0X"+

�!,M#$.� 7!��!$ V�!�!̄�
—
 ,�!��X� ���'!$.��%�$�$

 �������('�.$. [1 ��!�]�. [!$ ���]
�
�.!.$ 01 K�#�0!�.

 [ – � � – � � – ]
col.  �!/- 1 V$ 70�$S �!���7(�.�

������!�" �#7$!�" �#�!���$·
 B]�. � 1 l 0�@" !k���"+ l

 ,]$A%!� ���)��!,���� =���A$
P]%���!$ 6�#��!��$ V� 7���A$ ,#�!".

 $. H$ -1 h ����%�" B,���#�!
7.���!���!��" ���!��$
w[%]#.�! ��M(�����" $��!$ :-.��.

  �]X. � ��� 1 1�=!$���-!"
=].%@$ �!�#$!��� ���)�-
�. [�]���$ �b������ �� ��H�!�·

)—
�′

 �4" VM V�!�A$ V'(=;��<$>
�!,��!�I" t[�! %���0�.$

  
������+ �!�!���>,� '
�
�#$!"

�!����X� T�)M!� 1 B$�,�!̄�·
 �!�0�$�!̄� ,4� :��

O�7X� ���$ V" �#%�$�"
���'���Ta$��� 0�X"·

  '����$ -? ���5 �'#����$
���)�.� ���'#���$ �!�#�! M!$0X" �!�#-���

 ��%$�H ��@" �9��=�!̄.
�!/��$ -? 7��.�!%#$!

 ��D0���� �!��$�����$ :%=!��$ $(;%!·

 Platt  n ��$! ,4� ���S ,X� e.g. Maehler  Blass  
�� m�
�[Z�:
Kenyon, �!�!��X,� Blass  ���	�����: Kenyon
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 '�H,�$ - 1 <��" V" �!$�'����$
�%��-!�#�!$ '.$4$ K�/�!�+

—
 ���)$0��$ P��� ����H�!�

�!S 0��-%����" B,���".
 z-; ,4� :��" -#�!��$

 0���'��?" ���($��" h��,�"
 $!/�$ B-����=(!�

7!������-�" {%�0���
�5$ ����TD�.� =!����/.

 $�/��" ,4� B%!�%�����$
 =�;7�X" B$#�!��� �!��,$D���" B� 1 B�7X"

col.   
����.� �� �!S ������.�·
�!�)" �� -�7���!��!�"

 z�����$ B%����-����" %�7!�" �� ��,�!/"+
�����$�� -? �!/-!" h�=!$��"

 ,X$ ���)���0�$ �!7($�!"
—
 ����$0! �@$ N��(����$

���T��$+ ��S$ V" B�,!�#!$ ����/$ B$�,�!$·
 ��)" � 1 :0���$ ���$�-!"

��%A$ �!$!�H ,�$�4$
 �!S -�.M������ ��,�#��"

 �!H�!� ���,��A$ B7#.$.
��/7�" -? �)��.��" ��%�$̄

V�0($��" 6���'�!��� ����$X� �[(�]��
 ��������$+ 3$ 1 B$��0���

 $!/�$ ����@$ K��(=���$
h��,�" g�.�" ����������S ���($��"+

 :$0�$ B����)%�$!�

������ ��!$���(�!%��
'�H,�$ P-%!��� 0),!���".

)—
Z′   �@$ - 1 �e��$ P7�" ��!-�!$+ M��-

$! �# $�$ ��XM�$ %#��%$!·
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 -��!M� -? '��,!$�$ P%-
'!��" V$ ��#�$���� �XM!�.

 B��� $�$ !&7%�'(���
 %)0���� �� %����7���"

�!S =�!̄� 7���A$ ����7�$.
 �����!�-�.�!. %?$ ���#��"

%>$!" �.!.�4 -�����$ |�)��!T�$ *�!$
 '�H,($ �� �!� 1 ���!-�!$

 %;����('�$· B�� 1 _�� -D
 ��H��$ ���S �!����(!$ �!�I� 3�!$�$+

:$0�$ 7�(! $�O�%�$�" '��-
$����[��!-#%$�]�.� �!��H"

—
 ����;[���� 0),!��]!. =�A��$+

col.   7�/�!" B$���$.$ ��@" !9,�"
 K��a���" B�����+

�#�$! -����$��� �)��!"
 ���'��$�" VM!,!,�/$·

2 2 0)�. -# ��� �k���� =�H"
 PT�,!" '��$��(����7!". 1 1

 ��H - 1 :��� 1 B����������!
0;����(��" �97�%#$��· ��0�H�! - 1 t[�!$

 �!H��$ �!�������'�$��"
��)�!" %!$�X$ B0#.$·

  �!S - 1 !9���! �K �#%�$�" =.%($ �� ��H7�$+
7�!/$($ �# %�$ !3%!�� %D�.$

�!S 7���5" 3��!$ ,�$!��A$.
—
 :$0�$ �!S B�;J'����"

P$-�����$ <V"> K��(����'�$ �(��$̄ �7!��/"

 ��������Í��: Palmer – Kenyon  om. A, add. A in margine
superiore  <V"> Jebb | de �(��$̄ cf. p. 
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  o����· �5$ -? �)7!̄�
$!���" ���!�($���$+ c

7���#! -#����$! �!A$·
 P���" -# ��� K%��(�$

���!$ �!� 1 �b�-��$ †���,�-
 $�� V���%�$��† 
���%�� 1 V��S 7�($.�

 =���!/�� 0�A$ %!���.$
�#��!$ �(��$ �9���%#$!$
7!���0.���.$ %�� 1 1�����-X$. -��!�!"

 _���" :7�� '�#$!"+ �6-
 �D��� �5$ ^�!$�� 7

�
�($.�

%���!" B��4" �7!�A$.

 sq. ���! �!� 1 �b�-�. �(��$
... o��!$ ��(,�$�� Carey, ���!$ �!� 1 �b�-��$

����!$ (Turyn) ��!0%!��%�$�� Maehler



����ϒ����ϒ ��	ϒ
�����

 = dith. 

��
���
���� � ������ ����
����

metrum: dactyloepitr. �′ – �′

�

 –– � � – � � – – D |
–– � � – � � – �--– � – – D �-- e ‖


�--– � ––– � � – � � – �-- e – D |
–– � ––– � – – E |
– � ––– � ––– � –– E – e – |
– � � – � � ––– � � – � � – D – D ‖
– � ––– � ––– � –– E – e – ‖|

�� –– � ––– � � – � � – – e – D |
–– � ––– � –– – E – |
– � ––– � � – � � – e – D |

–– � � – � � ––
– � ––– � –
–– � � – � � – – D – E – D |
–– � ––– � –– – E – ‖|

col. �′ ����]�.���� ��������
!"#�$ %&]�.'.!.�. �.�. �� ��'�&� %�()%�*��
 �-- – � –– ] �&**'#�� +�)�,'-��
– – � –– -]��)�&�

 – � ––– � ]�. ��."/0� 1�#�))"2
�&���'#&� �"�"*]'.0� � 1 ���"3#&̄� 4&)�*"2
 – � ––– 4&�5]60��� 	"&�7
—
–– � � – � � ]��
–– � � – � � – ]� %��)��"%"�8

  9� %�� 1 :��;)"� 4. Koerte
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  –– � ––– � <]=!��,��&�
–– � ––– � – ]
– � ––– � ––]#.0� ��-(��"�
– � � – � � ––– � � ]. ).>� † 1�"�2�

 – � ––– � ––– � – ]#.���
—

(deest epod.&′)
�′ –– � � – � � – ]

 –– � � �? .$� @%(!*�%�� A��"2
4����2)� A0�'"��& *(.�� )�A/&

(desunt vv.XI)
��. �′  –– � ––– � � – � � – ]
col. B.��C %&�D� # 1 "E4��*�� F�0�

%'��& )',&��"� ���',0� 4&)�*"2
 %&/#"))/ �" ,G��� �-&�H�.

 I��& !'��!"� #� 1 "?-
�"2&� %(*�� +��5,"���


�70� �(**�6�� A'*&..&�
)—

�′ #"J/)��&��� "K� �.��'�.
%'��&̄� #L #��#�&,"� &?#'"�� *(.��·

  �"�2� # 1 ��/)-���"� -��&� ��&�'����
"E-���� %&5)&)�&� #�M�.
��G)&C �/� %�H��� *(.0� B�-"� #�!&/0�N
�*"�)�"�/#&� �"��*&�� .'��O �"*J�"%"2

 A��.J&� 1C "?%�%*��)� !���7)&� �'��))��·
—

 P PQ 
�H"� ��;3A�*��C
R">� @S[�,�#0� T]� U%&��& #��!"�&�

 �?! &V���� ��&��2� ,".'*0� �-�0�C
�** 1 <� [,�)]0� !"2�&� !�-"2�
%M)�� ����7%��� �/!&� K�"2&�C W.�M�

 J"2���C �/ #D 
��/&� <� <. e.g. Maehler  ]� vel ]�: :*�"�]". )5� <."> �"�2�
Maehler – = fr.  Snell, hic inseruit Blass
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 �?��,/&� �!(*����� !&X %����M� 	�,����8
 +*4/0� %�&2#��� ��� &Y�"G��&� )5���!��.

—
W # 1 &K(*��� !. �.�#"))� !&X �A��)5�&��
<J&�)/��� �'**��) 1 ��&,4��

 Zϒ4���C [ %*�G.�. [�]�. #5�&,/� �" �(0�
 �**(����� \%&)"�C &]���

#. 1 <� 4&�>� %�,%"� A�(���·
!"]/.�& !&X @%"�A�'*���

�M�] %&2#&� \*"))"� �/.&��&�. 1 1

 = dith. 

[�
����� (vel �������
� ?) ��� ���^�ϒ�]

metrum: dactyli
�

  –– � � – � – ‖ ∧gl ‖

– � � – � � – � � – | da∧ |
 – � � – � � – � � – � � – da∧

�
?

� � – � – � –– | tr |
 – � � – � � – � � – �--–– | da ∧ ba |

– � � – � � – � � – � � –– | da |
 � � – � � – � � – � � – � � da∧

– � � ––– � �-- | cho ia ‖
– � � � –– ‖ cr � � sp ‖

 – � � –– | adon |
� � � ––– | � � cr sp |
– � � –– | � � – � � – �-- |‖ adon ∧pher |‖

��  – � � – � � –

� � – � � – � � –– ‖ da ‖
 � � – � � –– � – | � � cho cr |
� � – � � – � � – � � da∧ |

� � – � � – | � � � ––– ‖ � � cr sp ‖
 –– � � – � – – � � – � – | ∧gl – � � – � – |
� � – � � – � � – � – | � � da � – |

– suppl. Kenyon



56 ����ϒ����ϒ

 � � – � � – � – ∧gl

– � � – � � –

� � – � � – � � –– | da |
 – � � –– | � � – � � – � – |‖ adon | ∧gl |‖

. . . ]�.�� . �.�. . . . <%"X
_*!]'# 1 I%",S"� <,�X -��� )�&�
��"�]/&�"�. <. [�̀�]���.�. � [O]?�&�/&C

%�*�A]'�0� .�,��)&� a,�0�
 . . . . . ]�. ". �.�. �.� <.%. 1 ���",("��� Z�4�0�

. . . . . �].'**"�&� b #�*�-&5-"�� !5[!�0�

. . . . . ]#"O.&[[��]] A���& �"�%(,"���

. . . . . . ]#. 1 c!;� %.&�;(�0�
col. d��"& %"#��-�"2�C

 �5�� 1 e�%�**��.
�()& -���X �"*AH�
)f� !"*'#;)&� %&� 1 �.&!*�& �&(�.

—
 %�/� ." !*��,"� *�%"2�

�K-&*/&� %��X #&%��,��&�
  �,A����50��'#&� ��&)�,;.#�& AH–

� 1C c!"�� # 1 �,A�!5,�� 1 �!�'�·
 I�� 1 �%f *&3#�� "?���"A"2 �;�&/0�

R;�X �5"� 4&��&-�&� <���& �&5����
 #5� � 1 +�)�'*0� #&,&)/-���� ,�[*-

 *" †!(�&g� � 1 † +4��,�#"�!"2 <# 1 > d6�.&
%&����0� ��'�&̄�

 @S�!��&� 4�G�.
�(� 1 d,&-�� #&/,0�
�&O&�"/�&̄� %�*5#&!��� aA&[�"
—

  ]� vel ]��: <� �"f]� Jebb, "E-�,]&� D. A. Schmidt  ,"*�&]#"<2> D. A.
Schmidt, KM� Kuiper  %�X� �(]# 1 c!;� Maehler – ,�[*]* 1C +4��,�#g
"�!"2 <# 1> d6�.& Maas, Barrett (!(�&� � 1 del. Maas)
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  ,h��� <%/A��� 1 <%"X
%5�"� 1 �.."*/&� �&*&%"����&C

 1 �(*&� i�� *"�!7*"���
��f� �Yf� ��&�4�,'-&�
d*�-�� *�%&�f[�] %.��X #(,�� %�,. [%]��.

  B #5),����C B �'*&[&�]� 1 C �j�� <,�)&�[�·
A�(��� "?��4/&� ��� �%7*")"�C

 #�(A"(� �" !'*�,,& �H�
a)�"��� <�-�,��0�C
i� 1 <%X k�#("��� ��!(�,&̄�

  #�J&�� ��))�� %'�& #&�,(���� ���[&�.

 = dith. 

��	��� � 	���ϒ� <������ ��� �����>

metrum e iambis ortum (v. p. )
�

  �-- � � – � –– � – � – ��  � – � � � – � –– |

– � � � – � – � – | � – �--  � – � – � – |
–– � – � – ‖?  – � � � – � – |

 – � –– � � � �-- ‖  – � �-- �-- � – � –– � – � – � |
 –– � � �---- –– � �  � – � � � – � – |

� – � –– � � �---- –  – � –– � � � – � – |
� – | � – � � � – � � � –– |  – � � � – � –– � –– ‖

 �--– � –– � � �  –– � –– � –– � �-- |
– � – � – � – |  – � – � – � – � – |

 – � � – � – �  � � � – � – � – |
– � – � � – � � –  – � –– � –
( � ) �--– � – � – | � – � – � –– � – | –– � �

 � –– �--– � � – � –– � –

� – � � �---- � �---- � – � – � – � – � – ‖
–– � –– � �-- |  – � – � � � –

 – � � � – � –– � – � – � –– � – |
( � ) �--– � – � �-- |  � – � –– � � � – � �-- |

 ��� ��
��l[�] 
��.: %��&,H� del. Ludwich, Wilamowitz
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 �--– � – � – � – � –  – � � �---- – � – � –
– � � � – � – �-- | � � � –– |

 �--– � � �---- � �---- � – � – ‖  � – � � �---- – � –– � – |‖
 �-- �-- � – � � � –

� – � –– � – |
 – � – � � � – � � �---- – � �-- |‖

� ′ ��&�(%��0��& ,L� �&G� ,"��!��[%��
	;)�& #X� m%�['] � 1 �.*&�>� d.��)&
!�5���� 1 �&(�0[�

��;��!f� �',�" %�*&.��·
 �;*&�.�O .$� [<�] A'�"O

4���O&� %/���[�] &]�&�
!*��M� n!&�� %. ["]*",&/.�#�� ��'�[&�·

col.  !�/)"� #L �/�0<O> !�&�
Y,"�',%�!�� �"M�

 �5%��#�� [W].. �.$ #H�&·
-"2�& # 1 �?[!���] %&��"��!M�
d�"�� 1 <�'�.�. "�C �/."�
#L *"�!M� %&�;3#0�·
4(&). �. � 1 1��/4��& -&*!�-

 �7�&[!& �]&.�#/����
I!.[�]�.��· V#"� #L 	;)"5�C

,�*&� # 1 @% 1 +A�50�
#/�. &[)]"� o,,&C !&�#/&� �� �Y

)-��*��� d,�J"� d*.��C
 "p��� �"· P P��f� �YL A"��'���C

i)��� �?!��� �"M�
I)0 !�4"��M�� A�"�H�

��. ,. [(�]· V)-" ,".'*&�-�� F�0� 4/&�.
—

 i �� ,. [L]� <! �"H� ,�2�& %&.!�&�D�
 d,,� !&���"�)" !&X �/!&� k�%"� �'-

*&����C %"%��0,��[&]�

  ������ϒ���: Kenyon
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 &p)&� [<]!%*�)�,"�C i�[&]�
 I*�;�· [)]>. #L 4&�"2&� !'�"-

-" ,h���. "K !&/ )" !"#�$
 ��!"� *�-"� ��f� @%f !�(�&A�� e �#&�

 ,�."2)& ^�/��!�� <�&-
�7��,�� !(�& 4���H�

 A���&�.��C �**$ !�,L
����[�]�� ��.'�;� �A��"�G

 %*&�"2)& %���/0� ��!"�
 ��)"�#M��C -��)"(�

�� �Y #()&� K(%*�!��
†!&*�,,&† �;�;3#"�.

 �H )"C %�*�,&�-" ���0)/�0�C
 !�*�,&� %�*5)�����

 <�5!"� a4���· �? .$� q� ��*��-
col. , 1 �,4�(��� 1 <�&��f� ��[G�

 K#"2� A'��C <%"/ ��� 1 rO���[0�]
 )> #&,')"�&� ��!��-

 �&· %��()�" -"��H� 4/&�
 #"[/]J�,"�· �$ # 1 <%�(��& #&[/,0]� !���"2. 1 1
—
 �() 1 "p%"� ����&�-,�� F�0�·
 �']A�� #L �&�4'�&�
 A]0�f� @%"�'A&���

  �]'�)��· P�*/�� �" .&,4�H� -(*0)"� s���C
 aA&��� �" %��&��/&�
 ,h���C "p%�� �"· P P,".&*�)�"���
 R"G %'�"�C d!��)��· "K %�� ," �5,[A]&
 ^�/��))& *"�!7*"��� )�X ��!"�C

  �G� %�(%",% 1 �% 1 �?�&��G ��'�
 %�����"��&� �)��&%'�
 )M, 1 ��/.�0���· "K

#L !&X )L 
����6;�/& )"�)/-����
A5�"�)"� �V��& ��)"�-

 ���ϒ��� ��
: !'*�,, 1 U<#�> Ludwich; estne !'*. glossema?
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 #M��C �(�#" -
�
�5)"��

 -"��f� �.*&f�
I�".!" !(),�� <! 4&�"/&� W*(�C

 #�!t� ��')"� )H,& %&���f� <� #(,���.
 "V)"&� # 1 &V! 1 <,M� !*5;�

 ��(���� "?-M�
 ��&J�4�����&� _ %'��0[� ,"]#. [��0]�. 1 1
)—

� ′
 !*5" # 1 d,",%��� "?-$� ,".&)�"�D[�

R"5�C @%���-(� �" �/�0� O A5�"�)"
��,$� A/*0� ��*0�

  %&�#X %&�#"�!�& ��,"�C
 d)��&S� � 1 · _ #L ��,&�,����

K#t� ���&� -"2�& %��&)"
!*��$� <� &K���& ,"�"%�(*",�� F�0�

 "p��� �"· P P	;)"GC �'#" ,L�
 †4*"%"��† )&Ah ��(�

 #H�&· )> # 1 o��� 1 <� 4&-
�54��,�� %�*&.��· ����/[#&�

col.  #� ��� %&�D� d�&J �"*"2
 ��)"�#$� @%���&���

 !*��� -�(�& !&� 1 r�̀#"�#���. 1 1
u� "p%"· �H� # 1 �? %'*��

 ��,f� ��"!',%�"� 1C �** 1 "?-
%'!�0� <% 1 K!�/0�

 )�&�"X� o���)"C %(���(� �� ���
 #�J&�� �"*;,f� d*)��.

 �'A"� #L ��f� �Yf� I�#��"�
 !�&�C !�*"�)� �" !&� 1 �]-

��� V)-"� "?#&/#&*��
 �M&· ,�2�& # 1 m���&� <%(�)�� 1 _#(�.
—

 �����
��� �C � v��
�
� w�� �  ���
�� ��
���� �C ���
�[[�]]
� w�
[ �  ������ �C ������� �: 4*�%"�� glossema esse (pro I#�&!"� ?)
videtur – ��
�̂ϒ

... 
�� �C i.e. !&� 1 �]���
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  c"�� # 1 x!5%�,%�� #(��· )̄("�
��� 4��"$� <J(%�� %����) 1 ���&·
���))&� # 1 ��&�y/0�

 rO���0� <—> .����C <%"X
 F�0� �(�"� %(����#"C !&-

 �$ *"��/0� � 1 +,,'�0� #'-
!�� -����C 4&�"2&� <%�#�.,"��� ��'.!&�.

 A���� #L #"*A2�"� {"�} W*�-
�&���&� ,�.&� ��H�

 	;)�& %&��f� Y%%/-
 �� #(,��g· I,�*�� �" �"H�

,�.&���· �(�� !*��$� K#t�
 I#"�) 1 +*4/��� �;-

���� !(�&�· �%f .$� �.*&-
H� *',%" .�/0� )�*&�

  Q�" %��(�C �,AX -&/�&��
#L -��)"(%*�!��

 #/�;��� �&��/&�· -��H� # 1 I�"�-
%�� !�&� @.���2)� %�))/�.

 "p#�� �" %&��f� d*�-�� A/*&�
  )",�$� 4�H%�� <�&��2-

)�� �,A����/�&� #(,���·
 U ��� �,A�4&*"� �O(�& %��A����&�C

—
 !(,&�)/ � 1 <%��;!"� �E*&��

col.   �,",A�& %*(!��C
  �(� %��� �Y <� .',0�

 #H!" #(*��� �A��#/�& k(#��� <�",�(�.
 d%�)��� i �� #&/,��"�
 ���0)�� �?#L� A�"��'�&�� 4����2�·
 �M& %'�& *"%�(%���,��� A'�;· A"GC

  �c&�)�� <� A����/)� ��7)���
 I)-&)"� )��&�&.��&�C <%"/

 v�� z�� w�: Palmer  ������ ��
��� �����ϒ ��
�� �: Ludwich,
Richards  –����� �� �����: Kenyon  	 w��l���: Crusius
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 ,(* 1 �#/&���� <J W*(�
 �&G,& %'��"))�C *',-

%" # 1 �,AX .�/��� �"H� #H� 1C �.*&(-
 ������/ �" !�G�&� )>� "?-

��,/&̄� �"�!�/�0�
 x*(*�J&�C I-

!�*&."� #L %(����· r3�"��� # 1 <..5�"�
 ���� %y�'��J&� <�&�&̄� +%/.

  �'*�"C -���2)� �;30�
A���& K&��"/�

 o%&6" �"(%�,%�� <)�*H� �5-&�.

 = dith. 

	���ϒ� <�	�������>

metrum: aeolicum
 � � – – � � – � –– | �-- – � � – � – � – �--| hipp ∧gl ba ‖

 � � � – � � – � –:–
... �-- – � � – � – � –– | hipp ∧gl ba ‖

 � �---- �-- – � � – � –
... – : �-- – � � – � ––| �-- – � – � – | gl hipp ia � – |

 –– – � � – � �-- ‖ gl ‖
 – � – � � – � –– | –– � � – � �-- ‖ hipp ∧gl ‖
 – �-- – � � – � –– | �--– � � – � – � – � – ‖ hipp ∧gl ia ‖
 – �-- – � � – � –– � – � – � – | gl lec |
 –– – � � – � – � –– |‖ gl ba |‖

� ′ <��
��> �&)�*"G �M� Y"�M� ��&�M�C
�H� W4��4/0� d�&J 1 �7�0�C

�/ ���� I!*&." -&*!�!7#0�
)'*%�.J %�*",;3&� ���#'�N

 s ��� W,"���&� -���f�
#�),"�D� i�� 1 �,A�4'**"�

)��&�&.��&� ����N
b *;�)�&X !&!�,'-&���

%��,��0� ��!&�� ,�*0�
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 )"5��� 1 �.�*&� 4/&̄�N
b �/ ��� !�&#/&� �,5))"�N

A��.."�· #�!�0 .$� "V ���� 4���H�
�*!/,0� <%�!���/&�

!&X �X� I,,"�&� ��0�C
 Q �&�#/���� �YL !&X ��"�5)&�.

—
�′ <����ϒ�>  �. ��� s*�"<�> #�*�-$� �,"/S&�
col. !M��J %�)X� 1 �)�,/&� !�*"����·

 dA&�& # 1 I�.& *�."� !�&�&��G
A0�(�· �f� @%��4�(� � 1 I%"A�"�

  �/���C T� K)-5O A���&���
��&�H� s�C ����/#& ���&/��
)"�)/-����� ��!��·

 )G� � 1 ��#��!�(��� <� �'%&��
 ��",<,>�H��� ��')�&*(� �"

 �!/�0�& !&��!�&�"�·
 �'� �" �"�!�(��� %&*&/)��&�

I)-"�C ��*�%�,��(� �" !&��"�'�
 )AG�&� <J�4&*"� ���!(-

%�&�C ��"/���� ��-7�
  A0�(�. �&G�& #�#��- 1 i%&̄� �"*"2�&�.

—
�′ <��.>  
/�& # 1 I,,"� %(�"� d�#�& ��G���

*�."�C �/�& �" )��*$� I-���&N
 %(�"�& )>� %�*",;3��� i-

%*��)� )��&��$� d.���& %�**'�N
  b ,�G��� )>� +%'�)��

)�<">/-"�� I,%���� �j 1 �*'�&�
<% 1 �**�#&,/&�C

 K)-��(� �" !&X d*!�,��
 {#" !&X ��&)5�C T� �<�)>�5�0�

  � 1 w���
�: Palmer  ��������: Weil  
�ϒ
l�: <�">
��5�0� Palmer, �<�)>�5�0� Platt, �<��>�5�0� Kenyon
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 ��#�H� !�&�"�f� )�����
 I)-"�N s �"f� &?�f� _�,M�C

#/!&� �#/!��)�� oA�& ,�)"�&�·
 �? .$� k'�#��� &KL� I�-

#���& ,D 1���-"2� !&!H�.
  %'�� 1 <� �H� #�*�-H� -�(�0� �"*"2�&�.

—
	′ <���.>  �5� �Y AH�" ,(���� W,&��"2�

*�."�C %"�X A&�#/,��)� # 1 \,���
 J/A�� I-"�� <<*"A&��(!0%��>C

J")��>� #L #5 1 <� -��")) 1 d!���&�
col.   !;E��!��� !���&� �'!&�-

�&� !�&�f� %��� %��)�-&/���·
-��H�& %��A5�"���

 )������� � 1 �,A/C !&X �E*���
 	"))&*$� -*&,5# 1· +,,'�0� #L

 )�/*4"�� d%� �&,�/&�
 A�/��))&� A*(.&· %&2#& # 1 I,<,>"�

%�7�;4��C ��;30� # 1 ����,'�0�
 ,",�M)�&� %�*�,�� �" !&X

-&*!"�!�5%�� ,'-&�·
  #/6;)�&� #L A�*&.*'��� ��'�&�.

 = dith. 

�l �	�������

metrum: v. pp. –
�

  � – � – � – � – � | ��  � – � –

– � � – � � – | – � – � � –[
 � – � � – � � – � � – � – � –[

– � – � –– ‖  – � � – � [

 suppl. Desrousseaux  wϒ��
: Blass  � vacat ^��. AC �R��	�� ��
suppl. A
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? –– � – � –[

� – � � – � � – | � � � – � [

� – � – � –– |  � – � – � [ � –
 –– � � – � � - � � � – � –[

– � � – � – � – � | � –– � –[
– � – � –– |  � – � � – � � [–

 –– � � – � – � – �
? | � – � � –[

� – � – � – � �-- | –– � � [–
 � – � � – � � – �  – � – � ––[

– � – � – � – ‖? –– � � – � [
? �-- �-- – � � – � – � – � | – � – � � [– . . . |‖

– � – � –– ‖
 –– � � – � – � – � – � �-- |

– � – � � – � – � – |‖

�'�")�� ,��/& !�*"����
�,4��)/0� ,"*�0�C

T� q� %&�$ ��"�/#0� *'-
-;)� #H�& ���)M�C

 K�4*�A&��/ �" !<(�>&�
A"�")��A&��� �'���"�
4'*0)�� �,AX ��,'�

a,���)��· aA&��� �|� <�
�&2� %�*�;�'���� �� !&��f�

 +*4/&�� ��'�&��C
"?&/�"�" �;3& ,���,�&.

%��%"� )" A"��'�&� V,"�
_#f� %&�$ �&**�(%&� *&-

-�2)&� IJ�-�� .��&�.
 †��;�† e��.�� i� 1 c%%��� *�%�G)&

A"G." -���)�& 4�G�C

  
� ���: Erbse  ������ A: ��"���� �  
��� dubium:
s"� Headlam, s� %�� 1 Kenyon, s %�� 1 Maehler
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"?��)�"���� A�&#&2)� A"��'��� ��(�C
1 ��'-�� k�#�#'!��*�� !(�&C

—
 <�>(� 1 e��.�� o,,&)� 4*�%���&

 %'����"� �!&,'����
 ,".�)��'�&))& !�*"�)"

-
�
��)(%"%*�� Z��&

 d!����� d=%��� <(�-
�& !&**�!��&� #',&*��

 A�*'))"�· �?#L �&/&�
 �Yf� #5�&� 1 �E�" !&� 1 "?-

A"..�&� W,��&� *&�"2� ���
col. �E�" �5!�&� W.�. ['�.

 "V� 1 �]� .��"� 1 ". [ � – � – �
 %�#&�!� 1 d.."*�[� ��(�

 !�&�"2� �(�". [�M� � � – �
+4��,�)%(��� *. [/�0�

 e��.��· s k& !yX �. [ � – � – �
d)%"��� ,���,�. [&�·

  b ��"�/#"� A5�"�[)&� – � – � �-
!&#�0� ��'%&�)[�� – � �-
—

 <,�X ,L� �]�
�)A&*�)�&��� [ %��. [
<%"X %&� 1 ���",7[#"&

  �"2*�� �A/!"� 1 �[K)���%*$J
1 �t A����)& %&2#[& . . .
e �%&A��· I��& ��[�

 *���)�(*0� %�5�[&��� . . .
@%"�(-0� 4�5���[& ��,}�

 ,"./)�&� �" ���&�[ . . .

 �
: Kenyon  �Mc Jebb, ��!�c &K�(� Snell  *[/�0� Deubner
 W#5,0� ,�*"� Jebb  ��'%&�)[�� <)-'�&� e.g. Maehler  P��
�. [
(vel �. [): [ %��. [%"� *�."�� e.g. Maehler  �[K)���%*'J Blass, Festa
 Blass  ��&�[H� IA&�"� ."���*&� Jebb
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 i�"� !&X �.&���/[#&�
<� <%�&%5*��). [� 	�4&��

�'#,�� �",�*[&� A5�"�)"�C
 [ �f� +�)�4'!-&[�

 �/!�"<�> ��(��)�� [�.*&H� �.7�0�
!&X -��H� )�"A&�. [&A(�0� d�&!�&.

 = dith. 

���� ��������������

metrum: dactyloepitr.
�%'��&̄� %�� 1 <� ". [?��-(�0�
J&��&X �&!"#&[�,��/0�
���(�#" ,�*�� !["*'#;)&� %&������C
i� 1 d."�� !&**�%'[�&̄���

 !(�&� ��&)�!'�#[��� e �#&�
�'�%;))&� K(�. [��-& �5,A&�
A�.t� �&�'��� �[ . . . .
��&J/&*�� ��)<">�[#$� . . . .
? —
c%%��� �� �Y K)&�[�,���

 �*"��H� 1 <� <=!�[�,��&�
-��)')%�#�� �Yf[� e��;��

(desunt reliqua)

– Jebb  West, �.*&H� �" !7,0� Jurenka  Wilamowitz
  Rossbach, Platt  Wilamowitz  !["*'#;)&� Maas  Blass,
Platt  Kenyon  K(�. [��-& Jebb – Kenyon  Sandys,
Reinach



�����

fr.  + fr. 

[�������� �ϒ���	� 	�
 �
����]

metrum: dactyloepitr.

�
 –– � ––– � –

–– � � – � � –– –E–D– |
 – � ––– � ––– � – E– e ‖

– � � – � � –– D – |
– � ––– � ––– � – E – e ‖

 – � ––– � –– E– |
– � � – � � – D|
–– � ––– � – – E|

 – � � – � � ––– � –– D– e – |
– � ––– � –– E – |‖

	� – � � – � � –
–– � ––– � � – � � – D – e – D‖

 – � � – � � – D |
–– � ––– � ––– � –– – E – e – |
– � ––– � –– E – |

 – � � – � � –
–– � ––– � –[–] D – E[–] |
[––] � � – � � –[ [–] D [

 [––] � � –[ � � – ? [–] D [
[–– � ]–––[ � – ? [–] E [|‖

�′? (desunt stropha et antistropha = vv.–)
( ��������) ����� ��� ��� �!"�#� #$�#�%

 &�' () ��� �*+�#� #,-
(-�% �#� (. �#/��� 0��"#�% 1(2 �) 03�·

 � ��,�-4��#5 () 67��8�
<��> (�9��� �,-:�#"� ��2�:#���5 (/��5#5

+ – Athen. .b (= fr.)  0&�;: Barrett  0��"�#�: Neue |
03�&) : Neue  <��> Barrett

68
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 38���. ) ) – – – � – –
(desunt epodi versus –,
incertum an desit trias tota,

<′? desunt strophae versus –)
 – � � – � ]�.� �"�=[ – � – –

 – � – – ]�. 5. �. ���".�. [ –
—
(.) . . . . . .]�. 2��"&�� >#9?#� [@�-

�4!���] �#��4�/���#� ". [A-�
 &�2����] �� ��#B �� ��� ���[ – � –·

6��) C 7� �']5() ��� :D��̄<5>
 (.) . . . . . . . .]:. 5&�� ��� 3"��#.[

 (.) . . . . . . . &�]�. 2.E�� ���/��
(.) . . . . . . . .]3) @&5��9�
(.) . . . . . . . .]��&.&. ) · �� (. :�-�[=5

 (.) . . . . . .]�� �F ��5�=� ��.[ – � – –
 4*��5]� �F G��7�"� H��*4[�#"�

——
��]�. ) @4"��#�/(��
?=]4-� �� �"��<5>�9 ��/&�[ – � � –

 ���] �24��#� I*�. �.#�·
�#/]�� 6�� J/I�� �-(� :�[ – – � – –

 �F-]:=� �/4�&) @�-��=�
 K�&#]�% L�) 67��M�5

�) 6��]�B&5. ��� 4#���� �/7[�5�5
(.) . . . . . .]#��. �% N K��% �. .[

 (.) . . . . . .]�5 &.O () P�[?
 (.) . . . . . .].�. 5#5&5�

)——

– pap. T  ��/�#"�] Barrett, �*����] Snell, Q� �#O�] Maehler –
 Barrett  "[A-� Edmonds  ���[��&&/�� vel ���) [P43��#B Barrett
 Snell  Barrett  R() ��2=� Snell – &]3) @&5��9� [�S����
�*]��&&) Lobel  Snell  Edmonds  ?=]4-� Blass  Blass
 �#/]�� Snell | :�[;&4=5(�� Barrett �TF=� Maehler  �F-]:=� Blass 
Snell  in. Barrett | fin. Blass  U�[?#� P�*I#5� Snell
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Y′ ? �/���5 (2 ��� �����#9&5� �Z-
�;�� 4�7���*�#�� ����#B�#�

 ��� 4��57�D�&&=� 6�#5('� K����
(�5(��2=� �)� ��� ?= �48�

 ���#9&5� �[���&��5 ?#�8� F���'5 3�#7/
 4;�/) �,]4*���=� �� �4!�=�

7"4��&/=�� �� �2#5��
�,�8� �� ���� �D4=�� 42��5�.

 �� (. &5(��#�(2�#5� ��-���F5� �Z�'�
 6�̄�:�'� A&��#� �2� �#���5%

——
07:��� �� �#7:=�\ F/3���

�) 643*��� (*4����5 �,�D�.
 <– � ––– � ––– � –

– � � – � � ––>

 :����'� () #,� 0&�5 &���/77=� ��]�#�%
 #,(. &"�'��5 4��/3�=�

^��#� 6�� ?��3*�=�
685#� _� �*���5 �2��.

 &"4�#&/=� () ����8� ?�/�#��) 67"5�/%
 ��5(5�#/ �) ^4�#5 3�27#���5.

(deest epodus: versus –)

– Stob.Flor. .. (= fr.)  4;�/��� �,��/:=� Stob.: Barrett –
Plut. Num. .  :���2=� () #,�2�5 Stob.: #,� 0&�5 Plut.  `4#� (a4#�)
Stob.: Blass
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fr.  + fr. 

metrum: aeolicum

– � – � – � – � – � – � � – � – | tr gl |
– � – � � – � – – � � – | gl cho |
� � � – � � – � – � �---- � – � � – � – || gl ‖

 �-- �-- � – – � <–>– � – – – | cr sp ? |
� � – � � – � – | ∧ gl ? |
� � � – � � – � – | gl |

() 	
� �
��, ��� �
������� ����� 	������� ����,
���!� 	" ��� #�$� %&	��' �(�����

 ����	)	�� ����· *� �+ ��-

�� �+� %�,�&�)	� ,
	��,

 �! �+ &�
’ -�.
 �	 </�0> �(/�� �	))���$�
 �.
�� �1+� 1.&�	���

/2�
, 3/�
&�� #�	� &����.
. . . . . . . . .

()  �� 45
 �)�,
!� #�’ ���0� 3-
&
�/�’ 6��
��	��� ���	��

/�
����;

 Stob. Flor. .. |  Stob. Flor. ..
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fr. A

metrum: glyconei et ionici (v. p. )
 � � – – � � – – ion ion

� � – � – � – – anacl

 � � – – � � – | ion ion∧ |
 – – – � � – � – �-- – � – gl ia |
 – – – � � – � – gl

– – – � � – � – � – � – ‖ gl ia |‖
�′? � � – – � � – –

� � – � – � – –
 � � – – � � –
– – – � � – � – 	]
��
���

 ].o. [.]. .[ � ]

�
– – – ] 	
� ����. [
��� ����]�.
� �
����,
<—>

col.? �′? �.	.[�]�.���� !" 	

. [ – –
�[�]���
� �#$
�[�� %�&�] '. -
([�]�.��)� ��� ��$[�*
�

 +,�
� 	
� 	
�#�
�[�� . . . . . . . . . . .]�.

����� -�!�� -�.. [� � –

$�]/	
� !� 0� [	]�1
$[,� . . . . . . . . . �]�����.
<—>

�′ 2 ��]�.�. � ��/*�$)1�/ �
3[-
!
] $. �. +�/*� �
$	{�}�
���
�

 �
]�/���$��� 	)���
�4]��
�5[�] ��
*�����
 	
� 
�
�.[1)��]�
�]
.��6**. �� 	
$/	7��!��

���]�8��� �
���� -

���· 9$$# �. [��] �. �)���
<—>

A  !�]

� Snell  Snell  	
[
)��.� vel 	
[$�8*
 Maas, 	
[
�8*

Snell – Maas  2�� ]��� Snell – Maas, Snell – Hunt
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=′ 0!#]

**� 	�
���# �� 0	-
 !)
�� �]4 ��. $���� 9�#+	�.

� � – – ]�.$��/
– – – � � ]�� ?�*��!
.��
�
@���/� A	/!�)
]
� 0$
�-

�.� 2 �!
� %1#�]�.��� B$C��� ��	��.
<—>

�′  0��$�/*
� !]" 	)��� D�-
�
*�� �4����]�
� D�.�·

(sequuntur  versuum fragmenta)

fr. B

col.? [�<�E�]F[=G�� ��ϒFH]�

metrum: dactyloepitr.
– – � � – � � – �-- – � – – –D �-- e– ‖
– � � – � � – �-- – � – – D �-- e – |

 – � � – � � – �-- – � – – D �-- e – |
– � – – – � – – – � – E– e |‖

�′ I� C#�C���, 
�	��� �#**
$�� 1/$. #. *. [*.�
J��#����� $[�]+/�&� 	#��
/� +K�/�·
!�8�� 0� 0
&� ���
�· L�

��. �� ��
�[���
���*. ��� ��/*K� %$�(#�!�.� ����)�.
<—>

�′  	
� */
��*. [�
�]*�� �+
$
� [0�] �M	#!�*. [*��,
�N�� ��.� O[�
$5�]� +$�	��� 9��#+	

*�/�
��K� 	.�/$�	.� �#$���*� �/
.�)�
�����!)� �� 0$�. ��� !<�>
���**�� 1����
�,
<—>

 0!#]

**� Hunt – 0	[!)
�� Maehler  ��$$�����
��$
*]�� Snell – @���/� A	/!�)
]
� 0$
�[�.� Snell 2 �!
�
%1#�]���� Maas  Maas  D�[�
*� Hunt �4����]�
� Maas
B – Athen. Epit. .e–f  Maas  !� 
M��**�� Athen.: Blass
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(sequuntur  versuum fragmenta)

fr. C

col.? [I]�G�F� [Wϒ]G��>W���

metrum: dactyloepitr.
– – � � – � � – –
– � – – – � – – [ – � – – –D – E – [e – ] |
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�--– � – – e – D �-- e – |
– � � – � � – D ‖

 – – � – – – � – [– – E [– ?] |‖

�′ �6�. $�+/
��. [
 	��


C#�C����· 
�$$[. ��$/1�)++.� �� 	
��)�

����
�� ��/*K[� X�]��.�[� �� 	
�
(
.��
3*�� @�����

B  Y 
��+�/
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�[P
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���
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C  Maas  Snell  �� 	
� Maas
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(sequuntur  versuum fragmenta)

 [0� ����
� Barrett, �� J$)��
 Snell – Snell  Maas  ��W. [�]F vel
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fr. D

metrum: dactyloepitr.
– � – – – � � – [ � � – (– ?) e – D (–?)
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VICTORY ODES

ODE  : FOR HIERON OF SYRACUSE

. Hieron’s chariot victory at Olympia

The date is given by the hypothesis to Pindar’s First Olympian (Scholia  p.
Drachmann) as the th Olympiad =  . After Hieron’s death in
the following year, his son, Deinomenes, dedicated a splendid monument
consisting of a bronze four-horse chariot with charioteer, a work of the
sculptor Onatas of Aegina, and of racehorses with jockeys on either side of
it, made by the sculptor Kalamis (Paus. ..); the dedicatory inscription
on the base reads:

��� ���� ��	
��
� ��� ��������� ������ �����
��������� ��� ���!� ��"��	#�$�� %� %�
,

%��’ &'#��� �(%� ��� )*��������· ��+
 %� ��#�$	�
,�����#�$
 �����
 ��-�� �"��	����".

Hieron won his first Olympic victory with his racehorse Pherenikos in ,
which was celebrated by Pindar’s Olympian  and by B. , and his second
in , attested in the list of Olympic victors P.Oxy.   col.   for the
th Olympiad: ['��]���
 �"��	����" 	��$
; but the crowning glory was
his only Olympic chariot victory in .

Whether Hieron had travelled to Olympia in person to witness his char-
iot’s victory seems doubtful, as he is said to have been suffering from some
severe illness as early as , when Pindar, in his first Pythian, alludes to it by
	��(��� )������� (P..) and the example of Philoktetes (P. .–). The
scholia ( p.– Dr.) report, quoting Aristotle’s Constitution of Syracuse fr.
, that Hieron was suffering from a bladder or kidney disease (����"���),
cf. Plut. Mor. c .#��� ��� /%������, &'#��� %� ������ )�"�(��$���.
This information is clearly not derived from Pindar’s words; it must come
from an independent source and therefore needs to be taken seriously. Kid-
ney or bladder stones are painful, but they alone do not kill a man; there
may have been another, more serious disease which was to kill Hieron in
the following year,  .

If this is correct, it seems reasonable to assume that Hieron probably
knew about his condition and was aware that he might not have much
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longer to live. This could be relevant to the question why B. chose the story
of the Lydian king Kroisos’ calamity and salvation to be the centrepiece
of this ode, and why he made the parallel between Hieron and Kroisos so
obvious, for here the relevance of the mythical narrative to the person and
circumstances of the laudandus is made more explicit than anywhere else in
choral lyric.

. The myth

The story of Kroisos on the pyre, which B. tells in this ode, was not – or
not entirely – his own invention. That it was known earlier is attested by
the amphora of Myson in Paris, dated –  (Louvre G ; ARV

; Appendix no. ) which shows the king on a richly decorated throne,
holding his sceptre and pouring a libation, on top of a large pyre which
is being lit by a servant. The bearded king wears a chiton, and a wreath
on his head; he is not represented as a captive, but seems to be fully in
control. He is certainly not characterized as an oriental or barbarian king;
his dress and hairstyle look Greek. On the amphora, the servant’s name
is given as 0"�"��c. All these features match his characterization in B.
who seems to follow the same version as the vase-painter, Myson; the most
important element which they share is the king’s autonomous decision to
commit suicide on the pyre, and the absence of the victorious Persians
from this scene. It is Kroisos himself who orders the pyre to be heaped, he
mounts it of his own free will and orders the servant to set fire to it. In B.,
as on the Myson amphora, the king’s resolve to end his life with dignity
and before enduring slavery shows him in a heroic light; his gesture on the
amphora, where he holds the libation bowl in his right hand, suggests a
prayer, obviously not for his salvation but perhaps, on the contrary, for a
quick death (cf. B. . ����+� ���	�����).

The wife and daughters do not appear on the amphora. If they formed
part of the original story, the vase-painter may have omitted them in order
not to distract from the impressive figure of the king on his throne. Alter-
natively, they may have been invented by B. to provide a contrast between
their panic and despair and the king’s heroic but selfish solitude. In either
case it is evident that Myson and B. reflect essentially the same story which
contrasts sharply with the later version, first found in Herodotos (.–)
and repeated by many later authors (Xenophon, Cyr. .; Ktesias FGrHist
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 F ; Nikolaos Damasc. FGrHist  F ; Diodoros . and ., from
Ephoros?).

In Herodotos’ version, Kroisos has lost all visible insignia of royal power.
‘Indeed, this stripping of external goods is the prerequisite to the loss of
delusions and the acquisition of a truer . . . inward wisdom’ (Segal : ).
He is in fetters and at the Persians’ mercy; events are no longer controlled
by him but by Kyros, who orders the pyre to be lit, because he wants to
see whether a god will rescue his prisoner (..). In that situation Kroisos
remembers what Solon once said to him, and with a deep groan calls his
name three times. Kyros apparently believes this to be an invocation of
some god and enquires, through interpreters, whom he is calling, where-
upon Kroisos, after a long silence, tells him about his encounter with Solon,
for he had realized that Solon’s statement ‘With all things one must consider
the outcome; for having given a glimpse of happiness to many, god utterly
destroyed them’ (�	��#��� %� *�1 �����
 *�
����
 �1� ����"�
�� 	-�
���2
�����· �����+�� �3� %1 /��%#!�
 4�2�� 5 ���
 ������6�"
 ��#-
���7�, ..) applies to himself as much as it applies to all humans. Kyros,
too, understands the implication for himself and changes his mind, when
the flames are already licking at the edges of the pyre. This is the dramatic
climax of the scene. Kyros orders his men to quench the fire and to bring
Kroisos ‘and those with him’ (8��+��� �� 	�9 ��:
 ���3 8�����", ..)
down; when they fail to put the fire out, Kroisos invokes Apollo, remind-
ing him of the gifts he had sent him, with tears (%�	������, ..) –
his composure is gone, he is distraught as he sees the sudden glimmer
of hope which Kyros’ ‘change of heart’ (���(�����
) had offered him,
disappear.

Kroisos is saved by a god who puts out the flames with a sudden rain-
storm – on this, and on the reference to Kroisos’ gifts to Apollo, Herodotos’
version agrees with that of B. But while in Hdt. he is saved by Apollo alone,
in B. the whole scene is orchestrated by Apollo and Zeus, who jointly set it
in motion (�$��
 ���#[������
 	��]��� . . . 8��+��� . . . ;���!’ <������,
–) and jointly rescue Kroisos: Zeus quenches the fire, Apollo takes
Kroisos and his daughters away to the Hyperboreans (–).

In all other respects, however, the two versions are fundamentally dif-
ferent, especially in the way Kroisos is portrayed. It therefore seems very
unlikely that B. was the source of Herodotos’ story, which conveys the mes-
sage, familiar from Attic tragedy, that mortals learn through suffering (�(���
�(��
, Aesch. Ag. ). In fact, it appears that in the first half of the fifth
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century there was a tragedy about Kroisos which inspired the painter of
an Attic hydria of c. –  (Appendix no. ), the fragments of which
were published by Beazley  pl. (ARV .; cf. Page : –;
Snell : ). Its fragment A shows the upper part of a man in oriental
costume and a Persian headdress (	�%���
) with a staff in each hand; the
lower part of his body is concealed by a burning pyre (flames are shown in
red). The hand and wrist are also visible of a second man who is appar-
ently helping the first to rise. Fr. B shows part of the pyre, also with flames.
Frs. C, D, and E show other men dressed as Orientals, fr. E, moreover, a
young Greek flute-player ‘in the full-dress costume worn by �=�$��� on
the concert-platform, at athletic contests, or in the theatre’ (Beazley :
). Page convincingly concluded () that this scene represented a tragedy
of roughly Aeschylean date ‘on the fall of the royal house of Lydia’ and
() that it must be part of a trilogy on this subject, to which, presumably, the
fragment of a play on Gyges (P.Oxy.   = Pack ) also belonged:
‘In a tragedy of that period, the crime of Gyges and the Queen will not have
been left unpunished: there must have been a sequel, in which retribution
overtook them or their family; and the obvious end of the story was the fall
of Croesus’ (Page : ).

A ‘Lydian’ trilogy may well have been the source, or a source, of
Herodotos’ account. The source that inspired the Myson amphora and
B. is, however, difficult to identify. Nothing is known about an epic version
of the story; there may have been an early (Ionic ?) prose version, but no
author can be named. The earliest known author of >"%��	( is Xanthos
(FGrHist , ) in the late fifth century; earlier ones must have existed,
because Hdt. repeatedly refers to �? >"%�� for details of his account on
Lydian history (cf. Hdt. ..; ..; ..–; .., = FGrHist  F
–), but whether he is referring to oral or written accounts is disputed; see
F. Jacoby, ‘Herodotos’, RE Suppl. –. The first of those passages
where ‘the Lydians’ are quoted (�#����� /�� >"%��, ..) is the story of
Kroisos’ rescue after invoking Apollo, which happens to be one of the few
details in which Hdt. and B. agree (cf. B. .). This may suggest that a
prose version was in circulation in Athens at the time of the Persian Wars,
when this story would have been particularly relevant.

The message of the story is clear: as Apollo once saved Kroisos and took
him to the land of the Hyperboreans, so he will protect Hieron in his darkest
hour. It is possible that Hieron’s views on life after death, the judgement
of the dead, and the Islands of the Blessed were similar to those of Theron
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(cf. Pind. O. .–; see Zuntz, Persephone –; Graf : –; on the
close parallels between Orphic and Egyptian eschatology see Merkelbach
: – with bibliography). Whether or not Hieron shared these Orphic
views and was hoping to be taken to the Islands of the Blessed, it is obvious
from the way B. tells the story of Kroisos that he expected gratitude and
help from Apollo in the face of death. If Hieron was conscious of death
approaching, this story – as well as Apollo’s advice to Admetos (–)
and the prospect of lasting fame after death (–) – will have had a very
personal significance for him.

. Structure

The formal structure of this victory ode is simple. The mythical narrative,
i.e. the story of Kroisos on the pyre, forms its central part in  lines;
it is preceded by a relatively brief first passage of praise for Hieron and
his victory (–) and followed by a longer second praise passage (–).
Its parts, however, are constructed with great skill in such a way as to
reveal a number of formal and conceptual correspondences between their
individual elements, as the following analysis will explain.

The first part begins with an invocation of Kleio, the Muse who is most
closely associated with praise (	������, cf. Hes. Th.  and ) and fame
(	�#�
). The first stanza, while formally distinct and characterized as a
���������, is at the same time part of the first praise because it mentions,
in ���"����%����"
 &'#����
 @���"
, the three most important data of the
epinician ‘programme’: the place of the victory, the victor’s name, and
the contest; the fourth, the name of the victor’s father, is added in the
antistrophe (,�����#���
, ). The first strophe and antistrophe consist of
one sentence each, showing parallel structures in that each invokes two
goddesses (Demeter and Kore, Nika and Aglaia), then the victory and the
victor; they are linked by the last word of the strophe (@��[�]"
, ), which
is the subject of the antistrophe, thus achieving a smooth transition from
the prooimion to the first praise.

There is also a conceptual link between the first three and the last
three verses of the ode: the verb of the first stanza, A����, recurs in the
sphragis at the end (/��
���, ); also, the request addressed to Kleio to
praise Hieron’s horses is echoed by the statement at the end that the Muse
‘nourishes’ (��#;��, ) the fame of victory through the poet’s song (*(���,
); the poet’s epithet, ������B���", echoes the Muse’s, ��"	�%��� ().
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These verbal and conceptual correspondences form a kind of frame for the
ode.

The first epode begins with a statement (���$�� %� �[��
, ) which,
though formally still part of the description of the chariot race, introduces
a new element which will form the transition to the second part of the
first praise, i.e. the reaction of the spectators, or more generally the public.
While line  refers to the spectators of the race at Olympia, lines –
focus on the people of Syracuse and the public of the present performance.
In between, and right in the middle of the first praise passage, stands the
comment on the victor: C �����"%����� ��
� (), to whom Zeus has given
power and who has used his wealth wisely. These two motifs, ‘power’ and
‘wealth’, relate to Zeus and Apollo who will then come into focus at the
beginning and end of the mythical narrative, and again in the second praise
passage, see below.

The transition from the first praise to the mythical narrative is made
by the gnome ���� �[��]� ��
 ����D6#�� (–), which is echoed by Apollo’s
advice to Admetos (–). Both statements relate to the myth of Kroisos,
which provides a particularly close parallel to the victor, Hieron.

The narrative section (–) has a symmetrical structure, analogous
to the ode as a whole, its central part being Kroisos’ speech (–), which
is preceded and followed by the wailing of the daughters (– and –).
The ‘frame’ of the Kroisos story is provided by the double intervention of the
gods, which also shows a symmetrical structure in that Zeus’ destruction
of Sardis (–) is matched by his extinguishing the flames of the pyre
(–), whereas Kroisos’ rescue is attributed ‘proleptically’ to Apollo (–)
and then presented as his transfer to the land of the Hyperboreans (–).
The gods’ intervention is thus neatly shared between Zeus and Apollo, and
this is reflected in the prayer of Kroisos, who first addresses the ‘almighty
god’ (/�#�2�� %�+���, –) before he names Apollo (). It seems likely
that in the original version of the story Apollo was the dominant figure on
the divine level, as he is in Herodotos’ account, and that B. has reduced his
role in order to give prominence to Zeus, who appears at the outset, in the
centre and at the end of the story. This change was evidently dictated by
the occasion of the ode, because the poet wanted to highlight the parallel
between Kroisos and Hieron, whose Olympic victory was won in the games
dedicated to Zeus.

The second praise passage, which occupies the last part of the ode,
falls into three sections of unequal length. The first (–) takes up the
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themes of ‘power’ (Zeus) and ‘generosity’ (Apollo) from the first praise
(–), but in reverse order, thus creating another symmetrical ‘frame’ for
the narrative section. It is followed by a series of general statements or gnomai

(–) which develop the idea that in view of the precariousness of the
human condition, ‘godfearing deeds’ (in this context: generous donations to
temples, such as Hieron’s dedications to Delphi, and festivities in honour
of the gods) yield the best ‘profit’ (	#�%�
), being, so to speak, the most
profitable investment (–). This is presented as a conclusion from the
Kroisos story; it is also in line with the statement which introduced it,
concluding the first praise (–). This idea (‘generosity towards god pays
dividends’) thus provides the link between the first praise and the narrative
section, which it connects with the second praise (–), from which it
leads on to the final section (–). Here it is presented in direct speech,
as Apollo’s advice to Admetos, rather like the quotation from ‘Hesiod’
in .–: both quotations introduce the final dedication to the victor,
Hieron.

The last triad contains the final section (–) which falls into two
almost equal halves, the second of which ( &'#��� . . .–) recalls the
prooimion through verbal repetitions. The two halves correspond in that the
first combines the idea of wealth and generosity with that of lasting fame,
which the second half then applies explicitly to Hieron. Here, too – as
in the prooimion – the poet’s skill in effecting smooth, ‘gliding’ transitions
can be seen at its best: the final sequence of statements moves smoothly
into the final sphragis; the ode, which the chorus had requested from the
Muse (A����� ��"	�%��� 8���+, ) is here called the ‘gift’ (*(��
, ) of the
‘honey-tongued Kean nightingale’ (������B���" . . . 8$E�
 �$%���
).

. Metre

Among the extant odes of B., this is the only one that combines an
aeolic/iambic strophe with an epode in dactyloepitrites. (There is only one
other example of such a combination in Greek choral lyric, Pindar’s O. .)
The strophe ends with F-– F F – F – –, a ‘hipponactean’, and the epode begins
with F-– F F – F F – –, which at first appears as a slight variation ( F F for F )
of the preceding ‘hipponactean’. But the following lines of the epode may
be interpreted as dactyloepitrites, so that its first line will also be described
as dactyloepitritic, i.e. as F--D– rather than ∧pherd. However, lines – of the
epode may also be analysed as ‘iambic’ (i.e., cr ia ‖ cr ia ia ‖ cr ia cr
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ia ‖|), so that the transition from the end of the epode to the first line of
the strophe (ia ba ‖) is not marked by any abrupt change in the metrical
character. There is, however, a difference between strophe/antistrophe and
epode as far as the rhythm is concerned: lines – of the epode contain
no double brevia (apart from two cases of resolved longum, <�"([�]�� 
and G��� ), their rhythm therefore appears to be slower and weightier,
almost solemn, and this seems to be in keeping with the content of each of
the seven epodes:
ep. address to Hieron, who received power and wealth from Zeus,
ep. Zeus destroys Sardis (beginning of narrative section),
ep. Kroisos’ invocation of Zeus and Apollo (central part of narrative

section),
ep. Zeus extinguishes the flames (dramatic climax),
ep. address to Hieron, who has wealth and power from Zeus,
ep. Apollo’s advice,
ep. address to Hieron and sphragis.
In other words, each of the epodes either addresses Hieron, or refers to
Zeus, Apollo, or both. The poet seems to have adapted the words to the
rhythm of the music, not the other way round.

– B. likes to begin his victory odes with invocations of the Muse or
Muses (as he does in  and ), to the Graces (), Phema ( and ) and Nika
(). The Muse Kleio may also be addressed in .. Her name implies her
function (	������, see West on Hes. Th. ), which makes her particularly
relevant to encomiastic poetry. In AP .. she is even credited with
the ‘invention’ (�H���) of choral lyric: 8���I 	����*���" 	��(�$
 ����$%#�
����
�.
 ���������	�
 ����
���: the compound is found only here; it may
have been coined by B., like �������(��� (.) and �������	

 (.),
which are also ���! �J�$�#��. Sicily is praised for her abundance in grain
by Pindar (������������ �=	(���" *����
 ��	����� ������� N. .–,
cf. �����	(���" ��	����
 fr. .– and �=	(����� ����
 P. .) and
Aeschylus (�-
 	����	(���" ��	����
 Prom. ).
 ����������: goddesses are often called ‘violet-garlanded’, cf. B. .
and Theognis  (the Muses), h. Ven. , h. Hom. . and Solon .
(Kypris), B. . (Thetis); this may suggest that the compound originated
in cult poetry.
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– ���� . . . �		�
�: chariot horses tend to be stallions on vases and
in sculpture, but mares in poetry. In Homer, however, both sexes compete
in the funeral games for Patroklos (Il. . and  stallions,  mare
and stallion,  and  mares); ‘this . . . is a question not of sex but of
<grammatical> gender (cf. esp. Soph. El., where Orestes’ team are fem.
in the pl. (f., f., f.) but its members masc. in the sing. (f., )’,
Barrett on Eur. Hipp. . It is not clear why and how this convention has
developed.
– The formal correspondence between the first strophe and antistro-
phe is close: both name two goddesses, then refer to the victory and the
victor ( � �[�"�]���%����"
  ≈ [���;(��]� 	"�-��� ); the connecting
link is the horses, which are the object in  and the subject of –.
 �����]�� (or 4��"�]��): Kenyon preferred ������� on account of
the Pindaric parallels (O.., I. ., Pai. .), but cf. B. . ���
 �#��

K��������, of Hieron’s racehorse Pherenikos.

���: ‘the explanatory particle . . . is a characteristic not only of prayer
hymns . . . but also of hymns of praise’, Bundy, Studia Pindarica , who also
refers to B. . and Pind. O. ..

��� �	������ �� �����: the epithet implies that Victory grants
‘supremacy’ (/���#*���) over competitors. Instead of giving a vivid picture
of the race, as he does in .–, B. quite briefly stresses the superiority of
Hieron’s horses. The sequence L�	� – <���E� points to the link between
the victory and the splendour of its celebration, which is also implied
in the statement at the end, ��(!�[���] %� �M �= ;#��� 	���[�� ��]��(
–.
 ���
!����: only here and ., also of the Alpheios river. Three of B.’s
compounds beginning with �=�"– are not found in other authors (�=�"%�N
��
� �=�"(��!� �=�"��;

).
– ,. ����"���

��� #�$��� %
&��� �. [���� �������]� �
�'��� ‘they made
Deinomenes’ son prosper, so that he won garlands’; the construction is not
acc. + inf., but ���#��� + double acc. (4�2��� is predicative) and consecutive
inf. depending on 4�2��
. For examples of consecutive infinitives depending
on adjectives such as this, or )���
%���
� ?	���
� ��+�
� �O�
 �� etc., see
Schwyzer  ; a close parallel to this construction is Pindar’s statement
in P. .– that Apollo took Kyrene ���� ��� . . . �-	� %#������� *����

P�6�� ������" ������ . . . �J	�+� ‘where he made her mistress of a land . . .
to inhabit the . . . root of the third continent’.
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 ���$�� !( 
[�)� * – –: Blass’ supplement ������� is based on .
&0��(��� %� ���. [��]���� 	�	���, cf. Il. . )�9 %� Q����� %-��
 �������.
Another possible supplement is Jebb’s �������
, cf. Pind. P. . R"!�� . . .
%������ SJ
��
 �������
 (‘amazed’, when Jason managed to yoke the
bulls). B. refers to the spectators’ reaction to the victory in . 2�3� T��"��
����, following a detailed description of the contest; there, too, it is an
element of the victor’s praise.

– + �����
!��"[�� ,�-�] . . . ���	���� ������: is this passage (a)
a comment by the chorus and/or the poet, or (b) by the admiring crowd?
Line  might well serve as a formula introducing direct speech, for which
[Hes.] fr.  would provide a close parallel. However, the calm description
of the victor in lines – (U
 . . . ��*I� . . . �V%� 	��.) is very different
from the noisy applause suggested by line , and lines – obviously refer
to Syracuse where Hieron’s success is being celebrated, which would seem
odd if the preceding passage – were set at Olympia, in direct speech,
as Führer, Reden  has pointed out.

 	��. /$���: again and again the poet emphasizes the roles of Zeus
and Apollo: Zeus has given Hieron power, to Apollo Hieron has sent rich
gifts (–), and this is reflected, in reverse order, in the second praise (–
) which completes the ‘frame’ around the story of Kroisos on the pyre;
on its structure, see above, pp. –.

 	
��������� 01

���� ����� ‘the privilege of ruling over the great-
est number of Greeks’; Kenyon drew attention to the language of the Greek
envoys to Gelon, Hieron’s elder brother and predecessor, in Hdt. .
��+�( ��� �-
 &0��(%�
 �=	 )��*���$ �#��� W�*���� �� ��	����
. The epi-
thet, ��������*�
, is found only here, although it occurs as a personal
name in Hdt., Thuc. and later in inscriptions and papyri.

– �2!� . . . 	
�3��� "4 . . . ���	����: a variation of the ‘generosity’
motif, on which see Bundy, Studia Pindarica –. Pindar, too, stresses the
need to use wealth in order to secure fame, especially in victory odes for
chariot races, cf. N. .– and I. .– and the parallels collected by
Bundy –. This motif recurs at the end of the ode where B. says that
Hieron has displayed ‘the most beautiful flowers of wealth, and when a
man has prospered, adornment is not brought him by silence’ (–).
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"�
�"����5: only here and in the word-list P.Hibeh  . = SH ,
presumably from this line in B. (but cf. also Hymn. Is. – ���(�;���� ��
2��#���� . . . ;"��	(�). Darkness (�	���
) is seen as wearing a black cloak;
this is simply a metaphor for ‘silence’, ‘being ignored’ or ‘forgotten’, and
has nothing to do with a shroud, as has been suggested (Townsend :
), for a ;X��
 used as a shroud is white, cf. Il. ., Od. .; the
law on burials IG  .. requires �([��]�� ��� ������� )� )�[�]���[�

��]��9 ��"	�+
, cf. Andronikos, Totenkult .
– &���� . . . ,�
���: these two lines complete the description of the
celebration in Syracuse; 2����� + dat. = ‘to teem with’, + gen. = ‘to be
full of’, as in fr. . �"������� . . . 2���������"��� (on the meaning of
��"���, see on .).
– 
�"	�� !(�) . . . 	������ ���3: this answers  2���� �#�, mark-
ing the change of venue – the golden tripods are at Delphi, outside the
temple. The bases of tripods dedicated by Hieron and his brothers are still
in situ on the terrace near the entrance to the temple, c.  metres to the
north of the altar (see Homolle : –; Courby, La terrasse du temple

–; Amandry : – has seen that the base dedicated by Hieron’s
elder brother Gelon (from the spoils of the Deinomenids’ victory over the
Carthaginians at Himera in , = base A) cannot have carried a tripod but
probably a bronze column which supported a plinth, or a capital, which in
turn formed the base of a Victory with tripod. As Theopompos (quoted by
Athen. .f.) states that Hieron’s monument was ‘similar’ (��� %� &'#����

�3 G����), it seems at least possible that his base (B) also supported a bronze
column which carried a golden Victory statue and a tripod. The two bases
are on the same level and closely aligned to one another; although their
diameters differ slightly (base A: . cm, base B:  cm), the two mon-
uments may have been of approximately the same height. That Hieron’s
tripod and Victory were made of pure gold ()! ��#;��" *�"���) which
his agents had acquired at Corinth is also attested by Theopompos (Athen.
.a–b); cf. Diod. ...
 �	) "��"��
��6� is usually translated as a dative of attendant cir-
cumstances (‘with flashing light’), but this seems unlikely: Kenyon rightly
pointed out that ‘it seems better to make �����%�� dependent on ���N
���"��+
 than on *�"��
, since the former would stand rather awkwardly
by itself ’; his translation (‘the splendour of gold flashes forth from the radi-
ance of the . . . tripods’) implies that ‘under’ the quivering gleam of the
tripods which are reflecting the sunlight, the gold shines forth: the image
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would be similar to those evoked by Philostr., VS .. *�"��� 7-���
������� ���"��%��$� /��"�(6�� and Oppian, C. .– �"������
 |
K;�����9 *�����+��� /������2����
 K����+
, cf. Ap.Rhod. .–
;���� . . . �����������"��� | ��� . . . �����X��� (see Campbell : ).
 �7�!��!�
���: not ‘deep-chased’ (Kenyon), as compounds begin-
ning with /7- tend to suggest something high or tall; so here perhaps ‘high
and richly wrought’ (LSJ). Alternatively, it may mean ‘decorated at the top’:
large bronze vessels, at any rate, of the late sixth and the fifth centuries tend
to have sophisticated decoration, such as separately cast figures or friezes,
on the shoulders or neck; the most spectacular of these is the crater from
Vix, now in Châtillon-sur-Seine (Joffroy, Le trésor de Vix; Richter, Handbook of

Greek Art –, figs.  and ; Appendix no. ) see also the two craters
from Trebenishte: Joffroy pll. –.
– ��)� �[��]� ���: the repetition was common in ritual invocations,
cf. Diagoras PMG ., Aesch. Th. , Eur. HF  and Andr. ;
Hsch. �  ���
� ���
Y Q��
 Z�� G�� 	��(�*����� ����
� �#���� ���� )��;$N
��6��#���
.

,�
�58��9 = ����D6#��· 5: synekphonesis, as in Sappho . [�(�N
�R����
 = [�(�� �R����
, cf. Schwyzer  –; Lobel, ���;��
 �#�$
p. lxii.
 :������ %
&��: this kind of partitive genitive recurs at . and
–, cf. Eur. fr.  ��� �3� ������� G%� W�����
 �����+�� �#*�
 �/��+�.

– The narrative section centres on the story of the fall and rescue
of Kroisos, which B. presents as a close parallel to Hieron’s relation with
Delphi. On its structure see above, p. .
– ;	�� 	��� . . . ��
�<= �	�

��: the account of Kroisos’ fall and
rescue is presented as illustration of the statement that to honour god is
the best <guarantee of> prosperity (4�2�
). The events are set in motion
by Zeus and Apollo, who also bring them to a conclusion (–), Zeus
playing the more active part, while Apollo protects and eventually removes
his protégé.
– !�"���		�
 >
!���: the compound stresses the parallel between
the king of ‘horse-taming Lydia’ and Hieron’s ‘hippic’ victory. The Lydians
were famous for their horsemanship, cf. Mimn. . >"%�� ?����(*��
and Hdt. .. who says that in the time of Kroisos there were no better
fighters on horseback in Asia Minor than the Lydians.
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– >
!��� ,�������� . . . ?��6���: this type of anticipated apposition
occurs several times in Solon, cf. .– ���� \%�
 . . . �=�����, .–
]�����
 . . . Q���� Q*����
 | J$����, . 	����� )�#��� [�%
�.
 /$�)� ��
�[������� ���]���: 	��]��� (Weil) would be Zeus’ ‘deci-
sion’ to destroy Sardis, cf. Aesch. Ag.  )� ���� 	����� (the destruc-
tion of Troy), Pindar, fr. b. ������� );#������� *������ ��
	�����. ��]��� (Sandys), which might fit marginally better into the lacuna,
would imply the notion that Kroisos’ fall was vengeance for Gyges’ crime
in the fifth generation after him, counting inclusively: )��+�� ^ ]"��$ _

&`��	���%$��� ����
 a!�� )
 ��� �#����� �������� .���� Hdt. ..,
cf. ... Whether B. was aware of this version is uncertain, and Kenyon
pointed out that ‘as Croesus is here set forth as a favourite of the gods, it
is perhaps more appropriate to represent him as suffering from the fate of
Zeus than from his vengeance’.
 ��
��. [���� ‘of the golden (lyre)-strap’? The meaning of this com-
pound was controversial; Schol. A on Il. . claims that the strap
(����
�) could hold either Apollo’s quiver or his lyre, but not a sword,
‘for the god is pure’ (b���
), and quotes Pindar’s fr. c where the epithet
is given to Orpheus, supporting the meaning ‘of golden (lyre-) strap’. Cf.
Janko on Il..–.
– 	�

![���
�]�. . . . ![�

���]��� ‘tearful slavery’. The thought
that death is preferable to slavery (also in Eur. fr. ) is a variation of a
topos, common in tragedy, that ‘it is better to die than to live miserably or
ignominiously’; many parallels have been collected by Pearson on Soph.
frs.  and , to which Ion PMG  = TrGF   F  can be added.

#��: in addition to the loss of his kingdom and the destruction of
his city.
 ��
�. [�]������� 	. [��	����]��� ��[
@� ‘in front of his bronze-
walled courtyard’. Many mythical palaces have bronze or bronze-clad
walls, like those of Hephaistos (Il. .–), Alkinoos (Od. .),
Aiolos (Od. .–), or a bronze floor, like the *��	�2���
 %� of Zeus
(Il. . etc.), also of Alkinoos (Od. .), cf. Pindar, Paean .– (on the
third temple at Delphi) and Antimachos fr.  Wyss (<�(�� �(�����).
– :
�. [����] . . . !
��"����� ‘wailing inconsolably’, cf. Od. .
���%�
 W������ K%������. B. seems to use the adverb in the sense of ‘woe-
fully’, in accordance with the epic formula �#���
 W������ (Il. .;
Od. .; .; Hes. Th. ), not with the etymology (‘unforgettable’,
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������
���
 Schol. Od. ., cf. Schol. bT on Il. .). Hesych. � 
combines both meanings (��(����
· ������
����
� *�����+
� %����+
).
The wailing of the daughters, here and in –, and their helpless gesture
(see –n.) form a contrasting frame around the defeated king’s defiant
and heroic speech (–).
– ����� . . . ,�����: raising both hands is a typical prayer gesture,
quite distinct from stretching out one hand (.n.).
 �	��[&�]� !�6"��: Zeus, the ‘overwhelming power’, who has imple-
mented the fate of Sardis (–); certainly not Apollo (so LSJ s.v. /�#�2��
),
who is referred to in .
– According to Hdt. ., Kroisos sent his fetters to Delphi and
enquired ‘whether the Greek gods were in the habit of being ungrateful’;
the Pythia’s response was that it was ‘impossible even for a god to escape
the apportioned fate’ (.). This kind of indignant question is also found
in tragedy: Aesch. Cho. –; Eur. Tro.  ��� %�<�������
 �����;
 =A

�[�]�� !�"��: Hdt. . mentions Alyattes’ palace and his trea-
suries. The American excavations at Sardis have uncovered what could be
part of the supporting terraces of the Lydian royal palace; cf. Hanfmann
: – and pl. ; id., Sardis – and figs. –.
– [��
��]!���� B����
��: the river Paktolos (Sart Çay�) was
famous for its gold dust washed down from Mt.Tmolos (Boz Dağ�); cf.
Bean, Aegean Turkey . Soph. Phil.  calls it �c*�"��
, cf. Hdt. ..
– ,����
��� �
��6��� . . . :������: even though Xenophon claims
that Kroisos persuaded the victor, Kyros, ‘not to loot the city nor to take
away children and women’ (Cyr. ..), this is probably due to his tendency
to idealize Kyros, rather than to historical fact. In B., by contrast, Kroisos’
graphic description of the catastrophe that is unfolding before his eyes
echoes the experience of Homeric heroes whose city is sacked: ‘they kill the
men, fire consumes the city; others lead off the children and the deep-bound
women’ (Il. .–).
 The papyrus reads �� ������� % [�*]����"�;���: the %� is against
the metre, as is the ��� above the line; both have to be deleted. The scribes
are often puzzled by asyndeta and instinctively insert particles, particularly
%� or �� ; ��� was added by A , presumably off his own bat, in order to
clarify the sentence. Both additions, apart from being unmetrical, destroy
the grandiose pathos of this speech which comes exactly at the centre of
the mythical narrative; its last line is the capping climax to a series of
short, almost breathless, asyndetic statements. What matters to the poet
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here is not so much the dramatic build-up and climax of events (the sack
of Sardis or Kroisos’ rescue would have made a very effective climax), but
the increasing intensity of the king’s despair, and his heroic resolve to face
death with dignity, rather than slavery (cf. –).
 C&[��]&���� ‘soft-stepping’: only here and Aesch. Pers. , also as
a noun (b2��2(��� are the old Persians who form the chorus). As B. may
have been in Syracuse at about the time of the play’s second performance
there at Hieron’s request (cf. Schol. on Ar. Ran. ), it is conceivable
that he witnessed that performance. If so, he may have borrowed the word
for the Lydian attendant (whose name is 0c�"��
 on Myson’s amphora,
Louvre G ).
 <�
���� !�"��: similarly, Pindar calls the pyre on which Koronis is
cremated a !������ ��+*�
, P. ..
– #�. [
�]��� . . . ��6��� #&�

��: the daughters wailed as they
mounted the pyre (–), but now, as it is being lit, they ‘shrieked and threw
up their hands to their mother’, a touching gesture which contrasts sharply
with the king’s heroic composure. As the daughters and their mother do
not appear on the Louvre amphora, it seems possible that they were added
by B. for the sake of contrast. Alternatively, one might assume that Myson
left them out lest they should detract attention from the majestic figure of
Kroisos.
– D �.� 	�����4� . . . ����� ‘the death that is seen coming is
the most hateful to mortals’. Prometheus had taken the foreknowledge
of their own death away from humans (Aesch. Prom. , cf. Plato, Gorg.
d), which was one of his benefactions to mankind. The opposite view,
that misfortune is easier to bear if it has been seen approaching, is first
found in Euripides’ fr.  N (also quoted by Plut. Mor. d and trans-
lated by Cicero, Tusc. ..–) and Aristotle, NE .a–, and (from
Aristotle?) by Ach.Tat. . and Heliodoros ..
– !����3 	
�)� 
�"	�)� . . . ["�]�. �� ‘the bright strength of the
grim fire’; the phrase may have been inspired by Homer’s description of
Chimaira, Il. . %����� ��������"�� �"��
 �#��
 �J���#����.
– /��� . . . �&���
�� <���.[� �
��� ‘Zeus . . . quenched the yellow
flame’. Zeus’ intervention (the fall of Sardis) had set in motion the dramatic
action (–n.) which is now coming to its conclusion. In Hdt. ., by
contrast, the saving rain-cloud appears to be sent by Apollo in answer to
Kroisos’ prayer. B. is careful to make Apollo and Zeus act in tandem, for
reasons discussed in § above, p. .
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– :	����� ��!(� . . . ������ ‘nothing that the planning of the
gods brings about is past belief’, cf. .n. In Pindar, this topos func-
tions as a transition from the mythical narrative to the victor’s praise
(P. .–; P. .–) or vice versa (N. .–), whereas B. uses it
as a dramatic climax, both here and in .–. Cf. also Sem. . ��:
 . . .
���$�� G	$� �#��� and Thgn.  ���9 %� 	��3 �;#����� �(��� �������
����.
 This is the only case of living mortals being taken to the ‘Land of the
Blessed’ (Jebb). For B. and Pindar, the Hyperboreans were a kind of blessed
people, and their land, thought to be somewhere in the North, a kind of
�`������ ��%��� (Od. .–) or ‘Islands of the Blessed’ (Hes. Op. –)
where Zeus settled dead heroes. The idea of Kroisos’ and his daughters’
rescue by Apollo may have been inspired by Stesichoros, who made Apollo
take Hekabe to Lycia (Paus. .. = PMG ).
 ;� ,������ . . . B. [
�]E: the adjective (‘holy’) is usually given to
places dedicated to the cult of a god, such as Delphi, as in Od. . and
Hes. Th. .

<,�>�	�"7� ‘had sent up’. Herodotos says ��#���7� (.–), ‘the
fitting word from a Lydian point of view, as ��#���7� is from that of a
Greek’ (Jebb). The verb provides the cue for the second praise passage
(�#�7�� ).

– The second praise passage; on its structure, see above, pp. –.
– F��. [�] <��> "(� 01

�!= #��
���G [�]H��[�] . . . &���I�: neg-
ative superlatives are not uncommon in epinicians, cf. B. .– (‘no-one
among the Greeks . . . won more victories’), Pind. O. .–, P. .–,
N. .–, also in B. fr. C.–. On adversative �� �#� see Denniston
–; of all people Kroisos had sent the most generous gifts to Delphi,
and of all Greeks it was Hieron. The point here is not a distinction between
Hellenes and non-Hellenes (Jebb), but the parallel between Kroisos and
Hieron (see above, pp.  and ).
 J "�����$��̄ 0 0K����: the hiatus before &'#��� is paralleled at , where
the name stands in the same position in the verse; similar hiatuses before
names occur in B. . (�=*#�� � '�����) and in . (���������� d02���). The
lengthening of –�� is strange; cases like %��"· �̄��� (.n.) or %����̄· Q�����
(.) are not comparable because there the lengthening of the vowel can
be accounted for by assuming ‘duplication’ of the following consonant.
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 ��
���: the golden tripods dedicated by Hieron and placed on the
terrace on the east side of the temple; they have been discussed by Amandry
: – and Krumeich : –.
– Formally, this sentence is the inversion of the preceding one: ‘no-
one of those who dwell in Greece . . .’ >< ‘anyone who does not fatten
himself on envy’. For the ;����
-motif, see .–n.
 	��������: the correction (from ��������) by A is confirmed by the
scholion P.Oxy.  (pap.M) fr. . The image is also used in a negative
sense by Pindar (P. .– and N. .) and in TrGF  fr.  �J��� ����
 ���
�e
 �� 2��	������ ��#;�� ‘there are some now who feed on malice’.
 [. . . .]��
 . . . L���: Nairn’s [!���]��" is the most likely supplement,
cf. Pind. N. .– where the addressee’s hospitality and fondness for music
are praised in similar terms; see Bundy  nn. and .
– The lines are paraphrased in the commentary P.Oxy.  (pap.M)
fr. .– where );]
�����. [4��]�
 (line ) refers to );(����� ; lines –
[%"]�.��3 )����� [c.  letters] G�� K����*��[���
 5 2��
 ?] must therefore
paraphrase , which may suggest reading [	����]� �	����{
} there (cf.
Lloyd-Jones, :).
 &���[�� ;���� ��E� (Blass) or 2��*[: �3� �� ������� (H. Fränkel);
in any case, the phrase seems to be meant as an explanation of the preceding
statement.
– 	���]�

�
���� != ;
	M� �	[�
��� �]�$"� | [;��"]����� ‘winged

hope undoes the thinking of mortals’, paraphrased in pap. M fr.: ^
����[����� )��9
 %�]�.;������ �� [��� ����B��� �]�.$��. The verb para-
phrased by %��;������ may have been /������ (Snell), cf. Il. . /�#�"��
�#��
. The idea of the dangerous seductive force of ‘hope’ recurs in Thuc.
..
 *-–].′
. �� (or ].′!. ��): the only convincing supplement so far sug-
gested is [f	�2]�.�.�
 (Jebb). This seems to be a reference to the ‘Sayings
for Admetos’ (<%�
��" �����), a collection of maxims supposedly given
to Admetos, the son of Pheres, by Apollo when he was in the service of
the Thessalian king, cf. Pherekydes, FGrHist  F . They may have been
similar to the ‘Teachings of Chiron’ (g�����
 /���-	��, [Hes.] frs. –);
some Attic drinking songs, one of them ascribed to Praxilla (PMG ), also
refer to ‘sayings for Admetos’, cf. Bowra, Greek lyric poetry .
– ����)� �

�
N��� . . . ��
�6� ‘since you are mortal, you must foster

two thoughts: that tomorrow will be the only day on which you see the sun’s
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light, and that for fifty years you will live out a life steeped in wealth’. This has
a close parallel only in Epicharmos: _
 ���:� 6
��� *����� *[
 K������
�A��
 %������ ‘think as if you would live for a long time and for a short
while’ ( Kaibel = CGF   p.; cf. also Stob. . .). B. may have
borrowed the statement either from a collection of ‘sayings for Admetos’
(see n.), or from Epicharmos: this could then be another example of
an intertextual reference in an ode performed at Syracuse to poetry that
must have been particularly well known in Sicily, like the Homeric Hymn

to Demeter (see .–n.). The formal function of this quotation is similar
to that of the quotation from Hesiod in .– in that both provide the
transition to the final section; both odes end with personal references to
Hieron.
– F��� !�I� . . . ���!��� �	������� ‘gladden your heart by doing
righteous deeds, for this is the highest of gains’. These lines clearly form
part of Apollo’s saying, as they are the conclusion to be drawn from the
preceding lines; cf. – above, where ���� ���� ��
 �����6#�� follows in a
very similar manner, also as asyndeton, the description of Hieron’s tripods
at Delphi.

F��� ‘righteous deeds’, such as generous offerings to the gods, and
�c;����� �"��� ‘gladden your heart’ anticipate  �=;������ %� 5 *�"��

in the sense that the offerings and festivities, paid for by Hieron, will be ‘a
good investment’.

– The last triad falls into two parts of almost equal length: –
��[#;��] are a series of general statements which prepare the way for the
final address to Hieron and the personal dedication of the ode by the poet.
The two halves of this last triad correspond in that the second (–) is the
specific example, i.e. Hieron’s victory and hence his fame in song, which
illustrates the first; the series of gnomai (–) is capped by the vocative
&'#��� (), a ‘name cap’ in Bundy’s terminology (Bundy  n.), just as
the second is capped by the reference to the poet, the ‘Kean nightingale’.
Hieron’s name is in the same position here as in the first stanza (), thus
linking proem and conclusion and presenting the last sentence (��
 /��
���)
as the fulfilment of the prayer to the Muse (A���� . . . 8����+, ); see n.
The implication is that the ode is inspired by the Muse, Kleio, and will
guarantee Hieron’s fame. This assertion is no less proud than Ibykos’ final
statement in his song for Polykrates: ‘And you too, Polykrates, will have fame
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forever, as far as poetry and my reputation can ensure it’ (PMG .–);
cf. Barron : – (translation: p. ).
– The meaning of this sequence of gnomai has eluded most scholars.
The argument of the passage moves between opposites in three stages: (a)
heaven and sea are eternal, (b) joy and youth are transient, (c) only fame of
achievements, ‘nourished’ by poetry, will last. Its first three lines (–) may
‘copy Pindar’s abruptness, and his splendour’ (Jebb, with reference to the
famous opening lines of Pindar’s first Olympian: ‘Best is water, while gold,
like fire blazing | in the night, shines preeminent amid lordly wealth. But
if you wish to sing | of athletic games . . .’). Pindar’s ode was performed at
Syracuse in ; it is, of course, possible that it was known to B., but it does
not necessarily follow that his verses are an ‘open imitation of Pindar’,
as Jebb thought. In fact, B. introduces different elements (�=;�������
�-��
/a2�), and those he shares with Pindar he uses differently. For him,
the heavens (�J�
�) and the sea stand for the everlasting and unchanging ele-
ments; gold is not the best part of wealth, as in Pindar, but ‘joy’ or ‘festivity’
(�=;������) – it is this statement which has always caused problems. Most
commentators have taken gold, together with heaven and sea, as an eternal
and incorruptible element (cf. Thgn. –; Sim. PMG .) and there-
fore �=;������ as ‘a joy forever’ (Kenyon, Jebb), ignoring the fact that gold,
here as well as in Pind. O. .– and O. ., stands for wealth, and wealth
is never considered as something stable and unchanging; on the contrary,
wealth is often thought of as something short-lived and very precarious,
cf. Solon  = Thgn. –; Hes. Op. –; B. .–; Eur. El. –,
Phoen. –, frs.  and  N . In B., gold ‘is’ joy (�=;������ = h�
��
 �=;��������), something quite different from the eternal elements; it is
in the same category as ‘youth’ (a2�) which will not last and, once gone,
cannot be retrieved. The only thing that will last is ����X
 ;#���
, ‘the
light of excellence’ (–), which lives on in song.
 �����

����� �
���. ����� ‘I say what will be intelligible to one
who thinks’. The formula with which B. announces his statements is
a variation of Il. . �J%���� c��� )�#�, cf. Pind. P. .; Aesch.
Supp. , Ag.  and , Prom. –. In all these passages the meaning
is ‘you know already what I am going to say’, whereas B. says ‘you have
to reflect on what I am going to say’, i.e. the implication of his words will
not be immediately obvious to all, but Hieron will understand them (see
.–n.). Pindar also emphasizes that his words are meant for those who
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can think (O. . ;��(���� �"����+���); cf. Theocr. . and the ‘riddle’
stele from Egypt, Sammelbuch  . �"��#��� �#�� �#���� ��.
– &���� . . . ���-�: .–n.
– 	�
�)� . . . �'���: a common formula, cf. B. fr. .–; Pind.
I. .; Thgn. ; Eur. Supp. , etc.

	[��]���� ‘passing by’, i.e. retrieve youth instead of enduring ‘grey’
old age; for this usage, cf. Eur. Alc.  ����9
 �� ��������: Admetos
‘passed by’ the death that was destined for him.
 �� "]��: examples of adversative �� �#� in Homer and lyric poetry
(‘however’, corresponding to �� �
� in Attic prose) have been collected by
Denniston, Particles .
 O"� �[E"]�. ��: in choral lyric, the expectation of death or, more
generally, the limitation of the human condition is often contrasted with the
immortality of fame, e.g. B. .–; Pind. N. .–; P. .–; see Bundy
–. Here, too, the motives of old age and death serve as a dark foil for
the ‘light of excellence’ (����X
 ;#���
). Hieron, who had probably been
suffering for some time from the illness which was to kill him the following
year (see above, p. ), may have drawn comfort from this thought.
– P�3�� ��� ��[����]: for the ‘feeding’ metaphor, cf. B. .–;
Pind. O. .; O. .–. On the hiatus before &'#���, see n.

0 0K����G �� != %
&�
 . . . :����: the ‘name cap’ (see –n.) introduces
the second half of the concluding triad, in which the general statements
of the first half are applied to the occasion of the ode, the celebration of
Hieron’s victory (above, –n.). Hieron’s name (in the same position
as in ), combined with the 4�2�
 motif, recalls the proem (–); these
verbal and conceptual repetitions serve to make the audience aware that
the ode is drawing to a close (see also n. and n.). The ‘flowers’ (W����)
are the visible manifestations of ‘wealth’ (4�2�
), in Hieron’s case both
the golden tripods at Delphi (–) and the celebration of his Olympic
victory (cf. . �=%�������
 �#�����), which he has ‘displayed to mortals’
()��%[��!]�� �����+
 ).
 [��]�	�: the function of the ‘silence’ motif in Pindar is discussed by
Bundy –. Used, as here, in a negative way it amounts to an exhortation
to praise, cf. Pind. N. .–; I. .–; P. .–. It echoes the phrase in
the first praise passage, – (Hieron ‘knows how not to hide his wealth
in darkness’).
– ��� != ,
��[����] . . . ,$!���� ‘with the truth of your successes,
men will sing the gift of the Kean nightingale’. The concluding sentence
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has been almost universally misunderstood (‘men will praise also the charm
of the melodious nightingale of Ceos’, Jebb). H. Fränkel understood the
meaning of this passage correctly: & *(��
 is much more likely to signify the
ode itself as a pleasure and a gift of friendship, as so often in Pindar (O. .;
P. .; N. . etc.; with possessive P. .; with genitive P. .); and
just as the transitive 	���%#� can mean both ‘sing about’ (N. .: ����3�
	���%-���) and ‘perform’ (O. .: 	����� b%"���- 	���%
��; N. .
A���� 	��(%$�� 	������	��), so /��
��� here must mean ‘perform the ode’
(cf. Ovid’s canar in Am. ..). For the thought: ‘someone will also sing this
song of mine’, cf. N. .–; I. . (also in conjunction with ‘no silence’)’,
Fränkel, Early Greek poetry  n.. In fact, after –, there can be no
doubt that only Hieron can be the object of praise here, not B. (although
B. will get praise as author of the song, see –n.); ��
 /��
��� ‘men will
sing’ is the logical conclusion and climax of the sequence ‘Hieron has been
victorious – success must be praised’, just as the sequence of – leads,
also in three steps, to the statement ‘song feeds fame’.

��� != ,
��[����] �. �
I� ‘with the truth of your successes’. 	����
must be gen. plur. of 	��( ‘successes’ (as in . ��+��� 	����), and in
particular ‘victories’ (as in .). The combination of the two nouns is, as
Bundy  (with n.) has seen, a variation of the idea of ‘praise without
stint and praise to match (��� �� %�	��) the worth of the laudandus’; see
also Bundy  n.. More specifically, the meaning of ��
���� is, for most
poets after Hes. Th. –, determined by the etymology (� privative +
�
�$� ����(����), which suggests that they understood the word in the
sense of ‘not ignoring’ or even ‘revealing’; cf. Heitsch : –. That
B. understood the word in this sense is confirmed by its opposition to �=
;#��� 	����� ����( () – great achievements must not remain hidden in
obscurity or be forgotten, they must be brought out into the open and be
displayed to the public. Prose authors use ��
���� in the sense of ‘what
is manifest, for all to see’: cf. Hdt. . �1� ��$���$� ��� ��$��(���,
. 4�����
 (Kroisos’ dream) G
 �? �1� ��$���$� Q;���� ��� ���������
���#���� 	�	��, Thuc. .. who speaks of Q���� ��
���� in contrast to
����� 	����
 (‘the facts speak for themselves’), and Demosth. or. . ^
�3� ��
���� 	�9 �3 �������#���=�3 2�X�, also Antiphon .., Isocr. ..
Pindar, in his Hymn to Zeus, spoke of ��$�#�
 di��
 because they, as Hesych.
�  explains, 	"	������ �(��� <;����3 add. Bergk> �������� (fr. ).
 �"�-���: the future is ‘a conventional element of the enkomiastic
style. It never points beyond the ode itself, and its promise is often fulfilled
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by the mere pronunciation of the word’ Bundy , who has collected many
examples from Pindar; cf. also Slater : –. In B., /��
��� refers to
the present performance of the ode at Syracuse; it recalls A���� in the proem
(), suggesting that this performance is the result of the chorus’ exhortation
to the Muse, Kleio.
– "�
��
E���
 . . . ?$Q�� ,$!���� ‘of the honey-tongued Kean
nightingale’, i.e. the poet. He is ‘honey-tongued’ because his song has been
inspired by ‘Kleio, giver of sweetness’ (��"	�%��� 8���+, ) – another
link between the concluding and the opening sentence of the ode. The
nightingale stands for the poet in Hes. Op. –, and many later poets
have adopted the image: Alkman PMG .–; Sappho ; Alc.  I(c);
Sim. PMG ; Thgn. ; PMG b; Simias of Rhodes . (Coll. Alex.
p.  = AP .) ,����
 �$%���
 may be a direct imitation of B.;
AP .; ., etc. In his self-presentation, or �;����
 (lit. ‘seal’), B. appears
much less self-assured than Pindar who wishes ‘to consort with victors, con-
spicuous in my skill everywhere throughout Greece’ (O. .–).

ODE  : FOR HIERON’S CHARIOT VICTOR Y
AT DELPHI

. The victory

The date of Hieron’s victory in the chariot race at Delphi is given by the
scholia on Pindar’s Pythians ( p. Drachmann) as the th Pythiad = 
. This victory, like his victory with the racehorse at Olympia in  (see
on B. , p. ), was celebrated by both B. and Pindar; while B. composed
a short ode for a performance in Delphi, presumably immediately after
the race, Pindar produced a long and elaborate ode for a performance
at Aitna, the former Katana, where Hieron’s son, Deinomenes, had been
introduced as ruler on his father’s behalf (Pythian ). Pindar claims that the
herald had announced the victorious Hieron as ruler of Aitna (P. .–),
whereas B. praises him as ruler of Syracuse. This is strange, given that
Hieron evidently attached great importance to being praised by Pindar as
‘founder’ of Aitna – how could B. have ignored this?

If Hieron was indeed announced by the herald as SJ���+�
, then B.
(who may not have been present at the games in Delphi) would probably
have been unaware of this, and whoever was in charge of the performance
of this ode at Delphi would not have been able to alter the text accordingly.
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It is, however, questionable whether in these circumstances his ode could
have been performed at all. The alternative scenario seems more probable:
Hieron was officially announced as �"��	����
, so B.’s ode conforms to the
announcement at Delphi, whereas Pindar’s first Pythian, performed at Aitna,
conforms to Hieron’s wish to create the impression, at least in Aitna and
probably all over Sicily, that he had been officially honoured as master of
Aitna. This would be an interesting case of Pindar manipulating the facts
in order to further his client’s political ambitions. The official list of Olympic

victors in P.Oxy.   always lists Hieron as �"��	����
, col.i  (),
 (),  (), which would be strange if the records kept at Olympia
had listed him as SJ���+�
. The scholia to P.  and  also refer to him as
�"��	�����
 ( p.  and  Drachmann), only those to P.  as SJ���+�

( p.  and  Drachmann) which is probably an inference from Pindar’s
verses, P. .–.

It therefore seems likely that Hieron had commissioned the long ode
for his victory celebration in Aitna from Pindar with a request that he be
referred to as founder and master of Aitna, whereas B. had either sent
his short ode in advance of the race, expecting Hieron’s chariot to win,
or had travelled to Delphi to compose and perform it there immediately
after the race, but in either case had not received instructions regarding
Aitna.

Hieron’s chariot victory of  was his third success at the Pythiads
(B. .); before this, he had twice won the horse race (	#�$
), in the th
and th Pythiads ( and ); at least the second of these victories was
due to his outstanding stallion Pherenikos (see introd. to ode ). B. even
claims that Hieron’s chariot victory could have been his fourth triumph
here if a god (?, see on lines –) had held the scales of Justice. The
missing victory might have been in a horse race, or a chariot race at a
previous Pythiad: at one of these, his younger brother Polyzalos won the
chariot race and dedicated a splendid group of bronze statues, of which
the famous charioteer, fragments of the horses, and an inscribed limestone
block of the base have been recovered. Cf. Chamoux, L’aurige –; on
the base and inscription: –. The surviving part of the inscription, the
right-hand halves of two hexameters, has been altered, but the original
text of the first line had not been completely erased; on the possibility that
there may have been a link between the alteration and the fourth Pythian
victory which Hieron failed to achieve (or chose to forgo ?), see Maehler
: –.
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. Structure

Like odes , , and , this ode consists of only one pair of strophes. It was
not until  that Medea Norsa recognized and acquired from a dealer
in Cairo two fragments of the great London papyrus A, the first of which,
published as PSI  A, has been fitted into the bottom part of its ninth
column; it contains the middle portions of B..–. The result of this
addition has been that it can now be seen much more clearly how closely
the two strophes are interrelated; there are close links between respond-
ing verses in terms of both metre and content. For example, lines – say
that Apollo ‘honours’ (��������) Hieron, ‘the city’s righteous ruler’; the
responding lines – say that ‘we’ (= the chorus) ‘would honour him for
the fourth time if a god (?) had held up the scales of Justice’. The central
parts of both strophes (– and –) refer to the present victory that is
now being celebrated ( ���%���� ≈ – �(�����<�> . . . ���%���, and 
����X� responds with  ���;(���
. Indications of localities also corre-
spond:  Apollo’s temple ≈  Kirrha. Finally, the opening sentence ‘Apollo
loves (;���+) Syracuse and honours Hieron’ is echoed by the last one: ‘What
better than to be beloved by the gods (;���� )�����) and to share in good
things.’

– R 1�� �
�������� ��
�6 	�
�� . . . �	�

��: a god’s special care
for his or her favourite cult centre is often expressed as ;���+�, cf. [Hes.] fr.
.– ,�%B�$, . . . �1� %� ��:
 );��$��, h.Ap.  (j�+2�
) ;��$�� %�
	
���� �X���� (sc. Delos), Pind. P. . j�+2� . . . 8�������� ;��#��. But
Syracuse was not one of Apollo’s principal cult centres (although there was
a temple of Apollo Temenites); Apollo’s care and protection, expressed as
;���+�, is devoted to Syracuse as the victor’s city. This is in accordance with
Homer’s belief that some gods have a particular affinity not only to some
outstanding mortals whom they help to protect, but also to peoples and their
cities; he makes Achilles say (Iliad .) that Apollo ‘loves’ the Trojans, and
claims that the descendants of Tlepolemos of Rhodes ‘are loved’ by Zeus
(Il. .–). In the same way, Apollo still (Q��) ‘loves’ Syracuse – ‘still’, after
Hieron had been successful twice before.
 ��
����"��: golden hair is the privilege of gods and their horses,
cf. West on Hes. Th.  and Kirk on Il. .. This is particularly true of
Apollo, who is often referred to as ‘the golden-haired’: cf. Alkman, SLG  (=
 Calame) g�"��	��� ;��������, Pindar, O. . and . 5 *�"��	���
,
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also Paean . and P. ., and later in the Attic drinking song PMG .
and the Paean PMG b.
 ,�����"�� ‘righteous ruler’, only here; one of the rare compounds in
B. made up of two nouns, and the only one having –����
 as its second
component, other than proper names like g�"������
� ,�������
, etc.

0 0K�[��]�� ��������: see below on .
 ������ ���: Hieron’s racehorse had won at Delphi twice before, in
 and , so this chariot victory of  is his third hippic victory in the
Pythian games. On the function of �(� in such contexts, see on ode ..

	��= [S"��]
��: the stone ‘navel’ in the temple of Apollo at Delphi
was thought to be the centre of the world, according to Pausanias (..),
who may, however, have seen only the marble copy on the temple terrace.
The original was found in  at the south wall of the cella of the temple,
cf. Courby, La terrasse du temple –, figs. –. Strabo refers this honour
(���
) to the temple itself (��� ?���� ������, .. p. ), as does Pindar
in Paean ., see Radt ad loc.

�7�!����
 ������ ‘of the high-ridged land’, a reference to the
high cliffs of the Phaidriades which rise up to  metres above the
sanctuary.
 ,�. [��@�] ��� �		��: ��� in the sense of ‘thanks to’, as often in Pindar
(N. .; .; P. .; ��;� ����X� P. . and .).
– The Florentine fragments of papyrus A, inserted here, have helped
to elucidate these lines, making it clear that the cock (��#	���, ) of the
Muse, Ourania, represents the poet, as does the nightingale in ode . and
the bee in ode .. Even so, the loss of the beginnings of lines – is still
a serious obstacle to the understanding of this passage. Although ���� ()
implies a contrast to the preceding statement, it cannot have been a negative
one because at the beginnings of lines  and  no long syllables (such as �=
or �
) can be supplied. Snell’s supplements () Q. [��	� %� ] . . . () ;�����]��
or Q. [���� %� ] . . . [���#�]�� are unsatisfactory, the first one because it does
not provide a contrast to – ���� f	[��]�� ���� . . . )�#������ A���"
, the
second because it does not say what ‘Ourania’s cock’ would have wanted
to ‘leave out’. The contrast may have been between past and present: e.g.,
Q. [��	� %� ] . . . [���� �]#�Y ���� f	[��]�� ���� [�M�� b2��]:
 (or [��� �#�]"
)
)�#����[��] A���"
. This would mean that the ‘cock’ had ‘crowed’ once
before, i.e. in  when he celebrated Hieron’s Olympic victory (see on
ode ), but now he has ‘again’ (?) showered him with praise (‘hymns’). The
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first two stanzas of fr. C provide a close parallel, as does ode , where the
present victory is similarly contrasted to the previous ones (. W���(� ����
���"����� . . .  �� %� ��� . . .). A very similar contrast between ‘before’
(�#�) . . . and ‘now again’ (�M��) is used by Pindar in I. .– )� L��#�̄�
��� ������� k ���� �9� W���� %�!(����� ���;(���� ��� �M�� �'�����
%������̄� 	��.; further parallels for contrasting ��� . . . �M�� can be found
in Denniston .
 �. [. . . .]: Q. [��	� %� ] would fill the gap which corresponds to that of
line  (see the facsimile in PSI  pl.), whereas Q. [	���� %� ] would be
too long. The verb �(�	��� (literally ‘to scream’) is used of other birds: a
falcon (Il. .), and a nightingale (Hes. Op. , and SLG . �$%��9

h%� �#��	�); it is also used for mantic utterances, as in Aesch. Cho. .
Cf. ?����;��<�
> ��#	��� in Simonides (PMG  = Athen. .d);
although Athenaeus does not indicate the context, this image may also have
referred to the poet; see also Gow on Theocritus .f.
– ,[��<����]"�����: supplied by Maas, cf. Pindar, O. .; all other
compounds beginning with ���!�– in B. are ���! �J�$�#��, presumably
coined by him.
 ;	�����.��: the commentary of papyrus B, P.Oxy.  fr., seems to
have explained the verb ‘metaphorically . . . in the sense of “to shower with” ’
().���.	. [�%(���, or ).���.	. [�%(��"�� ?). The idea behind this metaphor is that
of the ;"���2����, see on ode .–.
– #�� !( ��]������ . . . �= ;����[��]�. "�� is evidently the main clause
following the conditional �R ��
 . . . �O�	�: ‘if someone . . . , we would praise
Hieron for the fourth time’, i.e. an unfulfilled (or ‘contrary to fact’, irrealis)
conditional clause. Who is ��
? Either (a) one of the judges who denied
Hieron a fourth victory, possibly the one with the racehorse after he had
already won the chariot race (so Gallavotti : – with reference to
c. .ff.); or (b) a god: �R ��
 K�[�3 ���
] . . . �(���[��] Snell; (b) is
supported by all the early parallels of �(����� \�	���: in Il. . = .;
.; .; h.Merc. ; Archil. . and Theognis  it is always Zeus
who holds up the scales, as in Triphiod. – and Nonnos, Dion. ..
Moreover, to say ‘had a judge held up the scales’ (or perhaps ‘dragged
them down’, i.e. put weight on them, as in Hdt. .. �J	��� . . . \�	�"���
������� �(����� %#	�, cf. .., i.e. in Hieron’s favour) would imply
that Hieron could have gained a fourth victory only through favouritism
or bribery; such an allegation would have been completely out of place
in an ode praising Hieron’s success. It must be the other way round: ‘If
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a god had lifted up the straight (= uncorrupted) scales of Dike’, Hieron
might have achieved a fourth victory. This seems to imply either an unfair
decision, or a very close one, or possibly – if the alteration of the Polyzalos
inscription is relevant here – a political deal by which Hieron ceded a
victory to his younger brother for some favour; see Maehler : . For
whatever reason Hieron failed to win a fourth victory at Delphi, B. seems
to have implied that as far as Dike was concerned, he would have deserved
to win it.
 L����"���

��� �= ;����[��]�. "�� 
T��· echoes &'#[��]�� ��������· in the
responding verse of the first strophe (), with punctuation in the papyrus
after both, which makes it impossible to link  to the next lines.
 †	�������†: ������lm�� pap., ���� f����� Kenyon. The text of
the papyrus cannot be right, as () the metre requires F – – F (not

F – F –), and () the infinitives in  and  require a finite verb which can only
have stood at the beginning of . Therefore Blass’ correction �(������ is
necessary (cf. ode .), and since a contrast is implied between the ‘lost’
victory and the actual victory being celebrated here, �(������ %� )� seems
preferable to Blass’s �(������ ���.
– <;�> ,����
���� ?. [�]�. �. �� "
��6� . . . ��!� "$��"���� ‘who
has accomplished this in the seaside glens of Kirrha’, i.e. three victories in
the Pythian games, two with the racehorse and now one with the chariot.
The ‘seaside glens of Kirrha’ correspond to ���� [K�;�]��� /7�%����"
*����
 (), the difference being that the victory celebration is taking place
in the sanctuary above, while the chariot race and other contests, such as
wrestling (see B. .– and Pindar, P. .–), were held in the plain
below near Kirrha, between Delphi and the Corinthian Gulf.

"$��"����: for the meaning of �
%����� �� ‘to achieve something’
cf. Pindar, O. .– (g(��
) W������ )�
���� ������ Q������: in both
passages, the derivation from �
%�� ‘purposeful thoughts, planning’ is clear;
B. knew well that for success in the chariot race, careful planning and
preparation were essential.
 "�3��� ;	��������: a frequent topos in eulogies; cf. the epigram on
Theogenes of Thasos whom the herald proclaimed twice )� 	�	��� ������
)��*������ | �"��-
 ���	�����" �� )����	��� n���� ��=��� (Ebert no.
.–; similarly Ebert nos. .; .; .; .; parodied in A.P. .).
Records set in the ancient games were not measured in metres or seconds
but in numbers of victories, which meant that it became increasingly diffi-
cult to match those won by the outstanding athletes of the sixth and early
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fifth centuries. However much poets of victory odes or epigrams might have
liked to lavish superlatives on their clients, they had to keep to the truth,
as such claims were easily verifiable from the victory-lists; they therefore
either qualify their superlative statements (B. .– ‘no one among the
Greeks . . . won more victories in equal time’), or they add up the whole
family’s victories (Pindar, N. .– and –; Ebert no. .), or they
limit superlatives to contest (Ebert no. ) or home town (Ebert no. .).
In claiming that Hieron was ‘the only mortal’ to have won three Pythian
victories, B. refers to hippic contests but without explicitly qualifying his
success, which he makes here appear as an absolute record (having made
the qualification already in  ��[��X�] �:� @����).
 !�� �= S

"	�����<�>��: corrected by Maas, cf. �������	�� Pindar,
N. .. These two victories are those of Hieron’s racehorse in , celebrated
by B.  and Pindar’s O. , and  for which – strangely – no victory ode
appears to have survived.
– �� ��.������ U . . . 	����[!]�. 	I� 
�������� :	� "�6��[�]
;.�. �
I�; ‘what better than to . . . win a share in all manner of blessings?’
Pindar ends his ode for the same victory with a very similar statement: ��
%� ����+� �M ������ �#����· �M %� �	����� %�"�#�� ��+�� · ��;��#����� %�
��1� | U
 o� )�	���$� 	�9 \�$�� ��#;���� A7����� %#%�	���, P. .–.

�.��.6�. �� ��
�� ;����: the reference to the gods’ favour harks back to
the opening sentence, thus rounding off the ode and giving it a more general
perspective: while it began by highlighting the Pythian chariot victory as
tangible proof of Apollo’s favour, it ends with a reference to ‘a share in all
kinds of blessings’, which must mean wealth, power, and glory.

ODE  : FOR HIERON’S VICTOR Y WITH
THE RACEHOR SE

. Hieron’s Olympic victory with the racehorse

The epigram preserved in Pausanias (..) and quoted on p.  was
inscribed on the base of Hieron’s victory monument, dedicated at Olympia
after his death in  by his son, Deinomenes. It states that Hieron gained
three victories there, one with the chariot and two with the racehorse.
Accordingly, the monument consisted of a bronze chariot with charioteer
and four horses, flanked on either side by bronze racehorses with jock-
eys (��+%�
, Paus. ..); the former was made by the Aiginetan sculptor
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Onatas, the latter by Kalamis, renowned for his equestrian bronze stat-
ues. The fact that two racehorses were dedicated suggests that one of their
victories at Olympia was won by Pherenikos, the other by another horse.
Therefore, B.’s ode  and Pindar’s O.  must celebrate the same victory.

The dates of Hieron’s two racehorse victories are given in the victory
list P.Oxy.   col.i  and  as Olympiads  and , =  and 
respectively. As neither B. nor Pindar refer to an earlier Olympic victory,
the date of the victory celebrated by them must be the earlier one, ;
both attribute it to Hieron’s famous stallion Pherenikos. B. . mentions a
victory by the same horse at Delphi, and as the scholia ( p.  Drachmann)
mention Hieron’s successes in the horse-races of the th and th Pythiads
(=  and ), Pherenikos must have won at least the second of these.

. The myth

The core of the mythical narrative in B.  is the report of Meleager’s fate
(–), which is framed by the dialogue between Herakles and Meleager’s
shade so as to make Meleager tell his own sad story, maximizing its emo-
tional potential. Herakles’ descent into Hades by order of Eurystheus, who
had demanded that he bring back Kerberos, is referred to in Homer (Il.
.–; Od. .–) but his encounter there with Meleager is not attested
before B. and Pindar, fr. a. Pindar’s version is paraphrased by the scho-
lia ABDGe on Il. .: ‘When Herakles descended to Hades to fetch
Kerberos, he met Meleager the son of Oineus, who begged him to marry his
sister, Deianeira. Having returned to the daylight, he hurried to Aitolia to
her father, Oineus. When he heard that the girl was betrothed to Acheloios,
the nearby river <god>, he wrestled with him, who had the shape of a
bull, and after breaking off one of his horns he took the girl. It is said that
this Acheloios received a horn from Amaltheia the daughter of Okeanos,
which he gave to Herakles and received his own back . . . The story is
in Pindar.’ Apollodoros, in his account of Herakles’ descent to Hades,
also briefly refers to it, ..: ‘When the shades saw him, they fled, with
the exception of Meleager and Medousa the daughter of Gorgo.’ While
Pindar, according to the Homeric scholia, told the story up to and includ-
ing Herakles’ wrestling contest with the river god Acheloios, B. ends with
Meleager mentioning his sister, Deianeira (). Pindar makes Meleager
suggest to Herakles that he marry his sister, Deianeira, who is being pur-
sued by Acheloios; in B., by contrast, it is Herakles who addresses the fateful
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question to Meleager, ‘is there in Oineus’ palace an unwedded daughter,
resembling you in stature?’ (–), thus expressing his admiration for (and
erotic attraction to, see n.) the dead hero. Although Pindar’s version is
paraphrased by the scholia on Il. ., it does not necessarily follow that
Pindar invented it, for the story, or at least part of it, may have been told
by Stesichoros in his Kerberos, or by some epic poet.

On the other hand, can we say whether Pindar’s or B.’s version is the
older one? In B., Herakles’ question ‘do you have a sister . . .’ is motivated
by his admiration for Meleager, whose account of the boar hunt and the
ensuing battle had impressed him; B. thus offers a story that is coherent
and logically motivated. Yet Pindar’s story may have been the older one,
and possibly quite different: e.g., Meleager’s shade did not panic at the
sight of Herakles because he recognized him and wanted to ask him to
take care of his sister; he need not have told him of his own fate at all. If
so – but all this is, of course, speculation – it may well have been B. who
linked Herakles’ encounter with Meleager in Hades to the Calydonian Boar
Hunt by making Meleager’s account of his own death prompt Herakles’
fateful question. In his version, both heroes exemplify the statement that
no mortal can be completely fortunate (–), so it seems logical that each
should bring his own death upon himself: Meleager by killing his mother’s
brothers, Herakles by enquiring about Deianeira. As soon as her telling
name (‘man-destroyer’) had been mentioned (), B.’s account breaks off;
there was no need to tell what she did: that story was well known, cf. [Hes.]
fr. .– and March, The creative poet –.

The main story, that of the Calydonian boar and the fight over his hide,
is first attested in poetry in Phoinix’ speech in Il. .–, and in art on the
François Vase (Florence, Museo Archeologico inv. ; see Simon, Vasen

– and plates –; Appendix no. ). B.’s account agrees with Homer’s
in that (a) the fight between the Aitolians and the Kuretes is ‘about the
hide’ (Il. . ��;9 �"�
 	�;��-� 	�9 %#����� ��*�
����, B. . ���9 %�
�R����
 %��X
) and (b) Meleager kills one or more of his mother’s brothers.
The main difference is that in Homer his death is caused by his mother’s
curse; how he died remains unclear: �-
 %� . . . �0���:
 Q	�"�, Il. ., while
in the Minyas (Paus. .. = fr. , PEG p. Bernabé) and in [Hes.] frs.
. and . he is killed by Apollo. In B., however, it is the burning of the
log by Althaia that ends his life. This version is also attested by Phrynichos’
Pleuroniai (TrGF  F ), but Pausanias adds that it was well known before
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Phrynichos’ time (..). This version was followed also by Aesch. Cho.
–, by Diodoros .., and many later authors. March, The creative

poet – has made a strong case for regarding Stesichoros as the poet who
first introduced this motif; her main argument is that in his ‘Boar Hunters’
(�"��-���, PMG ), the p����(%��, Althaia’s brothers, are mentioned:
‘Their presence must mean that here they will be killed by Meleagros, and
that in return he must be killed through his mother’s anger – and this,
surely, by the burning of the brand’ ().

. Structure

The structure of this ode is symmetrical, the narrative section forming its
centre-piece, preceded and followed by passages of praise for the victor, each
followed by general statements (‘gnomai’). The opening section (‘prooimion’)
and the conclusion, linked by the same motifs, complete the ‘frame’ around
this very clear structure which resembles that of Pindar’s O. in its simplicity.
Its sophistication lies in the correspondences between its parts and in their
recurrent proportions.

The proem, rather unusually, begins with an address to Hieron and a
flattering reference to his understanding of poetry. This leads to the motif
of the poet’s willingness to praise (–), which is echoed at the end (–),
and of the vast potential for praise which Hieron’s success is offering him.
This is illustrated by the seemingly ‘Homeric’ simile of the eagle (–),
which accounts for the unusual length of the proem ( verses out of
, = %).

The conclusion (–) resumes the ‘willingness’ motif introduced by
the gnome (–), ending, as did the proem (), with a prayer for god’s
favour and protection. The correspondences between the two sections are
marked, as often in B., by verbal and thematic similarities: – A���� . . .
!#��
 . . . �#���� and – )�#��� . . . �J��+� &'#���� → – �������� . . .
������� . . . �#����� &'#����; – �=�����
 . . . ���(��� → –
�������
 q�"�X�;  	#��"��
 →  	������".

The proem is followed by the first praise passage (–), anticipated by
\	��� L�	�
 () and marked off by the names Pherenikos and Hieron. The
link to the narrative section is provided by the statement which it illustrates
(–). This statement, almost a leitmotiv of the Meleager story, serves as con-
trast, or ‘dark foil’, for the second praise passage (–) where the names
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Pherenikos and Hieron are again closely linked: by saying that the stallion
brought Hieron �=%�������
 �#�����, B. creates a very strong contrast to
the sombre statement of –. This statement, apart from introducing and
interpreting the subsequent mythical section, also has a formal function in
that it recalls, in ��+�(� �� 	���� Q����� (), the opening word (�c�����),
thus concluding the first part (proem and first praise) of the ode.

Like the ode as a whole, its mythical section (–) is also clearly struc-
tured. It begins with a relatively long introduction (–, i.e.  lines, or
again %, of the total of  lines of the narrative section). The recurrence
in this part of exactly the same proportion as that of the proem to the ode
as a whole, % in either case, can hardly be a coincidence; it shows a
remarkable degree of sophistication.

The main part of the mythical narrative is a sequence of five direct
speeches, of which the third is Meleager’s long monologue (–); it is pre-
ceded and followed by Herakles’ questions (– and –) which are
in turn preceded and followed by Meleager’s address (–) and answer
(–). The structure of the narrative section thus repeats that of the ode
itself. It is also remarkable for the poet’s choice of his literary models in
elegiac and epic poetry, see –n. and –n.

– The first part of the unusually long proem is a kind of ded-
ication to the laudandus, marked off by the vocative at the beginning
(0c����� . . . �������#, –) and the name (&'#����, ). After the ref-
erence to Hieron’s appreciation of poetry (–) it develops the ‘willingness’
motif ()�#��� . . . �J��+�, –) which recurs in the concluding section
(–), rounding off the ode thematically.
– 1H"����. [�]
���[����]� . . . ������[�]�: �c�����
 is someone
who has received a good portion or share; ��+�� tends to be qualified, e.g.
��+�� 	���� Pindar, I. ., similarly N. ., B. .. Hieron receives
similar praise from Pindar, P. .– �9� %� ��+�� �=%�������
 \�����· ���#N
��� �(� ��� �������� %#�	����� �R ���� ����B���� 5 �#��
 �����
. The
idea of Hieron’s ‘good share of blessings’ is echoed at the end of the ode in
�"��#��
 . . . )���[��], ending on a similar note.

T		�!��-���: only here and in the word-list SH  = P.Hibeh 
col. , presumably from B. Adjectives in –��
 can have active or passive
meaning, according to circumstances; cf. Chantraine, Morphologie ; E.
Fraenkel on Aesch. Ag.  (�"	������	��� . . . �=�
�) with bibliography.
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������[�]�: this term is discussed by Jebb – who concludes ‘that
�������# is merely a general designation, ‘war-lord’, and does not refer to
a special office’. The two vocatives, �c����� and �������#, anticipate the
two themes of praise, Hieron’s success at Olympia and his military power,
which will be taken up by L�	� and rS�$
 in –.
– ��E�$� . . . S��I�: after the references to Hieron’s victory and, gen-
erally, his privileged position (�c�����) and his military record (�������#),
he is complimented on his connoisseurship of poetry. Pindar, in his ode for
the same victory, pays him a very similar compliment, O. .–: �#�����
%� !#��� | �
 ���� ��;����� 	���� �� R%��� †���† 	�9 %������ 	"��B�����
| ��� �� ��� 	�"��+�� %��%����#��� A���� ��"*�+
 ‘I am confident that
there is no other host both more expert in noble pursuits and more lordly
in power alive today to embellish in famous folds of hymns’. Both poets are
unashamedly elitist in assuming that their poetry is not for the masses but
for the few who have sophisticated understanding and taste, see .n.
 :��
. ".� ‘delight’, aptly defined by Apoll.Soph. p.. = Hsch. � 
�X� );� h� ��
 ��(������ (cf. ��(����� ‘to adorn’ in Pindar. O. .). B.
uses the noun in the sense of ‘monument’ in . (�=	����
 W[���]��), in
fr. B. metaphorically for ‘song’; both meanings are implied in .–
��(����� q�"�X� W����� . . . ��3� ����3� ������ )��*��������� ‘an
undying ornament of the Muses . . . informing mortals of your prowess’.
– �I� �� �3� �V ��� ;	��������: cf. Pindar, O. . quoted above.
Statements implying, or amounting to, a superlative are often qualified by
��� ���, cf. E. Fraenkel on Aesch. Ag.  with further references.

�� = �J in Aeolic and West Greek (‘Doric’) dialects; cf. . where B.
adopts the Homeric �R 	� (Il. . 4;�� R%$���R 	’ c���� /�#��*$� *�+��
8������), but �R ��
 is not Homeric: it appears for the first time in Ibykos
(if the lines are by Ibykos, SLG  = P.Oxy.  fr. a.). In B., however,
�R ��
 )��*������ is used for emphasis, as in Soph. Trach. , Ar. Pl. ; for
further examples see Thesleff, Intensification  § .
- ����� != ����!��[�]�: fair-mindedness is one of the compliments
that tyrants often receive from poets: B. calls Hieron ��������
 ., Pindar
refers to his �������+�� . . . �	X���� O. ., cf. P. . and P. .; also
O. . (Theron), P. . (Damophilos), P. .– (Battiadai), P. .
(Thrasyboulos).

����!��[�]�: the compound occurs here for the first time, though as
a name it is attested earlier, as E. Fraenkel pointed out (on Aesch. Ag. ):
Euthydikos dedicated a kore at Athens (Akropolis Museum inv.  + ;
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Boardman, Sculpture fig.), dated c.  ; the inscription on the base
is IG I .

����� . . . ,���"= ,"	����� "���"�@� ‘rest your mind in ease from
its cares’. The idea that song provides a respite from cares and worries goes
back to Hes. Th. : Mnemosyne bore the Muses to Zeus, �$������$� ��
	�	�� W���"�( �� ����$�(��, see West ad loc. with further references.
 !�3�= <:�=> :��$��� ����: the papyrus has %�"����$���, but the
responding lines (– F – F-– F –) show that this line is one syllable short. The
missing syllable might be restored (a) by adding a preposition to the verb,
e.g. <)�>- or <)�>(��$���, or (b) before ����, e.g. <�:�> or <)�>
����, or (c) a particle after %���� .

(a) is unlikely because )�– or )�����+� means ‘to look at’ and would
require an object; moreover, when the verb is used in its extended meaning
‘to see in the mind’, it is used in the simple form (Soph. OT , OC ,
Eur. Ba. ). (b) <�:�> ���� violates ‘Maas’s Bridge’ (see Maas, Greek

Metre § : in dactyloepitrites, words or word-groups should not end before
– F – ‖ if the preceding anceps is long, i.e. . . . �-- -- F – ‖), �=���
 and �=��#���
are prose words, and <)�> ���� means ‘in one’s intention’, as in )� ����
Q*���, not ‘intellectually’. B. is the first to use the verb in this sense: this is
why he adds ���� ‘look here with your mind!’ – only the simple instrumental
dative will do, cf. Hdt. .. ���� ��2B�, AP .. Q%��	� �"���. I have
therefore adopted (c): %����<W��> W��$��� ����, cf. Od. . %����W��
	�9 �� . . . ����$��� �#����, also [Hes.] fr. ..
– W ��� X��������: for affirmative Z, see Denniston, Particles –;
cf. Pindar, P. . <	������ · Z �3� 	��.

������ Y"��� ‘having woven a song of praise’. The metaphor (also
in Pindar, fr. ) is inspired by an etymology which derived A���
 from
/;������ ‘to weave’, see .–n.
 ;� �

�.� 	�"	�� 	�
��: the transmitted text is ������ 	�������
�
 �����, which cannot be correct: () The responding lines are all
(except , on which see below) one syllable shorter: – F – F-- – F – ‖;
() it violates ‘Maas’s Bridge’ (see above, n.); () the repetition 	�����3� →
	�����
 () is awkward. The easiest correction is )
 	�"�3� �#���� �����
(Maas). The first strophe is a kind of propemptikon for the ode; at its end, the
‘sending’ theme recurs once more in �������� . . . �#����� &'#���� (–).
– Z������� . . . ����	��: in –, Hesiod is referred to as
�������
 q�"�X� whom B. follows (see on  ��������). The idea that
poets are ‘servants’ of the Muses was made popular by Hes. Th. , see
West ad loc. with references.
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 ;��
�� (������ %� pap.): Walker :  deleted %� here and ���� in
 (see below). The sentence beginning with )�#��� ‘caps’ the first strophe:
‘Lord of Syracuse, look here! A poet is sending a song to your city: he wants
to praise Hieron’. This ‘capping’ function of the ‘willingness’ theme would
be obscured if it were connected by %# – it has to be an asyndeton explicativum,
which is essentially a rhetorical device designed to place emphasis on the last
element of a sequence of sentences by omitting any connecting particle (on
B.’s and Pindar’s use of asyndeta, see Maehler, Asyndeton –). Scribes,
unaware of its function, often insert %#� ��, or �� also in manuscripts of
Pindar (O. .; .–; .; P. .; .; .; N. .; ., etc.); cf.
Barrett on Eur. Hipp.  and .
– The function of the beautiful simile of the eagle, inserted here
between the ‘willingness’ theme (–) and the ‘facility’ theme (–), is
to create high expectations of the way in which the poet will fulfil his
promise to praise Hieron. It is also an impressive demonstration of the
poet’s self-confidence: ‘I am willing to praise Hieron – I am like the eagle
who flies unimpeded over mountains and the sea – thus, I have count-
less ways of praising the sons of Deinomenes.’ A very similar image is
employed by Dante, Inferno .–: ‘Cosı̀ vidi adunar la bella scola | Di
quel signor dell’altissimo canto, | Che sovra li altri com’aquila vola’, as
Taccone, Bacchilide  has pointed out. The image of the eagle may be
inspired by Homeric similes (Il. .–, cf. .–); here, as in Pindar
(N. .–; .–; O. .–), it represents the poet. B. seems to have
modelled his simile on the scene in the Homeric Hymn to Demeter (h Dem.
–) where Kore on her chariot flies over sea, land and mountain peaks;
B. substitutes the eagle for the divine horses but keeps the crucial element
of the image, the ease of the flight. The limitless void of the sky indicates
the vast potential for praise which Hieron offers the poet.
– &���� != ������ . . . ��"��� ‘cleaving the deep heavens’, cf.
h Dem.  s#�� �#����. Ibykos seems to have used this phrase, perhaps of
Bellerophon (Lobel), in SLG (a) col. – = P.Oxy. fr. ; it is parodied
from Euripides’ Andromeda (frs. –) in Aristoph. Thesm. –.
 ;���������
 ‘loud-thundering’, cf. )�;��(��6��· )%���"�� ���3
7�;�" n*�"� Hesych. � , and West on Hes. Th. on the mean-
ing of �;�����6���.
 
���������� ‘clear-voiced’, always said of heralds in Homer, here
of small birds (like the nightingale in Ar. Birds ), in B. . of the
poet referred to as a ‘bee’ (����;������ �#������). The contrast between
the eagle and the smaller birds may have become proverbial, as the close
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parallel between – and [Hes.] fr. a.–, the Lesbian inc.auct. fr.
L.-P., and Pind. P. .– suggests. It also inspired Milton’s image of the
Nation in his Areopagitica: ‘Methinks I see in my mind a noble and puissant
nation rousing herself . . . methinks I see her as an eagle mewing her mighty
youth . . . while the whole noise of timorous and flocking birds . . . flutter
about’ (John Milton, Complete Prose Works  ).
– !
�	��	�
� ��"��� ‘the rugged waves’; the epithet is first found
in Archil.  W., a variation on epic ���������
, said of mountains (Il.
., Od. .), rocky islands (Il. . etc.) and mountain paths (in similes,
Il. ., ., Od. .), of waves only here. B. seems to have taken
it in the sense of ‘difficult’ (to traverse), as Leumann, Hom.Wörter  has
pointed out.

��"@� (����� | ��� A: ���� | ��� A: ��� del. Walker): Antimachos
uses the middle with the meaning ‘to distribute’ (fr.  ^���������� . . .
	
�"	�
 . . . 	������ . . . ���
�����), but in the sense required here (‘to
move’) the middle voice is not found before Quintus of Smyrna (.
�(	�
 . . . ���
������); here it would be against the metre (see above
on –), and parallels like Soph. fr. . (Kypris) ���X� %� )� �J���+��
��=	���$
 ������ and AP . ������ �J�#�� ����� also suggest that the
active is required here. The fact that the scribe had originally written �����
and then crossed out the iota may indicate that ��� was a later addition in
his exemplar.

;� ,������ ����: as B. uses the epithet of time in the sense of ‘lim-
itless’ in . ([)
 W�]�"��� *�����), he seems to have understood it as a
synonym of ��������
, cf. �J�#��
 ���"�#���� (Il. . etc.); he may
have been familiar with the etymology preserved by Herodian (EM .
= Hdn..p. Lentz) which derived ��������
 from �������� ‘to be worn
out’; cf. Pind. P. . W��"��� ����� ‘unceasing toil’, also Soph. Aias 
and Hdt. .. The explanation �	������$��
 found in the scholia on
Homer (schol. D on Il. .; schol. Od. .), Apoll.Soph. ., Hesych.
�  etc. is based on the same etymology.
– ,�������� ,���E	��� �!�6� (���� ����B���
 pap.): ���� was
deleted by Walker (see n.), rightly, because ���( + dative always means
‘amongst’, ‘in the company of ’ (Od. . etc.; cf. h.Ven. where Anchises
asks Aphrodite %�
 �� ���3 t�B����� �������#� Q������ W�%��). That can-
not be said of the eagle who does not mingle with men but flies high in
the sky, ‘a conspicuous sight for men’. The deletion of ���� (and of %# in )
normalizes the metre; there is no reason to assume metrical licences here.
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– This passage has a double function: (a) it makes clear the meaning
and relevance of the eagle simile (it illustrates the ease with which the poet
can find ways to praise Hieron’s success), and (b) it provides an elegant
transition to the first praise passage (–), see above, p. .
 �[� �3� . . . ��
�
���: see on .–. The image of ‘countless paths
in all directions’ is a variation on the theme of ‘ease in praise’ which recurs
in –; for a discussion of Pindar’s use of this theme, see Bundy –.
 �
���	
���"�
: see on ..

\���� �����: see on . �#��� %� \	���.
 ��
���������
 �= RA�$��: the compound, ‘bronze-breasted’, is found
only here and in Phlegon, FGrHist  F . *��	�������� %"�(���
, after
Homer’s *(�	��
 rS�$
 (Il. . etc.). Hieron’s success is praised ‘by the
will of Victory (L�	�) and Ares’; this takes up once more the twin themes
of Hieron’s success in the games and in war, referred to by �c����� and
�������# in the opening lines.
– L����"���
� . . . 	�6!��: the plural, following the reference to
‘bronze-breasted Ares’, implies a reference to Gelon’s and his brothers’
victory over the Carthaginians at Himera on the north coast of Sicily in
. Ten years later, Pindar also refers to their joint victory in P. .
���3 . . . �	�3� &'�#�� ���%����� A���� ,�����#���"
 ���#��
, on which
see Hdt. .–; Diod. ..; Polyainos ... For this victory, they
dedicated a golden tripod and a statue of Victory at Delphi, cf. Diod..
and AP . = Epigr. graeca – Page; see ode .–n.

,������� ‘noble’, �? W��� Q�%�!�� 	�9 Q������ Hesych. � .
"4 ��"�� ����: the wish for divine favour recurs in – where it

specifically refers to peace and stability.

– The description of the race, anticipated by \	��� L�	�
 () and
concluded with ��	�� &'#���� . . . �����	�� (), is the most vivid and
detailed account of a victory anywhere in epinician poetry. Apart from
a brief reference to the jockey, who remains anonymous (), it focusses
entirely on the racehorse; !����
 ‘chestnut’ is common as a name for horses
(Il. . etc.).
 ,�

�!��"�� ‘storm-paced’, only here, a variation on epic ���N
����
 (Il. . and ., of Iris; h.Ven.  of horses, also Sim. PMG

 and Pind. N. .). The notion of ‘storm’ to indicate the speed of
horses, taken up in , is also present in Homer’s ������ ��#������ 5��+��,
Il. ..
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 �2!� . . . ��
��	��
� �E�: horse races took place early in the
morning, cf. Weniger : – (on Paus. ..); Ebert, Olympia ; cf.
B.. and the epigram on a boy’s victory in the pankration IG  .
(st cent. ) b ��� %��I
 %9
 ,���	���%�� �V%�� �����;����. Pindar uses
a similar phrase for Xenokrates’ chariot victory in I. . )� 8����� %�
�=�"����1
 �V%’ <������ ��� ���� �� ����E��. For the idea that a god
‘looks at’ a man when he grants him a favour, see ode .–n.

 �@� != ;	���-	��� 	������� ‘resting my hand on the earth I pro-
claim’. The gesture means that the Earth, or some chthonic power, is
called to witness a promise or an oath (Il. .–), or to help (Il. .–;
h.Ap. ; Hdt...). Pindar, too, likes to support praising statements by
an oath (O.. and ., N..) or by an assurance to be a truthful wit-
ness (O..– and –, see Bundy, Studia Pindarica – n.). In B., such
strong statements tend to introduce superlatives (e.g., .) or statements
that amount to a superlative, see .n.

– �H	� ��� . . . S���"���� is a clever way of saying ‘no other
horse was in front of him’, i.e. he was in front from start to finish.
This has a close parallel in an epigram from Pergamon commemorat-
ing the victory of Attalos, the adoptive son of Philetairos, the founder of
the Attalid dynasty, with the colt chariot at Olympia in the first half
of the third century, Ebert no..–: 5 %� <��(��" V��
 �#��$� | %�;��

��9 ����#��� ���[�]9�. Q;���� 	����, = Moretti, Iscrizioni agonistiche ; cf.
also Kall. fr. .– (SH p. ).

	����[��]� ‘in front of him’: the accent in the papyrus on # shows
that it had the masculine form, not �����[�X]�; besides, in choral lyric and
in tragedy chariot horses are mares, single horses are stallions, see .–n.

– ]�	@� . . . ����� : P��
 is a ‘gust’ of wind in Homer (Il. . /��
P��-
 . . . u��#��) and Soph. Ant.  P���+
 )*������ ��#���, cf. Pind.
P. . and ..

�

����� ‘means not merely “bearing his rider safe”, but “attending
to his guidance”: the word 	"2���
��� brings this out’ (Jebb).

 ��������� ‘which brings new applause’ (Campbell), ‘greeted with
fresh plaudits’ (Jebb). In his victory odes, B. often highlights the reaction of
others, e.g. spectators, to his laudandus’ success, cf. . and ..
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 0 K����� . . . ��������: taken up by &'#���� ;#��� . These verbal
repetitions signal to the audience that a section of the ode is being concluded
as they create a kind of ‘audible frame’ around it, in this case framing the
mythical narrative.
– The gnomic statement serves a dual purpose: () it forms the tran-
sition from the first praise to the mythical section, while at the same time
summing up the victor’s praise (4�2��
 	��.); () it provides, right from
the outset, the poet’s own interpretation of the myth which is about to be
presented as an illustration of the gnome.
 "�6��� . . . ��
I� ‘a portion of successes’, not only victories in games
but also, more generally, achievements and praise, cf. .– and Pind.
I. .–. The statement seems deliberately phrased in this general way, so
as to apply not only to Hieron but also, by way of contrast, to Meleager and
Herakles, neither of whom was ‘fortunate in all things’ (�(��� �� �=%�����),
and whose fate did not allow them to ‘pass their lives in affluence’ (�;����
2���3� %�(����).
 ;	�8-
��: several compounds in –6$��
 are found in B. (����6$��

., ���"6
����
 ., ., ., .), but none in Pindar (apart
from 6�����
 O. . in a comparison). It looks as if Pindar deliberately
avoided any reference to 6-��
, which to him may have had a strongly
negative connotation, as it does to Agamemnon in Aesch. Ag. –, see
E. Fraenkel ad loc.
– �� . . . 	���� �= ��!��"��: no mortal can be ‘fortunate in all
things’, he can only have ‘a portion of successes’ and not perfect happi-
ness. This sombre statement sets the tone for the sad story that follows,
which provides the dark background, ‘vicissitude foil’ in Bundy’s terminol-
ogy, for the victory celebration and the second praise passage, see on 
�=%]�������
 �#�����.
 �. [)� ��� 	]��= ;���7�	�
��: a tiny trace of the crossbar of � is
visible at the beginning of the line. The ‘gate-wrecker’ is Herakles; there
was no need to name him, as everyone knew the story of Kerberos (see
–n.) which was one of the most popular topics on sixth-century black-
figure vases. The compound is found only here, but cf. )���7[�]�.�. [����

., )���7����*�� Aesch. Septem .
– L�)�] ,����������
: the compound, ‘thunderbolt-flashing’, is an
epithet of Zeus in the Iliad (., ., .), also in Pind. O. . and
in B. ..
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^��������� ���������
: Persephone has the same epithet, ‘slender-
ankled’, in h Dem. and . The spelling ����– for ���"– is by dissimilation
from –�;"��
, cf. ����;"���
.
– The Kerberos story is mentioned in Il. ., but what B. had
in mind seems to have been Od. .– where Herakles’ shade reports
to Odysseus 	�� ���# �� )��(%� Q���7� 	��� W!���� · �= �3� Q�� W���� |
;�(6��� (sc. Eurystheus) ���%# �� ��� *����B����� �V��� W�����. | ���
��� )�I� ��#���	� 	�9 n����� )! <E%��, ‘he once sent me hither to fetch
the hound of Hades, for he could devise for me no other task mightier
than this. The hound I carried off and led forth from the house of Hades.’
B. embroiders by adding a graphic compound (epic 	��*���%����), by
clarifying ()
 ;(�
), and by adding the monster’s genealogy ().
 
T)� . . . = 1��!���: in Hes. Th. –, the offspring (�#	��) of
Echidna and Typhaon are the two dogs, Orthos and Kerberos, and Hydra.
In early and classical Greek it is very unusual to refer to an animal, even
a mythical one, as "?�
; Pegasos in Pind. O. . ("?�� . . . .������
) is a
rare exception. In the Septuagint and New Testament it is not uncommon;
examples include Ps. .; Sir. .; and Matth. .. By calling Kerberos
a ‘son’ of Echidna, B. may be trying to confer ‘heroic’ status on the monster;
see also –n.
– �_� �� ��

 = :��"�� . . . !���6: �O( �� is used adverbially, as in
Alkman . and perhaps Ibykos SLG .. The passage in B. is mod-
elled on Homer’s famous lines Il. .– �@$ ��� ;����� ����
� ���$
%� 	�9 ��%���. | ;���� �3 �#� �� W����
 *��(%�
 *#��� W��� %# �� A�$ |
�$������� ;���� Q���
 %� )���������� v�$· | w
 ��%��� ����1 ^ ��� ;����
^ %�����
���. Cf. Il. .–; Mimn. .–; Musaios B = Clem. Strom.
.; Sim.  West; Ar. Birds –; Ap.Rhod. .–; Virg. Aen. .–
(which inspired Milton, Paradise Lost   ‘thick as autumnal leaves that
strew the brooks . . .’). The passage in B. is not a fully-fledged ‘Homeric’
simile; its purpose is to evoke the idea of a scrambling crowd (‘countless as
leaves’, Jebb), and also that of the precariousness of the human condition,
in line with the pessimistic interpretation of this image in most writers after
Homer.

,��$���� ‘bright, shining’, = ���

 (cf. Soph. OC  ���-��
8������), or perhaps ‘clearly seen, distinct’, as suggested by Braswell on
Pind. P. . )� ���������� ������.
– ����
"�"����� . . . B������!�: Meleager, son of Oineus and
grandson of Porthaon (the short form of the name, wrongly altered to
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]�������%� by A , is required by the metre; cf. <�	�X�(�) for �S�	�(���
in Pind. P. ., �S�	����%X� P. .).
 �
�"-����: Herakles, Alkmena’s son; the matronymic is formed like
t����B���
� L$�
��
� 8����
��
 etc.; cf. Wackernagel, Kl.Schr. –
and Syntax  –.
 ��
�.� . . . ���E��� (‘he put) the string on his bow-hook’. The image
is modelled on Od. .–.


��
�
���' ‘clear-twanging’, only here and . ��]�"	�����+

*����, perhaps coined by B. after the simile Od. .– (cf. Il. .).
 ��
��������� ‘bronze-headed’, only here. In Homer, the arrow is
*��	
�$
 ‘fitted to bronze’ (Il. ., Od. .) or *��	�2��

 ‘top-
heavy with bronze’ (Il. ., Od. .).
 ��
��� ���: B. seems to have believed, wrongly, that J�
 ‘arrow’ begins
with F, through confusion with (F)��
 ‘poison’ and (F)��� ‘violet’; see also on
.. This is strange in view of Il. . (Pandaros) ���� ���� ;��#��$
�
)	 %� \���� J��.
 ��� �N ��![� 	����6	�� ‘knowing well, he addressed him’, not ‘spake
unto him, for he knew him well’ (Jebb, who took ��� as object of both
�J%B
 and �����+���). In Homer �J%B
 never refers to a person as object;
it seems likely therefore that here, too, the participle is used absolutely,
as in Il. .; .; Od. . (in all three cases, of special or superior
knowledge): Meleager knows that it is pointless to shoot at shadows of the
dead. The scene may have inspired Virgil, Aen. .– where Aeneas,
suddenly frightened, draws his sword against the shadows, et ni docta comes

tenuis sine corpore vitas | admoneat volitare, cava sub imagine formae, | inruat et frustra

ferro diverberet umbras.
 ��
��E��� . . . �
"�� ‘calm your heart’; the verb, found only here,
means ‘to make �����

’ (‘calm’, Pind. O. .; P. .); see Braswell on
Pind. P. .(b): ‘The adjective �����

 itself is ultimately related to ���(�
(cf. Schwyzer  ; Frisk, Wörterbuch and Chantraine, Dict. s.v. ���(�), the
primary metaphorical meaning of which was ‘shine’; see West on Hes.
Th.  and Richardson on h Dem.. A secondary development is the sense
“to rejoice at” anything pleasant.’
 �H ��� !��� ‘you have nothing to fear’ (��� = ���), cf. Il.. (Thetis
to Zeus:) )��9 �c ��� Q�� %#�
, . (Hektor to Poulydamas) ��9 %� �=
%#�
 Q��� ����#����. The irony is that Herakles, the mightiest of heroes,
is scared (like Odysseus in Od. .) and has to be reassured by the dead
Meleager’s shadow.
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– ��� . . . ;� 	���� �����: a variation on the epic ��
 ����� �V

��%���; (Od. . etc.). As Herakles’ question arises out of amazement
and admiration, so does Apollo’s, who enquires about Kyrene, having seen
her wrestling bare-handed with a lion: ��
 ��� ����B��� �#	��x ����
 %
� ���������+�� ;����
 | K�#�� 	�"�����
 Q*�� �	��#����� | ������� %�
��	X
 �����m ����"; ‘what mortal bore her? From what stock has she been
severed that she lives in the glens of the shadowy mountains and puts to
the test her unbounded valour?’ (Pind. P. .–).
– As Jebb has pointed out, Herakles naturally assumes that Melea-
ger must have been killed by a great warrior whom Hera, Herakles’ long-
standing enemy, will now send forth against him (	�+���, ); it is not until
– that he learns that Meleager’s own mother, Althaia, caused his
death. ‘The touch of poetical art given by 	�+��� is like that of Sophocles
in the Antigone (v.), when Creon, never dreaming that the breaker of his
edict is a woman, asks �� ;
�
x ��
 ��%��� Z� 5 ����
��
 �(%�;’ (Jebb).
– ;�= C"������ . . . ����
@� ‘against my life’, cf. Il. . G����
)�-� 	�;��-� ����%��%��, cf. Od. ., Soph. OC .
– �. !� 	�
 . . . "�
��: cf. Il. . ����� %� y�$D ���� 	�9 <�
�$�
�(��� ���
��� (also Il. .; .; .; .; Od. .). In Homer,
��" ‘I suppose’ is often added in statements that seem plausible in them-
selves, yet are impossible to verify, e.g. concerning the intentions of gods,
cf. Wackernagel, Kl.Schr. .
– ��
�	)� . . . ;	���������: modelled on Od. .– where
Agamemnon prepares to offer sacrifices to appease Athena’s wrath and
the poet comments: �
���
� �=%� �� n�%$ U �= ��������� Q������· | �=
�(� ���V7� ���� ��#����� ���
 �J�� )�����. B. reverses this by putting
the gnomic statement at the beginning of Meleager’s long account, which
illustrates and confirms it. The view that the gods are implacable is most
strongly stated in Aeschylus, cf. Supp. – �#��� ��� �$��
 ?	����" 	���
�
%"����(���	��
 �������
 �R	���
 and see E. Fraenkel on Aesch. Ag. –
 who saw in these passages a ‘most decided conflict . . . with the convic-
tions of popular belief and of the poet of the >���� (Il. .ff.), whose lines
are attacked on the same grounds by Plato’s Adeimantos (Rep. .d)’;
Fraenkel also refers to Prom.  ,��
 �3� %"�������$��� ;�#��
 and –
 �	�*$�� �3� n��� 	�9 	#�� | ����(�"��� Q*�� 8����" ��+
.
 ��M �.� :�: examples are often linked to general statements by
	�9 �(�, cf. Pind. O. ., P. . etc., see E. Fraenkel on Aesch.
Ag. . Here the phrase takes the form of the apodosis to an unfulfilled
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conditional clause: [‘if it were otherwise,] Oineus would have . . .’, cf. Pind.
O. .–.

– Meleager’s account closely follows Iliad .–: there, too,
the exemplum is introduced by 	�9 �(�, but otherwise literal repetition is
carefully avoided. Listeners who were thoroughly familiar with Homer’s
account may have appreciated the choral poet’s technique of variation and
embroidery.
 	
�<�		�� Z�����: the compound is Homeric, though not given to
Oineus, who is ?��$�(�� (Il. .) and ?����� (Il. .).
– ��

���������
 ��"�@� . . . 
�
��
���
: Artemis, who is the
dominant figure of this story, gets three epithets here instead of one as in
Homer (*�"�������
, Il. .).
 ��������E��� ‘red-backed’, only here; B. was fond of colour com-
pounds, see .–n.
– #���� ��
�� ‘she had conceived anger’, for Homer’s ^ %� *��N
����#�$ (Il. .); Meleager does not say why, so that he can present
his sad fate as totally undeserved and cruel, maximizing its potential for
pathos. The audience may have remembered the reason given in Homer:
Oineus had omitted to sacrifice to Artemis, Il. .–.

���
&��� . . . ��	���: in epic and lyric poetry, this epithet is given
to gods and heroes; in B. it gives the mighty boar heroic status. If some of
the fragments of P.Oxy.   belong to Stesichoros’ Boar Hunters, fr. .
[�=�"]2��� may refer to the boar.

,���!�"���� ‘a ruthless fighter’, only here, apparently coined by B.
after 8"%����� ����%#� %$���$��
 Il. .; see on  �%����2���.
 	
$"���� ������ ‘in the floodtide of his might’, for Homer’s ��#��D
2��������� (of boars and lions: Il. ., .–).
 %���
� ‘vine-rows’; in Il. ., the boar devastates an orchard
(���
�), for which B. substitutes a vineyard, apparently because he is think-
ing of the etymology (from �V��
) of the name, Oineus (cf. Hekataios FGrHist

 F ), who had received the vines from Dionysos (Apollod. ..).
 ���8� �� "'
�: in Homer, the boar destroys tall trees �=�-����
P�6$��� 	�9 �=��+
 W����� �
��� ‘with their roots and fruit-blossoms’,
Il. .. In B., the Homeric ‘apples’ become ‘sheep’ because in this way
they can form a powerful tricolon: the boar destroys vines – sheep – even
humans, demonstrating its supernatural strength, see –n. In this, B.
was followed by Apollod. .. and Ovid, Met. ..
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 0 1

���� :������: in Stesichoros’ Boar-hunters (PMG ), the
hunters include Lokrians, Achaians, Boiotians and Dryopes. Their names
are listed in Apollod. .., Ovid Met. .– and Hyginus .
– ;�!
���� . . . �
������: the scholia BT on Il. . and on
Nikand. Ther.  treat these words as synonymous, but in Il. . and
. )�%"	#�
 seems to mean either ‘kindly’ or ‘carefully’ (the latter may
be linked to the gloss %��	��· ;�����6�� in Hesych. % ). In Od. .,
however, it seems to mean ‘eagerly’ (Odysseus )�%"	#�
 	�#� �� n���� �+�#
�� �V��� | b����#�
); both B. and [Hes.] Sc.  seem to have adopted this
meaning.
– ;	�M . . . ������ A���
�6� %��<��: it was Meleager who killed the
boar, after Atalante had first wounded it with an arrow; the hero modestly
shares his triumph with the other Aitolians.
 �[��]�6��: he is ]��"�B���
 in Il. ., but a son of Lykourgos
from Arcadia in Apollod. .. and, like several other ‘boar hunters’, one
of the Argonauts, cf. Apollod. ... On the François Vase, he is the dead
man, inscribed SLtS'��, under the boar, whereas a fragment of a dinos in
a Swiss private collection (Bollingen, R. Blatter coll.; Appendix no. ) shows
him in a very similar position with his name correctly spelled (SL8S'��).

���
���: he is a brother of Meleager only here and in Ant. Lib. .
( � S�#���
).
– ���� != `]
. ��� . . . [	����]� (Kenyon), or [��� %�T]�. ��� . . .
[������]
 ‘more than these’, if we accept Jebb’s and Housman’s sup-
plements; but cf. Ant. Lib. . ��#����� %� 	�9 �? W���� ��+%�
 �J�#�

��*������ ‘the other sons of Oineus also died in the fight’, which favours
Kenyon’s supplement.

�� ��� 	�: a reminder of the cause of the disaster, echoing – (cf.
Il. .).

!�Q����: explained as ‘expert’ and ‘fierce, warlike’ in Schol. BT on
Il. . and in Hesych. % , whereas Apoll. Soph. . and Schol. D on
Il. . give only the second meaning, which B. follows here and in  (of
Althaia).
 ,�������: .n.
 	��M != �V����� !��@� ‘for the reddish-brown hide’. In Homer, the
epithet describes the colour of a lion’s skin; a boar is much darker: Homer
calls its hide ��*�-�� (Il. .), which seems more appropriate. Did B.
want to make the boar resemble a lion by giving it a ‘leonine’ epithet (cf.
n. and n.)?
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 ;�!
����: they fought ‘hard’, first with the boar (–n.), then
against the Kouretes. In Meleager’s pathetic and self-pitying account, the
repetition emphasizes their hard struggle.
 Schol. AB on Il. . explain that both Kalydonians and Kouretes
were Aitolians, Oineus ruling over Kalydon, Thestias over Pleuron.
"���	��
�"��� ‘staunch in battle’; they are ����*(���� in Il. . and
Stes.  col. .
– In Od. .–, Odysseus concludes his dialogue with Achilles’
shade with the statement that in war indiscriminate killing is common;
cf. Soph. fr.  R. �";��
 �(�� k �"��+	�
� �=%� 5��� rS�$
 | �"�

����B��� �(��� �"�2(6�� 	�	(, ‘Ares is blind, women, and cannot see,
he who with his pig’s face stirs up every kind of evil.’ Despite the reference
to a boar, this cannot come from Sophocles’ Meleagros which had a chorus
of priests, not women, according to Schol. A on Il. ..
 ��������
"�� RA�$�: cf. r 0��� . . . 	�������"��� Hes. Th. ; in
Homer, the epithet is given to heroes (Il. . Achilles, Od. . Herakles).
 7
��6� #	� !
�"����� ‘against the lives of the enemies’, cf. 7"*(
= ‘life’ in . Instead of simply saying %"����#��� (as Homer would have
done: cf. Il. . %"����#���� . . . %-��� Q�����), Meleager emphasizes the
notion of ‘life’ because he was so cruelly deprived of his.
 ��6��� a� !��"�� ��
$�: a general conditional relative clause, cf.
Goodwin, Syntax – § .
 ��3�= ��� ;	�
�<�"��� ‘she gave no thought to this’, i.e. that war is
‘blind’ and kills indiscriminately (for )���#������ in the sense of ����6�����
cf. Hdt. ..; ..; .. etc.). Meleager uses the statement – to
present his (subjective) innocence: he did not intentionally kill his mother’s
brothers; he therefore feels that Althaia’s revenge was doubly unjust and
cruel, hence his triple condemnation of her as %�E;��� (n.), 	�	������

(), ��(�2�	��
 �"�( ().
 ,���&����� ‘unflinching’, only here and Pind. P. ., either a
variant form of ����2

� ��(�2$��
 ‘untrembling, fearless’, or a verbal
adjective from *���2(6��� or *���2(�����, cf. �(�2�
 ‘fright’. Althaia, her
son claims, did not tremble when she threw the log into the fire.
 9�"���� ‘swift-dooming’, like the arrows in Homer (Il. .,
Od..). A fragment from Phrynichos’ Pleuroniai also describes Melea-
ger’s death as swift: 	�"���� �3� �=	 | W�"!�� ������ [	�+� %# ��� ;��!
	���%������ | %���� ������#��" �����
 /�� �J�X
 	�	���*(��" (TrGF 
p.), but it is not evident that B. borrowed anything from him. Meleager
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may well have been referred to as [	�����
 in some epic version of the
story (like Achilles in Il. . etc.), which may have been the source for
both Phrynichos and B. (and for the Boar Hunt scene on the François
Vase ?).

;<������: the pap. has ��	��"����, which cannot be right; after
)	 �(���	�
, the sense requires something like ‘taking out’ (cf. protulit hunc

genitrix in Ovid’s account of the story, Met. .), so the verb cannot be
a compound of 	������ ‘to close’ ()		�(������ ��	�������), nor can it
be a form of 	������ ‘to weep’: after –, Althaia in tears would hardly
be credible (even though in Il. . she weeps for her brothers); besides,
	�+� . . . )	 �(���	�
 would then be very elliptic (‘she burnt it <having taken
it> out of the chest’). The solution is offered by Hesych. �  )!�����·
)!���+� and Pollux . 	�9 �� )!���+� )!�����, which suggested )!������
to Wackernagel : .
– "�6�= ;	��
���� might be a phrase adapted from epic poetry;
it also occurs in Aesch. Eum. –, cf. Kallinos . q�+��� )��	�B���(�)
and Plato, Epigr. . q�+��� )�#	�����.

���� 8�@� F��� . . . #""��: (fate had decreed that the log) ‘then be the
limit of my life’� ���� = when Althaia burnt it. This is confirmed by Apollod.
.. �3
 q�+��
 ;��9� �J��+� <G��> ���� ����"�
��� q��#����
� G���
5 . . . %���
 	���	-�. Cf. Aesch. Cho. – (Althaia) 	������"�� ���%�

%�;����� %���� a��	(�) ‘the log that was contemporary with her son’, . . .
!�������� �� %��9 2��" �����	������ )
 Z��� ‘its age tallying with his
throughout his life to the day decreed by fate’. For G��
 = ‘time-limit’ cf.
Eur. IT .
 	����� 	��	������ ���-��� ‘having caught him in front of the
towers’ is explained by the following ��9 %� . . . ;����� . . . ]��"���� (–
). As long as B. was following Homer’s account, his narrative was moving
in a linear fashion; now that Meleager is focussing on Althaia and his own
miserable death, the narrative technique changes. Having put the crucial
verb, 	�+�, immediately after ��(�2�	��
 �"�(, B. then has to explain
what had happened before – first the significance of the log (–), then
the events that led Althaia to burn it (–).
– "��
��� . . . b&�� 	��
��	��: the passage appears to be modelled
on the description of Hektor’s last moments in Il. .–: K��������#��
(only here) may be coined after K����%���#�� Il. ., and – seem to
be a variation on Il. .– 7"*1 %� )	 P��#�� ����#�$ <�%��%� 2�2
	�� |
U� ������ ������� ������� ��%���$�� 	�9 a2$�. All that B. adds is
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designed to create compassion with Meleager’s sad fate by exploiting its
emotional and tragic potential: his 7"*
 is ��"	�+�, his a2$ is ����(, his
last breath is a sob with tears, �J�+ . . . %(	�"�� ��(. [���.
 ,!����&��� ‘fearless of the battle-cry’, also .. B. has four more
compounds of this type (� privative +  other elements): ����%��(*�

., ����2��(*�
 ., �	���������
 ., ������%�	�
 ..
– Weeping is out of character for Herakles: in the older (epic ?)
versions of his myth, it is hard to imagine Herakles shedding tears. Here he
weeps, for the first and only time – not out of pain or grief for himself, but
out of compassion for young Meleager: B. exploits the potential for pathos
to the full. The motif recurs in Aesch. Prom. – (the Okeanids weep
out of pity for Prometheus) and in Eur. HF  (Theseus for Herakles), cf.
HF – and Soph. Trach. – (Herakles’ self-pity). Later variations
of this motif include the funerary epigram for Polystratos ( Kaibel),
the anecdote about the Aitolian Stichios killed by Herakles in his madness
(‘and for him alone, they say, the hero wept’, Ptolemaios Chennos, 8���1
?������ .), and the lamentation for a professor of Berytos for whom Con-
stantinople mourns, ^ �(��
 �J�� W%�	�"
 )%(	�"��� ���� &zB�$ (Heitsch,
Dichterfragmente no. .).
– The famous saying is quoted in two versions:
(a) hexameters (Alkidamas in Stob. .. etc.)

��*1� (v.l. �(����) ��� �1 ;���� )��*��������� W������,
;���� %� G��
 T	���� ����
 �SE%�� ���-���

(b) elegiacs (Theognis – etc.)
�(���� ��� �1 ;���� )��*��������� W������

�
%� )��%�+� �=�3
 K!#�
 s����"�
;���� %� G��
 T	���� ����
 <E%�� ���-���

	�9 	�+���� ����1� �-� )���$�(�����.
The original version is obviously (a) which was expanded to (b) when it was
incorporated into a collection of elegiacs, such as the Theognidean corpus.
Why B. adopted the elegiac version (b) is not clear – possibly because he
found it more moving. At any rate, he was able to quote only the first half,
because Meleager did die young, as he himself had just tearfully lamented,
so naturally B. omits any reference to the second part of this gnome; the
audience would surely have known it anyway.
– ,

= �� ��� ��� . . . "
��"����� ‘but there is nothing to be achie-
ved by weeping . . .’, almost = Od. . =  ���� �= �(� ��

��-!�
 )������� �"���#������, cf. Alkaios . ���	�7���� �3� �=%��
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��(�����, Stes. PMG  ����#����� (��#����� �� Ahrens) 	�9 ��(*���
��:
 �������
 	������. Achilles’ consolatory address to Priam is in a similar
vein: W��*��� �$%� �������� K%���� . . . �= �(� �� ��
!��
 �	�*
����
 "O�

f-�
�| �=%# ��� ����
���
� ��9� 	�9 	�	�� W��� �(�$����, Il. .. As
the situation here is closely parallel to that in B. (direct speech, admonition
to stop lamenting), it seems likely that B. had this scene in mind, rather than
Od. .– (past narrative). The odd statement in  (‘one should speak
rather of what one is likely to accomplish’) could therefore be interpreted
as a deliberate reference to the Iliad passage: while Achilles says something
which cannot possibly be done, Herakles, by contrast, very pointedly sug-
gests something (	�+�� G ��) practicable. The poet’s choice of literary models
is striking: they are all familiar passages; the Homeric Hymn to Demeter (see
n.) must have been well-known in Sicily; the image of the leaves (Il. .–
, see –n.) was one of the best-known Homeric similes, as the adapta-
tions suggest; Odysseus preparing for the slaughter of the suitors (see n.)
is an impressive example of a hero stringing his bow; Prometheus in Hes.
Th. – is the prototype of someone who, by challenging the gods, incurs
their wrath and pays the penalty (see –n.); Hektor’s death is the most
moving scene of a great hero dying (see –n.); the most moving lamenta-
tion scene is the encounter of Priam with Achilles (see above). Educated lis-
teners will have recognized these literary models and appreciated B.’s adap-
tations as ‘highlights’ of his narrative, which was probably what B. intended.
If so, his address to Hieron ‘you will rightly assess the sweet gift’ etc.
(–) will have prepared the addressee for this literary adventure.
 F�� ��M "�

�� ��
�6�: ����+� (future, see LSJ under �#��� 'c) must
be transitive, with the subject ��
 understood; for examples of ‘omitted’ ��

cf. Il. .; .; Pind. I. .; see Ed. Fraenkel on Aesch. Ag.  with
bibliography.
 ,!"-�� ‘unwedded’, a virgin; Meleager refers to this in –.
 ��M �
.� ,
����� ‘resembling you in stature’ motivates Herakles’
question; it is also a discreetly erotic compliment for Meleager (if the maiden
resembles him, Herakles will be attracted to her). Dickens’ David Copperfield,
end of chapter  offers a striking parallel: ‘Good night, young Copper-
field’, said Steerforth. ‘I’ll take care of you.’ ‘You’re very kind’, I gratefully
returned. ‘I am very much obliged to you.’ ‘You haven’t got a sister, have
you?’, said Steerforth, yawning. ‘No’, I answered. ‘That’s a pity’, said Steer-
forth. ‘If you had had one, I should think she would have been a pretty,
timid, little, brighteyed sort of girl. I should have liked to know her. Good
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night, young Copperfield.’ – Pindar, fr. a (see above, p. ) told the story
differently: he made Meleager ask Herakles to marry his sister, presumably
to protect her from Acheloios. By reversing this, B. can present Herakles,
as well as Meleager, as an illustration of his introductory statement that no
mortal can have complete happiness (–n.).
 �
�������� ‘with pale neck’: a pale complexion was consid-
ered attractive in women, hence compounds such as ��"	B����
 and
��"	��(����
, cf. �
*�� ��"	B Od. ., ��"	1� %#�$� Eur. IA .
*�����*$� is clearly a colour compound, as in Sim. PMG .; it has
nothing to do with ‘freshness’; cf. *���$9
 �$%B� Od. . and *�����
%(	�" Eur. Med.  (tears are warm and salty, not fresh: here too it must
be a colour epithet, ‘bright tears’).
– A formula of transition from the mythical narrative to the second
praise passage. Similar formulas are frequent in Pindar, see Braswell on
P. .–: ‘The device is obviously a necessary part of a lyric poet’s tech-
nique, since he can seldom develop a point with the fullness of epic.’ Pindar
also uses the image of the Muses’ chariot as a metaphor for poetry, e.g. in
O. .– where the victor’s mule chariot, led by the Muses, brings the poet
to Syracuse. Parmenides’ poem begins in strikingly similar fashion.
– L�� . . . ,����)� ��I�: the concluding part of this ode begins
and ends () with Zeus, as befits an Olympian victory ode. The se-
cond praise passage (–) is a brief summary of the first (–).

= Z
�"	���: wrongly changed to � ��"����� by the corrector A .
 ,��"�������� ‘tireless stream’, only here; see n.
 B�
�	�� �� &��� ‘the might of Pelops’; the circumlocution with 2��,
common in Homer, is also found in Pindar (O. . of ‘violent’ Oinomaos;
P. . of Kastor) and occasionally in tragedy (Aesch. Sept.  and ;
Cho. ; Eur. Phoen. ). For the worship of Pelops at Olympia cf. Paus.
..–.
 	�]��M ������� !��"��: the first dative is instrumental, the second
modal (or ‘of circumstance’); Pindar uses the accusative instead: O. . )�
Q����� ��	�� %�����, also O. ..
 ��!��"����� 	���
�� ‘the leaves of good fortune’, i.e. the victor’s
olive wreath. The phrase refers back to the concluding sentence of the first
praise passage, –. Hieron’s �=%������� stands in stark contrast to the
sombre mood of the mythical narrative which exemplified the statement
that no mortal can be entirely happy. Although this also applies to Hieron,
he is certainly fortunate now.
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– ��4] != . . . ����6�G ������ . . . ,	���"���� ‘one must praise,
thrusting envy aside’. Bundy , commenting on the very similar passage
in Pind. I. .–, claims that *�
 ‘issues a very much stronger imperative
than do the other forms in which the *�#�
 motive is cast’. The passage in
B. is a variation of the same *�#�
 (‘obligation to praise’) motive, on which
see .–n. and .n. It also echoes the ‘willingness’ motive in the
proem (–) by the repetition of �J��+� ( and ).
 �V ��� �N 	������ &���I[� ‘any mortal who is successful’. Here the
condition follows the vaunt (*�1 . . . �J��+�), whereas in Pindar’s I. .–
the sequence is reversed. Cf. also O. .– �J %� �:� ����� ��
 �M ��(�����
�����(�"�
 A���� | /��#��� ��*3 ����� | �#������ 	�9 ������ G�	���
���(���
 �����+
· | �;���$��
 %� �V��
 ���"������	��
 | �H��
 W�	�����
‘but if through toil someone should succeed, honey-sounding hymns are
a beginning for later words of renown, and the faithful pledge of great
achievements. Without stint is that praise dedicated to Olympic victors’
(on �;���$��
 �V��
 ‘ungrudging praise’ see Bundy, Studia Pindarica ).
– c����)� ,�-� . . . 	��	�
�� P�
�@�: Hesiod, the q�"�(��
���(��� (Th. ), even though the exact quotation is not found in his
extant works, unless it refers to Th. – (as suggested by Merkelbach and
West on Hes. fr. ) where Hesiod speaks of the Muses’ gifts of persuasive
speech and song to kings and poets respectively. If B. did have this passage
in mind, his phrase [������] 	�9 2����� ;
��� \�[�����] (–) might
echo Hesiod’s �? %# �� ���9 | �(���
 )
 �=��� 5���� (Th. –) and ���� w

?�(�	����� (Th. ); it would, however, be a rather approximate ‘quotation’.
Theognis  U� %� ���9 �������� 5 	�9 ���������
 �J��+ comes much
closer to B.’s statement; it seems possible that both reflect a lost ‘Hesiodic’
statement, perhaps from the g������
 /���-	��, the ‘instructions’ given
to the young Achilles by his tutor, Chiron, cf. [Hes.] frs. –. Pindar also
likes to highlight important statements by presenting them as quotations
by famous wise men, cf. P. .– (the old man in the sea), I. . (Hes.
Op. ), P. .– (Chiron’s teachings, [Hes.] fr. ), O. .– (Adrastos’
saying, from the Thebaid), I. .– (Aristodamos), fr. b (Chilon), also
N. . and .–. Simonides, by contrast, modifies or rejects sayings of
the ‘seven Sages’, PMG  and .
– 	����"�� . . . 	�"	��� 0K�����: �������� refers to the preceding
statement; B. ‘obeys’ or ‘follows’ Hesiod’s saying by sending his ode to
Hieron in order to spread his fame. Jebb’s supplement �=. [	 )	��
 %�	�
]
() supplies the most suitable noun to qualify 	������": ‘without (straying
from) the path (of justice)’, cf. .–n.
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���
�� . . . �
I���� ‘speech that brings glory’, cf. Pind. O. . )	
�����	X
 . . . ;����
 �=	�#�
 K����:
 ?#���
 (‘arrows’ = words or songs
of praise); N. .– �M��� )�#�� �=	�#�; Aesch. Cho.  ���
 �=	��


‘lament that brings glory’.

	�"	��� 0 K����� takes up the ‘willingness’ theme from the first praise
passage, with echoing words: !#��
 . . . �#���� . . . 	�����3� )
 ����� (–);
see also –n.
 	
�"���� . . . ;��
[I�]: �"��
� is the ‘stock’ or ‘root’ of a tree, and
even where the word is used metaphorically, the original meaning is felt
(as here: indicated by the verb, �(���"���); similarly in Aesch. Cho. 
and , Supp. . From praising words (�����) ‘the tree-stocks of blessings
flourish’. Pindar uses similar images in N. .–, P. .–, I. .–.
 ;� ���-�[�̄� �

�����: may Zeus secure peace, now that the
Carthaginians have been defeated. The poet’s concluding wish is not for
further military successes, but for the preservation of peace. B. expresses his
desire for peace either in person, as here and above all in his Paean (fr. ), or
through his characters, as in . and .–. His is a lone voice; similar
views on peace and war are not found until the end of the fifth century, in
Aristophanes and Euripides: see pp. –.

ODE  : FOR LACHON FROM KEOS

. Lachon’s victories

Odes  and  celebrate the victory of Lachon, son of Aristomenes, from
Keos, in the sprint (��(%���) of boys in the nd Olympiad ( ). The
date is given by the victory list P.Oxy.   col.  >(	�� 8�. [+�
 ���%(��)
��(%��� (the supplement follows from the position of this entry in the list).
The spelling of the name is confirmed by the pun at the beginning of the
ode (–n.), and by the victors’ list from Iulis on Keos IG  . lines
–, which record two Nemean victories by the same Lachon as a boy.
The inscription from Keos has been reprinted with two improved readings
and discussion by D. Schmidt : .

Lachon’s Olympic victory of  was celebrated ���%����
 ���%�+

(–). Does this refer to this ode being sung ‘before your house’, i.e. of
the victor’s father, Aristomenes, at Iulis, or ‘before the temple’ (of Zeus at
Olympia) ? It is true that the beginning of ode , which addresses the six-
teenth day of the month in which the games were held, i.e. either Parthenios
or Apollonios, might suggest performance of this ode at Olympia because
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on that day the prizes were distributed (Schol. Pind. O. .), but this is
not conclusive as this address could just as well be the starting point of
a more general victory ode performed in the victor’s home town, for it
is not impossible that ode  was triadic and originally much longer. If it
was, it would have been composed for a performance at Iulis, while ode 
was sung at Olympia; ���%����
 would then mean the front part of the
temple, presumably the temple of Zeus which had been completed a few
years earlier (before ). The word is attested in Homer (Il. .; .;
Od. .) and Euphorion (SH    ���3 ���%���� �.�. [�(���]�. and
perhaps . [�]�.�.%����%�), cf. K�����%���
 ‘the back chamber’ (of the
temple, where the treasure was kept), Ar. Ploutos  etc.

. Structure of the ode

Although this short ode consists of strophes of  lines each, its structure takes
no notice of the strophic division. It falls into three sections of increasing
length: (a) Announcement of the victory (–), (b) reference to previous
victories of Kean athletes at Olympia (–), (c) Lachon’s present victory
(–). While part (a) serves as a kind of proem, parts (b) and (c) are
closely interrelated: �(������ () is taken up by ��� (), ��! �� 	�9 ��(N
%��� 	�����[��� () is taken up by ��(%��� 	���
��
 () in verbal and
metrical responsion, and W���(� ���� ���"����� () is taken up by ��������
���%����
 ���%�+
 (), also in responsion. The close verbal and metrical
correspondences between parts (b) and (c) are indicative of the underlying
idea that Lachon’s victory should be seen as the latest in a long line of suc-
cesses by Kean athletes, and that he proved himself to be worthy of them.
Part (c), beginning with �� %� ��� . . . (), is also linked to the opening
passage as it addresses Lachon directly, thus rounding off this short ode
very neatly. Its structure is very similar to that of ode , as van Groningen,
Composition  n. has observed.

– >���� . . . 
���: B. uses this type of pun only here, whereas Pindar
has several examples: O. .– r '���
 – R��, P. . �
%���� – q
%���,
I. . �J���
 – SR�
 (cf. Apollod. .., but linked to �J�+ in Soph. Aias

), and fr.  ( &'#���) 6��#�� ?���� )�B�"�� �(���, cf. also Likymnios
PMG b <*#��� W*�� ��������� 2����+���. Simonides’ pun on the
name 8���
 (‘ram’, PMG ) is different in that it involves no word-play
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with etymologies, but a taunt on the man’s name: ‘the Ram was fleeced’,
cf. Page : –.

L��� = ���3 ,��
; verbs like ���*(����� �"�*(����� %#*������
	���6����� can combine a direct object (acc.) with the genitive of a person,
for which examples can be found in K-G  –.
– �
����3 	�����6�[ * – – ] !�= F���: the choice of supplements
will depend on whether G��� is (a) relative, (b) exclamatory, or (c) inter-
rogative. (a) seems the most likely: perhaps [�#����] (Housman), which
would go with ;#������: ‘Lachon won . . . the highest prestige (	�%�
)
of the games’; but as �(*� . . . 	�%�
 is sufficient to indicate that he won
his contest, �#���� would not be strictly necessary, and one might instead
think of an adjective or pronoun linked to 	�%�
, such as (���*��+�[��)
V��� (Schwartz) or (–���[�) ��+�� ‘prestige equal <to that> for which . . .’
or ‘of the kind for which . . .’, or perhaps even a verb: (-�+�[�) P#!�
 ‘hav-
ing achieved <that> for which . . .’. Of the other two possibilities, (c) is
unlikely (what could e.g. �������
 refer to?), and (b), though well attested
in Pindar (see the passages listed by Radt on Pae. .), is not found in B.,
and Jebb’s objection (pp. –) that it seems ‘too jerky for our poet’s style;
his sentences are wont to flow on smoothly’ seems valid, as it would indeed
create a strangely unmotivated asyndeton.
 	������� ‘in earlier times’; the victories in the Olympic games won
by previous Kean athletes put Lachon’s present victory into perspective,
as he has now (���, ) shown himself worthy of them. Previous Kean
successes were in boxing and running (��! �� 	�9 ��(%���, ); unfortunately,
the inscription from Iulis (IG  .) which lists Isthmian and Nemean
victories does not allow us to verify whether the Keans were particularly
successful in these disciplines, as it is damaged on the right and has lost
nearly all the indications of contests.
 ,"	�
������� ?���: in his paean for the Keans (Pae. .–), Pindar
makes the chorus praise the island for her excellence in games (�����+

�#����), and her abundance of poetry (��+��� ���#*�� ���
); she also
grows ‘some’ (��) of Dionysos’ ‘lifegiving remedy for despair’ (2��%����
���*����
 W	�
, i.e. wine), but lacks horses and cattle.
– :����� 	��= =Z

"	��� . . . �����3[��� is closely paralleled by
the corresponding lines of the antistrophe (– �������� ���%����

���%�+
 . . . 	���
��
). The parallel suggests that ’��"����� () goes with
W����� rather than with 	�����[���: ‘the youths sang at Olympia of vine-
nurturing Keos as the winner in boxing and sprint’.
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– ��������� . . . &������� ‘luxuriant with garlands’. B. is fond
of the verb 2����� ‘to be exuberant’ (.–n.), whereas Pindar prefers
�(�����, cf. N. . (the victor �(�$�� 8��������
 �������
 ‘flourished with
Corinthian parsley’) and Parth. . of the girls’ choir ���;(���
 �(������.
The later commentators of the Iliad treated the verbs as synonymous, cf.
Schol. DBT on Il. . and Hesych. 2 .
 ,��<�"�
	�
 ‘song-ruling’; nearly all compounds in B. beginning
with ���!�– (except �. [��!�;��]�����
, .) are hapax legomena, as is /���(N
����� ..
 Z������� . . . ���[��: the song is Ourania’s, the Muse’s, and it
honours the victor ‘by the will of Victory’; the chorus speak as if the poet
did not exist.
 	�!���"�� ����� ‘wind-footed son’ of Aristomenes; the phrase refers
back to ��%���� () and Lachon’s sprint victory. In the Iliad (. etc.),
the epithet is always given to Iris (cf. h.Ap. ); it may have occurred in
Simonides, cf. the marginal note in PMG  fr. ., possibly also in
fr. . ]�� ��%�[���– (Lobel).
– 	��!�"��� ,��!�6� ‘with songs sung before the house’. The com-
pound is here used as an adjective, like ������
 in Aesch. Supp.  2���:

����(�"
. It seems that a masc. noun, 5 ������
, did not exist (even though
5 K�����%���
 does, cf. Aristoph. Pl. , Demosth. ., . etc., of
the Parthenon), but that a noun, �� ���%���� ‘that which is in front of the
house’, was derived from the adjective ���%���
� –��; Schwyzer   n.
discusses the evidence (add Euphorion SH . and  col.  ). ���%�N
���
 ���– responds with ���� ���"����� (); it seems to refer not to the
victor’s (or his father’s) house on Keos, but to the house of Zeus, his large
temple at Olympia; see the introduction to this ode, above pp. –.
 ���!��� ����-��� → ��(%��� 	�����[��� . The repetition empha-
sizes the link between the previous Olympic successes of Kean athletes
and Lachon’s present victory, which ‘brought fame to Keos’ (). The verb
	����+� with the contest as its direct object occurs in Pindar, N. .–
(in zeugma: )	�(�$�� . . . d 0����� ������� . . . 	�9 ��� �'����+ 	�9 L��#��
��#;����, ‘he conquered the host of Hellenes . . . and the crown at both
the Isthmos and Nemea’) and in the Rhodian epigram for Hagesistratos,
Moretti, Iscrizioni no.  = Ebert no. .–

t3� 2���*���� �(���� ��� ��������� ��� 	��� �����
������ ���#��� ��+%� 	����+� &z�%���

]��"	�#����
 "?�� {�$���������,
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‘I announce that at your festival, Olympian Zeus, a Rhodian, Hagesistratos
the son of Polykreon, has won the heavy-handed wrestling contest without
being thrown.’ Cf. also the end of the epigram for Nikoladas from Corinth,
attributed to Simonides (fr.  Diehl = AP   = Ebert no. .–)
���%��� %� �3 �(��� 	���
��
 | �c;����� ���(��� 8�������.

ODE : FOR ALEXIDAMOS OF METAPONTION

. Metapontion

Ode  celebrates the victory of Alexidamos, son of PhaDskos, from
Metapontion in the wrestling in the age-group of boys. Its date is not
known. Lines – make it clear that it was performed in the victor’s
home town.

In historical times, south Italian Metapontion was a colony of Achaians,
situated on the east coast of Lucania, between the rivers Bradanos and
Kasas (Casuentus, Basento). Its foundation was variously attributed to,
among others, Nestor’s Pylians on their return from the Trojan War (Strabo
.. C., also .. C.; cf. Solin. .; Timaios FGrHist  F –
= Athen. .c–e, Lykophron – and A.P. .), or to Epeios of Elis
(Velleius .), or to the Achaians who had been called to help defend Sybaris
against Tarentum (Antiochos FGrHist  F ; Livy ..). The latter
foundation can be dated to the later seventh century .

The foundation legend may have been the result of a desire to give this
small and relatively insignificant country town in southern Italy a grand,
heroic past. Pausanias, in his survey of the history of Achaia (..–),
expresses amazement at the fact that Achaia, so powerful at the time of
the Trojan War (������$ ��� &0��$��	�� ��+��), was so insignificant in
the Persian Wars. The equation of the Homeric Achaians with the Pelo-
ponnesian Achaians who founded the town may have been B.’s invention,
or he may have found it circulating among the Metapontians; in either
case, it was more recent than the Nostoi (PEG p. ), which told the story
of Nestor’s return in accordance with Od. .–, i.e. made him and
Diomedes return straight home. See n.

Five temples have been located in the area of the town. The first three
are dated to c. – , the others to c. – . Outside the
town area, at S. Biagio della Venella, some  km to the west/north-west, is
the important sanctuary of Artemis Hemera (‘the gentle Artemis’) which,
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like many other sanctuaries in the region, shows a close connection with
water-cults. The excavations directed by D. Adamesteanu have unearthed
a large number of terracotta statuettes and busts of a goddess, as well as
incense burners (�"����
���) and other cult objects; some of those busts
show the goddess holding a deer, i.e. she is Artemis as ������ �$���;
see Adamesteanu, La Basilicata antica –, with illustrations on pp.–.
The attribution of this sanctuary is further confirmed by a black-figure
lekythos found there (now in Naples, Nat. Mus., Collezione Santangelo
; Appendix no. ) with the dedication Szt0q',', and by Hyginus
. (Melanippe) who says about the local king, Metapontus: dies adven-

erat ut Metapontus exiret ad Dianam Metapontinam ad sacrum faciendum, which
implies an Artemis sanctuary at some distance outside the town. Chrono-
logically the finds from this sanctuary range from the later seventh to the
fourth century . On the basins and water conduits found at S. Biagio,
cf. Carter, Sanctuaries –: ‘The cult focused on the spring which was
channelled into a basin constructed of conglomerate stone. A number
of structures decorated with polychrome terracotta revetments and ante-
fixes rose on a level terrace above the spring in the sixth, fifth and fourth
centuries ’

. The myth

The story of the madness and eventual healing of Proitos’ daughters, as
told by B., agrees so closely (apart from one essential detail, see below) with
the version reported by B.’s contemporary, Pherekydes of Athens (FGrHist 
F  = Schol. MV on Od. .), that one must assume some connexion
between them. Pherekydes says that the most glorious among the many
miraculous exploits of the seer Melampous, son of Amythaon, was his cure
of Lysippe and Iphianassa, daughters of Proitos, king of Argos: ‘In their
juvenile thoughtlessness they had offended Hera; for when they came to
her temple, they disparaged it, saying that their father’s house was richer.
And when for this reason they had gone mad, Melampous came along and
promised to cure them without fail, provided that he received a recompense
proportionate to the cure. For the illness had lasted ten years already, causing
distress not only to the girls but also to their parents. When Proitos offered to
give Melampous a part of his kingdom and one of his daughters, whichever
he wanted, Melampous cured their illness by propitiating Hera through
prayers and sacrifices.’ How does this relate to B.’s account?
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Theoretically, there are three possibilities: (a) Pherekydes depends on
B., (b) B. has used and modified Pherekydes, or (c) both depend on the
same source. Before we can answer the question, we must examine the
different versions of the myth. Essentially, two versions can be distinguished,
a ‘Dionysian’ () and an ‘Argive’ version ().

Version : (a) The women of Argos (Apollod. ..; Hdt. .; Diod.
.; Paus. ..) or (b) Proitos’ daughters ([Hes.] fr. = Apollod. ..)
are driven mad by Dionysos and cured by Melampous; in return, he and
his brother, Bias, receive a part of the kingdom.

Version : Proitos is king of either Argos or Tiryns; Hera punishes his
daughters, Lysippe, Iphinoë and Iphianassa, (a) with a skin disease and hair
loss for their lewdness (��*�����$, [Hes.] frs. –), or (b) with madness
because they had disdained her (Akusilaos FGrHist  F ; Pherekydes
FGrHist  F ; Probus on Verg. Ecl. .). They are cured () by Melampous
(Pherekydes; Probus; SEG .; without reference to the cause of their
madness: Strabo ..; Steph.Byz. s.v. >�"���; Alexis fr.  = PCG 
p.), or () by Artemis (B. ; Kallim. h. ., probably based on Argive
local legend; Paus. .. links the sanctuary of Artemis Hemera at Lusoi
to the cure by Melampous), or () by Asklepios (Polyarchos FGrHist  F ).

Three of these versions (.b, .a, and .b) are attributed to ‘Hesiod’;
of these, only .a is explicitly attested for the Catalogue of Women (frs. 
and ), while .b may go back to the Melampodeia; .b is attributed to
‘Hesiod’ by Probus, but attested as early as the fifth century by Pherekydes.
Akusilaos and Pherekydes agree in that they both present the girls’ madness
as punishment for their arrogant behaviour towards the temple or the
cult statue (Akusilaos) of Hera, although we cannot be quite sure whether
Akusilaos attributed their cure to Melampous (.b) or to Artemis (.b).
Be that as it may, the girls’ contemptuous attitude towards the temple or
statue, a wooden block (!�����), seems to reflect an age when large-format
sculpture and temple architecture was beginning to replace the modest
wooden temples and simple block statues of the older period, which were
felt to be ‘archaic’ or ‘primitive’ – see below.

How does Pherekydes’ version (.b) relate to that of B. (.b)? It
seems unlikely that Pherekydes modified B. by replacing Artemis with
Melampous, because () it would mean that he extended the girls’ madness
from one year (=  months, B. .) to ten, and () B. was performed
at Metapontion, a small town in Magna Graecia, from where knowledge
of this ode would not easily have reached Athens and become known to
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Pherekydes, given that in the first half of the fifth century the knowledge of
new poetry still depended, in the absence of a proper book-trade, on oral
performance and personal attendance or acquaintance.

Could B. have used and modified Pherekydes? This may be possible,
although neither the date of the ode nor the dates of Pherekydes’ activity
(apart from his agnoscitur in / , FGrHist  T ) can be established.
But it seems equally possible that B. found the story in Akusilaos, whose
version would then have been the source of both Pherekydes and B., or
that they both go back to some local Argive source, such as the Phoronis, the
epic poem of the late seventh or early sixth century  about Phoroneus,
the mythical first king of Argos (PEG pp.–). There appears to be a
connexion between fr.  of the Phoronis (PEG pp.–) which says that
Kallithoë (= Io), priestess of Hera at Argos, was the first to adorn ‘the god-
dess’s tall column (	���� ��	��� ��(��$
) with garlands and tassels’, and
Akusilaos’ statement that the girls went mad because they had disparaged
the wooden image of Hera (%���� �� �-
 d`��
 !����� )!$"�#�����). The
cult statue may have been referred to as a ‘tall column’, possibly because it
was replaced, at some point later in the poem, by a more advanced sculp-
ture in the round. At any rate, the ‘tall column’ and the !����� may well
have been the same object, i.e. an archaic wooden image which was felt to
be primitive.

It seems likely, therefore, that the story of Proitos’ daughters was told in
the Phoronis and hence summarized by Akusilaos, and that the ‘Hesiodic’
account, lost after fr. ., which Pherekydes followed, told essentially
the same story. If, as seems likely, both accounts had Melampous cure the
daughters (version .b), B. may have replaced him with Artemis (version
.b) because he had a very good reason: he had to celebrate a young
athlete from Metapontion, about whose family or home town there was
nothing interesting to report, except that Artemis was worshipped there,
in a rural sanctuary outside the town, as protector goddess of Metapontion
and its people. In both main sections of the ode, the victor’s praise (–)
and the mythical narrative (–), Artemis is the dominating figure on
which the unity of the ode depends.

. Structure

The ode consists of three main parts: (a) the proem with the invocation
of Victory (–) and praise for the victor (–), (b) the myth (–),
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and (c) the conclusion which links the address to Artemis to praise for the
town and the ‘Achaians’ (–). Each section ends with a verbal echo of its
beginning: (a)  L�	� ��"	�%��� →  ��	�� Q%�	�, (b) – �X� . . . 2����
	��#����� →  �? �#����
 2���� �� ���*��, (c) – ��$�;����
 . . .
<*���+
 →  ��	3
 <*����.

The first part falls into two sections: the proem (first strophe) in the shape
of a prayer to Victory (L�	�) in twice seven lines which form parallel struc-
tures (see –n.) and the praise passage which first celebrates the present
victory at Delphi (–), then mentions a possible Olympic victory that
was denied (–), and eventually returns to the Delphic victory (–);
of these passages, – and – correspond closely: – ���#�� . . .
��#;���� → – )����� . . . ���;����(�����, – )� ��%��� . . . 8����

→ – )� . . . ]#����
 %��#%��
,  ���
 ����� ������� → – [���9
�X� (?)] . . . �#������. Particularly obvious is the contrasting correspon-
dence between the denied victory (–) and the actual victory ‘given’ by
Artemis (–). Proem and victor’s praise are similarly linked, as @���� ()
refers back to Q����� (). The end of the proem (– ]"�����	�� ��+%� . . .
j�E�	�") forms a smooth transition to the next strophe; furthermore, the
victor’s home town is referred to in both sections ( and ).

The myth is narrated in a multiple ring composition, beginning with
the end, the foundation of the sanctuary, followed by a first ‘ring’ which
supplies the preceding stage on an a-b-a pattern (the sanctuary was founded
because the girls had been cured from their madness sent by Hera, –
and –, the madness having been caused by their arrogance, –).
This is followed by a second ‘ring’ (–), the central part of which (–
) explains why Proitos had left Argos and settled in Tiryns; here a motif
appears which is equally relevant to the story of his daughters: disaster
is averted, a dangerous situation is defused, the entreaties of the people
secure a peaceful settlement. This central part is framed by two passages
which correspond with each other symmetrically:  �������
 y���
 →
 y���
 . . . �������
, – ��+�� . . . ^������ → – �������� ��+�� . . .
a���
, and the whole second ‘ring’ itself is framed by the ‘flight’ motif
(;�����  and ) which rounds off the second triad by linking its last line
(;����� . . . �������
 ) to its first (�3
 . . . );�2$��� ).

In the third triad, Proitos takes centre stage. The narrative culminates in
two dramatic high points: Proitos’ despair and wish to end his life (–),
and his prayer to Artemis (–). Here, too, the ‘flight’ motif reappears
(–). The first section (–) provides ‘dark foil’ for the happy conclusion
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of the scene (–). The foundation of the sanctuary (–) links the end
of the narrative part to its starting point (–). This part thus becomes
a hymn to Artemis, the helper and benefactor goddess, who also helped
Alexidamos and found a remedy for his earlier misfortune: the connexion
between the two main parts of the ode, or between myth and laudandus,
is evident. Significantly, Artemis’ cult name, & `�#��, marks the transition
from the first to the second (n.).

The conclusion (–) forms the counterpart to the proem in that both
coincide with self-contained metrical units (strophe and epode respectively)
and in both the chorus addresses a goddess (Nika and Artemis). Artemis is
said to have migrated from Arcadian Lusoi with the ‘Achaians’; she now
‘dwells’ in Metapontion ‘with happy fortune’ or ‘success’ (– �:� %�
��*�� | �����
 q����������) – ‘success’ here means Alexidamos’ Pythian
victory, which was the point of departure of this ode. Finally, the last sen-
tence (–), by linking his victory with the great deeds of Homer’s ‘Acha-
ians’, gives it a mythical dimension (n.).

In conclusion, it can be said that the ode is very carefully structured, with
a vivid sense of ornamental symmetry and a perfect mastery of traditional
forms of composition, offering clear thematic parallels between the victory
praise and the mythical narrative, and also between the latter and the
conclusion. Within the narrative part, the ring composition structures reveal
a quite sophisticated narrative technique. Above all, it is the dominant figure
of Artemis that gives the whole ode its poetic unity.

– The first strophe is a prayer of thanks to Nika for Alexidamos’
success at the Pythian games. It falls into two equal and corresponding
halves: – Address to the goddess and predication (��9 . . .), – second
address (Q�����) and predication (�#��� %� \	��� . . .), leading on to the
victor’s praise. The first predication refers to Nika’s function as a goddess
(	�����
 �#��
 . . . ����X
), the second to its effect on mortals, anticipated
by 	�9 �����+
 (). As in Homer, there is a divine and a human level.
– The supplements adopted here are based on the following consider-
ations: () After the vocative, �(� seems required because minor divinities
are often provided with an explanation of their function or sphere of activ-
ity, cf. the beginnings of B. , Pind. O. , O. , P. , I. ; also Virg.
Aen. .–, etc. () After ��9 ���
�, a verb like Q%�	�/%#%�	� or 4�����
seems likely, cf. B. .–. If that is right, () a suitable object needs to be
found, bearing in mind that Nika ‘determines the outcome for immortals
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and mortals’ (–); �����(� or ������ %#%�	�� seem possible, cf. Pind.
Pae. . and O. .–, possibly also %�	�� �(������ ‘gave the scales’, cf.
Il. ., Thgn. . Where this kind of predication is rather specific, it may
be emphasized by ����
/����, ‘a traditional element in Greek prayers and
hymns’ (Barrett on Eur. Hipp. –, with parallels), cf. Melinno’s Hymn to

Rome, SH .– *�+�# ���� &zB�� . . .��9 ������ ��#�2����� %#%�	� q�+��
	�%�
 	��., and Kall. h. .– ]���(
� )��9 �B��� ��:
 ���� �"���#��� |
%�	�� <������� ����B�� �(��� ;#������.
 ;� . . . <�=> =Z
�"	��: for �� connecting a main clause specifying or
supplementing the preceding one, see K-G   with examples; Schwyzer
 ; Ruijgh, TE épique §§  and .

	�

������: on Olympus, the gods live in golden houses (Il. .–;
.–; Pind. N. .; I. .; Eur. Hipp. ; Heracl. –; Ion ). As
gold is a symbol of immortality, things belonging to gods are often golden,
cf. Kirk on Il. ..
 /$�M 	������"���: Nika and the other children of Styx and Pallas
‘have their seats always next to Zeus’ (Hes. Th. –), while Styx herself
dwells far from the gods (Th. ). In Pindar, this kind of association of
divine powers is expressed by �(��%��
 (O. .; O. .; N. .; I. .; cf.
Sim. PMG  fr. b.). On B.’s interpretation of Hesiod’s genealogy, see
below, n.
– ������� ��
�� . . . ,���@� ‘you judge the outcome of prowess’, cf.
.– �3 %� )������ %�[���]� 	����+ and Pind. O. . )� ���� �� �3�
�#��
 (with reference to future successes).

,������6��� �� ��M �����6�: the first half of the strophe refers to
Nika’s function among the immortals (which may imply a reference to the
gods’ victory over the Titans, cf. Hes. Th. –), the second to her
function among mortals. Lines – are a classic tricolon: (a) Invocation
(L�	� ��"	�%���), (b) first predication (?����� �(� → �=����%�
), (c)
second predication (Nika as judge, )� ���. ���. → ����X
).
 #

��� ‘be gracious’, an Aeolic form (perfect imperative) according
to Choiroboskos, An. Ox.  .. The � should be short, as in �#��|��
and �#��|��, but is measured long here, apparently in analogy to Homeric
@�$�� (Od. .).
 ����� �. [�
�)� S�]��!���
: Styx is herself the ‘great oath of the gods’
(Hes. Th. ); she punishes a god’s perjury (Th. –), which implies the
notion of sanction against wrong-doing. B. develops this idea further by
calling her ‘right-judging’ because he addresses his ode to her daughter
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Nika who has taken the ‘right’ decision in awarding victory to Alexidamos,
after he had earlier been denied an Olympic victory (see n.). B. adapts
Hesiod’s genealogy to the system of ‘epinician’ values.

����� != \���� ‘thanks to you’. \	$�� after a god’s name in the genitive
(= ‘by N’s will’) is first found in the Odyssey (.; .; ;) and in
early lyric poetry; the later meaning ‘for the sake of ’, ‘because of ’ is not
found before Pindar and tragedy; the earliest instance is P. . of  :
\	��� ���;(��� (equivalent to L�	�
 \	���), then N. . \	��� ��%�� ‘on
account of <the speed of> his feet’ and Pae. .– (Apollo entrusted the
people of Thebes to Teneros) ����#�
 . . . \	��� ���;����
 ‘because of his
sagacious courage’; the three passages illustrate the shift in the use of \	���
+ gen.; cf. Leumann, Hom.Wörter –.
– ���
��� . . . ����: the compound is unparalleled, as are nearly
all compounds with �"�(�)– or –�"��
. While Pindar applies them
to human limbs only in O. . (%�!���"��
) and N. . (����"��"

;���
) and elsewhere uses them in phrases like ������"��� d`2��
(N. .) or ��	�� ������"��� (P. .), B. applies them in vivid descrip-
tions of physical beauty (Briseis is ?�����"��
 .; the Nereids’ limbs
shine like fire, .–) or physical strength (�"��[�	#� �B]���� .).
 ���������� ‘festivities’, see .–n.

�����"�� :��
: praise for the victor’s home town was a standard
element in victory odes. In three of his odes, B. refers to it briefly first, using
it as a cue for the myth, but then treats it more fully in the final part, as
he does here in –; cf. . → – and . → –. In all three
odes, the myth is conceived as praise for the victor’s homeland or home
town. In Pindar, too, references to the home town in the early part of the
ode tend to be brief, while in the central part they are often quite detailed;
a good example is O.  where the first reference (–) is just a list of the
assets of Corinth, whereas the second celebrates the town in a mythical
narrative (–), and N.  where praise for Ortygia (–) is followed by a
much longer praise for Sicily (–); see Thummer  .
– �"��3�� !( . . . ^�Q���
: the end of the prayer of thanks to Nika
furnishes two essential items of information, the name of the games and
the patronymic which gives the cue for the description of the wrestling
contest that follows, providing a smooth transition to the victor’s praise
(–).
– �
��� . . . &
���[��]� ‘with gracious eye’; Pindar uses similar
expressions in I. . (�V%� <������ ��� ���� �� ����E��), P. .– (Apollo



COMMENTARY: Ode .– 141

�=����+ ���� . . . Q%�	�� . . . )���;����#��� "?��); in O. .– and P. .–
, other goddesses ‘receive’ the victor, or (in Paean .–) the chorus. @����
takes up Q����� (), providing a link between the first two strophes. For
2�#;���� in the sense of ‘gaze’ cf. Sim. PMG . (<���( is not visible
�(���� 2��;(����� ������). The idea that a god controls a mortal by
‘gazing’ at him is first found in Il. .; cf. Hes. Th.  (hence Kall. fr. .
and Horace, Carm. ..), Ibykos PMG , Aesch. Septem , Pind. P. .,
O. ., P. ., Ap. Rhod. .–; further parallels have been collected
by Headlam on Herodas ..
– 	�
��� . . . �������� . . . #	����: the spectators showered the
victor with garlands, cf. Pind. P. . and Paus. ..; the custom was
known as ;"���2����, cf. Eratosthenes, FGrHist  F . Pindar and B.
use the image metaphorically, cf. P. . and B. .n.

;� 	�!��� . . . ?�����: .n.
 W�� . . . 	�
��: Z�� + gen. ‘on account of ’ (= *(��� + gen.) is first
found here, unparalleled before the Hellenistic age (Kall. fr. 
etc.); its origin may have been the explanation of Homeric Z��
‘gratification’ (Il. . etc.) as *(���: Schol. A on Il. . explains that
‘more recent authors (�? ��B�����) use the word as a conjunction in the
accusative, in the sense of *(���� \��	�’ (= Suda � ).
– ��� �. [ 2]!� ��� ,�
��� . . . 	������: an explanatory asyndeton which
‘caps’ the preceding praise passage. B. uses the same phrase in a positive
sense in . �V%� ��	(����� . . . <B
; negative phrases expressing ‘victory’
are used occasionally, perhaps for the sake of variation, by Pindar (P. .;
I. .–; N. .–; N. .; N. . �=*#�� . . . �%������) and B. .–;
cf. AP .; . and ; Quint. Smyrn. . and .

������ �� ��� :"��� ‘throughout that day’ (on this rare meaning of
��� see n.). On that day, at any rate (��), Alexidamos was successful (even
though on a previous occasion he had been disappointed); see Denniston
– on this usage of ��.
 ���� !�: phrases of this type are sometimes used to introduce
superlatives or statements equivalent to superlatives (.n.). Compared
to .– (‘no horse was in front of Pherenikos’), .– (‘nobody won
more victories than Liparion’), Pind. O. .– (‘there was no benefac-
tor greater than Theron’), the statement announced in . is indeed
a bold one: he would have won at Olympia, had not a god, or human
error, deprived him of victory (–). The motif of the ‘lost victory’ occurs
first in Homer, Il. .–, and in B. .–, Pind. N. .– and
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N. .–; B. .– is more radical in that it amounts to an allega-
tion of corruption, or at least bias, on the part of the judges (= ��
 in ).
Examples of unfair decisions by judges in the Olympic games are reported
by Plut. Mor. a (the people of Elis favour Eleian competitors), Paus.
.. (two judges were fined by the Olympic Council for voting in favour
of an Eleian), and Diod. .. (Bokchoris tells the Eleians that they can
conduct the Games most fairly if no Eleian takes part, cf. Hdt. .). In
B. .–, the motif of the ‘lost victory’ serves a dual purpose: () it is
an additional element of praise for the victor (he ought to have won, he
deserved victory), () it is ‘foil’ for the actual victory. As the passage is framed
by references to the actual victory in  (	����� �� �:� W���� . . .) and 
(��� %� 	��.), the second function is strongly emphasized. References to
earlier misfortunes in Pind. O. .– and I. .– serve an analogous
purpose.
– !���� ��
�
��� �� "- ��� ,	����	�� S��@� ‘had not someone
twisted the course of upright justice’. The phrase implies the idea of Justice
walking on a straight path; humans can deviate from it (����	2����"��
%�	���", Hes. Op. ), but Justice is herself ‘the course (path) of justice’,
i.e. the procedure of finding and administering justice. This course can be
diverted or deflected, so that it is no longer ‘straight’ (cf. Pind. O. .– ‘the
cloud of forgetfulness ���#�	�� �����(��� K��3� 5%�� Q!� ;�����). This
idea, too, goes back to Hesiod (Op.  2����-�
 . . . W��$� ���	������
%�	�
 �	����
 )�#�����
). By combining Hesiod’s images of Justice walking
on her path and of the ‘crooked judgements’, B. mixes the notions of
,�	$ ‘Justice’ and %�	�� ‘judgements’, as does Pindar when he says of the
victor, Diagoras, in O. .– that he ‘travels straight on a path hostile to
arrogance’, A2���
 )*��3� 5%�� (= %�	�
 5%��) �=�"����+.

���: one of the judges of the games (������#���).
– �� "- ��� . . . T������: if Platt’s supplements in  �'���]�. [��
�(�]���� �� be accepted, the unfulfilled conditional clause would lack the
particle W� in the apodosis. For examples in both poetry and prose, see K-G
  (§ . and ) and Schwyzer  .
 	��<���� . . . ;
��d� ‘the olive that is there for all comers’; cf. Pind.
O. . (the olive at Olympia is ;���"�� !"��� ����B���
).
 	���������.�. [ =K��
]�. [�� ‘calf-breeding Italy’; the Sicilian historian
Timaios claimed that the name ‘Italia’ was derived from the Greek word
for cattle, J����� (= vituli), which were plentiful in Italy; cf. FGrHist  F
a = Gellius, NA ...
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– – F F – F F – ] 	�6!= . . . 	����
��� ������� 	�
�����: ��+%(�)
must be the object of �#������; the dative, �#*���
, could be indirect
object in the sense of (a) ‘he entangled him in his tricks’ or ‘skill’ (cf. [Hes.]
fr. a.– Periklymenos ���#�
 %� ������$� 	-�� �#����� | 	������), or
(b) ‘he provided him with tricks’ (cf. Pind. O. . 	�(��� %� �#����� sc. )�#
‘give me strength’), or (c) an instrumental dative, with something like ‘to the
ground’ (�c%�D ?, ���9 �X�?) to be supplied in  (cf. B. .– /����]"���
�[�#��]� . . . [�B]���� [���
 �]���̄� ���(���[
 ‘with bold strength . . .
throwing bodies to the ground’, cf. Il. . �c�� ��%"��:
 %����� �;-���
�c%�� �� ���(����, sc. Aias in wrestling). I have adopted (c) because in the
context of wrestling, ���	����
 �#*���
 is most likely to be an instrumental
dative, as in B. . (cf. Pind. P. .), and because B. .– provides
a close parallel for a vivid description of the wrestling match. This would
point to something like ‘(he would have come home victorious), for he had
his opponent on the ground’: [�c%�D � � ���������] or better [Z ���� �3�
���9 �X�] () ��+%(�) . . . �#������ () ‘for he brought many a boy to
the ground by his cunning skills’ (for ���� = ‘many’, cf. Pind. N. . 	��
���� . . . ��%���).
– ,]
. 
= U ��)� �V����G U [�]�I"�� . . . &���I� ��
.: in Homer, to
make a god responsible is always presented as an antithesis, e.g. when Priam
says to Helen (Il. .–) ‘for me, you are not guilty: the gods are guilty who
have stirred up war against me’, or when Telemachos excuses Phemios (Od.

.–) ‘not the singers are guilty, ���( ���� ��:
 �R���
� , while Homer’s
heroes excuse themselves by shifting the blame onto the gods (Agamemnon
in Il. .–, Odysseus in Od. .–), even Achilles’ horse, Xanthos,
apologizes for having predicted his master’s death, Il. .– �=%# ���
^��+
 �R����� ���3 ���
 �� �#��
 	�9 q�+�� 	�����
); cf. Thgn. – and
Eur. Suppl. –. B., however, presents this motif as an alternative, adapting
it to the overriding requirement of the victory ode, i.e. to turn everything
that could be said about the victor or the circumstances of his victory to his
advantage – even a lost victory! The first part of the alternative (���
 �R���
)
is conventional and merely prepares the ground for the second (������ . . .
2�����): Alexidamos was powerless against either. The purpose here is not,
as in Homer, to present an excuse but to turn even failure or disappointment
into praise: he did defeat his opponent(s) (–n.), only a superior power –
god, or human envy – was able to wrest victory from his hands.

�]�I"�� 	�
�	
������ &���I� ‘the judgements of mortals which
often go astray’. For the compound in passive sense, cf. Od. .
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(�$���-��
), Aesch. Supp.  (Io), also Eur. Hipp.  ������(�*�$� ��BN
��
 ����X
, and the late epigram IG . (th cent.  ?) 2����� ���"N
��(�	������ �����%�����; in active sense B. . of the sea which drives
ships off course, as does the wind in Il. . (in Soph. Ant.  ���. )���

could be either).
 :]"�����: usually with gen., but in h Dem.  and here with acc. in
analogy to �;���+�, cf. Il. .– 5����� %1 ��� 5��+�� ��1� )�#�$����
��#���� | 	�9 �#��
 o7 �;��#����.
– �3� != . . . #!��� takes up – 	�9 ��� 	��.; the verbal echo
audibly marks the end of the first praise passage. In addition, Artemis is
introduced here: it is to her that Alexidamos owes his victory, and she is
also the central figure of the myth for which her mention in  provides
the cue.

RA���"�� ,�������: cf. Il. .– ������ �$���� | rS�����

�����#�$. The epithet (whether it be derived from ����
 or from W���)
points to the open countryside. B. may have understood this cult title in
the sense of ‘huntress’, as ��!�	�"��
 () suggests; cf. the scholion PMG

.– )��;$2���� �� �����#��� rS������. Likewise, Pindar describes
the huntress, Kyrene, as �����#�� (P. .).

��
��
������: in Homer and in the Homeric hymns, it is always
said of Artemis (Il. . etc.). Pindar and B. give this epithet to other
goddesses, too: Pind. O. . (Amphitrite), N. . and Thren. . (Leto),
N. . (Nereids), Hymn . (Melia); B. . (Charites). None of these god-
desses have anything to do with arrows, which makes the derivation offered
by the scholia on Il. ., . and . (	������!�
� s��	(�$ = 2#��

‘arrow’, or 	(����
� %���! ‘reed’) unlikely, even though it seems to have
been known in the fifth century, as Aesch. fr.  R. called river-banks ���"$N
�(	���. Alternatively, the compound could mean ‘of the golden shuttle’,
which would make it a typically female epithet suggesting brightness and
divine splendour. The four epithets given to Artemis here go in pairs, the
first and the last describing the huntress (�����#�� – ��!�	�"��
), the
other two the ‘soother’ (*�"���(	���
 – ^�#��).

ef"]�. ��, the ‘Gentle’, was Artemis’ cult name at Lousoi (IG  .;
Paus. ..; Kall., h Dian. ). The contrast to Artemis the huntress and
������ �$��� is clearly deliberate, as in Anakreon PMG  (������
%#������ y����� �$��� . . . �= �3� ��$�#��"
 ���������
 ����
��
 ‘mis-
tress of beasts of the wild, Artemis, . . . they are no wild and untamed
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people that you have for your flock’, and Kall. h Dian.  (where W�����
refers to the Proitids’ madness healed by Artemis }`�#��); cf. IG  ..
(Rhodes, rd cent. : }`�#���
 son of y����
). The ‘cluster’ of four epi-
thets at the point where Artemis makes her first appearance illustrates her
importance. She is the dominating figure of the ode, who links the myth of
Proitos’ daughters to Metapontion and Alexidamos.

– B. begins with the end of the story, then goes back in stages to its
beginning, and eventually moves forward again to its conclusion (–).
The narrative is punctuated by the recurrence of the ‘flight’ motif between
each section:  →  ;����� → – ����������� . . . ;����� →–
s��	��6�� . . . ;����� ��. Into this ‘rondo’ structure are inserted two
digressions, the first of which (–) names the cause of the girls’ madness
and flight, the second (–) explains why they lived with Proitos at Tiryns,
having left Argos ten years before. The point farthest back in time is the
quarrel between Proitos and Akrisios (–). Then, two further scenes,
Proitos’ despair (–) and his prayer at the river Lousos (–), lead
to the girls’ deliverance by Artemis and their dedication of the sanctuary
(–) with which the narrative had begun. It is a ‘classic’ example of
ring composition.
 �&�����!��: Abas, son of Lynkeus and Hypermestra, was Proitos’
and Akrisios’ father, Apollod. ..; cf. Paus. ..– for the list of the
mythical kings of Argos.
 ���������: the compound is usually said of ‘settling’ people, only
here in the sense of ‘he established’ a sanctuary and altar (= ?%������).

	�
�

. [�]����: said proleptically, ‘at which many prayers would be
made’. On the proleptic use of adjectives, see .n.
– ;< ;���I� . . . "�
����� B�����
: )����
 is a favourite word
in lyric poetry, cf. B. . (Amphitrite’s palace) and fr. . (symposia
in peacetime). The contrast between their father’s ‘lovely’ house and ‘all-
powerful’ (���	���

) Hera who chases them from it highlights the daugh-
ters’ misery. As so often, B. focusses on the emotional aspect of his story; his
choice of the epithets is designed to create compassion for the girls, whose
cruel fate is described before its cause is mentioned (–n.).
– 	���	
'�� . . . ,�����̄�: ������
! is first found in Od.

., said of the beach on which the waves break obliquely; of men-
tal derangement first here and in Hdt. ..; cf. Ar. Lys.  W�%��
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��������$��#��� (of sexual passion), Plutos  ������-��W�������.
The word is used with active meaning (‘hitting the mind sideways’, ����–)
only here in B.; cf. Io’s ;������$��+
 ������ Aesch. Prom. .

8��<��= : the image of the yoke (Hes. Op.  and  )�9 6"��� �=*#��
��+���) is used metaphorically in h Dem. – ���3 ���� ��� %��� 	�9
�*������� ��� ��(�	$� �#������ W�������· )�9 �3� 6"��
 �=*#�� 	�+���
(‘we humans suffer the gods’ gifts groaning, through necessity, for on the
neck there is a yoke’, after Il. .). Cf. Thgn. –; –; –
and Barrett on Eur. Hipp. –. Madness, in particular, is often seen,
as here in B. and also in tragedy, as a yoke, cf. Soph. Ai.  (Aias) W�$�
�"�	��#6�"	��� 	�	-� and Aesch. Prom. – where Io says to Zeus ������
��+�%� )�#6�"!�
 . . . )� �$����+���;
– 	�������̄� . . . 7
�@� ‘with childish soul’: B. presents their youth as
extenuating circumstance (surely not as ‘aggravating their presumption’,
as Jebb thought); cf. Soph. Ai. – (Aias to his son:) �#�
 %� 	��;��

��������� 2��	�"� �#�� 7"*1� ��(���� [Eur. Hipp.  is different:
����#��� 7"*1� Q*�� refers to chastity]. 7"*
 meaning ‘soul’ (of a living
person) is not found before Herakleitos (B , see Snell, Discovery ) and
the lyric poets (see H. Fränkel, Early Greek poetry  on Anakreon PMG

).
��"����: Hera’s sanctuary near Argos. Although Proitos and his family

had moved from Argos to Tiryns ( and ), the Heraion remained part
of his kingdom, cf. Paus. ...
 	���
��8E���� ‘purple-belted’, only here and (as a gloss on J�6���

in Kallim. fr. .) in Hesych. � . Hera’s belt, which she obtained from
Aphrodite in Il. .–, is there described as ���	���
; for the erotic con-
notations of the colour ‘purple’ in lyric poetry cf. Sappho fr. ; Anakreon
PMG  and .
– ������ . . . ���
&��̄: in the sanctuary, the girls claim that their
father was much richer than Hera; their arrogance evidently refers to the
modest temple and/or its cult image. The same motive for their punishment
is reflected by both Pherekydes (FGrHist  F  ������������� �3� �J
 ���
�-
 ���� ��I� Q�	����� �=��� �#��"��� ���"��B����� �X���� �V��� ���
��� �����
 �V	�� ‘when they entered the goddess’s temple they ridiculed
it, saying that their father’s house was much richer’), whose account agrees
closely with the wording in B. (see above, pp. –), and Akusilaos (FGrHist

 F  �� �-
 d`��
 !����� )!$"�#�����), which suggests that they both
summarized the story from an epic source, such as the Phoronis, or the
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‘Hesiodic’ Catalogue, (see above, p. ). The story of Niobe’s punishment
is similarly motivated.
 	�������� ‘was superior’; the intransitive use is not attested before the
fifth century, e.g. in Hdt. .. (Hippokleides ������� 	�9 �R%�D ���;#���
<�$�����) and Thuc. .. (�J W�� ������� . . . 	�9 )!�"���� K�����
���;#����); for further parallels, see LSJ s.v. ���;#�� ..

	���!��
 ‘consort’ (‘not elsewhere used of a wife’, Kenyon) for the
conventional epic ���(	����
.
 ��"��3 L�)� ���
&��̄: Kenyon’s correction (�"�"2lm�� pap.) is likely
to be correct in view of . ����X
 *���� �S��#��%�
 ��"	��#��" and
.– *�"�#�
 8����%�
 ���!��2����": the phrase here may well follow
the same pattern (simple adjective + name of divinity + compound
epithet).
 	�
�����	�� #"&�
�� ��$"� (���� pap.; the scribe misread ` for q
in his exemplar): Hera ‘put into their hearts (��
�����) deranged thinking’
(not ‘an impulse that turned them to flight’, Jebb and LSJ); �(��� means
either ‘again’ or ‘back’, so ����������� ��$�� might be a thought that
turned the girls ‘back’ (home), not away from home. What the compound
means here is illustrated by other phrases describing mental derangement:
Io speaks of her ;�#��
 %�(����;�� (Aesch. Prom. ), and Aias uses the
same phrase (Soph. Ai. ); cf. Soph. Phil.  �� ����;����+
 �M; Aesch.
Sept.  ����;���� ;�2�� ����". Normal, healthy thinking travels
towards its target in a straight line; if it is disturbed, it is hit off course,
or led astray, so that it cannot reach its target but is turned ‘aside’ or
‘sideways’ (����-) or ‘back’ (�����-); see Griffith on Aesch. Prom. –;
O’Brian-Moore, Madness .

The girls’ madness is referred to again at the end of their story when
Proitos prays to Artemis, asking her ‘to deliver his children from the
wretched frenzy that deranged them’ (�#	�� %"��(���� �����
 | �(�N
;����
 )!�����+�, –): the close correspondence of beginning and end
of the mythical narrative section confirms that ����������� ��$�� is
����;����+�� ���(����.
– ��3��� . . . ���.� T�6���: in their frenzied flight in the wooded
hills, the girls resemble maenads, cf. h Dem.  s~�� ����3
 4��
 	��3
%(�	��� A�$�
 and Eur. Ba. –, as do their terrible shrieks, cf. Eur.
Ba. –. This may be a reminiscence of the original ‘Dionysiac’ version
of the myth, in which the madness was sent by Dionysos and cured by
Melampous (Diod. . and Apollod. .., see above p. ).
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%��� ;� �����


��: Tiryns is in the Argive plain which consists
mainly of pastures, the ?���2���� y���
; wooded hills are quite a distance
away. Kall., h Dian.  makes them roam �c��� . . . <6
���, the hills of
northern Arcadia.
 g�������� :��
 
�	�3���: cf. Phrynichos’ Phoinissai, TrGF   F 
��%B���� W��" �������� – both phrases possibly borrowed from epic.
 ���!"���
� ‘god-built’, i.e. by the Cyclopes at the order of Zeus, cf.
Apollod. ..; Schol. Eur. Or. ; Strabo .. (C ); Paus. .. and
..

,�
���: here, B. seems to distinguish between W��" ‘city’ and ��"���
‘streets’ or ‘town quarters’ (cf. . and fr. .), as does Homer (Il. .
Herakles �'���" )!��(��!� ������ *
���� %� ��"�(
); in . and , and
in B., ��"��� seems to be an ‘augmentative’ plural (like �#����� %����
etc., see Schwyzer   with examples and bibliography) in the sense of
‘city’, as in Pindar, P. .; .; .. This usage, not found before the fifth
century , seems to be peculiar to choral lyric.
 h!$ ��� is the beginning of a digression which explains why Proitos
and his daughters live at Tiryns, not at Argos where their ancestors Danaos,
Lynkeus and Abas had lived. This digression ends with , returning to its
point of departure:  �������
 y���
 →  y���
 �������
,  ��+�� →
 ��+��,  ^������ →  �������� (a���
).
 ,!����&��� ‘fearless of the battle-cry’ (.n.).
 ��
���	�!�� may be a reference to the battle between Proitos and
his brother Akrisios, when (wooden!) shields were used for the first time,
according to schol. Eur. Or. ; cf. Paus. .. and Apollod. ...
 	�

8-
�� ‘much envied’ (= ���"6$�B���), see Barrett on Eur.
Hipp. . Ten years of peaceful rule over Tiryns are the ‘foil’ to Proitos’
misery and despair, –.
– ��6��� �.� . . . ,����: exactly in the middle of the first digression
(–), B. inserts a second digression to explain why Proitos had left Argos –
a further step back in time, preceded and followed by passages of five lines
each. The formal symmetry of the central passage is shown by verbal and
thematic correspondences: – ��+	�
 �3� �����(	���� . . . ��#����� →
 ������ ��"����� �*#�� (noun-adjective-verb ↔ verb-adjective-noun)
and  n������ . . . �(*��
 �� �"���+
 →  )
 �����#�� ����+� ��(�	��.
It was probably not for the sake of completeness that B. inserted a passage
with such an elaborate ‘ring’ structure – he could have given the reason
for Proitos’ move in a few words – but because this part of the story was
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important to him and/or to his audience. It is, in fact, the leitmotiv of this ode,
on which its thematic and formal unity rests: god (Zeus) grants the prayers
of supplicants in distress and delivers them from their anguish – Artemis
‘cured’ Alexidamos’ disappointment at Olympia by granting him victory
at Delphi – Artemis will also heal Proitos’ misery and grief by delivering
his daughters from madness. The thematic parallel is emphasized by the
verbal echo:  ������ ��"����� �*#�� ↔ – ������ . . . ����X�
��#��.
 ,"��"������ ‘overmastering’ (not ‘stubborn’, Jebb and LSJ) because
it contrasts with 2�$*�X
 . . . ��� ��*X
 (). B. may have derived the word
either from � + ����(�/������� (‘against which one cannot strive’ → ‘irre-
sistible’, ‘unconquerable’), or from � + �(*����; either etymology would
be compatible also with Pindar’s use of the word (P. . �#��� �"��+���
������	#���, of Artemis; P. . 	��$����, of the Symplegades; I. . of
Poseidon’s trident; P. . ������ 	�����.); cf. Braswell on Pind. P. .(b).
It seems likely, therefore, that the explanations offered by the scholia, e.g.
on Pind. P. . () �	����(*$���, schol. T on Il. . (g�������
������	#�$�] �1� W��� �������� � �1� �	����(*$���) were already
familiar in the fifth century .
 &
$��@� . . . ,	= ,��@� ‘from a feeble beginning’ – B. does not say
what this was. Pindar apparently claimed that the quarrel was sparked
off by Proitos’ seduction of his niece, Danae (fr.  = schol. ABD on
Il. ., and Apollod. ..). As no other reason is mentioned anywhere
else, it seems that B. knew this story but did not wish to mention it; by calling
it a ‘feeble beginning’, he plays it down because it would have discredited
Proitos, whom he portrays as a positive character in –. In addition,
he thus creates an example of an insignificant cause that threatens to throw
entire populations into conflict and ruin (), illustrating the absurdity of
war; see below, n.

,��	�
�� ‘had sprung up’, from ����(������� ‘to leap up’, cf.
Il. .; Leumann, Hom.Wörter  suspects that the original form may
have been Q�–���� (from �������, as an early case of psilosis), interpreted
as Q–����� in epic sources.
– !����������� h���	�� ,"����!����� ‘they were about to wreck
their people with their unrighteous quarrels’. )������� ‘to tear down’ is first
used metaphorically in Sim. PMG . of Danae: W����
 �� . . . 	��$��+�(
�� ����� %������ Q������ ‘the wind blowing and the sea stirring shattered
her with fear’; cf. Soph. Ant. – ���� )������ ���� ��
, sc. the Labdakids’
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house. For the imperfect ‘of attempted action’ (n������ ‘they were about to
wreck’) cf. Eur. IT  )	�����$� !�;�� and K-G  – with more examples,
also Goodwin, Syntax  § .

,"����!�����: only here; ‘compounds with ������– usually mean
‘unmeasured’ in respect to that which is denoted by the subst.’ Jebb, who
quotes ��������

 (Il. ., of Thersites who is W�����
 )� ��� �#����,
schol. D ad loc.). B. seems to have interpreted this as ‘he who ignores the
measure of speech’ and coined ������%�	�
 as an analogy.
 
�������: the subject is ���� (). In .–, it is the people of Troy
who pray to the gods to end the misery of war. B. strongly emphasizes
that war, caused by the greed or arrogance of the leaders, brings nothing
but suffering to their people, and so, if Proitos and Akrisios had gone to
war against each other, this would have been the predictable result. The
horror of war is brought into prominence three times, always at the end
of a sentence and with strongly ‘loaded’ epithets:  �(*��
 �� �"���+
 –
 �����#�� . . . ��(�	�� –  ��"����� �*#��. Pindar has a similar
but much shorter scene in P. ., where he makes Jason ask Pelias �3 ���
W��" !"�X
 ����
 �����, but he does not elaborate. B. appears to have felt
more strongly about the issue of war and peace; see Introd. to his Paean for
Asine (fr. , pp. –).
 	�
������� ‘barley-rich’; the compound, elsewhere attested only
in Euphorion (.) and Suda s.v. 	������, may have been coined as a
variation on Homer’s ���"�
D�
 (Il. .).


������� ‘having received’ the rich land, inherited from their father,
Abas. The implication is that the plain around Argos is so fertile that it can
support both brothers if the younger one settles in nearby Tiryns, so there is
no need to fight. This is an interesting ‘correction’ of the (apparently older)
version of the story, according to which the brothers, after their father’s
death, went to war against each other; it was only after Akrisios’ victory
that they agreed that Proitos should leave and settle in Tiryns (Schol. Eur.
Or.  and, with slight variations, Apollod. .. and Paus. ..). In B.,
however, the people (����) appeal to their leaders to avoid the horrors of
war and to find a peaceful solution; see n.
 �)� D	
������: only in Apollod. .. are the brothers twins who
fight already in their mother’s womb, as did Esau and Jacob in Genesis
.. Is it conceivable that Apollodoros’ account originated from a mis-
understanding of line  2�$*�X
 . . . ��� ��*X
 ‘from a tender age’, as
Christ :  suspected?
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 ��"I� L����3 ������: Zeus was willing to ‘honour the race of
Danaos’, not by granting it supremacy or victories in war, but on the con-
trary, by sparing it the distress of war. Abas, father of Akrisios and Proitos,
was a son of Lynkeus, the nephew and son-in-law of Danaos.
 ��
���I� ,���� ‘from their hateful distress’, after Homer’s
��"����� ���#����, Il. .; ., cf. B. . ��"���3� %-���.
– ?��
�	�� . . . �	�����
��: the same epithet is given to the Home-
ric Cyclopes (Od. .), which the scholia refer to their physical height
(������;"�� ��� �B����), whereas Apoll.Soph. and the D-scholia on
Il. . take it to mean ‘overweening, arrogant’ (= /���
;���
), as do
Hes. Th.  and B. .– (of the Giants, after [Hes.] fr. a.). This
meaning may suit the present passage too, since it would add to the prestige
of Proitos and his heroes if even the mighty Cyclopes ‘who have an over-
bearing heart’ (/�#�2��� Z��� Q*����
, Hes. Th. ) were at his service.
For the Cyclopes as builders of the walls of Tiryns cf. Apollod. .. and
Schol. Eur. Or.  (of the walls of Mycene as well: Paus. ..), also Strabo
.. (C.). They had come either from Thrace (Schol. Eur.) or from
Lycia (Apollod. and Strabo); at any rate, it was believed that walls of such
magnitude could not have been built by indigenous Greeks.
– ,������� ��6�� . . . RA���� . . . 
�	����� summarizes the begin-
ning of this digression, in reverse order (– �������
 y���
 ��+�� . . .
^������), signalling to the audience the end of the digression; see above,
–n.
 �
���	
���"�� ‘dark-haired’, as are Nika (.) and Theba (.);
Thetis is 	"������	�
 in Pindar (Pae. .). On 	"(���
 ‘dark’ cf. Irwin,
Colour terms –.
 :!"���� �������� ‘virgin daughters’. B. portrays the girls as very
young (see on – ��������� . . . 7"*X�) in order to create compassion
both for the girls and for their wretched father (–), so he had to remove
any notion of ��*�����$ ‘lewdness’ that was attributed to them in an
earlier version, cf. [Hes.] frs. –.
 �)� != �_
�� :��� ���!��� ‘grief seized him, i.e. his heart’, the ‘whole
and part’ construction (�*-�� 	��� G��� 	�9 �#��
) common in Homer, cf.
Il. .– (Achilles’ reaction to Patroklos’ death) �c �� Q�� %������� h%� |
@!��� W*�
 	��%�$� and h Dem.  (of Demeter) K!: %# ��� 	��%�$� W*�

Q���2��, cf. K-G  . with more examples, also Schwyzer  .
– <���� . . . "���"�� ‘a strange thought’. !#��
 as adjective is first
found here and in Pind. P. .; for the meaning ‘unfamiliar’, Kenyon
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refers to Aesch. Prom. – where the chorus say �c����<h%�> �c����
$c*�"�! #��"
 | ����+���� ����"
 )
 �	�3� )�(� ‘I never expected that
such strange words would ever come to my hearing’.

"���"��: is this (a) the thought of suicide, or (b) concern for his daugh-
ters? In either case, the implication is that Proitos had never before suffered
such grief and/or thought of suicide. In favour of (a) is the fact that both B.
and Pindar use the noun in the sense of 2�"�
 ‘deliberation, plan, ambition’
(B. ., fr. B., Pind. P. . etc.) because they seem to have derived
it from ����$��6��� (glossed as 2�"�������� in schol. bT on Il. ., cf.
schol. Eur. Or.  %���-
 ������$
] _
 . . . %����	��	�
 �������6��#��").
B. may have been thinking of Il. . (see below, –n.).
– !���<� !( . . . 	@<��: the verb is found only here and in Ap. Rhod.
who uses %��(6��	�� in the sense of Homeric %�(����� (.–, .
and .–, .–, cf. Hesych. % ), while Ammonios (p.  Nickau)
makes a clear distinction: %�(����� = Q%�!�� ‘he decided’, %��(����� =
)%������ ‘he was in two minds’. The same etymological combination
seems to have been familiar to B. who construes %��(6��� + infinitive,
like 2�"��������� = ‘to resolve’. He may have been thinking of Il. .–
 ]$������ %� W*�
 �#���� � )� %# �? Z��� | ��
������ �������� %�(�%�*�
����
��!�� and in particular of Od. .– ����
��!� | �����(����

����$	�
 W�� . . . ���( �� )��+��� | �����*���
 )�#����� )�
�"��. However,
while in both these scenes it is anger that inspires the hero’s violent reaction,
in B. it is grief and despair that find dramatic expression in Proitos’ pathetic
resolve to kill himself. As no other source mentions this, it may well be B.’s
own invention. Cf. .– where, however, Kroisos’ decision is motivated
more by his pride and desire to die with dignity than by despair.
– �������!�. ��. . . . "'���i: i.e., one year. According to Pherekydes,
(above, p. ), perhaps reflecting an epic source, their madness lasted ten
years; B. may have found this excessive.
 j
����8�� ‘they roamed’. This form occurs only here and in
Hdt. ..; it is derived from ��"	��+�, found once, as perf. passive, in
Il. . where Agamemnon says �����	�$���� 	��%�$ %# ��� Q!� |
��$�#�� )	��B��	�� ‘I am beside myself, my heart leaps out of my breast’
(explained as ������2$���� ��������� ��� ��� ��X���� �-� %������� in
Apoll. Soph.). B. ‘has used s��	��6�� in a way which blends the notions
of mental and physical unrest’ (Jebb).
– ,

= F�� !4 . . . ������: Homer, too, uses the phrase after
statements of time, cf. Il. .–, .–, .–, Od. .–, also
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h Dem. –. B., however, abruptly changes both subject and scene in order
to speed up the narrative, as does Pindar in P. ..

>�3���: the river of Lousoi in Northern Arkadia, between Kleitor
and Kynaitha, near the modern village of g��(	�", about  metres
above sea-level. The town was destroyed in hellenistic times; Pausanias
(..–) saw it in ruins, but a substantial amount of cultic material from
the sanctuary of Artemis survives from the eighth century  onwards.
Cf. Reichel and Wilhelm ; Jost, Sanctuaires –; Tausend : –
; Mitsopoulos-Leon : –; Sinn : –.
– ��������[��!�"��]�.� ‘of the crimson headdress’. B. is remarkably
fond of colour compounds, especially those denoting ‘red’, most of which
are not found in any other author; so ;����	�	�(%����
 (here and .),
;����	����! ., ;����	�����
 ., ;����	����
 ., ���;"��%���

., �"���*����
 .; also ���;"��6���
 (only . and Hesych. �
: perhaps coined by B.); ;����	��������
 (only . and Pind.
O. .).
 &�I	�� ‘ox-eyed’, of Artemis only here; the epithet is often given to
goddesses and heroines: Amphitrite (B. .), Harmonia (Pind. P. .),
Klytaimestra ([Hes.] fr. a.), Stheneboia ([Hes.] fr. .), various
nymphs and heroines in Homer (Il. .; .; .). It can hardly be
interpreted as a hidden allusion to a metamorphosis into cows, or as ‘bes-
tial imagery’, as Stern :  suggested.
 T		E���� ,�
��
: the compound, found only here, is formed like
��%B	$
. In Homer, Dawn (�`B
) drives a two-horse chariot across the sky
(Od. .–); the Sun himself does so in post-Homeric poetry: h Dem. 
and –; Mimn. ; Stesich. PMG  with Pherekydes FGrHist  F a.
– 
����� 	��������: see on  ����������� . . . ��$��. Through-
out the mythical narrative, the notions of ‘madness’ and ‘flight’ alternate:
madness in –, , –; flight in , –, –, –.
 ;<�����6�: the infinitive depends on 	�	�$[��	� in ; Proitos ‘called
on’ Artemis ‘to deliver’ his daughters from their frenzy (only – are direct
speech). For 	�	�
��	��� with infinitive in Homer, cf. Il. .– (Althaia)
s�X�� . . . 	�	�
��	�"�’ <E%$� 	�9 . . . ]����;������ . . . ���%9 %����
�(�����. The construction is common in both poetry and prose; see the
examples in Schwyzer  –.
 :8
��� ‘not yet yoked’, = �%�
��
 and s	#���
 in Homer
(Il. .– = Od. .–; Il. . etc.) who says that young heifers
which had not yet been under the yoke were used for sacrifice.
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�������������: red cows were preferred as sacrificial animals, cf. .
2��� ;����	��B��� and Il. ., .–, Od. ., .–, Pind.
P. . and , Theokr. ., whereas black bulls are sacrificed to
Poseidon in Od. ..
 ,�����	���� ‘daughter of the noblest father’; the epithet may
imply that Artemis feels sympathetic towards a father who cares so much
for his daughters. The word, found only here as an epithet, occurs as a per-
sonal name in Strabo (.); cf. <������(�����, daughter of the famous
boxer Diagoras of Rhodes (hypothesis to Pind. O. ), and Antipatros, son
of Kleinopatros, a boxer for whom Polykleitos made a statue. Lykophron
 coined the compound *�"�������
 for Perseus.
 ��

���������
� ‘bud-garlanded’, as is Artemis herself in ..
Here the compound may be used proleptically: Artemis stopped their
frenzy, so that they could garland themselves; cf. .n. (2���� . . .
�����������), and on the proleptic use of epithets, .n.
 "���@� ,���� ‘god-forsaken frenzies’. W���
, like its stronger equiv-
alent �������
 (Aesch. Ag. , see E. Fraenkel ad loc.), is the criminal
who ignores god, but also someone who is ignored, or abandoned, by god;
cf. Od. . �=	 ����� (= �=	 W��" ����, schol.) and especially Soph.
OT  (chorus) W���
 W;���
 . . . K������,  �-
 h%��	(���
 	��#�

);����#�$
, El.  k ���� �����
 	��#�
 );����#���. It is in this sense
that B. uses the word: by their madness, the girls have been reduced to a
state where they had been abandoned by the gods, until Artemis rescued
them. Here, too, B. tries to create compassion.
– The narrative moves to a very swift conclusion, yet even this
short section, despite its rapid pace, shows the poet’s desire for careful
composition and variation: each of the three short sentences has a verb
in the imperfect, the first at the end (���*��), the second at the beginning
(*��+���), the third in the middle (@����).
 "-
��: Proitos had promised to sacrifice red cows (). As
Simonides called the bull who abducted Europa not only �����
 but also
�-��� and ���2���� (PMG ), one might suspect that B., too, could
have used the word in the general sense of ‘cattle’. On balance, however,
it seems more likely that Proitos’ sacrifice of cows is taken for granted, and
that the sheep are an additional sacrifice by the girls themselves.
 ������ ����� �
����I� ‘they instituted choruses of women’, evi-
dently an aition explaining the origin of female choruses in the cult of Artemis
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Hemera at Lousoi. Choruses of dancing girls are very often associated with
cults of Artemis: see introduction to ode  (p. ); Calame, Les chœurs de

jeunes filles  –; Burkert, Greek religion ; –.
 ,�$5��
���: the people of Metapontion were peaceful and usually
remained neutral in wars, as did the people of Achaia in the Peloponnese, at
least until the fifth century . By calling them ‘war-loving’, B. anticipates
their equation with the Homeric Achaians, see below, n.
 ��� !( ����̄� ‘with happy fortune’ is a very approximate rendering
which does not take the etymology into account. Parallels like B. ., .,
Pind. N. ., N. ., I. ., N. . (�:� ���� %� ��*�̄�), O. . (��*�̄�
%������
), N. . (�:� g������ ��*�̄�), P. . (�:� ��*�̄� �����") suggest
that the notion of �"�*(���� ‘to achieve’, ‘to gain one’s request’, ‘to hit
one’s target’ was associated with the noun. Even though �:� ��*�̄� is a
general phrase, in epinician odes it implies victories in games, so here the
Pythian victory which Alexidamos had been granted by Artemis.
– ?����: the river which flows south of Metapontion and into
the gulf of Taranto; Pliny, NH .. calls it Casuentus, its modern name is
Basento.

	���� | �������"���� (pap.) must be corrupt, as the metre indicates:
 must end in F – | (or even F – ‖, with period end). �������� could well
be a gloss (like ������� in .), which may have been added to clarify
who the subject of this sentence was (if it was not stated, it had to be inferred
from �S*���+
 in ), or it replaced the word it was meant to explain. In
any case, a finite verb is required, either at the end of , or it is hidden in
���(�����. The latter approach is implied in the emendation 8(�� (gen.)
���� �c"%��� ����� (P��� Maas) | \���� ��������, suggested by Carey
: ; the former would produce an alternative solution: 8(��� ����
�c"%��� 	����� (Turyn : ) | �������(����� 	��., ‘they founded a
delightful grove, measuring it out by the fair waters of the Kasas’, cf. Pind.
O. . (Herakles) )� ]���� . . . �����X�� 6(���� W���
.
– !������ . . . ������: cf. .– G�[��
 �]1 ;����� ���������
and Pind. N. .– �E���� %� ����3 . . . )� ��;�+
 ��%��� �����+�� )�
%�	����
 �� ���
 /���� �J�#�� ‘excellence grows like a tree that springs up
to fresh dew, when lifted among wise and just men to liquid heaven.’ These
are variations of the motive, well attested in Pindar, of the ‘matching praise’,
which is often linked to the condition ‘if someone is fair-minded’, cf. Pind.
I. .– and the discussion of the variations of this motive by Bundy, Studia
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Pindarica –. While Pindar often speaks of ‘envy’ (;����
) and ‘blame’
(����
), B. appears confident that great achievements will meet with due
recognition; cf. .–n. and n.

���-���: cf. Pind. O. .– �X��� 	(�� | & 0��(%� �/�
���
 )��"���
�(����� � _
 J%#��� ‘one may scour the whole of Greece and find more
cities than the eye can encompass’ . . . ‘a speedy and graceful exit’ (Bundy,
Studia Pindarica ).
 "
���� ,
�.� ����I� ‘countless deeds of valour of Achaians’; for
this meaning of ��	( cf. Pind. N. .. The ‘Achaians’ are, of course, the
Homeric heroes of the Trojan War, whose heroic exploits B. claims for
the Peloponnesian Achaians who founded Metapontion. On Metapontion
itself, or on Alexidamos’ family, B. seems to have found nothing particularly
praiseworthy to say, so he was probably grateful for the opportunity to link
her founders to the Homeric Achaians. This equation produced the legend,
originally confined, it seems, to the area of Metapontion and Sybaris, that
the town had been founded by Nestor’s Pylians on their way home from
the Trojan War, as Strabo says (see above, p. ). Unless it was his own
invention, B. may have known, perhaps through Alexidamos’ family, a local
legend about the foundation of Metapontion by Pylians returning from
Troy, which he then told so as to link the present to the heroic past. This is
why the last two lines are so general: �:� ������ *����� means both the
present and the mythical and historical past, and ��	3
 <*���� includes
Alexidamos’ Pythian victory as well as the exploits on the battlefield at Troy.
The victory which B. celebrates in this ode is thus presented as proof that
the Metapontians, protected and favoured by Artemis, are the legitimate
descendants of Homer’s Achaians.



DITHYRAMBS

ODE  = DITHYRAMB 

. Performance

The first ode in the book of Dithyrambs had a double title which is partly
preserved in the top margin of pap. A, above the first line: [��]�������	�
[� 
����]
 	�	�����
, ‘Antenor’s Sons, or the demanding of Helen’. This
title was also written on a sillybos, a parchment tag attached to pap. O, but
then washed out and replaced by �	�������� �����	����, which confirms
that this ode was, in fact, the first in Bacchylides’ book of Dithyrambs. The
sons of Antenor and Theano must have had a role to play in the part
which is now lost. There seem to have been fifty of them: Schol.T on Iliad

. says that whereas Hekabe’s nineteen sons are credible, the fifty sons
attributed to Theano by B. are not. This suggests that the fifty singers who
formed the chorus that performed this dithyramb somehow represented
the fifty ‘Sons of Antenor’; dithyrambic choirs consisted of fifty singers, see
Pickard-Cambridge, Dramatic festivals  n.; Dithyramb .

Athens seems the most likely performance context in view of Menelaos’
speech which clearly and repeatedly echoes Solon and ends with a warning
against Hybris that destroyed the Giants (–). Ever since the reorgani-
zation of the Panathenaic festival in / , the battle between the
Olympian gods and the Giants had been the dominant theme of this fes-
tival. It could be seen in the west pediment of the Peisistratids’ temple of
Athena on the Acropolis and later on the metopes on the east side of the
Parthenon, and on the inside of the shield of the Athena Parthenos. Most
significantly, it was also the theme represented on the peplos that was carried
in the Panathenaic procession and offered to the statue of Athena Polias;
see Vian, La guerre des géants –; LIMC  .

If this dithyramb was indeed composed to be performed at the Pana-
thenaia, the appearance of Theano, priestess of Athena, and her speech
in the first triad may have evoked a poignant parallel to the Panathenaic
procession and the peplos, for in Iliad .– the same Theano leads the
Trojan women up to the acropolis of Troy, puts the peplos on the knees of
Athena’s statue in her temple and prays for the salvation of her city. In
this way, both the beginning and the conclusion of this dithyramb seem

157
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to be linked to the Panathenaia. One might speculate that the chorus,
or the singer who recited Menelaos’ speech (–), may even have pointed
to the Gigantomachy embroidered on or woven into the peplos which was
carried in the procession for all to see.

. The myth of Antenor and Theano

According to Proklos’ summary of the Trojan Cycle (PEG ), the Kypria

told how the Greeks landed and the fighting began; it then mentions an
embassy that was sent to Troy to demand the return of Helen and the
‘possessions’ (�� ����	�	, obviously the treasure that was taken by Paris
when he abducted Helen). Apollodoros’ Epitome is slightly more explicit:
the embassy was led by Odysseus and Menelaos, but when the Trojans
called an assembly to discuss their proposals, they not only refused to give
Helen back but even threatened to kill the Greek ambassadors; these were,
however, saved by Antenor (Apollod. Epit. .). In the Iliad (.–),
Antenor himself gives a (decorous) account of that assembly, describing
Menelaos’ and Odysseus’ appearance and manner of speaking, though not
the content of their speeches.

B.’s version seems to be based on this passage as well as on the account in
the Kypria, which apparently also inspired a beautiful late Corinthian crater,
now in the Vatican, datable to c.  (Appendix no. ). Its significance
was first recognized by Beazley : – and plates –; new pho-
tograph (after cleaning) in Davies : – and pl.; Amyx, Corinthian

vase-painting  ,  ,  plates  & ; Schefold, Myth and legend 
pl.. It shows first the herald, Talthybios, and behind him Odysseus and
Menelaos sitting on the steps of an altar and being greeted by Theano
who is followed by three women; behind them are fourteen warriors on
horseback and two on foot. Six of the riders are identified by name, two of
whom are attested as sons of Antenor (Glaukos and Eurymachos, see Paus.
..); it therefore seems likely that all of them are meant to be Antenor’s
sons.

Of the first column of this dithyramb only the ends of the first  lines
survive in the papyrus. They do, nevertheless, provide some clues as to
the probable content of the lost portion. Theano, Odysseus and Menelaos
are introduced in the first stanza. Menelaos plays an active role in the last
part, from line  onwards; Theano seems to have addressed the Greek
ambassadors from line , and her speech may have ended at line . It
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seems very likely that Odysseus, too, played an active part in this poem (cf.
line ), which corresponded to his presence on the Vatican crater and in
the Kypria version of the story. The subject of ���� in  must be Antenor’s
sons, who escorted the ambassadors into the city and, presumably, to the
temple, where they would be protected by Athena’s priestess, Theano, and
her husband, Antenor. ����	 . . . ����� ��	��� (–) must refer to
Antenor’s role in explaining to Priam and his children ‘the whole speech
of the Achaians’. When the Trojans have been summoned to an assembly,
Menelaos speaks in very general terms, and it seems to have been Odysseus’
task to explain the embassy’s proposal to the Trojans. His speech, which set
out the terms under which the Greeks were prepared to end the fighting
and sail home again, must have been placed somewhere in the lost portion
between lines  and ; the poem’s alternative title, !
�"��
 #�	$����
,
may well reflect Odysseus’ speech.

 [����� ��]�. 	.�.
.�.�.�
: cf. B.. �%. [�& #�'�(�] �� ���[�)�] and
Il. . *��
 �+#�'���
 �����
.
 ����	�

 �����	�
� ‘battle-rousing Pallas’; the compound, like
#�������[��
] in B.., ,��$	��
 (Poseidon) ., ,�������	
,
(Dionysos) ., ,��$�����
 (Zeus) in Pindar, O. ., ,�����-�
 (Zeus)
N. ., is found nowhere else; all of these seem to have been coined in
choral lyric poetry. Of those compounds formed of verb + noun (‘verbale
Rektionskomposita’, cf. Schwyzer  –) which are unique to B., the
majority are of this type (like, e.g., ��.$���	��
 ., ���.����
 .,
/���0��1�	
 . etc.), whereas tragic poets seem to have coined relatively
more compounds made up of noun + verb; on these, see Williger, Komposita.

– For a reconstruction of this passage, the following points are rele-
vant: (a) as Theano appears in the nominative in  and , she is likely to be
the subject of the whole sentence and possibly also of ���������� (); (b) a
finite verb that governs the datives in lines  and  must have stood at the
beginning of one of lines –; (c) [�]���"	
 (), which must be acc. plur.
rather than gen. sing. (‘golden Athena’ would hardly be credible), requires
a suitable noun. Points (b) and (c) are offered by Il. .– where Theano
opens the temple doors to Hekabe and the Trojan women: 	2 �+ 3�� ��4�
5�	��� �����
 /� �'��� 6����7 | �8��� �1�	
 9:.� ;�	�< �	���������
,
hence Crusius’ proposal () [9:.�� =��4�] >	�����
 ,�������� () [�	4�
�1�	
 �� �]���"	
 () [#��"���
 5�����]�. ����$(� (Crusius : ).
[#��"���
 . . .] ����$(� implies that Menelaos and Odysseus have come to
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announce the Argives’ peace terms, cf. Il. .– (in the Trojans’ assem-
bly, Antimachos had suggested killing ?��"�	�� . . . #����$�� /��'��	 �%�
#����"(� +@���8:, –), also . (#����$�
, see Kirk ad loc.).
 [– – � � – � � – ]� ��
�������: ‘she addressed’; it is usually the host who
addresses the stranger(s), not the other way round. The following passage
was probably Theano’s speech with which she welcomed the ambassadors
(see below on –).
 [– – � – – – � �]��������� probably refers to Troy. Theano may have
said something like ‘Strangers, having come to well-built Troy’ etc.
 [– � – – – � – – ]�. �� (or ]�.(�) �������
: possibly a reference to the
ambassadors’ encounter with her fifty sons, e.g. [��� �A ���������+ /���
�	$]�.(� ���'���
, since the statement in schol.T on Il. . �	����$��

���������	 �8
 ;�	���
 B�����-�� �	C�	
 must be based on a line in
the early part of this ode.
 [– � � – � � – – – � � ]. ��� ��
�
: the line should end in – D D – ; to restore
the metre, one might insert <�A>7 <��> or <��> after �1�, which would
be possible only if the letter preceding could be read as ]�. (e.g. *����]�. ),
which is, however, very uncertain.
– –– � � 
� !�� "����
�
� #
��� | $�
�
��� #��	���� ��!
� �
#%�
(= fr. Sn.): quoted by Clement, Paedag. .., apparently from
an anthology. There is no gap in any other of B.’s poems in dacty-
loepitrites that would accommodate this quotation, except the second stro-
phe or antistrophe of this dithyramb (– or as Blass suggested, –).
Who is likely to have made this statement? Jebb thought of Odysseus
‘deprecating the suspicion that his plea for a peaceful settlement veiled
some insidious design’. But then ��-$	 could hardly mean ‘our reason-
able proposal’, and why should he have said ‘to mortals’ (�����C
) if
he meant ‘to you, the Trojans’? The alternative would be to give these
words to Theano, who may have concluded her speech by saying ‘wisdom
(= if you are wise) conveys your message clearly, for everyone to hear,
without guile’. If this is correct, the quotation probably belongs in lines
–, giving Theano a speech of  lines and still leaving room for a
speech of some ten lines by Odysseus. The point of B�'������ would
be to warn Odysseus that she is aware of his reputation for lies and
deceit.
 &!
�: the subject of 6��� must be the sons of Antenor and Theano
who escorted the ambassadors to the assembly place while their father
informed Priam. Antenor is called ‘wise-counselling’ (�E�����
) because
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when the Trojans assembled after the duel between Hektor and Aias
(Il. .–), he advised peace, urging them to give Helen back as well as
the treasures taken by Paris. He may have acted likewise in the earlier
assembly which the Kypria described (PEG p..– ��	������1���	�
��4
 ��%
 F��	
7 �G� !
�"��� �	H �� ����	�	 #�	�������
) and which
B. refers to in lines –.
– ��' ����%�� �����: B. creates ‘epic flavour’ by adapting a common
Homeric formula, cf. Il. . F��$�� . . . �I������	�.
 ��(%�����
�: formed like ,��$�	��
 (above, n.).
 ���	��
 ��!

: a ‘clear message’, not ‘the loud rumour’ (Jebb) or the
herald’s ‘loud summons’ (Campbell); �'��
 is more than ‘summons’, and
	I����
, like -(����
 (), means ‘voiced, articulate’, as in Il. . where
Hera makes Achilles’ horse 	I�����	 so that it can tell its master of his
impending death; in the scholia the word is explained as ‘using articulate
speech’ (schol. D: -(�8� /�����(� ��J�����). Here 	I����
 �'��
 seems
to take up -(�����	 �'���, meaning ‘a message that speaks clearly’ while
it passed by word of mouth through the city, the message (�'��
) being the
terms of the embassy’s peace proposals (����� ��	��� ).
– )�%��
���
 ����
 . . . ��*������ ��+� ‘raising their hands to the
immortal gods they prayed to be released from their sufferings’; cf. Il. .
where Greeks and Trojans alike pray that war might be averted (�	�H �+
K���	���7 ���C�� �A ��C�	
 #�"����). Similarly, in B. .– the peoples
of Proitos and Akrisios beseech their masters to avoid war. On Bacchylides’
views on peace, see on his Paean for Asine (pp. –).
 ,
-��. �%
 ��/�

 . . . : modelled on the poet’s short invocations
of the Muses in the Iliad (.–, .–, .–) which all ask ‘who
was the first . . .’ or ‘how for the first time . . .’ Here �����
 seems to imply
that Menelaos’ speech before the Trojan assembly was followed by others’,
perhaps by a lively debate, as suggested by the Kypria and Apollodoros’
Epit. .. Here, too, B. is creating ‘epic flavour’ by adapting a Homeric
narrative device.

��!�� ����%��: the Greeks’ just demands.
 ��������%��
: in line , in the same position in the strophe, Menelaos
is called ����$�	
. In Homer, Agamemnon and Menelaos are the sons
of Atreus and grandsons of Pelops (Il. .). Later genealogies make
them sons of Pleisthenes and grandsons of Atreus (Hes. frs. and ;
Hellanikos FGrHist  F ; Apollod...), sometimes combining the
Homeric and the ‘Hesiodic’ genealogies by making Atreus adopt his
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grandsons after the early death of his son Pleisthenes (schol. AD on
Il. . and schol. Eur. Or. ). Although B. uses the Homeric patronymic
in line , here he calls him ‘descendant of Pleisthenes’ in order to avoid any
association or reminiscence of the horrendous crimes of Atreus, so that he
can present him as the advocate of righteousness. Cf. Ibykos SLG .–
>�������$�	
 �	����%
 6��
 #�����7 ���"�
 /�[��4
] ���
 *��[�]��
.
 �
��0��
 1	������: sc. �'��� or �)���. The active forms of the
verb mean ‘to impart information’ or ‘to share with’, see Pfeijffer, Three

Aeginetan odes of Pindar – for a full discussion of this verb. Menelaos
‘makes <his speech> common to the Graces’, makes them share it, rather
as Jason’s parents save their child ����H ����J�	���
 L�'� ‘letting the night
share the road’, Pindar, P. .–. B.’s phrase implies that the Graces
take a hand in making Menelaos’ speech ‘spell-binding’ (���.����
). The
function of the Graces (M�����
) is not to inspire the poet (this is the Muses’
prerogative), but to give ‘grace’ (����
) to a poem, to make it pleasing
and elegant. The phrase �%� M����(�)��/M	�$������ (B. .; Pind. I. .;
N. .; N. .) indicates that they help the poet elaborate his poem,
see .–n. The spelling M������� is an artificial lengthening to suit the
metre, on the analogy of Homeric *�����7 �"�����7 �"�����7 �$�����,
cf. Chantraine, GH  .
 2 3�/�
 )�45#��
�: in Homer, the Trojans are never called ‘war-
loving’; nineteen of  occurrences in the Iliad and one in the Odyssey refer
to Menelaos. In applying the epithet to the Trojans, Menelaos seems to
address a warning to them.
 
�� �6��

: an obvious reference to, almost a quotation of, the famous
speech in the first assembly of the gods in Od. .ff. where Zeus states that
mortals should not blame the gods for their misfortunes but are them-
selves responsible, quoting Aigisthos as a warning example. Solon also
refers to Zeus’s speech in .– and in his Eunomia elegy (.–), which
Menelaos’ speech recalls. The function of intertextual references like these
is probably to remind the audience that the idea in question has been
voiced before by a poet whose prestige and authority will give it added
weight.
– �� [���]��: in Iliad . it is a prize which ‘lies in the middle’
between the contestants, as in Demosthenes’ First Philippic (.) ���	 ���
���"��� ��$���	 /� �"�(�, although in B. the emphasis is less on contest or
competition.

������ . . . �+��� )���0�
�
: Menelaos means that a just solution
is available ‘to all men’, Trojans and Greeks. But in the trial scene on
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the Shield of Achilles (Iliad .–), the �$�� which the judges are
expected to find seems to be the appropriate amount of blood-money or
compensation that would be acceptable to both sides, and this is what
�$�� appears to mean generally in early poetry, e.g. in Hesiod, Op. 
(‘atonement’, M. L. West), rather than ‘justice’. B., too, was thinking of the
personified �$�� along similar lines.
– 7%��� 8��%�� . . . )���
��
� ‘unswerving Justice, who follows . . .’
The implication is that ‘good government’ (Eunomia) is the prerequisite
for ‘straight’ justice (the opposite of Hesiod’s �$�	� �����	$ ‘crooked judge-
ments’, Op. , , , ). Dike is the ‘companion’ (#�'�����
) of
Eunomia and Themis, which means that in a city governed by good laws
and fairness, appropriate settlement is warranted. This is in accordance
with Hesiod’s genealogy which made Themis the mother of Eunomia,
Dike, and Eirene; cf. Pindar, O. .–. Unlike Hesiod and Pindar, B. does
not name Eirene here because in this situation ‘peace’, i.e. a peaceful end to
the dispute, would appear as the next step, the result of Dike, the settlement
on the terms proposed by the ambassadors.
 ��$%�� . . . �*�
��
� ‘blessed are they whose sons choose her to
share their home’ (also quoted in BKT IX ). The sense is: where good
laws and enlightened justice rule, a fair settlement can be achieved: those
who opt for this will enjoy wealth. The asyndeton shows that this line caps
the preceding statements. In epic and early lyric poetry, a climax to an
argument, or a capping statement, is often added without a connecting
particle (#����"�(
). On Pindar’s uses of asyndeton, see Race, Style and rhetoric

– and Maehler, Asyndeton.
– 9 �' . . . :Υ$��
: the opposite of Dike, as in Hesiod, Op. ff. and
throughout Solon’s Eunomia elegy ( W.); cf. also Archil. fr. W.; Xeno-
phanes .–; Theognis – and –. Hybris ‘blooms’ (�������	)
in slippery profiteering (	N'���
 �"������, a reference to Paris’ deceit and
greed in taking Menelaos’ treasures) and outrageous follies (his abduction
of Helen). Hesiod, too, and in particular Solon had emphasized the link
between greed or profiteering (�"���
) and transgression (O���
), cf. Solon
.ff., .–, Theognis –; –.

�(���%
�
 ‘beyond fate’, i.e. B�A� 	P�	�, cf. Iliad . /.	$���� #���,
where Thetis’ prayer/request to Zeus is called ‘outrageous’, for the first
and only time in the Iliad, at the very moment when its consequences are
reaching their climax, see Janko ad loc.
– 9 . . . #���
�: ‘(But she who blossoms in shifty tricks and outra-
geous follies, Insolence,) she swiftly gives <a man> another’s wealth and
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power, but again throws <him> into deep ruin.’ Kenyon and Jurenka took
this = as a demonstrative pronoun which picks up the first = (), whereas
Jebb wanted the second = to be a relative pronoun. In favour of Kenyon’s
reading is the punctuation in the papyrus after -�'��� and the fact that
	Q��
 �(A) marks a strong contrast (�������/ �1�	��� – -�'���): the last
two lines then come as an asyndeton, a capping statement, which corresponds
as a warning (negative) to the asyndeton encouragement in  (positive); cf.
n. above. The two halves of Menelaos’ speech are closely parallel, and
the warning reference to the Gigantomachy thus becomes the climax of
the whole ode.
 )������
�: ‘what belongs to someone else’; although this clearly
refers to Helen, Menelaos speaks in general terms. This gives his speech
greater authority than if he had said ‘Hybris gave Paris my wealth and
my power’ (sc. over my wife). Paris, who should be the indirect object of
9�	��� and the direct object of �"����, is not named: his fate, however,
will be similar to that of the Giants.
 ;+
] �����
: Kenyon’s supplement is certain, cf. Hesiod, Th. ff.
and –. According to Apollod. ..–, the Giants hurled rocks and
burning oak trees against the sky. In art, the Gigantomachy becomes
extremely popular from the middle of the sixth century; see Vian, Répertoire

des Gigantomachies, and LIMC  –.

ODE  = DITHYRAMB 

. Performance

Despite the address to Pythian Apollo and the reference to paeans and
choirs of Delphians, this ode is certainly not a paean since its main part
(–) has nothing to do with Apollo. The only hint that it may have
been composed to be performed at Delphi is the statement in – that
‘so much’ (�'�	) was sung ‘by your much-praised temple’; but this �'�	
refers to songs performed during Apollo’s absence from Delphi during the
winter months which the god spends with the Hyperboreans. These songs
seem to have been ‘cletic’ hymns recalling the god to Delphi; one such
hymn had been composed by Alkaios, of which some details survive in the
paraphrase by the rhetorician Himerios (fourth century ; Alkaios fr.
= Himerios, Or. . Colonna), see below. The first stanza of this ode may
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have been modelled on this hymn, which may be echoed also in Euripides’
Ion –.

The main narrative section which fills the antistrophe and epode is
introduced by ‘until then’ (��$� ��, i.e. before Apollo returns), ‘we sing’
(��"���� ). According to Plutarch (Mor. c), the Delphians performed
paeans with their sacrifices during most of the year, but from the beginning
of winter they replaced the paean by the dithyramb for three months,
calling on Dionysos instead of Apollo. If, as seems likely, this statement
reflects fifth-century practice, B.’s ode could well be such a dithyramb,
performed at Delphi during the winter months before Apollo’s return. But
it seems equally possible that it was performed at Athens (Kamerbeek, Plays

 ). See also on line  below.

. The myths

(a) Apollo and the Hyperboreans The story was told in Alkaios’ hymn to
Apollo, which began R�	. S������� �	C �����( ��'
. Himerios’ para-
phrase gives a general idea of its content: ‘Zeus gave the new-born Apollo
a golden mitra and lyre, and a chariot harnessed to swans. He sent him to
Delphi and the streams of Castalia, to speak as a prophet of justice and right
to Hellas. Apollo mounted the chariot, and set its course not for Delphi
but for the land of the Hyperboreans. When the Delphians heard of this,
they composed a paian and song, and founded dances of youths around the
Tripod, summoning the god to return. He remained among the Hyper-
boreans a whole year, delivering the law; and when he thought it high time
for the Delphic tripods to make music in their turn, he ordered his swans
to fly back from the Hyperboreans. Now it was summer, and . . . because
summer was aglow, and Apollo was in the land, the lyre puts on a sort of
summer dress in honour of the god: the nightingales sing him the kind of
song that you expect of birds in Alcaeus; swallows and cicadas forget the tale
of their own sufferings, and devote their songs wholly to Apollo, Castalia
flows with streams of silver, Cephisus heaves like Homer’s Enipeus –
even the waters are aware that a divinity is in the land’ (Page, Sappho and

Alcaeus –).
In B., too, the god is presented as absent, in the north: ‘by flowering

Hebros he takes pleasure (from dance?) or the long-necked swan, gladden-
ing his heart (by its honey-)sweet voice’ (see on ). He seems, however, to be
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expected back soon (see on ). Although there is no chariot here and only
one swan, the situation appears to be very similar.

(b) Herakles, Deianeira, and Nessos In B., the events leading to Herakles’
death are presented in reverse order, in three stages: () Having destroyed
Oichalia, Herakles is about to sacrifice to Zeus on the Kenaion promontory
(–); () Fate inspired Deianeira’s plan when she learned that he was
about to send Iole into her house as his ‘wife’ (6�����) (–); () it was
on the bank of the river Lykormas where she received the fateful gift from
Nessos.

Sophokles presents essentially the same version in his Women of Trachis.

Although the poisoned robe that killed Herakles is mentioned in [Hes.]
fr. .–, there is no evidence in either poetry or art before Sophokles
and B. to suggest that the poison was a deceptive gift from the dying
centaur, Nessos, who offered the blood from his wound to Deianeira
to use as a lovecharm. As very little survives of the epic versions, such
as the @N�	�$	
 T�(��
 by Kreophylos, the UV������	 of Peisandros of
Rhodes or the UV�	�����
 in  books by Panyassis of Halikarnassos (PEG

–), our chief evidence is Attic vases, listed in Brommer, Vasenlisten

–.
While the earlier versions of the Nessos-Deianeira story have Herakles

threaten Nessos with his club and/or sword, occasionally with bow and
club, only two show the centaur actually wounded or attacked with an
arrow: () On a fragment of an early Attic dinos of the seventh century
(Appendix no. ), a centaur with an arrow stuck in his side turns round
towards his attacker who threatens him with his sword; in this situation,
he would obviously have no chance at all to collect his poisoned blood
and hand it to Deianeira; () a Caeretan hydria (Appendix no. ) places
the scene on either side of a palmette below the handle: on the right, the
centaur and the woman moving away from him, and on the left, Herakles
threatening him with an arrow. The same painter has, however, painted
the same scene on two other hydrias where the figures are not divided by
the handle (Appendix nos.  and ); here Herakles attacks with bow and
club, while Deianeira comes running from the right and has almost reached
him. All three vases obviously show essentially the same scene; on all three,
Deianeira is running away from Nessos towards Herakles before the arrow
is actually shot off, so that ‘there can have been no thought in the artist’s
mind of Nessos offering Deianeira a lovecharm’ (March ).
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The argument in favour of the lovecharm being an innovation by a fifth-
century poet rests not only on a negative consideration (the lack of evidence
before Sophokles and B.), but also on a positive one. The arrow is crucial
to the lovecharm version because it links Nessos’ death with Herakles’ own
death through the poisoned blood, and it is this link which gives this version
its tragic character, in that (a) Herakles’ victory over Nessos carries the seed
of his own doom, his own deed will in the end destroy him, and (b) Deianeira
becomes the innocent/guilty victim of a cruel deception. In order to turn
the old story into a tragic plot, the innovator had to introduce some odd
elements which must have stretched the audience’s credulity to the limit:
how would the mortally wounded centaur have been able, in the middle
of the river, to collect his blood? With his hands? Or in a vessel? Where
could that have come from? Whoever invented the ‘lovecharm’ version
must have expected the audience to accept it without asking how it could
have happened.

It cannot be ruled out that there may have been an earlier source for
the ‘lovecharm’ version, such as Panyassis’ Herakleia (PEG –) or some
early tragedy. There is, however, no evidence that any poet before Sophokles
and B. connected Herakles’ death with Nessos’ poisoned blood; it there-
fore seems very unlikely that there was an earlier source that could have
inspired them both. The implication must be that one depends on the
other – but which way round? Kenyon was convinced that Sophokles ‘had
Bacchylides in his mind’ (Kenyon p. ) but, as most scholars now agree,
B.’s version would simply not have been intelligible to an audience who
were unfamiliar with the version which connected the death of Nessos by
Herakles’ arrow with Herakles’ own death by the poisoned robe: how could
they have guessed what ‘plan’ (�8��
) it was, which Deianeira wove (O-	��,
–), or Nessos’ �	��'���� �"�	
 ()? It therefore seems likely that the
version which B.’s ‘allusive manner in , which presupposes familiarity
with the story of the robe’ (Easterling, Soph.Trach. ), takes for granted,
was indeed Sophokles’ Trachiniai. Chronologically there would be no
problem since Trachiniai is an early play, as most scholars believe; if so,
the two poets’ poetic activity overlapped for many years (see Schwinge,
Trachinierinnen –; Hoey : – with bibliography; March,
Creative poet –).

 . . .]�.
� . �. 
. . . . ���%: no plausible reading of the traces has yet
been proposed. Before /��$, some form of exhortation seems likely, i.e. an
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imperative or optative, addressed perhaps to Delphi, or to the audience,
possibly an invitation to pay attention to the ode which is about to be
performed.
 <��]	�(�): a L���
 was a heavy freight vessel, so the metaphor implies
that the Muse has sent a heavy load of song to the Delphians’ choir (/��$).
Pindar wants his victory ode to sail from Aigina ‘on every freight-ship and
boat’ (/�H ���	
 L�����
 *� �+ #���(�, N. .): but his are real ships, not
metaphors as in Simonides (PMG ) and perhaps Alkman (PMG  =
 Calame).
 – � � ]�. (or 	. �. ), then ����c would fit the traces; however, if one supplies
/
 ��4]�. (Jebb) or W �	�4]�. (Handley), ��
 would have to refer to Apollo,
which would be odd: why would the god not be named?
 . . . . . )]!	������ ‘he takes pleasure’, see above, p. ; a dative seems
likely in the gap, perhaps (if six letters can be fitted in the gap) ��1�	� or
����)�.
 . . . . .]��=+�: the last letter had apparently been changed to N but
then crossed out and replaced by a small superscript iota. As diaeresis in
this papyrus is fairly frequent over initial � and �, the letter : may well
be the initial letter of a word: N)� (‘voice’, long ago suggested by Kuiper),
preceded perhaps by ����	]��<C>, ‘honey-sweet’. The idea that swans sing
sweetly, however unrealistic it may seem, was widespread, cf. Eur. Phaethon

fr.. �����'	
 �1���
, IT  �1���
 ���(��4
 ?�1�	
 ���	��1��, etc.
Plutarch says of Pythian Apollo that he ������8� X���	� �	H �1��(� -(�	C

�	H �����	
 0'-��
 (Mor. c). Kallimachos calls the swans ‘birds of the
Muses, most tuneful of winged creatures’ (?����(� Y�����
7 #���'�	���
��������) and makes them circle Delos during Leto’s labour, h. .–.
 . . . . . . (.)]�. ' >�4�: this verse should respond with , which would
mean accommodating five syllables (D D – – D ) into the space of six or, at
most, seven letters. This seems impossible: either this line, or , appears
to be corrupt. If, as Paul Maas suspected (Resp.   n.), the problem
is in line , the gap in line  would require only two syllables (– D );
5��� must, in any case, be a nd person sing. of the aorist subjunctive
(= Homeric 5��	�), which might suggest something like ��H� �']�+ 5���
‘until you come here’: examples of ��$� + subjunctive (without 6�) in the
sense of ‘until, before’ in situations either repeated or expected to happen,
can be found in K-G  – and in Schwyzer  .
 ���
������: = ����$����	�, or ���"�����	� ‘to go after’, the flowers
of paeans; the flower metaphor for song is very common in choral lyric
poetry, see on fr...
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– ���� �
�
? 7��#/� . . . ���	�4���: �'�	 could be a relative
or a demonstrative pronoun. While relative �'��
 tends to correlate to a
demonstrative �'��
 (as in Pindar, N. .–, or Kall., Ap. ), demonstrative
�'��� or �'�	 (‘so much’, or ‘these things/words’) often follow brief direct
speeches, as in h.Merc. –; Pindar, O. .–; see the examples collected
by Führer, Reden . This strongly suggests taking �'�	 as a demonstrative
pronoun, ‘these things’ (or ‘this much’) the Delphian choirs sang . . .’,
which would make the preceding lines a quotation, or direct speech. The
whole passage, lines –, may be a cletic hymn sung by the Delphians to
recall Dionysos from the Hyperboreans, rather similar to Alkaios’ hymn
(see above, p. ).
 ��%� !� ���
��� ‘beforehand, we tell’. It is best to take ��"���� as a
genuine present (with strong punctuation after �	'� ), to make clear what
the chorus are doing now, in which case ��$� will have to be an adverb:
‘before/until (the Delphians sing,) we tell . . .’. The alternative, taking ��$�
as a conjunction = ‘(the Delphians sang) before we tell/told . . .’ (�+ /��"����
Maas, Resp.   n.) would not make sense in the context, because it would
leave unclear what the chorus are singing now.
– ������ . . . @�#�������	���: acc. + inf., governed by ��"����.

A8���%��: a mythical town in central Euboia, home of Eurytos and
his daughter Iole, cf. Soph. Trach. – and ; Kreophylos fr. (PEG

p.); Hekataios in Pausanias .. (FGrHist  F ). It was supposed to
have been at or near Eretria.

���? ����
�����: ‘devoured by fire’; the verb may have been cho-
sen to signal Herakles’ own death which was to follow his destruction
of Oichalia, as Simonini suggested (: ). Cf. Iliad .– where
Achilles promises Z 
����	 �+ �E �� | �J�( >��	�$��� ���H �	��"���7
#��� �1������.
 )�#��*�
�' )��	�: the cape (now Cape [����	) is ‘washed by waves
on either side’; it is the promontory at the north-western end of Euboia. Cf.
Soph.Trach. – #��� ��
 #�-$������
 
I��$	
 6���� | \��	�'� /���.
Similar epithets are given to islands: Ithaka is #�-$	��
 (Od. . and
), Rhodes is #�-��	������
 (Pindar, O. .), Salamis is �����1�(�
(Eur. Troad. ).
 �*��: Doric infinitive, like /�1��� (.), ]���� (.), -�������
(.). The last three cases, unlike ., are guaranteed by the metre.

����� ��*�
�
: in Soph. Trach. –, Herakles sacrifices twelve bulls
to Zeus; why B. makes him split the same number of victims between three
gods (nine for Zeus, two for Poseidon, and one heifer for Athena) is not
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evident. The suggestion (March, Creative poet  n.) that the inclusion of
Athena and Poseidon, ‘divinities particularly important to Athens’, may
reflect an Athenian setting for this dithyramb, is attractive.
– Line  presents three problems: (a) It must respond with line 
which is obviously much shorter; (b) the apparent ‘correption’ (shortening
of the final diphthong by the next syllable beginning with vowel) in ,������^
����C 6_��	 is awkward, the more so as it would respond to an ‘internal
correption’ in  (�	`�'�(�) which is rare (though not unparalleled, see
on .); (c) �	��"�(� seems strangely redundant as an apposition to
�'�	�. All three difficulties disappear if one deletes �'�	� �+ (as an intru-
sive gloss) and inserts <�+> after ,����������C, as suggested by Maas, Resp.

  n..
 ���' B���

 ��%���: ‘irresistible Destiny’ (Jebb); only here does the
noun have this meaning which is common in tragedy, while in all other
instances in B. (.; . and ; .; .; .; fr.; fr..) it means
‘god’, or ‘a god’, as it does in Homer. Of course, �	$�(� is still personified
here to the extent of ‘weaving’ a plan.
– 7�=���%��̄�: like Nessos in , she does not get an epithet, while
Iole, her rival, is ‘white-armed’ (); as Charles Segal observed, ‘her fame by
itself, breaking into a stretch of highly ornate noun-epithet combinations,
conveys an effect of lonely pathos which is exactly appropriate for her
situation’ (: ).

�
�*������ . . . �C���: a ‘plan’ that was to cause her many tears; on
the ‘proleptic’ use of epithets, see below on  �	�	����"	.

��%#�
�(�): in Sophokles, the chorus, ignorant of the consequences,
can say to her ����C
 �	�+ a�C� �I ����������	� �	��
, Trach. . By
contrast, B., and his audience, knew the terrible outcome of Deianeira’s
‘plan’ which ���1�	���� anticipates; to call it /�$-���	 sounds sarcastic:
it may have seemed ‘shrewd’ to her because she could not foresee the
result. The discrepancy between the audience’s superior knowledge and
Deianeira’s ill-fated ‘plan’ heightens the tragic pathos of her situation.
 )!!��%�� ����������� ‘a message that was to cause suffering’; cf.
B��$�	
 �	�	����"	
 in Panyassis’ fr.. (PEG p.), ��������
 in Pin-
dar, P. . and ., �'��� . . . ��������8 in Aesch. Pers. . Other
examples of ‘proleptic’ use of epithets in B. are �	b���� ., #������(�
#���)� ., �. [I�	C
] . . . #����J���
 ., �(�4� . . . ���1��[�]���� .,
�	�������-����
 ��1�	
 ., ���1������ .; other examples from
epic and tragedy can be found in K-G   and Schwyzer  e.
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– ����0���
� . . . )���$
�	��
: the irony implied in the contrast
between the two epithets is also present in Soph. Trach. – S 
�(
 �" ��� |
�'��
 ���� �"�.���� 	N����	� ����, the ‘fearless fighter’ is defeated by Iole’s
tender beauty.
 B�
�
�: the crucial noun is placed in the middle of the 3��–clause,
without an epithet: Herakles is sending the captured Iole ‘as his bedfellow’
into her ‘rich’ (���	�'�) house, which she will soon have to share with her
rival. 6����
 < # copulativum (#��������'�) + �"��
, cf. 6�����
7 #���-'

etc., see Chantraine, Dict. II ; more examples in Schwyzer  .
 & �*��
�

. & �	����(�): this double apostrophe seems to reflect
Deianeira’s reaction to the messenger’s revelation in Soph. Trach. –
�]��� ���	��	 . . . �$�+ �N��"����	� �����G� | B�'������ �	��	C�� R
�1�����
. While R + vocative of a proper name or adjective is fairly com-
mon in B., � is found only here and at ., where it expresses admiration
(� �������	$�(� #���, cf. Thgn.  � ���	�). It often expresses com-
passion or pity, as here; cf. Sem. . � ���	
 #���. Not surprisingly, the
interjection � is particularly common in tragedy; B. may have chosen it to
give the passage a ‘tragic’ flavour.


D
� ������[
]: her ‘plan’ (�8��
) was Deianeira’s only active involve-
ment; in reality, however, this had also been ‘woven’ for her by Des-
tiny (�	$�(� . . . O-	[��, –), and the other two finite verbs refer-
ring to her show her in a passive role, reacting rather than acting
(�1���� , �".	�� ); in this respect, too, she resembles Sophocles’
Deianeira.
 #���

 ����$%�
 ��� )�0�����: ‘it was jealousy . . .’; -�'��
 is not
an aspect of Destiny, or the gods, or any superhuman power, but rather a
power within Deianeira herself, on the same level as her ignorance of the
consequences, or lack of forethought. The superior power is �	$�(�, ‘Fate’,
which uses her jealousy and ignorance to destroy her as well as Herakles.
For -����C� with an erotic connotation, ‘to be jealous’, cf. Eur. HF –
(Hera) c ���	��4
 �O���	 | ������� -������	 d��H ���.
 ��? {���	��[�]}: an interlinear gloss which has crept into the text.
This happens not infrequently in texts of poetry; examples in Pindar and
Aeschylus include Pind. fr. . ?"�[	]�. [']
 �� {���	���} e�	$ (where
the gloss is betrayed by the metre), fr. . {f��"���}, fr. a. {g�����},
O. . {d�1
}, P. . (�����	�
 gloss on /.$��), P. . {*���.��}, I. .
{��$}, Aesch.Pers.  �	�������G
 {�	��$�� �2'
} codd. ?h, Aesch. Supp.

 {�'���}.



172 COMMENTARY: Ode .–; Ode 

E
������: on flowers, and in particular roses, in erotic situations see
on .–.

F������̄�: the river – later called Euenos (cf. on ode ) – flows
through Aetolia into the gulf of Patra.
 �������
� ���[�
: ‘a portent sent by gods’ (Jebb), or by fate. To
Deianeira, the dying centaur’s gift may have seemed a ‘godsend’, from
which she expected a miracle. At the same time, �	��'���� suggests that
ultimately it was the 6�	��
 �	$�(�, or Fate, which handed it to her. What
this �"�	
 was, the poet does not say, and there is no way the audience
could have guessed – unless they knew the new version which Sophokles
had presented in his Trachiniai, perhaps a short while earlier, as Schwinge,
Trachinierinnen , March, Creative poet  and others have argued; see above,
pp. –.

ODE  = DITHYRAMB 

. Performance and date.

The last three lines of this ode show that it was addressed to Delian Apollo
and performed by a chorus from Keos. One might wonder, therefore,
whether this ode was not, in fact, a paean rather than a dithyramb, even
though dithyrambs seem to have been performed at the great Delian festival
which the locals called �� �����J��	, while to the other Greeks it was
known as �� ����	 or ����	��. The Homeric hymn to Apollo describes it
as an Ionian family festival, ‘where the long-robed Ionians gather with their
children and respected wives’ and hold competitions ‘in boxing, dance, and
song’ (h.Ap. –). The most memorable part of it (�"�	 �	��	, ) is
the chorus of Delian maidens who praise Apollo, Leto, and Artemis:

��������	� #����� �� �	�	��� K�A ���	����
O���� #�$������7 �"������ �A -��+ #���J�(�.
����(� �+ #���J�(� -(��
 �	H �	��	��	��%�
����C��+ ]�	���· -	$� �" ��� 	I�4
 g�	���

-�"�����+ · �O�( �-�� �	�G ��������� #���� (–),

‘commemorating men and women of old, they sing a hymn, spell-binding
the tribes of humans. They know how to represent the voices of all men and
the sound of castanets; each one might think it’s his own voice: in such a



COMMENTARY: Ode  173

way were they gifted with beautiful song.’ In other words, it was a mimetic
performance of a story from mythology.

This is, of course, also true of Bacchylides’ ode. Though included in
the book of dithyrambs, it seems to have been a paean, not only because
it is addressed to Apollo at the end but also in view of the preceding lines
(–); they describe how the Athenian boys and girls greet Theseus when
he re-emerges from the depth of the sea: the girls with shrieks (,������),
the boys with a paian, i.e. with the female and male versions of ritualized
cries of joy (on the close link between ololygē and paian see Calame, Les chœurs

de jeunes filles  –). This is mimesis: Bacchylides’ chorus recreates that
scene; at the end of their performance, they almost take on the persona of
the young Athenians.

If the ode was, in fact, a paean (cf. Jebb p. ), why was it classi-
fied as a dithyramb and included in this book? A fragment of an ancient
commentary, or hypomnema, on another ode of Bacchylides (ode ) tells
us that Kallimachos defined it as a paean, whereas Aristarchos regarded
it as a dithyramb ‘because it contained the story of Kassandra’ (��� �4
�	����8[-�	� /� 	]I�8� �� ���H \	�[�����	
]), ‘and so he gave it the title
Kassandra’ (/�����-�� �+	I�G� [�	H \	��]����	�) (P.Oxy.  col.i –).
The author (Didymos ?) seems to agree with Aristarchos and his classifica-
tion criterion; he criticizes Kallimachos for failing to understand that the
characteristic feature of the dithyramb (����'�, what dithyrambs have ‘in
common’) was mythological narrative (�I ���"��	 3�� [�1��� �1�]�.�.�	
����'� /[��� ��� �]���������, lines –). The disagreement implies that
paeans and dithyrambs (those of Bacchylides, at any rate) were so similar
in character that doubts could arise over their classification. Since ode ,
apart from its last three lines, consists exclusively of mythical narrative,
Kallimachos (or whoever classified this ode), in accordance with this crite-
rion, placed it with the Dithyrambs.

The date of this ode can be established with some degree of confidence.
It tells of the confrontation between the young prince Theseus who accom-
panies the seven boys and seven girls, the Athenians’ tribute to Crete, and
King Minos who had come to collect them in his own ship. The confronta-
tion culminates in Theseus’ leap into the sea, his descent to the palace of
Amphitrite, and his unexpected re-emergence, adorned with the goddess’s
gifts. The voyage to Crete, Theseus’ encounter with Ariadne, his fight with
the Minotaur and the rescue of the fourteen young Athenians was known
to poetry and art from Homer’s time onwards (Od. .–; in art, the
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earliest representation is a large relief pithos in Basel, dated – ;
Appendix no. ). It is most splendidly shown in the top register of the
François vase in Florence (Appendix no. ) which shows Theseus leading
the fourteen young Athenians towards Ariadne. She greets him holding
up a black ball – the roll of thread which will be vital in leading him out
of the Labyrinth when he has killed the Minotaur. Ariadne’s gesture thus
anticipates the outcome of the adventure. The nurse, the traditional match-
maker who stands between her and Theseus, also points to events that are
still to come. On the other hand, the ship, with its bow turned to the left,
i.e. to the open sea, and the man who is swimming towards the shore, both
indicate what happened immediately before their landing on Crete: here it
is an Athenian ship which did not pull ashore (perhaps because Crete was
then hostile territory?), so that Theseus and the fourteen boys and girls had
to swim ashore; in case they survive, the ship stays near the coast, ready to
sail away with them. This is the vase-painter’s way of incorporating, or at
least of hinting at, events that are chronologically outside the scene he is
painting – a beautiful illustration of what A. M. Snodgrass has called the
vase-painters’ ‘synoptic method’ which allows them to include elements of
the story that either precede or follow the main episode shown (see Snod-
grass, Narration). The top register of the François vase seems to reflect a
crucial episode in the story as it was known in the sixth century .

Of the episode narrated in ode , however, no trace is found in either
art or poetry before the fifth century. It therefore seems very likely that
it is Bacchylides’ own invention. The earliest, and most impressive, rep-
resentation in art is a large cup in the Louvre by the potter Euphronios,
painted (according to Beazley, ARV  .) by Onesimos, dated to between
 and   (Louvre G ; Appendix no. ). On the outside it
shows four of Theseus’ opponents in his early exploits: Skiron, Prokroustes,
Kerkyon, the Bull; the inside shows a very young Theseus, supported on a
Triton’s hands, being greeted by Amphitrite; seated on a richly decorated
throne, she is holding a large wreath of white (now faded) and red blobs in
her left hand. Between them stands a tall Athena, apparently in the back-
ground and invisible since none of the other figures look at her; she holds
her spear in her left hand while her right hand supports a small owl, the
symbol of the city she protects, aptly interpreted by Dugas and Flacelière,
Thésée  as representing, invisible and yet dominating events, the spirit
of Athens, which is a combination of her courage (indicated by the spear)
and her wisdom (see the owl) which will help Theseus overcome all the
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difficulties. The vase-painter’s ingenious addition of the tall figure of Athena
indicates her continued protection of the young hero, just as Amphitrite’s
wreath (her wedding gift) anticipates his encounter with Ariadne: a highly
sophisticated development of the early vase-painters’ ‘synoptic method’
(see above on the François vase, p. ). All the figures are identified by
inscriptions.

This picture encapsulates the essential elements of Bacchylides’ episode,
beginning with Athena who speeds the ship on her voyage by sending the
north wind (lines –), to the wreath which Amphitrite hands to Theseus: it
is ‘dark with roses’ (e'���
 /����'�7 ), hence the red blobs on the cup; the
Triton’s gesture means that Theseus is under the protection of the marine
gods. It is impossible not to ‘read’ it as an illustration of Ode , bearing
in mind that the vase-painters do not, as a rule, themselves create new
versions of myths but respond to customer demand created, in the sixth
and fifth centuries, by public performances of poetry. The Louvre cup thus
gives us a precious terminus ante quem, making this ode one of the earliest
extant poems of Bacchylides, together with fr. B, the drinking song for
the young Macedonian prince Alexander which can also be dated to the
early s (see below, pp. –). There is no reason to link Ode  to the
foundation of the Delian League in /, as Severyns suggested. Theseus
becomes very prominent, rather suddenly, in Attic art in the last quarter
of the sixth century, see Brommer, Theseus ; Neils, Theseus (passim), and
LIMC  –. Around   he appears on the metopes of the south
side of the Athenian treasury at Delphi, as the more visible counterpart
to Herakles whose deeds are shown on the metopes of its north side; see
Brommer, Theseus ff. with bibliography; Boardman, Greek Sculpture 
and fig.; Neils, Theseus pl.  figs. –.

. The myth

Ode , like , bears a double title: Ki���� j ;���1
. The youths (Ki����)
are the fourteen young Athenians, seven girls and seven boys, whom the
Athenians had to send as a periodic tribute to Crete, where they would be
eaten by the Minotaur in the Labyrinth. According to Hellanikos (FGrHist

 F ), Minos came himself to Athens to select them. When the tribute
was due for the third time, Theseus, the young son of Aigeus, the king of
Athens, sailed with them. On Crete, he encountered Ariadne, king Minos’



176 COMMENTARY: Ode 

daughter, who gave him the ball of thread that would, once he had slain
the Minotaur, help him find his way out of the Labyrinth; their encounter
is illustrated on the François vase, see above, p. . This part of the story is
already referred to in the Odyssey (.–), the Labyrinth in Iliad .–
(according to the scholiast’s interpretation of ���4� . . . �k'� ���+ /�H
\�(��� �I��$�� | �	$�	��
 l������ �	���������(� ��������7 see Leaf
 ), and it was told, according to Proklos’ summary (PEG p. ), in the
Kypria in one of Nestor’s digressions.

This is the framework into which the episode narrated in Ode  has
been fitted, with great dramatic effect, as tension builds up right from the
beginning. Minos, stirred by Aphrodite, cannot keep his hands off the ‘white
cheeks’ of one of the maidens, Eriboia (
�����	 on the François vase) who
cries for help; Theseus rebukes Minos in a bold speech, emphasizing that
while Minos may be the son of Zeus and Europa, he too has a divine father,
Poseidon, to whom Pittheus’ daughter, Aithra, has borne him. ‘Therefore’,
he challenges Minos, ‘curb your insolence!’ (–). He is ready to fight,
should Minos violate any of the fourteen young people.

Minos, angered by the young prince’s boldness and perhaps ‘still more
by the implied doubt of his divine parentage’ (Jebb p. ), prays to Zeus
for its confirmation by a thunderbolt, which promptly comes, and then
challenges Theseus to retrieve a golden ring which he throws into the sea.
Theseus leaps from the sterndeck and is carried by dolphins to the bottom
of the sea, where he sees the Nere:ds and Poseidon’s wife, Amphitrite, who
gives him a cloak and a wreath. With these gifts, Theseus emerges at the
stern of the ship, to Minos’ dismay but the Athenians’ delight, ‘a miracle
for all’ (�	��	 ��������7 ).

As mentioned above (pp. –), this episode was in all likelihood
Bacchylides’ own invention, and its earliest representation in art, the
Euphronios/Onesimos cup in the Louvre, almost certainly reflects a perfor-
mance of this ode. There are other reflections: two slightly later Attic vases
illustrate the encounter between Theseus and Amphitrite (Appendix nos.
 and ), two more (Appendix nos.  and ) place Poseidon in the centre
(which is how one might have imagined this scene without direct knowl-
edge of Bacchylides’ poem), and one more has Theseus seated between
Amphitrite and Poseidon (Appendix no. ). All five vases are dated to
– . The episode was also the subject of a wall-painting by Mikon
in the temple of Theseus in Athens, mentioned by Pausanias (..); unfor-
tunately, his description is not very helpful: the painting, he says, is ‘not clear’
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(�I �	-�
) unless one knew the story, partly because of its age (when he saw
it, it would have been more than six hundred years old), partly because the
painter ‘had not painted the whole story’ (�I �4� ����	 *��	0� �'���).
Then he tells the story according to the mythological handbooks which
he used, which differed from Ode  in one interesting detail: they said

(�"������ – this is no longer his description of Mikon’s painting!) that
Theseus brought back from the sea that ring and a golden wreath, and a
very similar version was used by Hyginus in his Poet. astron. .. The detail of
the retrieved ring is probably due to the mythographers’ tendency to tidy up
loose strands of a story; Bacchylides himself does not mention the ring again,
because to return it, obeying Minos’ order, would have been an anticlimax,
humiliation rather than triumph. Amphitrite’s gifts, on the other hand, the
purple cloak and the wreath of roses, once her own wedding present from
Aphrodite, are the visible signs of the gods’ favour which ‘shone on his limbs’
(����� �+#�-H ��$��
 ���� ���	7 –), while Minos’ ring, presumably a
signet ring and therefore a symbol of power, is lost in the sea. The very visible
nature of the divine gifts also explains why Theseus does not meet Poseidon
who did not have anything so spectacular to give him (the three wishes
which Poseidon grants Theseus in Euripides’ Hippolytos, – and –
, were not visible proof of his paternity and favour, and may have been
a later innovation anyway); instead, he meets Amphitrite whose wreath
of roses is an omen for Theseus’ impending encounter with Ariadne and
whose purple cloak protects him in the sea, as Ino’s ‘shawl’ (���������)
protects Odysseus when his raft has been shattered (Od. .–).

 ����������� ‘with dark prow’; this form also appears in the poetic
word list SH . (= P.Hibeh  ; rd century ), cf. Simonides PMG

; in Homer, the compound adjective has two terminations (feminine in
-��
7 Il. ., Od. .).

���: for ‘inceptive’ �"� (without a following �") see the examples,
mostly from tragedy and Aristophanes, in Denniston –.
 �?
 G��[	]: later authors (Euripides HF –, Plato Phd. a,
Diodoros ..), refer to the fourteen young Athenians with the same
phrase, which may have been coined by an epic source (the Kypria ?, see
above, p. ). Theseus is not included in this number; the oldest evidence
for Theseus plus the ‘twice seven’ youths is a th century Boiotian skyphos
(Appendix no. ). Pherekydes, however, counts Theseus as one of the
Fourteen, FGrHist  F .
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 + m	'�(�: see on ..
– �4���!�= . . . �%��
[�] �H���: ‘northerly breezes fell on the far-
shining sail’. �$�����, said of wind, means ‘to die down’, as in Od. .,
., Hes. Op. , but with /
 or /� + object ‘to fall upon’, cf. Hes. Th.
 	Q�	� . . . �$�����	� /
 . . . �'����, Op. – (Boreas) ����H . . .
/��$��(�.

#	��=: -)��
 is ‘cloth’, e.g. the white cloth which covers Patroklos’
corpse in Il. .. Its extended meaning, ‘cloth’ > ‘sail’, is based on
Od. .– where Kalypso -���+ *����� . . . 2��$	 �����	��	�, cf. Eur.
Hec. . It is ‘shining afar’, so presumably white, in contrast to the dark
prow. The version followed by Plutarch (Thes. .) has Theseus sail with a
black sail, but with instructions to set a white one in case he were saved –
or a red one, according to Simonides, from whose poem (a dithyramb ?)
Plutarch quotes four lines (PMG ). Both Plutarch and Simonides imply
an Athenian ship, as does the François vase, not Minos’ own, as Bacchylides
seems to do.
 I���� �. [�]����%!��

 @�	�[�
: for Athena ‘shaking’ (�����$_���) her
aegis, see [Hes.] Sc. – 	N�$�+ #�	���$�	�	 and Eur. Ion  ����^
(�4� �������	� ]���. By the will (g�	��, cf. Leumann, Hom. Wörter

–) of Athena, the north wind will drive the ship southward towards
Crete. The implication of this phrase is, as Ruth Scodel has pointed out
(: ), that the goddess will help Theseus and his protégés and pro-
tect them on their dangerous journey. This is also the message of her
picture which Onesimos has so ingeniously ‘translated’ into art on the
Euphronios cup in the Louvre by giving her the little owl as a symbol of her
city.
 ��%��� �� ,%��<=> ����: for ��$_��� in an erotic sense (‘stir, arouse’)
cf. Pindar, P. ., Hdt. ., Eur. Med. , Theokritos .. As the
responsion in line  shows, the name has to be trisyllabic here (– – D , as in
[Hes.] fr. .), but – D – in line ; whether short or long, the final iota
was certainly pronounced.
 [9]!. �. � �/��: the distance between the first two letters after the gap
excludes [	]N.�.�. For the meaning of =��'
 (‘sacred, belonging to a god or
gods’), see Gerber : –.
– �%!�� �J ����+� ���45���: for ��������� in an erotic sense cf.
Archil.  W. ��C�	 n����1��
 ����C�. The girl’s cheeks are white, not
because she panics (this might be the implication in Eur. Med.  and
El. ), but because white skin was traditionally an essential element of
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female beauty, cf. Od. .– (Athena makes Penelope ‘whiter than ivory’)
and the evidence collected by Irwin, Colour Terms –.
– $���. �. �' 'K�%$
��: a pun on the girl’s name (‘far-shouting’) derived
from ��)� rather than ���
 (both etymologies are attested in scholia); so
also in .– + 
����$	
 �	C�+ B�"������ ���[�(] �]	��	.

����
�0��[��: in  he is #�"�	����
7 but neither epithet neces-
sarily means that Theseus was actually wearing a corselet and carrying a
spear on board Minos’ ship – the point is rather that for reasons of poetic
symmetry, he needs a warlike epithet to give him a heroic stature like that of
his opponent, the ‘warlord’ of Knossos (); cf. ���"���[���] ;��"	 (–)
≈ ������'����
 X�(
 (= Minos, ).
– 6��� . . . �%��[�]�� . . . B��(�� . . . �L���: four finite verbs at
short intervals suggest excitement; reactions to Theseus’ bold speech are
similarly expressed in –: �P��� . . . ��-�� . . . �'�(��� . . . O-	��� . . .
�P�"� ��.
– ����� . . . M���: �"�	� may be predicative, expressing pain (cf.
Il. . ���	��"(� . . . ,����(�7 also ., ., , ) or rage (as in
the English phrase ‘giving someone a black look’), cf. Il. .– �"���
 �A
�"�	 -�"��
 #�-H �"�	��	� | �$���	��+ 7 see Kirk ad loc. and S. West on
Od..–; Combellack : –.
– N��
� . . . ��.�.[��]: 3���� (predicative) is ‘righteous, morally appro-
priate’, cf. . 3��	 ����.

��!	����
� . . . $%��: Kenyon’s correction is necessary, as the
papyrus’ reading ���������� (‘holding big things’ ?) would not make
sense in this context. Cf. Philikos’ hymn to Demeter, SH .
[���]��	��'� �� �$	� *������7 also Pindar, P. . �$	 �A �	H �����	�^
��� *�-	��� /� ��'�(� (‘violence makes even a good man fall over
time’). The verb, 	I��C�7 does not mean ‘to vaunt’ but ‘to feel strong, be
proud’, see Fraenkel on Aesch. Ag.  and Barrett on Eur. Hipp. .
– �� ��/� �
��� ��!����O
 . . . ���������: while in the Iliad it is
Zeus who signals his decisions by ‘nodding assent’ (., ., etc.), B.
makes ‘all-powerful fate’ the subject; he clearly sees Moira as superior to
the gods who administer her decisions to mortals, so /� ���� goes with
�	�"����� rather than with ��C�	7 cf. Aesch. Pers. – ��'��� ��� �	��
?�C�+ /�������� | �4 �	�	�'�.
– ��? 7%��
 E���� �	����
�: unless this is a kind of parenthesis
(‘ – and the scales incline –’, i.e. confirm), one needs to supply 3��� ‘wher-
ever, whichever way’, because e"���� (‘incline’) is always intransitive (only
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the compound, /����"����7 can have an accusative object). For the image
of the ‘scales of Justice’, see on .–.
– $������ . . . �C���: ‘hard to bear’ (cf.  �	��C	� . . . #����	�),
rather than ‘grievous’ or ‘disastrous’. Theseus would find it ‘unbearable’ if
Minos raped any of his protégés: he would rather risk his life and fight him,
lines –.
– �8 ��% �� . . . )��� �)��: after Il. .–, where Nestor says to
Achilles ‘you are, admittedly, stronger, having a goddess as your mother,
yet he (Agamemnon) is superior . . .’ (�N �" �% �	����'
 /���7 ��� �A �A
��$�	�� �����7 | #��+ 3 �� -"����'
 /���� . . .); see the examples of �N
�	$ + indicative collected by Denniston, Particles ; on #��� following a
conditional clause, see Denniston .
 ��!����: sc. ��$, understood from ��'
 (). In Crete, Europa became
mother of Minos and Rhadamanthys, Il. .–, [Hes.] fr. –.
 �����

 ��!	�4�: Aithra, daughter of Pittheus, king of Troizen, and
granddaughter of Pelops, see LIMC  –. In his reply, Minos accepts
Theseus’ claim of divine parentage, i.e. of equal status with himself, as a
hypothesis (�N �A �	$ �� . . . , –), daring him to prove it.
 ��������: corresponds to ����C�	 , as Theseus is careful to balance
his claim against his opponent’s.
– ��*��
� . . . �	�����: what kind of object could this be? In
Homer, ‘golden’ refers either to gods and things belonging to them, or to
metal objects such as a belt (Il. .–, Od. . = .) or a necklace
(h.Ven. f.) but not to a piece of fabric, such as a veil. Besides, line  appears
to be one long syllable short. Maas (Resp.  ) suspected ������	 to be a
gloss that had supplanted the original word. If this is what happened, we
should be looking for a four-syllable word ( D – – D ) for a golden object, such as
a piece of jewellery, or a belt; ���$_(�	 and ���$����	 are prose words, and
���$�����	 (in Eur. Ion  the ‘wrapping’ of a baby basket) may be a long
shot.
 �
�*��
�
�: see on . ���1�	����. The compound, used pro-
leptically, amounts to a warning before the open threat in which the speech
culminates (–).
 ��*���: Doric infinitive, see .n. Here the short ending is required
by the metre.
– ���' P=��[��] . . . )��
���: including the women; the Ki���� are
the fourteen, or ‘twice seven’, young Athenians.
 ��[%��]� ������: see on .–. Homer’s fighters usually refer to
�	$�(�, as Hektor does in Il. .– (�	�������+ 7 �N
 3 �� �	$�(� | 6���
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��	��$���), while the poet himself names individual gods. This difference
was first observed by Jörgensen : –.
– "���	#��
� [�]	��

 ‘proud boldness’, in a positive sense, as
in Ibykos, PMG .– a�J(� #����� B����-	���. The audience’s
reaction to significant events is an important element in Bacchylidean nar-
rative: see  (��-��, sc. Minos), – (the young Athenians), – (Minos
and the Athenians), and on . for further examples.
 QR�%
� �� !��$�/�: Pasiphaë, Minos’ wife, was a daughter of Helios
(Ap. Rhod. ., Paus...).
– ������� S�
�. T#���� ��: the subject of �'�(��� is Theseus
(to be inferred from X�(
 ), the subject of O-	��� is Minos; cf. Hes.
Th. – for a similarly abrupt change of subject: (Prometheus angers
Zeus,) /�'�(�� �" ��� -$��� W���7 o
 ]�+ (sc. Zeus!) /� #���J����� ���4
 . . .
	I���.

�
����%��: Minos is ‘weaving’ a ‘novel’ plan by forcing Theseus to
accept his challenge and to leap into the sea; having himself challenged
Minos and claimed divine parentage, Theseus had no other option.
– �6 ��� �� . . . �8 �J ��% �� . . . : Minos takes up Theseus’ challenge
(–), referring to his parentage in the same way as Theseus had referred
to his own (–) – he is getting his own back. The two speeches show
the opponents on equal terms, thus heightening the dramatic tension: the
odds appear to be against Theseus, but the outcome of the confrontation
remains open until Theseus surfaces again with Amphitrite’s gifts.
– �*�[#]� U
%�����: Europa, see .n.
 ����������� )�����	� ‘a fire-tressed lightning flash’. Pindar
invented a similarly bold compound: ������	��� �"��
 . . . ��'
7 O.
.: Pindar calls lightning ‘fire-handed’ because it sets on fire what it
hits, cf. ���-'��� . . . ���	��'� N. ..
– ��*��
� ����V
 . . . ����
�: a ring, perhaps a signet-ring, as
Pausanias calls it �-�	�C�	 (..), see above p. .
 ���0� ‘throwing’; the verb occurs only in the aorist (*�����7 ����C�).

����V
 �
 ���
�
: ‘Minos hints a doubt as to whether Theseus is
Poseidon’s son; that is the sting’ (Jebb); see also on –.
 )��(�$�����
: the ‘Lord of thunder’ will send the lightning flash.
There is no need to change the papyrus reading (-��'��	
 Kenyon), cf.
Pindar, Paean . #�����"��	� . . . d8�	7 and see Schwyzer  –
(with addenda ).
 ,%��̆=: pap. A has ? &mnpm7 the metre requires shortening (‘correp-
tion’) of the ( by the following vowel which must be long, like the iota in
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dative singular endings in Homer (Il. . �]	���̄ �A ������	7 .
�'����̄ �+ /�"���� – these and many other examples from Homer can be
found in K-B  .; see also Chantraine, GH  ). In , however,
?$�(<:> must be – – D .
 ���������: it seems that B. used �	�����"	, which nearly always
has active meaning (‘seeing all’), in a passive sense, ‘seen by everybody’; he
may have been thinking of phrases like -��
 ��������"�
 +V��
 in Hes. Th.
, where the scholion explains the compound as B�4 ������ L�J�����.
Pap. O has a variant reading, ����	��"	, which would have to be neuter
plural, = ����	 �� #������	 ‘all the necessary things’ (cf. Eur. Phoen. ),
and would hardly make sense here.
 ����� ������ ( – D D D----): pap. A has M
mq�f >
F�ff
, O M
mq�[[f]]
>
& F[; as the corrector of O realized, the singular is required here: raising
both hands is a gesture typical of prayers, whereas here Minos is emphat-
ically urging Theseus to do as he has been told, and emphatic or excited
exhortations tend to be accompanied by a deictic gesture, i.e. the stretching
out of the right hand, as illustrated by the spectators of the chariot race
on the dinos fragment by Sophilos in Athens: Nat. Mus.; ABV .
(Appendix no. ).
 ����������

 W��
: Minos is ‘staunch in battle’, a ‘warlord’ (���"^
�	���
 ), an ‘army leader’ (���	�	�"�	
 ); the audience is consis-
tently led to expect a fight, a violent clash – instead, the conflict is resolved
on a different level; see Scodel : .
 †$�����
† cannot be right: (a) the metre requires – D – and a word
beginning with vowel (so that the preceding �"� can be measured short),
(b) the tense is wrong: the lightning comes in a split second, so nothing
but an aorist will do. Perhaps B. wrote *��	��
, which was replaced by a
supra-linear gloss (��	��C� and �"����� are glossed by forms of ��"���� in
Hesychios �  and ).
– ��#C 7�V
 �/��: �	-8 is predicative, ‘you saw clearly Zeus’ gifts’;
the emphasis is always on visible confirmation:  �)�+#�$��(���7 –
����� . . . �	�����"	. B. puts the plural here because the ��4
 ���	 for
Minos will be matched by the ���� ���	 brought back by Theseus ().
– X�
�%[��
] . . . �
����	�: \���$(� or \���$�	
 alone refers to
Zeus; ‘when \���$�	
 or \�'���
 is said of Poseidon, he is always named
(as here and in Korinna fr. [= PMG ], Pind. O. .) or indicated, as
in . by [��	$�� | ����$�����
+ (Jebb).
– "������
� ���

 ����� ���' PY�����
�: Minos, reassured by
the thunderbolt sent by Zeus and now openly triumphant, ends his speech
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with cruel mockery – he expects his opponent to meet not with ‘supreme
fame throughout the well-wooded earth’, but with a miserable death by
drowning in the sea.
– Theseus jumps – the only possible answer to Minos’ scornful chal-
lenge – from the ]���	, a half-deck at the stern of the ship (cf. Od. .–),
also called r�J��	, as in Hdt. ..– who makes Arion sing, �����	
/� ��C�� r�(�$����, before jumping into the sea where he is carried by a
dolphin. Did B. know this story, and did it inspire lines –?
 ���4�V� B��

: the sea is Poseidon’s ‘sacred precinct’, which is
‘willing’ to receive his son, Theseus. The adjective, (/)�����'
, is first found
in Hes. Op. , where it is said of the people of the golden age, who /����^
��H | X����� *�� + /�"����� ‘unforcedly, lived quietly off their fields’, see
West ad loc. The scholia on Hes. Op. – claim, wrongly, that /������H
�	H X����� �	I�'� /����7 a�1�(
 �	H r����$	̄� ��J���, and this expla-
nation recurs in Hesych. �  �����'�· X�����. Ap.Rhod. uses the word
in this sense, .– �������	 . . . �N���$�� ‘quiet rowing’, whereas Emp.
fr. .– and later Kallimachos, h Dian.  appear to have understood the
word in the sense of ‘willing, friendly’, which is also found in Hesychios
(�  /������$· ��'�����).
– �	#�� �J . . . Z��
��� ����: why is Minos taken aback? After all,
Theseus did what he had dared him to do. Perhaps he did not expect that
Theseus would accept the challenge, or he may sense ‘deep down in his
heart’ (*������ �"	�) that things are not going as planned, and so gives
order to sail on, ‘close to the wind’ (�	�+ �Q���), to make quite sure that
Theseus will drown.
 6����: infinitive, see .n. In line , this form of the aorist means
‘hold down, control’, but it is often used as a metrically convenient substi-
tute for *����, e.g. in Pindar, fr. . ��-$	� . . . ,�$��� ��� #�G� B�A�
#���4
 ]����, P. . ]���� �� ��� Y���
 �I ��$��	 -�'���. Besides,
*���� (]�����) �8	 means ‘to steer a ship’ (Od. ., ., ., also in
prose: Thuc. .. ]������
 ��4
 �	C
 �'����), like ����$����� in Hdt.
... There is therefore no reason to suppose that ]���� . . . �)	 here
means ‘he ordered to stop the ship’; that the opposite is meant is confirmed
by –.
 �
��� . . . <���: the ‘path’ of the ship has become the ‘path’ of
events, which are about to take a turn not foreseen by Minos; cf. Eur.
Hel.  (Zeus) 6��	� ��C�	� *��	���.
 ���� ‘ship’, after Homer’s �'�� ��:��; ‘in Homer, however, �'��
in this sense is applied specifically to the ship’s beam, not to the ship as
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a whole’, Braswell on Pind. P. .(a). Cf. Sim. PMG . /� #����":
��1�	�� (of Danae’s and Perseus’ chest) and Aesch. Pers. .

�̄���: imperfect of ��"(, cf. ��1(/��1��	�. In Homer, all forms of
��1(/��1��	� are treated as if they began with ��– (e.g., Il. . 3��
�̄�1	���, . �� �̄�1	��, also �	'����
 .); a noun derived from this
stem, *��'F�
, reflected in Hesychios’ lemma ���
· a �'�����
, generated
a verbum denominativum ��"( (cf. Wackernagel, Kl.Schr.  –), the active of
which is attested only here.
 $
���
 . . . )���: a reminder of the opening section, esp. 
����:	� . . . 	Q�	�. The papyrus has �@q
@ϒf corrected to BOPEĀf,
i.e. �����
 (adjective), as in Aesch. fr.. ������	
 X.��
 ��4
 ����
.
 P=���� <—> !��

: however the first word is measured (– D –, i.e.
K���"(� or K:�"�(�), it appears to be one long syllable short, but no suitable
monosyllable has been suggested; besides, K:�"(� seems oddly redundant
next to ����	$(�: perhaps it was added above the line as an explanation,
but was then misunderstood as a ‘correction’, of the word below which may
have been an epithet of �"��
: =�������"
 ? (cf. Aesch. Pers.  where the
Persian women, bereft of their husbands, are =��������C
). In B., =��'

seems to have no negative connotation, cf. .n.
 ����%�� . . . ���	���: they shed tears from their ‘tender eyes’, cf.
Suda � , where it is glossed as ‘with soft/gentle (�������C
) eyes’. B.
may have been thinking of Homer’s ��'	 �����'���	 (Il. .) which
the scholia explain as ‘tender as a flower’ (�I	���
7 #����'�, or =�	�'�,
Apoll. Soph.); this meaning is also evident in Pindar’s wonderful metaphor
describing the coral as ��$���� 6������ ����$	
 /"��	
 (N. .).
– ���#���
 {��} 9���������: pap. A has s
n t�[sm | n�m &
F�m (the
grave accent indicates that the syllable is unaccentuated, i.e. the syllables
so marked are part of a longer word), but �� is against the metre. In an
older text without accents, it would have been easy to mistake �[m for a
separate noun (=�$) which would then require the preposition /�, ‘dwelling
in the sea’ (/� =�H �	�"�	�) rather than ‘sea-dwelling’ (=���	�"�	�). Plutarch
has collected stories of dolphins saving human lives in De sollertia animalium

 (Mor. a–c); on Arion’s story and the hymn attributed to him (=
PMG , quoted by Aelian, Hist. animalium .), see Bowra, On Greek

margins – and Hooker : –.
– ����V
 [��%
� ���
� recalls Il. .–, where Poseidon in his
marine palace yokes his horses before driving across the sea in his ‘unwet-
ted’ chariot (�I�+ B�"����� ��	$����, ); see below on . On Poseidon
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Hippios and his connection with horses, especially in cults in Arcadia, see
Jost, Sanctuaires –.
– Z����' ��$%
�
 \4��

 ����
: pap. A has 
& �
mf
 nVq
@f
@[�m@u \@q�f, which can be made to correspond to D – – D--– D – D –

D – either by transposing two words and slight modification, giving *����+
,��$��� n��"�
 �'�	
, as Ludwich suggested, also Richards (: ), or
by Kenyon’s *�����<�> n��8�
, which has been accepted by most editors;
in favour of the former proposal is the close correspondence of sound, i.e.
vowels, of (n�)�"�
 �'�	
 with  �" �2 �'�	� and  ��"�
 ��'�	 in the
metrically corresponding verses.
– )�V !�� )!��/� . . . !�%�� ‘from their shining limbs’. Mortals
often perceive gods in a supranatural sheen, see h.Ven. –; h.Dem. 
and ; Soph. OC –; in Od. ., Telemachos infers from the light
in the hall that ‘indeed, there is a god inside’ (W ���	 ��
 ��4
 *����).
 "!�
��� �
��%�: the Nereids are dancing ‘with supple feet’, not ‘on
sea-wet toes’ (Burnett, Art ). For this meaning of B��'
 cf. Pindar, P..
(the eagle of Zeus) ��J��(� B��4� ����� 	N(��C. Jebb cites Xenoph. Eq.
. (horses should B��� *���� �� ��"��) and Pollux . B��4
 ,������
.
B. may, however, have chosen the epithet because of its ambiguity, implying
a kind of ‘pun’.

In poetry and art, Nereids, daughters of Nereus and Doris (Hes. Th.

–), accompany marine gods. As here in B., they are said to dance
also in Euripides (Ion –; IT –): while the Muses sing in praise
of Zeus and the Olympian gods (Hes. Th. –; Pind. fr. ), the Nereids’
dance pays homage to Amphitrite and Poseidon, in silence but to great
visual effect, as Theseus’ reaction indicates. Strangely, dancing Nereids
seem to be unknown to archaic and classical Greek art, whereas ‘tableaux’
showing Poseidon’s or Amphitrite’s marine cortège (and occasionally also
Aphrodite’s, cf. Apul., Met. .) were popular; cf. Soph. OC –; Plato,
Kritias e; many illustrations can be found in LIMC  s.v. Nereiden; see
also Barringer, Divine escorts –.
– B�
�
� #%��� ������ $
/���: B. accumulates epithets in order
to give a higher profile to a prominent figure at a crucial juncture of his
story. Here it is Amphitrite who suddenly appears before the young hero’s
eyes, as if this were a fairy tale; in .– and in .– it is Artemis who
makes her entry, see on ..
 )�#�$���� �̄' =��� �
�#�����: in Homer, #�-�������� is often con-
strued with the double accusative, as here, of the person and the object, ‘to
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throw over’ someone a garment or the like, e.g. Il. . ≈ Od. . #�-H
�" ��� -)��
 �	�4� ����� K�A �����	. The verb strongly suggests a piece of
cloth, a shawl or cloak; the noun is attested in Hesych. �  *���	 . . . �	H
�4 2������. �	H a #�J�, and Latte has drawn attention to 	��	c in P. Amherst

 a col.. (= Wilcken, Chrestomathie ) which he regarded as a non-
Greek word used for a linen garment or cloak (Latte :  and :
). It may well be an Egyptian noun for ‘cloth’ or ‘cloak’: demotic
! jw (Erichsen, Demotisches Glossar ) and Coptic 
m��u7 
mp7 mp (Crum,
Coptic Dictionary a). Words for fashion items are often imported from
another country, together with the fashion item itself (e.g., brassière, chif-
fon, décolleté, mohair, cashmere, shawl).

The painter of the crater from Ruvo, now in Harvard (Appendix no. )
gave Theseus a fringed shawl.
– )���#�� ����
� . . . E��
�
 �������: Aphrodite’s wedding gift
for Amphitrite was ‘dark with roses’; B. may have been thinking of a twisted
gold wreath with inserted roses. For the erotic symbolism of roses cf. Stesi-
choros, PMG  (wreaths of roses are thrown to Helen and Menelaos at
their wedding), and Eur. Med.  �IJ�� e��"(� ��'��� #��"(�. The
mythological handbooks seem to have described Amphitrite’s wreath as
‘golden’ (Paus. ..) and studded with gem stones rather than real roses
(Hyginus, Poet. astron. . coronam . . . compluribus lucentem gemmis).

����

 @#�
�%��: in lyric poetry, Aphrodite is often called ‘crafty’,
first in Sappho . (���'�����, an epithet borrowed by Theognis ,
cf. PMG adesp. ; Sim. PMG .– and perhaps PMG adesp. .),
also Sim. PMG . (��������
). �'���
 fem. is first found here, then in
Eur. Hel.  (= �A �'���
 . . . \1���
). The thread, which Ariadne gives
Theseus to help him find his way out of the Labyrinth, was a crafty gift
inspired by love, cf. Apollod. Epit. ..
– B����
� . . . 
����: a double asyndeton (not connected to either
the preceding or the following sentence by particles) with a double function:
it caps the description of Theseus’ reception by Amphitrite, and it marks
the transition to the next stage of his story, his reappearance. On B.’s use
of asyndeta see ode .n. and Maehler ; on the functions of general
statements or gnomai, see the Introduction, p. .

��
�����: the papyrus has ���(c��, which cannot be right: (a) the cor-

responding verse  begins with – D , and (b) in all the variations of this
topos (see on .–) B. and Pindar say ‘whatever the gods do or accomplish’,
not ‘what they wish for’, which would be rather pointless. �"�(��� (aorist
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subj. of ���"�	�, ‘they may bring to pass’, cf. Od. . �O�( ��� d�%

��$�) resolves both difficulties; for the confusion, cf. Il. ., where the
MSS are divided between �" v���� (from �"��� ‘to run’) and the nonsensical
�"� v����.

#���
����
 $�
�
�
: the compound means ‘fitted together in his
mind’ (cf. Od. . -���H� w���� #���J
),or ‘havinghisheadscrewedon’ –
nobody in his right mind would doubt the overwhelming power of the gods:
for them, nothing is impossible; to accept this shows common sense.
 �+� �	�� . . . #	�4: Theseus’ re-emergence ‘next to the ship’ is
the dramatic climax of the whole story, emphasized by asyndeton. As often in
B., its impact is illustrated by the audience’s reactions (see on – above,
and on .): on Minos (–), on the maidens (), and on the youths ().
– #��] . 
>����� �� #�
��%�� . . . Z������: the interjection -�� is
very common in tragedy and in Aristophanes, rare in prose (Xenophon,
Plato), not found in lyric poetry except here; cf. Schwyzer  – on the
different types of interjections. Sophokles, like B. here, sometimes uses -��
with exclamations (OT , El. , Ai. ), as does Aristophanes (Frogs

, Ploutos ); B. may well have borrowed it from tragedy.
Z������: Theseus ‘deflates’ his opponent in his -����$��
, or, as

Kenyon aptly put it, ‘the reappearance of Theseus pricked the bubble of
Minos’ self-gratulation’. In medical writers, and also in Xen., Hell. ..,
the verb means ‘to slit’ (a vein), which seems far removed from its meaning
in the maritime metaphors in Pindar, P. . (�J�	� ������), Eur. Tro.
 (����	� *��	�� ������'���) and Kall. fr. . (�����	���
 /�����).
Both meanings may ultimately go back to something like ‘to loosen’ (a grip),
‘to release’ (tension), hence in medicine ‘to release’ (blood pressure etc.) by
cutting a vein. A close parallel to B.’s phrase is ����	
 �G� -����$�	 in Ar.,
Clouds : in both passages the idea seems to be that ‘thinking’, like rowing,
is a concentrated effort that implies tension and comes to a halt when that
tension peters out. This might also be the clue to the other passage where
Pindar uses the verb, N. .: Peleus, wrestling with Thetis who changes
into fire, then into a lioness, ��'��(� Y���	
 . . . #���� �	H ��������(�
����	�
 ,�'��(� ‘made the lions’ claws and teeth lose their force’, ‘made
them limp’.
 )�%���

: Theseus returns fom the bottom of the sea ‘unwet’; this
word, perhaps inspired by Il. . (Poseidon’s chariot, see on –), is
evidently chosen to emphasize the miraculous nature of his reappearance
(�	��	 ��������, ) which had been announced in –.
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– ��/� �/��: the plural seems to indicate that the ‘gifts’ (the cloak
and the wreath, –) come from both Amphitrite and Poseidon. The
ring is not brought back: the symbol of Minos’ power is lost in the sea; see
above, p. .

)!�����
�
� . . . �
-���: the seven Athenian maidens on board the
ship, not the Nereids; the only reason for believing that these might be
Nereids, their epithet #��	'������, is inconclusive, since Pindar also calls
Danaos’ daughters #��	'������, N. ., Kadmos’ daughters �E������,
O. ., whether these compounds be derived from ‘throne’ (��'��
) or
‘ornaments’ (��'�	), see Risch : –; Merkelbach : . The
Nereids stay with Amphitrite; there is not a word about their accompanying
Theseus back to the surface. The gnome – marks the transition from the
marine world back to the human world. Theseus’ reappearance is reflected
in the onlookers’ reactions: their ‘new-founded joy’ (�%� �I���$	� �����$�(�
–) can only be that �f the Athenian maidens; see Gerber : –.
– ^����(�� . . . ���	��(��: the two verbs express the female and
male forms of ritual invocation, ololyge and paian; cf. Sappho, fr. .–
 �1�	���
 �+ /�"������ . . . �����
 �+ 6����
 . . . ]	��� Y����� >���+
,��	�"����
, Xen. Anab. .. /�	����_�� �����
 �2 ���	����	� �	H
#�����	_��7 ���(�'��_�� �A �	H 	2 ���	C��
 T�	�	�, cf. also Soph. Tr.

–. On the close link between paian and ololyge see Calame, Les chœurs de

jeunes filles  –, who concludes () that ololyge tends to appear in ritual
contexts which require the invocation of a god, either to ask for his protec-
tion, or to thank him for his support. Here, the maidens and youths sing in
separate groups, but close (/��1���, ) to each other, in accordance with
the formula which first introduced them (�H
 r���).
 7	���: on the Delian festival, the ‘Apollonia’, see Introduction,
pp. –. B. uses the prayer for success here, in the festival competition,
to merge, as it were, the song which concludes the mythical narrative (the
ololyge and paian of the young Athenians) with the Keian choir’s paean to
Apollo. Although prayers for future successes, or for divine help and pro-
tection generally, conclude several of Pindar’s victory odes (O., , , ,
P. , , N. , I. , see Bundy ; see also B. .–), they are, more
generally, ‘in essence a concluding motive belonging to the hymnal form’
(Bundy ). The hymn is an offering presented to the god by the choir;
this is, of course, also true of Pindar’s paeans; cf. Pae. .– N�:� ����+
S�������x | [	�'�
 *��	 �� �	C��
 | �I����C �".	��� �'(� ��������	 |
B�"����� ���	����)� | �%� ��������: �	�)��
 #�	��"�
 ,�-)�7 ‘�̄eie Delian
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Apollo – there may you children of Leto with a glad mind welcome me as
your attendant with the ringing honey-voiced sound of a far-famed paean’;
cf. also Pae. .–; .–; .–, and the end of Aristonoos’ paean
for Delphi, lines – N�:� >	���7 �	��H
 O����
 a���"���
7 Y���� /. L�$(�
����%
 #�H �	H �J�_(� /-"���
 a�)
7 R NA >	���, ‘O Paean, if you were
pleased by our hymns, visit us, giving prosperity always by lawful means,
and protecting us’ (Coll. Alex. – = Käppel, Paian – = Furley and
Bremer  –).
 #���� 8����%
: B. could have avoided the hiatus by writing -�"�	
,
but he may have thought that N	$����	� begins with digamma (for a similar
mistake, see on . N'�). N	���$
 ‘warmed’ (= ‘cheered’) corresponds to
�	��$
 in Aristonoos’ paean (quoted in the previous note); similarly Pindar
says of Zeus, O. .: N	���H
 #���	C
 �E-�(� 6����	� *�� �	��$	� �-$���
�'����� ������ �"���, ‘cheered by my songs, graciously preserve their
ancestral land for their children still to come’. The idea that the god may,
if he or she is pleased by the song or the prayer, be willing to respond
favourably appears to be the origin of the �	C�� formula which concludes
many of the shorter Homeric hymns; cf. also Pindar, I. ..

ODE  = DITHYRAMB 

. Performance and date

Although there can be no doubt that this dithyramb was composed for
the Athenians, it is less clear at which festival it was performed. The Great
Dionysia, Thargelia, Hephaistia, Theseia, and the Great Panathenaia have
been suggested. In view of the way in which Theseus is described in the
last stanza, where he is given the typical attire and weapons of an Athenian
ephebe, one might think of a festival at which ephebes played a prominent
part. Merkelbach thought of the following scenario (see Merkelbach,
Theseus –, followed by Ieranò : –): On the day of the fes-
tival, a trumpet signal summoned the public to the theatre; when the
Athenians had gathered there, they were presented with a dramatic per-
formance, a mini-drama consisting entirely of dialogue. The chorus leader
asked the king, Aigeus, why he had called an assembly, and the king then
reported what a messenger had just told him about a young hero and
his exploits, ending with ‘and he is said to be heading for splendour-loving
Athens’ (�$_���	� �A -��	�����
 ����	
, ). Shortly afterwards the ‘hero’
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may have appeared in a group of second-year ephebes who, coming back
from the Isthmos where they had been stationed, now entered the theatre
from the Eleusinian road. These ephebes now performed a military display
(#��:�� 6����	, ), showing off what they had learnt during the preceding
months.

Speculative, of course, but perhaps not unlikely: according to Aristotle,
Ath. Pol. ., in their second year the ephebes showed their military skills to
the people who gathered in the theatre. The young hero who is approaching
Athens and whose identity is still unknown to the king and the chorus but
not to the audience, is described as �	C
 ��J����
 (–), he carries two
spears and a sword and wears a Thessalian cloak (��	�1�	 ); Ath. Pol. .
also says that ephebes wear cloaks during their two-year military service
(-�������� �A �� �1� *�� ��	�1�	
 *�����
).

If Theseus is indeed portrayed as a typical Athenian ephebe here, the
ode may date to the time when the Athenians kept garrisons, manned
by ephebes, along the Isthmos, i.e. from  to  when Athens con-
trolled the region of Megara. Thukydides repeatedly refers to ��J�	���
(..; ..); in addition, Siewert () draws attention to some fifth-
century allusions to the ephebic oath which had remained unnoticed: Thuc.
..; ..; Soph. Ant. –; Aesch. Pers. –, so that the Attic
ephebeia can be traced back to the middle of the fifth century, cf. Gercke
:.

At this point, a bold conjecture by J. P. Barron may become relevant
(Barron : –), who suspects that Theseus’ attributes (���"	� [��	��	�
, �E���� ;���	��� ��	�1�	 ) may refer to the names of Kimon’s three
sons Lakedaimonios, Oulios and Thessalos; on these, see Davies, Athe-

nian propertied families – and Kirchner, Prosopographia attica  (under
Miltiades II). According to Plutarch (Kimon .), Lakedaimonios and Oulios
were twins; their parents, Kimon and Isodike, married c., and if their
sons were born c.– they would have been ephebes c.–. Could it
be, then, that all three of them were among the ephebes (��J�	���) who in
, together with the veterans (�����1�	���) and under Myronides’ com-
mand, defeated the Corinthians at Geraneia, the mountain ridge between
the Isthmos and Megara, while the main part of the Athenian army was
fighting the Aiginetans? Their victory was famous, cf. Thuc. .; Diod.
.; [Lysias], Epitaphios –; Andokides .; Aristides’ Panathenaikos

(or. ) – Lenz-Behr; see Gomme on Thuc. .. and Pelekidis, Histoire

de l’éphébie attique –.
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Supposing that Ode  was performed at the Panathenaia of , in
late August, the young hero’s attributes may well have been understood
by the audience as tributes to Kimon’s sons if these were among the vic-
torious ephebes who returned to Athens that summer. If, moreover, they
had inherited the Thracians’ red hair from their grandmother, Hegesipyle
(who was the daughter of a Thracian chieftain), even the colour of Theseus’
hair (��	�4
 . . . ������	$���, ) may provide a clue, see Barron :
 with n.. This may, of course, be nothing more than a string of strange
coincidences; but as there are so many, they may not be coincidences after
all; the idea is certainly attractive.

. The myth

There is dramatic irony in the fact that the young hero’s identity is not
revealed in the ode and remains unknown both to king Aigeus, his human
father, and to the chorus who represent the people of Athens, but will
have been clear to the ‘real’ people of Athens, the audience of Bacchylides’
dithyramb, from the herald’s account of his five great deeds (–): as so
often in tragedy, they know more than protagonist or chorus or both.

How can they know about them? The five deeds of Theseus which B.
describes all appear for the first time on Attic vases of the last quarter of the
sixth century, often combined to a ‘cycle’. Of the  ‘cycle’ vases listed in
Brommer (Theseus – and Vasenlisten –), only two are black-figured,
 are early Attic red-figured,  of these are cups; see LIMC  –
nos. –. At the turn of the century, the Treasury of the Athenians at
Delphi deploys Theseus’ early deeds in its nine metopes on the south side
(this is the side which a visitor, coming up the sacred way through the
sanctuary, would see first). On the metopes, see Brommer, Theseus –
and plates –a; Boardman, Greek sculpture  and fig. ; Neils, Theseus

pl. figs. –.
Theseus’ rather sudden rise to prominence in Attic vase painting in

the decade –  cannot be coincidence. Its aim was evidently to
put Theseus, the Attic/Ionian hero, of whom not much had been seen
or heard in earlier art or poetry, on a par with the Dorian Herakles, an
initiative which probably reflects the growing power of Athens in the time
of Peisistratos and his sons. It is highly unlikely that it was generated by the
vase-painters themselves; the vases almost certainly reflect poetry, perhaps
an authoritative poem commissioned either by Peisistratos or by one of his
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sons, or possibly by their rivals, the Alkmeonids. If it was a poem, could it
have been the Theseid mentioned by Plutarch, Thes. . (= PEG pp. –)?
Was it an epic poem? There may have been an older epic Theseid which
told of Theseus’ Cretan adventure, the killing of the Minotaur, and his
encounter with Ariadne, even though not a single hexameter has survived.
These old stories, and especially Theseus’ fight with the Minotaur, appear
on Corinthian vases (and through them, on Etruscan vases) and in Boiotia
before they appear in Attica.

Theseus’ exploits on the Isthmos, by contrast, which all appear first in
Attic art in the last quarter of the sixth century, are probably inspired by
an influential poem composed and/or performed in Athens around 
. According to Plutarch (Thes. .–), Peisistratos had been keen to
promote Theseus as the national hero of Athens and to enhance his rep-
utation by removing from Hesiod’s works a line which presented Theseus
as a womanizer (Plutarch quotes as his source Hereas of Megara, FGrHist

 F ), and by inserting a line describing Theseus and Peirithoos as sons
of gods into the Odyssey (Od. .) ‘as a favour to the Athenians’ (�	��_'^
����� ����	$��
). Such cosmetic surgery would not have been necessary
if there had been an authoritative Theseid in the time of Peisistratos, and
the vase paintings do indeed suggest a later date, not long before .
The most prominent poet who lived at Athens, at the invitation of Peisis-
tratos’ son Hipparchos ([Plato], Hipparchos c), was Simonides. Plutarch
quotes four lines from a lyric poem (Thes. . = PMG ) which told of
Theseus’ departure from Athens and his agreement with his father who
gave him a ‘purple sail’ (-���$���� 2��$��) to substitute for the black one
in case he were saved. This seems to imply that the poem also told of
Theseus’ tragic mistake: on the journey back from Crete, both he and
his steersman whom Simonides named as Phereklos, son of Amarsyas,
forgot to change the sails, and Aigeus, seeing the ship approaching with
a black sail, ‘threw himself from the rock [= the Akropolis] in despair’
(#����'��	 eC0	� �	�� �8
 �"��	
 r	��4� �	H ��	-�	�8�	�, Plut. Thes.
.). It seems possible, although it cannot be proved, that Simonides’ poem
also told of Theseus’ exploits on his way from Troizen to Athens, since nearly
all the ‘cycle’ vases, and in particular the early ones, show those exploits
combined with Theseus’ fight with the Minotaur, as do the metopes on
the south side of the Athenian Treasury at Delphi. Simonides also men-
tioned Theseus’ rape of the leader of the Amazons, whom he named as
Hippolyte, not Antiope, as she is called in most other sources (Apollod.
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Epit. .; cf. Lorenzoni –: ), but whether he did so in the same
poem we cannot say. Plutarch (Thes. .) derived this information not from
Simonides but from Kleidemos (FGrHist  F ). On Attic vases, where the
Amazon is named she is always Antiope or Antiopeia, see Bothmer, Amazons

–.

. Structure

The structure of ode  is unique among the extant dithyrambs of B. and
Pindar in that (a) it consists of four strophes (not triads) alternating between
speakers, and (b) it consists entirely of dialogue; there is no narrative. The
first strophe is addressed to the ‘King of Athens’, who is identified as Aigeus,
son of Pandion, in line . The speakers’ identity is not explicitly stated;
they must be Athenian citizens, since they speak of ‘our land’ (). They
have been summoned, presumably to the agora, by a trumpet signal (–)
and are now waiting for their king to explain why. The second strophe is
the king’s explanation; strophe  continues the citizens’ questions, which in
strophe  the king answers with the physical description of the unnamed
young hero who is about to arrive at Athens.

The setting of this strophic dialogue resembles the assembly of the
Ithakians at the beginning of the second book of the Odyssey (see n.) and
the opening of Soph. OT (where, however, the roles are reversed: it is the
king who asks the assembled suppliants); particularly close is Aesch. Ag.

– where the chorus of old Thebans ask Klytaimestra what news she
has received.

It is conceivable that the unusual form of ode  was suggested to B. by
the parodos of Aeschylus’ Agamemnon; if the date tentatively suggested for
ode  (August ) is correct, B. may have witnessed the performance of
the Oresteia at Athens in the spring of that same year.

 _�����-: Aigeus, see on .
 9$�
$%�� . . . ' `0���: cf. . ��1���
 +m	'�([�]. The Athenians
always regarded themselves as Ionians; Theseus was said to have marked
the boundary, after the annexation of the region of Megara, at the Isthmos
by a stela which defined the land on its eastern side as +m(�$	 (Plutarch,
Thes. .). The luxurious lifestyle of the ‘old’ Ionians = Athenians is often
referred to in comedy (Kratinos’ Ploutoi, fr.  = PCG  , Telekleides fr.
 = PCG  ), by Thuc. .., and by Herakleides Pontikos (in Athen.
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.bc) who points out that luxury had not made them decadent because
they were the ones who ‘defeated the might of all Asia’ at Marathon, and
those who are most famous for their ‘wisdom’ (��-$	) consider ‘pleasure’
(a����) the greatest good, for which he quotes Simonides (PMG ). In
Herakleides’ view, the age of pleasure and luxury at Athens lasted until the
Persian wars.
 �% ��
� Z���!�: the series of questions which begins here recalls a scene
at the beginning of Book  of the Odyssey where, in an assembly of the people
of Ithaka, old Aigyptios opens the debate by asking ‘And now who has called
us together? On whom has such need come either of the young men or of
those who are older? Has he heard some tidings of an invading host, which
he might tell us plainly, seeing that he has first learned of it himself? Or is
there some other public matter on which he is to speak and address us? A
good man he seems in my eyes, a blessed man. May Zeus fulfil unto him
himself some good, even whatsoever he desires in his heart’ (��� �A �$
 y�+
l�����z�$�	 ����< �'��� 5��� | KA �"(� #�����7 j ��t ������"�����$ �N���z|
KA �$�+ #����$�� ���	��� *����� /����"����7 | X� �+ a�C� ��-	 �]���7
3�� ��'���'
 �� �1�����z| K" �� ������ 6��� ��-	1����	� K�+#����1��z|
/���'
 ��� ����C �P�	�7 ,������
x �]�� �2 	I��� | d�%
 #�	�4� ���"�����7 3
�� -���H� w��� ������)�, Od. .–). The situation which B. evokes in the
first stanza is very similar to (and may have been inspired by) Aesch. Ag.

–, esp. – �% �"7 F������( | �1�	���7 �	�$���	 \���	������	7 |
�$ ��"�
z �$ �"��z �$ �+ /�	�����"��7 | �$��
 #����$	
 | �����C ���$�����	
������C
; ‘But you, daughter of Tyndareos, Queen Klytaimestra, what is
it now? what news? what did you notice, what message has persuaded
you to supervise sacrifices sent around?’ Like the old men of Thebes in Ag.,

the citizens of Athens in this ode have assembled to question their sovereign
about a message they know has just arrived.
– ����
�0��� �	���!(: ‘in peacetime’, B. says (fr. .), ‘there is
no din of bronze trumpets’. The trumpet was the obvious instrument for
giving signals in war and in military training, but was also used in com-
petitions to announce the entry of the contestants: Pollux . says that
‘the trumpet entered the contests from military training; it is sounded
each time the contestants are called up’; cf. Pickard- Cambridge, Dramatic

festivals ; West, Ancient Greek music –. It therefore seems plausible
that a trumpet signal could actually have been given to announce the
performance of this dithyramb. The shape of the instrument is illus-
trated by a well-preserved specimen in Boston, see Sachs, History of musical
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instruments –; Caskey : –. An ivory mouthpiece was fitted
into a bronze tube which ended in a bell-shaped opening (the �J�(�), as
described in Schol. Soph. Aias  �J�(� �	��C�	� �4 ��	�% �8
 ������^
��
. Passages like Il. . and . suggest that it produced a very loud
sound.
 )�#�$	���� implies something like a ‘hunting-net’ as its object, as
in Soph. Ant. – ���-��'(� �� -���� ,��$�(� #�-��	�<� #���C
and in trag. adesp. .– L �+ #�-�������	� �	�1���
 . . . 6-�( �+
6-	���
 ����"�	 . . . ���1�����
 {��	
. Demosthenes also uses the
metaphor of casting-nets and stake-nets to describe Philip’s tactics (.
��������������	� and ���������$_��	�, cf. .).
 �4����? ���
�	���
� ‘evil-planning robbers’ who drive sheep away.
Cattle- and sheep-rustling was the most common cause of armed conflicts in
Greek mythology, cf. Il. .–, Hes. Op.  ���(� g���+ @N���'�	�,
Od. ., Pindar, P. .– (Pelias and Jason), Ap.Rhod. .–.
 ����%�� )�*���� ‘rends your heart’; the original meaning of the verb
seems to be ‘to scratch’, cf. Il. .– (Brise:s mourns Patroklos’ death),
����H �+ 6������ | ������ �+ K�+ =�	�G� ��$��� N�A �	�� ��'�(�	. B.
uses it, here and in .–, in the same sense as Aesch. Pers. �	$ ��
�	��$	� #�1���� -����$
.

The chorus ask three questions in descending order of urgency:
() Is an enemy army approaching our city?, () are some robbers stealing
sheep?, or () what else worries you? If they were really alarmed, they
would put them in reverse order, because in a tricolon the important point
would normally come last. Their relative detachment gradually changes
into optimism during their second speech (–) which creates an ironic
contrast to their king’s growing alarm in –.
 �6 ���� $�
�/�: ‘you, if any mortal . . .’ amounts to a superla-
tive, as in .– and Pindar, P. .– �	�"�	� ��� ��� �1�	���� �"�^
���	�7 �] ���+ #���J�(�7 L �"�	
 �'���
, both times with reference to
Hieron. Here, the chorus’ confident assertion that Aigeus, ‘if any mortal’,
has the support of valiant young men (#��$�(� /������$	� . . . �"(�),
is ignored by the king but highlights the military value of the Athenian
ephebes; see Introduction, pp. –.
 ����%
�

 �[J ��? X��
*��
 finally establishes the addressee’s iden-
tity: he is king Aigeus, son of Pandion and father of Theseus. Pandion was
one of the ten eponymous heroes of the Attic ‘tribes’ (-��	$), see Kearns, The

heroes of Attica –, –, – and Kron, Phylenheroen –. Kreusa
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appears as his wife, and mother of Aigeus, only here; in Eur. Ion – and
– (and hence in Apollod. ..) she is the wife of Xuthos and
mother (by Apollo) of Ion.
– \�
� S���<�> answers the first question (�$ �"�� *��	��, ): a
messenger has ‘just’ arrived, the king has summoned his people without
delay.

�
����� )��%a�
 . . . ������
� ‘having completed the long journey’
(about  km). Transitive #��$���� = ‘to exchange’; if its accusative object
is a place, it means ‘to cover’ or ‘to cross’, as in Aesch. Pers.  �����4�
#��$0	
 (also middle, cf. Simonides’ epigram AP .. = Page, Epigr.

–, quoted in Hdt. .: ���	�4� . . . #���0������), Eur. Or. 
�"������, Iph.Aul.  �'���.
 B#��� �' Z�!� ‘indescribable deeds’; B. seems to use the compound
in the sense of ‘terrifying’, cf. Pindar, N. . where ���"(� #-��(� refers
to the bodies of the snakes strangled by Herakles. This phrase, which
prefaces the account of the five ‘Isthmian’ exploits, epitomizes the king’s
alarm.
– �V� "���$�
� . . . b%���: the epithet vaguely hints at Sinis’ vio-
lence, but B. does not specify what Sinis did. The audience will have known
him as the ‘pine-bender’, �����������
, who tied strangers to a bent pine-
tree which he then released, catapulting them into the air; Theseus killed
him in the same way, see Apollod. ., Plut. Thes. ., Paus. .., Hygin.
fab. . He appears on several of the early ‘cycle’ vases, e.g. Brommer plates
b, b, ,  = Neils, Theseus nos. , , ,  respectively. Diodoros
.. and the hypothesis b to Pindar’s Isthmians ( p. Drachmann) make
Sinis tie his victims’ arms to two bent pines which, when released suddenly
and simultaneously, tore the bodies apart.
– X�
�%�� F���%
� ����%��
�

 ���

: Poseidon’s cult name
[1�	��
 is attested only here. It refers to Lytai in the Tempe valley in
Thessaly, so called because Poseidon ‘loosened’ the rocks to let the water
of the Peneios through to the sea (Steph. Byz. s.v. [��	$, cf. Hdt. ..).
Sinis is a son of Poseidon only here and in hypothesis b to Pindar’s Isthmians;
in schol. Eur. Hipp.  he is the son of Polypemon.
 �-� �' )���
����
�: on many ‘cycle’ vases, the ‘man-killing sow’ is
shown together with an old woman who begs Theseus to have mercy on
the animal. On one cup (Madrid ; ARV .; Appendix no. )
she is named \�����(, so she is the nymph of the village of that name,
half-way between Corinth and Megara.
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 X���<�>�/�

: ancient sources are split between \����– and
\����–. The papyrus shares the spelling with -�- with Steph. Byz. who
refers to Eudoxos, with Pliny, HN .. (Cremmyon), and Hyginus, Fab. .
 b�%����: a robber who forced passers-by to wash his feet and then
kicked them over the ‘Skironian cliffs’ (Eur. Hipp. ; Paus...; Diod.
..; Hyginus, Fab. .). B. does not specify Skiron’s misdeeds but simply
calls him ‘wicked’ (#����	��
). He appears already on Attic black-figured
vases (Appendix nos. , , ). On the vases, he is often identified either
by the washbasin or by the tortoise which ate his victims, according to
Apollod. Epit. . who adds that his father was Pelops or, according to
others, Poseidon. In contrast to this negative Attic version, the Megarians
promoted a very different image; Plutarch (Thes. .) says that they pre-
sented him as righteous and as avenger of robbers, and as father-in-law of
Aiakos, the most righteous of men, ‘struggling “against the long time”, as
Simonides put it’ (��� ������ ��'�(� ����������
, PMG ), implying
that their writers (�����	-�C
, FGrHist  F ) were trying to counter a
long-established negative tradition about Skiron. Against the background
of the old hostility between Megara and Athens, mythology turned into a
political propaganda war.
 �	� �� X������

 ����%�����: Pausanias (..) mentions a place
near Eleusis that was known as ‘Kerkyon’s wrestling school’. Kerkyon, son
of Branchos and Argiope (Apollod. Epit. .), forced passers-by to wrestle
with him and killed them all, before Theseus defeated him through his
wrestling skill (�"���), as Pausanias says, or by lifting him up and crashing
him to the ground, according to Apollodoros and some of the vases (e.g.
Appendix nos.  and ).
– Z����: ‘he stopped’, as in . Pindar uses the verb in the same sense
when he tells the story of Herakles and Antaios, which looks remarkably
similar to that of Theseus and Kerkyon: I. /. (Herakles came to Libya,)
��	�$��
 Y-�	 ."�(� �	4� >������(��
 /�"-���	 (sc. Antaios) ��"���, ‘to
stop him from roofing Poseidon’s temple with the skulls of strangers’. On
Antaios, see Apollod. ..; Diod. ..; Pherekydes, FGrHist  F .

�
�����
�

 . . . �#-���: Prokoptas (the ‘cutter’) had to drop
the mighty ‘hammer of Polypemon’. This implies that Polypemon was
his predecessor, perhaps his father (cf. Ovid, Ibis  Sinis et Sciron et

cum Polypemone natus); only Pausanias identifies the two as one person
(..). In Apollod. Epit. . he is called Damastes, |� *���� >�����^
���	 �"������, also in Plutarch (Thes. .), cf. Hesych. � . In most
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other sources he is simply called Prokroustes (Diod. ..; Hygin.
Fab. ; Ovid, Met. . and Her. .), and this name appears also on
some vases (Appendix nos.  and ; also on the outside of the kylix in
Paris, Louvre G  – Appendix no. ). According to Apollod. Epit. .
and Plut. Thes. ., he had two beds, one long and one short; he fitted his
tall victims to the short bed by lopping off their extremities, and forced the
short ones onto the long bed where he hammered them to length; Diod.
.. and schol. Eur. Hipp.  mention only one bed. On the vases he
is identified by the hammer with which Theseus kills him; about half of
them, the early ones in particular, omit the bed, as do the metopes of the
Athenian Treasury at Delphi and the Hephaisteion in Athens.
 ��-�� ���
��' N��̄� ��������: both here and in , ����C�	� is future,
as in Aesch. Ag. – *��� �+ 3��� ��� /���· ����C�	� �+ /
 �4 ����(�"���.
Aigeus is worried how this will end, i.e. whether the young hero is approach-
ing with friendly or with hostile intentions. While the audience will have
recognized Theseus from the king’s description of his deeds, neither the
king himself nor the chorus know who the anonymous hero is, but their
reactions are very different, see on .
 �%�� . . . ��
�	�: ����� can mean ‘equipment’ or ‘clothing’ (‘equip-
ment’: Aesch. Supp. , Pers. ; ‘clothing’: Aesch. Pers. , Soph. Phil.
, Ar. Eccl.  ����G 2�����, cf. Hdt. ..). The chorus’ questions con-
cerning �����, weapons (–) and companions (–), will be answered
in reverse order by the king: companions (), weapons (–), clothes
(–), so ������ in  is likely to refer to his chiton and chlamys.
– ��� �
���45
�
 N��
��� �������� B!
���: similar questions
are asked in similar situations; at Ithaka, one of the elders asks ‘who
has summoned us to the assembly? Has he had news of an army
approaching?’ (K" ���+ #����$�� ���	��� *����� /����"����; Od. .,
see above on line ). In Soph. OT –, Oedipus asks Iokaste about
Laios: �'����� /�J��� �	�'
7 j �����%
 *�(� | 6���	
 ���$�	
7 �k +
#�G� #����"��
; and in Aesch. Cho. –, the chorus ask whether
Aigisthos is to come alone or with his bodyguard, to which the nurse replies
6���� ����1�� (sc. Klytaimestra) ����-'���
 ,����	
.
 �
-�
� ��� ��	
���: the papyrus has @>[@mfmn, a visual error
caused by 3������ in the preceding line. On his ‘companions’ see below
on .
– )�	��� ��' )��
���%�� ‘a wanderer in foreign lands’, cf. Eur.
Hipp. – #�J����
 | ."��� /�+ 	P	�, Aesch. Ag.  -���
 �+
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#����
7 �8��� �8
 #�'.���
. Everyone was a ‘foreigner’ outside his own
city, unprotected and therefore dependent on a network of guest-friendship
(.��$	); it was not advisable to travel alone: on vases, Theseus is often shown
with armed companions (see on ).
 6������ �� ��? B����
� ‘strong and valiant’; N����'
 means
‘physically strong’, cf. Eur. fr.  N 6���	 ��	�4� N����4� -1��� |
w���� �"����	 �#������
 �� �	H ��-��, whereas 6�����
 also implies
courage. The chorus express admiration rather than fear or concern.
 Z���� ‘halted’, see on line .

S ��V
 ���V� <��+�: in the mouth of the Athenians’ chorus, this
phrase expresses admiration: whoever this unknown hero may be, if he
can accomplish such amazing deeds, surely a god must be driving him on.
Homeric heroes are sometimes driven by a god; in Iliad .– Diomedes
says about Achilles that he may come back to fight, 3����� �"� ��� |
���4
 . . . #�J��� �	H ��4
 Y����: here, both his heart and a divine agent
seem to pull in the same direction, whereas in the Odyssey these same agents
are often seen as alternatives, as in Od. .– where Medon replies to
Penelope’s question why her son has gone to Pylos: ‘I do not know whether
some god drove him, or whether his own heart (���'
) felt the urge to go
to Pylos’, cf. Od. .– (the suitors have realized that Telemachos has
evaded their ambush): ‘either one of the gods told them, or they themselves
saw the ship pass’. Amazing inspiration or energy is also explained as ‘driven
by a god’: so Demodokos L�����H
 ���� l�����, Od. ., Orestes in Eur.
El.  is ��4
 ���� L��J����
, as is Ankaios in Ap. Rhod. .: �G ���
���� *��	���+ L��8�.

The affirmative W is required here (see the examples in Denniston ),
not the disjunctive l, as suggested by Slings (: –) on the grounds that
the chorus’ questions in this stanza should match those in the first (–).
The syntax in the third stanza is different from that in the first, as the first
question, �$�	 . . . �$�	 �� (–) is a double question, not an alternative one
like W ��
 . . . ���	�	�"�	
 #���; j �����	$ (–), but then an alternative
question follows, �'���	 . . . j ������ (–), and there is no reason to
assume that it should be followed by another alternative question. The
chorus’ comment ‘Truly a god must be driving him’ is their conclusion
from the account of the unknown hero’s incredible exploits which they
have just heard of. Similarly, Pindar concludes (or rather, makes his chorus
conclude) from the account of Pelops’ ivory shoulder that ‘indeed, there
are many wonders’ (W �	1�	�	 �����, O. .); cf. also Aesch. Ag. .
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 �%��
: in the plural, the usual meaning in early epic is ‘decisions’
about conflicting claims, hence ‘judgements’, as in Od. . on Minos,
the judge of the dead: �2 �" ��� #�-H �$�	
 �]����� 6�	��	, cf. Hes. Op.
, , Th. –. ‘Punishments’ is a natural extension of this meaning.
In Euripides’ Skiron, Theseus sees himself in the role of avenger: *��� ���
�	�4� �	��%
 ����_��� (fr.  N ).
– 
� !�� E	���
� . . . ���/� ‘for it is not easy to perform deed after
deed without meeting disaster’. Platt :  took this to mean ‘it is not
easy for one who is always doing evil (*�����	 sc. �	��) to escape evil’,
similarly Fagles in his translation: ‘Outrage mounting on outrage | always
meets its retribution’ (Bacchylides ). This cannot be right because, linked
by ��� to the preceding sentence, it explains not that the wrongdoers are
punished but that the hero is ‘driven’ by a god: ‘the unbroken series of his
victories argues that Theseus is under divine protection’ (Jebb).
 �	��(�) . . . ��������: future, see on . The similarity in wording
is surely intentional: the chorus’ concluding line echoes Aigeus’ worried
statement, but in a quite different sense: coming after –, ‘in the long
run, everything will be accomplished’ can only mean that ‘sooner or later
it will turn out that he was indeed, as we suspected, under divine protec-
tion’. Aigeus’ and the chorus’ contrasting expectations seem designed to
create ironical suspense for the audience: they know who the hero is, but
how are they to imagine him? Will his physical appearance justify Aigeus’
concern or the chorus’ optimistic anticipation? This is rather like the sus-
pense experienced by the spectators of a tragedy: although they know the
basic elements of the myth, they want to see how it is staged, what it will
look like on stage – the very terms theatron and spectaculum emphasize the
visual aspect of drama. Aigeus’ description of the hero’s appearance is like
a messenger’s speech in tragedy: it invites the audience to create a picture
in their imagination of something they will not physically see on stage –
unless, as Merkelbach speculated (see Introduction, pp. –), it paves
the way for the entry of the Athenian ephebes into the theatre.
 7*
 
[ #/��: Aigeus answers the chorus’ questions in reverse order,
beginning with the last one (–). Theseus’ two companions appear
on some vases, e.g. on a kantharos in Munich (inv. ; ARV .;
Appendix no. ) and on a bell-crater in Sydney which may illustrate The-
seus’ arrival in Attica, published by Pryce : – and pl. (Appendix
no. ; not in Neils). In some later sources they are named as Peirithoos
and Phorbas, cf. Kearns, Heroes of Attica –.
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#/�� ���
�
: for the combination of dual with plural forms, cf. Plato,
Euthyd. d /���	����� . . . 6�-( ��"0	���
 �N
 #������
. Other exam-
ples can be found in K-G  –.
 #���%�
��� �' c�
�
: Homer often speaks of ‘gleaming limbs’
(-	$���	 ��C	), �nly in Od. .– (≈ .) of Odysseus’ ‘gleaming
shoulders’ (hence Soph. frs. and ). Homer’s fighters wear a
sword-band (#����� or ���	�J�) over their shoulder; see Foltiny
: E . A good illustration is the Corinthian pinax in Newhall
: , showing Herakles fighting the Hydra (first half of th cent.
).
 (%#

 Z���� <� � – � – – >: the scribe left the second half of this line
blank, presumably because he could not decipher it in his exemplar. He
also left the first half (after the initial �) of  blank, perhaps for the same
reason; it was subsequently filled in by the corrector, A . Desrousseaux’s
supplement </��-	��'�(���> has been universally accepted; a sword
with an ivory handle was not only a precious weapon and an indication of
wealth (cf. Alkaios fr. .– W���
 /� �����(� �)
 /��-	��$�	� | ���	�
�< .$-��
 ������"�	� *�(�), but, more importantly, it was the key element
of the gnorismata which Aigeus had left with Aithra on his departure from
Troizen, sword and sandals, by which his son could later be recognized
by his father on his arrival at Athens. It had to be a distinctive sword: cum

pater in capulo gladii cognouit eburno | signa sui generis (Ovid, Met. .–) and
regale patriis asperum signis ebur (Seneca, Phaedra ). Particularly relevant
is Longos, Daphnis and Chloe . and . where the gnorismata of Daphnis
are described; they are a purple cloak (��	�1���� =�����"
), a brooch of
beaten gold (�'��� ������	��
), and a small sword with ivory handle
(.�-$���� /��-	��'�(���) – these attributes, none of which suit their rustic
environment in Longos, may have been borrowed from a description of
Theseus on his way to Athens.
 �*(
) . . . B�
���
: Homer’s fighters usually carry two spears
(Il. ., ., ., . etc., also Jason in Pindar, P. .). In many
tombs from Mycenaean times to the seventh century, two spears of equal
size, sometimes three, have been found, cf. Snodgrass, Early Greek armour

and weapons – and Arms and armour of the Greeks –.
 �4d����
� ������: in Il. ., Paris puts on ���"�� �E������, also
Patroklos (.) and Teukros (.). In Homer, the ���"�, ‘properly a
dog-skin cap, became a common term for the helmet, including metal ones,
in general. It can be made of other skins (.f., ) or of bronze’, Kirk
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on Il. .. Theseus, however, is never shown wearing a helmet; on some
vases he is wearing a traveller’s hat, a �"�	��
, which is sometimes called a
���"�; in Soph., OC –, Ismene is wearing a broad-brimmed sun-hat
which is referred to as ���8 ;���	�$
, and the scholion on Ar. Birds 
says that in the Peloponnese a �"�	��
 was called ���"	, quoting a line
from Soph. Inachos, fr. . So it seems that in some parts of Greece, at least,
a ���8 was, if specified by ;���	�$
, or, as here, [��	��	, a traveller’s hat,
although a ‘Laconian’ hat is not otherwise attested (B. may have chosen
this epithet not to designate a particular type of hat, but as an allusion to
Kimon’s son Lakedaimonios, see Introduction, pp. –).
 ����V
 ����: the papyrus has &u>
q, against the metre, which may
have been a gloss that replaced > &
qm. While Demosthenes uses ���$ and
B�"� indiscriminately (see the examples collected in K-G   § ),
in hellenistic Greek B�"� increasingly replaced ���$ in a local sense (see
Schwyzer  ), so that someone may have felt the need to clarify this
unfamiliar use of ���$.

����
��%�
�: no other source gives Theseus auburn hair. Although
Pasiphae, in Euripides’ Cretans (fr..– Cozzoli), includes red hair in her
description of an attractive man, many writers express a strong prejudice
against it, cf. [Arist.] Phgn. a �2 .	���H �E0����· #�	-"���	� /�H ��%

�"���	
· �2 �����H 6�	� �	�������· #�	-"���	� /�H ��
 #�J���	
, also
Aelian, NA. ... Foreigners are often described as red-haired, especially
those who live in cold and damp climates, such as Illyrians, Dalmatians,
Germans, Sauromatai and Skythians, says Galen, De temperam. . (  K.),
cf. [Arist.] Problemata . (b), and Xenophanes says the same of the
Thracians, fr.  G.-P. If Barron is right in suspecting that Theseus’ physical
description in this stanza alludes to the three sons of Kimon (see above,
p. ), this feature may also be part of it, as their paternal grandmother,
Hegesipyle, was the daughter of a Thracian chieftain, but we do not know
whether her son or her three grandsons had red hair. Plutarch says only
that Kimon had plenty of ‘woolly’ hair, �E��� �	H ����8� ����H ����� �G�
��-	��� (Kim. .).
– ���/�� �
�#*��

�
�: purple was the royal colour par excellence;
moreover, a purple garment (��	C�	) revealed Telemachos as Odysseus’
son to Menelaos (Od. . and ), as it indicated Odysseus’ rank
(Od. ., ). The gnorismata left with the young shepherd, Daphnis,
include a purple cloak (��	�1���� =�����"
), which Longos may have bor-
rowed from a description of Theseus, see on  (���-1���� may, however,
be suspect, see the next note).
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���/�� �
�#*���
� �����
�
 �' )�#%: �� in fourth position is unpar-
alleled. To remove this anomaly, Platt (: ) suggested ��"����
 ��
���-1����� | �����+ #�-$, but (a) that transposition would make  begin
with a short syllable (the three corresponding lines , , and , all begin
with a long syllable), and (b) it would remove #�-$ much too far away
from ��"����
. A different solution was suggested by W. S. Barrett (in an
unpublished note, see Maehler, Lieder  ) who suspects that B. wrote
�+ #��1-���, which was then corrupted to �+ #����"��, and that ‘some-
one faced with the absurdity of a silver ���J� was moved (not thinking
of the rare #��1-���) to make a deliberate change of �	������� to ���^
-�����, and to transfer the �� that was thus abolished to the one place where
metre would now admit it’. #��1-��
 ‘white-shining’ is said of clothing (Od.
. = ., the -)��
 of Kalypso and Kirke; Hes.Th. , Pandora’s
dress), or more generally ‘white’: a sheepskin (h Dem. , cf. Aphrodite’s
�����	 #��1-�	 in h. Hom. .), or ‘bright’, of the Nereids’ marine cave
(Il. .).
– 
d��
� e������� ����*�(�): �E���
 usually means ‘destructive’
(= �I�'����
), but here it must be ‘woollen’ (= �I���), like Odysseus’
purple cloak (Od. .). The word also occurs as a cult name of Apollo
and Artemis: Theseus was said to have prayed to ��'��(�� @I�$(� and
���"���� @I�$	� before his departure for Crete (Pherekydes, FGrHist  F
). @E���
 is attested as a personal name of one of the ancestors of the
elder Miltiades (Pherekydes, FGrHist  F ) and of one of the three sons of
Kimon, see p. .

����*�(�): a Thessalian ��	�1
 was a horseman’s short cloak (Pollux
. and .), and as such became the hallmark of an ephebe in military
training, cf. Arist., Ath. Pol. . (quoted on p. ); Philemon fr. (PCG

 p.) /�< ��� /
 �G� ��	�1�	 �	���"��� ���" | �	H �4� �"�	���,
Antidotos fr. (PCG  p.) ��H� /���	-8�	� �	H �	��C� �4 ��	�1����.
Theseus, the young hero on his way to Athens, is thus portrayed as the
quintessential Athenian ephebe. In Heliodoros’ Aithiopika (..), the Athe-
nian Knemon tells of Demainete’s passionate outburst when she saw him
dressed as ephebe, with ��	�1
 and garland: embracing him, she cried out
L �"�
 !I��'����
7 L ;���%
 L /�'
!
– F���%�� . . . #��!�: ‘Lemnian fire’ appears in writers from
the fifth century onwards, cf. Soph. Phil. – R [���$	 ��<� �	H
�4 �	���	�A
 �"�	
 | a-	���'������� and – ��� [���$(� ����+
#�	�	����"�(� ���H | *�������, also Ar. Lys.  and Lykophron, Alex.
, where the scholion, quoting Hellanikos (FGrHist  F b), explains that
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it was Lemnos where Hephaistos had his workshop and arms manufacture
( p. Scheer), and Antimachos (fr.  Wyss) places the ‘fire of Hephais-
tos’ on the summit of Mount Mosychlos on Lemnos, which he may have
thought of as a volcano. Although ever since Homer’s time Lemnos had
been linked with Hephaistos (Il. .–, Od. .–, see Nilsson, Griech.

Religion  ; Farnell, Cults  –; Burkert, Greek religion ), the island
never had a volcano; on the origins of the fire ritual on Lemnos, see Burkert
: –. B.’s phrase ,����(� . . . ��$����� 6�� . . . -�'�	 reflects the
proverbial [������ ��"���� ‘with fierce look’, cf. Hesych. � ; CPG  
and ; ��"���� ��� Menander, Misoum. .
 ��0�4$
�: Homer has ��(����
 (Il. ., Od. ., h.Ap. ),
fem. ��(���� (Od. .). Theseus was only sixteen when he set out from
Troizen, according to Pausanias (..); on the early red-figure ‘cycle’
vases he always appears unbearded. As well as being consistent with his
description as an Athenian ephebe, it also makes his exploits all the more
remarkable.

)�45�� �' )����	��� ‘war-like pastimes’, like ‘war and the brazen
din of battle’ (–). Heroes have their aggressive ambitions in their genes,
which manifest themselves in their early youth; Achilles, from the age of
six, �	C
 /<� 6���� �����	 *��	 with his spear, hunting lions and boars
(Pindar, N. .–), and his keen interest in weapons gave him away among
the daughters of Lykomedes (Kypria fr., PEG p. ).
 #���!�	
�
 @�	��
: the last line echoes the first. It has a triple
function: () It rounds the ode off by returning to its point of departure;
Athens is splendour-loving (B. uses this epithet also in . and .;
Pindar gives it to Akragas in P.., and also speaks of Athens’ ‘splendid
market-place’ in his dithyramb, fr.) as the Athenians live in luxury (see on
 =����$(� +mJ�(�). The ‘bronze-din of battle’ () matches the ‘bronze-
belled trumpet’ (–), ����)��	� ���"��� recalls ������i	� #����� ().
These thematic correspondences, in reverse order, create a kind of sym-
metrical frame. () It finally reveals why the king is so alarmed: after –,
‘he is aiming for splendour-loving Athens’ must mean ‘he is coming to sack
the city’; this is the culmination of the ironic divergence between the king’s
worried ignorance and the audience’s knowledge that the anonymous hero
is Aigeus’ own son who will be happily reunited with his father moments
later, vindicating the chorus’ optimism. () It caps the hero’s description
in the last stanza, which moves from ‘external’ features (his two compan-
ions, the sword, two spears, his hat and dress) to ‘internal’ ones (his fierce
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determination, as revealed by his eyes; his thoughts of war-games, and his
intention to head for Athens). This could have been the perfect moment
for a group of Athenian ephebes, dressed and equipped like Theseus, to
appear in the theatre – Merkelbach’s scenario (see above, pp. –) may
not be altogether fanciful.

ODE  = DITHYRAMB 

. Performance

The title in the papyrus, m( ����	���
, indicates that this dithyramb was
composed for an Athenian festival (,��$	�
 ����	�
 ), and as its narrative
culminates in the birth of Dionysos, there can be little doubt that this
festival was that of Dionysos, i.e. the Great Dionysia. Among the extant
dithyrambs of Bacchylides, this is the only one that tells a story directly
linked to Dionysos. About its date, nothing can be said with certainty; there
are, however, indications in the way the myth is presented that suggest a
date of composition not later than about  , see below,  (a) on Io.

. The myth

(a) Io, Hermes and Argos Hermes’ commonest epithet in Homer is
#���:-'���
, which some ancient commentators explained as ‘the one
who slew Argos’ (}
 ����
 �	�+ /�(���$	�, schol. A on Il. .), while oth-
ers rejected this etymology and explained the epithet as #����-'���
 in
the sense of ‘one who does not carry out murders’ because they thought of
Hermes as a peaceful god (L #��4
 -'��� �	H �	�	�'
 . . . j �	�	������	
��%
 -'���
· �N�����4
 ��� L ��'
, Apoll. Soph. .–; cf. schol. bT
and D on Il. .). Homer, they argue, did not know the story of Io, as
the episode of Argos was invented by later poets (�4� ��� +m��
 *�(�	 �I�
�P��� L ������
· �"��	��	� �A �	�� ��C
 ��(�"���
 �� ���H �4� ~����).
The first of the ‘later’ poets was supposed to be ‘Hesiod’, i.e. the Catalogue of

Women (fr.), where Io is a daughter of Peiren (on her genealogy, see West,
The Hesiodic Catalogue –), while according to Apollodoros (..) many
of the tragedians made her a daughter of the Argive river-god Inachos.
Apollodoros adds that she was a priestess of Hera at Argos and that Zeus,
having seduced her, tried to protect her from Hera’s jealousy by turning
her into a white cow and swearing an oath that he had not touched her.
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The claim that this kind of oath, a 3���
 #-���$���
, does not attract the
anger of the gods (or, as Plato says, #-���$���� ��� 3���� �E -	��� �P�	�,
Symp. b), is here attributed to ‘Hesiod’ and linked to the story of Zeus
and Io; given that Apollod. .. refers to Hesiod and Akusilaos, it seems
likely that this section of his account is based on Akusilaos (FGrHist  F )
and, through him, on the Catalogue of Women.

Hera demanded the cow from Zeus and appointed Argos ‘the all-seer’
(�	�'����) as her guardian; he tied the cow to an olive-tree in the sacred
grove of Mycene. Zeus then sent Hermes to steal the cow, but in vain,
as his intention was revealed (this motif recalls Il. . where the gods
urge Hermes to steal Hektor’s body from Achilles, a suggestion which is
rejected by Zeus as impossible because Thetis is with her son day and
night, Il. .–). Unable to act secretly, Hermes confronts Argos and
kills him with a stone, whereupon Hera sends the gadfly which chases and
tortures the bovine Io all the way from Argos through Asia and Phoenicia to
Egypt.

The moment before the killing of Argos is illustrated on a beautiful
black-figured north-Ionian amphora from Vulci, dated around  
(Munich ; Appendix no. ). In the centre, a palm tree suggests a grove,
in front of which a cow stands facing left. Behind her sits the ugly giant
Argos; on his chest, close to his left shoulder, a third eye is visible, and so we
may assume a fourth one on the righthand side as well, see Steinhart, Das

Motiv des Auges  and pl.. In his right hand he is holding the rope which
is tied around the cow’s horns; one end of it is wound around his body,
while Hermes who is approaching from the left (running, or on tip-toes?)
with winged boots and a pilos but unarmed, grabs the other end with his left
hand. In front of him stands a dog, with its head turned back towards him.
The bearded giant’s mouth is wide open, he is shouting something, perhaps
he has just noticed Hermes. The painter has chosen the moment of the most
intense tension: Argos is just about to jump to his feet, and Hermes will grab
the stone (his right hand is already reaching out) that will kill the giant.

A slightly different scene appears on an amphora in London which is
stylistically close to Exekias and may be roughly contemporary with the
first one (Brit. Mus. .–.; Appendix no. ). Argos, with two faces
like Janus, is crouching on the ground, supporting himself with his right
hand, raising his left hand as if in defence or begging for mercy. Hermes,
attacking him from the right, has grabbed his elbow with his right hand and
is about to strike him with the sword in his raised left hand. The right-hand
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half of the scene is taken up by the large cow facing right; behind her is
Hera moving to the left and raising both arms as if begging for Argos’ life.

Here, Argos’ two faces, back and front, seem to be the painter’s inter-
pretation of his description in the Aigimios, [Hes.] fr.  = schol. Eur. Phoen.
:

�	$ �2 /�H ����4� ~���� 5�� (sc. Hera) ��	���'� �� �"�	� ��7
�"��	��� ,-�	���C��� L�J����� *��	 �	H *��	7
#���	��� �" �2 R��� ��� �"��
7 �I�" �2 O���

�C���� /�H ���-����
7 -��	�G� �+ *��� *������ 	N�$:

how else could he have rendered the phrase ‘watching with four eyes here
and there’? Other sources give him a third eye on his neck and make him
sleepless (Pherekydes, FGrHist  F ), others imagine him as having eyes
all over his body in accordance with his epithet �	�'���
 ‘all-seeing’. The
earliest evidence for this is a pelike (jug) in Paris (Louvre G , ARV .;
Appendix no. , with inscription >�n@>[); its date is –, about
contemporary with the earliest literary reference, Aesch. Supp. ; so also
Eur. Phoen.  and Ar. Eccl. . The story continues to be popular with
Attic vase painters throughout the fifth century; most of them can be found
in Yalouris, Le mythe d’Io – and in LIMC  –. They all show Hermes
attacking the giant with a sword.

The representation of Io, however, undergoes a very interesting change.
On the early vases, such as the black-figured amphora in Munich (above
p. ), she appears as a cow, sometimes even as a bull, e.g. on a red-figured
stamnos in Vienna (Kunsthist. Museum  ; ARV .; Appendix
no. ). Pausanias saw her on the ‘Throne of Amyklai’: ‘Hera is looking
towards Io who is already a cow’ (..); this was a work of Bathykles of
Magnesia, dated to the second half of the sixth century.

However, at some point between  and  her appearance changed
from bovine to human: first, it seems, on an Attic pelike in Naples (Mus. Naz.,
ex Spinelli ; ARV; Appendix no. ) and on a skyphos in Palermo
(Fondazione Mormino ; ARV ; Appendix no. ); on both these
vases, which are dated c. –, she appears in human form but with
cow’s ears and horns, and this is how she is consistently rendered by vase
painters from the middle of the fifth century onwards. The only excep-
tion seems to be a Lucanian jug in Boston of c. – (MFA .;
Appendix no. ): a cow with a girl’s head and a cow’s horns, a belated
south-Italian variation.
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This sudden change in her iconography is likely to have been inspired by
poetry, more precisely by a public performance at Athens of a dithyramb
or a drama. As far as we can see, Io appears on stage for the first time
(in human shape but with bovine horns) in Aeschylus’ Prometheus Bound,
where she is addressed by the chorus as ‘cow-horned maiden’ (����"�(

�	��"��
 ), and Prometheus refers to her as �'�� ( and ) and
��)��
 (); she herself refers to her cow’s horns (���	��H
 �+ 7 o
 L�)�+ ,
). This innovation is all the more remarkable, as Aeschylus’ Suppliants,
performed in , presented the traditional version (–), where Io is
thought of as a cow, having been transformed by Hera (); but here Io is
merely described, and does not appear on stage. The crucial innovation in
the Prometheus Bound is reflected in the Attic vases from at least the middle
of the fifth century onwards. It therefore seems likely that this play was
performed after , the date of the Suppliants, but not long after . As
B. clearly sees Io as a cow, his dithyramb almost certainly antedates the
Prometheus and the Attic vases where Io appears in human form. It is not
possible to establish a more precise date for Ode .

There is, however, an interesting detail in this ode which also appears
in the Prometheus. In lines –, the Muses are mentioned, apparently in
connection with Argos’ death. What they did may be inferred from Ovid
(Met. .–) and Valerius Flaccus (.–) who both say that Hermes
tried to send Argos to sleep by playing a flute or pan-pipes (pan-pipes
also played a role in Sophocles’ Inachos, fr. c), and this feature seems
to be implied also in Io’s frenzied vision in Aesch. Prom. –: she sees
the dead giant coming towards her and driving her along the sea-shore,
and she hears ‘a wax-made reed(-pipe) drone its soporific melody’ (B�4
�A ���'��	���
 ,����C �'�	. | #�"�	
 B����'�	� �'���, –). This
must be Hermes’ pan-pipe (syrinx) ‘with which he put Argos to sleep before
killing him’ (Griffith on Aesch. Prom. ; this had already been suggested
by Galiart, Beiträge zur Mythologie  n.). In both B. and Aeschylus the
allusion to ‘music’ is so brief that the audience could hardly have gathered
what it referred to, unless they knew this part of the story already.

(b) Epaphos In this ode, B. gives in a very summary form the genealogy of
Dionysos, covering four generations in as many lines. Io was pregnant when
she arrived in Egypt. Her son Epaphos became king of Egypt, his daughter
Libye (who was apparently not mentioned by B.) became the mother of
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Agenor and Belos, Agenor was the father of Kadmos and grandfather of
Semele, the mother of Dionysos. Belos’ son Danaos returned to Argos with
his fifty daughters who will be, as Prometheus announces to Io, ‘the fifth
generation from him’ (#�+ 	I��� = Epaphos, counting inclusively, Aesch.
Prom. ).

Neilos

Epaphos   ≈   Memphis

 Libye  ≈  Poseidon Neilos

 
Telephassa  ≈  Agenor Belos    ≈    Anchinoe

Europa Kadmos Phoinix Kilix     Aigyptos Danaos

This genealogy agrees with that in Aesch. Suppl. –, and with Apol-
lodoros (.. and ..).

. Metre

Although the strophe is essentially dactyloepitritic, i.e. a combination of
hemiepes (– D D – D D – ) and creticus (– D – ), usually in pairs connected by a
short ‘link’-syllable (– D – D – D – ), these verses have three unusual features:
(a) all their ‘link’-syllables are short (brevia, not the usual ancipitia), and
(b) the paired cretic appears four times in a shortened form, leaving out
the last breve, so that the rhythm slows down at the end, giving the verse the
character of a clausula (verses , , , and ); moreover (c), in the last part
of the strophe the rhythm seems to assume an ‘aeolic’ character, as verses
,  and  all start like glyconics: ( D-- ) D--– D D – D – . . .

Verses of an ‘aeolic’ character can also be seen in the epode: , , ,
 (?),  (?), , where, however, the loss of nearly all the verse-ends makes
detailed analysis impossible. At any rate, the subtle change in the rhythm
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towards the end of the strophe seems to continue into the epode in a kind
of ‘sliding transition’.

The metrical, or rather rhythmical, innovations may have corresponded
to musical innovations. Unfortunately, very little is known about the musical
aspect of fifth-century lyric poetry, so that further speculation would be fruit-
less. It does, however, seem plausible that B. was fully aware of moving into
uncharted territory, as far as metre and music were concerned; the opening
lines of the ode, as well as the exhortation O-	��� ��� . . . �� �	��'� (–)
strongly suggest this, as Snell (Bacchylides pp. –) has pointed out.

– �	����� . . . ������: ‘there are countless paths of immortal songs’
for him who has received the ‘gifts of the Muses’ (–), i.e. a talent for creat-
ing poetry. This is different from the seemingly quite similar phrases used by
Pindar in his victory odes, e.g. in I. /. *��� ��� ���� g�	�� ���$	 �	��)�
�"�����
 . . . O��(� ��J����, I. .– ���$	� �+ *��(� �	��� . . . �"������, N.
.– ��	��C	� �������� ���$����� /��H ��'����� �)��� �I��"	 �����
�����C�, I. .– �I ��� ����
7 �I�A ��������
 = �"�����
 �$���	�7 �]
��
 �I�'.(� /
 #����� 6��� ����
 !
���(����(� and by Bacchylides him-
self in .– and –: these, as Bundy has seen ( –), are all variations
on the theme of ‘ease in praise’ where it is the victory which makes it ‘easy’
for the poet to praise the victor (see on .). In .–, by contrast, it is
not an event that opens up the paths of song but an innate ability which
poets have traditionally felt to be beyond their own rational control and
therefore due to a divine agent, the Muses, and the paths of song which
it opens for them are paths of narrative imagination, or different ways of
telling a myth. Both the ‘path’ metaphor (�"�����
  ≈ L�'� ), the verb
�	��C� (– ≈ –), and the ‘gift’ metaphor (���	  ≈ �"�	
 ) recur at
the end of the introductory section, thus rounding it off neatly. In between
comes the invitation to the poet to invent (‘weave’, O-	��� ) ‘something
new’ (�� �	��'�) for ‘much-loved, blessed Athens’ (–).

)�$�
�%�� ������: Hesiod speaks of the Muses’ ‘immortal song’
(they go to Mount Olympos #�����$�� ����8�, Th. ), Theognis  of
their ‘immortal mouth’; the idea that the song itself, the poet’s creation, can
achieve immortality does not seem to occur before Pindar (P. . �	���
#�����$(� /�"(�, cf. I. /. ����� ��� #���	��� -(�)�� g����7 �] ��

�Q �]��� �� ‘if someone praises something’) and B. who calls his victory ode
‘an undying ornament of the Muses’ (#���	��� ?���)� 6�	��	 .)
and their ‘sweet gift’ (����1�(��� 6�	��	 .).
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– f
 g� . . . �	�4��: the papyrus has �	�����, but the correct Doric
ending of the aorist subjunctive is –���, see Schwyzer  c. The verb
implies that a poet may be ‘awarded’ the Muses’ or the Graces’ gift, cf.
B.. �Q �A �	�<� M	�$�(� and PMG  ��C��� . . . N�������(� ?���)�
�Q �	��C�. Hesiod was the first Greek poet who defined the relationship
between the poet and the Muses as one of beneficiary and benefactors, and
poetic talent as their ‘holy gift for men’ (2��G �'��
 #���J������, Th. )
whom they ‘honour’ and ‘love’ (Th.  and ), and this idea was repeated
in many variations by later poets from Archilochos (fr. .) and Alkman
(PMG b =  Calame) onwards.
– 8
$��#��
� . . . $	�����: ‘the violet-eyed maidens, the garland-
bearing Graces’ etc. is still part of the conditional relative clause beginning
with |
 6� (), from which one has to supply ‘for whom’ (y� 6�). Examples
of sentences with different subjects, joined by ��, are not uncommon in
Homer, e.g. Il. .–, cf. Ruijgh, TE épique § ; K-G  ; Schwyzer
 ; Pindaric examples have been collected by Braswell on P. .c who
rightly observes that ‘a single �� is used to join a clause or sentence which
explains or indicates a consequence of what has just been mentioned’. His
observation applies here, too: ‘whoever has been awarded the Muses’ gifts,
and <so> the Graces bestow honour on his songs’. As their name suggests,
they give ‘grace’ (����
), the pleasing form which delights the audience.
This is why they ‘bring garlands’ (-�����"-	��� ): the formal beauty of
the ode, the elegance of its diction, style, and structure, will win a prize in
the competition of dithyrambs. But they do not inspire the song – that is the
Muses’ prerogative. The distinction is kept up fairly consistently in early
poetry and in Pindar, see Verdenius, Commentaries  –. Pindar, O..–
clearly relates M���
 to the formal aspect of poetry, not to its content: M���

�+ 7 T��� T�	��	 ��1��� �� ��$���	 ��	��C
7 /��-"����	 ����� (sc. to the
words, �1���
) �	H 6������ /���	�� ����4� *����	� – even what is unlikely
or unbelievable (like Pindar’s version of the Pelops myth which he is about
to tell) can convince people through the elegance of its form.
 T#���� ���: the enclitic ��� is found only here in B., but frequently in
Pindar. On the etymology which links O���
 with B-	$���� see on .–.
The asyndeton makes it clear that the imperative, addressed by the chorus
to the poet (see below on ), results from the preceding sentence: ‘The
gifted poet has many ways of telling a story – so weave now something
new . . .’ It also serves a formal purpose in that it links the two halves
of the introductory section together, of which – is a general statement,
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which is then (from the asyndetic O-	���  to ) applied to the present
celebration.
– �� ���
 �
��4�	�
�
 . . . ��$%��
 @�	���
: both epithets seem
to have been regular components in praises of Athens, cf. Solon .; Ar.
Clouds –; Pindar, fr.. The tragedians, in particular, flatter their
audiences with praise of Athens’ wealth and splendour: Eur. Med. –,
Tro. , IT –, Alc.  ���	�	C�$ �+ /� ,��$	�
 ����	�
, Soph. OC

–; see also on ..
������: this was the original reading of the papyrus, which the cor-

rector, A , changed to �������. This is surely wrong, because �� �����'�
‘something famous’ could only mean, proleptically, ‘something that is to
become famous’, which would hardly make sense here, whereas �� �	��'�
‘something novel’ would appear to have been announced in the opening
line. What B. means by this is likely to relate to some formal aspect of this
ode, perhaps its metre, see above, pp. –;. Like B. here, Pindar often
emphasizes that he is offering something new, see N. .–; O. .–; O.
.; I. .–; cf. the parody in the parabasis of Aristophanes’ Wasps –.
 ���%���� X45� ������� ‘renowned Kean mind’. As Kuiper (: )
has pointed out, the audience must have understood this as an address to the
poet by the chorus, who pay him a nice compliment: he is ‘well-praised’ (on
�I	$����
, see Braswell on Pind. P. .(a) �I	$����
 +@�-�1
). Ultimately it
is, of course, a self-address by the poet, the ‘nightingale of Keos’ (.–n.).
In B. and Pindar, �"����	 is a thought which is focussed on an objective,
or ‘purposeful planning’, see .–n.
– ������ �� . . . !���
: asyndeton again (see on ), this time capping
the whole introductory section and echoing its opening lines. The general
statement ‘whoever has received the Muses’ gifts’ in the conditional relative
clause (–) is here applied to specific persons: ?���)� () is answered by
\	���'�	
 (), |
 �� . . . ������ () by \�i	 �"����	 (), the poet himself.
The point at which the focus switches from the general to the specific
is the mention of Athens (–). The city where this dithyramb is being
performed thus becomes the recipient of praise, rather like the victor in a
victory ode. The superlative -�����	� . . . L�'�, as well as *.���� �"�	
,
suggests that the poet (\�i	 �"����	), having been granted (�	��C�	�, cf.
Alkaios ) an ‘outstanding gift’ by the Muse, is about to produce a superb
poem.
 !���
: not ‘the glorious theme (Io)’, as Jebb thought, but the gift of
poetry (���	 ?���)� ).
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 †��4�†: FmVn in the papyrus could be interpreted as (a) �$ W� . . . 3�(�)
‘how was it when . . .’, or (b) ‘what was Io when she . . .’, or (c) �$; W� . . . 3�(�)
‘what? It happened that . . .’ Both (a) and (b) would be a question extending
to �'�	 (), answered from  onwards; (c) is unlikely because isolated
interrogative �$, while not uncommon in prose, is not found in poetry, and
W� 3�� ‘once upon a time’ is not separated, except sometimes by a particle
(W� �A 3�� Xen. Hell. ..). (b) is unlikely because the interrogative �$ and its
subject (���
  and �'�	 ) would be too far apart, and the question ‘what
was she . . .?’ would already have been answered by ���
. With (a), –
would become another question addressed by the chorus to the poet, like
�$
 �����
 . . . in .; this is possible, although it would be colloquial and
prosaic: cf. Herodas . �$ /���; Mime fr. . and  �$ �"�����; (pp.–
 Cunningham); Kall. Epigr. . R M	�$�	7 �$ �� �"���; ! !���%
 ��'��
. + +
	2 �+ 6����� �$; Plato, Phd. a �$ �Q� W� �����; Symp. b ����H �$ W�;
The main objection is the metre, which requires – D , responding to ~����
 (this is the only case in this ode where strophe and antistrophe do not
correspond). Conjecture, therefore, seems to be required to restore metre
and sense, taking into account that the papyrus punctuates after �"�	

(). Kenyon’s W� ���’ (with <�>'�+ in ) deserves consideration: ‘ “there
was a time when . . .”, an abrupt beginning of which B. is quite capable’
(Kenyon ), which would be paralleled by Pindar, fr.  W� 3�� �1	

���J���� *���
 *�����, although W� ��'��
 is more common in poetry: W�
��'��
 3�+ W� 6�	���
 #���J�(� �$�
 Kritias, TrGF   F ., W� ��'��

T���+ /�J . . . Theokr. .. Alternatively, one could think of the affirmative
W, which often begins a sentence in B. (.; .; . W ���" -	�� ���.,
referring to the future; .) and Pindar (O..; P..; N..): ‘Indeed,
once, when the golden heifer . . .’, see below on .
– ���
-�� #�-!�: ‘having left Argos, she was in flight’ – from
whom? In Aesch. Prom. –, Io reports how her father Inachos had
received oracles telling him to push her out of his house and the land (*.(
�'�(� �� �	H ����	
 ���C� /�" ), against his will, forced by Zeus (/��^
����	_" ��� | ��4
 �	�C��
 ��4
 �$	� �������� ����, –). She then
runs to the meadows of Lerna, where her encounter with Zeus takes place
(this is suggested by lines –: Io’s dreams, and the oracle given to her
father, send her to a place where Zeus can meet her), even though the
watchful giant Argos was guarding her �����C
 Y����
 ������J
 (–) –
he is here imagined as he appears on many fifth-century vases, with eyes
all over his body (see p. ). She then alludes very briefly to his death
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(#�����'���(
 �+	N-�$���
 	I�4� �'��
 | ��� _8� #����"�����, –),
as if she had not witnessed the killing, or as if she were too distraught to tell
the details.
This sequence of events is assumed also in B. who adds that it was Hera
who instructed Argos to watch Io (–); he also gives a more detailed
account of how Argos was killed (see below on –).

������ $
-
: the cow is white on some of the vases and in Apollod.
... In poetry, ‘golden’ is sometimes said of gods (Nika in Pindar, I. .;
Kypris in B. .; Artemis in B. .), more often of what belongs to gods,
such as Poseidon’s horses in Pindar, O. ., or comes from the gods, such
as the ‘cargo-ship of songs’ in B... Gold neither rusts nor rots, hence its
significance as a symbol of eternity. This explains phrases like B.. (the
wise man) /��$�� ����"	� �"�	��� ‘blossoms in golden hope’ because he
hopes to win immortal fame, and Pindar, O.. /�H ���-��(� ����"	

/�	$	
 ‘on account of the golden olive wreath’ which was the victor’s prize
at Olympia, which will immortalize his victory (see Verdenius, Commentaries

  on I. .). Here, the ‘golden’ cow may mean that she has become a
divine possession, as Zeus had to hand her over to Hera (Apollod. ..).
 ���������

 . . . 7��
: in Homer, this is Poseidon’s epithet (Il. .;
Od. .). B. uses several compounds beginning with �I��–, cf. .n. See
also on  below.

#������� ‘instructions’, cf. -��_��� ‘to show the way’, ‘to advise’. These
are the dreams and oracles through which Zeus forced Inachos to drive his
daughter out of Argos, for as long as she was a priestess in the precinct
of Hera, Zeus could not have approached her without being noticed
by Hera. In Ovid, Met. ., Jupiter plunges the region into darkness
to stop Io’s flight (caligine terras | occuluit tenuitque fugam rapuitque pudorem,

–).
 E
�
�	����

 ����: with cruel irony, B. gives this epithet to the
unfortunate girl whose ‘rosy fingers’ have just been turned into hard hooves.
The sharp contrast between ‘wide-powered Zeus’ and the ‘rose-fingered’
girl maximizes the emotional potential of this scene.
– <�>��' : with Kenyon’s correction of @F in the papyrus, the
structure is clear: while Io was ‘in flight’ (-����), Hera ‘instructed’ (�"������)
Argos to guard her; this means that – are one long sentence which the
two correlative temporal adverbs divide into two unequal halves. Maas
(Resp.  ) explains the difficulty with the text as transmitted: 3�(�) . . .
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�"������ could not possibly pick up the first 3�� ( 3�+ . . . -����) because
of the difference in the tenses of the verbs.

M����� . . . )���	�
�
: as �������� suggests, B. imagines Argos as
having eyes all over his body, as he is shown on many vases, in accordance
also with Aeschylus, Supp.  (�	�'���
) and Prom.  (����(�'
) and
– (�����C
 Y����
 ������J
).
 B�
��
� B���
�: asyndetic pairs of epithets, usually with alliteration,
are found in poetry from Homer onwards, cf. Il. . #������� #��������,
Od. . �E����
 �E����
, Soph. Ant.  �)� 6-����� #�	���	�, also
in triplets: Il. . #-���(� #�"�����
 #�"����
, and without alliteration:
Ibykos, PMG . /����4
 #�	���
, although the combination of asyn-
deton with alliteration was apparently felt to be particularly powerful. This
is essentially a rhetorical device (a means to focus the audience’s atten-
tion), even though it was not used particularly frequently in Attic oratory;
examples include Dem. . /� �A ��C
 ���H ��� ���"��� �	H �8� ��1���
�	�	����8� 6�	��	 #��'��(�	 #'����+ T�	��	, also . 6�������

#�$�����
 6������
, Xen. Cyr. .. 6����
 �	H 6����
, see also Richard-
son on h Dem. . Pindar and B. use this device much more sparingly
than Homer and the tragedians do; Pindar calls Hektor F��$	
 6�	^
��� #���	�8 �$��	 O. ., B. (?) has #��$���
 #�. [�����
] B�4 �"������
fr. .–.
 ���������� �	�����: the ‘lovely-horned heifer’; B. imagines her as a
cow, as does Aesch. Supp. –. It was her appearance on stage in Prom.
– that changed her iconography; see pp. –.
– 
��J ,�%�
 �[V
 �*���' . . . ������ ���: this implies that Hermes
had been commissioned by Zeus to steal the cow; it was only when he
discovered that this was impossible that he killed Argos (Apollod. .. and
schol. A on Il. .). B. seems to imply that all his eyes were always awake;
the idea that half of them sleep while the other half stay awake is first found
in Eur. Phoen. –, where a figure of Argos (‘Panoptes’) on the shield of
Hippomedon is described.
– �6�' 
H� . . . h . . . : for this kind of disjunctive ‘whether . . . or . . .’
(�]�� . . . l) cf. Eur. IT – �]�+ �Q�+ /�+ #��	C
 �������� �����'�( |
j n��"(
 #����	�+ . By offering alternative speculative explanations of
Argos’ death, the dithyrambic chorus in B. seems to adopt the attitude
of ignorance often displayed by choruses in tragedy: cf. Eur. Hipp. –
(speculation about the possible causes of Phaidra’s suffering), Soph. Aias
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– (about the possible causes of Aias’ madness), OT – (about
who Oedipus’ parents might be).
– �6�' 
H� !����' . . . B!!��
[� 7�V
] ������� ‘whether it came
about that . . . Zeus’ messenger killed’; this construction, impersonal
�$���	� with acc. + inf., is rare in poetry; cf. Archil. ; Aesch. Ag. –
�"����� . . . �"�	 . . . �	����	� and the anonymous trimeter, possibly from
Euripides’ Meleagros, TrGF   R d��7 �"����� �	�	�	��C� �4� ��� /�".
It is quite common in hellenistic and later prose, e.g. in the New Testament
(Luke . /�"���� #��(���8�	� �4� �I�	�'�, also . and .; Mark
.; Acts ., etc.).

�. [ � – � – � : Jebb assumed a contrast between ‘by an open attack’ and
‘by assault on the sleeping Argos’, and accordingly suggested /. [� ���	

#���� or /. [
 �"�	
 ���'��	 (but the latter, at least, would hardly be com-
patible with �[$�(� ). Equally possible might be an indication of the
locality: /. [� ���� ���	C�� ? It happened ‘on the grassy meadows of Lerna’
where Inachos kept his herds and where the dream had ordered Io to go:
*.���� ��4
 ["���
 �	�%� | ������	7 ��$��	
 ���������
 �� ��4
 �	��'
,
Aesch. Prom. –.
– [;+
 . . .] �$���
����
� ‘Earth of mighty offspring’ (the com-
pound is found only here). Aeschylus calls Argos �	C�	 �8
 (Supp. ) and
�����8 (Prom. ), following Akusilaos (FGrHist  F , quoted in Apollod.
..).

�. [%���: the question is not whether Hermes killed him but how he
killed him, therefore ��	��C� () needs to be specified; �. [$�(� is supported
not only by Apollod. .. (= schol. A on Il. .) �$�(� �	�<� #�"������
�4� S�����, but also by the black-figure amphora in Munich (above, p. )
which shows Hermes approaching unarmed, trying to steal the cow and
reaching out (for a stone) in case the giant discovers him.
– S E� ��? 
. [: Jebb preferred l e	 because he took this to be
another alternative, ‘or whether Argos was exhausted by his anxieties’. This
cannot be right because (a) �"����	� are here not ‘anxieties’ (see below on
–), and (b) the papyrus has V̂q�: the circumflex makes it clear that
the affirmative W is meant, which often begins a phrase or a sentence
in B. and Pindar (see above on ); W + e	 (= 6�	) is very frequent in
Homer (Il. .; ., etc.).

S E� . . . ������. [��: with W e	, this must be an emphatic statement,
the subject of which is �"����	�. �"����	 is ‘planning’, or ‘thought directed
towards a purpose’, see on .–. This meaning is illustrated, e.g., by
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Empedokles . ������7 �I ��� �-�� �����'-���"
 �N�� �"����	� ‘fools:
their thoughts do not go far’, and Aristophanes’ Clouds  where Phei-
dippides says ‘Having been trained by Socrates’, ��J�	�
 �A ����	C
 �	H
�'���
 .1����� �	H ���$��	�
 ‘I am familiar with subtle ideas and arguments
and thoughts’, cf. also B. .. It follows that �"����	� here cannot be those
of Argos, for he had ����	 (), he had to ‘care’ (������	�) for the cow;
they must be the ‘thoughts’ or ‘plans’ of Hermes, or the gods in general,
whose ‘designs’ are ‘inscrutable’. Along these lines, one could try something
like W e	 �	H �. [N���� ����� ��������] 6������ �"����. [	�, ‘indeed, pitiable
things the gods’ inscrutable designs achieve’, a comment on the preceding
sentence.
– i ����%��
 . . . )�	����[�� – � �-- : the alternative to �]�+ �Q� ().
Ovid, Met. .– tells how Hermes eventually succeeded, by playing his
pan-pipes and telling a long-winded story, to put all of Argos’ eyes to sleep
(cf. also Valerius Flaccus .–). This may be based on Soph. Inachos,
fr. c., where Hermes’ pan-pipes (�1�����
) seem to have played a
role. The Muses (>���$��
) provide music, or a story, or both, which sends
Argos to sleep (as Ovid says); see above, p. . If this is meant by ����(�
#���	��[��, Argos’ ‘rest’ was deadly, and something like 	2�1�(� �"��� is
needed in  to indicate how the Muses achieved (-1���[�	� ‘planted’,
‘engendered’) his fatal repose: #���	�[��� /����	� would bring out the
grim irony.
– ��
? . . . )�#�������
� 9��
. [ (or =���. [): #�-	�"��	��� makes
it almost inevitable to supply an infinitive at the end of the verse. Then = in
=���. [ might be neut.pl., i.e. the object of that infinitive: � ��". [��� �"����
would refer back to the end of the introductory section. There the chorus
told the poet to take the right route (– ��"��� �� -�����	� ]��� L�'�),
here the poet says ‘whatever the way in which Argos was killed, for me, at
any rate (�A� �Q�), it is safest to say the appropriate things’, thus paving the
way for the rapid account of Io’s descendants from Epaphos to Dionysos.
It could certainly be said to be ‘appropriate’: B. is, in fact, the only one
of B.’s extant dithyrambs to show a direct connection with Dionysos.
– ���' )����0[���] \���
�: Io, pregnant and tormented by the
gadfly sent by Hera after the killing of Argos, gives birth to Epaphos on the
‘flowery’ bank of the Nile. On the significance of flowers in erotic contexts
see on ..
– 
[8���
���(: cf. Aesch. Prom.  �N������G. �+ /�< �������
��$	�,  �8
 �N����������� �'��
, Supp.  �8
 �N�����'��� ��'
 and
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 �N�����'����� + mJ. In  Jebb supplied �	���H �4� ��'
 because (a)
-"����	 �	C�[	 alone would not make it clear that the child was still
unborn when she arrived in Egypt, and (b) it had to be said that Zeus
was the father. For �	���$, Jebb quoted Il. .– ���+ 3����	 �	��"��
����� . . . -"��� and Plato, Laws e ��
 -���1�	
 /� �	���$. Another
possibility would be �	C�+ [B���'����� ��'
], cf. Kall. H. ..
– As the metre of the epode cannot be established, there is no point in
proposing exact supplements; something like *��	 ��[� �"�+ �N����$�(� . . .
��1�[	��� will not be too far from what B. wrote.
 ���
������ ‘linen-robed’; from at least the time of Herodotos (.
and ), Greek authors saw linen clothing as a typical feature of Egyptian
life. The hellenistic Isis hymn of Andros (IG  ., republished with com-
mentary by Peek, Isis-Hymnus) calls Isis �N�1���� �	�$���	 ���'�����,
cf. AP . ���'����� �	C���, and Plutarch (De Iside  = Mor. c–e)
explains that Egyptian priests shave all their body hair off because they
consider all hair an impure excretion of the body, so they refuse to wear
woollen clothes, accepting only linen ones because linen, i.e. flax, grows
from the ‘immortal earth’ and makes light and pure garments. Cf. Pliny,
HN. . Aegyptio lino minimum firmitatis, plurimum lucri . . . uestes inde sacerdotibus

Aegypti gratissimae and Juvenal . grege linigero.
 "������� $�*
��[� ���+� ‘basking in outstanding honour’. ��1���
is frequent in B. (.–; .; .; g.); it also occurs in Simonides
(PMG  fr. .) and Likymnios (PMG a) but not in Pindar.
 ��!%���� �� ����[ . . . : Jebb’s supplement ��	�[�� *-	��� ���"��	�
would refer to the offspring of Epaphos’ daughter Libye, i.e. Belos and
Agenor, cf. Aesch. Supp. – and Apollod. ... Bacchylides seems
to have disregarded Libye; Agenor appears only in the patronymic to
Kadmos (), which takes him very rapidly to Semele and the birth of
Dionysos.
 ����$	���[�: found nowhere else, as are other compounds of this
type (,��$�	��
 ., ,��$	��
 .). Jebb quotes the anonymous verses
�E��� ,����1�	��	 �	����"�	�
 ��'����� #��"���	 ���	C
 PMG ,
which Plutarch quotes three times (Mor. b, bc, c).
– Dionysos is ‘Lord of splendid festivals’ (or ‘competitions’) ‘and
garland-wearing choirs’, with supplements by Jurenka (#��	�� �� �J�(�)
and Wilamowitz (���-	�. [	-'�(� 6�	��	); West (: ) suggested
#��	�� #�J�(�. At the end of this dithyramb the narrative converges
with the reality of the performance, the Dionysiac festival.



COMMENTARY: Ode  219

ODE  = DITHYRAMB 

. Performance

The title S m�	
 [	���	����$��
, preserved in the papyrus, implies that this
ode must have contained some clear indication that it was performed at
Sparta, or at any rate in Laconia. As it begins with a reference to ‘such a
song’ (���'��� �"��
 ) as was ‘once’ (����) sung by Spartan maidens at
the wedding of Idas and Marpessa, it seems likely that it was performed by
a girls’ chorus; cf. Theokr.  (with Hunter, Theocritus ). Choirs of girls
are associated with festivals of Artemis, e.g. of Orthia at Sparta (on which
see Calame, Les chœurs de jeunes filles  –) which was connected with the
story of the abduction of Helen, either by Theseus and Peirithoos when
she was dancing (����1���	�) at the sanctuary of Artemis, or by Idas and
Lynkeus, as Plutarch (Thes. ) reports, quoting Hellanikos (FGrHist a F
; the abduction of Helen by Theseus and Peirithoos was also represented
on the ‘Throne of Amyklai’ which Pausanias describes, ..). There
were other sanctuaries and festivals of Artemis in Spartan territory where
choruses of Spartan girls played a part. On the border between Laconia
and Messenia, on the west side of the Taygetos mountain ridge, was a
sanctuary of Artemis Limnatis where Spartan girls were said to have been
abducted by the Messenians (Paus. ..). Pausanias tells two versions of
this story, a Spartan one which has the girls raped by the Messenians (which
led to the first Messenian war, according to Strabo ..), and a Messenian
one which claimed that the ‘girls’ were in fact young (beardless) Spartans
disguised as girls and armed with daggers; they had been smuggled into
a reunion of Messenian nobles whom they were to murder, but they were
discovered and killed (see also Calame, Les chœurs  –).

A similar abduction story was connected with the annual festival of
Artemis Karyatis at Karyai in the mountains north of Sparta which
divide Laconia from Arcadia, where Spartan girls danced and performed
choral songs (Paus. ..). During one of these festivals Aristomenes, the
Messenian freedom fighter during the decade – , ambushed the
Spartan girls who had been dancing there, and took away the daughters of
the wealthiest and most respected Spartans (Paus. ..). As the myth of
Idas, Euenos and Marpessa which B. tells in this ode was a similar abduc-
tion story, it may well have been composed to be performed by a Spartan
girls’ chorus at one of these festivals of Artemis. The evidence for Spartan
cult dances has been collected and discussed by Constantinidou .
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. The myth.

(a) Idas, Euenos and Marpessa Marpessa, daughter of Euenos and
Demonike or Demodike (Apollod. ..–), or Euenos and Alkippe, daugh-
ter of Oinomaos, according to [Plut.] Parallela minora a (Mor. e), was
guarded by her father at Ortygia near Chalkis in Aetolia (on the gulf of
Kalydon, opposite Patras); he challenged her suitors to a chariot race,
defeated them all and nailed their skulls to the front of his house (schol.Bb

on Il. .). This motif, an obvious parallel to the story of Oinomaos, his
daughter Hippodameia and Pelops, is explicitly attested for B. by schol.
Pind. I..a �	����$��
 �A 
E���� /�H ��� ?	������
 �������(� (sc.
����� ����C� 2�����C) – presumably in this ode, not in fr. A. The scholia
to Pindar seem to have had no older evidence for this story.

Idas, however, a son of Aphareus, came on a chariot with extremely
swift horses, which he had received from his divine father Poseidon,
and – without taking part in the murderous race against Euenos – abducted
Marpessa when she was dancing at a festival celebrating Artemis (����1��^
�	� /� ���"����
 schol. Bb on Il. .; /� ����� [Plut.] Mor.e). From
Chalkis he drove west towards Pleuron, crossing the river Lykormas with
his winged horses (Apollod. .. speaks of his T��	 B�'������). The pur-
suing Euenos, unable to cross, slaughtered his horses and threw himself
into the river, which was then named after him.

(b) Idas and Apollo After driving westwards to Pleuron, Idas and Marpessa
must have somehow turned east or south-east again and crossed the gulf of
Kalydon, because they then reached Arene in Triphylia or Messenia. This
strange detour seems to suggest that at this point two different versions
may have been linked together which originally had nothing to do with
each other, i.e. an Aetolian one (the Euenos story, with the abduction of
Marpessa), and a Messenian one (Idas and Lynkeus) which was later trans-
ferred to Sparta ( S m�	
 . . . [	���	��'���
 �A �4 �"��
, schol. BT on Il..).
In Messenia, Apollo confronts Idas and tries to take Marpessa from him;
when Idas boldly raises his bow against the god, Zeus intervenes: he sends
Hermes with the instruction to let the girl herself choose; she chose Idas,
for fear that Apollo would abandon her once she had grown old.

This part of the Idas-Marpessa story was told by Simonides (PMG ).
It seems likely that its most dramatic episode, the confrontation between
Idas and Apollo, was also told by B.: it was told by Homer, Il. .–,
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and it was depicted on the ‘Chest of Kypselos’, according to Pausanias,
who quotes two hexameters, ..; it appears on several Attic red-figure
vases, such as a psykter in Munich dated c.– (Munich , Appendix
no. ), on a stamnos divided between Paris and Florence dated c.–
(Appendix no. ), and an amphora in London of c.   (BM .–
.; Appendix no. ). These vases may reflect an Athenian performance
of Simonides’ poem.

 b�	���� . . . �� �.[��������: the supplement is based on Od. .;
.; Pindar, N. .; AP .. (Simonides); Hdt. .. etc.
– (����? F�����[��
�%��] | �
����� ���

 �[��	�4��� ������
�] ?
Alternatively, one could try .	��	H [	���	[����$(� ������� �1�	���
] |
���'��� �"��
 �[������	�, but if lines – respond, as seems likely, with
–, the first option may be preferable. For Spartan girls, blonde hair
seems to have been particularly desirable, as Alkman refers to it three times
(PMG .; .; b.); they ‘once sang such a song at Sparta’, when Idas
brought (6����) Marpessa as his bride. This would have been a wedding
song, and B. seems to follow here a pattern established for wedding songs
or hymenaioi, as the similarity with the wedding song of Basileia and Peise-
tairos in Aristophanes’ Birds – and with the beginning of Theokritos’
! 
�"��
 /���	�����
 () indicates. This does not necessarily mean that B.
is itself a wedding song; rather, it may be a case like B., which begins with
a reference to paeans sung by a Delphic chorus, although the ode as a
whole seems to be a dithyramb.
 ,	��4���� 8��. [���� �*�#��? The compound, ‘violet-haired’,
ought to begin with digamma (F), but B. apparently ignored it here since
the last syllable of ?������	� is not lengthened. F is also disregarded
in �'�	� N'������ . ( D D D – D – ), but wrongly assumed in �5���� N'�
(= F�'�) in .: B. was evidently unsure about its etymologically correct
use.
– #�!j� . . . �
�〈�〉�[�	�: with Poseidon as a new subject we
would have two subjects and therefore either (a) two main clauses,
e.g. �["��
x ��� ��� Y�	���� (or �'���), or �4� ��� -1�	.��, or (b) a
conjunction like �Q��7 3��7 /��$: after the almost inevitable �["��
, any word
beginning with vowel and a long syllable would fit easily into a dactylo-
epitritic verse, so one could try, exempli gratia:

-��<� �	����� �["��
 �Q�+ B�'������
#�	.$	��
 >��<�>�[��� T��+ Y�	���� ���.
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There is, however, a difficulty in the restoration >��<�>�[���. The
sequence D – D D – D – – cannot easily be fitted into dactylo-epitrites, which
would normally require D D – after D – D D – . Although ����[ as transmitted
in the papyrus, seems to be the start of the god’s name, it is always >����^
��(�, Attic >�������, Doric >�������7 >�������7 >�h���	̄� etc., never
>���̌���. A possible solution is that line  could be the last verse of the
strophe: it might be a kind of ‘clausula’ ending in D – – (instead of D D –),
like the last line of the strophe in Ibykos, PMG  ( D – D D – D – –). On this
assumption one could perhaps suggest

-��<� �	����� �["��
7 T��+ /��H �'��� D – D D – D D – D – D – |
#�	.$	��
 >��<�>�[���. D – D D – D – – ‖|

– >��
�
 . . . ����[������, perhaps followed by ��1����· �4� �" ‘and
wind-swift horses, as he was speeding towards Pleuron, the well-built city.
But him . . .’
 ����	����

 �[V[� kR�4

: the ‘one with golden shield’ can, in this
context, only be Ares, the father of Euenos. What followed was probably,
if Euenos was in the accusative, something like ‘frustration [or rage] seized
[Euenos] when he saw . . .’ etc.



FRAGMENTS

FRAGMENTS  +  = PAIAN FOR ASINE

. Text and performance

Parts of this paean are quoted in anthologies: Athen. . p.b (= fr. ),
Plut. Numa . and Stob. .. ��������	� 
���
�
 (= fr. ); the first
ten lines of the passage in Stobaios overlap the last ten lines of P. Oxy. 
(pap. T), as Snell () saw. The lines quoted by Athenaios were identified
as the first five lines of an epode by Barrett () who established the
metrical pattern as a triad of ten + ten + ten lines. His interpretation has
greatly enhanced the understanding of this interesting ode, the only one
of Bacchylides’ paeans of which substantial parts survive. Barrett saw that
the ninth line of the papyrus (]��c�
��c) must be ]�� ���
��� (= now line
), and that these ‘people of Asine’ in the Argolid must be the mythical
Dryopes who had been settled there by Herakles at Apollo’s request, as
Pausanias tells us (..); see Strid, Dryoper.

The sanctuary at Asine, c. km south-east of Nauplia, was that of
Apollo Pythaieus, of which Pausanias saw the ruins (..–); he mentions
that the town of Asine had been destroyed and its population resettled in
Messenia on the gulf of Kalamata by the Argives in the eighth century, but
that the temple had been spared. Archaeological evidence (see Frödin &
Persson, Asine) ‘suggests that after the destruction of Asine the sanctuary of
Apollo Pythaieus continued in use as a centre of Apolline worship in the
neighbourhood, embracing at any rate the towns of Argos and Epidauros.
If therefore our ode appears on internal evidence to have been performed
there in the first half of the fifth century , we have no reason to doubt
that in fact it was; and the ode will in fact become a further piece of evidence
for the continuance of the cult’ (Barrett : ).

Papyrus T preserves, on the back of a documentary text,  lines with
part of the upper margin. If, as seems likely, it contained only this paean (not
the whole book of paeans), the first line of the verso, which is the ninth verse
of a strophe, may have been preceded either by one column of  lines, or
by two columns of  lines each. On the first assumption,  lines would
be lost between fr.  (= lines –) and the first line of the papyrus text
(= line ); alternatively, the gap would be  lines long. The assumption of

223
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a shorter gap seems more probable because it would not take more than 
lines to tell how Herakles was received by Keyx, then defeated the Dryopes
and brought them to Delphi as an ‘offering’ (�
�����) to Apollo, as Paus.
.. says (see below).

. The myth

The Asinaians, Pausanias informs us (..), originally dwelt in the Par-
nassos region where they were known as Dryopes. Herakles defeated them
in battle and took them to Delphi, but Apollo’s oracle instructed him to
lead them to the Peloponnese, where they settled at Asine in the Argolid, as
well as at Hermione, Halieis and other places; ‘it is a reasonable assumption
that the whole coast from Asine to Hermione was Dryopian’ (Barrett :
).

Different reasons are given for their fight with Herakles. Diodoros
(..) makes Herakles punish them for an offence against the Delphic
sanctuary, whereas both Apollod. .. and the scholiast on Ap. Rhod.
. say that Herakles took from a Dryopian, Theiodamas, one of his
two bulls and slaughtered it because he (or his little son, Hyllos) was hun-
gry and could find nothing else to eat, whereupon Theiodamas led the
Dryopes into battle against him (according to Apollodoros, Herakles does
not fight the Dryopes immediately after his encounter with Theiodamas,
but continues his journey to Trachis where he is received by Keyx). The
Dryopes seem to have had a bad reputation as bandits, because Herakles
was said to have removed the whole tribe ‘because of their banditry’ (���
��
 ��������
, schol. Ap. Rhod. ., cf. Pherekydes, FGrHist  F ),
and given that this instruction came from Apollo, one may suspect that
their main occupation had been to rob travellers approaching Delphi by
land, rather like the Krisaians did to those coming by sea in the Sacred
War of c. ; see Barrett : , who quotes the hypotheses a and b

to Pindar’s Pythians (schol. Pind.  pp.– Drachm.).
This charge is likely to be an Argive fabrication (Barrett : ),

which may have exploited the ‘etymology’ of their name, ���
��� (= ‘the
innocuous ones’), which implies that prior to their transplantation, the
Dryopes had caused much damage. B. may have referred to this inter-
pretation of their name (see on ). On the Dryopes in general and the
historical and archaeological evidence, see Strid, Dryoper.
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. The praise of peace

The pacification of the aggressive Dryopes and their transformation into
‘harmless’ ���
��� leads to one of the most remarkable passages in B., his
wonderful hymn to Peace, which – as far as we can see – had no parallel in his
time. It was not until the later fifth century that Euripides and Aristophanes
praised the benefits of peace, no doubt as a reaction to the devastation and
loss of life caused by the Peloponnesian War. Euripides praises Peace as
����
�	��	� and �������� ������
 ��!
 in the Kresphontes (fr. .,
cf. Or.–), an idea echoed in Aristophanes’ Georgoi fr. (PCG  
p. ); she ‘enjoys wealth’ (Eur. Supp. ) and helps farmers to earn a
living (Aristophanes frs.  and ; Philemon fr.  = PCG  p.;
Menander fr.  K. =  Koerte). Euripides also calls her "��	�#�����
and �	��	��#�	� (Bacchae –: ‘neither epithet needs explanation in
our time’, Dodds ad loc.). Peace is associated with song and festivity (Eur.
Kresphontes, fr. .–), with the Muses ($	������ 
�	����������, Supp.
), and Opora (‘Harvest’) and Theoria (‘Holiday’) are her companions
(Ar. Peace –). Representations of Eirene in art do not appear before the
end of the fifth century: see Shapiro, Personifications –.

In early Greek poetry, peace is always seen as unity within the commu-
nity or the polis; Demokritos says it succinctly: domestic discord is disastrous
for both sides, winners and losers (������ %�����	� %� &������ ���#
· ��'
(�� 
��)	��� ��' *����)
	�� +�	�� ��	�,- � ; cf. Plato, Laws c,
quoted below), but unity enables cities to carry out great things, includ-
ing wars (�
. +�	
	��� �� ��(��� /�(� ��' ���� 
#���� �	0� 
	�)�	��
��
��.
 �����(�1�����- 2���� ��	3- � ). Moreover, if peace reigns
within, there will also be prosperity. At the end of the Odyssey, Zeus tells
Athena (.–) that the people of Ithaka should love one another, as
before the killing of the suitors: ‘there must be plenty of wealth and peace’
(
�	4�	� �5 ��' �6�,
� 7��� /���). Hesiod’s Horai are born by Themis
to Zeus: Eunomia, Dike, and ‘blossoming Eirene’ (86�,
�
 ��������
, Th.
) – Peace makes everything blossom, and in Op. – Hesiod says that
where justice is respected, �	��� �)���� 
#���- ��	' �� �
��4��
 %
 �9�:�· |
�6�,
� �� �
� (:
 �	��	��#�	�- 	9�) 
	�� �9�	�� | ��(��)	
 
#���	
 ���;
�������� �9��#
� <���, ‘their city blossoms, and in it the people flourish;
peace that nourishes young men is on the land, and far-seeing Zeus never
assigns them woeful war’, an idea which Pindar takes over from Hesiod:
in Corinth dwell Eunomia, Dike and Eirene, ����� �
����� 
�	��	�
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(O. .). Theognis, too, stresses the link between peace and wealth: 86�,
�
��' 
�	4�	� /�	� 
#��
- =��� ���� 2���
 | ����1	���· ���	4 �� 	9�
/����� 
	�)�	�, ‘may peace and plenty rule the town, so we can all | make
merry. I’ve no love of cruel war’ (–). Hesiod, Pindar, and Theognis
explicitly refer to peace in cities, not to peace between city-states, or to
peace in general.

Bacchylides, too, sees wealth and festivity as fruits of peace. What is so
new and remarkable in his concept is his portrayal of peace as a universal
blessing. For him, peace is not internal concord and unity in the city (which,
as Demokritos B  says, does not exclude wars with other cities), but a
desirable state of bliss, a boon for all. In addition to prosperity and festivity
he mentions (��
����- �9�	� and �!�	� as things that young people care
for (–) while their weapons are rusting, covered in spiders’ webs; they
are allowed to enjoy their sleep in the mornings without being woken
by the sound of trumpets, and the town is filled with feasting and love-
songs.

What motivated B. to include this vision of the blessings of peace in
his paean? We cannot tell whether this was in response to the audience’s
expectations and/or whether it had a special relevance to the situation in
the Argolid at the time. Whatever prompted the poet to express this view
here, it is consistent with other passages where peace is opposed to the
horrors of war; cf., in particular, his wish that Hieron may continue to rule
‘in peace’ (.) and his account of the confrontation between Proitos and
Akrisios (.–) where the people (��	�) beseech their leaders to avoid
war, which is closely paralleled by the Trojans’ reaction to the embassy of
Odysseus and Menelaos (.– ��	�� �� �
���	
��� �)��� . . . �3�	
�	

�������� ��>
). It therefore seems likely that these passages reflect the
poet’s personal conviction which overrides the needs of different genres of
odes (victory odes, dithyrambs, paean).

In Bacchylides’ time, this concept of universal peace has neither prece-
dent nor parallel in contemporary literature. The Danaids’ passionate
prayer for peace in Aesch. Supp. – is different in that they pray for
peace only for their city, Argos: ‘and let no murderous havoc come upon this
city to ravage it’ (���) ��� �
��	���� �	�(.� %
���)�� ��
�� 
#��
 ��?1�
,
–). Herodotos, however, seems to echo B. in his account of the Kroisos
story (.): rescued from the pyre, Kroisos blames the Delphic oracle for
his misfortune, ‘for nobody is so unreasonable as to prefer war to peace’
(	9��'� (�� 	@�� �
#��#� %��� A���� 
#���	
 
�. �6�,
�� �B�)����), for in
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peace the sons bury their fathers, but in war the fathers bury their sons. So
for Herodotos, too, as for B., a state of peace between cities was a desirable
ideal, and war its perversion (cf. Hdt. ..). This is a far cry from the tradi-
tional Greek view on war and peace, summed up in Plato’s Laws in order to
justify the need for ‘guardians’: 
#���	� ��' 
>��
 ��� ��	� ��
��,� %���

�.� C
���� ��� 
#���� (e), so even in peace-time guardians are indis-
pensable: ‘for, as we would say, “peace”, as the term is commonly employed,
is nothing more than a name, the truth being that every state is, by a law
of nature, engaged perpetually in an informal war with every other state’
(D
 (�� ���	4��
 	B 
�����	� �!
 �
��E
�
 �6�,
�
- �	4�� �F
�� �#
	

=
	��- �!� �� /�(�� 
����� 
�.� 
���� ��� 
#���� ��' 
#���	
 ��,���;
�	
 ���� ����
 �F
��, a). The ‘Athenian’ does, however, conclude that
war always harms both the victors and the vanquished, so one should pray
for peace and restraint instead: ‘the highest good, however, is neither war
nor civil strife – which things we should pray rather to be saved from – but
peace with one another and friendly feeling’ (�# (� ��
 2����	
 	3�� +

#���	� 	3�� * ������- �
����.
 �5 �. ����:
�� �	���
- �6�,
� �5 
�.�
���,�	�� 7�� ��' ���	��	��
� (c), so the law-giver should legislate
on matters of war for the sake of peace, not the other way round: ‘nor will
he make a finished lawgiver unless he designs his war legislation for peace
rather than his peace legislation for war’ (()
	��	 . . . 	3�� G
 
	�	�)���
������� �6 �� ����
 �6�,
�� 
	�	���	� �>��	
 H �!
 
	�����!
 I
��� ��
�:� �6�,
��, d).

The view expressed here by Plato that the ‘natural’ state of the world is
war remained almost unchallenged throughout the hellenistic age – praises
of peace, like that in Apollodoros of Karystos (fr. , PCG  p.), are lone
voices. It is not until the time of Augustus that the ideal of universal peace
reappears, as a powerful element of Augustus’ political programme, the
pacification of the Empire in the pax Romana which the Senate honoured in
  with the commission of the Ara Pacis. On war and peace in general,
see Zampaglione, The idea of peace in antiquity; Sordi (ed.), La pace nel mondo

antico.

– These lines (= fr.) are quoted in Athenaios (..b), who says
that in B. they refer to Herakles J� K���
 %
' �.
 �	4 L,��	� 	F�	
.
Apollod. .. also mentions Herakles’ visit to Keyx at Trachis; Herakles,
he says, on his way through the land of the Dryopes met Theiodamas,
and as he was in need of food, he slaughtered one of Theiodamas’ two
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bulls and ate it. But when he reached Trachis, he was entertained there
by Keyx and then defeated the Dryopes (M
	�����'� M
� �9�	4 N��	
��
����
	�)����
), cf. also Diod. ..–.. This episode must precede the
events narrated in lines –; it need not have taken up more than 
lines, which is the minimum length of the gap indicated by the metre (i.e.,
lines – of an epode and lines – of the following strophe).
 ������ ‘meal’, ‘dinner party’, often – as here – in the plural: Alkman
PMG  (=  Calame); Thgn. ; Aesch. Prom. ; in sing.: [Hes.] Sc.
; Pind. fr. a.; Aesch. fr. . (of Thetis’ wedding). Homer uses only
the verb: �	�
��:
�� Od. ..

���	��: Homer has both %
��̆- (Il. . /
��	
 O

	��, Od. .
/
��	
 �9
,
) and %
�P
– (Il. . �)
��, Od. . ≈ . ����� %
��
#;
��
��, . ���

	
, . 2����	
). The original meaning seems to be ‘to
provide with tools’ (/
���) = ‘to equip’, hence ‘to prepare’; see Braswell on
Pind. P. .d and van Groningen on Thgn. .
– 
 
����
���� . . . ������ � : the proverb (Zenobius, Cent. . = CPG 
p.) is quoted by Plato (Symp. b) who jokingly refers to Il. .– (where
Agamemnon invites all the Achaean leaders to a meal, except for Menelaos
who comes uninvited, �9�#���	�), with a pun on the name of Agathon
to whose house Socrates and his friends are going uninvited. The motif of
‘gate-crashing’ guests or uninvited strangers is found already in Archilochos
(fr. ) and Asios (PEG  p.); it is also implied in Hermes’ grim warning
to Prometheus (Aesch. Prom. –) that the eagle will lacerate his liver,
2����	� I�
�
 ��������� (). It later becomes popular in comedy:
Kratinos fr.  (PCG  p.), Eupolis fr.  (PCG  p.), Alexis fr. 
(PCG  p.).

������ ������	� ‘plentiful meals’; the epithet is first found here, then
in Eur. Ion , but �9	����
 occurs in Hes. Op. . The etymology is
unclear; there may be a connection with "����
 ‘to be laden’, perhaps of
banquet-tables, cf. Chantraine, Dictionnaire  .
 – � – – ]�. �. �. ���	. �. [ –: if ]�. �. is the correct reading of the traces (see
Barrett : ), it is likely to be a verb-ending, perhaps a future rather
than a present, if it was part of a god’s announcement or prophecy: e.g.
@���	� ���Q]�. �. �����.�. [�
 (sc. Herakles).
 – –]�. ���	��� ������: – letters are lost at the beginning. If the
preceding lines form part of a speech, possibly a prophecy by Apollo,
�)�����
 preceded by a demonstrative pronoun as object may have served
as a verbum dicendi to indicate the end of a direct speech, analogous to the
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epic R� ���	 etc.: J� �	0�] �. )�����
 ? That would make it similar to Pind.
Pae. .– where a prophecy in direct speech (–) is followed by 2((����
�5 �#(	
 . . . S 8���� (see Führer, Reden –).
– [���
����] . . . 	. [�!� �������] "� ���#: Barrett’s supplements
imply that Apollo’s instruction, given in direct speech in the preceding
stanza, is here summed up.

$�%[ – T –: U��[
�����	� or U��[
������ (sc. �E���) ‘the region
of Parnassos’ Barrett (: ), who, however, doubts whether B. would
have used either of these forms.
– Herakles settles the Dryopes at Asine and marks their bound-
ary by a twisted olive tree, as Pausanias .. reports: ‘Going up the
road to Mount Koryphon [between Epidauros and Asine], there is on
the way a tree of the so-called “twisted olive”: it was Herakles who had
turned it into this shape with his hand.’ ‘Pausanias gives no indication
whether Herakles marked the frontier with an olive at one place or at
more . . . ; %����� therefore may be either gen. sing. or acc. plur.’, Barrett
: .
 &��� ' (� �)]��� "�* �+%�<�>? a pronoun in the nominative, refer-
ring to Herakles, is called for, because there can be little doubt that Herakles
is the subject of ��]�. ).V�� in . �>]��� %
' �E��<�> ‘here in this region’
refers to Asine where this paean was being performed.
 – T – – –]�. �̆��� ��� �	����.[ – : only eight, or at most nine, letters are
lost at the beginning, which can hardly have accommodated five syllables;
some corruption may have occurred here. ]�. ���
 can only be (%)���]����

or (%)�]����
: the former would not make sense here, as ‘a series of twisted
olives round a frontier is not a ����	�� Barrett : ; the latter may refer
to ‘splitting’ the earth, i.e. digging up the ground (in order to plant an olive
tree), as Aietes does in Pindar, P. ., cf. also fr. f (of Kaineus); N.
.– (Zeus) ������
 . . . ��#
�.
– – T T – ]�� ������� [– – T ]���. �. � · (or ]��[�]�. ’ ): Herakles resettled
‘the plundering Dryopes . . . so that, due to the large population, they might
be prevented from committing crimes’ (Et. Gen. s.v. ���
���; similarly schol.
Ap. Rhod. .–a), so that they became ���
��� ‘harmless’. If B. here
referred to the same etymology, one might try, e.g., W�� %�)�� �]�� ���
���
[�X
��� ��]���.�. � ‘he (= Herakles) called them truly ���
���. � The only
difficulty is that the accusative should be ���
)�� (or ���
:�), not ���
���
which would be the normal acc. plur. in hellenistic and later Greek; it may
have replaced an original ���
)�� (see Barrett : ).
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 – � ]�� ", ����-� ��.[ – � – –: SY���!
, i.e. the people of Halieis (on the
south coast of the Argolid), or �����
, i.e. ‘groats of rice-wheat’, of which
some kind of sacrificial cake was made (Athen. .d) ? The difficulty
about Halieis is that it is about  km south-east of Asine, so how can
Melampous come from there, if he set out %Q ZY�(��� () ?
– The seer Melampous, son of Amythaon, comes from Argos and
founds an altar and sanctuary of Apollo Pythaieus. This passage is the only
evidence for his connection with Asine. On Melampous see Od. .–;
[Hes.] fr. ; Apollod. ..–; Löffler, Die Melampodie; E. Simon, LIMC

 –.
 �-]
�� �� .	��<�>�� �����[ – � � –: for the spelling U������� see
Barrett : . At the end, perhaps ���	����
 (cf. B. .), or �����[

���#���	
, as the site of the sanctuary is on the top of a hill called Varvouna.
– ‘From that root sprang this precinct, and Apollo gave it honour
passing great’ Barrett : . For the metaphor ‘root’ ≈ ‘foundation’
cf. Pind. P. .–. Apollo honoured Melampous’ foundation, making it
grow into the sanctuary where this paean is now being performed, �#��
��[������.
 �3Q�
] . . . [2��	]�.
– The metre of the last three verses of the epode cannot be
completely established. For – Barrett suggested �>
 �O�]	
��- [ 2
�-
\�.	. [1�
���
 �� �	4�	� ����1	
]��, ‘expert in these (sc. songs, �	�
>
), o
Lord, the youths of Troizen praise you’, but other supplements can be
thought of (
4
 �3��]	
�� . . . �). [�
	
��� 
	����� ?).
 (.) . . . . . .].�. ������[ may be – T –]. �� 	�c]
[– . . . or (–) – T – ].
�� 	� ��
[ T – , see Barrett : . One would expect this line to have
formed a transition from Apollo the giver of wealth to the blessings of
peace. The transition from  (epode �) to  (strophe ^) appears to be
abrupt; Maas (:  = Kl.Schr. ) compares Pindar’s Paean , where the
transition from the end of the second triad with the mythical narrative about
Neoptolemos (–) to the beginning of the third (address to Aegina, )
is similarly abrupt. But, as lines – cannot be confidently restored, the
transition may have been less abrupt than it seems.
– Snell’s combination of the last ten lines of pap. T with the first
nine lines of fr. , preserved in Stob. .., has helped to correct the latter
in a number of places and has confirmed several conjectures (see the app.
crit.). Above all, the papyrus shows the ancient colometry, which enabled
Maas to establish the responsion (Maas ).
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 ������ ‘creates’; for the metaphor cf. . �. �)��	
 �� �����	��
������ ��������, Solon . ������ (�� �#�	� @���
 (cf. Thgn. ); Thgn.
 (poverty) ������ �����
��
. The use of genealogical metaphors, such
as Pindar’s @���
- �#�	� ���)�� (O. .) or ��#
	� + 
�
��
 
��,� (O.
., cf. 
�	��	� ���)�� . . . N,����� PMG , 
�������� . . . �9
��Q���
�,��� Aesch. Sept. –) is as old as Homer’s ���)�� �,��
 (‘producing
sheep’, Il. .; . etc.). On genealogies of abstractions see West,
Hesiod: Theogony pp. –.
 
�(��/��%� $��#���: the idea that wealth ‘makes a man great’ is
shared by Pindar, cf. O. . ��(�
	�	� . . . 
�	��	� and P. .– S_ 
�	4�	�
�9�����
��- | A��
 ��� . . . | ��	�,��	� �
�� 
#��	� 
����#
�	� �9�.

�
�(�� | 
	�����	
 &
)��
- ‘wealth has wide strength, when . . . a mortal
man receives it from destiny and takes it as a companion which brings
many friends’. Conversely, Pindar says that discord (������) is ‘a giver of
poverty, a hostile nurse’ (
�
��� �#�����
- %����
 �	��	��#�	
, fr. )
and that ‘war is something sweet for the inexperienced, but the one who
is experienced dreads it exceedingly in his heart when it comes’ ((���0
�5 
#���	� �
���	���
- %�
����
 �) ��� ������ 
�	��#
�� 
�
 ������̄�

�����!�, fr.  from the same dancing song). The link between peace
and wealth is often emphasized in poetry, cf. Od. . (quoted above,
p. ), PMG  [ (����� ’86��
�- 
�	��	�#����� ��	�	��, and Eur. fr.
. 86�,
� ����
�	���.
 &���)� 0����: for the metaphor, see on .–. The link between
peace and poetry or song is also emphasized by Euripides, cf. Supp. 
86�,
� . . . $	������ 
�	���������� and fr.  (from the Kresphontes)
where the chorus praise Peace as offering ������#�	�� �	���� ���	�����;

	�� �� �E�	��, ‘songs with lovely choirs and garland-loving revels’.
– The main verb, ������ (), governs not only the direct objects
(
�	4�	
 and 2
���) but also the consecutive infinitives �`������ and
�)���
- ‘Peace achieves . . . wealth and the bloom of songs, and that offerings
burn on altars and that the young care for sport, music and revels.’ This
kind of ‘zeugma’ (which ‘yokes’ together nouns or adjectives and infini-
tives) has many parallels in Homer, e.g. Il. . �.� 
���
 Y`�
�� . . . �X�	�
��)����, Od. . O

	��- 	O �	� %����#���	� �����
 ��' ����	� 2���;
�	�, also in tragedy: Soph. OC – �#
	�� 	9 (�(
���� | ��	��� (:���
	9�5 �����
��
 
	�). Examples illustrating the various uses of consecutive
infinitives (after transitive and intransitive verbs, after nouns, after adjectives
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etc.) can be found in Schwyzer  – and in K–G  –; for Homer
see Chantraine, GH  – who distinguishes consecutive, determinative,
and complementary infinitives.
 ,���)� ���(� ‘in yellow flame’, as in . Q�
��[
 ��#(�], a bold
usage, not paralleled in poetry.
 ��
/��-� �� 
��-�: the papyrus has ]��
��[, Stobaios transmits
������
 �9�����
 in SM (���a��
 �9��#��
 A). It seems that in the text of
Stobaios’ anthology, the original �9�����
 had been replaced by a gloss,
�9�����
. The metre favours ����’ �9�����
 (– T – – –), as B. tends to
avoid | – T – T – . . . in dactyloepitrites; see Barrett : . This com-
pound is found only here and in Pindar, I. . (�3����	
 �����
); similar
compounds are the Homeric 
�(�������	� (Il. .) and ��������	�
(Od. ., both said of a ram, ‘thick-fleeced’), and ��������	� (Pindar, P.
., of Phrixos’ ram).
– (	
����-� �� . . . 
�����: both athletics and music are inte-
gral elements of Greek festivals from Homer’s Phaiacians onwards; the
Ionians celebrate Apollo’s festival on Delos 
�(������ �� ��' "�����!�
��' �	��:� (h.Ap. ), and for Plato the best education (
������) is still
the time-honoured and traditional one, * �5
 %
' �E���� (��
�����,-
* �� %
' V��:� �	����, (Rep. e). Significantly, it was with athletic and
musical contests that Alexander celebrated his conquest of Egypt in Mem-
phis, twice (�(!
� %
	���� (��
��#
 �� ��' �	����#
, Arrian .. and
again ..), obviously because he saw these as the key elements of Greek
civilization which he wanted to display in the newly conquered foreign
land.
– The image of the discarded weapons covered in cobwebs recurs
in Eur. Erechtheus where the chorus of old men wish ‘may my spear rest, so
that with spiders thread twines round it, while I live in my old age with
tranquillity’ (������ �#�� �	� ���	
 ����
�)���
 ����
���- ���� ��*������

	��!� (,��̄� ��
	��	��
, fr. .– N ), and in Theokritos’ prayer for
Syracuse, .–: ‘may spiders spin their delicate nets over armour, and
the cry of onset be no more even named’ (����
�� �� �6� A
������
�� |
��
�� �����,���
�	- �	>� �� /�� ���� =
	�� �`�); cf. Nonnos .– ‘and
the shield which Bakchos had borne for six years lay far from the battle
covered with spiders’ webs’ (/����	 �5 ���#�� ������ | ������� &Q�)���	�
����
�#��� �	���).
 $�%$�,��: the 
#�
�Q is the bronze handle of a hoplite’s shield or
a pelta, see Snodgrass, Arms and armour – and .
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 &%̄��
�
�)�1 responding to 
�����	� () and, very probably, to [��
��]�

%Q (), must be – T –. While initial b– is often ‘prolonged’, lengthening
the preceding syllable (cf. West, Metre –) as in line  above (�
.
�̄S �1��) and . �� �̄S 	�#[
���
], . %
' �̄S 	�#�
��, also in compounds
(e.g. ���,��
, B. fr. .), it is rare for single –�– within a word to have
this effect, except occasionally in names (e.g. �������� Theokr. .,
see Gow ad loc.). B. may have treated the word on the analogy of com-
pounds like 2����	�- 2�����	� or �������		�, (where –�– stands for –F�–);
this seems preferable to the alternative assumption (considered by West,
Metre ) that T T – at the beginning of a verse or period might respond
with | – T –.
– �(��� . . . �2%-�: the idea that in times of peace, the weapons
are covered by rust, recurs in Tibullus ..– pace bidens vomerque nitent,

at tristia duri | militis in tenebris occupat arma situs, who may well have been
inspired by this passage in B.; cf. Ovid, Fasti .–, and the parallels
from English literature quoted by K. F. Smith on Tib...–. The motif
of the discarded weapons is used in two epigrams by Mnasalkas (AP .
and , = Page, Epigr. –) and one by Anyte (AP . = Page, Epigr.

–), which is characteristically different in tone: whereas in Mnasalkas’
epigrams the shield is presented as a symbol of military prowess and pride,
Anyte gives voice to her horror of bloodshed: ‘stay here, man-killing spear,
spill no longer dreadful enemy blood round your brazen claw, but rest-
ing in Athena’s lofty marble hall announce the prowess of Echekratidas
the Cretan’ (���
��� ��	�#��	
�- ���� /�� ��(�.
 | �����	
 ���� =
���
���1� �#
	
 ��?�
).
 �����)� . . . ���$�((-�: on trumpets, see on .–. In hellenistic
epigrams trumpets, like shields and spears, are dedicated in temples after
they have outlived their usefulness, cf. AP . (= Page, Epigr. –) and
its counterpart  (= Page, Epigr. –) by Antipatros of Sidon (late nd
cent. ).
– 
����%-� 3$��� ‘mind-sweetening sleep’; the phrase occurs once
in Homer (Il. ., more often ������,�- 
,���	�), where this compound
is often connected with wine. The idea seems to be that a good, long sleep
has a relaxing effect on the mind, rather like that of wine; the compound
is explained as ‘gentle, because it sweetens the mind’ in Apoll. Soph.; cf.
	F
	
 %a��	
� Il. ..
– 3$��� . . . &����: the MSS of Stobaios have c�	� (S), ��	� (M)
and d�	� (A), corrected by Blass. The corruption of � to � is more likely



234 COMMENTARY: Frs. +.–; Frs. +

to have occurred in majuscule than in minuscule. Sleep is sweetest before
dawn, as Pindar says of Kyrene: ‘while only briefly expending upon her
eyelids that sweet bed-mate, the sleep that descends upon them toward
dawn’ ((���0
 . . . @

	
 �
�������� b)
	
�� 
�.� �!, P. .–), cf.
[Eur.] Rhes. – and Moschos, Europa –.
 �	
$���-� . . . �%������ &(	��� ‘the streets are laden with . . . feasts’,
cf. . ���	��� ���	Q�
��� �(����. The verb means ‘to be heavy with’; it
takes either dative (Il. . �,��
 . . . ���
!� ����	�)
�, PMG  Niobe
is �������� �� �)�
�
 ����	�)
�) or genitive ([Hes.] Sc. – 
)���� |
����#��
� ������
, SH .– �9��
��� ����
�	��	� ����.#.��
	�.
 $�������: with the exception of ethnic or geographical designations
like L�����#�- ����e�#�- �������#� etc., adjectives in -��#� are very rare in
early Greek poetry; Homer has only "���
��#� (Il. ., .), Aeschy-
lus has �����#� (Supp.  and , Eum. ), B

��#� (Th. ); 
����[ in
Alkman PMG . (=  Calame) is very uncertain. However, the alter-
natives suggested by Maas (Resp. .: ��
��	�- �����	�- B���	�) are too
general to be attractive: see the next note.

$������� �� 3
��� ���(�����: hardly ‘songs performed by boys’ but
‘lovesongs in praise of boys’, as the verb suggests – the songs are ‘burning’
with passion; cf. Plato, Charm. d �F�#
 �� �� %
�.� �	4 B����	� ��'
%���(#��
 ��' 	9�)�� %
 %����	4 K
- and similarly of homoerotic passion
in hellenistic epigrams, e.g. AP . (Straton) and  (= Asklepiades 
G.-P., discussed by Bonanno : –); cf. also AP ..– f��,
�· |
��' (�� ��
 V���
 /���(�
 �8
�����
 (Poseidippos). On the origin of the
metaphorical use of the verb see Braswell on Pind. P. .b.
– The last epode may have contained, as Maas (:  = Kl.Schr.
) suggested, another invocation of Apollo, perhaps similar to the one
in . In any case, there can be no doubt that Apollo was addressed at
the beginning of this paean. The mythical narrative would then, if Maas’
assumption is correct, have been punctuated by three addresses to the god.

FRAGMENTS  + : PROSODION

Fragments  and  are both transmitted in Stobaios’ chapter ‘On those
who suffer unfairly’ (
��' �!
 
��� �Q��
 ������	�
��
, .. and  =
Ioannis Stobaei Anthologium  pp. and  Wachsmuth-Hense) under the
heading ��������	� 
�	�	���
, as is fr. in Stob. .. ( p.
W.-H., from ‘On life being brief, paltry, and full of worries’). This ought to
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imply that the Alexandrian edition of the odes of B. contained a book of
U�	�#��� or ‘Procession Songs’. Prosodia were defined as songs performed
by male or female choirs in processions approaching an altar or a tem-
ple (schol. Lond. AE to Dionysius Thrax, p. . Hilgard: 
�	�#��#

%��� 
	���� M
. ���)
�
 H 
���)
�
 �	�	4 %
 �:� 
�	�#��� �:� 
�.�
�.
 ��.
 ���#��
	
, similarly schol. Ar. Aves  
�	�#��� �� �6� 
�
;
�(����� �!
 ��!
 
	�,���� 
��� �!
 �����!
 
	���!
). Inasmuch as
they were composed for religious occasions, they were a sub-category of
hymns, although according to Didymos they differed from hymns in that
they were accompanied by oboes, not by the kithara (EM . 
�	�#���·

��� �. 
�	��#
��� 
�	�� H ���	�� 
�.� �9�.
 2����
· `��� �5 �!

@�
�
- A�� �	0� @�
	�� 
�.� ������
 &��!��� 2��	���
. 	@�� N����	�
%
 �!� 
��' �����!
 
	���!
).

As regards frs. and  of B., Neue suggested long ago (Bacchylidis Cei

fragmenta, p.) that they belong to the same poem, in this order, and this is
confirmed by the responsion of fr. with lines – of fr.. Unfortunately,
the surviving lines give no clue as to the identity of the goddess or god
whom this procession song celebrated, or to the festival for which it was
composed.

Fr.
 �4� '%��1 
�� . . . 5���: examples of words repeated for emphasis
(emphatic anaphora) include Soph. fr. .– g
 �4�	
 �
��E
�
- �� �
/���Q� 
���.� | ��' ����.� *�>� C�)�� �	0� 
�
���, Pind. N. .– g

�
��!
- g
 ��!
 ()
	�h %� ��>� �5 

)	��
 | ����.� ���#���	�, Il. .–
�i� �	���
	� /���- | �i� ��������, cf. Aesch. Cho. – and , Hdt. ..,
Pindar fr. .. These and similar repetitions are discussed by Fehling,
Wiederholungsfiguren –, who classifies these verbal repetitions as ‘strongly
emphatic’.

'%��: the original meaning is ‘boundary’, ‘boundary stone’, as in
Il. . (���	
) �#
 b� 2
���� 
�#���	� �)��
 /���
�� 	X�	
 ��	����,
cf. Solon .; also in a temporal sense, ‘time limit’, see on B. .–
1�>� A�	
. Here B. seems to mean the ‘limit’ of happiness that mortals
can attain, and the ‘path’ on which it is achieved (�9������ refers to both
metaphors). This statement is a variation of a well-known topos, ‘know your
limits’ or ‘do not strive to become god’, �� �������� ��.� (�
)���� Pind.
O. ., cf. I. . �� ������ <�0� (�
)���� and the passages discussed by
Bundy –.
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Jebb, followed by LSJ, took A�	� here to mean ‘the canon, the rule or
standard, by which true �9����� is to be measured; +�#�, the course to be
followed’. This seems unlikely, because it is not before Plato that A�	� is used
in the sense of ‘standard, rule’; in his discussion of wealth and oligarchic
constitution in Book  of the Republic, he says that the ‘standard’ for being
eligible for office in an oligarchy is wealth (A�	
 
	������� "��(�����:�
��Q���
	� 
�:�	� �������
, Rep. ab), a discussion to which Aristotle
refers in Pol. a �����	������� �5
 (�� A�	� ����,- "��(������ �5

�	4�	�- �,�	� �5 %��������.
– &$���6 . . . ��������� ����: cf. Alkman .– + �� =���	�- A����
�3���
 | C�)��
 [��]�
�)��� | 2�����	� ‘blessed is he who merrily weaves
the day’s pattern to its end, without a tear’. Maxims like this one, which
give vent to a general desire for quiet happiness, are often found in cult
songs such as partheneia, prosodia, hyporchemata, as well as in tragedy, cf. Soph.
fr. ‘let any man procure as much pleasure as he can as he lives his daily
life; but the morrow comes ever blind’ (1E	� ��� �
��E
�
 �. ���� K���
A
�� | j����� 
	���
�
· �. �� %� �3��	
 �6�' | ����.
 I�
��), also Eur.
Ba. – (see Dodds ad loc.) and the passages listed by Dodds on Eur.
Ba. –. These general statements need not reflect the poet’s personal
views, although they would presumably not militate against them. They
seem intentionally anodyne, so that everybody present, audience as well as
chorus, would be able to subscribe to them. For the poet it was a means
to engage the audience in the performance by enabling them to identify
with fundamental ideas and sentiments voiced by the chorus, an essential
element particularly in cult poetry, exemplified also in J. S. Bach’s cantatas
and the chorales of his St. John Passion and St. Matthew Passion.
– 7� �8 
	%�� 
8� &
��$���� �%��� ‘but he who in his mind encom-
passes countless things’, instead of concentrating his mind on what is attain-
able for mortals, will achieve nothing. A similar statement is offered by
Pindar in P. .– /��� �5 �4�	
 %
 �
��E
	��� �����#���	
- A����
�6���
�
 %
��E��� 
�
���
�� �� 
#���- �����E
�� ������
 ����
;
�	�� %�
���
 ‘for there is among mankind a very foolish kind of person, who
scorns what is at hand and peers at things far away, chasing the impossible
with hopes unfulfilled’.

&
��$���� ‘encompasses’, ‘surrounds’ or ‘takes hold of’, as in Pind.
P. .– k�� �� (����.
 �)�	� C������ ����
	���, explained by schol.
ad loc. as 
�������	� ��' 
���)���, see Braswell ad loc.
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– �! �8 $�%� 9
�% �� <��*> �:��� . . . ;/$����� ���% (Grotius: �.
�5 
��#����� 
���� MSS) ‘but with this day and night . . . he torments
his heart’. This usage of �. �) or �# (� is well attested already in Homer:
Il. . �,�� �� (� ZY��� �# (� �������, . �	������)
� �# (� ���!�.
�. �) is not used adverbially (‘on the other hand’), but is the demonstrative
pronoun in the accusative of respect, as often in Thukydides and Plato, cf.
Plato, Apol. a �. �5 ��
��
���� . . . �!� =
�� + ��.� �	�.� �F
�� (‘in this
respect’); on this usage see Miller : – (on Pl. Apol. a: –).


������-� �/%��: it is useless to torment oneself ‘for the sake of the
future’. Pindar has a very similar statement: ‘desires for various things stir
in the minds of various men, and each one who wins what he strives for
may gain the coveted object of his immediate concern, but there is no sure
sign to foresee what a year may bring’, P. .–; cf. Soph. fr. .

;/$����� ���%: the verb seems to have attracted a variety of inter-
pretations, as reflected in Hesych. �  `�V�· 
�	3����
 . . . /
��V�
.
/����
. /����
. /�����
. /������
. %
�����
 and  6�
���
· �
�������
.
�6��1����� . . . ���
���
, and so LSJ assume two distinct verbs, (a) = ‘hurt,
spoil’ and (b) = ‘send forth, shoot’ (of missiles). This seems unnecessary, as
the basic meaning seems to be ‘to throw’ (= ������
), as in 
�	?�V�
 Il. .,
hence – in analogy to ������
 – ‘to hit, wound, damage’, as in combination
with ���� in Od. . and . and reflected in �
�������
- �6��1�����
in Hesychios � . The passive form also occurs in the very similar phrase
6�
�	��� 2�(���
 K�	� in Moschos ..

Fr. 
 �� (<% "���%!� ��� "���� ‘what relief is there any longer . . .?’, a
rhetorical question in the sense of ���0 (�� or ����
.
 (�� %���
.

– 0$%���� =�	%�
����: after Il. . 	9 (�� ��� 
�:Q�� 
)�����
�����	�	 (#	�	, see on .–.

������ ��%����: the verb (‘shaking, buffeting’) is used of storms in
the Iliad (., .) and in B. .–; its figurative usage is first found
in Sappho  Z8�	� ��X�� �� " �����)��� �#
�� (cf.  Z8�	� �� %��
�Q)
�	� ��)
��), parodied in Ar. Eccl. – 
�
� (�� ��� /��� �� �	
�� |
�!
�� �!
 �!
 �	������
. Pindar, P. . also uses it of erotic passion,
in P. . of panic in the face of death (cf. N. .), B. . of �	��#�����
�)���
�� (‘lightweight ambitions’?). Here, "���#��
	
 may suggest some
loss or bereavement.
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FRAGMENTS A–D: ENKOMIA (? )

The title of the book, of which the papyri P and Q have preserved substantial
fragments, is unfortunately not known. The first editors (Grenfell and Hunt,
P. Oxy.  p.) thought of ��#��� or 
��	�
�� ‘drinking songs’, Körte (:
–) suggested %(�E���; none of these is attested as a book-title for B.
Now, the songs frs. B and C were clearly composed to be sung at
symposia, and this could well be true also of the other songs contained
in this book. Even so, it does not seem likely that they would have been
classified as ��#��� because those simple two-line and four-line songs which
Athenaios .f–a (= PMG –, = Fabbro, Carmina convivialia

–) quotes as examples of the old Attic drinking songs (��#���) are quite
different in character and scope; they may well have been sung by guests
at a symposion, one by one, in turns, and this would represent the second
of the three types of skolia distinguished by Artemon (quoted in Athen.
.a): ‘the songs sung in social gatherings; of these, the first kind was
that which it was customary for all to sing in chorus; the second was sung
by all, to be sure, but in a regular succession, one taking it up after another;
and the third kind, which came last of all in order, was that no longer sung
by all the company, but by those only who enjoyed the reputation of being
specially skilled at it, and in whatever part of the room they happened to be’
(�� 
��' ��� ��
	����� K
 ���#��
�- l
 �. �5
 
�!�	
 K
 m �� 
�
���
2����
 
#�	� K
- �. �5 ������	
 m �� 
�
��� �5
 K��	
- 	9 ��
 ���� (�
���� ��
� 
���	�	
 %Q M
	�	�:�- �. ����	
 �5 ��' ��
 %
' 
>�� ��Q�

/�	
- 	n ������	
 	9�)�� 
�
���- ����	B ��
��	' �	�	4
��� �F
�� �#
	� ��'
���� A
��
� �#
	
 ��' ���	��
 =
���). This distinction, which seems to go
back to Dikaiarchos (fr.  Wehrli = schol. Plat. Gorg. e), is still found
in Plutarch, Quaest. conv. .. (= Mor. b); cf. the testimonia collected by
Fabbro, Carmina convivialia –.

It seems to be the third of the three types outlined in these writers that is
represented by Bacchylides’ fragments A–D and by Pindar’s fragments
–, i.e. the type of song not sung by all the guests but only by the ‘experts’
(	B ��
��	' �	�	4
��� �F
�� �#
	�) who were able to offer a particularly
attractive song that contained also good advice and useful information:
‘they required all the trained singers in turn to offer a beautiful song for
the common enjoyment. They believed that the beautiful song was the one
which seemed to contain advice and counsel useful for the conduct of life’
(o��,
 ��
� ����
 �6� �)�	
 WQ�	�
 
�	�)���
. ����
 �5 �����
 %
#��1	
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��
 
����
���
 �) ��
� ��' (
E��
 /���
 �	�	4��
 �������
 �6� �.

��	
, Artemon in Athen. .bc = Carmina convivialia –). Of Pindar’s
fragments –, three are explicitly quoted as ��#��� (frs. ,  and
), but the very similar fr.  as an %(�E��	
, so both terms evidently
refer to the same kind of symposion song. The list of the seventeen books
of Pindar’s songs mentions only a book of %(�E��� (vita Ambrosiana .
Drachm.), but the older biography of Pindar (P. Oxy.  .) has
%(�����
 �̄ %
 [.] ��[, which has been convincingly restored to %
 [l�]
��[' ��#��� ��
� (Gallo, Una nuova biografia di Pindaro –). This suggests
that Aristophanes of Byzantium had called this book %(�E��� but included
some songs which one would have called ��#���, or ‘drinking songs’. It
therefore seems likely that Bacchylides’ book partly preserved in the papyri
P and Q also had this title, %(�E���.

Enkomia, ‘Songs of Praise’, obviously suits the songs addressed to Alexan-
der (fr. B) and Hieron (fr. C), but what about fr. A (Euenos and
Marpessa) and fr. D (Niobe)? Both these songs contain ‘negative’ myth-
ical examples which make it difficult to see how they could have served
to praise the addressee. They must, however, have been relevant in some
way to the person for whom they were composed, or to whom they were
addressed; could it be, then, that fr. A was a kind of ‘negative enkomion’,
as Snell :  suggested, a song of censure or derision? As an example
of this, Snell referred to Timokreon’s song quoted by Plutarch (Them.
 = PMG ), which pretends to praise Aristeides but then turns out to
be an invective against Themistokles. Its short stanzas in dactylo-epitrites
are very similar to those of Pindar’s enkomia and particularly of Bacchylides’
fr. B and fr. C.

The idea of the ambivalence of enkomia, which can be ‘negative’ (blame
or derision) as well as ‘positive’ (praise) may appear less surprising when one
considers the hellenistic definitions of the term, preserved in the etymologica.
The Et. Gen. AB (= EM .) says %(�E��	
 . . . @���1	
 �.
 ����	4
��,
to which Et. Gud. . Sturz = . Stef. adds ��
 (�� 
���� k��	
�#
��
�� ��' /��(	
 A���� %
	��� ���� 
��(���� ��' %���	�#(	�
 �9�	�� . . .
%(�E��	
 + �#(	� ���
���#�· %
�	�� ��' %
��
����#�. This last definition
even appears to imply that invective, not praise, was the original function of
the enkomion, because it originated from the �!�	� (‘carousal’) as the song of
those revellers (����1	
���), cf. Hesych. �  ����1��· �!�	
 . . . 2����·
M���1��.
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FR. A

In papyrus P, this song is followed by the praise songs for Alexander and
Hieron (frs. B and C), but it is obviously very different in character.
Snell (: –) plausibly suggested that all three may have been classi-
fied as enkomia on the assumption that these could contain, as the ancient
etymologica suggest, censure as well as praise, see above. On this basis, he
interprets the story of Euenos and Marpessa as a warning example of what
might happen to an obstinate father who jealously guards his daughter
indoors, preventing her from getting married. The subject of  [�]����)
�
and  B.�. [�]�. ����, at any rate, appears to be a daughter who is angry with her
father (? 2���]��� 
����, ) who keeps her isolated inside (�	�
�
 /
�	

/��. [
, ). The situation reflected in the first two stanzas involves real, not
mythical, persons; whether father and daughter were in any way person-
ally relevant to the poet, possibly recalling the relationship of Lykambes
and his daughter Neobulē with Archilochos, must remain uncertain.
On the story of Euenos, Marpessa and Idas see introduction to ode .

The number of lines missing from the beginning of this poem can be
established with a reasonable degree of confidence. The following consid-
erations suggest that fr.  of papyrus P contains remains of the first stanza
of this poem (fr. A.–), preceded by the end of the penultimate line of
the preceding poem: () The metrical pattern of fr. A consists of three
short verses, followed by one long, one shorter and one long verse; () pap.
P fr.  belongs to the foot of a column; the ends of its last three lines fit the
metre of verses – of this poem; () if the last six lines of this column were
preceded by another stanza of the same metrical structure, the seventh
line from the bottom would be long, the preceding line short – but it is the
other way round. Therefore, not more than one stanza of fr. A can have
formed the bottom part of this column, i.e. only the first three short verses
are lost before v. [�]�����
�, and the line-end preserved five lines above
[�]�����
� must belong to a different poem.

 �]���
��>: as Lysistrate says, when a woman is past her prime, nobody
wants to marry her and she sits, looking for omens (	9��'� %�)��� (:���
�����
- "����	�)
� �5 �������, Ar. Lys. ).
 If fr.  of pap. P has been correctly placed here, one could try some-
thing like �6���]
.	. [�]�. ’ [C
��.
 �)]���, cf. Stesich. SLG  col..– J�
A�� �[�]�.�. [
,] 7�� ��������
	��� C
.�.�...
. [�)��� (suppl. Page); in Homer,
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the verb is used to describe Achilles’ reaction to the news of Patroklos’
death: ‘he took the dark dust and strewed it over his head and defiled his
fair face . . . and with his own hands he tore and marred his hair’, Il. .–
and .
 ?$�%[
�%� 0���]��� $��%�: supplied by Snell, who referred to Hes.
Th.  ����)��� ��k��	
�	 �	�:e. The adverbial form M
)��	�� is found
only in Il. ., elsewhere always M
)��	�	
 or M
5� �#�	
.
– �. �. [�]�. �:�� . . . ��� ���[����: the construction (acc. + inf.) is similar
to that in Il. .–, although there it is the father who invokes the Erinyes:
�����>�	 . . . | �, 
	�� (	�
���
 	i��
 %�)������� ���	
 �B.
 | . . . ��	'
�� %�)���	
 %
����. The same construction is used with ���������, cf. Il.
.– (the p���') ����	
��� . . . N�� L�	
��
� ��	4��� | �!� ’qY��
 7��
I
����� and B. .–.

��
. [: ���. [	4�� (Snell) seems more likely than ���. [#
��
 (Maas),
because there is no reason for the daughter to invoke the avenging spirits
of the dead, as there is for Orestes (Aesch. Cho.  `���� 
	��������� ���'
���
	�)
�
); in her distress (���. [	4��) she calls on the avenging spirits
below, �[�]	
��� . . . [����], cf. Aesch. Eum.  ���' �� %
 	`�	�� (:� M
��.

�[�]����� ‘below the earth’, cf. Soph. OC  [ ��#
��� ����, 
��
 ��#
�	
 &����
; of the Titans: Hes. Th. ; of Hades: Hes. Th. ;
of the entrance to Hades: Pindar, P. .. Elsewhere in early poetry, com-
pounds like M
	��#
�	� (Hes. Op. ) or ������#
�	� ((:��� Il. .) are
used.
– =. ,[:]�. �%�� . . . ��* ���/%�̄[���: (�.�. [�](. ��#
 cannot be read):
Archilochos and Theognis use the comparative "Q����	� in the sense of
‘vehement’, ‘uncontrolled’ (Archil. a. * �5 ���� "Q��)��, Theognis
 and  of ������), cf. "Q��	�	� Solon ., "Q������	� Aesch. Sept.
. In B., however, it refers to (:���: the avenging spirits are to bring about
a ‘more painful old age’ for the father. For "Q� in the sense of (physically)
‘painful’, see Il. .–, ., Pind. O. ., P. .; in figurative sense
in Il. . (2�	�), Od. . (�����!
��), Pind. N.. (�
���), N..
(�
�	�����
 �� %�E��
 "Q������ ��
���). In B., the comparative implies
that old age, which is painful anyhow (��(��)	
, as Mimnermos insists,
., ., .), shall be even more painful for the girl’s father. Theognis, by
contrast, complains from a father’s perspective: ‘The worst is . . . if someone
has raised his sons and given them all they need, providing for them with
much sacrifice, and then they hate their father, praying for his death’ (�.


��)�� %�����	���- �����!
��� �� �
	�)����� - Thgn. –).
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– A change of subject has to be assumed before line , and probably
after ������[�	
, after which one could supply A��� �`�(�� �#��]
 . . . /
�	

/��. [
 (���
 (Kapp) or A��� �`�(�� (���]
 . . . /��. [
 �#��
 (Snell).
 ��]	��* �� "� [�]����[6� � – � – �]%����: whose hair? A marginal note,
written on the right-hand side above �]�����, suggests that it refers to the
girl’s hair, �:]� M
. 
���.� %
 [	6���� �����	�)
�� vel sim. The verb to be
supplied may be ()
	�
�# 	B, or (if this verse can end in T--– T –) (�
,�	
���
or �
	�1	���(
), for which see Soph. OT  (Laios was �
	�1�
 �����
�5�
����) and Metagenes fr.  (PCG  ) 2��� �
	�1	���� �9��������. The
motif of the unmarried daughter growing old and grey-haired in the home
recurs in Eur. Hel.  and Andr. – (Hermione), cf. Ap. Rhod. .
(the Lemnians).
 @A%.]�.�. � �%	������	: Euenos was the son of Ares and Demonike
(Apollod. ..). The epithet, ‘gold-crested’, is also found in Anakreon
(PMG  frs. +  +  line ) and in the anonymous lemma in Hesych.
�  = SH  ����#�	�	� ����	
���. In ode ., B. calls Euenos
������
��	� �B.[
 ZY��	�. At this point, the mythical narrative is intro-
duced, asyndetically, as a precedent or parallel to the father and daughter
referred to in the first two stanzas; on its possible relevance, see above,
p. .
 �. �.(�	��: B. presents the story as a traditional tale, as he does in ode
. and .

����{�}�
��%��: Pindar gives this epithet to Kastor in N. .; there,
too, the MSS’ unmetrical �����	– has to be corrected.
– The distribution of epithets in this stanza highlights the con-
trast between father and daughter, which culminates in [�	�]	4�	
; it is
accentuated by the partly parallel and partly ‘chiastic’ (inverted) arrange-
ment of nouns/names and epithets: first, two appositions (
��[��] . . .
����	�����
 ↔ [��]
�
)
�	�	 �#���, AabB), then names and epithets
in parallel (AaaBb), highlighting the extreme contrast between the heavily
armed, brutal and bloodthirsty father and his long-robed, flowerbud-faced
daughter.
 �%��:���%� ‘bold of hand’, only here and ode ., where it is said of
a boxer or pancratiast.


���.[����]� ‘blood-soiled’. The epithet, always said of Ares in Homer
(Il. ., , etc.), is here given to a son of Ares, who nailed the skulls of his
daughter’s defeated suitors to the wall of his house (schol. Pind. I. .a;
see introd. to ode : (above, p. ).
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 ���	�+$���� ‘bud-eyed’; cf. Richardson on h Dem. ; see also
B..n. on ������
 . . . "�����
.
– �%���� ["�/]
���� �%���%/ �� . . . &�/(�> ‘time subdued him
and strong avenging necessity’. ‘Time’ defeated him in the end, after he
had murdered many, and ‘Necessity’, because Fate had so decided; in fact,
Euenos committed suicide by throwing himself into the river Lykormas
(which was thereafter renamed Euenos), because he had failed to catch up
with Idas when he abducted his daughter, Marpessa, on his chariot with
winged horses, cf. Apollod. ... Bacchylides seems to have told this story
in ode .

"�[��
�� �]� ������(�) ‘unwilling to give her away’. The verb,
%����#
��, is standard in Greek marriage agreements (cf. Isaios .; .;
Dem. Or. .; UPZ  .), which state that the father ‘gives’ his daughter
‘out’ (sc. of his house).
– .������-���� [B$$�	� C�	�%�
]�� ‘the swift-running horses he
had from Poseidon’, who was Idas’s divine father, according to ‘many’ (����

	��	��), as Apollod. .. says.
 D����� �����: Idas is ‘fortunate’ because he has won a beautiful bride.
The motif is known from Sappho ; it may have been a topos in wedding
songs.
 "����	��� �]8 ��%>�: Maas’s supplement is based on the two hex-
ameters which Pausanias quotes in his description of the ‘chest’ of Kypselos
(..): Z r��� $��
,���
 ���������	
- 7
 	B �
#���
 | 7�
���- ��

89�
	� 2(�� 
���
 	9� �)�	���
 ‘Idas is bringing home Marpessa of
beautiful ankles, whom Apollo snatched from him, Euenos’ daughter, who
was not unwilling’.

FR. B: FOR ALEXANDER, SON OF AMYNTAS

A substantial part (fr.) of papyrus P overlaps with the quotation of lines
– of the poem in Athenaios’ Epitome .e ( p. Kaibel). Since the
publication of pap. P by Grenfell and Hunt in , eight more fragments
of the same papyrus, most of them small scraps (frs.  +  +  +  +
,  + , ), have been placed within the same poem and partly
joined to fr.. The result has been that the first  lines are practically
complete, lines – can be partly reconstructed, while lines – of the
papyrus are still too fragmentary to yield any continuous sense and have
therefore been omitted here. What remains of lines – appears to be
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in a different metre and probably represents the beginning of the next
poem.

Fr. B, in four-line stanzas in dactylo-epitrites, fits the category of
enkomia admirably, as do the remains of Pindar’s song of praise for the same
addressee, frs.  and . This Alexander is a Macedonian prince, son
of king Amyntas I, who succeeded his father in about   and ruled
Macedonia for over forty years until his death in . His exact dates cannot
be established with absolute certainty; Hammond and Griffith argue that
he ascended the throne in c. (History of Macedonia  p.). Alexander was
later given the honorific title ���)���
 (‘friendly to Greeks’) because during
the Persian Wars, when his kingdom was a satellite of the Persian Empire,
he repeatedly tried to mediate between the Greek states and Mardonios,
the commander of Xerxes’ army: see especially Hdt. .– on the
events in the spring of  . Herodotos (.–) also has a story about
how young Alexander, when Persian nobles came to demand that his father
Amyntas submit to Persian rule, had them murdered at a banquet given in
their honour, but this story has the hallmarks of popular legend, ‘designed
to prove the patriotism of Alexander, the faithful friend of Athens’ (How
and Wells ad loc.). The fact is that Alexander remained a vassal of Dareios,
paid tribute to the Persians and even gave his sister, Gygaia, to Bubares, the
son of Dareios’ general Megabazos, in marriage. ‘Alexander was doubtless
anxious to gain influence at the Persian court. It seems more likely that the
marriage of his sister to a Persian grandee, which cast a slur on his phil-
Hellenism, caused the invention of the tale that he murdered the envoys,
than that the murder of the envoys was really hushed up by the marriage’
(How and Wells on Hdt. .).

More trustworthy is Herodotos’ statement (.) that Alexander asked to
compete in the Olympic Games, and when his Greek competitors objected
on the grounds that only Hellenes were entitled to take part, he succeeded
in convincing the judges of the Argive origin of his family. He was admitted
and competed in the foot-race (�����	
) which ended in a dead heat. He
seems to have competed in another discipline as well, if we are to believe
Justin .. (Olympio certamine vario ludicrorum genere contenderet), perhaps in
the pentathlon. As Pindar addresses him as 
�� ���������� (fr. .),
one might think of a discipline involving wrestling, boxing or pankration,
probably in the th or st Olympic Games ( or ), before his acces-
sion, because it seems hardly credible that he would have competed in the
games as ruling king of Macedonia (see Hammond and Griffith, History
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of Macedonia  ). In fact, in both Bacchylides’ poem (fr. B.) and in
Pindar’s fr.  he is addressed with [ 
��, and there are no indications in
either poem that he was already then ruler of his country.

The implication must be that both poems belong to the period
before c., Alexander’s accession to the Macedonian throne, and that
Bacchylides’ fr. B and Pindar’s fr.  are therefore among the earliest
datable poems of either poet.

– s�E �/%���� . . . ��#%� "� "
<� ��%��: B. addresses the instrument
like a living creature. The anonymous singer of the Attic drinking song
PMG  (= Fabbro, Carmina convivialia ) often wishes to become a lyre
himself: �`�� ���� ���� (�
	���
 %����
��
� | ��� �� ���	' 
����� �)�	��

N�	
���	
 %� �	�#
. This instrument (+ ������	� or �. ������	
) was
said to have been invented either by Anakreon or by Sappho; both are
credited with its invention by Neanthes (? the historian from Kyzikos in
the second century ), quoted in Athen. .d (cf. AP . on Anakreon
who ������	
 	9�5 ��
t
 �3
���
 �6
 �?���) and .f = PMG .
Pindar, however, claims that Terpander invented it, fr. . The instru-
ment was narrower and longer than the lyra or kithara. On vases it is
usually shown with seven strings, occasionally with more (see below on
); it is already found on some black-figure vases, e.g. on a plate of c.
 by the painter Psiax in the Käppeli collection, ABV . (Appendix
No. ); on an amphora in London: B, ABV , Paquette  (B); on an
amphora of c.–  in Munich: inv., ABV . (Appendix no.
); then very frequently on red-figure vases in the first half of the fifth cen-
tury when it must have been very popular, more rarely after c.; see West,
Ancient Greek music –; Michaelides, Music –; Paquette, L’instrument de

musique –; Maas and McIntosh-Snyder, Stringed instruments –.
 $/������: B. may be thinking of Alkinoos’ palace in Od. ., where
the lyre (�#���(Q) is appended on a peg in the wall, which can also be seen
on vases; cf. also Pind. O. .– and PMG .
 F$�/�����: Ion of Chios says (fr.  W.) that the lyre had seven strings
in the old days, but eleven in his own time. For references to these instru-
ments (lyre and barbiton) shown on vases see Wegner, Musikleben –.

�/$$�	� ‘suppress, hold down’, as if the instrument had a life of its
own and an urge to sing which it finds hard to suppress. See above on –.
– �� . . . G�	�)� . . . $��%��: the idea that a song has wings, because
it travels over land and sea like a bird, is also familiar to Pindar, cf. I. .
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���#�
�� 
)	
 ���
��V	
 (i.e. together with the victor’s crown) @�
	
;
Pindar even speaks of the ‘wings of the Muses’, I. .– �`� 
�
 (= the
victor) �9�E
�
 
����(����
 ����)
�� �(����� U������
; cf. Theognis
– who says to Kyrnos: ‘I have given you wings, on which to fly across
the endless sea and all the earth with ease’ (�	' �5
 %(t 
�)�� /����- �0

	i� %
� �
���	
� 
#
�	
 | 
��,��� ��' (:
 
>��
 ����#��
	� | b�e����).
The Muses’ chariot is also winged, Pind. Paean b.. Other parallels in
Pindar have been discussed by Bundy .
 5%
���- �� $�
$[���: this is very similar to the opening stanza of fr.
C; cf. also .– and Pind. fr. ab. The ‘willingness’ motif provides a
very obvious starting point for a poem of praise; Pindar, too, used it to begin
his song for Theron of Akragas (fr.  �	��	��� 
�������
 S8���
�
 [��

)�V��/���Q�� or the like), and may have done so also in his praise for the
same Alexander, after the opening address (fr. ).
 �	
$��. [���]��� (Maas) or -[�	�]��
 (Grenfell & Hunt)? Pindar uses
���
#��	
 only in the singular, but fem. ���
	���� in the plural: P. .
���
	���� %�)
�
, as in Alkaios .. The ��� links 
���#
 and 2(����,
not the datives.

["�] �;�/���. [���: Grenfell and Hunt refer to Plutarch, Non posse suaviter

vivi  (Mor. c): ‘to gather as from an official journal statistics about . . .
where they drank Thasian wine, <or> on what twentieth of the month
they had the most sumptuous dinner’ (%Q %��������
 �
��)(����� . . . 
	4
u���	
 /
�	
 <H> 
	��� �6���	� %���

���
 
	�����)�����) and to the
testament of Epikouros in Diogenes Laertios .: ‘the meeting of all my
School held every month on the twentieth day’ (��
 (�
	�)
�
 ��
	�	

&����	� ��
.� ���� �6����). These references suggest that the twentieth of
each (?) month was popular as an occasion for private parties and festivities,
but what exactly was being celebrated then we cannot tell. The twentieth
day of the month may have had something to do with Apollon Eikadios,
whose priestess was called 86���, EM .; cf. Nilsson, Gr. Rel.   n..
– H[$��!�] . . . �	
�� ‘tender hearts’; the epithet (‘soft, impres-
sionable’) has been supplied by Maas, cf. Archil. . ��)V�� %� ����)��

C
���� ��)
��. Maas had also thought of, and rejected, �[���#
] – a
child’s, or a girl’s, heart or mind (���#�) may be ����#�, as is that of
the boy Sogenes to whom Pindar’s th Nemean is addressed, cf. lines –
����.
 ���)
�
 ���.
 
�	(#
�
. See also Denniston on Eur. El. .

(�	��� � &�/(�� ��	�
��)� �	���-�: ‘constraint’ is sweet because it
is the ‘compulsion of the speeding cups’, as described by Kritias: /��� G




COMMENTARY: Fr. B.– 247

@��� 	`
�� ������(
���
	
 ���������
 | 
��� ���
	�
���� 
�	
#����
%
' ��Q�� 
��!
, fr. .– ( p. G.-P.). Jebb, following Grenfell & Hunt,
took this to be an absolute genitive (‘as the cups go swiftly round’). This
seems unlikely, because (a) the genitive absolute is much more common in
prose than in poetry (see Chantraine, GH  ; K-G  –; Schwyzer
 –), and (b) it remains unclear why ‘constraint’ (�
�(��) is ‘sweet’.
– Note the ‘chiastic’ inversion of the subjects (�
�(�� . . . ������
 ∼
L�
���#� �� %�
��) combined with the parallelism of the predicates
(���
��� ���#
 ∼ �<�>�������� ��)
��). The third stanza of fr. A
has a similar structure; see there on line . The subjunctives after �X�� are
generalizing or iterative, ‘whenever’ or ‘each time’; a close parallel is Od.
. (‘the gods always appear to us, the Phaeacians’) �X�� /�����
 �(��;
������ &���#����, and similar examples with A�� and +

#�� are listed in
Chantraine, GH  ; cf. Schwyzer   and –.
 �/�$>�� �	
�� ‘warms their hearts’, as in fr. . ���
�� �)��, instead
of the Homeric 6��
��
 (���.� 6�
�� Il. . etc.) which B. adopts in
. and .. The spelling of the subjunctive ending is –���, correctly
preserved in the MSS of Athenaios; the papyrus has ���
��.��, i.e. the first
iota was deleted by a corrector. See on .–.
 I:$%���� �� "�$*� �<�>���:��>�: Athen. has L�
���	� %�
'� ��
�6������, but the papyrus adds �(�) after L�
���	�, which makes the
subjunctive (-����) necessary, in line with ���
���. The metre requires
– T – T-– T – – –, so the line as quoted in Athen. omits one short syllable
after %�
��: this, together with the odd �� , strongly suggests ����������
(���������� Erfurdt, -���� Blass). The verb (mostly in compounds: �
�–-
���–- ����–- 
���–, see Braswell on Pind. P. .a) is related to �`���

‘to kindle’; Chantraine, Dict.   explains it as ‘présent expressif comme
l’indique le suff. -���� et qui s’emploie volontiers au figuré’. As to its
meaning, cf. Stanford, Ambiguity –, esp. : ‘The word . . . combines
two distinct perceptions, movement and light, quivering and glistening’,
and  on Pind. O. .– %
 �5 ��>� �	���� ��#
	� | 2��	�� ���	���
��������	���
 �X���: ‘here more emphasis is on the movement than on
the light, but we may still detect a glint of Pindaric �)((	� in those veering
winds.’ In B., being placed parallel to ���
���, the verb probably indicates
intensification, in the sense that wine ‘warms’ the heart, the thought of love
‘glows’ (rather than ‘flashes’) through the mind.
– &

��(�	
��� . . . &��%/�� ��: Athenaios quotes �
���(
��)
�
(�����(- Dindorf )N�	
�	��	��� �+%���. &��%/�� �� , but pap. P has v
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���(
���
[ . . . . ]| �
�����
, which would make L�
���	� %�
�� the sub-
ject not only of line , but of lines – as well; this seems very unlikely,
as the third stanza focusses on the gifts of Dionysos, not the hope for sex.
Besides, if �����(
��)
� is the original reading, it is more likely to have
been corrupted to ����(– (→ v ���(–) than the other way round. If, there-
fore, Athen. has preserved what is essentially the authentic reading, how
can the mistake in the papyrus-text be accounted for? Perhaps the scribe,
forgetting that a neuter plural noun (�!��) takes a verb in the singular,
failed to recognize the change of subject.
 ?J��/�-: the drinker’s thoughts soar up to heaven as the wine raises
his spirits; Ion of Chios (PMG ) calls wine �����
		
 �
��E
�
 
��;
��
�
, ‘the cheering master of men’, and elegiac poets refer to the drinker’s
�	4�	� 
#	�, e.g. Theognis – Z Y��	
	� �
��.� +�!� ��' �E��	
	�
	F
	�- A��
 �� | 
�
�� M
5� �)��	
- �	4�	
 /���� 
#	
 (‘the witless and
the sound of wit alike turn empty-headed when they drink too deep’), see
van Groningen ad loc. The notion that tipsiness kindles the imagination,
sending ambitious dreams sky-high, also occurs in Pindar, with a slightly
different slant, fr. ab.–: ‘When men’s wearisome cares vanish from
their breasts, and on a sea of golden wealth we all alike sail to an illu-
sory shore; then the pauper is rich, while the wealthy . . . increase in their
minds, overcome by the arrows of the vine’ (7
��� �
��E
�
 �����E����
	`��
��� �)���
�� | ����)�
 /Q�· 
���(�� �� %
 
	������	�	 
�	��	� |

�
��� `��� 
)	��
 V���: 
�.� ����
· | m� �5
 ���,��
- ��
�.� �#��-
�	' �� �X 
�	��)	
��� . . . [dream of power and glory?, and all] �)Q	
���
��)
�� ��
���
	�� �#Q	�� ���)
���); on the likely sense of the lines missing
after line  see van Groningen, Pindare au banquet –. The striking simi-
larity between Pindar’s song for Thrasyboulos and B.’s song for Alexander
suggests that both poets are employing topoi of sympotic poetry of the kind
which Aristophanes parodies in the Knights, where Demosthenes says to his
fellow slave (–) ‘Do you see? When people drink, then they are rich,
successful, win their court-cases, are happy, help their friends’ (+�>��; A��


�
���
 2
���
	�- �#�� | 
�	��	4��- ���
����	���- 
��!��
 �����-|
�9����	
	4��
- o���	4�� �	0� ���	��, quoted in Athen. .c). Those
who believe (with Körte : ; Wilamowitz, Pindaros ; van Gronin-
gen, Pindare au banquet –) that B. is here imitating Pindar’s enkomion for
Thrasyboulos ignore not only the probable early date of B.’s poem, which
makes their assumption almost impossible, but also the question of how one
poet could have known the other’s poem if one was performed in Sicily
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and the other in Macedonia; van Groningen does at least address this ques-
tion, speculating that the audience, a ‘public lettré’, would have known the
competitor’s (i.e., Pindar’s) poem because he would have circulated copies
of it after its performance, and that other copies were also in circulation,
in schools and in the hands of competing poets etc. There is not a shred of
evidence for this; for the first decades, at least, of the fifth century  this
kind of scenario seems utterly anachronistic.
 $���-� �%/��
�� �:��: the image of the ‘battlements of cities’ is
borrowed from Homer, cf. Iliad . \�	��� . . . ��,���
� �����
, Od.

. \�	��� ��	��
 . . . ��,���
�, see also Richardson on h Dem. . A
similar metaphor is implied in the compound �9��)��
	� applied to cities,
as in Il. . and Hes. Th. , see West ad loc.

�	KL ��: in Homer, the present and imperfect forms have short �, except
in Od. . and Il. . for the sake of the metre, see Chantraine, GH 
– and Wyatt, Metrical lengthening . It seems unnecessary to alter the
verb to �����
 (as Blass suggested).
 &��%+$��� 
���%������: the verb is first found here and in Pindar,
Pae. . and P. ., but the noun, �	
�����, is used by Alkaios .,
�	�
���	�/�#
���	� by Solon . and Theognis .
 "�������: B. may be thinking of Menelaos’ palace, which impressed
Telemachos by its wealth, Od. .–. Ever since Mycenean times, wealth
had manifested itself through gold, silver and ivory (see Krzyszkowska,
Ivory). In the Odyssey, for example, Odysseus’ gift is made of bronze, silver
and ivory (.–), Penelope’s chain is inlaid with ivory and silver (.),
the bed with gold, silver and ivory (.); in the Iliad, cheek-pieces of a
bridle, made of purple-stained ivory, are described as extremely precious
(.–, cf. .); see also Sappho .–, Alkaios .–, Anakreon
PMG .–; in a figurative sense, in Pindar, N. . (of the preciousness
of his song).
– $	%���%�� . . . $��#���: the earliest explicit reference to mer-
chants wishing to make a fortune from overseas trade is in Solon .–
+ �5
 ���� 
�	4�	
 ��>��� | %
 
���'
 ��,�1�
 	`���� �)��	� 2(��
,
although references to treasures brought home from overseas are already
found in the Odyssey (.–), and Alkaios’ brother Antimenidas brought
back a precious scabbard of gold and ivory from Babylonia, fr. , on
which see Page : –. Alkaios himself travelled to Egypt (fr.  =
Strabo .), as did Charaxos, Sappho’s brother (Sappho frs.  + b, see
Page : –), presumably on business, and Solon, who went there ����
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%�
	���
 7�� ��' ������
 according to Aristotle (Ath. Pol. .). Greek mer-
chants were allowed to settle at Naukratis, the colony founded in the Nile
Delta by the Milesians in c. , by Pharaoh Amasis (Amosis II Khne-
mibrê, – ), cf. Hdt. .–; see Lloyd on .– with bibliog-
raphy. Lucrative trade with Egypt may have been a motif in New Comedy
(Philemon?): see Plautus, Mostellaria  where the merchant Theopropides
is returning from Egypt. However, evidence for the grain trade between
Egypt and Greece is scarce before the fourth century; see Roebuck :
–.
 �;(�/���� $����� ‘a dazzling sea’; the epithet is given to Mount
Olympus by Homer (Il. . etc.) and Soph. Ant. , to the Golden
Fleece by Pindar, P. ., and Ap. Rhod. ., even to a horse’s harness
(Pind. P. .), but never to the sea, although Homer once gives it a similar
epithet, 7�� ������)�
 (Il. .).
 M� $������� 5%
����� ���%: having first focussed on the young men
who are thinking of sex (–), then on the various ambitions of adult men
(–), the poet now brings the whole passage on ‘high hopes, kindled by
wine’ to its conclusion. It is a variation on the Homeric formula w	� + ��4��
R����
� ���� ��)
� ��' ���� ���#
 (Il. . etc.), in that B. makes the
heart subject: ‘thus (i.e. with such thoughts) ponders the drinker’s heart’;
the verb is intransitive (the transitive form would be +��>�, as in . and
fr. D.).
 N. $[�]�. : here the second part of the song seems to begin, starting
with an address to the prince himself which is appropriate for a young
man, hardly for a ruling king. Admittedly, Hieron is addressed by Pindar
(P. .–) as [ N��
	�)
��� 
��, but then Pindar refers immediately to
his power (��� ���
 ��
���
) as king of Syracuse.


�(��[: the accents in the papyrus (�5(��[ ) show that this was part of
a compound, such as ��(��#����� (suggested by Snell, cf. . and fr. .)
or ��(��	���
)�, which could refer to Alexander’s athletic ambitions; cf.
Pind. P. .– ��(��	���
�� . . . U���?��̄� (= Achilles).

�
:���: supplied by Maas; the address [ 
�� requires a patro-
nymic, as in Pindar’s song for Alexander, fr. . 
�� ���������� ���
��.
Before the name, one might expect an epithet of three long syllables, such
as M. [V���)�	� (Snell) or �]9. [Q��
	� � (Schadewaldt).
 . . . ]�. (or ]f. ): there are few supplements that will produce a dactylic
word ( – T T ) ending in either � (i.e. � � - if hiatus was avoided) or �. One
possibility is 2��]�, which might suggest something like (–) [2��]� 	9
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[��)��
 (
[�	(#
�
 ?) �	�]#
[�� �#�
	
 | m
 �0] ���[��· ‘you have
not heard such praise of your ancestors as you yourself have received’; for
�	�#
�� . . . A
 (instead of 	i	
) one could compare Od. .– �	�� (��
	B 
	�
.� 7�� /������- j
 �� ��' 2��	� | �
)��� W�,��
�	, .–; cf.
Theognis –; Soph. Ant. ; also in prose: Plato, Phd. b.
 ]�/�[��.]�� ( ]���[. . ]�� pap.): Snell thought that the accent was put
to avoid confusion with ���#
��, hence his supplement ���[	
·] which
would be a third person plural; but it is difficult to see what its subject
might be.
– �� (<% . . . �[��/ ‘for what greater gain is there for men than
to gratify one’s heart with fine deeds?’ This was Snell’s tentative recon-
struction, based on B. .– A��� ��!
 �3����
� ���#
· �	4�	 (�� |
����)�
 M
)����	
. For ���!� ����1����� + acc., cf. Theognis , ,
 (���!� ����� ����1	�)
�, sc. "�(,: ‘anger gratifies the heart with bad
things/consequences’).

After this line, there seem to be remains of three more stanzas ( lines)
before the next poem (in a different metre) begins – provided that Snell’s
placements of frs. , , , , , ,  and  of papyrus P are correct.
The remains are too scanty to allow reconstruction.

FR. C: FOR HIERON OF SYRACUSE

Papyrus P fr.  preserves parts of the first twenty lines of a column. It is the
beginning of a poem; its title is written to the left of its first line: [r]���
�
[f�]���	���� (on Hieron, see the introduction to Ode , above p. ).
Since its publication, a number of smaller fragments have been joined or
placed, nearly all of them by Snell, with the help of the metre and the
fibre structure. They represent more than forty lines in total, of which 
form one column, which is followed by remains of another  lines of the
next column. Since the latter are extremely fragmentary, they have been
omitted here.

The poem preserved in this column of pap. P and most of the next fits
the pattern of enkomia, as does fr. B. It was destined to be performed at
a symposion (line ), ‘for Hieron and his chestnut horses’ (lines –). This
must be a reference to his victory in the chariot race, either at Delphi in 
or at Olympia in , but as there seems to be no reference to the latter,
line  is likely to refer to Hieron’s Pythian victory of , and the possible
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date of this poem would seem to be not much later than . It is written
in six (?) six-line stanzas in dactylo-epitrites.

– G�$- ��(	���.[� ���
�] �/%�����·: the papyrus has punctuation
after ������	
· In view of �,
�, the verb to be supplied in the gap can
only be a subjunctive (
���� Maas, Körte) or imperative. Maas (: –
 = Kl.Schr. –), having examined similar self-exhortations in Pindar,
concludes that (a) the first-person singular subjunctive is used only after
imperatives like 2(�- �)�� etc. or after particles with imperative meaning,
such as ��4�	 or �`�, and (b) that the first-person plural subjunctive, though
possible, would be hard to accommodate in the short gap which could only
admit a verb like �
!��
 or %!��
, which would be stylistically unconvinc-
ing. This leaves only an imperative: Maas’ supplement �	��� ‘put to sleep’
is based on Pindar, N. . ���� A��� �3�	��	
 /(���� ����
 and AP .
(Simonides?) ������	
 	9�5 ��
t
 �3
���
, which both imply the notion
of the instrument being ‘asleep’ while not being played; ��,�
� (Edmonds)
or rather ����
� is also possible, ‘do not yet hang up the barbitos . . .’
 
���[-]: cf. the very similar asyndeta +����
� in fr. B. and %�)���
in ode ..
 0���
�� G�	�)[�: for ‘flower’ as a metaphor for song or poem, see
on fr. . .
 �
]�%���: the epithet is Homeric, cf. Od. . = . B���#����

�	��,
, also ., .– etc.
 AO]�. ���: Pindar’s first Pythian was also sent to Aitna for Hieron’s
celebration of this Delphic victory with the chariot in . Pindar’s victory
ode focusses as much on the establishment of his son, Deinomenes, as ruler
or governor of the newly renamed city of Aitna (= L���
�- Catania) as on
Hieron’s chariot victory. His residence remained, however, at Syracuse, so
that the Alexandrian editors of Pindar’s and B.’s odes had no problem in
describing him as a Syracusan. His celebration may have been a political
gesture, a message that the powerful ruler of Syracuse was also in control of
the city of Katane. That city had been founded, as Strabo .. records, by
the ‘Naxians’ of Tauromenion (Taormina, founded in the eighth century
by Chalkidians and Naxians). Hieron uprooted the local Ionian population
and resettled them at Leontinoi, while recruiting  Dorians from the
Peloponnese and another  from Syracuse to replace them at Katane,
which he renamed Aitna. He imposed a Doric constitution on them, as
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schol. Pind. P. .c ( p. Drachm.) states. The fullest account of this
brutal act of ‘ethnic cleansing’, for which the original (‘Naxian’) Katanians
later took their revenge, can be found in Diodoros ., cf. Strabo ...

"P������: the conventional Homeric epithet appears particularly sug-
gestive in this context, almost as a wish for good fortune; cf. Pind. P. .–
and –.
– �; �[�* $%]����� ‘if ever before’, ‘since’; for �6 in causal sense (Lat. si

quidem ‘since’), cf. Pind. O. . and .; B. .; other examples are listed
in LSJ s.v. ..
– �!� . . . ��%[������ . . . ] . . . �� �[�]���: whatever one might
supply at the end of line  (%Q���#
�� U��	� or %
 L����� �� &�#
�� Barrett,
%
 N���	�� �� &�#
�� Snell), the �� in line  shows that two victories of
Hieron’s famous racehorse Pherenikos are referred to here, i.e. in addition
to his Olympic victory in  (– %
’ �Y�]�[�]!�) also a victory at Delphi,
where Pherenikos had been successful in . For the supplement %Q���#
��
one could quote Pind. I. . �)���
 . . . ����	� %Q�4��, for &�#
�� Pind. P.
. �����
	��- �	0� . . . x��)
��	� I��
 L����� 
	�) and P. . �X�	� . . .
O

	�� &�E
.
– The initial letters of these four lines are preserved in fr.  of
pap. P which Snell placed here. The spacing in line  confirms that the
papyrus had Y�]�[�]��, not -�[��]�� (Pindar always uses the spelling with
-��–, except in O. . where the metre requires a long syllable; B. spells
it -��– except in . and .). In the margin to the right of line  are
remains of a note: ����[

�. [.]�. c.[
which may have been x��)[
��	� �)��� S r)��
	�

�. [	]4. f�. [���	���
 �����)��, or the like.
– The gaps in the papyrus are too wide to make attempts at a
reconstruction of these lines profitable. What seems reasonably probable is
that �#�� in line  ought to refer to a previous occasion (perhaps anticipated
by �6 �[�' 
�]#���
 in –) when a song by B. had been performed in
Hieron’s honour; the ‘maidens’ (�	4���) may be the Muses, or there may
be a choir of girls (and boys ?) who sang ‘then’ (�#��), perhaps at Olympia:
this assumption is behind Snell’s tentative suggestion �0
] %�	' �#�� �	4���.
[�� W?���	� �� ] A��	� N�.� 
�(��. [��	
 2��	� (= Olympia) | 
>
 �����

�E]�	[�]� �. �.����
 ‘then with me (came ? sang ?) maidens (and youths) who
made the all-gold (sanctuary) of Zeus (loud with celebration)’ ? The next
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three lines may, as [A���]� %
���	
��
  would suggest, have contained
a general statement leading on to the superlative praise for Hieron which
follows in the fourth stanza.
 $/(�%.[	���: cf. Pind. O. . (a cup, �����), P. . (the Golden
Fleece).
– ����]�� . . . Q$�. [��� | 
	%��]�: in choral lyric, this motif is
often used as a foil leading up to a capping statement, as in B. .– and
.–, Pind. O. .– (���#
��	� �� �F
	� . . . %� ��	4 �� �
�� ���.),
N. .–, N. .–, O. .–, P. .–. These and similar passages
are discussed by Bundy –, who states that ‘a foil term may be subjective
(or objective) when first introduced, but become objective (or subjective)
before the capping term is reached . . . Although Bacch. frag. C.f. are
similarly ambiguous, I believe that the summary foil which they contain
is subjective (at least with reference to the capping term introduced by
�0
 ��!� �) in line ), just as in .ff. the summary foil ����]�� �� �
��!

���[��' ���. is subjective with reference to 
4
 ��, in line . The laudator
means to say, “Though the resources of art are boundless, I shall abandon
all device and say simply and with confidence that the sun never looked
on a better man”. But the audience, familiar with the conventions, will
perceive the precise implication, “Whatever approach I take, I can’t please
everybody, for each will have his own vision of Hieron’s greatness, but I
know all will agree when I say . . .”.’
 �R� ��

�
�� ‘with god’s help’; ‘it contrasts inspirational with mechanical

praise; the laudator will have recourse not to the devices of art . . . but to a
natural and spontaneous enthusiasm that is divinely inspired’, Bundy .

�[�]%.��[��� $���:��- (Maas, cf. B. ., or ��	,�� Schadewaldt):
this kind of phrase often introduces a statement amounting to a superlative,
as in B. .–; see also on B. ..
 �2��]�� . . . S. [��%�� ����%)�: cf. Pind. P. .– �6 �) ��� . . . �)(��
I���#
 ��
� �
� S8����� . . . (�
)���� M
)����	
 ���.; for other variations of
the phrase ‘the best/most beautiful etc. under the sun’ cf. Sappho , Eur.
Hec. –, Kall. h. .–, and possibly Ibykos (?), SLG  fr..–.
– ����. [�]� . . . ��((�� ���� &��%+$[�	� ��%�	��: Snell’s sup-
plement links �#��. [	]
 with 	3��]
’ (), ‘no other man so great’. Maas
suggested ���� �
��E
[�
 �)	
��, which would make Hieron subject,
�#��. [	]
 . . . �)((	� the object of �)	
�� and a metaphor for ‘blessing,
joy’: ‘(dawn) looks down at no other man who has showered mankind with
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so much light’. Although word-order would favour Maas’s suggestion, it
seems difficult to see in what sense Hieron could have ‘showered mankind ’
with joy, glory, or benefactions: if this were what B. wanted to say, he would
probably have said ‘his people’, or ‘the Syracusans’. Snell’s supplement
may therefore be preferable, ‘dawn that brings light to men never saw a
greater man’.

FR. D

. Text and metre

Of this poem, only about eleven lines are sufficiently well preserved to
reveal their content. They are contained in two papyri, P and Q, though
in divergent colometry; P fr.  overlaps with lines – (= Q col.ii –),
and P ‘new fragment ’ (P.Oxy. e. fr. ) contains remains of two lines
of text separated by five lines of a scholion which refers to line  of this
poem, where the number of Niobe’s children is given as ten sons and [ten]
daughters: – �)�� �� We�)	�� �[)�� �� �9
�#]�	�[� 7�� | �	<�>���, in
agreement with a statement in Gellius, N.A. . Homerus pueros puellasque

eius (= Niobe’s) bis senos dicit fuisse, Sappho bis novenos, Bacchylides et Pindarus

bis denos. With the supplements suggested by Lobel and Snell, this ‘new
fragment ’ can be reconstructed as follows:

]LY$_y[
�
���	(�]� ����
 
��� [�	� �����	�
	�� ��̄ (]�(�
����� �Q [��	�� ��� �Q

��(��]����- �
�� ��� [�
�� 8�–
��
��]��- ���� ��� �[��� �����–

����]� ��� U[�
]���	. � [
]\8. [ ]z. _. $8. [

The five lines of the scholion, in small script, occupy the space to the right
of three lines of the main text, between two rather long lines. This cannot,
however, be reconciled with the text as it stands in pap. Q; it seems therefore
that the colometry in pap. P was different from that in pap. Q (this would
not be a unique case; another example of divergent colometries is B. ).
W. S. Barrett, in a letter to B. Snell, suggested the following reconstruction
of lines – in pap. P:
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UYrN8fN8LY\{ru8_ϒfN8LY\8ϒUp_]LÁ$_ϒ. [fY$Y
L_<ϒ>zYf\Y|ϒYL8fr|r_rfh
\Y|N8UY\{z8frN}|
ϒ~r<ϒ^_f_ϒzY|_u8|
<8ϒf8p8{f8|Y|YL8f\_rfLY\Y]\8. [r]z. _. $8. [|Y|
Y�8fr| ���.

Barrett also suggested altering �9
�	]���	�. [� to �9
�#�	�� because
sequences of more than three dactyls are not found in choral lyric dacty-
loepitrites (for compounds of -
�#�	� corrupted to -
�#���	� in Pindaric
MSS, see O. . and I. .), and �6���E
 () to %���E
. We would thus
get a strophe of  lines (against  as in Q):

– T – – – T T –[ T T –(–)? e – D(-)
– – T – – – T [ – – – E –
– – T T – T T – [ T T – ] T – [ T T-- – D d

T e ‖
– – T T – T T – – – D –
– T T – T T – D
– – T T – T [ T – – D
– T T – T T – –[ – T T ]– T T – D – D

T T – – – T T – T T –[ T-- d – D – ‖
– – T – – – T – –[ – T – (–) E – e (-) ‖|

The punctuation after 6	��h () seems to favour this colometry; it would also
provide space for a suitable participle in line  to accommodate 2����
 ().
All in all, Barrett’s reconstruction of the colometry in pap. P has a good
chance of being correct.

. The myth

From line  to line  the poet tells the sad story of Niobe and the death
of her children (on the function of this poem as a ‘negative enkomion’, see
above, p. ). As this section begins with 	9�), and as there seems to be
no space for a verb at the end of line , |�#�� [(�
��
 (or |�#��[� (�
�� ?)
may be the subject (or object) of a verb in the preceding stanza (see below
on line ), in which a story of a similar nature may have been told, possibly
about a ‘good-looking wife’ (�9����� 2�	�	�, ). Who can she be? Lobel,
following the clue of _r|[ in the papyrus, initially thought of Oinone
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(2�	�	� U. [���	�, cf. Apollod. .. and Diod. .) who threw herself
from a tower, according to Lykophron (Alex. –), or hanged herself when
she learned of Paris’ death (Konon  = FGrHist  F ; Parthenios ,
cf. Hellanikos FGrHist  F ), or burned herself to death on Paris’
funeral pyre (Quint. Smyrn. .–). On second thoughts, however,
Lobel rejected this idea on the grounds that Oinone had nothing in com-
mon with Niobe; instead, he suggested Althaia, the wife of Oineus (2�	�	�
_6
[:	�): ‘The parallel will be between mothers who by their own action
caused the death, the one of her son, the other of her whole family’ (Ox.Pap.
 p.).

Although this connection appears possible, an explicit reference to
Althaia’s beauty seems odd, not only because there is no other evidence
for it, but above all because it would have no function in the context of the
Meleager myth. There is, however, a third possibility which may deserve
consideration: could she be Meleager’s wife, the ‘beautiful Kleopatra’ (����
L��	
����, Il. .), who urged him to go on his ‘last path’, i.e. into
battle against the Kouretes (Il. .– $��)�(�	
 %a1�
	� 
����	���� |
������� "���	�)
�), where he was to be killed by Apollo? Cf. [Hes.] fr.
.–; .; Minyas PEG fr. = Paus. ..; Ant. Lib. .. In this
case, R�����
 would be transitive: – $. [��)�(�	
] | �	�����
 R�����

_6
[����
 �)����	
 ‘she drove Meleager, Oineus’ son, onto his last path’,
cf. Il. .– where Paris says to Hektor 
4
 �) �� 
����
	4�� 2�	�	�
�����	�� %
)����
 | R����� %� 
#���	
. The link to the Niobe story would
be that she unwittingly caused her husband’s death, as Niobe caused the
death of her children; both grieve unconsolably, Kleopatra hangs herself
(Apollod. .. and Ant. Lib. .).

On the Niobe myth, see Barrett, Niobe.

 .����: of the first letter, only the foot of an upright remains which
descends below the line; Lobel therefore suggested @–]| V.	��
 (which he
took to be a reference to hanging oneself, see above). But � seems also
possible (�.#��
): although � does not normally descend below the level of
the other letters, it does in fr.  of this papyrus (Q , see Ox.Pap.  pl.) at
the beginning of a line.
 �������� . . . [�)����	
 or +�#
? So (without article) Eur. Alc. 
M�����
 +�#
, Med.  ����	
������
 +�#
, Ion  �����
 +�#

(with article: Soph. Ant.  ��
 
����
 +�#
, Tr. – ��
 
�
������
 |
+�!
 C
��!
).
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T%
���� U;�[����� ‘she urged the son of Oineus on’?, cf. Ap.Rhod.
.– _6
�?��� . . . ��	�����'� L����!
	� | ���,��� $��)�(�	�, SH 
= P.Brux.  col.ii  _6
�?��� $��)�(�	�. For transitive +��>
, cf. Il. .
(quoted above), B. ., Thuc. .. %� �. 
	�����
 . . . +��:���, .
(Pericles) %� �.
 
#���	
 R��� �	0� ���
��	��, .. (the Acharnians)
+��,���
 ��' �	0� 
�
��� %� ����
.
 ���$�����: not elsewhere attested, but cf. ����
�
�,� . and
., and Od. . (Odysseus) ��,�	��� %
 ��,�����
 /��
 ����
�
�)�
���#
.

V����[ � � – (– ?): in the next line, ��
 �����
 cannot refer to Niobe,
because Apollo and Artemis killed not her, but her children; Lobel therefore
suggested |�#�� [(�
��
 (or perhaps ->� or ->�, depending on the verb to
be supplied), rather than |�#��[� (�
��, because ���
�
�,� seems much
more suitable for Niobe herself than for her children. The verb may have
been something like ‘she could not save’, or ‘she could not bear to see
destroyed’: either would be suitable also for Kleopatra, see above.
– W���#� . . . $�����: �(��#� ‘noble’ is usually said of kings and
heroes, rarely of gods: Persephone in Od. ., the Olympic gods in Hes.
Th. , the Titans in Th. , Lachesis in Isyllos’ Paean  (Coll. Alex.
p. = Käppel, Paian  = Furley and Bremer  ).
– On the possibility of reconciling the text of pap. Q with that of pap.
P (P.Oxy. e ‘new fragment ’) see above, p. .
 ����: in poetry and in the mythographers, the number of Niobe’s
children varied from five to twenty. The lowest number, two + three, is
given by Herodoros, FGrHist  F  = Apollod. .. ��	 �5
 2���
��-
����� �5 ������� (but one MS has �)������ �5
 2���
��, apparently to
bring the numbers into line with those in Hellanikos, FGrHist  F : four
+ three); six + six Il. .– and Pherekydes, FGrHist  F  (with
names), seven + seven Lasos, PMG  = Aelian, V.H. ., Aesch. fr.
b, Soph. fr. , Eur. fr.  (= schol. Eur. Pho. ), Aristoph. fr. 
(PCG  , p.), Apollod. ..; nine + nine Sappho fr.  = Gellius, N.A.
., ten + ten [Hes.] fr. , Mimnermos fr. , Pindar Paian  (cf. Aelian,
V.H. .), and perhaps Alkman PMG  =  Calame (= Aelian, V.H.
. �����
 �)�� ����, which Barrett believes to be a misunderstanding
of ‘ten sons’ or ‘ten daughters’ as ‘ten children’, Niobe  n.).
 ���	/����� ;���: ��
�,���/��
�,��� ‘with long edge’ is said of swords
or spears in Homer (Il. . etc., once of an axe: Il. ., once also of
branches in a simile: Il. .–, which evokes the image of missiles flying
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to and fro, ‘a fine example of interaction between a simile’s diction and its
context’, Janko ad loc.). Cf. ��
�(�E��
�� "e��	�� Il. . and AP .
(Simonides), Quint. Smyrn. ., Nonnos ..
 ?J�X	(�� ‘high-throned’ is a Homeric epithet of Zeus (Il. . etc.);
also Hes. Op. , B. .– and .–.
– =�%�����[�] �)�� ‘a jagged rock’; in Homer, the epithet is said
of stones which kill (Il. ., .–, Od. .) or wound (Il. .)
fighters. In B. it seems designed to create compassion with Niobe. According
to Pherekydes (FGrHist  F ) and Apollod. .., who may both reflect
Sophocles’ Niobe (see Barrett, Niobe ), it was Niobe herself who prayed
to be turned into stone; B. agrees with schol. A on Il. . ���
	4��

	X
 ��
 |�#��
 �. �	�	4�	 ��������� <�0� %��,��� �6� ���	
 ���)����

���. (the story is there attributed to Euphorion, but it is not certain that all
of it comes from this source).
 ���[: another mythical example of a similar nature may have filled
the next stanza.



APPENDIX: VASES REFERRED TO IN
THE COMMENTARY

 Paris, Louvre G  (amphora by Myson); ARV ; Para ;
Add. ; Boardman, ARFV fig.; Simon, Vasen pll. –

 Corinth, Mus. T. (fragments of Attic hydria); ARV .;
Beazley  pl. 

 Châtillon-sur-Seine, Musée (bronze crater from Vix); Joffroy,
Le trésor de Vix; Richter, Handbook of Greek art –, figs.  and


 Florence, Mus. Arch.  (volute crater, ‘François Vase’); ABV

.; Para ; Add. ; Simon, Vasen pll. –
 Bollingen (Switzerland), R. Blatter collection (fr. of b/f dinos);

R. Blatter, ‘Dinosfragmente mit der kalydonischen Eberjagd’, AntK 
() – pl.. + ; Para ; Schefold, Myth and legend pl. b;
LIMC   no.

 Naples, Nat. Mus., Coll. Santangelo  (black-figure lekythos);
Fairbanks, Athenian lekythoi  no. and pl. .

 Rome, Vatican, Coll. Astarita A  (Corinthian crater);
Amyx, Corinthian vase-painting  ;  ;  pll.  and ; LIMC

  no.;  no.; Beazley : – and pll. –; Schefold,
Myth and legend  pl. 

 Athens, Museum of the Argive Heraion (fragments of early
Attic dinos from the Heraion at Argos); J. M. Cook, BSA  (–)
; Brommer, Vasenlisten p.  (A.); Brommer, Herakles  ; C.
Dugas, ‘La mort du centaure Nessos’, RÉA  () – pl..;
Gentili, Bacchilide f.; March, Creative poet f. and pl. ; LIMC 
 no. 

 Cerveteri (hydria from Caere, formerly in Rome, Villa Giulia);
Hemelrijk – no. fig.  and pl.; March, Creative poet  and
pl.a

 Paris, Louvre C  (hydria from Caere); Hemelrijk – no.
fig.  and pll. –; Schefold, Gods and heroes  fig.; March,
Creative poet p. and pl. b

 Rome, Villa Giulia (hydria from Caere); Hemelrijk p. no. B
fig.  and pl.; LIMC   no.
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 Basel, Antikenmuseum, Käppeli collection 
(relief-decorated amphora); Schefold, Myth and legend pl. a;
Brommer, Theseus pl.; LIMC  – no.

 Paris, Louvre G  (r/f kylix); ARV . + ; Para ; Add.

; Boardman, ARFV fig. ; Brommer, Theseus f. and pl.;
Neils no.; LIMC   no.

 New York, MMA .. (r/f kylix); ARV .; Neils no.
(fig. on pl.); LIMC   no.

 Zürich, University Archaeol. collection L (amphora); ARV

.bis; C. Isler-Kerenyi, Lieblinge der Meermädchen (Zürich )
fig. b, a, ab, ab; J. M. Barringer, Divine escorts  no. and
pll.–

 Paris, Bibliothèque Nationale, Cabinet des Médailles 
(calyx crater); ARV .; Add. ; Neils no. (fig. pl.);
Brommer, Theseus  fig.; LIMC   no.;   no.;  
no.

 Cambridge/Mass., Harvard University, Fogg Art Museum
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pll.–
Dugas, C. and Flacelière, R. Thésée: Images et récits (Paris )
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Amsterdam )
Pindare au banquet (Leiden )
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A. Krug (eds.), Festschrift F. Brommer (Mainz ) – and pl. 

Sardis from prehistoric to Roman times (Cambridge, Mass. )
Headlam, W. in A. D. Knox (ed.), Herodas: The mimes and fragments (Cam-

bridge )
Heitsch, E. ‘Die nicht-philosophische �������’, Hermes  () –

Die griechischen Dichterfragmente der römischen Kaiserzeit, – (Göttingen
–)

Hemelrijk, J. M. Caeretan hydriae (Mainz )



268 WORKS CITED

Hignett, C. Athenian constitution to the end of the fifth century BC (Oxford )
Hoey, T. F. ‘The date of the Trachiniae’, Phoenix  () –
Homolle, T. ‘Le trépied de Gelon’, BCH , , –
Hooker, J. T. ‘Arion and the dolphin’, Greece and Rome  () –
How, W. W. and Wells, J. A commentary on Herodotus,  vols. (Oxford )
Hunt, A. S. The Oxyrhynchus Papyri  () – (no. e)
Hunter, R. L. Theocritus and the archaeology of Greek poetry (Cambridge )
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Hermes  () –
Jost, M. Sanctuaires et cultes d’Arcadie (Paris )
Kamerbeek, J. C. The plays of Sophocles, vol.  (Leiden )
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Argos (giant) , , 
Argos (town) , , 
Ariadne , , 
Arion , , 
Aristarchos , , , , 
Aristonoos 
Aristophanes , , 
Aristophanes of Byzantion , , ,


Artemis , , , , , ,

, , 
asyndetic pairs of epithets 
asyndeton , , , , , ,

, , , , , , ,


Athena , 
Augustus 

baccheus 
brevis in longo 

catalexis 
centaur 
see also Nessos

choriambic dimeter 
classification , , 
clausula , , 
cock 
cola 
colometry , , , 
colour , 
colour compounds , , , 
compounds , , , , , ,

, 
conditional clause , , , 
consecutive infinitive , 
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contrast , , , , , , ,
, , , , , 

convivial poetry , 
coronis 
correption , 
cretic , , 
cult songs , , 
Cyclopes 

dactyloepitrite , , , , ,
, 

Danaos 
dancing , , , , 
Dante 
Deianeira , 
Deinomenes, son of Hieron , ,

, 
Delia: see Apollonia
Demokritos , 
Dickens 
Didymos , , 
digamma , , 
Dike , 
Dionysos , , , , , , ,

, 
dissimilation 
dithyramb , , , , , , ,


dolphin 
Doric , , , , 
dramatic climax , , , , ,

, 
dramatic tension , 
Dryopes , 
dual 

eagle , 
Egypt 
Eirene 
see also peace

élitism , 
elliptical narrative 
emotional appeal , , , , ,


see also pathos

encomiologicum 

enkomion , , , 
see also negative e.

Epaphos , 
ephebe , , , 
epic flavour 
epic forms 
epic lengthening 
epic poetry 
Epicharmos , 
epithets , , 
epode , , 
Eriboia , 
etymology , , , , , ,

, , , 
Euenos, son of Ares , , , 
Eumelos 
Eunomia , 
Euphronios , 
Euripides , , , 
Eurystheus 

flowers , , , , , 
formal structure , , , , ,

, , 
François Vase , , , 
future 

Gelon, son of Deinomenes , 
generosity 
Giants , 
glyconic , , 
gnomai , , , , , , , ,

, 
gold , , , 
Graces , 
Gyges , 

Helen , , , 
hellanodikai 
see also judges

hemiepes , 
Hera , , , , , 
Herakleides Pontikos 
Herakles , , , , 
herald , , , 
Hermes , , , , 
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Herodotos , , , 
Hesiod , , , , , ,

, 
hiatus , , , 
Hieron, son of Deinomenes , , ,

, , , , , , , 
Hipparchos, son of Peisistratos 
Hippodameia 
Homeric compounds 
Homeric forms 
Homeric vocabulary 
Horace 
horses , , , , , , ,


see Pherenikos

Hybris 
Hyperboreans , , , 

iambic: see metre
Ibykos , , , 
Idas , , 
imperfect of attempted action 
intertextual reference , , 
see also ‘quotation’

intrusive gloss , , , 
Io , 
Iole 
Ionians , 
Ionic , 
ionic dimeter 
irony , , , , , , ,


ivory 

judges , , 
see also hellanodikai

Kalamis , 
Kallimachos , , , , , 
Kalydonian Boar , 
Kerberos , 
Kerkyon 
Keyx , 
Kimon , 
Kleio , 
Kleopatra 

Kroisos , , 
Kypria , , 
Kyros , 

Lasos of Hermione 
lekythion , 
‘Lemnian fire’ 
linen 
‘link-syllable’ , , 
literary models , , 
see also intertextual reference

Longos 
lost victory , , 
love-charm , 
lyric poetry 

Maas’s Bridge 
Marpessa , , , 
Melampous, son of Amythaon ,

, , 
Meleagros , , 
Menelaos , , , 
metre: aeolic , , 
iambic , , 
trochaic 
see dactyloepitrite

Mikon 
Milton , 
mimesis 
Minos , 
Minotauros , , 
Mnasalkas 
Moira 
Mouseion 
Muses , , , , , , ,

, , 
see also Kleio, Ourania

muta cum liquida 
Myson , , 

name-cap , , 
negative enkomion , 
negative superlative 
Nereids , , 
Nessos 
nightingale , 
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Nika, Nike , , 
Niobe , , 
Nostoi 

Odysseus , 
Oichalia 
Oinomaos , 
Onatas , 
Onesimos , , 
oral poetry , 
oratory 
Orphic eschatology 
Ourania , , 
Ovid , 

paean , , , , , 
paeon , 
Paktolos 
Panathenaia , , 
Panhellenic festivals 
paragraphos , 
Parmenides 
pathos , , , , , 
Pausanias , , , 
peace , , , , , ,


Peisistratos , 
Pelops 
Pergamon 
period 
Pherekydes , , , 
Pherenikos , , , 
Phoronis 
Phrynichos , , 
Pindar , , , , , , , , ,

, , , , , , ,
, , , , , , ,
, , , , , , ,
, , , , , , ,
, , 

Plato , , , , 
Plutarch , , , 
Polykrates of Samos , 
Polypemon 
Polyzalos, son of Deinomenes ,



Poseidon , , , , , , 
‘programme’ , 
Proitos , , , , , 
Prokoptas (Prokroustes) 
prolepsis , , , , 
Prometheus , 
prosodion 
Ptolemy I Soter 
pun , , , 
purple , 

quotation , , , , , ,


repetition , , , , 
responsion , , , , 
‘ring-composition’ , , , 

Sappho 
Sardis 
self-address 
self-confidence 
self-exhortation 
self-presentation 
see also sphragis

silence 
sillybos , 
simile , , , , 
Simonides , , , , , , ,

, , , , 
Sinis 
Skiron 
skolion 
Solon , , , , 
song as ‘path’ 
Sophocles , , , , ,


sphragis 
statues , 
Stesichoros , , , , 
Strabo 
strophe , , , 
Styx 
superlative , , , , , ,


negative s. 



INDEXES 277

swan , 
symmetry , , , , , , ,

, 
synekphonesis 

Terpander 
Theano 
Themis 
Theognis 
Theokritos 
Theseus , 
‘Throne of Amyklai’ 
Tibullus 
Timokreon 
Tiryns , , , , 
titles , , , , , , , ,


tragedy , , , , , , , ,

, , , , 

tragic plot 
transition , , , , , , ,

, 
triad , 
tricolon , , 
tripods , , , 
trochaic see metre
trumpet , 

verbal correspondence 
verbal echo , 
Virgil 

willingness-motif , , , ,
, 

wings 

zeugma 
Zeus , , , , , 

. GREEK WORDS

M 
N8��8>)*� 
�2>.��� 
L2*$#* 
�2*�B� 
62$*'* 
�2� *' , 
�!'*/)�� 
��$$�!�B#*� 
L.��� 
*-2$>� � 
*-�$B���#/�� 
�O0/ 
L$*=)�� 
�$".� * 
L$�7�� 
�$�()>P� / 
�#* #>(�)�� 
�#�'8� / 
�#�)�B! (�� 
�#+==� / 
�#Q 8>$$� / 
�#Q ��$�;/ 

�/* !�#>7*� 
�/*�>$$�=.* 
��2�OQB/)&� 
���)" 
�)>�8*()�� 
L)��)�� 
*,!>� � 
*,$�' 
*,7�;/ 

8>�8 )�� , 
8*�+� 
8$%Q*��/ 
8�4� � 
8�'.�=.* 
8�+� / , , 

2� #%/ 
2�$*/�5/ 
2/4#* 

!*'#9/ , , , 
!*RQ�9/ 
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!%�(� / 
! * .+==� / 
�'(* , 
!'(* 
!'(& 
!� >P� / 
!�/�;/ 
!�=�*'�*$�� 

12(0# �/ , 
�- in causal sense (= siquidem) 
�-(>� 
1(! !B/* 
1$�Q*/)B(9��� 
1/!�(%9� , 
1/)+� / (1/)+/� /) 
1�'/ (�� 
1�*)B� 
�,.+! (�� 
�S#� ��� 
�S�7.�� 

T , , , 
T�* + genitive 

.�$&#B� 

.�3/�� 

->�)� / 
U���!'/&)�� 
<=7� / 
-=7��B� 

(*$> 
(%$��.�� , , 
(� /�5/ 
(�*)�;/ 
(5!�� 
(�/%* 
(4#�� 

$>=(� / 
$�'� �� 

#*�#*��2*' 
#�2>$*�7�� 
#�$*#Q*�"� 

#%$*� 
#�$'Q�9/ 
#%$�� 
#%� #/* , 
#"!�=.* 

�'(* 
/9#V/ 

@*/.B� 
@%/�� (adjective) 

?$�$+P� / 
?@+)���� 
W�#V/ 
X��� 
?�='#*7�� 
X= �� 
�S$ �� 

�* */'P� / 
�*$'/)����� 
�*/!��("� 
�*/B�)&� 
�'�)� / 
�$�'=)*�7�� 
��!>/�#�� 
��$+�$*2()�� 
��� 
��'/ + subjunctive 
��B!�#�� , 

=��;/ 
=)�$> 
=Q�*2'� 
=7>P� / 

)*/�>(&� 
)� , , 
)'()� / 
)A !% (demonstrative pronoun) 
)�27>/� / 
)+7*: =Y/ )+7Z 

C2�B� 
�UB� 
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�#/�� , 
CQ*'/� / , 
C� !*'!*$)�� 

QV��� 
Q.B/�� , , 
Q $�;/ 
Q$%2� / 
Q�*!*' 
Q�$$�8�$'* , 

7>� � , , 
7.B/ �� 
7$*#+� 
7�%�� 
7�" 
7��=>���� 
7��=&$>(*)�� 
7��=�(B#*� 

��7" 




