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BACCHYLIDES BEHIND HIS METAMORPHOSES:
THE POETIC IDENTITY OF A LYRIC NARRATOR
IN THE LATE 5™ CENTURY BC!

MARGARITA P. SOTIRIOU

Introduction

Since Homer and Hesiod's time comparing men with animals or birds is within
the cultural and literary tradition of Greeks in general. Himerius' paraphrase about
a song of Alcaeus shows clearly that the specific birds next to a poet like Alcaeus
sing in a very special way (48,125 = Alc. 307,1¢c Voigt):

[...] 88ovot p&v dmddveg avtd Omoiov £ikdg oo mop' AAkoim Tog
OpviBoc: ddovot 08 kol YEAOOVEC Kail TETTIYEG, OV TNV 0TV TOYMV
My &v avBpomolg ayyéArlovoot, GAAG mavio To puEAN Katd Beod
@Beyyouevar [...]

[...] Nightingales sing to the god, as birds are likely to sing in Al-
caeus. Also swallows and cicadas sing, not reporting the fortune that
was theirs among human beings, but making the god the subject of all
their songs” [...]

(transl. by Penella, 2007)

' The following text is a revised version of the paper I firstly presented at the Classical
Association Annual Conference 2011 organized by the Department of Classics and Ancient
History of Durham University, UK (15"-18™ April 2011). Extreme gratitude goes to Prof.
Lucia Athanassaki for her continuing guidance and moral support. I am indebted to Dr.
Sophia Kapetanaki for the many important linguistic improvements she suggested for my
text. Citations of Greek authors and their works follow the method of The Oxford Classical
Dictionary, Oxford 1996°.
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In 1998 René Niinlist ingeniously pointed out that the choice of a specific animal
in Greek literary texts belongs to the cardinal stylistic elements of each crea-
tor and that it is mainly a "mask" for a specific human type.? Concerning Bac-
chylides' poetry, one could pay attention to four passages, out of his fourteen
epinician Odes, where Bacchylides is hiding himself behind an image of a bird.
The first three of these Odes had been composed to honor the great athletic tri-
umphs of Hieron, King of Syracuse. In Ode 3 the poet refers to himself as a
"Kean nightingale", in Ode 4 as "Urania's cock", in Ode 5 as "Zeus' eagle" and
in Ode 10 as an "island bee". The majority of the interpreters and commentators,
since R. Jebb 1905, A. P. Burnett 1985 and, more recently, H. Maehler 2004, have
noticed the point, but none has ever tried to explain Bacchylides' choice of these
specific birds or to clarify the main function of such self-referential similes in his
epinician poetry.

Definitely, the above mentioned passages deserve closer scrutiny. Here I
shall suggest that in every case the choice of a specific bird as "speaking subject"
is intentional, in order to evoke to the listeners specific points of the performa-
tive context in which the image occurs. I shall also attempt to show that these
self-references belong to a symbolic system, which provides us with information
about Bacchylides' artistic identity, his professional role as a "primary narrator"
and, eventually, the confidence he feels about the quality and superiority of his art
against his "rivals".> My aim is, then, to reveal the relationship between intention
and expression, and particularly some aspects of Bacchylides' poetic art, concern-
ing his style and language. The function of these images as an integral issue of the
structure in each Ode is, finally, to be comprehended.

Bacchylides as a Kean Nightingale (Ode 3)

Bacchylides composed his Third Epinician Ode in order to praise Hieron's single
chariot victory at Olympia (468 BC) one year before the tyrant's death. In the
concluding triad of the poem (1. 92-98) and after a series of general statements
illustrating the light of Hieron's excellence which lasts forever, Bacchylides firstly

2 Niinlist (1998) 39.
3 Pfeijffer (2004) 216-19.
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addresses Hieron by name (1. 92) praising his generosity* and then he closes the
poem (1l. 97-98) creating a so called copayic:

Tépwv, ov 6” dAPov
KéAAoT €med[ei]ao Ovaroig

dvOea: mpdEa[vti] 8 €0
oV pépel kdau[ov ot]m-
- ovv O alab[eion] KaAdv
Kol LEMYADGGOV TIG VUVIGEL YApLV
Kntog anddvoc.

[...] Hieron, in prosperity you have displayed to mortals the most
beautiful flowers. For one that has done well silence brings no orna-
ment; but with truth of noble deeds someone will hymn, too, the grace
of the honey-tongued Cean nightingale. [...]

(transl. by Cairns / Howie, 2010)

Undoubtedly, the last phrase of the passage denotes Bacchylides himself as some-
one whose professional task is to sing the true successes of Hieron (1. 96: cuv
dhaBeion xaddv). The geographical attribute Kftog (1. 98) connects directly the
nightingale with the island of Keos. The accusative yoptv as the object of the
verb vuvnoet indicates, then, not the "charm", "beauty" or "gratitude", as is com-
monly assumed, but "something which makes someone happy".> Consequently,
xGp1g here connotes not the charm or the elegance of the nightingale but the song
of the bird as a gift of friendship for Hieron, in other words the epinician song of
Bacchylides as pleasure and happiness.®

At this point one may reasonably wonder why the poet prefers to speak
about himself, especially at this last part of the Ode, wearing the mask of this bird
instead of a more direct reference to his professional task. Is there any typical fea-

4 The idea that Hieron doesn't hide his wealth in darkness occurs also in 1. 13—4 of the same
Ode. About the verbal and conceptual repetitions between the opening and the closing part of
the poem see Machler (2004) 96-8.

> In that sense ydp1¢ derives from the verb yaipw.

6 The true meaning of the passage has been since years the subject of philological research
in Bacchylides' poetry. First Maehler (2004) 19, explained Bacchylides' words correctly,
following Fraenkel's thought ([1975] 464 n. 44: "men will also perform the friendship-gift of
the sweet-singing nightingale of Ceos"). See also Athanassaki (2009) 112 n. 29 with further
bibliography.
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ture of the nightingale that led Bacchylides to choosing especially this bird? Does
the nightingale function as a special symbol in Greek literature in general? And
if that happens, how does Bacchylides use or eventually reassess this tradition?

It is widely accepted that nightingales are famous among other birds for
their nice, sweet, however, deeply sad singing. Well known from the myth of
Tyreus and Pandion's daughters, Philomela and Procne, the nightingale express-
es traditionally the lament and dirge.” The bird also appears as a messenger of
spring, while its song, especially at this time of the year, is louder and repetitive;?
the nightingale remains sleepless and sings day and night.® From Hesiod to the
later poetic tradition, nightingales are generally connected with the poets.!”
Though Bacchylides might have been aware of the former literary production,
his way of presenting the bird in such epinician context is no more conventional.
It rather indicates something completely new, especially by using the compound
ueliyldwoococ (1. 97) as an attribute of the bird.!! The adjective means "with a
voice sweet like honey" and varies definitely the homeric peliynpvg.'? It is worth
noticing that both, peAiyAwocog and ueAiynpug, are exclusively connected with
hymnic songs.!?

7 Hymn. Hom. Pan. 17-8, Thgn. 939-42, Aesch. Supp. 604, Ag. 1146, Soph. El. 149, 10757,
Trach. 962, OC 672—6, Eur. Hel. 1108-12, TGF 773,23-6, Ar. Av. 228, 659-60, 1379-81,
Apollod. 3,14,8. The myth of Philomela and Procne is alluded in Od. 19,516-22 (see below n.
9).

8 Cf. Od. 19,516-20: xetuon évi Aéktpe, mukivod 8¢ pot due’ advov kiip 6Eeton pededdvor
d8vpouévny épébovotv. m¢ & Ste Mavddpeov kovpn, YAopnic dnddv, kaAdv deidnotv
fopog véov lotapévolo, devdpéav év metdloiot kobelopévn mukivolowy. Concerning the
phrase yAwpnic dmSdv, please notice the explanations offered by ancient lexicographers, as,
e.g., Apoll., Lex. Hom. 168,15: ypouotog, koBo peldypovv tive Aéyopev, Tov Rovyf. | 10
&md 1@V yhopdv cuvoyduevoy VIO TdV pelMoody. XAmpnig dndaov dmd Tod xpduaToc,
S 10 v xAwpolg dévdporg didyewv and Efym. Magn. 813,5: XAwpov dfog: XAwporotdv.
Inuaivet 8¢ kol 10 véov. XAopnic dmdmv: &md 1o ypduotog 1 d1d1t év Eapt poiverton Ste
navto yAwpa” ol 8¢, TV yAwpolc ndouévny. Cf. also LSJ, s.v. "pale green, brown green".

% Hes. fr. 312 M-W, Op. 202-8, Sapph. 30,136 Voigt, Simon. PMG 586, Ibyc. PMG 303b,1,
Arist. Hist. an. 632b.

10 Hes. Op. 202-8, Alc. PMG 10,67 et.al.

1" With a clear conceptual link to the beginning of the Ode (1. 3: YAvk0dwpe KAeotl = "Kleio,
giver of sweetness").

12 Used also by Pind. OL. 11,4 and Alcm. PMGF 26,1.
13" Hom. Hymn. Dem. 519 (= Hymn. Hom. Pan. 18).
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On the other hand, in the majority of literary sources the nightingale is
determined as Avyeto, AryveBoyyog or 6EOemvoc.'* Such adjectives, though used
in different ways,!> are inappropriate for the epinician context, mainly because
they indicate a "clear", "sweet" but rather "shrill" and "piercing" sound.!® On the
contrary, the use of peAtyAwocog here connotes more precisely the nightingale's
sweetness in singing emphasizing on a visualized aspect of its acoustic qualities
(cf. the first part of the epithet ueAi-). Therefore, peAlyAwooog, as an attribute
of the nightingale, demonstrates here a direct connection with the sweetness of
the poetic mouth. Following the predetermined patterns of his predecessors, Bac-
chylides isolates creatively an aspect of the bird's way of singing, reassesses it
by the use of peAiyAwooog and embodies it in his epinician context in order to
describe his art from another perspective.

The nightingale's continuous day and night song could only refer to Bac-
chylides and his poetry for one more reason: the repetition in bird singing symbol-
izes Bacchylides' song in the perspective of its repetition in the future. Through
this self-referential simile, the poet provides his audience with the necessary as-
sociations between the repetitive song of the nightingale and a second (or a third)
performance of the epinician hymnus.!” The repetitive, melodious singing of the
nightingale visualizes once again the desire Bacchylides expresses concerning
the reperformance of his song in the future. In such a context, repetition means

14 See, e.g., the texts above in n. 7.

15 In connection with Nestor (/. 1,247-8), the wind (//. 14,17), phorminx (Od. 8,67; 4,357) or
with the path of the poetry (Pind. Ol. 9,47).

16 Notice especially the comments of Arist. [De audib.] 804a,23: xoi pdAicto. didw TV
VYPOTNTO TOD GMOUATOC. Aryupod & elol T@V oVAV ol Aentol kol Tukvadl, koBdmep kol énl
TOV TETTIYOV Kol TdV Akpidav kol ol tdv dnddvmv, kol SAwg Soog Aemtalc oboog unbeig
BALGTPLOG YOG TapoikoAovBel. Shog Yop odK éoTiy 0bT €v Syke® eaviig 10 Atyupdy, obt’
év tovolg dviepévorg kol Bopéoty, o0t év tolg v eBdyymv deoic, ALY pailov 6EHTTL
kol Aentotntt kot dxpiPeiq. 810 kol TV Opydvov T AEnTo Kol oVVTOVe Kol Ui €xovio
KEPOG TOG VO £xel Atyvpwtépog and Eust. 11 E 14: oUto yop Kol ol KNpukeg Aryaively
Aéyovton kol AryOeBoyyot kodhodvton, dg kol 1 dmdmv. Aéyetan 8¢ kol pdotiyé Aryvpd kol
MM My0Bpoog kol Evepor Aryéec. dEvvouévou 8¢ 100 Aydg énl 100 0EEog 10 Alyvg khprov
kol 10 o’ ahTod €Bvikov PBapdveton mpog SiacTtoAv T0UTOL. 1oTéov 8¢ Kol Ot1, el kol
160dvvopeT TO Ay0g 1@ 6EVG, AL T pev Aydg povng éotiv énibetov pwviig, 16 8¢ 0&L kol
énl Bed®dV kol 01voL Kol £T€pmV TOAADY AéyeTot.

17" About the reperformance of the victory Odes of Pindar and Bacchylides see the important
analysis of Currie (2004) 49—69 (in favor of a local reperformance), and Hubbard (2004) 71-93

(in favor of a panhellenic reperformance); each of them reach the same conclusion from a
different point of view.
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not only length but also duration in time. The sweet like honey singing of the

nightingale is, finally, "the poet's subjective qualification for bestowing praise".!®

Bacchylides as Urania's Cock (Ode 4)

Another case of Bacchylides' poetic metamorphose occurs in his Fourth Epini-
cian Ode. The poem praises Hieron's chariot victory at Delphi (470 BC).* This
short composition of twenty verses must have been performed at Delphi, imme-
diately after the contest, unlike Pindar's longer First Pythian, which, although it
celebrated the same victory, was performed during a public feast in the city of
Aitna in Sicily.2 After Apollo's devotion to Syracuse and to Hieron personally
(1. 1-3) and the reference to the present victory (ll. 4-6), Bacchylides refers to
himself demonstrating by that his willingness to praise Hieron's athletic triumph
(1. 7-9):

[..] &dvernc &fvo-

ELpop Juryyog Ovplav]iag dAEkTop
e JEVT QAN EK[OV]TL VOO

......... o]ug énéoelo, ev, Vuvouc.

[...] the sweet voiced cock of Urania, master of phorminx [...] with
willing spirit showered the victor with victory hymns |[...]

The mask of the cock presents us with some difficulties. Why does Bacchylides
use this image to describe his epinician task? Why does he choose &dvenng to
characterize the cock? Is the "sweet song" of the domestic cock, perhaps, the
most typical of all the features of the bird, which facilitates the poet to draw a
parallel between him and that bird? And, perhaps the most important of all: why
does the cock here "belong" especially to Urania?

In order to answer these questions let us briefly display some of the main
points in the description of the cock in Greek literature. Though Theognis was

18 Hubbard (1985) 149.

19" Hieron's chariot victory of 470 BC was his third triumph at the Pythian Games. About the
athletic victories of Hieron see Maehler (2004) 100-11.

20 For different types of epinician Odes of Pindar and Bacchylides in general see Gelzer
(1985).
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the first to refer to the cock and its role as a herald of the dawn, the habit of the
cock crowing just before the daybreak is also attested by other literary sources.?!
Advenng dAékTwp reminds a phrase from Simonides (PMG 583 = Ath. 9,374d:
uepdomVv' dAéxtmp); it is rather an odd characterization, mostly because the
cock's crow is often identified as "cuckoo", a plain sound without any charm or
sweetness.? In the former epic poetry, the Hymns and Pindar, &dvenng is often
(although not exclusively) connected with the Muses,? while Urania is one of Bac-
chylides' most favorite Muse.?* Her cardinal role in the epinician context is easy
to be explained, if we trust the Lexicon of Suda (A 568. 2), where it is mentioned
that Linos, the son of Apollo and Terpsichore, for others the son of Urania and
Amphimarus, is "the first master of lyric poetry": Atvog, XoAk18e0g, ATOAA®VOC
kol Tepyiydpng, ol 8¢ Augprudpov kai Ovpoaviog, ol 8¢ ‘Eppod kai Odpoviog.
AMéyeton 8¢ mpdToc 0vTog Gmd Powixkne ypdupoto eic “EAANvoc dyoyelv,
vevésBon 8¢ kol ‘HpokAéovg d1886K0A0g YpoUdTmy kKol ThHg Avpikic Hovong
npdtoc yevécBon Nyeudv. Instead of a direct characterization of the Muse herself
as "sweet voiced", Bacchylides transfers the adjective to the cock, thus indicating
the strong bond between him and Urania.

Let us return to our first question about the cock's epinician role. Con-
cerning the place of the Ode's performance, as noticed above, and keeping in
mind Gelzer's comment that such short Odes at the place of the athletic Games
serve primarily as documents of the victory, we are confronted with the follow-
ing conclusion: here the mask of the cock offers Bacchylides an alternative way
of describing, once again in visual terms, his role as a messenger throughout the
epinician procedure. As the cock traditionally announces to the people the arrival
of the new day,” so does Bacchylides: he sends to the whole world the message

21 Thgn. 864, Batrach. 191-2 and Pl. Symp. 223c. Aristophanes (4v. 485) referred to the cock
it as "Persian Bird", apparently because the farmyard cock has come to Greece via Persia in the
7% ¢. BC. while Pindar (Ol. 12,14) and Aeschylus (4g. 1671) mentioned cock's pugnacity. For
more information about the description of the cock in further literary sources, cf. Arnott (2007)
10-1; Pollard (1977) 88.

22 Theoc. 7,123—4 and later Eustathius' argumentation in Od. § 10-2.

23 Hes. Theog. 965,1021, fr. 1,1 M—W, Hymn. Hom. Lun. 1-2 but also in connection with
Nestor (/. 1,248), the singers and their songs (Pind. Nem. 7,21; 1,4) and the lyre (Pind. Ol
10,93-4).

24 Bacchyl. Ode 5,13; 6,101, Dith. 2,2-4.

25 See the etymological analysis of the word provided by ancient lexicographers (Suda H
201,4; Hsch. H 336,3, Etym. Magn. 425,36).
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of Hieron's new victory. Thus, the cock serves to symbolize the function of the
Ode as a "document of the victory" and the role of the poet as messenger of such
a glorious athletic event.2

Bacchylides as Zeus' Eagle (Ode 5)

Bacchylides wears the mask of the eagle in his Fifth Epinician Ode, honoring
Hieron's victory with his racehorse Pherenicus in the Olympic Games of 476 BC,
the same victory celebrated in Pindar's Olympian One.?” The prooimion of the
Ode includes the famous but rather ambiguous eagle simile. Although in 1994
[lja Leonard Pfeijffer published a paper, where the issue "Eagle" in Pindar and
Bacchylides had been thoroughly examined, the Dutch scholar devoted more
than half of the article to Pindar's part, apparently because Pindar uses the image
of the eagle more often than Bacchylides, where it occurs once. The description
of the divine bird is inserted between two conventional themes of epinician po-
etry (11. 9-16 "the willingness' theme" and 11. 30—33 "the facility theme"). In both
passages Bacchylides describes his task to praise Hieron in every possible way:

1 ovv Xapitesot Pabvlmvorg Vedvog
Yuvov amo Cabéag

VAG0oL EEVOC DUETEPOLY

£C KAVTOY Téumel TOALY,
ypvodurvkoc OVpoviag

kAewog Oepanmv- é0éAel ¢

yapov €k otnBémv yémv

aivelv Tépwvo. BoBov

& aifépa Eovbatiot tauvmv

VYOV TTEPVYECTL TUYEL-

O1C OLLETOC EVPLAVOKTOC GYYEAOG
ZNVvOg €pLoQapayov

Bopoel kpotepdit TicvVOC

1oy 01, TTdoooVTL & OpVi-

1eg MyveBoyyor ofmr-

0V VIV K0pLeOl LEYGAOG 10Y(0VGT YOILOG,
000" OAOG AKOLUATOC

26 Gelzer (1985) 101.
27 Maehler (2004) 79, 106-7.
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dvomainodo KOUOTO: V-

uo 8’ év atpuToL Xhet

Aentotpryo ovv Le@pov TvoL-

otow €Berpov dplyvo-

tog {pet'} avBpmmoic 1detv’

T VOV Kol <€>pol pupla moviot kédevBog
VUETEPOLY GLPETOV

VUVELV,

[...] Having woven a song of praise with the help of the deep-girdled
Graces, a guest-friend sends it from a holy island to your famous city, a
renowned servant of Urania with her golden snood. He wishes to pour
his voice from his breast and praise Hieron. Cutting through the deep
sky with brown swift wings on high the eagle, messenger of wide-
ruling, loud-roaring Zeus, is bold, trusting in his mighty strength, and
shrill-voiced birds cower with terror. The peaks of the great earth do
not hold him back, nor the hard-jolting waves of the untiring sea. He
plies his fine-haired coat in the boundless chaos with the blasts of the
West Wind, conspicuous for men to see. Even so I, too, have a myriad
of paths in every direction to praise your prowess |...]

(transl. by Cairns / Howie, 2010)

The image of the bird is divided in two main parts (1. 16-23, 1. 24-30). In both
sections the poet provides us with information concerning the eagle's place of
living, its physical appearance with reference about its "swift tawny wings" (l1.
16-29) and its role as a "messenger of wide-ruling, loud-thundering Zeus" (ll.
19-20). Bacchylides closes his eagle description mentioning the confidence the
bird feels due to its mighty strength (1. 21-22). Then, he exemplifies his thought
in the way the small birds react: in view of the impressive bird, they crouch down
in fear (11. 22-23). The later part (11. 24-30) follows the description of the former
in a more specific way. Now we hear about the eagle's advantage to fly in every
direction, from earth to sea and once again to the sky (ll. 24—26). We are also in-
formed about its "fine haired coat" (11. 28-29) and then about the reaction of all
the people, who recognize immediately the divine bird by far (1. 29-30).

Some key words of Bacchylides' description will help us give an answer
concerning his poetic identity behind the mask of the bird. First comes the no-
tion that the bird is the messenger of Zeus (1l. 19-20). Eagle is a reliable guide
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about God's will, a good and favorable omen to the humans, as always in epic
poetry.2 "Ayyelog is also Bacchylides, because he sends the glorious message of
Hieron's triumph to the city of Syracuse. In that sense we are confronted with the
conventional "aggelia motif".? As the eagle covers vast distances (in geographi-
cal space) flying with its golden swift wings, so does Bacchylides (in temporal
space) with the wings of his poetry: through the digressions of the mythological
narration he gives his object of praise further perspective. Last come the sweet
voiced small birds (1l. 22-23), evidently the well-known domestic cocks.’* Al-
though the description of the eagle hunting small birds is proverbial,’' the at-
tribute AryveBoyyotr indicates intention. AryveBoyyotr in Homer are always the
heralds.’2 Because Bacchylides' rivals remain unidentified, the connection of the
small birds with the Homeric heralds provides the audience the necessary asso-
ciations between the rivals of the divine bird and the rivals of the poet underlying
that both must have a common attitude against them.»

The real meaning of the passage is that great deeds must be praised only
by great poets. Visualizing his professional superiority* right from the beginning
of the Ode is an accurate literal way of Bacchylides to declare in public the qual-
ity of his artistic achievement and to confirm in public his special relation with
Zeus.>

Bacchylides as an Island Bee (Ode 10)

Bacchylides' Tenth Epinician Ode is a poem composed in honor of Aglaos from
the city of Athens, winner in a foot race at Isthmus. This time Bacchylides wears

2 E.g. 11.13,821-3; 12,218-21; 24,314-5.

29 Bacchyl. 2,1-3: "Aifov, & ceuvoddtelpa P, &g Kéov iepiv, xaptidvorov gépovs’
ayyeMow ...

30° Arnott (above n. 22) s.v.
31 In the Homeric battle scenes the image is used metaphorically (/. 15,688-92; 17,673-6).
3211.2,50,442; 9,10, Od. 2,6 etc.

33 Lefkowitz (1969) 54-5. A similar image occurs in Pindar twice (Ol. 2,868, Nem. 3,80-2).
In favor of a conventional use of the epithet here see Kaimio (1977) 143.

34 See also Hadjimichael (2011) 105.

35 The iconography of this period always associates eagles with immortality. Cf. Wuilleumier
(1930) 127.
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the mask of a bee which passes everyone the message of the athlete's prowess (11.
9-14).

AyAomt Kol VOV KOGTYVATOG GKOLTOG
voo1dTY €kivnoev AryveBoyyov péhisoay,
é[ylxepec v dB&vatov Movoaw dryoAua:
Euvov avBponototy €in

YOPUDL, TEQV CLPETOV

povdov éntyBoviolotv

[...] and now for Aglaos his sister's husband has prompted the clear
voiced island bee, to create an immortal ornament of the Muses, a joy
in common to (all) men, to inform mortals of your prowess [...]

Niinlist has already pointed out that the bee as producer (and not as collector) of
honey belongs undeniably to the archaic as well as to the classical tradition of
Greece.*¢ Quite often bees are standing for the poets themselves. Like bees, which
dart from one flower to another, collecting only the best part of it, so do the poets,
who "jump" hastening from one theme to another, using only what is necessary
or essential for their poems and move then to another.

Bacchylides' attitude is quite different. The geographical attribute va.ciotiv
is undoubtedly referred to Bacchylides' hometown, Keos. Furthermore, the adjec-
tive AryveBoyyoc is used to describe the qualities of his compositions, the clarity,
the sweetness and the accuracy of his words.’® But the question still exists! Is
there any specific reason, which justifies the choice of the bee image in the con-
text of this Ode?

Pfeijffer explains that "the concern of ToukiAio which the bee stands for [..]
and which is indeed quintessential to Pindar's compositional principles, is strik-
ingly absent from Bacchylides' Ode 10".? Bacchylides' main concern is, then, to
praise the victor. But, if our poet is interested in the fame of his client rather than
on emphasizing the poetic charm of his Odes, how does the island bee function
here?

36 Niinlist (1998) 60-3.
37 Pind. Pyth. 6,52-4; 10,54-5, mel. adesp. 979 (= SH 1001).
38 See above the double meaning of the word. Furthermore, cf. Kaimio (above n. 34) 141.

39 Pfeijffer (1999) 58.
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Aristaios, one of the most ambiguous figures of Greek folk religion, is also
the main hero of Kean mythological tradition. Pindar narrates his myth in the
Nineth Pythian Ode (11. 59—65). Son of Apollo and the nymphe Kyrene, Aristaios
was born in Africa, at his mother's palace in Libya. Gaia and Hores made him im-
mortal by nourishing him with nectar and ambrosia. From Africa, Aristaios came
to Keos, where he taught the local population the art of apiculture.# That's why
he is widely considered as the founder of that art. The figure of Aristaios and the
bee became since then the official symbols of Kean coins. This mythological di-
gression makes it clear that the bee is an everyday symbol for Bacchylides, since
his hometown has a long tradition in thyme honey production. In other words, the
image of the bee belongs to Bacchylides' cultural background. The point becomes
clearer, if we keep in mind that also Aglaos, the addressee of the Ode, came from
Athens, a region that in ancient times was renowned for the quality of its thyme
honey. Wearing the bee mask Bacchylides stresses an aspect of the heritage he
shares with his patron. He clearly aims to connect his patron with the local folk-
lore, the tradition and the legends of his own hometown.+

Conclusion

Bacchylides is indeed "a less visible primary narrator" than Pindar, who prefers
to speak about himself "in emphatic first person statements".* His choice to wear
masks is neither spontaneous nor accidental. The above mentioned "masks" cre-
ate a visual frame of the epinician procedure, which demonstrates intimacy. They
also presuppose his audience's knowledge and understanding, emphasizing the
personal ties between poet and victor, "a poetic device for the equation of subject
and object".# Each case of such poetic metamorphose is linked with the factual
data of the epinician procedure. In that sense, poetic metamorphoses describe the
communicative context in which every single Ode was performed. In each case
Bacchylides emphasizes on a different aspect of the performance and on him per-
sonally as compositor and performer (e.g. the cock as victory announcer) accord-

40 Ap. Rhod. 4,1132-33, Schol. in Ap. Rhod. 2,498a—c Wendel, Schol. in Pind. Pyth.
9,104,115a-b Dr., Schol. in Ar. Eq. 894a—c Koster, Athenagoras, Leg. 14,1,7, Phylarch. ft.
16,9, Nonnus, Dion. 19,242, Schol. in Arist. fr. 511 Rose.

41" On the treatment of the subject see the exhaustive analysis of Gentili (1988) 115-54.
42 Pfeijffer (2004) 217; Morrison (2007) 99 with further literature.
43 Hubbard (1985) 149.
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ing to the specific performative needs of each Ode or eventually the expectations
of his patron.

In this way Bacchylides wants to present himself as professional. Undeni-
ably, his artistic force builds the core of all the above mentioned poetic transfor-
mations. Bird masks are appropriate for such metamorphoses, because birds can
easily be associated with the elements of flight and wings, metaphors so familiar
in epinician poetry.* Bacchylides' poetry is like these creatures (except perhaps
for the cock); it flies above the earth in the sky, providing a limitless praise of
his addressee's deeds, which last forever. Moreover, bird wings and the wings
of the poetry recall possibly the Homeric "winged words", which means "words
that fly to those who can understand" (£rneo mtepdevto in contrast to AmTEPOC
udBoc), a phrase that indicates the words as sound from the speaker's mouth to
his addressee.*

University of Peloponnese, Kalamata
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