M. h.
Heath & Lefkowitz, page 1

V( -
THe PeErFORMANCE OF PinDAR’s VicTory Cbpes. ! Lee tunce W
Univ q WA 1913
Recent Bibliography

Sclo hypothesis. The victory ode is sung by the poet to the lyre, perhaps
most commonly after the komos has arrlived at a sacred place where it is
"recelved”, such as a temple, or at another site of celebration (a iemenos,
or the patren’s hcuse). Naturally, the young men of the komes dance and
sing songs {(e.g.,in praise of a lccal divinity) in the course of the
celebration, perhaps toc the accompaniment of the aulos, but they not do not
sing the words of the victory ode in unison. On this hypothesis, it is
possible to explaln why the "I" in the odes always refers to the poet, and
how complex metrical patterns and long odes such as Pythian 4 could be
performed both at the itime of the victory celebration for which they were
commissioned and afterwards, privately by other, even amateur scloists.

M. R.Lefkowitz, "Who sang Pindar's victory odes?", AJP 109 (1988): 1-11.

M. Heath, "Recelving the komos: the context and performance of epinician”,
AJP 109 (1988): 180-85.

lcolm Davies, "Moncdy, choral lyric and the tyranny of the handbook,” CQ
38 (1988): 52-64.

M. Heath and M. Lefkewitz, "Epinician performance:'a response to Burnett
and Carey", CP 86 (1991) 173~92,

M. R. Lefkowitz, First Person Fictions (Oxford 1891). [K. Morgan, BMCR 3.2
{1992) 138~145; D. Gerber, CW 86.2 (1982) 150.]

K. Morgan, "Pindar the Professional and the Rhetoric of the xauog, ' CP 88
(18893) 1-15,

Choral hypothesis. The victory ode is performed by a group of young men of
the victor’s acquaintance singing in unison, who have been trained by the
poet or by his delegate. This hypothesls has the advantage of conforming
with the opinlons of commentators in the Hellenistic age and after, who
understood x@ucc as being functionally equivalent to xopdg..

Anne Burnett, “Performing Findar’s odes”, (P 84 (198%9): 283-93.

Christopher Carey, "The performance of the victory ode" AJF 110 {1289):
545-85,

J. M. Bremer, "Pindar’s Paradoxical €y® and a Recent Controversy
about the Performance of his Epinikia," The poet’s "I" in
Archalc Poetry, ed. S. Slings {Studies in Honour of V. Jarcho,
Amsterdam: 1990) 41-58.

Carey, "The Victory Ode in Performance: the Case for the Chorus," CP 88
1891) 192-200.

A. Aloni, "Proemioc e funziocne proemiala nella poesia greca arcaica,” Aion
12 (1980) $8-130.




Heath & Lefkowitz, page 2

Solo Hypouthesis: Basic Prenises

A. The eplnikion was sung as & solo by the poet or his delegate in the
context of a komos. komoi celebrated the victory both at the site of the
games (e..g., Q 8. 1-4, P 8. 18} and when he returned home (e.g., N 8. 1-4,
48 [cf. Bundy, p.22]; N 4. 1-8 {Bundy, p.2]; 1 8. 1-5). Pilindar's odes are
songs for a komos (which does not entail that they are intended for unison
performance by the komastis), hence he applies to his song such terms as
EMiKOULOg, Eykapiog and gyAadwemyog (Heath, p. 183).

B. Refersnces to the ¥omos were misunderstood by Hellenistic and later
scholars as references tc a choros. Pindar consistently refers to the
komos, (never to a choros; Heath, p. 184; cf. L. lawler, TAPA 79 [1848])
252); his Helilenistic commentators regularly subsitute choros and its
cognates for Pindar's komastic vocabulary.
Examples: P.8.70 wopwi p&v aduperetl =% P.8.898a, 11 2
jgv yop®d AuGV. Other examples: 0.11.18, cuyxeudZate=
0.11.16a, I 348 Dr, ouvyyopsvoazta. CQ.14.16, kduov = I
C.14.21b, I 393 Dr, TtoUtov tov yopdv. P.5.22, xduog = I
P.5.24a, 11 174 Dr, x&uog kol Udveg @md TQV xopeuTav...matdie
yap ~AmSAA@vy [ yopeia. P.10.6, emxoplav avdpidv xAuTdv Onas
T P.10.8b, II 242 Dr, SyKoHLGOTIXAY TEV XOPEUGVIWGV. .. OEVRV.
N.3.4, TéxkToveg x@uwv veavimw = T N.3.4-5, 1II 43 Dr, ol
veavial téxtoveg kui yopevtai. N.3.11 xel{vav Sapor = T
N.3.18a-c, II 44Dr, toig £xelvev TOV YOPEUTOV owvaig. N.§.1
kopdoouey = £ N.9.1lab, III 150 Ur, and ToU xopol & Adyog...,
vopevomuey. .. kel LuvAceusv. Cf. also the presumption that a
group of men is a chorus in 0.4.5, €choi (i.e., friends)
gouvav = £ 0.4.7h, 1 131Dr, ¢ yopog AdsTal.
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5
-
&~

Y

Z

contra: (1} Carey, p.B559, importance of chorus in Attic drama; Sophccles’
"prose discourse” on the chorus in contenticn with Thespis and Choerllus
{Sophocles T2 Radt) bub of. Lefkowitz, "Aristophanes and Other Historians
of the Fifth-Century Theater,” Hermes 112 (1984): 143-83. (2) theoreticai
historicity of scholla: Carey, "Performance,” scholia might have had
historical information: cf. Lefkowitz, "The Pindar Scholia," AJP 108 (1985)
269-82. (3) sacred nature of yopoi. Bremer: term avoided because yopdg
has sacral significance, e.g. Eur., Hel. 14885-74 {yopdg For goddess

Helen, xopce for hero Hyacinth).

C. Triadic form is not exclusively choral; cf. Davies 1988, Solos in drama

can have a triadic structure {e.g.S. Ant. 838-882, Electra’s opening solo

in S., El.) Ps.-Aristotle, Problemata 18.15 (918b) deals with dithyramb and
the choral songs of tragedy, menticns only antistrophes, never epodes; has

no bearing on lyric.

D. Epinician could enter the solo repertoire after its original
performance, {(Davies 56~7); e.g., N 4. 14 ({(implied in N 5. 2). Cf.
Ps.~Ar., Prob.18.15 {918b) "it is easler for one person to execute wmany
variations (peTaPdAAsiv mwoAAag uetafoAdg) than a  group”, and the

description in Plu., Phllopeemen 11.308e of Timotheus’ virtuosity; C.J.
Herington, Poetry into Drama (Berkeley, 1985) 163; Nagy, Pindar’s Homer
{Baltimore 1980} 113.
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E. The "I" of the victory odes is the poet; of. Lefkowitz, HSCP 87 (19€3)
177~-253; in the paeans and partheneila, the speaker is always the chorus;
cf. I. Rutherford, "Pindar on Apollo," CQ 38 (1888): 67,

F. Stesichorus unlilikely to have veen a cheral poet, because of length of
song (M.Davies, JHS 102 [1882] 210 n.12; Lefkowitz, p.2); assccation with
epic poets(Ps.-Plu, de Mus. moioUvteg €nn toUTOLg MEAN mepievideoav, 1132c;
cf. Quintilian 10.1.82, epic! carminls onera lyra sustinentem)..

contra: Anne Burnett, “Jocasta in the West: the Lille
Stesichorus,” CA 7 (1988): 133, who translates Suda T 1095 IV 433 Adler
(8x2fien 5& Zinciyopog, OTL mpatog K1Bappdlg yopdv €otnoev), "first set a
chorus to the song of the lyre”. KiBupupdia also can= "kitharodic
singing" or "a kitharode’s song"; and yxopog can= dance rather than a
singing chorus,

G. Nagy, "Early Greek Views of Poets and Poetry,” Cambridge History of
Literary Criticism, ed. G. XKennedy (Cambridge, 1989}, p. 58, attempts to
resclve the problem of iengih by suggesting that Stesichorus offered a
"menodic mimesis cof choral performance;" cf. Pindar's Homer (Baltimore,
198C) 371. Burnett "Jocasta in the West” p. 132, ingeniously proposes some
alternative explanations for Page's stichometry, and for the great length
attributed by anclent scholars to Stesichorus’ Geryoneis and Oresteja. But
compare Quintilian, 10. 1.62, si tenuisset modum. .. redundat atque
effunditur.

n

G. Instrumentation

(a) lyres. Pindar’s use of the term phorminx (rather than kithara,
the professional’s lyre} is idiosyncratic, and perhaps intended toc recall
the phorminx of the Homeric bard. M. L. West, JHS 101 (1881) 112 n.4; M.
Maas and J. M. Snyder, The Stringed Instruments of Ancient Greece (New
Haven, 1988), p. 80.Lyres mentioned in ©.1.17, 0.2.1, 0.4.2, 0.8.13,
P.2.71, P.2.31, N.4.5, N.10.21, cf. 1.2.2; signal a change of theme

(0.1.17, 0.9.13, N.3.26, N.4.44).

b} auloi {and, occasionally, one or more lyres) play for the xauog;
gév alAolqg refers to the activities of the komos, e.g, 0.10.84-~5, where the
dance that swells to the pipe {mpdg xdAouov) will meet the poet’s song that
has come tc light (though late) beside the stream of Dirce. Cf. M. I.
Henderson, "Ancient Greek Music,” Oxford History of Music (0Oxford, 18t57),

p. 381. On the aulegs as the accompaniment for the {unison?) song of yocung
men at a symposium, Theognis 232ff. {Carey, p. 554)}.

c) lyre and aulog (0.3.7-8; 0.7.11-2; N.9.8; 1.5.26-7; <f. also
N.3.12, 79). An unusual feature; ordinarily lyric song was accompanied by
either lyre or aulog (but not beth at once); ef. J. M. Snyder, "Aulos and
Kithara on the Greek Stage," in Panathenaia: Studies in Athenian Life and
Thought in the Clagsical Age, ed. T. E. Gregory and A. J. Podlecki
{Lawrence, Kansas, 1979), pp. B5-87. Accounted for in biographical tradition
by that Pindar was taught to play the aulcs first by his stepfather
Scopelinus, and then was sent to Lasus of Hermione to learn lyre-playing (I
4 Dr.)

K. Morgan, "Pindar the Professional and the Rhetoric of the xapog,"” CP 88
(1893} 1i-15.
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Explanation:

solag hypothesis: combination of lyre and aules orchestration is
particularly approprlate to a convivial setting; in Xen., Symp. 3.1 a boy
and glrl dance tc an auleiris’s plping, and then the boy tunes his lyre to
the aulos (on need for tuning, cf. West 1881, 127) and sings =2 solo,
presumably to the accompaniment of both instruments. Cf. A. Barker, Greek
Musical MWritings (Cambridge, 1884), pp. 129n.13, with 274 n.87. Both
Instruments accompany processiocnal dances in “Hymn of Curetes” (CA 18G.
7~8; 200 B.C.) and Lucian, Sali. 18).

choral hypothesis { Burnett, p. 282) a “new fashlon" of orchestration:
e.8, Q.3.4~6 refers to "more elegant mapipulation of the dancers’ voices",
and 0. 10.84-5 refers teo "adding instruments, using pipe as well as lyre, or
increasing length.'

H. Voicing.

a. solc: the poet or cther professional singer in initial celiebratlion(s)
by the komos; other solo singers in subsequent performances (P 10.86
ibelow], N 5. 2-3, N 4. 14-16; cf. Hippothales’ solc encomium tc Lysis,
Pl., Lys. 205de)

b. @o8d véwv or x@uog: young men's song or songs in celebration of the
victory= 7

1. special komos-song composed by the peet for the occasion, e.g in
praise of divinity responsible for the victory, e.g..Hera Parthenia in @
6.88 [(below]l, Zeus in M 3. 65-6 {below]; cf. Eur. Hipp. 58-71, where
Hippolytus serves as &£fapyog of mpoondAwmv omigBdmoug xduog (54-5; Barrett
168-9, consisting of véoi tnode yAg OuRAixkeg, 1098), which follows with
short hymn to Artemls (possible analogues= Lamprocles i=Stesichorus fr, 97;
Anacreon, fr.3; Ar., Nub. 887)? Contrast Burnett p.287 "disorganized bands
of revelers who perform in some unrehearsed or artless fashion..."

2. tenella kallinike

1O pev* TApxiAdxou uEAOC
pavaev OALUTLQ,
koAAlvikoe O TorvAdoc kexAadog
dpkeoe Kpdviov mup’ OxBov AyepoveEDoaL
xopdZevrl giAorg EowpudoTty oUv £taipoig:
GAAQ VUV* exatopfdAev Molodv and TtdEwv. ..
(0 8. 1-85)

Cf. Ar., Ach. 1231-4; c¢f. Eur,, HF 180, with Bond’s note, Lawier TAPA 79
{1948 258-62), cf. Callim., fr. 384. 35-3 &£3dkausv AdL Bofjoar /vndv Em
FAqukRg KOPOV AyYovTi Xop®d / Apxirdyov vikaiov €QUpviov.

3. impromptu encomia. Cf.the ccngratulatory songs sung by comic
choruses to comic heroes; e.g. Ar. fr. 505 PCG, &i1’ tioBuiakd Aapévreg
wonep ol yopol aildwuev 8o Tov Ssondrnv Exwpiov, cf. C.W. Macleod, "The
Comic Encomlum,” Phoenix 35 {(1981) 142-4 = Collected Essays (Oxford 1983)
48-51.
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4. songs without words, as in Ar., Eg, 9-10 where synaulia is
rendered as pUnU for the length of the line; cf. A.C.Pearson, The
Fragments of Sophocles (Cambridge, 1917; reprint 1963) I, p. 39. tepetifeiv
in a musical context denotes humming a melody or the human voice imitating
the sound of the lyre; Restani, pp.186-8 (contrast Burnett, "twittering”
pp. 283~5)

I1
Disputed Passages

0.1.17-18:

aAAG Aw-
plav and godPuLyye musodAou/ AduBav’

cf. O0d. 8.88; Davies (p.56) compares Bacchylides {r.20B.1-3, 20C.1-2 (from
encomia). Wilamowitz, Pindaros (Berlin 1822) 233 n.240. Literal or
figurative?

0.6.87-92

dtpuvov viv etalpovg,
Alvéa, mpatov pev “Hpav
Mapeeviav keAadroul
yvaval t° eéneit’, dapyalov Jdveidog ahaBéorv
Adyoig et gevyoupev, Boiwtiay Lv.
€aoi yap dyyeAoc dp6dc,
NUKOpwV okutdAa Moi-
oav, YAUKUG KPUTRP Ayaedéyktev aoidav:
ginov 8¢ peuvdodal Supa-
KOOOAV TE KAl Optuylds:

solo hypothesis: Aeneas, acting as Pindar’'s messenger, preclaims Pindar's
message (which means, since the message is a song, that he sings it). The
message includes instructions addressed to Aeneas himself, so he sings
those too. His instructions =zre that he should encourage his fellow-kcmasts
to sing a hymn to Hera {(distinct from Plndar’s song, but closely related to
it, since both are aspects of the same komos) and solicit their praise for
Pindar’s scng. Pindar’s song is designed as a contribution to a komastic
celebration; and the komes will sing in praise of Hera when arrives at its
destinaticn, the temple of Hera Partheniz (or naig, <f. Paus. 8. 22.2); cf.
0 5.6-12, where the victer sings on his return from Olympia of Athena’s
temenos in Camarina, or the hymn to Artemis sung by Hippolytus and hils
konos (premise H above).

The twe songs have a close contextual relation, since both are
components of the same komos-celebration. Cf. N 3 1-12 (below): has Pindar
composed bcth songs? The komasts are Aeneas’ companions because he is a
participant in the komos with them. Pindar (as an absent well-wisher) and
Aeneas {as a participant]} both have reason to desire the success of the
komos, and therefore to offer friendly encouragement.
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choral hypothesis: Carey argues that the commands in these lines are
self-fulfilling {(p.557): (xehadAoat) in 83-80 is “"in all likelihood
equivalent to a statement of the truth of Pindar’'s praise of Hagesias
rather than a reference to activity to be carried on outside the ode".

But would a bare mention that says nothing of her cult or her powers pay
the goddess due honour? A specific song for her seems to be called for,
cf. the honour pald by komei to the kings of Cyrene in their tombs, P 5.
96-103, and by a komos of Arcesilaus’ helikla (£v qoi8G véwv) to Apollo.

.14, 16-8

1o

...... grmaxkocite Vov, Buila Te
gpao{uoAine, (3clon Tévde xduov &n’ slusvel TUXQ
xoupa PLBavta. Aud® yap Acdniyxov &v Tpdme
ev peAétairg T aeldwv uchAov. ..

solo hypothesis: song (énuxcoite) is distinguished from dance (xoUgpa
BiBavTe) in passage referring to the komos as a whole; as the subject of
"singing", the "I" is distinguished from the rest of the kemos
(Heath,p.187), while remaining part of the komos.

choral hypothesisg: Carey (p.560) "would make the singer... part of the
komos"; and komos=chorus.

P. 1. 1-4

’ ’ . 3 I . s I
XPVOEQ @OpHLIYE, ANCARWVCE XAl LORAOKAUGV
oUvBikov MoiLoGv kTéavov: Tag ZKOUE:

pEv Bdovg ayAaiog apxd,

? > r
netBovtar 8 goidol oauAoLV
3 r € ’ r
QYNOLYOPWY OMOTUVY MPOOLML®V
> ) ’ 3 ’
auporag TeEuxng eAgAifopeve.

solo~hypothesis: golden pherminx of Apollo and the Muses inspires dancers
(ugv) and bards (goi8o{, 1.e. pot choreuts) a2t any and at all times; cf.
West 1881, 122 (and n.56): "the preliminary notes of the lyre serve as a
signal and guide to dancers and singers." Bodig denotes the step that marks
the rhythm (hence its later connotation, "beat"); auScAa! (i.e. avaporal)
are phrases of the proovemia that set musical performances going. Dancing is
done by wapog (in G.2.48 the victor gets “songs of komoi and of lyres"
(€ykopi{ov te peEAL®v Avpdv Te Tuyxavéusv). On musical terms, cof. J.
Taillardat, Les Images d’ Aristophane (Paris, 1962), pp. 456-7; E. K.
Borthwick, Hermes 86 (1368) 71-3; D. Restani, "Il Chirone di Ferecrate e la
“Nuova” Musica Greca,” Rivista Ital. di Musicologla 18 (1883): 158-83.

choral hypothesis: (Burnett p.288) refers to chorus singing in unison,
Bdoic denotes a dancer’s step (cf. Ar., Thesm. 968).
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P.5.22

5é8ekal tévls kapov avépav/ AmorAdviov ISupua

sclo hypethesis: a mekarismos: Arcesilaus is blessed because he is the
recipient of & komos; the komos is the delight of Apollo because it sang
his pralses at Delphi in a short song like that sung by Hippolytus’ komos
{above, premise H). Reception-motif suggests komos here means the whole
mobile celebration {(Heath, p. 180-2, 188-90C, (e.g. in 1.2.30-2 the victor’'s
house is accustomed to both komol! and songs (UEALxSunev QOLSav). KBHOG
never refers to the victory ode alone (cf. 0.4.8, 3éfaL Xap{twv 8 ExaTl
wév8e xbpov, xpovidTATOV 940g. ..TPadutog Y&p Uxkel...The komos in this case
is "enduring" because the cccasion is unusual, esp. for Camarina, and
marked by speclal sacrifices and games, Q 5. 8-7).

choral hypothesis: Carey (p.548-8) refers xdpov specifically to Pindar’s
song, arguing that "it is far more likely... that Pindar would count his
patron "blessed” for the receipt of his song than for any other part of the
celebration".

P. 5. 103-4

TOV €V 2018 VeV
npéngL ypuoaopa Doifov anleiv

sclo hypothesis: @oi8d véwv refers teo the unison singing of the komos:
Arcesllaus is under an obligalion to honour Apollo by a celebratory komos
to his temple.

choral hypothesis: Burnett (p.280), refers to Pindar’'s song, seeking
confirmation by cross-reference to 22-3 "where the visible chorus is
described as Apollo’s delight”.

P.8.57-71

’ Y 3 -~ ’ ’
KOM® geV adupedel ALXA TUPECSTUKE

solo hypothesis: Pindar means that the whole celebration {the komos)
te which his ode is a contribution has taken place with the support of
Justice. Muses participate in keomos in N 8. 1-3.

choral hypothesis: Burnett {p.281-2): "He cannot mean that Justice
took part in scme disorderly revel that has preceded the singing of his
ode, for that would be both irrelevant and absurd.”

P.10.4-6

AAAG pe  TIued
te kai TO HeAivvaiov andet
*AreVa Te woideg, Inmoxigég S8ERovTeg
ayayeiv emixweuiav AuBpdv KAUTAV ORc.

solo hypothesis: offers justification for Pindar’s song by listing the
forces which prompt 1t: the place of victory, the victor’s home town, and
the victor's family. The family call on Pimdar 8éAovteg avayeiv emixouiav
av8pav xAutay one = the komos.
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choral hypothesis: "collective singing by a group of men" (Carey, p.547,
cf. Burnett, p. 287 n.18}.

P. 10. 55-S

gxmopar & Epupalwy
o’ duet  Inveidv yAuxeiav npoxsévtov gudv
Tov “InmoxAdav €TL kol pdAlov ouv aoidaig
EKQTL OTEQIVEY HunToOv £v AL~

£. Bnoéuev v kKol maAaiTépois
véatalv Te mepBévolot uéAnua.

sclo hypothesis: refers fc subseguent informal performances { e.g., 0. 10.
31-95, N. 4. 13-8, [p. 2 D abovel].

chorai hypothesis: Carey (p.S548) =zrgues that ring-compcsition links this
passage with 4-6; also "there is nothing in the text to suggest that the
reference is to later performances.”

N.3.1-12

"G nétvia Moiow, pdtep duztépa, Alooopat,
Tav moAuv¥évav €v Lepounvig Nepedadt

tkeo Awp(da viogov Alywvav: USzTL ydp
pévovt’ en’ tAcenly LEALYEPUWY TEKTOVEG
Kouwv veavidir, oé8ev 3ma uaidpevor.

Suyg Se mpdyog AAAL pev dAAov,

deBAovixic 838 udArotr’ AovSdav QuAst,

greedvav gpetdv te Sefiwtdrav onaddv:

T3¢ ap@oviav onafe MATLOC GuAG dmo:

dpye 8  ovpuvolL moAuvepéia kpéovti, BUyaTep,
Bdxkipov Uuvov: €ym 8& kelvav Té viv ddpors
Alpg Te Kouvdoopal.

solo hypothesis: Plndar (maintaining a pose cf spontaneity) asks the Muse
to Inspire a song for komasts who are waiting in Aeglna. to receive it
since komasts typically sing, they are described as "buiiders of
sweet-voiced komoi" (peAiydpuog denotes choral singing in Alcman PMG 28; in
P 3. 113 epic poets are described as Téxtoveg cogot). So Pindar’s sole
song contributes to a celebration that also lavolves unlson singing (he
will "share” his song with the young men’s "voices and the lyre"}; for
choral and solo song at same celebration, cf. P. 1. 97-8..

For location of "Asopian water" (in Aegina), see G.A. Priviiera, QUCT n.s.
29 (1988) 63-70; Carey, p. 552 (contrast Burnett, p. 288).0n Sopog=voice,
cf. B.K. Braswell, A Commentary on the Fourth Pythian Ode of Pindar
(Berlin, 1988), pp. 222-3; analogy in P.1.87 {(cf. Theognls 238ff, Carey
p.584).

choral hypothesis: the young men are singing Pindar’s victory ode itself;
the poet pretends in addition that the chorus which has in fact rehearsed
and is currently performing his song is wailling for him to provide them
with it -~ and he adopts this pretence precisely in that song.
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N 3. 65-8

-~ x Ny T R . - ? o ” .., = Mo m \
Zev, TeOV yOp Coipa, c£0 & daywv, TOV UNVOG ePpalrev
Ol vEwv Emiywpiov yGpua KeAUSEwv.

selo hypothesis: refers to = song sung previously {(hence aorist) by the
kouog at Nemea in pralse of Zeus (like song to Hera Parthenia in g &
{(above) or Hippolytus’ hymn to Artemis (premise HJ.

1 hypothesis: Carey (p.558) remarks that “"there 1s nething in the
J X 5

cext to support” the view that the reference is to an earlier

celebration, such as that on the occaslion of victory.

N.5.22-3

Id 3 > 5
npdoppev 88 kui keivolg aeltd ev  Haile
- 1 1
ciofiv 0 xdARioTOg Yopdc

solo hypothesis: comparison between the Muses' song and Pindar’s emphasises
importance of Aeacidae, not generic similarity between the two sorgs.

chorai hypothesis: Carey and Burnett hcoth argue that conclusions may be
drawn about the mode of performance of Pindar’s song from that of the
Muses' song with which il is ccmpared {Carey , p.558) or on which ii is
modelled (Burnett, p. 288). But the proem of Hesiod’s Theogony estabiishes
an even clearer connection with the Muses’ choros, but no one believes that
Hesiod’s poetry was choral.

I.1.1-1C

b4 —~
AGCTSPAY
TOL YUpLTov oUv Ssoicg Levfw TéAoC,
xal 1OV axgporkopayv Bolpov yopelav
3 Id 3 ’ . r
ev Kép auoiplty oUv movtioig
> 7 hY A ’ -
av3pdolv, kal Tav gArspxéa IaBuol
PR
Selpad -

solo hypothesis: Pindar applies the word simultanecusly to a choral
performance of the paean and to Informal dance accompanying the scle
performance of the epinician (Heath, p. 185-6); the use of a verdb in two
senses with different objects is consistent with Pindaric usage. Cf.
0.1.88, N.10.25-5, P.1.40; for more violent forms of zeugma in Pindar, cf.
P.8.18, P.4.104); <f. D. E. Gerber, Pindar's Olympian One (Toronto, 1982),
pp. 138=-7; F. Dornseiff, Pindars Stil (Berlin, 1921), p. 106.

choral hypothesis: Pindar uses one verb (yopeleiv) to refer to a paean and
an epinician; if the verb implies exactly the same mode of performance in
each case, then both songs were performed chorally.
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1.8.62-5

16 kal vov @éper Adyov, go-
» ~ et ’
suTei TE Moltgoiov aguo NikokAzog
MvELe TUYHdxou kehodfigal: yEpalpsTE wiv. ..

solo hypothesis: functlonally this command is equivalent to a statement
that Nicccles is praiseworthy, and this "statement” ls substantiated in
83~5. The (plural) command {unlike singular commands that refer to the
peet himself) has reference external tc the poem. If epinician is
interpreted as komos~song, then it is designed not to stand in isolation,
but to function as part of a specific communal festivity. Therefore it
makes connections in various ways with its context of performance.

choral hypothesis: the praise of Nicocles in B3-B% is the fulfilment of the
command yspatpete (Carey 550; W. Slater, CQ 19 (1963) 85-~34), which Iis
addressed to the komos of véoi summoned in the poem’'s opening 1lines. But
why can’t it apply te everyone present (including the pcet]?

Bacchylides 11.9-12

céfev 88 Exatt
xal vo[v Metlamdévrtiov gu-
yuteoy x{oatélyouvor véwv
K@poi te xol evepoglvat BedTigovV ASTU:

solo hypothesis: komel and feasts in celebration of the victory are
occurring all over the city, and in all of them Alexidamus' praise Is being
sung - a claim that is mcre honorific to the victor than a restricted
reference to this one song would be.It would be odd to say of one song - or
even one komes ~that it fillls (xotéycuoi) the town. Here, therefore, we
can see how the broad horlzon of reference which we have argued is
appropriate for komos—song is also apt for epinician’s functicn as {in the
later sense of the term) encomiunm.

choral hypothesis: Bur
victor; Carey (p.551
the ode itseif.

nett, p. 287 n.18, véwv KOMOL are praising the
n. 14}, passage refers to the mode of performance of
III

Conclusions

The existing evidence does not alicow us to reconstruct the conditicns
of epinician performance with confidence or in detail on either hypothesis.
But we still believe that the avallabkie data can be accommcdated more
easily on the assumption that most {if not all} victory codes were composed
to be sung as solos.
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