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Euripides’ Electra is a favorite text for classroom reading. The purpose of
our commentary is to provide material we deem useful for enhancing the
experience of both undergraduate and graduate students, whether early in
their studies or more advanced. Although the text is not very difficult as
Greek texts go, its gripping story, variations on the traditional myth, ideas
about fifth-century Athenian thought, manners, and morals, attitudes toward
the gods, and its almost contemporary feel are among many aspects that pro-
vide endless fodder for discussion and exploration. It repeatedly calls for
comparisons with Aeschylus’ and Sophocles’ treatments of the story of the
revenge taken against Agamemnon’s murderers by Electra and Orestes. Our
Introduction serves as a brief guide to the myth as it is presented in epic,
lyric, and tragedy. 

We have tried to accommodate the various levels of students who are
likely to read this play in Greek. Our notes give rudimentary grammatical
help and syntactical reviews to fortify their language skills, but these are
confined to appendices, allowing more advanced students to ignore them,
while giving the less experienced a place to look for review and be saved
from the frustration of the odd verb form that is hard to find. We have also
provided a general vocabulary as an aid to students reading their first
Euripidean play or for those whose aim is a rapid reading. On the assump-
tion that our readers have limited experience in reading Greek tragedies,
we try to make clear what is common to tragedy in general or to Euripides
and what is rare, unusual, or specific to this play. 

We also introduce students to such tools and terms of scholarship as
scholia, obeli, interpolation, and literary or linguistic expressions. At the same
time we address various readings of the manuscripts and offer explanations
for our reading versus the manuscripts or the variously offered emendations.
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Our notes include ample literary interpretations coupled with anthropological
and cultural commentary (see, for example, the notes ad 83 on pistos, xenos,
and philos). The Introduction relates the conventions of the Greek theater
specifically to this play and we comment throughout on stage business to help
our readers visualize the scenes and participate mentally in the spectacle.
We have also included references to secondary scholarship in the com-
mentary to encourage students who would like to research further certain
scenes or topics. These are tied to a full bibliography. Attention is given to
meter throughout, including a concise general introduction, descriptions of
the meters of each ode, an appendix of metrical analyses, and discussions of
resolutions and the dramatic contexts of meter.

In our earlier collaboration on a commentary on Euripides’ Alcestis
(Euripides’ Alcestis with Notes and Commentary by C. A. E. Luschnig and
H. M. Roisman [Norman: University of Oklahoma Press, 2003]), we offered
our differing interpretative views of the play in a separate section following
the commentary. This time, however, we have found that we agree on most
of the major issues of Electra, from its date to the attitude expressed toward
matricide. For this reason, in the section titled “Discussions,” we examine a
few of the many significant topics about Electra, some of which have not
often been treated independently, ending with descriptions of the literary
afterlife of the play in theater and film. This material is provided both for
classroom dialogue and as a starting point for research.

Our collaboration was carried out entirely over e-mail and we were geo-
graphically separated throughout the writing. Thus our thanks go to separate
individuals or groups of people who have helped us in different locales. First
our students (whether at Colby College or the University of Idaho) have
earned our gratitude. Their probing questions and vital interest in the play not
only prompted us to think about producing a commentary, but have also
guided us in examining new corners and facets of interpretations of this play
and Greek tragedy in general. Both of us also owe thanks to Karen Gillum of
Colby College for helping us with the metrics and editing and to the readers
for the University of Oklahoma Press, for providing many helpful comments
and suggestions. Hanna Roisman extends her great thanks to the Department
of Classics at the University of Cincinnati for the Margo Tytus Fellowship
that enabled her to work at the magnificent Blegen Library, and to the
library’s staff for their helpful support in finding material. She is most grateful
to her friend Toby Mostysser, not only for contributing to the readability of
her part of the commentary, but also for many insights and comments about
the play. To Suzanne Jones of Colby College, she gives thanks for the reliable,
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thoughtful, and generous administrative help one needs when one writes a
book, and last but not least, she owes thanks to the dedicated team of
librarians at the interlibrary loan department of Miller Library at Colby Col-
lege who spared no effort in getting her any article or book she requested.
Zeev and Nadia Rubinsohn, and Beatrice Rosenberg were always there for
her. Her deepest thanks are to her husband Yossi Roisman and her sons
Elad L. Roisman and Shalev G. Roisman, on whom she knows she can
always rely and to whom she dedicates her work. Cecelia Luschnig would
like to thank her friends on the library staff at the University of Idaho,
especially Hannah Etherton and Jesse Thomas for their expertise, and
good cheer, and willingness to wink at an overdue book from time to time.
Her heartfelt thanks as always goes to Lance Luschnig, who during the
January 2009 floods diverted a rivulet from her basement study and who
always helps her out of her computer woes.

January 2009
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1. The Three Tragedians
2. The Myth
3. Euripides’ Electra and the Conventions of the Greek Theater
4. Nature and Survival of the Text 
5. Meter and Prosody
6. The Date of Euripides’ Electra
7. Definitions of Literary Terms used in the Commentary

1. The Three Tragedians

The tragedies that have survived from classical Greece were all written during
the fifth century b.c.e. in Athens and are the work of only three playwrights,
Aeschylus, Sophocles, and Euripides.1 A popular legend has it that Aeschylus
fought in the battle of Salamis (480 b.c.e.), Sophocles led the boys’ chorus
in the paean of victory after the battle, and Euripides was born on Salamis
on the very day of the battle. Though its veracity is doubted, the story helps us
remember the relative chronologies of the three great dramatists.

4

Aeschylus was born at Eleusis in Attica ca. 525 b.c.e. and died in Sicily ca.
456 b.c.e. He fought in the battles of Marathon (490) and Salamis (480).
Of the eighty-two plays he is believed to have written, seven (or six if PB
is by someone else) have survived:

3
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1. Only three playwrights as far as we know. In fact the authorship of PB, which has come
down under Aeschylus’ name, and that of Rhesus, attributed to Euripides, have been disputed,
meaning that we may have complete plays by as many as five tragedians, though we do not know
the names of the other two possible authors. 



Persians (Persae, 472 b.c.e.)
Seven against Thebes (Septem, 467 b.c.e.)
Suppliant Women (Supplices, no firm date, but known to have been in

competition with Sophocles)
Oresteia (458 b.c.e.): Agamemnon, Choephori (or Libation Bearers),

Eumenides
Prometheus Bound (date unknown, thought by many not to be by

Aeschylus)
Aeschylus is the only one of the three tragedians to have used the con-
nected trilogy (see “Conventions”), which allowed scope for his grand
vision, his fondness for the spectacular, and the visualization of his images
through staging. He is considered by many to be the most optimistic and
religious of the three, especially in that he gives cosmic meaning to social
and political customs and institutions. 

4

Sophocles was born at Colonus, a suburb of Athens, in 496 b.c.e. and died
in 406. He was a prominent citizen of Athens, was twice elected to the
board of generals, and served on the committee in charge of cleaning up
after the Sicilian disaster. He is known to have written 123 plays and won
first prize twenty-four times. Sophocles never came in third. The Oedipus
Tyrannus, which was used by Aristotle as the exemplary tragedy and is in
our time the most widely read Greek play, actually came in second. Seven
of Sophocles’ plays survive:

Ajax
Antigone
Electra
Trachiniae (Trachinian Women)
Oedipus Tyrannus (Oedipus the King)
Philoctetes (409 b.c.e.)
Oedipus at Colonus (406 b.c.e.)

Only the last two are firmly dated.
Sophocles concentrated more on the characters than on the mythical grandeur
of the stories, creating men and women of heroic stature and temperament:
Oedipus became the model for “the tragic hero” with his or her “tragic flaw.”
Sophocles was the master of the perfectly made play and of tragic irony.

4

Euripides was born at Phlya, east of Hymettus, in Attica ca. 480 b.c.e. and
died in Macedonia in 406. He was not prominent as a soldier or in politics,
but Aristophanes portrayed him as a character in several comedies. It is said
that he was a loner and wrote his plays in a cave on the island of Salamis.
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Nineteen (out of as many as ninety-two) plays survive under Euripides’
name, of which ten were preserved in the canon of plays that were taught in
school, and nine survived by chance as part of a collection of his plays in
alphabetical order (limited to the titles beginning with H through K, marked
below with an asterisk; see below under “Nature and Survival”). Electra is
in the latter group. Instead of Electra (which goes over the same basic mate-
rial as Sophocles’ version), Orestes, which departs from the traditional story,
found its way into the canon. Of the seventeen serious plays certainly by
Euripides, eight can be dated with a fair degree of certainty. The other ten
have been arranged among them according to metrical analysis (see “Date”):

Alcestis (438 b.c.e., a “pro-satyr” play)
Medea (431 b.c.e.)
Heracleidae*
Hippolytus (428 b.c.e.; first prize)
Andromache
Hecuba
Suppliants* (in Greek, Hiketides)
Electra* (422–413 b.c.e.; see “Date”)
Heracles*
The Trojan Women (415 b.c.e.)
Iphigenia in Tauris*
Ion*
Helen* (412 b.c.e.)
Phoenician Women
Orestes (408 b.c.e.)
Bacchae (405 b.c.e. with IA)
Iphigenia at Aulis* (405 b.c.e.; with Bacch., first prize, awarded

posthumously)
In addition:

Rhesus (believed by many not to be the work of Euripides)
Cyclops* (a satyr play of unknown date)
Euripides won first prize only four times in his lifetime. He won a fifth

first prize with his last plays (including IA and Bacchae), which were pro-
duced posthumously. He was known for his portrayal of unheroic heroes and
for his prominent women. Euripides was clearly interested in the intellectual
movements of his day and was called in antiquity the “philosopher of the
stage.” He was closely associated with Socrates by Aristophanes and other
comic playwrights. His characters act and speak like his contemporaries and
use more idiomatic language than those of the other tragedians.
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A play about the revenge Orestes and Electra perpetrated on their father’s
killers, Aegisthus and their mother Clytemnestra, survives by each of these
three playwrights: Aeschylus’ Choephori, the second play in his Oresteia,
and an Electra by each of the other two. The different essences of these
plays in treatment of the myth, the characters, the settings, and the meaning
of the matricide, show that reliance on well-known myths with known
ends, far from hampering the playwrights’ creativity, allowed them ample
scope for innovation and even surprise, prompting them to play with the
audience’s expectations by ringing changes on tragic figures and incidents
that had already been staged.

2. The Myth

With the exception of Aeschylus’ Persians (which treats an event in recent
history), the extant Greek tragedies draw their plots and characters from
myths and legends that were familiar to the audience. The main characters
are heroes (male or female) from the distant mythical past, the plots are
based on traditional exploits, and both characters and action are invested
with the archetypal quality inherent in myth.

The Electra plays are based on myths recounting the succession of
afflictions that befell the House of Atreus. Although there is no fixed
canonical version of this legend, the basic story (as it appears in tragedy)
can be summarized as follows. The early generations of the family receive
only mentions in the extant plays: Tantalus tested the gods’ omniscience
by inviting them to dinner and serving them his son, Pelops, in a fricassee.
Pelops was restored to life through divine intervention. He too was later
cursed for an act of treachery. He cheated in a chariot race in which he had
to beat Oenomaus to win the hand of his daughter Hippodamia. He bribed
Myrtilus, his potential father-in-law’s charioteer, to remove the linchpin from
one of the wheels, causing Oenomaus’ death. He then murdered Myrtilus
(instead of fulfilling his promise to let him lie with Hippodamia). With his
dying breath Myrtilus cursed Pelops and his descendants. In the next gen-
eration, Pelops’ sons, Atreus and Thyestes, disputed the kingship of Argos,
and Thyestes seduced Atreus’ wife (see 699–746 and “Commentary”). In
revenge Atreus (taking a page from his grandfather’s cookbook) invited
his brother to a conciliatory dinner and served him the flesh of his own
sons. When Thyestes realized what he had eaten, he called down his own
curse on Atreus’ house. 
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This brings us to the generation of characters who are the principal
actors in the first play of the Oresteia. Menelaus and Agamemnon, Atreus’
sons, also had dysfunctional family relationships. Menelaus’ wife, Helen,
left him for Paris, prince of Troy, precipitating the Trojan War, and
Agamemnon, chosen Panhellenic general, sacrificed his daughter Iphige-
nia (whether forced to do so by Artemis, as is alleged in Sophocles’ Elec-
tra, or out of ambition as in Euripides’ IA) en route to Troy. Upon his
return home Agamemnon himself was murdered by his wife, Clytemnes-
tra, and her lover, Aegisthus (as dramatized in Agamemnon and retold in
the Electra plays). Clytemnestra and Aegisthus were killed in their turn,
by Agamemnon’s son Orestes, with the support (whether verbal or physi-
cal) of his sister Electra. The three Electra plays focus on the last install-
ment in this curse: the revenge taken by Agamemnon’s children on their
mother and her lover.

Euripides begins with Tantalus as one of the names in the Farmer’s pro-
logue speech (11), and after the denouement the chorus sums up (1174–5):

There is no house unhappier than that
of Tantalus’ descendants, nor has there ever been.

Pelops is not named in Euripides’ version, but he figures in both Aeschylus
(Cho. 503) and Sophocles (10, 504–15, 1498). Sophocles makes oblique ref-
erence to the infamous chariot race with the words “Pelops’ ancient horse-
manship” (504) and perhaps in the false tale of Orestes’ death in a chariot
race (745–8). 

INTRODUCTION 7

Tantalus

Pelops

(+ Aerope) Atreus, Thyestes (+ Pelopeia)

Agamemnon, Menelaus Others and Aegisthus
+Clytemnestra +Helen + Clytemnestra

Iphigenia [= Iphigone 1023], Hermione unnamed children (Electra 60)
Electra, Orestes, Chrysothemis [in Sophocles and Homer]

Family tree from Tantalus through the children of Agamenmon (as named in the tragedies). 



Although Aeschylus recalls Atreus’ butchery of Thyestes’ children and
the cannibalistic feast in the hair-raising lyrics sung by Cassandra (Ag.
1090–2, 1095–7; see also 1219–22, 1242), neither Euripides nor Sophocles
alludes to them. On the other hand, neither Aeschylus in the Oresteia nor
Euripides in his Electra mentions another sister, Chrysothemis. She is
named in Homer, and Sophocles gives her a minor, but important role.
Euripides names her at Or. 23 and at IA 1164, he attests to three daughters
of Clytemnestra. These few comparisons should be enough to make it clear
that the tragedians were free to highlight some details of the story and to
obscure or omit others (see Roisman 2008, 7–15).

Much of the traditional material available to the tragedians, like most of
the tragedies themselves, has been lost, making it difficult to know which
details are allusions and which are invented by the individual playwright.
The only complete works that have come down to us that refer to the revenge
for Agamemnon’s murder and the events leading up to it are the Odyssey
of Homer and Pindar’s ode to Thrasydaeus (Pythian 11), composed several
centuries later. Though Orestes’ act of revenge comes up several times and
from the lips of several speakers in the Odyssey, Homer’s is by no means a
detailed treatment. The other literary treatments of which we know are frag-
ments, citations from literary works, and summaries by later writers. Thus we
have only the most partial knowledge of what Euripides had at his disposal
when he wrote his Electra. One of the most fascinating questions, of course,
is whether in fact he had Sophocles’ play (see “Date”).

The purpose of the multiple accounts in Homer is to provide an example
for Telemachus on how to deal with the suitors who are harassing his mother
and consuming his father’s goods while Odysseus is away. Aegisthus is drawn
as a villain, a seducer and murderer without redeeming qualities (Odyssey
3.194–8, 256–61, 4.524–37). The murder of Agamemnon is described as an
ambush carried out at a homecoming banquet arranged by Aegisthus.

One of the most vexed issues in all three tragic treatments of the revenge
is the question of Clytemnestra’s culpability. In the Odyssey, Clytemnestra
is presented from several perspectives. Nestor, describing her seduction by
Aegisthus, depicts her as a woman of “understanding mind,” who succumbed
only after “the doom of the gods bound her so that she must submit,” but
then notes that she was led to Aegisthus’ house “as willing as he [Aegisthus]
was” (Odyssey 3.265–72). Athena and Menelaus describe her as a treach-
erous woman who took part in the plot (3.234–5, 4.90–2). Agamemnon, in his
underworld meeting with Odysseus, describes her as a shameless and treach-
erous woman who was actively involved in the murder and so pitiless and
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hard-hearted that she would not even close his eyes after he died (11.409–10,
421–34, 454–6). In Homer, then, we find the basis for Clytemnestra’s depic-
tion as Aegisthus’ consort and as a participant in the murder.

Her guilt becomes more explicit in the seventh-century Oresteia written
by Stesichorus of Himera in Sicily (640–555 b.c.e.). Only a few fragments of
the poem have come down to us, in passing references in other works, mostly
by ancient Greek commentators. From these, we learn that Stesichorus’
Oresteia described Clytemnestra’s dream of Agamemnon’s revenge. “She
dreamt there came a snake, with bloodstained crest, and out of it there
appeared a king of the line of Pleisthenes” (Davies, PMG 219; Pleisthenes
was an obscure member of the family tree: Fraenkel ad A. Ag. 1569). The
anxiety-ridden dream, related in different forms by both Aeschylus (Cho.
32–41, 523–53) and Sophocles (El. 417–30), points to Clytemnestra’s fear
of retribution for her role in the murder. 

By the fifth century, the age of Classical Greek tragedy, Clytemnestra is
depicted not only as an active participant in her husband’s murder, but also as
threatening her son’s life. Two fifth-century vase paintings show her bran-
dishing an ax in the direction of Orestes, who has just killed Aegisthus
(Prag, C18, C19). Pindar, in a brief aside in his ode in praise of Thrasydaeus,
describes Clytemnestra as a ruthless and treacherous woman from whom
Orestes had to be rescued after she killed his father (Pythian 11.17–21). 

At the same time, motives other than lust also emerge for Clytem-
nestra’s actions, first appearing in two poems from what came to be called
the Epic Cycle, the Cypria (ca. 776 b.c.e.) and the Nostoi (ca. 750 b.c.e.).
With the exception of a few fragments, all that remains of these poems 
are short summaries composed in the fifth century c.e. by Proclus. The
Cypria recounts events that led up to the Trojan War, including Agamem-
non’s sacrifice of Iphigenia (which is not found in Homer), though as far
as we can tell the story is not linked to Agamemnon’s murder. Nonethe-
less, the story of Iphigenia raises the possibility that Clytemnestra’s
motive for killing Agamemnon was not lust alone, but vengeance for her
daughter’s murder. Another possible motive is suggested in the Nostoi,
which recounts the heroes’ return from Troy and tells of Agamemnon’s
bringing Cassandra home as a concubine. This allows us to infer jealousy
as a motive (already in Od. 11.421–3 Agamemnon’s ghost is tormented by
his memory of Cassandra’s cries as Clytemnestra slaughtered her over his
fallen body). 

Both these possibilities are present in Pindar’s ode to Thrasydaeus.
The ode does not specifically name jealousy as a motive but it does say
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that Clytemnestra killed not only Agamemnon but also Cassandra (Pythian
11.17–22). More explicitly, it goes on to wonder whether Clytemnestra’s
motive for killing Agamemnon was anger at Iphigenia’s slaughter or a
desire to continue her adulterous relationship with Aegisthus undisturbed
(Pythian 11.22–8).

Orestes is consistently drawn as the dutiful son who did what he was
honor bound to do in avenging his father’s murder. Different accounts,
however, deal differently with his role as a matricide. The Odyssey tells us
clearly that he killed Aegisthus but leaves his role in the killing of his
mother vague, while adding that Clytemnestra was buried at the same
time as Aegisthus (Od. 3.309–10), a narrative strategy that allows the poet
to avoid presenting Orestes as a matricide, which could raise questions
about his morality and undermine his heroic stature. 

As Clytemnestra’s culpability is highlighted in subsequent works,
Orestes’ killing of his mother comes into sharper relief as well. The frag-
mentary pseudo-Hesiodic Catalogue of Women of the sixth century b.c.e.
is the first known source to state clearly that Orestes killed not only his
father’s murderer (Aegisthus) but also his “man-slaying mother” (frg. 23
(a) Merkelbach and West: 13–30). In Nostoi and Pindar (Pythian 11.36–7)
he also kills both Aegisthus and Clytemnestra.

The attribution to Clytemnestra of an active role in Agamemnon’s
death provides a measure of justification for the matricide, as does the depic-
tion of her as threatening Orestes’ life. Yet, even as Clytemnestra is presented
as deserving death and Orestes’ revenge as just, the horror of the crime makes
further exculpation necessary. This is provided by the inclusion of Apollo in
the treatments of the myth. As Jebb (1894, repr. 2004, 17) argues, Apollo, the
god of light and all-seeing arbiter of purity, had the power to grade the degree
of homicidal guilt and to free persons of the defilement and of the punish-
ment that ensued after the shedding of kindred blood. All three tragedians
have Apollo’s oracle authorizing the vengeance and instructing Orestes in
whether and/or how to carry it out. Apollo may have been first associated with
the story in the Nostoi, which recounts how Pylades of Phocis helped Orestes
kill his father’s murderers. In the mid-fifth century b.c.e., Phocis controlled
Delphi, the seat of Apollo’s oracle. Stesichorus of Himera has Apollo giving
Orestes a bow to fend off the Erinyes (Furies), the primal powers that pun-
ished the murder of kin.

Electra, the central figure of both Sophocles’ and Euripides’ tragedies,
comes into the myth relatively late. The Iliad says that Agamemnon had
three daughters (9.144–5, 286–7), Chrysothemis, Laodice, and Iphianassa,
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but does not name Electra among them. The summary of the Cypria names
four daughters, Chrysothemis, Laodice, Iphigenia, and Iphianassa. The
first known reference to Electra is in the now lost Oresteia by the seventh-
century b.c.e. poet Xanthus, who, according to Aelian (third-century c.e.
miscellanist), claimed that Electra was Homer’s Laodice and that Laodice
was given the name “Electra” because she remained so long unmarried (i.e.,
alektros in Greek). The pseudo-Hesiodic Catalogue of Women identifies
Electra as the daughter of Clytemnestra and Agamemnon, and Orestes as
their son. Stesichorus’ Oresteia, according to POxy. 2506 (Davies, PMG
217), mentioned the recognition by a lock of hair. This places Electra firmly
in the story of the revenge and suggests that she played a role in it along
with her brother. We do not know from these sources, however, how her
participation was depicted: how active, how passive, and whether com-
mended or criticized.

The post-Homeric, pre-tragic sources thus show the motifs of the sac-
rifice of Iphigenia, the murder of Agamemnon, the sheltering of Orestes
by Strophius, king of Phocis and father of Pylades, Orestes’ return home
with Pylades, Clytemnestra’s dream, Electra’s recognition of her brother
by his lock of hair, the revenge, and Apollo’s sanction of it. With much the
same material to draw on, Aeschylus, Sophocles, and Euripides all wrote
very different plays. Each places the action in a different setting, and each
depicts key characters and their interactions in his own, unique way.

3. Euripides’ ELECTRA and the
Conventions of the Greek Theater

Classical Greek tragedy was formal, stylized, non-realistic, and consciously
removed from the everyday. It is sometimes said to be a theater of convention
rather than a theater of realism. The conventions, at least, differ from those of
the nineteenth to early twenty-first century with which we are familiar.

4

1. Performance. All the Greek tragedies were written for a single perfor-
mance and for competition in public dramatic festivals. Of these the most
important was the City (or Great) Dionysia held in early spring at which
three days were devoted to tragedy, one day to each of three tragedians
selected to compete that year. The festivals were religious, cultural, and
educational but also popular entertainment for the masses and a grand spec-
tacle. The survival of the extant plays depended upon their being revived

INTRODUCTION 11



and performed by troupes of professional actors. It is likely that there was a
revival of Aeschylus’ Oresteia not long before the production of Euripides’
Electra, making Euripides’ parody of the older playwright’s script meaningful
to his audience. The most revered and popular plays made it into the canon
for reading in school. (See below on “Nature and Survival.”)

4

2. Trilogy. At the festivals the tragedies were presented as parts of trilogies,
that is, three tragedies were produced to be presented in a series at the
competition by each of three selected playwrights. In order to compete,
the tragedians had first to be “awarded a chorus” by the archon eponymos
(one of the chief administrative officers of the Athenian democracy). Each
set of three tragedies was followed by a shorter, lighter play, most often a
satyr play (a play in tragic diction on a mythological theme with a happy
ending, using a chorus of men costumed as satyrs), but there were other
possibilities for the fourth play: Alcestis was in the fourth position and Rhesus
may have been. The group of three tragedies (a trilogy) with the satyr play, or
other lighter drama, is called a tetralogy.

The three plays of the trilogy were not always even loosely connected.
Although the connected trilogy was the form characteristic of Aeschylus,
there is no evidence that any other Athenian playwright composed them.
Euripides may, however, have produced a “Trojan trilogy” for 415 b.c.e.,
three plays that take incidents and characters from the Trojan War as their
theme. The Oresteia of Aeschylus is the sole surviving example of a trilogy
that takes the same story through three successive stages. There is, however,
both internal and external evidence that Seven against Thebes and Suppliants
were parts of connected trilogies. When we know what plays were performed
in sequence at a festival, it is possible to speculate about connections or lack
thereof among that day’s tragedies. Unfortunately we do not know what plays
were performed with Euripides’Electra, and there is no reason to suppose that
they were connected.

4

3. Poetic Drama. All parts (both dialogue and choral parts) of classical Greek
tragedies are in verse (see “Meter”). The distribution of spoken and sung parts
in Electra is unusual. There are only three stasima (or formal choral odes),
but Electra sings a monody (or solo) before the entrance of the chorus, and
there are two choral celebrations, one right after the recognition of Orestes
(585–95) and another after the messenger’s speech announcing the death of
Aegisthus (859–65, 873–9). A greeting to Clytemnestra (988–97) and a choral
ode interrupted by Clytemnestra’s death cries (1147–71), which blends into
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the kommos (a lyric exchange between actors and chorus,1177-237), are also
sung, and, finally, the anapestic ending (1292–1359) is chanted (see the struc-
tural outline below). 

4

4. Acting and the “Rule” of Three Actors. All roles, whether of characters
or chorus, were played by males. There are no more than three speaking
actors on stage at one time (not including the chorus): all parts of a tragedy
are divided among the protagonist (first actor), the deuteragonist (second
actor), and the tritagonist (third actor). Some plays use only two speaking
actors, including the plays of Aeschylus before Oresteia and Euripides’
Alcestis and Medea. In Electra, Electra is obviously the protagonist; Orestes
the deuteragonist; all the other characters would probably be played by the
tritagonist, although it is possible that the actor playing Orestes also plays
the messenger of his heroic deed. There are a number of non-speaking
extras (mutae personae): Pylades is on stage with Orestes but speaks not a
word; Orestes also has (probably) two servants; Clytemnestra comes on with
(probably) two women in the carriage with her and at least two male atten-
dants who manage her carriage and horses; a silent Polydeuces accompanies
Castor. The three-person scenes in the Electra occur at the end of the first
episode when the Farmer enters upon the scene between Electra and Orestes
(341–400); in the second episode when Orestes enters on the scene between
Electra and the Old Man (her father’s aged paedagogus or childhood
attendant, 549–692); in the exodos (last scene) when the Dioscuri arrive.
The treatment of the third actor in each of these scenes is different. In the
first the Farmer is ignored by Orestes, who never addresses him, though
he gives a speech in reaction to him. In the second, Orestes mocks the Old
Man but soon joins him in a conspiracy, and the three actors fully engage
with each other. In the third, Castor speaks from the me \chane \ (see below),
high above the scene. The distinction in class or power is obvious in all three
three-actor scenes. In the dialogue sections of the play the chorus-leader
(koryphaios) rather than the whole group speaks, but does not count as one
of the three actors.

Of the qualities required of an actor, the most important was a strong and
versatile voice. The huge size and open air venue of the Theater of Dionysus
meant that the actors had to project very well in order to be heard. To play
multiple roles, they also needed to have a voice versatile enough to endow
each character—of whatever age or gender—with his or her distinct vocal
signature. Versatility of voice was required to compensate for the limita-
tions created by the use of masks and the distance between audience and
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actors. Though the mask for each character has a single fixed expression,
emotion can be conveyed through gesture, gait, and posture, and the way
the head is held can change the appearance and expression of the mask.
Still, the ability to express emotion through variations in vocal tone and
cadence was essential. The protagonist was not necessarily the actor with
the most lines, but the one whose part required the greatest flexibility of
voice. He was expected to manage all the meters: the sung lyrics, the recita-
tive, and the spoken meters. The second and third actors were probably given
only recitatives and spoken lines.

4

5. Use of masks. Bewigged masks covering the actor’s head were worn
by both actors and chorus. There were certain distinguishing features for
types of characters, a shorthand for identifying them generically. Orestes
and Pylades would be masked as young nobles, Electra as a young woman
in mourning with hair cropped like a slave. It has been suggested (England,
103) that the Old Man wore the mask, not of a generic elderly slave, but
one identifiable as Aeschylus himself to enhance the parody of the recog-
nition scene in Cho. Though mocking recognizable contemporary figures
was a common feature of comedy, it does not seem to have been practiced
on the tragic stage. 

Elaborate or at least stately costumes were used. Both men and women
of the upper classes wore the long chiton (no longer in fashion for men in
Euripides’ day) and might have a himation or a traveler’s cloak over it;
rural slaves (and in Electra the farmer) might wear working men’s tunic
and cloak. In Electra, until the arrival of Clytemnestra, only the poverty of
the characters’ clothing is marked verbally, though Orestes has a fine
cloak (820). Electra speaks of her clothing as rags (trÊxh 185; see 304) as
does the Old Man of his own (501). Her mother and even her mother’s
slaves meanwhile are splendidly attired and adorned, in prospect and in
fact (314–18, 966, 1140). 

4

6. The Chorus is visually and spatially the center of the action and thus
provides much of the spectacle of the drama. After its entrance the chorus
usually remains in the orchestra as a witness and participant in the drama
until it files off at the end of the play, and so it does in Electra. Because choral
drama (other than in musicals) is alien to most twenty-first century west-
erners, some discussion of the role of the chorus is in order.

The chorus participates in the action, often with advice or informa-
tion. In Electra, the chorus brings news of and an invitation to the festival
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of Hera. Though declined by Electra, this festival can still be imagined to
take place on the day after tomorrow, after all the tragic events have been
enacted, adding to the timelessness of the rural setting with its calendar of
regular seasonal events and to the normalcy of the Chorus, which contrasts
with the singularity of Electra and her kin. They announce the approach of
Electra’s husband (339–40) and notify her of the offstage sounds they hear
at the end of the murder of Aegisthus (747–50). As important as the chorus
is, it is sometimes ignored by the characters. In Electra, Orestes does not
seem to notice that there are fifteen women standing around overhearing his
conversation with Electra until 272. Electra addresses the chorus, but she
can also ignore its presence. The Chorus’ heart is brimming with expec-
tant joy when the strangers enter the house, but Electra ignores their kind
remarks and turns to excoriate her husband for inviting guests into their
poor home (401–5). Later she confides in them (694–5). They participate
in the kommos and in the dialogue with the Dioscuri.

Being spatially central, the chorus acts as intermediary between char-
acters and audience and makes the distant affairs of kings, queens, heroes,
heroines from myth a concern to the citizens or ordinary people. Thus a
continuum is formed of characters, chorus (inner audience of persons not
individuated but known to at least some of the characters), and spectators
(outer audience). The Chorus has clearly come to offer sympathy to Electra.
Their enthusiasm for the festival and concern for Electra highlight her
social and spiritual alienation and her aloofness from everyday life. They
also display the feminine perspective. In the three surviving Electra plays,
all the choruses are of women (palace slaves in Choephori, Mycenaean
women in the two Electras), even though it is a traditional male heroic
story. Perhaps women were used because the story concerns the family
more than the kingship, or the private sphere more than the public, or simply
because the character of Electra could only be supported by a female chorus.
Euripides shows a preference for female choruses, calling for males in only
four of his extant tragedies (Alcestis, Heracleidae, Heracles, and Rhesus:
elders in the first three and soldiers in the last). Sophocles, on the other hand,
in the extant plays shows a preference for male choruses—even in Antigone,
despite the prominence of the title character (whether as protagonist or
deuteragonist), using women only in his Electra and Trachinian Women.

The chorus comments on the action and often sides with one party or
another: in Electra the Chorus sides with the children against their mother.
They are very critical of both daughters of Tyndareus (213–14, 480–1,
1051–4) and continue in their bias right up to the murder of Clytemnestra,
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but then turn on the murderers (especially 1203–5). Their greeting to Cly-
temnestra is almost a curse, as they praise her excessively for her good
fortune as if to call down divine envy, ending with a hint that her fortune
is about to receive the surgeon’s knife.

The chorus fills in background and extends the story in time and
space. The first ode takes us back to a beginning, just before the sailing to
Troy. The second also looks to a more remote past but draws a close parallel
to what is taking place offstage in the play’s time as they sing.

The chorus provides lyrical relief and directs emotions through music
and dance: following a tense scene in which Orestes is on the verge of
revealing himself but which ends with Electra scolding her husband, the first
stasimon offers the sharp contrast of a romantic song about Achilles. After
the recognition they sing a brief, joyous song of victory, and again, after the
messenger’s intensely descriptive speech, they sing and dance excitedly.

We cannot expect a unified point of view from the chorus. In Electra
they are both traditionally pious in urging Electra to pay respect to the gods
(190–7) and skeptical about the truth of the traditional stories (737–44).

The chorus at this period was made up of fifteen citizens (all men, and
not professional actors). No classical Greek tragedy is without a chorus. The
chorus was an indispensable element of the tragedy. Each song has meaning
in the context of what immediately precedes and what follows and for what
it adds to the whole. 

4

7. Parts of plays. Greek tragedies are not divided into scenes or acts: the
division is into spoken parts and songs accompanied by dance.

Prologue: everything before the entrance of the chorus. Electra has
a particularly long and complex prologue, introducing the back-
ground, the scene, and the characters severally.

Parodos: entrance song of the chorus as they file in along the paro-
doi. In Electra the parodos is preceded by a solo sung by Electra
and includes her responses to the chorus.

Episodes: scenes of dialogue between choral songs
Stasima (sing. stasimon): choral songs with dance movements

Strophe & Antistrophe: metrically equivalent stanzas, usually following each
other in a stasimon. It is believed that the chorus danced similar patterns
in strophe and antistrophe but perhaps in opposite directions. An antistro-
phe may be followed by an epode, a stanza that is not metrically balanced
to another.

Exodos: everything after the last stasimon.
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The structure of Euripides’ Electra does not follow the usual pattern of
four or five odes and as many episodes. The parts blend into each other so
that an outline of the structure could be drawn in several different ways.
This is one possible way to divide the play into parts:

Prologue 1–166
1–53 The Farmer’s monologue
54–81 Electra and Farmer
82–111 Orestes arrives with Pylades and states his business
112–66 Electra’s lament, a monody that blends with the chorus’
entrance song

Parodos 167–212 with responses from Electra
First Episode 213–431

213–340 Orestes and Electra
341–431 Farmer, Orestes, and Electra

First Stasimon 432–86 The Achilles ode
Second Episode 487–698

Part 1 Recognition
487–552 Tokens: Old Man and Electra
553–84 Recognition scene: Orestes, Electra, Old Man
585–95 Choral Celebration

Part 2 596–698 Murder Plot: Orestes, Electra, Old Man
Second Stasimon 699–746 Thyestes and the golden lamb
Third Episode 747–1146

Part 1 The Death of Aegisthus
747–858 Messenger and Electra
859–79 Celebration of Orestes’ achievements
880–958 Orestes, Electra and body of Aegisthus

Part 2 The Death of Clytemnestra
959–87 Murder plot: Orestes and Electra
988–97 Choral welcome
998–1146 Clytemnestra and Electra: the central ago \n

Third Stasimon 1147–71 (murder of Clytemnestra): the ode blends
with Clytemnestra’s death cries and with the kommos
Exodos 1172–1359 

1172–1232 Kommos
1233–1356 Arrival of the Dioscuri, Castor’s speech to and dialogue
with Orestes and Electra, farewells
1357–9 Choral tag

4
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8. Other common elements of Greek tragedies.

Kommos: a lyric lament shared by chorus and actors. In Electra the kommos
occurs after the murder of Clytemnestra, in repentance for and revulsion at
the deed of matricide. In Oresteia a long kommos precedes the revenge and
serves to strengthen the resolve of Orestes and his helpers and to summon
help from the chthonic spirit world. The arrival of the Dioscuri in Electra,
spirits from the sky, contrasts with the dark interchange in the earlier play. 

Stichomythia: dialogue in which single lines are spoken alternately by two
or more characters. The convention of alternating, matched lines sometimes
makes the dialogue sound a bit stilted. For sustained stichomythic dialogue,
see the scene between Electra and Orestes (220–89), the recognition (547–81
with effective variations), and the murder plots (612–84), for shorter patches,
see the lines just before Orestes’ reluctant exit into the house (962–84) and
the end of the ago \n (the rapid sequence from 1111–31 with variations).

AGo\N: a formal debate with matched speeches, perhaps more natural to the
Athenians than to us, inclined as they were to speechifying in the assembly
and the courtroom. Euripides is particularly fond of these, and they are often
brilliant rhetorical displays, but again the perfect balance of the speeches
makes them seem unrealistic at times. The ago \n in Electra is between Electra
and her mother. Neither’s argument is particularly strong. Clytemnestra man-
ages to surprise us but she weakens her argument by voicing regret and even
human feeling. 

Angelos and exangelos: messengers, from the outside and from the house
respectively. Almost every play has a messenger scene. Their speeches are
wonderful narrative displays allowing the poet scope for a different kind of
writing. Violence is avoided on stage and transferred to language. The fact
that some deaths are enacted on stage (for example in Alcestis, Hippolytus,
Ajax) casts doubt on the speculation that there was a taboo against showing
death in the theater. The messenger in Electra, one of Orestes’ servants,
fleshes out Aegisthus through direct quotation, turning him into another
character in what is almost a play-within-the-play. Through the details of
the sacrifice, first of the bullock and then of Aegisthus, Euripides shows his
verbal brilliance. 

9. The Greek Theater and its fixtures. The action of a Greek tragedy
takes place outdoors in broad daylight, in front of a building (usually a
palace, sometimes a military hut or a temple; in Euripides’ Electra, a farmer’s
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cottage). Reference is made to interiors (the farmer’s house, the palace of
the Atreidae, the building on Aegisthus’ property) and other exteriors (the
fields of the farm, the highway, the tomb of Agamemnon, Aegisthus’ prop-
erty). Euripides’ Electra begins in the dark before dawn, as we know from
references in the play to the time of day (54 Electra addresses the “black
night”; 78–9 the Farmer says he must drive his team to the fields “with the
day”; 102 Orestes sees “the white face of dawn”). We may imagine the day
passing as the play progresses: the farmer comes back from his morning
chores; Aegisthus prepares a sacrifice, probably intended for a late afternoon
meal that would stretch into the evening (Aegisthus invites the travelers to
stay over, 786–7). Clytemnestra makes a detour on her way to that sacrifice
to visit her daughter. 

Orche\stra (dancing floor): the center of a Greek theater and perhaps the
oldest or at least the original part. The earliest known orchestra was circular.
It is here that the chorus does its routines of singing and dancing. At least
some of the action also takes place in the orchestra. It is very likely that an
altar was a permanent fixture in the orchestra. The use of painted scenery
is still being debated. There may have been movable placards to show
changes in scene (as in the Eumenides). According to Aristotle, Sophocles
invented scene-painting (ske \nographia). This may mean the representation
of architectural elements in perspective (Simon, 22). In Electra, Orestes,
Pylades, and (probably) two servants are able to conceal themselves when
they catch sight of Electra returning from the stream. Would an altar be
large enough for such a crowd? They may have hidden behind the scenery
(109) or hovered close to the house (216) in the dim morning light: the
wording is ambiguous.

Ske\ne\ (stage building; lit. tent, hut > scene). A flat-roofed building, probably
with double doors, stood at the back of the orchestra, where actors changed
costumes and masks and from which or to which appropriate entrances
and exits were made. In Euripides’ Electra the ske \ne \ represents the poor
home of a small farmer. There may have been a slightly raised platform
(or stage) separating the actors from the chorus, but it cannot have been
raised so high as to prevent interaction between actors and chorus. For
example, in Electra the chorus and characters interact during the parodos
and just after it, when Electra tells the chorus to run back down the road
while she runs into the house. The chorus greets Clytemnestra when she
alights from her carriage in the orchestra. The individual chorus members
might surround the two women during the ago \n and follow Clytemnestra
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ominously toward the doors, then withdraw in horror during the murder
and its aftermath. Whether or not there was a stage, the action among the
actors is concentrated in front of the ske \ne \.

Parodoi (side paths): The chorus and characters coming from and going to
offstage elsewheres entered and exited along the two parodoi on either side
of the orchestra. In this commentary we use the stage left (i.e., left from the
actors’ point of view) parodos for the far distance (the highway that leads
to Argos, along which are found Agamemnon’s tomb, Aegisthus’ horse
pastures, the turnoff to the Old Man’s house), and the stage right parodos to
represent the nearer distance (the stream, the farm).

In the Prologue, for example: the Farmer enters from the house; at the
end of his opening monologue Electra enters from the house; they engage
briefly in conversation; she exits first to go to the stream along the stage
right parodos and he exits shortly after to the farm along the same parodos;
Orestes enters with his entourage along the stage left parodos from the
highway. He speaks to Pylades in the orchestra until he catches sight of
Electra coming back from the stream (107-9). Then he and his companions
either crouch behind some scenery or move into the shadows by the house.

Eccycle\ma, (ekkykle \ma, “thing rolled out”): a device rolled out of the ske \ne \

to reveal what has taken place in the house. It was used for the death tableaux
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in Agamemnon and Choephori; perhaps in Sophocles’ Electra for the body
of Clytemnestra. In Euripides’ Electra, Aegisthus’ body is brought in on a
litter and deposited, as Clytemnestra arrives, inside the ske \ne \. After the murder
in the house, the two bodies, along with the perpetrators, are probably rolled
out on the eccycle \ma for the kommos. The scene would thus be reminiscent
of the two scenes that follow the killings in the Oresteia.

Theologeion (“god-platform”): the top of the stage building furnished
another level of action. From here was delivered the prologue of the Aga-
memnon and the part of Medea in the exodos of her play. From here too
the gods delivered speeches (as at the ends of Hippolytus and Orestes; in
Phoenician Women, Antigone and her old slave discuss the hostile warriors
gathered at the gates of Thebes from the rooftop platform). At the end of
Electra, whether or not the me \chane \ (see below) was used, the figures of
Castor (speaking) and Polydeuces (mute) would appear on the rooftop. 
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Me\chane\ (“flying machine”: cf. deus ex machina): a crane used to fly in
gods who take part in the plays. It was possibly used in Euripides’ Medea,
Orestes, IT, Helen, Heracles, and Bacchae and Sophocles’ Philoctetes, as
well as in Electra of Euripides. The uncertainty concerning its use comes
about because, though gods appear in tragedy, they remain aloft and do
not come down on stage to take part in the action on the human level as
they sometimes do in comedy.

4

10. Props. Props vary from play to play. In Euripides’ Electra, as in the other
Electra plays, props, especially vessels for liquids, are important. Electra
enters from her house carrying a common hydria (water jug) such as women
carried to streams and fountain houses. The Farmer might enter carrying the
yoke for his oxen. Pylades and Orestes are armed with swords. The Old Man
comes on with a sheep and laden with cheeses, a wine sack, and floral crowns.
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4

11. The audience. The Greek tragedies were popular entertainment. Every-
body went: men, women, children; free and slave; citizen and foreigner.
Tickets were subsidized by the state. Wealthy citizens were called upon to
finance the training of the chorus: this was a public service (leitourgia) of
similar importance to the fitting out of a warship. There is some dispute
over whether women attended, but the weight of the evidence suggests
that they did.

4. Nature and Survival of the Texts

The manuscripts. The earliest manuscripts (none of which survive) would
have been on papyrus rolls copied during Euripides’ own lifetime, primarily
as production copies, while a very few circulated among private citizens.
On the appearance of such books, Page writes in the introduction to his edi-
tion of Medea (1938, xxxviii):

There will then be no division between words, no punctuation, no
stage directions, no sign to denote change of speaker, no breathings
and of course no accents: elided vowels are sometimes written,
sometimes omitted. Lyric passages are written straight across the
page like prose.

Though subsequent editors have added markings and worked out the sti-
chometry, there are still no stage directions. Usually these can be inferred
from what characters say on stage. For example the Farmer announces that
he is leaving at 78–9. Orestes announces that he sees a “serving woman”
coming with a water jug on her shaved head (107–8). We know Electra is
dressed in rough clothing and is disheveled (184–5, 304–5) and that Orestes
has a fine traveling cloak (820). 

In the last third of the fourth century, official copies of the plays of
Aeschylus, Sophocles, and Euripides were made and housed in the city
archives. By the third century a paragraphos (or long dash) began to be used
to show a change of speaker. The story is that the Alexandrian librarian at the
time of Ptolemy III Euergetes (third century b.c.e.) borrowed these books and
instead of returning them, sent back a copy. The works thus came into the
hands of the great Alexandrian scholars, including Aristophanes of Byzantium
(ca. 200 b.c.e.) who wrote introductions and commentaries, and collated the
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earlier mss. for an edition of the complete plays of Euripides. From his and
later commentaries, dated up to the middle of the third century c.e., annota-
tions were excerpted and put into the margins of the now book-form manu-
scripts. These are the scholia, a miscellany of notes of varied quality, ranging
from glosses to descriptions of stage activity to literary criticism.

Seven plays each of Sophocles and Aeschylus, and ten of Euripides,
formed the canon of the plays most read and studied in school. The survival of
these plays was assured by the many copies that were made (though Cho.
hangs by a thread; its opening lines, lost from the ms, have been filled in from
Aristophanes’ Frogs). For most of these plays, there are full scholia. But nine
more plays of Euripides survive by a lucky chance, in a manuscript containing
part of an alphabetical arrangement of the plays. Electra is one of these. It
survives in two manuscripts of the fourteenth century, both in Florence.

codex Laurentianus xxxii, 2 contains all the extant plays of Euripides
except Trojan Women but no scholia and only a few marginal notes (for
those on Electra see Keene).

codex Palatinus 287 et Laurentianus 172 (two parts of one ms; Palati-
nus is in the Vatican) contains all the extant plays, but for Electra and the
other alphabetical plays is a copy of L and therefore rarely has indepen-
dent value.

papyrus Hibeh 7.10–22 contains lines 367–79.

The Text. We have followed the Oxford Classical Texts of Gilbert Murray
(vol. 2,1913) and James Diggle (vol. 2, 1983) with some alterations in
matters of punctuation, stichometry, and reading. There are many places
where we have chosen to keep the mss. reading over the emendation pre-
ferred by Diggle. We have also used extensively Martin Cropp (1988), J. D.
Denniston (1939), and F. A. Paley (1874). The places where we differ sub-
stantially from Murray and Diggle are noted in the commentary.  

5. Meter and Prosody

Classical Greek plays are written in verse. The characters speak mostly in
iambic trimeter, consisting of three double iambic units (∞ – ∞ – | ∞ – ∞ – |
∞ – ∞ – ) subject to various rules of resolution (see below). According to
Aristotle, this is the meter closest to the spoken cadence (Poetics 1449a19).
The choral odes are composed in lyric meters and sung (see Appendix 1:
Metrical Analysis). So is Electra’s monody (112–66). The second half of the
final scene (1292–1359) is in chanted anapests.
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Greek meters are based on alternations of long and short syllables in
regular patterns. A syllable is long if it contains either (a) a long vowel or
diphthong or (b) a short vowel followed by either two or more consonants
or a double consonant j, c, z). The two consonants need not be in the
same word. A mute (p, b, f, k, g, x, t, d, y) followed by a liquid (l, m, n, r)
may or may not cause the preceding vowel to count as long. A syllable is
short if its vowel is short and is followed by only one consonant or by a
mute + liquid. Also usually counting as short is the combination of a long
vowel or diphthong at the end of a word followed by a vowel at the start
of the next word. This is termed an epic correption. It occurs regularly in
Homeric dactylic hexameter. 

Metron: in Greek meter generally, this is the smallest unit of long and
short syllables forming a repeating pattern typical of the particular metrical
sequence. Several named types or metra are listed below. 

Iamb ∞ – (short long)

In dramatic verse iambs appear in groups of two (i.e., dipodic units) com-
posing the metron. The most common line of dialogue consists of six
iambs or three metra (iambic feet). Each metron thus consists of two iambic
feet (∞ – ∞ –).

The following substitutions are permitted: 

Spondee – – (two longs) may replace the first iamb of each metron; it can
thus be found instead of the iamb in the first, third, and fifth foot.

Tribrach ∞ ∞ ∞ (three shorts) may be used instead of any of the first five
iambs.

Anapest ∞ ∞ – (short short long) may be used anywhere a spondee is
permitted.

Dactyl – ∞ ∞ (long short short) may be used anywhere a spondee is 
permitted.

A final short syllable in any line is counted as long (syllaba anceps,
marked X).

Resolution: the substitution of two shorts for either a long or a short in
the iambic trimeter. The most common place for resolution is in position
6, otherwise termed the third longum (see Devine and Stephens, 66–67).
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Examples from Electra :

1–3
âV g∞w palaiÚn ÖArgow, ÉInãxou =oa¤
– –  ∞ – | ∞ – ∞ – | ∞ –  ∞ – 

˜yen potÉ êraw naus‹ xil¤aiw ÖArh
∞ –  ∞ – | –     – ∞ – |∞  –  ∞  – 

§w g∞n ¶pleuse TrƒãdÉ ÉAgam°mnvn ênaj.
– – ∞ – | ∞ – ∞ ∞ ∞ | – – ∞ – resolution in position 8

1027–9
nËn dÉ oÏnexÉ ÑEl°nh mãrgow ∑n ˜ tÉ aÔ labΔn
–       –    ∞   ∞  ∞ |–   –   ∞ –|  ∞ –     ∞  –   resolution in position 4

êloxon kolãzein prodÒtin oÈk ±p¤stato,
∞ ∞ – ∞ –| – ∞ ∞ ∞ – | – – ∞ x resolution in positions 1 and 6

toÊtvn ßkati pa›dÉ §mØn di≈lesen.
– – ∞ –|∞ – ∞ –| ∞– ∞ x

The average frequency of resolutions in Electra (excluding trimeters in
odes) is one per every 5.1 lines (hence 1:5.1). In the course of the play, their
frequency varies both with the place and content of the speeches. With
respect to place, Philippides (107) observes in her study of six of Euripides’
plays that there is a higher clustering of resolutions at the beginning of a
play, especially in the prologue, and lower counts toward its end. In Electra,
which is not included in her study, we find partial confirmation of this
observation. The Farmer’s opening speech and first exchange with Electra
(1–81) has a high concentration of resolutions (1:3.6), as does Castor’s
speech (1238–91) toward the end of the play (1:3.6). However, in Orestes’
opening speech (82–111), which immediately follows Electra’s and is still
part of the prologue, the ratio drops significantly, to 1:6. 

With respect to content, resolutions are generally concentrated in
speeches of high drama, in which they help to convey emotional intensity
or agitation (Philippides, 47–108, 136–48). Thus, the speech in which
Electra tries to persuade Orestes’ supposed emissary to urge him to hurry
back to Argos (300–38) has a very high ratio of resolutions: 1:3.5. Several
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other lines with highly charged content contain multiple resolutions. Line
61, where Electra first tells of Clytemnestra’s treatment of her, has three;
lines 310, 410, 497, 506, 763, 794, 833, 980, 1028, 1063 have two each.
(For rejection of the supposition that Euripides avoids two or more resolu-
tions in the same line, see Devine and Stephens, 64–5).

At several points in the play, Euripides juxtaposes speeches with low
and high resolution ratios to emphasize differences in character and mood.
Thus, the drop in resolutions in Orestes’ opening speech helps to convey
his calm (or lack of spirit) in contrast to his sister’s emotionality. In the
exchange between Electra and the Farmer regarding arrangements for
hosting the “strangers,” Electra’s twelve-line speech (408–19) has a resolu-
tion ratio of 1:3, suggesting her anxiety about making a good impression,
while the Farmer’s reply (420–31) has only one resolution in twelve lines,
suggesting his more relaxed attitude toward the matter. 

A variation in the pattern can be found in the recognition scene. Here,
the Old Man, winded from his climb up the steep path and excited to see
Electra (487–502), greets her with a speech containing a high resolution
ratio of 1:3. Electra returns his greeting in a reply (503–7) with an even
higher resolution ratio: 1:1.25, and two resolutions in line 506. The Old
Man’s next statement, though, in which he tells Electra about his side trip
to Agamemnon’s tomb (508–23), has only one resolution per five lines,
suggesting that he has calmed down.

There is a notable exception to the association between high emotionality
and high resolution ratios. This is in stichomythia: 220–89 (1:10), 555–84
(1:6), 612–84 (1:6), 962–84 (1:6), and 1111–31 (1:7). In each stichomythic
exchange, with the exception of 962–84, where Electra has four resolu-
tions to Orestes’ none, the resolutions are more or less divided among the
speakers in proportion to the number of lines they have. Thus in these pas-
sages Euripides largely forgoes not only the heightened intensity provided
by resolutions but also their use to distinguish the mood or temperament
of the speakers. The reason may be that the stichomythia itself provides all
the agitation that he considered appropriate. 

Finally, much of the dialogue is in what may be termed “neutral”
mode with respect to the resolution ratio. These sections include Orestes’
cerebral reflection on the difficulties of predicting a person’s virtue from
his station in life (367–400; 1:4.25) and the Messenger’s speech telling of
Aegisthus’ death (774–858, excluding 832–42; 1:4.5). More surprisingly,
they also include the ago \n (998–1146), where mother and daughter con-
front one another with little metrical agitation or contrast. Clytemnestra’s
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73 lines have a resolution ratio of 1:6.6, Electra’s 70 lines, a ratio of 1:6.3.
(See also 1011–50n and 1060–99n.) Electra’s speech to Aegisthus’ dead
body (or, as some critics believe, his severed head, 907–56; 1:4.1) is also
rather neutral metrically, though somewhat more agitated than the scene
as a whole (747–958; 1:4.9). 

6. The Date of Euripides’ ELECTRA

Both the date of Euripides’ Electra and whether it was written before or
after Sophocles’ Electra have been long debated, yet in the absence of
conclusive evidence, these questions still remain unresolved.

Euripides’ Electra has been placed between either 422–417 or 415–413
b.c.e. (Kamerbeek 1974, 6; Jebb 1894, lvii–iii; Cropp 1988, l–li.). Scholars
who argue for the earlier period rely primarily on metrical evidence. The
play has no trochaic tetrameters, a meter that Euripides used as an archaizing
device in the dialogues of all his later plays, beginning with Trojan Women,
which is dated 415 (Aelian, VH 2.8). Moreover, the frequency of resolutions
(two short syllables for one short or one long) in the play is closer to that
found in the plays of the earlier than those of the later period. On the whole,
Euripides made increasing use of resolutions as he developed. As Cropp and
Fick state, Euripides’ Electra has resolutions in 21.5% of the lines. This, they
argue, would date it after the Suppliants, usually dated between 424–420,
with resolutions in 17.3% of its lines, but before Heracles, usually dated at
417–416, with resolutions in 23.2% of its lines, and Trojan Women, with
resolutions in 26.8%.2

Scholars who argue for the later period rely on what they read as allu-
sions to contemporary events in the play’s exodos. Lines 1278–83 refer to a
version of the myth of Helen that ascribes the elopement with Paris to her
eido \lon, or image, and have the real Helen living in Egypt during the Tro-
jan War. Euripides dramatized this version in his play Helen, known to
have been produced in 412. The contention is that the allusion prepares the
audience for that production. Castor’s statement in lines 1347–8 that he
and his brother will go to the “Sicilian sea” to protect the ships is read as an
allusion to Athens’ expedition against Syracuse in 415.3 His assertion in
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lines 1350–5 that he and his brother, known as protectors of sailors, liber-
ate and safeguard only those who adhere to what is right and holy is read as
a barb at the sacrilegious mutilation of the Hermai in Athens, allegedly
instigated by Alcibiades, just before the departure of the first force.

Both types of evidence are problematic. Although resolution frequency
generally increases in the course of Euripides’ career, with examination of
the resolutions in the plays whose dates are firmly established (only eight
out of nineteen) by the hypotheses (ancient blurbs) and scholia, we see that
the increase was a trend, not an absolute rule. Among Euripides’ early plays,
the Alcestis, firmly dated at 438, has a slightly higher resolution rate (6.7%)
than the Hippolytus (6.1%), dated at 428. Among his later plays, Orestes,
dated 408, has a higher resolution rate (49.3%) than the Bacchae (43.8%)
and Iphigenia at Aulis (43.6%), which were performed posthumously in
405. It cannot be ruled out that the Electra may have been another variation
in the trend, which would make a later date possible.

Another problem with the metrical evidence is that, as Philippides has
demonstrated, the resolutions in Euripides’ plays tend to be concentrated
in “scenes of dramatic intensity” and avoided in “non-excited passages,
narrative, rationalizing discourse and scenes of camouflaged plotting or
lying” (107). This means that the percentage of resolutions alone, without
respect to the types of scenes in which they occur, may be a misleading or
inadequate basis for dating. 

Finally, even if we do choose to rely on the resolution rate as a yard-
stick for dating, we must remember that neither the Suppliants nor Heracles
is firmly dated. The 424–20 date for the Suppliants is an approximation,
as is 420–16 for Heracles.

The evidence from allusions has been disputed. In a closely argued cri-
tique, Zuntz points out that the alternative myth of Helen was not Euripides’
invention: its details are already present in earlier works. While the pre-
existence of the version does not mean that Euripides could not have been
announcing his forthcoming Helen, it makes it less certain that he was. On
the other hand, Aristophanes in Women at the Thesmophoria (850), produced
in 411, refers to this depiction of Helen as “a new Helen.” With respect to
the purported allusions to the Sicilian expedition, Zuntz argues that the
“Sicilian sea” that Castor mentions in line 1347 refers not to the sea around
Sicily but to “all the waters between South Italy and Greece as well as those
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between Crete and Sicily.” He further argues that the other statements that
are considered allusions to the expedition are linked to it most tenuously
(64–71). On the other hand, we may wonder why, if Euripides’ purpose in
this speech was merely to show the twin brothers in their conventional
role as rescuers of ships in distress, he had Castor specifically mention the
Sicilian sea rather than, say, the Aegean.4 There seems little reason for
Euripides to have Castor specifically name the Sicilian Sea if he did not
want an allusion to the Sicilian expedition. As Said points out, Euripides
tends to insert contemporary politics into the mythical world through geo-
graphical details (1989, 116–17; see also “Commentary” 410–11n.). 

The question of the order of the Euripidean and Sophoclean Electra
plays arises because their many similarities to and echoes of each other
suggest that one of them was either influenced by or responding to the
other.5 It is naturally of interest to know which was which. The answer eludes
us because even if we were able to date Euripides’ Electra with greater cer-
tainty, we have no reliable date for Sophocles’ play. Most scholars place
Sophocles’ Electra between 420 and 410 on the basis of perceived simi-
larities with Philoctetes and Oedipus at Colonus, which were performed
in the last decade of the fifth century. Within this range, either play could
have been written first. 

Discussions of the order of the plays must be based on inferences from
their similarities and differences, that is, on conjecture. Jebb (1894) deftly
shows how each of the similarities that Wilamowitz (1883) marshals to
support his claim that Euripides’ Electra was the earlier play could equally
well support the precedence of Sophocles’ version.6 Summing up the scholar-
ship, Finglass (3) observes that for some scholars the more developed or
elaborate example of a common element must be the later; for others the
handling of a motif in the later play seems inorganic, out of place, or trivial
compared with its treatment in the former. Pointing out the common origin
of many of the shared features of the two dramas in Aeschylus’ Choephori,
Finglass aptly suggests that the differences between the Electra plays are
often better understood as the result of different responses to Aeschylus
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4. See Lesky, 291 in reference to Zuntz’ view: “And the specific mention of the Sicilian
sea cannot be so easily taken as a general remark without particular significance.”

5. For the common features, see, for example, Cropp on 998–1096.
6. Jebb 1894, lii–lvi. Some years later, Wilamowitz 1899, 57–8 n2, changed his view.

For a thorough discussion of the various views with the assumption that Euripides’ Electra must
be placed in 413 and that of Sophocles in 418–415, see Vögler. Cf. Leimbach.



than as the later Electra reacting to the earlier. The fact that there was
probably a revival of the Oresteia in the 420s may support this position.

Although we share this view, we would like to convey our own sense,
based on the two plays’ relation to the Choephori, that Sophocles’ Electra was
written first. Our argument assumes the prominence of character in Greek
tragedy. Both Sophocles and Euripides depart radically from Aeschylus’
rendition in their treatment of Electra. In Aeschylus’ play, Electra is a slight,
secondary figure, a compliant young girl bringing libations to her father’s
grave at the behest of her mother. She participates in the kommos, which fol-
lows the recognition scene with Orestes, but takes no active part in the
revenge and leaves the stage, never to return, shortly after the play’s mid-
point (Cho. 584). Both Sophocles and Euripides place Electra at the center
of their eponymously named plays. Both make her a grown woman who is
the driving force behind the revenge and who participates in it as fully as
her gender allows. 

The difference is that whereas Sophocles created a character of enor-
mous stature, Euripides created a reduced character driven by a very personal
and almost petty vindictiveness. Sophocles’ Electra is a rebellious, principled
heroine, a fighter for justice, whose passionate idealism compels admiration
(and revulsion) even as it is shown to be rigid, lacking in nuance, and deeply
destructive of herself and others. Her deep grief for her father, albeit exces-
sive, and her courage and self-sacrifice in pitting herself against the royal
couple at the expense of her own comfort and security, make her a truly heroic
figure. Euripides’ Electra, who has been married off to a poor farmer so that
her humbly born children will not grow up to take revenge, is depicted as full
of resentment at having been rejected by her mother, expelled from her father’s
house, and wedded to a man beneath her station. Although these wrongs pro-
vide ample motive for her pursuit of vengeance, she is never shown as rising
above or beyond her own concerns or endowed with any of the redeeming
virtues (or excesses) of her Sophoclean namesake.

It seems to us that if a playwright goes to the trouble of elevating a minor
character to a major role, he will depict her as heroic and tragic. Sophocles’
play seems to be saying: “Aeschylus didn’t do Electra justice. She’s really a
grand and heroic figure who merits a major role in my play.” It is hard to envi-
sion Euripides saying: “Aeschylus gave Electra only a minor role. I’ll make
her my heroine in order to show her as really a rather petty and vindictive
character who bullied her weak-willed, hesitant brother into killing his mother
against morality and his better judgment.” While we believe with Finglass
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that both Sophocles and Euripides were responding to Aeschylus, we believe
that Euripides was responding to Sophocles as well. Skeptical to the point
of cynicism about human nature, Euripides’ message seems to have been:
“Sophocles gave Electra too much credit. I’ll show what she was really like in
this world without heroes and heroines.” 

The above argument does not dispute the common understanding that
the personae of Greek tragedy were types rather than realistic, individualized
figures. Nor does it dispute Aristotle’s view that character was secondary to
action in Greek tragedy (Poetics 1450a). However, the fact that so many of
the tragedies are named for their chief persona points to the importance of
character in the plays, while the many differences in the depictions of Electra,
as well as of Orestes, Clytemnestra, and even Aegisthus, by the three play-
wrights is clear proof that each conceived of the types differently. 

We recognize that our argument is as conjectural as all the others. In
principle, it can also be argued that Euripides’ simpler, less developed
heroine would logically have preceded Sophocles’ more complex one,
though this strikes us as less likely. If the order we suggest is correct, it
would be consistent with the later dating of Euripides’ play, shortly before
or, as we believe, more probably shortly after 415. Although neither the
metrical evidence nor the evidence from the suggested allusions is water-
tight, they are plausible.

7. Definitions of Literary terms
Used in the Commentary

(Numbers refer to lines in the text and notes.)
alliteration: the repetition of consonant sounds in successive words or

stressed syllables: 25.
anadiplosis: emotional or rhetorical repetition of one or more words:

112–13. For Euripides’ use of anadiplosis, see Breitenbach, 214–21. For
other occurrences see 137, 169, 485, 585, 594, 726, 1149, 1185, 1201
(Smyth 3009).

anaphora: repetition of a word or group of words at the beginning of suc-
cessive phrases, clauses, or verses: 130–3 (Smyth 3010).

antilabe: half-line stichomythia, in which each trimeter is divided
between two speakers: 579–81. (See Mastronarde 2002, 78.)

apocope: interior elision in the formation of compounds in which a final short
vowel is lost before an initial consonant: most often the second syllable
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of a disyllabic prefix is cut off for rhythmic convenience, often with
assimilation: 288. E.g., émptuxa¤ for énaptuxa¤ 868 (Smyth 75D).

aposiopesis: a rhetorical device in which the speaker or writer deliberately
stops short and leaves a statement unfinished, giving the impression
that he or she is unwilling or unable to continue: 582 (Smyth 3015).

assonance: repetition of vowel sounds: 2.
asyndeton: omission of conjunctions where they would usually occur:

143–4 (Smyth 3016).
deictic demonstrative: pointing use of the demonstrative to mean here:

6, 1343.
ecphrasis: a poetic description of a work of visual art: 452–77. 
enjambment: the carrying over of a word or phrase to the next line; the

breaking of a syntactic unit between two verses: 12, 32, 35, 87, etc.
euphemism: use of an indirect expression to soften an unpleasant or painful

one: see 85 in which Orestes intimates, without going into specifics, that
his situation is difficult; also 289 (Smyth 3024).

figura etymologica: the use of two or more words from the same root
in close proximity: 234, 926. 

hendiadys: (one through two) one idea expressed through two coordinate
words, usually nouns connected by a copulative conjunction e.g., my
eye and its unfoldings = my open eyes: 868 (Smyth 3025).

hyperbaton: the separation of words that naturally belong together; used
for emphasis: 4–5, 12 (Smyth 3026; see Mastronarde 2002, 95).

integral enjambment: “the sense is incomplete at line-end and what
follows is indispensable to the completion of the sense. . . .” (Mas-
tronarde 2002, 94): 12, 32.

litotes: a figure of speech in which something is stated by the denial of
its opposite: 350, 749 (Smyth 3032).

metonymy: the substitution of one word for another that is closely associ-
ated with it: 216; as “roof” for “house,” 1150–1 (Smyth 3033).

paraleipsis: an intentional omission for rhetorical effect 1245–6 (Smyth
3036). 

polyptoton or paregmenon: repetition of different forms of the same
word in close proximity, a rhetorical device that can be used to rein-
force the concept inherent in the repeated words: 39.

resolution: the substitution of two shorts for a long or short element in
the iambic trimeter: 3 (see “Meter”). 

reticent euphemism: see euphemism (cf. Smyth 3024).
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stichomythia, a rapid exchange of one- or two-line speeches, is a common
means of conveying emotional agitation in Greek tragedy: 220–89, etc.
(see also “Meter”).

synizesis: two vowels, or a vowel and a diphthong, in two successive sylla-
bles uniting to form a single syllable in pronunciation but not in writing:
383 (Smyth 60–1).
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TA TOU DRAMATOS PROSVPA

aÈtourgÚw Mukhna›ow
ÉHl°ktra
ÉOr°sthw
Pulãdhw (kvfÚn prÒsvpon)
xorÒw
pr°sbuw
êggelow
KlutaimÆstra
DiÒskoroi

Prologue (1–166)

AÈtourgÒw
âV g∞w palaiÚn ÖArgow, ÉInãxou =oa¤,
˜yen potÉ êraw naus‹ xil¤aiw ÖArh
§w g∞n ¶pleuse TrƒãdÉ ÉAgam°mnvn ênaj.
kte¤naw d¢ tÚn kratoËntÉ §n ÉIliãdi xyon‹
Pr¤amon, •l≈n te Dardãnou kleinØn pÒlin, 5
éf¤ketÉ §w tÒdÉ ÖArgow, Íchl«n dÉ §p‹
na«n ¶yhke skËla ple›sta barbãrvn.
kéke› m¢n eÈtÊxhsen: §n d¢ d≈masi
ynπskei gunaikÚw prÚw KlutaimÆstraw dÒlƒ
ka‹ toË Yu°stou paidÚw Afig¤syou xer¤. 10
x» m¢n palaiå sk∞ptra Tantãlou lipΔn

35

EÈrip¤dou, ÉHl°ktra 

(based on the 1913 edition of Gilbert Murray,
supplemented by James Diggle’s 1981 edition)



ˆlvlen, A‡gisyow d¢ basileÊei xyonÒw,
êloxon §ke¤nou Tundar¤da kÒrhn ¶xvn.
oÓw dÉ §n dÒmoisin ¶lifÉ ˜tÉ §w Tro¤an ¶plei,
êrsenã tÉ ÉOr°sthn y∞lÊ tÉ ÉHl°ktraw yãlow, 15
tÚn m¢n patrÚw geraiÚw §kkl°ptei trofeÁw
m°llontÉ ÉOr°sthn xerÚw ÏpÉ Afig¤syou yane›n
Strof¤ƒ tÉ ¶dvke Fvk°vn §w g∞n tr°fein:
∂ dÉ §n dÒmoiw ¶meinen ÉHl°ktra patrÒw,
taÊthn §peidØ yalerÚw e‰xÉ ¥bhw xrÒnow, 20
mnhst∞rew ætoun ÑEllãdow pr«toi xyonÒw.
de¤saw d¢ mÆ tƒ pa›dÉ érist°vn t°koi
ÉAgam°mnonow poinãtorÉ, e‰xen §n dÒmoiw
A‡gisyow oÈdÉ ¥rmoze numf¤ƒ tin¤.
§pe‹ d¢ ka‹ toËtÉ ∑n fÒbou polloË pl°vn, 25
mÆ tƒ layra¤vw t°kna genna¤ƒ t°koi,
ktane›n sfe bouleÊsantow, »mÒfrvn ˜mvw
mÆthr nin §j°svsen Afig¤syou xerÒw.
§w m¢n går êndra sk∞cin e‰xÉ ÙlvlÒta,
pa¤dvn dÉ ¶deise mØ fyonhye¤h fÒnƒ. 30
§k t«nde dØ toiÒndÉ §mhxanÆsato
A‡gisyow: ˘w m¢n g∞w éphllãxyh fugåw
ÉAgam°mnonow pa›w, xrusÚn e‰fÉ ˘w ín ktãn˙,
≤m›n d¢ dØ d¤dvsin ÉHl°ktran ¶xein
dãmarta, pat°rvn m¢n Mukhna¤vn êpo 35
geg«sin — oÈ dØ toËtÒ gÉ §jel°gxomai:
lampro‹ går §w g°now ge, xrhmãtvn d¢ dØ
p°nhtew, ¶nyen hÍg°neiÉ épÒllutai —
…w ésyene› doÁw ésyen∞ lãboi fÒbon.
efi gãr nin ¶sxen éj¤vmÉ ¶xvn énÆr, 40
eÏdontÉ ín §jÆgeire tÚn ÉAgam°mnonow
fÒnon d¤kh tÉ ín ∑lyen Afig¤syƒ tÒte.
∂n oÎpoyÉ ènØr ˜de — sÊnoid° moi KÊpriw —
æsxunen eÈnª: pary°now dÉ ¶tÉ §st‹ dÆ.
afisxÊnomai går Ùlb¤vn éndr«n t°kna 45
labΔn Íbr¤zein, oÈ katãjiow geg≈w.
st°nv d¢ tÚn lÒgoisi khdeÊontÉ §mo‹
êylion ÉOr°sthn, e‡ potÉ efiw ÖArgow molΔn
gãmouw édelf∞w dustuxe›w §sÒcetai.
˜stiw d° mÉ e‰na¤ fhsi m«ron, efi labΔn 50
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n°an §w o‡kouw pary°non mØ yiggãnv,
gn≈mhw ponhro›w kanÒsin énametroÊmenow
tÚ s«fron ‡stv kaÈtÚw aÔ toioËtow \n. 

ÉHl°ktra
Œ nÁj m°laina, xrus°vn êstrvn trof°,
§n √ tÒdÉ êggow t“dÉ §fedreËon kãr& 55
f°rousa phgåw potam¤aw met°rxomai —
oÈ dÆ ti xre¤aw §w tosÒndÉ éfigm°nh,
éllÉ …w Ïbrin de¤jvmen Afig¤syou yeo›w —
gÒouw tÉ éf¤hmÉ afiy°rÉ §w m°gan patr¤.
≤ går pan≈lhw Tundar¤w, mÆthr §mÆ, 60
§j°bal° mÉ o‡kvn, xãrita tiyem°nh pÒsei:
tekoËsa dÉ êllouw pa›daw Afig¤syƒ pãra
pãrergÉ ÉOr°sthn kém¢ poie›tai dÒmvn. 

AÈtourgÒw
t¤ går tãdÉ, Œ dÊsthnÉ, §mØn moxye›w xãrin
pÒnouw ¶xousa, prÒsyen eÔ teyramm°nh, 65
ka‹ taËtÉ §moË l°gontow oÈk éf¤stasai;

ÉHl°ktra
§g≈ sÉ ‡son yeo›sin ≤goËmai f¤lon:
§n to›w §mo›w går oÈk §nÊbrisaw kako›w.
megãlh d¢ ynhto›w mo›ra sumforçw kak∞w
fiatrÚn eÍre›n, …w §gΔ s¢ lambãnv. 70
de› dÆ me kék°leuston efiw ˜son sy°nv
mÒxyou Épikouf¤zousan, …w =òon f°r˙w,
sunekkom¤zein soi pÒnouw. ëliw dÉ ¶xeiw
têjvyen ¶rga: tén dÒmoiw dÉ ≤mçw xreΔn
§jeutrep¤zein. efisiÒnti dÉ §rgãt˙ 75
yÊrayen ≤dÁ têndon eÍr¤skein kal«w.

AÈtourgÒw
e‡ toi doke› soi, ste›xe: ka‹ går oÈ prÒsv
phga‹ melãyrvn t«ndÉ. §gΔ dÉ ëmÉ ≤m°r&
boËw efiw éroÊraw §sbalΔn sper« gÊaw.
érgÚw går oÈde‹w yeoÁw ¶xvn énå stÒma 80
b¤on dÊnaitÉ ín jull°gein êneu pÒnou.

ÉOr°sthw
Pulãdh, s¢ går dØ pr«ton ényr≈pvn §gΔ
pistÚn nom¤zv ka‹ f¤lon j°non tÉ §mo¤:
mÒnow dÉ ÉOr°sthn tÒndÉ §yaÊmazew f¤lvn,
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prãssonyÉ ì prãssv de¤nÉ ÍpÉ Afig¤syou pay≈n, 85
˜w mou kat°kta pat°ra x± pan≈leyrow
mÆthr. éf›gmai dÉ §k yeoË musthr¤vn
ÉArge›on oÔdaw oÈdenÚw juneidÒtow,
fÒnon foneËsi patrÚw éllãjvn §moË.
nuktÚw d¢ t∞sde prÚw tãfon molΔn patrÚw 90
dãkruã tÉ ¶dvka ka‹ kÒmhw éphrjãmhn
purò tÉ §p°sfajÉ aÂma mhle¤ou fÒnou,
layΔn turãnnouw o„ kratoËsi t∞sde g∞w.
ka‹ teix°vn m¢n §ntÚw oÈ ba¤nv pÒda,
duo›n dÉ ëmillan juntiye‹w éfikÒmhn 95
prÚw t°rmonaw g∞w t∞sdÉ, ·nÉ §kbãlv pod‹
êllhn §pÉ a‰an, e‡ m° tiw gno¤h skop«n,
zht«n tÉ édelfÆn: fas‹ gãr nin §n gãmoiw
zeuxye›san ofike›n oÈd¢ pary°non m°nein:
…w sugg°nvmai ka‹ fÒnou junergãtin 100
labΔn tã gÉ e‡sv teix°vn saf«w mãyv.
nËn oÔn — ÜEvw går leukÚn ˆmmÉ éna¤retai —
¶jv tr¤bou toËdÉ ‡xnow éllaj≈meya.
μ gãr tiw érotØr ≥ tiw ofik°tiw gunØ
fanÆsetai n“n, ¥ntinÉ flstorÆsomen 105
efi toÊsde na¤ei sÊggonow tÒpouw §mÆ.
éllÉ — efisor« går tÆnde prÒspolÒn tina,
phga›on êxyow §n kekarm°nƒ kãr&
f°rousan — •z≈mesya kékpuy≈meya
doÊlhw gunaikÒw, ≥n ti dej≈mesyÉ ¶pow 110
§fÉ oÂsi, Pulãdh, tÆndÉ éf¤gmeya xyÒna.

ÉHl°ktra
sÊnteinÉ — Àra— podÚw ırmãn: \, Strophe 1
¶mba, ¶mba katakla¤ousa:
fi≈ mo¤ moi.
§genÒman ÉAgam°mnonow 115
ka¤ mÉ ¶teken KlutaimÆstra
stugnå Tundãrev kÒra,
kiklÆskousi d° mÉ éyl¤an
ÉHl°ktran poli∞tai.
feË feË sxetl¤vn pÒnvn 120
ka‹ stugerçw zÒaw.
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Œ pãter, sÁ dÉ §n ÉA¤da
ke›sai, sçw élÒxou sfaga›w
Afig¤syou tÉ, ÉAgãmemnon.

‡yi tÚn aÈtÚn ¶geire gÒon, Mesode 125
ênage polÊdakrun èdonãn.

sÊnteinÉ — Àra — podÚw ırmãn: \, Antistrophe 1
¶mba, ¶mba, katakla¤ousa:
fi≈ mo¤ moi.
t¤na pÒlin, t¤na dÉ o‰kon, Œ 130
tlçmon sÊggonÉ, élateÊeiw
ofiktrån §n yalãmoiw lipΔn
patr–oiw §p‹ sumfora›w
élg¤staisin édelfãn;
¶lyoiw d¢ pÒnvn §mo‹ 135
tò mel°& lutÆr,
Œ ZeË ZeË, patr¤ yÉ aflmãtvn
§xy¤stvn §p¤kourow, ÖAr-
gei k°lsaw pÒdÉ élãtan.

y¢w tÒde teËxow §m∞w épÚ kratÚw •- Strophe 2 140
loËsÉ, ·na patr‹ gÒouw nux¤ouw
§poryroboãsv,
fiaxãn, ÉA¤da m°low,
ÉA¤da, pãter, soi
katå gçw §n°pv gÒouw
oÂw ée‹ tÚ katÉ ∑mar 145
le¤bomai, katå m¢n f¤lan
ˆnuxi temnom°na d°ran
x°ra te krçtÉ §p‹ koÊrimon
tiyem°na yanãtƒ s“.

® ¶, drÊpte kãra: Mesode 150
oÂa d° tiw kÊknow éx°taw
potam¤oiw parå xeÊmasin
pat°ra f¤ltaton kale›,
ÙlÒmenon dol¤oiw brÒxvn
ßrkesin, Õw s¢ tÚn êylion, 155
pãter, §gΔ katakla¤omai,
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loutrå panÊstayÉ Ídranãmenon xro˛ Antistrophe 2
ko¤t& §n ofiktrotãt& yanãtou.
fi≈ moi, <fi≈> moi
pikrçw m¢n pel°kevw tomçw 160
sçw, pãter, pikrçw dÉ §k
Tro˝aw ıd¤ou boulçw:
oÈ m¤traisi gunÆ se
d°jatÉ oÈdÉ §p‹ stefãnoiw,
j¤fesi dÉ émfitÒmoiw lugrån
Afig¤syou l≈ban yem°na 165
dÒlion ¶sxen éko¤tan.

Parodos (167–212)

XorÒw
ÉAgam°mnonow Œ kÒra, ≥luyon, ÉHl°ktra, Strophe
pot‹ sån égrÒteiran aÈlãn.
¶mol° tiw ¶molen galaktopÒtaw énØr
Mukhna›ow Ùreibãtaw: 170
égg°llei dÉ ˜ti nËn trita¤-
an karÊssousin yus¤an
ÉArge›oi, pçsai d¢ parÉ ÜH-
ran m°llousin paryenika‹ ste¤xein.

ÉHl°ktra
oÈk §pÉ égla˝aiw, f¤lai, 175
yumÚn oÈdÉ §p‹ xrus°oiw
˜rmoiw §kpepÒtamai
tãlainÉ, oÈdÉ flstçsa xoroÁw
ÉArge¤aiw ëma nÊmfaiw
eflliktÚn kroÊsv pÒdÉ §mÒn. 180
dãkrusi nuxeÊv, dakrÊvn d° moi m°lei
deila¤& tÚ katÉ ∑mar.
sk°cai mou pinarån kÒman
ka‹ trÊxh tãdÉ §m«n p°plvn, 185
efi pr°pontÉ ÉAgam°mnonow
koÊr& tò basile¤&
tò Tro¤& yÉ, ì ÉmoË pat°row
m°mnata¤ poyÉ èloËsa.
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XorÒw
megãla yeÒw: éllÉ ‡yi, ka‹ parÉ §moË xr∞sai Antistrophe
polÊphna fãrea dËnai, 191
xrÊseã te xar¤sai prosyÆmatÉ égla˝aw.
doke›w to›si so›w dakrÊoiw
mØ tim«sa yeoÊw kratÆ-
sein §xyr«n; oÎtoi stonaxa›w, 195
éllÉ eÈxa›si yeoÁw seb¤-
zousÉ ßjeiw eÈamer¤an, Œ pa›.

ÉHl°ktra
oÈde‹w ye«n §nopçw klÊei
tçw dusda¤monow, oÈ palai-
«n patrÚw sfagiasm«n. 200
o‡moi toË katafyim°nou
toË te z«ntow élãta,
˜w pou gçn êllan kat°xei,
m°leow éla¤nvn pot‹ y∞ssan •st¤an, 205
toË kleinoË patrÚw §kfÊw.
aÈtå dÉ §n xern∞si dÒmoiw
na¤v cuxån takom°na
dvmãtvn patr¤vn fugãw,
oÈre¤aw énÉ §r¤pnaw. 210
mãthr dÉ §n l°ktroiw fon¤oiw
êllƒ sÊggamow ofike›.

First Episode (213–431)

XorÒw
poll«n kak«n ÜEllhsin afit¤an ¶xei
s∞w mhtrÚw ÑEl°nh sÊggonow dÒmoiw te so›w.

ÉHl°ktra
o‡moi, guna›kew, §j°bhn yrhnhmãtvn. 215
j°noi tin¢w parÉ o‰kon o·dÉ §fest¤ouw
eÈnåw ¶xontew §jan¤stantai lÒxou:
fugª sÁ m¢n katÉ o‰mon, §w dÒmouw dÉ §gΔ
f«taw kakoÊrgouw §jalÊjvmen pod¤.

ÉOr°sthw
m°nÉ, Œ tãlaina: mØ tr°s˙w §mØn x°ra. 220
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ÉHl°ktra
Œ Fo›bÉ ÖApollon: prosp¤tnv se mØ yane›n.

ÉOr°sthw
êllouw ktãnoimi mçllon §xy¤ouw s°yen.

ÉHl°ktra
êpelye, mØ caËÉ œn se mØ caÊein xre≈n.

ÉOr°sthw
oÈk ¶syÉ ˜tou y¤goimÉ ín §ndik≈teron.

ÉHl°ktra
ka‹ p«w jifÆrhw prÚw dÒmoiw loxòw §mo›w; 225

ÉOr°sthw
me¤nasÉ êkouson, ka‹ tãxÉ oÈk êllvw §re›w.

ÉHl°ktra
ßsthka: pãntvw dÉ efim‹ sÆ: kre¤ssvn går e‰.

ÉOr°sthw
¥kv f°rvn soi soË kasignÆtou lÒgouw.

ÉHl°ktra
Œ f¤ltatÉ, îra z«ntow μ teynhkÒtow;

ÉOr°sthw
zª: pr«ta gãr soi tégãyÉ égg°llein y°lv. 230

ÉHl°ktra
eÈdaimono¤hw, misyÚn ≤d¤stvn lÒgvn.

ÉOr°sthw
koinª d¤dvmi toËto n“n émfo›n ¶xein.

ÉHl°ktra
poË g∞w ı tlÆmvn tlÆmonaw fugåw ¶xvn;

ÉOr°sthw
oÈx ßna nom¤zvn fye¤retai pÒlevw nÒmon.

ÉHl°ktra
oÎ pou span¤zvn toË kayÉ ≤m°ran b¤ou; 235

ÉOr°sthw
¶xei m°n, ésyenØw d¢ dØ feÊgvn énÆr.

ÉHl°ktra
lÒgon d¢ dØ t¤nÉ ∑lyew §k ke¤nou f°rvn;

ÉOr°sthw
efi zªw, ˜pvw te z«sa sumforçw ¶xeiw.

ÉHl°ktra
oÎkoun ıròw mou pr«ton …w jhrÚn d°maw;
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ÉOr°sthw
lÊpaiw ge suntethkÒw, Àste me st°nein. 240

ÉHl°ktra
ka‹ krçta plÒkamÒn tÉ §skuyism°non jur“.

ÉOr°sthw
dãknei sÉ édelfÚw ˜ te yanΔn ‡svw patÆr.

ÉHl°ktra
o‡moi, t¤ gãr moi t«nd° gÉ §st‹ f¤lteron;

ÉOr°sthw
feË feË: t¤ da‹ sÁ s“ kasignÆtƒ doke›w;

ÉHl°ktra
épΔn §ke›now, oÈ parΔn ≤m›n f¤low. 245

ÉOr°sthw
§k toË d¢ na¤eiw §nyãdÉ êstevw •kãw;

ÉHl°ktra
§ghmãmesyÉ, Œ je›ne, yanãsimon gãmon.

ÉOr°sthw
’mvjÉ édelfÚn sÒn. Mukhna¤vn t¤ni;

ÉHl°ktra
oÈx ⁄ patÆr mÉ ≥lpizen §kd≈sein pot°.

ÉOr°sthw
e‡fÉ, …w ékoÊsaw s“ kasignÆtƒ l°gv. 250

ÉHl°ktra
§n to›sdÉ §ke¤nou thlorÚw na¤v dÒmoiw.

ÉOr°sthw
skafeÊw tiw μ bouforbÚw êjiow dÒmvn.

ÉHl°ktra
p°nhw énØr genna›ow ¶w tÉ ¶mÉ eÈsebÆw.

ÉOr°sthw
≤ dÉ eÈs°beia t¤w prÒsesti s“ pÒsei;

ÉHl°ktra
oÈp≈potÉ eÈn∞w t∞w §m∞w ¶tlh yige›n. 255

ÉOr°sthw
ëgneumÉ ¶xvn ti ye›on ≥ sÉ épaji«n;

ÉHl°ktra
gon°aw Íbr¤zein toÁw §moÁw oÈk ±j¤ou.

ÉOr°sthw
ka‹ p«w gãmon toioËton oÈx ¥syh lab≈n;
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ÉHl°ktra
oÈ kÊrion tÚn dÒnta mÉ ≤ge›tai, j°ne.

ÉOr°sthw
jun∞kÉ: ÉOr°st˙ mÆ potÉ §kte¤s˙ d¤khn. 260

ÉHl°ktra
toËtÉ aÈtÚ tarb«n, prÚw d¢ ka‹ s≈frvn ¶fu.

ÉOr°sthw
feË:
genna›on êndrÉ ¶lejaw, eÔ te drast°on.

ÉHl°ktra
efi dÆ poyÉ ¥jei gÉ §w dÒmouw ı nËn ép≈n.

ÉOr°sthw
mÆthr d° sÉ ≤ tekoËsa taËtÉ ±n°sxeto;

ÉHl°ktra
guna›kew éndr«n, Œ j°nÉ, oÈ pa¤dvn f¤lai. 265

ÉOr°sthw
t¤now d° sÉ oÏnexÉ ÏbrisÉ A‡gisyow tãde;

ÉHl°ktra
teke›n mÉ §boÊletÉ ésyen∞, toi“de doÊw.

ÉOr°sthw
…w d∞ye pa›daw mØ t°koiw poinãtoraw;

ÉHl°ktra
toiaËtÉ §boÊleusÉ: œn §mo‹ do¤h d¤khn.

ÉOr°sthw
o‰den d° sÉ oÔsan pary°non mhtrÚw pÒsiw; 270

ÉHl°ktra
oÈk o‰de: sigª toËyÉ ÍfairoÊmesyã nin.

ÉOr°sthw
a·dÉ oÔn f¤lai soi toÊsdÉ ékoÊousin lÒgouw;

ÉHl°ktra
Àste st°gein ge témå ka‹ sÉ ¶ph kal«w.

ÉOr°sthw
t¤ d∞tÉ ÉOr°sthw prÚw tÒdÉ, ÖArgow μn mÒl˙;

ÉHl°ktra
≥rou tÒdÉ; afisxrÒn gÉ e‰paw: oÈ går nËn ékmÆ; 275

ÉOr°sthw
§lyΔn d¢ dØ p«w fon°aw ín ktãnoi patrÒw;

ÉHl°ktra
tolm«n ÍpÉ §xyr«n oÂÉ §tolmÆyh patÆr.
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ÉOr°sthw
∑ ka‹ metÉ aÈtoË mht°rÉ ín tla¤hw ktane›n;

ÉHl°ktra
taÈt“ ge pel°kei t“ patØr ép≈leto.

ÉOr°sthw
l°gv tãdÉ aÈt“, ka‹ b°baia tépÚ soË; 280

ÉHl°ktra
yãnoimi mhtrÚw aÂmÉ §pisfãjasÉ §m∞w.

ÉOr°sthw
feË:
e‡yÉ ∑n ÉOr°sthw plhs¤on klÊvn tãde.

ÉHl°ktra
éllÉ, Œ j°nÉ, oÈ gno¤hn ín efisidoËsã nin.

ÉOr°sthw
n°a gãr, oÈd¢n yaËmÉ, épezeÊxyhw n°ou.

ÉHl°ktra
eÂw ín mÒnow nin t«n §m«n gno¤h f¤lvn. 285

ÉOr°sthw
îrÉ ˘n l°gousin aÈtÚn §kkl°cai fÒnou;

ÉHl°ktra
patrÒw ge paidagvgÚw érxa›ow g°rvn.

ÉOr°sthw
ı katyanΔn d¢ sÚw patØr tÊmbou kure›;

ÉHl°ktra
¶kursen …w ¶kursen, §kblhye‹w dÒmvn.

ÉOr°sthw
o‡moi, tÒdÉ oÂon e‰paw: — a‡syhsiw går oÔn 290
kék t«n yura¤vn phmãtvn dãknei brotoÊw.
l°jon dÉ, ·nÉ efidΔw s“ kasignÆtƒ f°rv
lÒgouw éterpe›w, éllÉ énagka¤ouw klÊein.
¶nesti dÉ o‰ktow émay¤& m¢n oÈdamoË,
sofo›si dÉ éndr«n: ka‹ går oÈdÉ ézÆmion 295
gn≈mhn §ne›nai to›w sofo›w l¤an sofÆn.

XorÒw
kégΔ tÚn aÈtÚn t“dÉ ¶ron cux∞w ¶xv.
prÒsv går êstevw oÔsa tén pÒlei kakå
oÈk o‰da, nËn d¢ boÊlomai kégΔ maye›n.

Hl°ktra
l°goimÉ ên, efi xrÆ —xrØ d¢ prÚw f¤lon l°gein— 300
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tÊxaw bare¤aw tåw §måw kémoË patrÒw.
§pe‹ d¢ kine›w mËyon, flketeÊv, j°ne,
êggellÉ ÉOr°st˙ témå ka‹ ke¤nou kakã,
pr«ton m¢n o·oiw §n p°ploiw aÈl¤zomai,
p¤nƒ yÉ ˜sƒ b°briyÉ, ÍpÚ st°gais¤ te 305
o·aisi na¤v basilik«n §k dvmãtvn,
aÈtØ m¢n §kmoxyoËsa kerk¤sin p°plouw,
μ gumnÚn ßjv s«ma ka‹ sterÆsomai,
aÈtØ d¢ phgåw potam¤ouw foroum°nh.
én°ortow fler«n ka‹ xor«n thtvm°nh 310
éna¤nomai guna›kaw oÔsa pary°now,
afisxÊnomai d¢ KãstorÉ, ˘w pr‹n §w yeoÁw
§lye›n ¶mÉ §mnÆsteuen, oÔsan §ggen∞.
mÆthr dÉ §mØ Frug¤oisin §n skuleÊmasin
yrÒnƒ kãyhtai, prÚw dÉ ßdraisin ÉAs¤dew 315
dmva‹ stat¤zousÉ, ìw ¶persÉ §mÚw patÆr,
ÉIda›a fãrh xrus°aiw §zeugm°nai
pÒrpaisin. aÂma dÉ ¶ti patrÚw katå st°gaw
m°lan s°shpen, ˘w dÉ §ke›non ¶ktanen 
§w taÈtå ba¤nvn ërmatÉ §kfoitò patr¤, 320
ka‹ sk∞ptrÉ §n oÂw ÜEllhsin §strathlãtei
miaifÒnoisi xers‹ gauroËtai lab≈n.
ÉAgam°mnonow d¢ tÊmbow ±timasm°now
oÎpv xoãw potÉ oÈd¢ kl«na murs¤nhw
¶labe, purå d¢ x°rsow églaÛsmãtvn. 325
m°y˙ d¢ brexye‹w t∞w §m∞w mhtrÚw pÒsiw
ı kleinÒw, …w l°gousin, §nyr–skei tãfƒ
p°troiw te leÊei mn∞ma lãinon patrÒw,
ka‹ toËto tolmò toÎpow efiw ≤mçw l°gein:
poË pa›w ÉOr°sthw; îrã soi tÊmbƒ kal«w 330
parΔn émÊnei; — taËtÉ épΔn Íbr¤zetai.
éllÉ, Œ j°nÉ, flketeÊv sÉ, épãggeilon tãde.
pollo‹ dÉ §pist°llousin, •rmhneÁw dÉ §g≈,
afl xe›rew ≤ gl«ssÉ ≤ tala¤pvrÒw te frØn
kãra tÉ §mÚn jur∞kew, ˜ tÉ §ke›non tek≈n. 335
afisxrÚn gãr, efi patØr m¢n §je›len FrÊgaw,
ı dÉ êndrÉ ßnÉ eÂw Ãn oÈ dunÆsetai ktane›n,
n°ow pefukΔw kéj éme¤nonow patrÒw.
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XorÒw
ka‹ mØn d°dorka tÒnde, sÚn l°gv pÒsin,
lÆjanta mÒxyou prÚw dÒmouw …rmhm°non. 340

AÈtourgÒw
¶a: t¤naw toÊsdÉ §n pÊlaiw ır« j°nouw;
t¤now dÉ ßkati tãsdÉ §pÉ égraÊlouw pÊlaw
pros∞lyon; ∑ ÉmoË deÒmenoi; gunaik¤ toi
afisxrÚn metÉ éndr«n •stãnai neani«n.

ÉHl°ktra
Œ f¤ltatÉ, efiw Ïpopta mØ mÒl˙w §mo¤: 345
tÚn ˆnta dÉ e‡s˙ mËyon: o·de går j°noi
¥kousÉ ÉOr°stou prÒw §m¢ kÆrukew lÒgvn.
éllÉ, Œ j°noi, sÊggnvte to›w efirhm°noiw.

AÈtourgÒw
t¤ fas¤n; ènØr ¶sti ka‹ leÊssei fãow;

ÉHl°ktra
¶stin lÒgƒ goËn, fas‹ dÉ oÈk êpistÉ §mo¤. 350

AÈtourgÒw
∑ ka¤ ti patrÚw s«n te m°mnhtai kak«n;

ÉHl°ktra
§n §lp¤sin taËtÉ: ésyenØw feÊgvn énÆr.

AÈtourgÒw
∑lyon dÉ ÉOr°stou t¤nÉ égoreÊontew lÒgon;

ÉHl°ktra
skopoÁw ¶pemce toÊsde t«n §m«n kak«n.

AÈtourgÒw
oÈkoËn tå m¢n leÊssousi, tå d¢ sÊ pou l°geiw. 355

ÉHl°ktra
‡sasin, oÈd¢n t«ndÉ ¶xousin §nde°w.

AÈtourgÒw
oÈkoËn pãlai xr∞n to›sdÉ éneptÊxyai pÊlaw;
xvre›tÉ §w o‡kouw: ént‹ går xrhst«n lÒgvn
jen¤vn kurÆseyÉ, oÂÉ §mÚw keÊyei dÒmow.
a‡resyÉ, Ùpado¤, t«ndÉ ¶sv teÊxh dÒmvn. 360
ka‹ mhd¢n énte¤phte, parå f¤lou f¤loi
molÒntew éndrÒw: ka‹ går efi p°nhw ¶fun,
oÎtoi tÒ gÉ ∑yow dusgen¢w par°jomai.
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ÉOr°sthw
prÚw ye«n, ˜dÉ ènØr ˘w sunekkl°ptei gãmouw
toÁw soÊw, ÉOr°sthn oÈ kataisxÊnein y°lvn; 365

ÉHl°ktra
otow k°klhtai pÒsiw §mÚw t∞w éyl¤aw.

ÉOr°sthw
feË:
oÈk ¶stÉ ékrib¢w oÈd¢n efiw eÈandr¤an:
¶xousi går taragmÚn afl fÊseiw brot«n.
≥dh går e‰don êndra genna¤ou patrÚw
tÚ mhd¢n ˆnta, xrhstã tÉ §k kak«n t°kna, 370
limÒn tÉ §n éndrÚw plous¤ou fronÆmati,
gn≈mhn te megãlhn §n p°nhti s≈mati.
p«w oÔn tiw aÈtå dialabΔn Ùry«w krine›;
ploÊtƒ; ponhr“ têra xrÆsetai kritª.
μ to›w ¶xousi mhd°n; éllÉ ¶xei nÒson 375
pen¤a, didãskei dÉ êndra tª xre¤& kakÒn.
éllÉ efiw ˜plÉ ¶lyv; t¤w d¢ prÚw lÒgxhn bl°pvn
mãrtuw g°noitÉ ín ˜stiw §st‹n ègayÒw;
krãtiston efikª taËtÉ §çn éfeim°na.
otow går ènØr oÎtÉ §n ÉArge¤oiw m°gaw 380
oÎtÉ aÔ dokÆsei dvmãtvn »gkvm°now,
§n to›w d¢ pollo›w \n, êristow hÍr°yh.
oÈ mØ éfronÆseyÉ, o„ ken«n dojasmãtvn
plÆreiw plançsye, tª dÉ ımil¤& brotoÁw
krine›te ka‹ to›w ≥yesin toÁw eÈgene›w; 385
ofl går toioËtoi ka‹ pÒleiw ofikoËsin eÔ
ka‹ d≈mayÉ: afl d¢ sãrkew afl kena‹ fren«n
égãlmatÉ égorçw efisin. oÈd¢ går dÒru
mçllon brax¤vn syenarÚw ésyenoËw m°nei:
§n tª fÊsei d¢ toËto kén eÈcux¤&. 390
éllÉ — êjiow går ˜ te parΔn ˜ tÉ oÈ parΔn
ÉAgam°mnonow pa›w, oper oÏnexÉ ¥komen —
dej≈meyÉ o‡kvn katalÊseiw. xvre›n xre≈n,
dm«ew, dÒmvn t«ndÉ §ntÒw. …w §mo‹ p°nhw
e‡h prÒyumow plous¤ou mçllon j°now. 395
afin« m¢n oÔn toËdÉ éndrÚw §sdoxåw dÒmvn,
§boulÒmhn dÉ ên, efi kas¤gnhtÒw me sÚw
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§w eÈtuxoËntaw ∑gen eÈtux«n dÒmouw.
‡svw dÉ ín ¶lyoi: Loj¤ou går ¶mpedoi
xrhsmo¤, brot«n d¢ mantikØn xa¤rein §«. 400

XorÒw
nËn μ pãroiyen mçllon, ÉHl°ktra, xarò
yermainÒmesya kard¤an: ‡svw går ín
mÒliw proba¤nousÉ ≤ tÊxh sta¤h kal«w.

ÉHl°ktra
Œ tl∞mon, efidΔw dvmãtvn xre¤an s°yen
t¤ toÊsdÉ §d°jv me¤zonaw sautoË j°nouw; 405

AÈtourgÒw
t¤ dÉ; e‡per efis‹n …w dokoËsin eÈgene›w,
oÈk ¶n te mikro›w ¶n te mØ st°rjousÉ ım«w;

ÉHl°ktra
§pe¤ nun §jÆmartew §n smikro›sin \n,
¶lyÉ …w palaiÚn trofÚn §moË f¤lon patrÒw,
˘w émf‹ potamÚn Tãnaon ÉArge¤aw ˜rouw 410
t°mnonta ga¤aw SpartiãtidÒw te g∞w
po¤mnaiw ımarte› pÒleow §kbeblhm°now:
k°leue dÉ aÈtÚn t«ndÉ §w dÒmouw éfigm°nvn
§lye›n, j°nvn tÉ §w da›ta porsËna¤ tina.
≤syÆseta¤ toi ka‹ proseÊjetai yeo›w, 415
z«ntÉ efisakoÊsaw pa›dÉ ˘n §ks–zei pot°.
oÈ går patr–vn §k dÒmvn mhtrÚw pãra
lãboimen ên ti: pikrå dÉ égge¤laimen ên,
efi z«ntÉ ÉOr°sthn ≤ tãlainÉ a‡syoitÉ ¶ti.

AÈtourgÒw
éllÉ, efi doke› soi, toÊsdÉ épaggel« lÒgouw 420
g°ronti: x≈rei dÉ §w dÒmouw ˜son tãxow
ka‹ têndon §jãrtue. pollã toi gunØ
xrπzousÉ ín eÏroi dait‹ prosforÆmata.
¶stin d¢ dØ tosaËtã gÉ §n dÒmoiw ¶ti
ÀsyÉ ßn gÉ §pÉ ∑mar toÊsde plhr«sai borçw. 425
§n to›w toioÊtoiw dÉ ≤n¤kÉ ín gn≈mhw p°sv,
skop« tå xrÆmayÉ …w ¶xei m°ga sy°now,
j°noiw te doËnai s«mã tÉ §w nÒsouw pesÚn
dapãnaisi s«sai: t∞w dÉ §fÉ ≤m°ran borçw
§w smikrÚn ¥kei: pçw går §mplhsye‹w énØr 430
ı ploÊsiÒw te x» p°nhw ‡son f°rei.
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First Stasimon (432–86)

XorÒw
kleina‹ nçew, a· potÉ ¶bate Tro¤an Strophe 1
to›w émetrÆtoiw §retmo›w
p°mpousai xoroÁw metå Nhrπdvn,
·nÉ ı f¤laulow ¶palle del- 435
f‹w pr–raiw kuanembÒloi-
sin efllissÒmenow,
poreÊvn tÚn tçw Y°tidow
koËfon ëlma pod«n ÉAxil∞
sÁn ÉAgam°mnoni Trv¤aw 440
§p‹ Simount¤daw éktãw.

Nhrªdew dÉ EÈbo›daw êkraw lipoËsai Antistrophe 1
mÒxyouw éspiståw ékmÒnvn
ÑHfa¤stou xrus°vn ¶feron teux°vn,
énã te PÆlion énã tÉ §ru- 445
mnçw ÖOssaw flerçw nãpaw
Numfa¤aw skopiåw
†kÒraw mãteusÉ†, ¶nya patØr
flppÒtaw tr°fen ÑEllãdi f«w
Y°tidow efinal¤aw gÒnon 450
taxÊporon pÒdÉ ÉAtre¤daiw.

ÉIliÒyen dÉ ¶kluÒn tinow §n lim°sin Strophe 2
Naupl¤oisi beb«tow
tçw sçw, Œ Y°tidow pa›,
kleinçw ésp¤dow §n kÊklƒ 455
toiãde sÆmata, de¤mata
FrÊgia, tetÊxyai:
peridrÒmƒ m¢n ‡tuow ßdr&
Pers°a laimotÒman Íp¢r èlÚw 
potano›si ped¤loisi fuån GorgÒnow ‡sxein, 460
DiÚw égg°lƒ sÁn ÑErmò, 
t“ Ma¤aw égrot∞ri koÊrƒ:

§n d¢ m°sƒ kat°lampe sãkei fa°yvn Antistrophe 2
kÊklow éel¤oio 465
·ppoiw ím ptero°ssaiw
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êstrvn tÉ afiy°rioi xoro¤,
Pleiãdew, ÑUãdew, ÜEktorow
ˆmmasi tropa›oi:
§p‹ d¢ xrusotÊpƒ krãnei 470
Sf¤ggew ˆnujin éo¤dimon êgran 
f°rousai: peripleÊrƒ d¢ kÊtei pÊrpnoow ¶speu-
de drÒmƒ l°aina xala›w 
Peirhna›on ır«sa p«lon. 475

êori dÉ §n fon¤ƒ tetrabãmonew ·ppoi ¶pallon, Epode
kelainå dÉ émf‹ n«yÉ ·eto kÒniw.
toi«ndÉ ênakta doripÒnvn
¶kanen éndr«n, Tundar¤w, 480
så l°xea, kakÒfrvn koÊra.
toigãr s° potÉ oÈran¤dai
p°mcousin yanãtoiw: ∑ sån
¶tÉ ¶ti fÒnion ÍpÚ d°ran 485
ˆcomai aÂma xuy¢n sidãrƒ.

Second Episode (487–698)

Pr°sbuw
poË poË neçniw pÒtniÉ §mØ d°spoinã te,
ÉAgam°mnonow pa›w, ˜n potÉ §j°yrecÉ §g≈;
…w prÒsbasin t«ndÉ Ùry¤an o‡kvn ¶xei
=us“ g°ronti t“de prosb∞nai pod¤. 490
˜mvw d¢ prÒw ge toÁw f¤louw §jelkt°on
dipl∞n êkanyan ka‹ pal¤rropon gÒnu.
Œ yÊgater — êrti gãr se prÚw dÒmoiw ır«—
¥kv f°rvn soi t«n §m«n boskhmãtvn
po¤mnhw neognÚn yr°mmÉ Ípospãsaw tÒde 495
stefãnouw te teux°vn tÉ §jelΔn tureÊmata,
palaiÒn te yhsaÊrisma DionÊsou tÒde
Ùsmª kat∞rew, mikrÒn, éllÉ §pesbale›n
≤dÁ skÊfon toËdÉ ésyenest°rƒ pot“.
‡tv f°rvn tiw to›w j°noiw tãdÉ §w dÒmouw: 500
§gΔ d¢ trÊxei t“dÉ §m«n p°plvn kÒraw
dakrÊoisi t°gjaw §jomÒrjasyai y°lv.

EURIPIDES, ELECTRA 51



ÉHl°ktra
t¤ dÉ, Œ gerai°, diãbroxon tÒdÉ ˆmmÉ ¶xeiw;
m«n témå diå xrÒnou sÉ én°mnhsen kakã;
μ tåw ÉOr°stou tlÆmonaw fugåw st°neiw 505
ka‹ pat°ra tÚn §mÒn, ˜n potÉ §n xero›n ¶xvn
énÒnhtÉ ¶yrecaw so¤ te ka‹ to›w so›w f¤loiw;

Pr°sbuw
énÒnhyÉ: ˜mvw dÉ oÔn toËtÒ gÉ oÈk ±nesxÒmhn.
∑lyon går aÈtoË prÚw tãfon pãrergÉ ıdoË
ka‹ prospesΔn ¶klausÉ §rhm¤aw tux≈n, 510
spondãw te, lÊsaw éskÚn ˘n f°rv j°noiw,
¶speisa, tÊmbƒ dÉ émf°yhka murs¤naw.
purçw dÉ §pÉ aÈt∞w o‰n melãgximon pÒkƒ
sfãgion §se›don aÂmã tÉ oÈ pãlai xuy¢n
jany∞w te xa¤thw bostrÊxouw kekarm°nouw. 515
kéyaÊmasÉ, Œ pa›, t¤w potÉ ényr≈pvn ¶tlh
prÚw tÊmbon §lye›n: oÈ går ÉArge¤vn g° tiw.
éllÉ ∑lyÉ ‡svw pou sÚw kas¤gnhtow lãyr&,
molΔn dÉ §yaÊmasÉ êylion tÊmbon patrÒw.
sk°cai d¢ xa¤thn prostiye›sa sª kÒm˙, 520
efi xr«ma taÈtÚn kour¤mhw ¶stai trixÒw:
file› gãr, aÂma taÈtÚn oÂw ín ¬ patrÒw,
tå pÒllÉ ˜moia s≈matow pefuk°nai.

ÉHl°ktra
oÈk êjiÉ éndrÒw, Œ g°ron, sofoË l°geiw,
efi kruptÚn §w g∞n tÆndÉ ín Afig¤syou fÒbƒ 525
doke›w édelfÚn tÚn §mÚn eÈyars∞ mole›n.
¶peita xa¤thw p«w suno¤setai plÒkow,
ı m¢n pala¤straiw éndrÚw eÈgenoËw trafe¤w,
ı d¢ ktenismo›w y∞luw; éllÉ émÆxanon.
pollo›w dÉ ín eÏroiw bostrÊxouw ımopt°rouw 530
ka‹ mØ geg«sin a·matow taÈtoË, g°ron.

Pr°sbuw
sÁ dÉ efiw ‡xnow bçsÉ érbÊlhw sk°cai bãsin
efi sÊmmetrow s“ pod‹ genÆsetai, t°knon.

ÉHl°ktra
p«w dÉ ín g°noitÉ ín §n kratail°ƒ p°dƒ
ga¤aw pod«n ¶kmaktron; efi dÉ ¶stin tÒde, 535
duo›n édelfo›n poÁw ín oÈ g°noitÉ ‡sow
éndrÒw te ka‹ gunaikÒw, éllÉ ërshn krate›.
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Pr°sbuw
oÈk ¶stin, efi ka‹ g∞n kas¤gnhtow mol≈n,
. . . . . . .

kerk¤dow ˜tƒ gno¤hw ín §jÊfasma s∞w,
§n ⁄ potÉ aÈtÚn §j°kleca mØ yane›n; 540

ÉHl°ktra
oÈk o‰syÉ, ÉOr°sthw ≤n¤kÉ §kp¤ptei xyonÒw,
n°an mÉ ¶tÉ oÔsan; efi d¢ kêkrekon p°plouw,
p«w ín tÒtÉ Ãn pa›w taÈtå nËn ¶xoi fãrh,
efi mØ junaÊjoinyÉ ofl p°ploi t“ s≈mati;
éllÉ ≥ tiw aÈtoË tãfon §poikt¤raw j°now 545
† §ke¤ratÉ, μ t∞sde skopoÁw labΔn xyonÚw †.

Pr°sbuw
ofl d¢ j°noi poË; boÊlomai går efisidΔn
aÈtoÁw ¶resyai soË kasignÆtou p°ri.

ÉHl°ktra
o·dÉ §k dÒmvn ba¤nousi laichr“ pod¤.

Pr°sbuw
éllÉ eÈgene›w m°n, §n d¢ kibdÆlƒ tÒde: 550
pollo‹ går ˆntew eÈgene›w efisin kako¤.
˜mvw d° xa¤rein toÁw j°nouw prosenn°pv.

ÉOr°sthw
xa›rÉ, Œ gerai°. — toË potÉ, ÉHl°ktra, tÒde
palaiÚn éndrÚw le¤canon f¤lvn kure›;

ÉHl°ktra
otow tÚn èmÚn pat°rÉ ¶yrecen, Œ j°ne. 555

ÉOr°sthw
t¤ fπw; ˜dÉ ˘w sÚn §j°klece sÊggonon;

ÉHl°ktra
˜dÉ ¶syÉ ı s≈saw ke›non, e‡per ¶stÉ ¶ti.

ÉOr°sthw
¶a:
t¤ mÉ §sd°dorken Àsper érgÊrou skop«n
lamprÚn xarakt∞rÉ; μ proseikãzei m° tƒ;

ÉHl°ktra
‡svw ÉOr°stou sÉ ¥lixÉ ¥detai bl°pvn. 560

ÉOr°sthw
f¤lou ge fvtÒw. t¤ d¢ kukle› p°rij pÒda;

ÉHl°ktra
kaÈtØ tÒdÉ efisor«sa yaumãzv, j°ne.
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Pr°sbuw
Œ pÒtniÉ, eÎxou, yÊgater ÉHl°ktra, yeo›w.

ÉHl°ktra
t¤ t«n épÒntvn μ t¤ t«n ˆntvn p°ri;

Pr°sbuw
labe›n f¤lon yhsaurÒn, ˘n fa¤nei yeÒw. 565

ÉHl°ktra
fidoÊ: kal« yeoÊw. μ t¤ dØ l°geiw, g°ron;

Pr°sbuw
bl°con nun §w tÒndÉ, Œ t°knon, tÚn f¤ltaton.

ÉHl°ktra
pãlai d°dorka, mØ sÊ gÉ oÈk°tÉ eÔ frone›w;

Pr°sbuw
oÈk eÔ fron« ÉgΔ sÚn kas¤gnhton bl°pvn;

ÉHl°ktra
p«w e‰paw, Œ gera¤É, én°lpiston lÒgon; 570

Pr°sbuw
ırçn ÉOr°sthn tÒnde tÚn ÉAgam°mnonow.

ÉHl°ktra
po›on xarakt∞rÉ efisid≈n, ⁄ pe¤somai;

Pr°sbuw
oÈlØn parÉ ÙfrÊn, ¥n potÉ §n patrÚw dÒmoiw
nebrÚn di≈kvn soË m°yÉ Ωmãxyh pes≈n.

ÉHl°ktra
p«w fπw; ır« m¢n pt≈matow tekmÆrion. 575

Pr°sbuw
¶peita m°lleiw prosp¤tnein to›w filtãtoiw;

ÉHl°ktra
éllÉ oÈk°tÉ, Œ gerai°: sumbÒloisi går
to›w so›w p°peismai yumÒn. — Œ xrÒnƒ fane¤w,
¶xv sÉ é°lptvw —

ÉOr°sthw
kéj §moË gÉ ¶x˙ xrÒnƒ.

ÉHl°ktra
oÈd°pote dÒjasa.

ÉOr°sthw
oÈdÉ §gΔ går ≥lpisa. 580

ÉHl°ktra
§ke›now e‰ sÊ;
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ÉOr°sthw
sÊmmaxÒw g° soi mÒnow.

μn dÉ énspãsvma¤ gÉ ˘n met°rxomai bÒlon . . .
p°poiya dÉ: μ xrØ mhk°yÉ ≤ge›syai yeoÊw,
efi têdikÉ ¶stai t∞w d¤khw Íp°rtera.

XorÒw
¶molew ¶molew, \, xrÒniow èm°ra, 585
kat°lamcaw, ¶deijaw §mfan∞
pÒlei pursÒn, ˘w palaiò fugò
patr¤vn épÚ dvmãtvn tãlaw
éla¤nvn ¶ba.
yeÚw aÔ yeÚw èmet°ran tiw êgei 590
n¤kan, Œ f¤la.
ênexe x°raw, ênexe lÒgon, ·ei litåw
§w yeoÊw, tÊx& soi tÊx&
kas¤gnhton §mbateËsai pÒlin. 595

ÉOr°sthw
e‰•n: f¤law m¢n ≤donåw éspasmãtvn
¶xv, xrÒnƒ d¢ kaÔyiw aÈtå d≈somen.
sÁ dÉ, Œ gerai° — ka¤riow går ≥luyew —
l°jon, t¤ dr«n ín fon°a teisa¤mhn patrÒw;
mht°ra te <tØn> koinvnÚn énos¤vn gãmvn; 600
¶stin t¤ moi katÉ ÖArgow eÈmen¢w f¤lvn;
μ pãntÉ éneskeuãsmeyÉ, Àsper afl tÊxai;
t“ jugg°nvmai; nÊxiow μ kayÉ ≤m°ran;
po¤an ıdÚn trap≈meyÉ efiw §xyroÁw §moÊw;

Pr°sbuw
Œ t°knon, oÈde‹w dustuxoËnt¤ soi f¤low. 605
eÏrhma gãr toi xr∞ma g¤gnetai tÒde,
koinª metasxe›n tégayoË ka‹ toË kakoË.
sÁ dÉ — §k bãyrvn går pçw énπrhsai f¤loiw
oÈdÉ §ll°loipaw §lp¤dÉ— ‡syi mou klÊvn,
§n xeir‹ tª sª pãntÉ ¶xeiw ka‹ tª tÊx˙, 610
patr“on o‰kon ka‹ pÒlin labe›n s°yen.

ÉOr°sthw
t¤ d∞ta dr«ntew toËdÉ ín §jiko¤meya;

Pr°sbuw
ktanΔn Yu°stou pa›da sÆn te mht°ra.

ÉOr°sthw
¥kv Ép‹ tÒnde st°fanon: éllå p«w lãbv;
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Pr°sbuw
teix°vn m¢n §lyΔn §ntÚw oÈdÉ ín efi y°loiw. 615

ÉOr°sthw
froura›w k°kastai dejia›w te dorufÒrvn;

Pr°sbuw
¶gnvw: fobe›tai gãr se koÈx eÏdei saf«w.

ÉOr°sthw
e‰•n: sÁ dØ toÈny°nde boÊleuson, g°ron.

Pr°sbuw
kémoË gÉ êkouson: êrti gãr mÉ §s∞ly° ti.

ÉOr°sthw
§sylÒn ti mhnÊseiaw, afisyo¤mhn dÉ §g≈. 620

Pr°sbuw
A‡gisyon e‰don, ≤n¤xÉ eÂrpon §nyãde.

ÉOr°sthw
proshkãmhn tÚ =hy°n. §n po¤oiw tÒpoiw;

Pr°sbuw
égr«n p°law t«ndÉ flppoforb¤vn ¶pi.

ÉOr°sthw
t¤ dr«nyÉ; ır« går §lp¤dÉ §j émhxãnvn.

Pr°sbuw
NÊmfaiw §pÒrsunÉ ¶rotin, …w ¶doj° moi. 625

ÉOr°sthw
trofe›a pa¤dvn μ prÚ m°llontow tÒkou;

Pr°sbuw
oÈk o‰da plØn ßn: bousfage›n …pl¤zeto.

ÉOr°sthw
pÒsvn metÉ éndr«n; μ mÒnow dm≈vn m°ta;

Pr°sbuw
oÈde‹w par∞n ÉArge›ow, ofike¤a d¢ xe¤r.

ÉOr°sthw
oÎ poÊ tiw ˜stiw gnvrie› mÉ fid≈n, g°ron; 630

Pr°sbuw
dm«ew m°n efisin, o„ s° gÉ oÈk e‰dÒn pote.

ÉOr°sthw
≤m›n ín e‰en, efi krato›men, eÈmene›w;

Pr°sbuw
doÊlvn går ‡dion toËto, so‹ d¢ sÊmforon.

ÉOr°sthw
p«w oÔn ín aÈt“ plhsiasye¤hn pot°;
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Pr°sbuw
ste¤xvn ˜yen se bouyut«n §sÒcetai. 635

ÉOr°sthw
ıdÚn parÉ aÈtÆn, …w ¶oikÉ, égroÁw ¶xei;

Pr°sbuw
˜yen gÉ fid≈n se dait‹ koinvnÚn kale›.

ÉOr°sthw
pikrÒn ge sunyoinãtorÉ, μn yeÚw y°l˙.

Pr°sbuw
toÈny°nde prÚw tÚ p›pton aÈtÚw §nnÒei.

ÉOr°sthw
kal«w ¶lejaw. — ≤ tekoËsa dÉ §st‹ poË; 640

Pr°sbuw
ÖArgei: par°stai dÉ oÔn pÒsei yo¤nhn ¶pi.

ÉOr°sthw
t¤ dÉ oÈx ëmÉ §jvrmçtÉ §mØ mÆthr pÒsei;

Pr°sbuw
cÒgon tr°mousa dhmot«n §le¤peto.

ÉOr°sthw
jun∞xÉ: Ïpoptow oÔsa gign≈skei pÒlei.

Pr°sbuw
toiaËta: mise›tai går énÒsiow gunÆ. 645

ÉOr°sthw
p«w oÔn; §ke¤nhn tÒnde tÉ §n taÈt“ kten«;

ÉHl°ktra
§gΔ fÒnon ge mhtrÚw §jartÊsomai.

ÉOr°sthw
ka‹ mØn §ke›nã gÉ ≤ tÊxh yÆsei kal«w.

ÉHl°ktra
Íphrete¤tv m¢n duo›n ˆntoin ˜de.

Pr°sbuw
¶stai tãdÉ: eÍr¤skeiw d¢ mhtr‹ p«w fÒnon; 650

ÉHl°ktra
l°gÉ, Œ gerai°, tãde KlutaimÆstr& mol≈n:
lex≈ mÉ épãggellÉ oÔsan êrsenow tÒkƒ.

Pr°sbuw
pÒtera pãlai tekoËsan μ nevst‹ dÆ;

ÉHl°ktra
d°xÉ ≤l¤ouw, §n oÂsin ègneÊei lex≈.
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Pr°sbuw
ka‹ dØ t¤ toËto mhtr‹ prosbãllei fÒnon; 655

ÉHl°ktra
¥jei klÊousa lÒxiã mou nosÆmata.

Pr°sbuw
pÒyen; t¤ dÉ aÈtª soË m°lein doke›w, t°knon;

ÉHl°ktra
na¤: ka‹ dakrÊsei gÉ éj¤vmÉ §m«n tÒkvn.

Pr°sbuw
‡svw: pãlin toi mËyon §w kampØn êge.

ÉHl°ktra
§lyoËsa m°ntoi d∞lon …w épÒllutai. 660

Pr°sbuw
ka‹ mØn §pÉ aÈtãw gÉ e‰si s«n dÒmvn pÊlaw.

ÉHl°ktra
oÈkoËn trap°syai smikrÚn efiw ÜAidou tÒde;

Pr°sbuw
efi går yãnoimi toËtÉ fidΔn §g≈ pote.

ÉHl°ktra
pr≈tista m°n nun t“dÉ ÍfÆghsai, g°ron.

Pr°sbuw
A‡gisyow ¶nya nËn yuhpole› yeo›w; 665

ÉHl°ktra
¶peitÉ épant«n mhtr‹ tépÉ §moË frãson.

Pr°sbuw
ÀstÉ aÈtã gÉ §k soË stÒmatow efir∞syai doke›n.

ÉHl°ktra
sÚn ¶rgon ≥dh: prÒsyen e‡lhxaw fÒnou.

ÉOr°sthw
ste¤xoimÉ ên, e‡ tiw ≤gemΔn g¤gnoiyÉ ıdoË.

Pr°sbuw
ka‹ mØn §gΔ p°mpoimÉ ín oÈk ékous¤vw. 670

ÉOr°sthw
Œ ZeË patr“e, ka‹ tropa›É §xyr«n §m«n.

ÉHl°ktra
o‡ktir° yÉ ≤mçw: ofiktrå går pepÒnyamen.

Pr°sbuw
o‡ktire d∞ta soÊw ge fÊntaw §kgÒnouw.

ÉHl°ktra
ÜHra te bvm«n ∂ Mukhna¤vn krate›w
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ÉOr°sthw
n¤khn dÚw ≤m›n, efi d¤kaiÉ afitoÊmeya. 675

Pr°sbuw
dÚw d∞ta patrÚw to›sde timvrÚn d¤khn.

ÉOr°sthw
sÊ tÉ Œ kãtv g∞w énos¤vw ofik«n pãter 

ÉHl°ktra
ka‹ Ga›É ênassa, xe›raw √ d¤dvmÉ §måw 

Pr°sbuw
êmunÉ êmune to›sde filtãtoiw t°knoiw.

ÉOr°sthw
nËn pãnta nekrÚn §ly¢ sÊmmaxon lab≈n. 680

ÉHl°ktra
o·per ge sÁn so‹ FrÊgaw énÆlvsan dor‹ 

Pr°sbuw
xÀsoi stugoËsin énos¤ouw miãstoraw. 683

ÉHl°ktra
≥kousaw, Œ de¤nÉ §j §m∞w mhtrÚw pay≈n; 682

Pr°sbuw
pãntÉ, o‰dÉ, ékoÊei tãde patÆr: ste¤xein dÉ ékmÆ.

ÉHl°ktra
ka¤ soi profvn« prÚw tãdÉ A‡gisyon yane›n: 685
…w efi palaisye‹w pt«ma yanãsimon pesª,
t°ynhka kég≈, mhd° me z«san l°ge:
pa¤sv går ∏par toÈmÚn émfÆkei j¤fei.
dÒmvn ¶sv bçsÉ eÈtrep¢w poÆsomai.
…w μn m¢n ¶ly˙ pÊstiw eÈtuxØw s°yen, 690
ÙlolÊjetai pçn d«ma: ynπskontow d° sou
ténant¤É ¶stai t«nde: taËtã soi l°gv.

ÉOr°sthw
pãntÉ o‰da.

ÉHl°ktra
prÚw tãdÉ êndra g¤gnesya¤ se xrÆ.

Íme›w d° moi, guna›kew, eÔ purseÊete
kraugØn ég«now toËde: frourÆsv dÉ §gΔ 695
prÒxeiron ¶gxow xeir‹ bastãzousÉ §mª.
oÈ gãr potÉ §xyro›w to›w §mo›w nikvm°nh
d¤khn Íf°jv, s«mÉ §mÚn kayubr¤sai.
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Second Stasimon (699–746)

XorÒw
étalçw ÍpÚ †mat°row ÉArge¤vn† Strophe 1
Ùr°vn pot¢ klhdΔn 700
§n polia›si m°nei fÆmaiw
eÈarmÒstoiw §n kalãmoiw
Pçna moËsan ≤dÊyroon
pn°ontÉ, égr«n tam¤an,
xrus°an êrna kall¤pokon 705
poreËsai. petr¤noiw dÉ §pi-
ståw kçruj fiãxei bãyroiw:
ÉAgorån égorãn, Mukh-
na›oi, ste¤xete makar¤vn
ÙcÒmenoi turãnnvn 710
fãsmata †de¤mata. 
xoro‹ dÉ† ÉAtreidçn §g°rairon o‡kouw.

yum°lai dÉ §p¤tnanto xrusÆlatoi, Antistrophe 1
selage›to dÉ énÉ êstu
pËr §pib≈mion ÉArge¤vn: 715
lvtÚw d¢ fyÒggon kelãdei
kãlliston, Mousçn yerãpvn:
molpa‹ dÉ hÎjontÉ §rata¤,
xrus°aw érnÚw §p¤logoi,
Yu°stou: kruf¤aiw går eÈ- 720
na›w pe¤saw êloxon f¤lan
ÉAtr°vw, t°raw §kkom¤-
zei prÚw d≈mata: neÒmenow dÉ
efiw égÒrouw éute›
tån kerÒessan ¶xein 725
xruseÒmallon katå d«ma po¤mnan.

tÒte dØ tÒte faen- Strophe 2
nåw êstrvn met°basÉ ıdoÁw
ZeÁw ka‹ f°ggow éel¤ou
leukÒn te prÒsvpon éoËw, 730
tå dÉ ßspera n«tÉ §laÊnei 
yermò flog‹ yeopÊrƒ,
nef°lai dÉ ¶nudroi prÚw êrkton, 
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jhra¤ tÉ ÉAmmvn¤dew ßdrai 
fy¤nousÉ épeirÒdrosoi, 735
kall¤stvn ˆmbrvn DiÒyen stere›sai.

l°getai, tån d¢ p¤- Antistrophe 2
stin smikrån parÉ ¶moigÉ ¶xei,
str°cai yermån é°lion
xrusvpÚn ßdran éllajãn- 740
ta dustux¤& brote¤ƒ 
ynatçw ßneken d¤kaw.
fobero‹ d¢ broto›si mËyoi 
k°rdow prÚw ye«n yerape¤an. 
œn oÈ mnasye›sa pÒsin 745
kte¤neiw, klein«n suggen°teirÉ édelf«n.

Third Episode (747–1146)

XorÒw
¶a ¶a:
f¤lai, bo∞w ±koÊsatÉ — μ dokΔ kenØ
Íp∞ly° mÉ; — Àste nert°ra brontØ DiÒw;
fidoÊ, tãdÉ oÈk êshma pneÊmatÉ a‡retai:
d°spoinÉ, êmeicon d≈matÉ, ÉHl°ktra, tãde. 750

ÉHl°ktra
f¤lai, t¤ xr∞ma; p«w ég«now ¥komen;

XorÒw
oÈk o‰da plØn ßn: fÒnion ofimvgØn klÊv.

ÉHl°ktra
≥kousa kég≈, thlÒyen m°n, éllÉ ˜mvw.

XorÒw
makrån går ßrpei g∞ruw, §mfanÆw ge mÆn.

ÉHl°ktra
ÉArge›ow ı stenagmÒw: ∑ f¤lvn §m«n; 755

XorÒw
oÈk o‰da: pçn går me¤gnutai m°low bo∞w.

ÉHl°ktra
sfagØn éute›w tÆnde moi: t¤ m°llomen;

XorÒw
¶pisxe, tran«w …w mãy˙w tÊxaw s°yen.
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ÉHl°ktra
oÈk ¶sti: nik≈mesya: poË går êggeloi;

XorÒw
¥jousin: oÎtoi basil°a faËlon ktane›n. 760

ÖAggelow
Œ kall¤nikoi pary°noi Mukhn¤dew,
nik«ntÉ ÉOr°sthn pçsin égg°llv f¤loiw,
ÉAgam°mnonow d¢ fon°a ke¤menon p°dƒ
A‡gisyon: éllå yeo›sin eÎxesyai xre≈n.

ÉHl°ktra
t¤w dÉ e‰ sÊ; p«w moi pistå shma¤neiw tãde; 765

ÖAggelow
oÈk o‰syÉ édelfoË mÉ efisor«sa prÒspolon;

ÉHl°ktra
Œ f¤ltatÉ, ¶k toi de¤matow dusgnvs¤an
e‰xon pros≈pou: nËn d¢ gign≈skv se dÆ.
t¤ fπw; t°ynhke patrÚw §moË stugnÚw foneÊw;

ÖAggelow
t°ynhke: d¤w soi taÎyÉ, ì goËn boÊl˙, l°gv. 770

ÉHl°ktra
Œ yeo¤, D¤kh te pãnyÉ ır«sÉ, ∑ly°w pote.
po¤ƒ trÒpƒ d¢ ka‹ t¤ni =uym“ fÒnou
kte¤nei Yu°stou pa›da; boÊlomai maye›n.

ÖAggelow
§pe‹ melãyrvn t«ndÉ épÆramen pÒda,
§sbãntew ¬men d¤kroton efiw èmajitÚn 775
¶nyÉ ∑n ı kleinÚw t«n Mukhna¤vn ênaj.
kure› d¢ kÆpoiw §n katarrÊtoiw beb≈w,
dr°pvn tere¤nhw murs¤nhw kãr& plÒkouw:
fid≈n tÉ éute›: Xa¤retÉ, Œ j°noi: t¤new
pÒyen poreÊesyÉ; ¶ste tÉ §k po¤aw xyonÒw; 780
ı dÉ e‰pÉ ÉOr°sthw: Yessalo¤: prÚw dÉ ÉAlfeÚn
yÊsontew §rxÒmesyÉ ÉOlump¤ƒ Di¤.
klÊvn d¢ taËtÉ A‡gisyow §nn°pei tãde:
NËn m¢n parÉ ≤m›n xrØ sunest¤ouw §mo‹
yo¤nhw gen°syai: tugxãnv d¢ bouyut«n 785
NÊmfaiw: •“oi dÉ §janastãntew l°xouw
§w taÈtÚn ¥jetÉ. éllÉ ‡vmen §w dÒmouw — 
ka‹ taËyÉ ëmÉ ±gÒreue ka‹ xerÚw labΔn
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par∞gen ≤mçw — oÈdÉ éparne›syai xre≈n:
§pe‹ dÉ §n o‡koiw ∑men, §nn°pei tãde: 790
loÊtrÉ …w tãxista to›w j°noiw tiw afir°tv,
…w émf‹ bvmÚn st«si xern¤bvn p°law.
éllÉ e‰pÉ ÉOr°sthw: ÉArt¤vw ≤gn¤smeya
loutro›si kayaro›w potam¤vn =e¤yrvn êpo.
efi d¢ j°nouw ésto›si sunyÊein xre≈n, 795
A‡gisyÉ, ßtoimoi koÈk éparnoÊmesyÉ, ênaj.
toËton m¢n oÔn meye›san §k m°sou lÒgon:
lÒgxaw d¢ y°ntew despÒtou frourÆmata
dm«ew prÚw ¶rgon pãntew ·esan x°raw:
ofl m¢n sfage›on ¶feron, ofl dÉ ¬ron kanç, 800
êlloi d¢ pËr én∞pton émf¤ tÉ §sxãraw
l°bhtaw \ryoun: pçsa dÉ §ktÊpei st°gh.
labΔn d¢ proxÊtaw mhtrÚw eÈn°thw s°yen
¶balle bvmoÊw, toiãdÉ §nn°pvn ¶ph:
NÊmfai petra›ai, pollãkiw me bouyute›n 805
ka‹ tØn katÉ o‡kouw Tundar¤da dãmartÉ §mØn
prãssontaw …w nËn, toÁw dÉ §moÁw §xyroÁw kak«w
— l°gvn ÉOr°sthn ka‹ s°. despÒthw dÉ §mÚw
ténant¤É hÎxetÉ, oÈ gegvn¤skvn lÒgouw,
labe›n patr“a d≈matÉ. §k kanoË dÉ •lΔn 810
A‡gisyow ÙryØn sfag¤da, mosxe¤an tr¤xa
temΔn §fÉ ègnÚn pËr ¶yhke dejiò,
kêsfajÉ §pÉ \mvn mÒsxon …w ∑ran xero›n
dm«ew, l°gei d¢ s“ kasignÆtƒ tãde:
ÉEk t«n kal«n kompoËsi to›si Yessalo›w 815
e‰nai tÒdÉ, ˜stiw taËron értame› kal«w
·ppouw tÉ Ùxmãzei: lab¢ s¤dhron, Œ j°ne,
de›jÒn te fÆmhn ¶tumon émf‹ Yessal«n.
ı dÉ eÈkrÒthton Dvr¤dÉ èrpãsaw xero›n,
=¤caw épÉ \mvn eÈprep∞ porpãmata, 820
Pulãdhn m¢n e·letÉ §n pÒnoiw Íphr°thn,
dm«aw dÉ épvye›: ka‹ labΔn mÒsxou pÒda,
leukåw §gÊmnou sãrkaw §kte¤nvn x°ra:
yçsson d¢ bÊrsan §j°deiren μ dromeÁw
dissoÁw diaÊlouw flpp¤ouw diÆnuse, 825
kéne›to lagÒnaw. flerå dÉ §w xe›raw labΔn
A‡gisyow ≥yrei. ka‹ lobÚw m¢n oÈ pros∞n
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splãgxnoiw, pÊlai d¢ ka‹ doxa‹ xol∞w p°law
kakåw ¶fainon t“ skopoËnti prosbolãw.
x» m¢n skuyrãzei, despÒthw dÉ énistore›: 830
T¤ xr∞mÉ éyume›w; — âV j°nÉ, Ùrrvd« tina
dÒlon yura›on. ¶sti dÉ ¶xyistow brot«n
ÉAgam°mnonow pa›w pol°miÒw tÉ §mo›w dÒmoiw:
˘ dÉ e‰pe: Fugãdow d∞ta deima¤neiw dÒlon,
pÒlevw énãssvn; oÈx, ˜pvw pastÆria 835
yoinasÒmesya, FyiãdÉ ént‹ Dvrik∞w
o‡sei tiw ≤m›n kop¤dÉ, éporrÆjv x°lun;
labΔn d¢ kÒptei. splãgxna dÉ A‡gisyow labΔn
≥yrei diair«n. toË d¢ neÊontow kãtv
ˆnuxaw §pÉ êkrouw ståw kas¤gnhtow s°yen 840
§w sfondÊlouw ¶paise, nvtia›a d¢
¶rrhjen êryra: pçn d¢ s«mÉ ênv kãtv
≥spairen ±lãlaze dusynπskvn fÒnƒ.
dm«ew dÉ fidÒntew eÈyÁw ¬jan §w dÒru,
pollo‹ mãxesyai prÚw dÊÉ: éndre¤aw dÉ Ïpo 845
¶sthsan ént¤prƒra se¤ontew b°lh
Pulãdhw ÉOr°sthw tÉ. e‰pe dÉ: OÈx‹ dusmenØw
¥kv pÒlei tªdÉ oÈdÉ §mo›w Ùpãosin,
fon°a d¢ patrÚw éntetimvrhsãmhn
tlÆmvn ÉOr°sthw: éllå mÆ me ka¤nete, 850
patrÚw palaio‹ dm«ew. ofl dÉ, §pe‹ lÒgvn
≥kousan, ¶sxon kãmakaw: §gn≈syh dÉ ÍpÚ
g°rontow §n dÒmoisin érxa¤ou tinÒw.
st°fousi dÉ eÈyÁw soË kasignÆtou kãra
xa¤rontew élalãzontew. ¶rxetai d¢ so‹ 855
kãra Épide¤jvn oÈx‹ GorgÒnow f°rvn,
éllÉ ˘n stuge›w A‡gisyon: aÂma dÉ a·matow
pikrÚw daneismÚw ∑lye t“ yanÒnti nËn.

XorÒw
y¢w §w xorÒn, Œ f¤la, ‡xnow,
…w nebrÚw oÈrãnion 860
pÆdhma kouf¤zousa sÁn égla˝&.
nikò stefanafor¤an
†kre¤ssv to›w† parÉ ÉAlfeioË =e°yroisi tel°ssaw
kas¤gnhtow s°yen: éllÉ Ípãeide
kall¤nikon ”dån §m“ xor“. 865
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ÉHl°ktra
Œ f°ggow, Œ t°yrippon ≤l¤ou s°law,
Œ ga›a ka‹ nÁj ∂n §derkÒmhn pãrow,
nËn ˆmma toÈmÚn émptuxa¤ tÉ §leÊyeroi,
§pe‹ patrÚw p°ptvken A‡gisyow foneÊw.
f°rÉ, oÂa dØ Éxv ka‹ dÒmoi keÊyous¤ mou 870
kÒmhw égãlmatÉ §jen°gkvmai, f¤lai,
st°cv tÉ édelfoË krçta toË nikhfÒrou.

XorÒw
sÁ m°n nun égãlmatÉ êeire
krat¤: tÚ dÉ èm°teron
xvrÆsetai MoÊsaisi xÒreuma f¤lon. 875
nËn ofl pãrow èm°teroi
ga¤aw turanneÊsousi f¤loi basil∞ew,
dika¤vw toÁw éd¤kouw kayelÒntew.
éllÉ ‡tv jÊnaulow boå xarò.

ÉHl°ktra
Œ kall¤nike, patrÚw §k nikhfÒrou 880
geg≈w, ÉOr°sta, t∞w ÍpÉ ÉIl¤ƒ mãxhw,
d°jai kÒmhw s∞w bostrÊxvn éndÆmata.
¥keiw går oÈk éxre›on ßkpleyron dramΔn
ég«nÉ §w o‡kouw, éllå pol°mion ktanΔn
A‡gisyon, ˘w sÚn pat°ra kémÚn \lese. 885
sÊ tÉ, Œ parasp¤stÉ, éndrÚw eÈsebestãtou
pa¤deuma, Pulãdh, st°fanon §j §m∞w xerÚw
d°xou: f°r˙ går ka‹ sÁ t“dÉ ‡son m°row
ég«now: afie‹ dÉ eÈtuxe›w fa¤noisy° moi.

ÉOr°sthw
yeoÁw m¢n ≤goË pr«ton, ÉHl°ktra, tÊxhw 890
érxhg°taw t∞sdÉ, e‰ta kêmÉ §pa¤neson
tÚn t«n ye«n te t∞w tÊxhw yÉ Íphr°thn.
¥kv går oÈ lÒgoisin éllÉ ¶rgoiw ktanΔn
A‡gisyon: …w d¢ t“ sãfÉ efid°nai tãde
prosy«men, aÈtÚn tÚn yanÒnta soi f°rv, 895
˘n e‡te xrπzeiw yhrs‹n èrpagØn prÒyew,
μ skËlon ofivno›sin, afiy°row t°knoiw,
pÆjasÉ ¶reison skÒlopi: sÚw gãr §sti nËn
doËlow, pãroiye despÒthw keklhm°now.

ÉHl°ktra
afisxÊnomai m°n, boÊlomai dÉ efipe›n ˜mvw. 900
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ÉOr°sthw
t¤ xr∞ma; l°jon: …w fÒbou gÉ ¶jvyen e‰.

ÉHl°ktra
nekroÁw Íbr¤zein, mÆ m° tiw fyÒnƒ bãl˙.

ÉOr°sthw
oÈk ¶stin oÈde‹w ˜stiw ín m°mcaitÒ se.

ÉHl°ktra
dusãrestow ≤m«n ka‹ filÒcogow pÒliw.

ÉOr°sthw
l°gÉ, e‡ ti xrπzeiw, sÊggonÉ: éspÒndoisi går 905
nÒmoisin ¶xyran t“de sumbeblÆkamen.

ÉHl°ktra
e‰•n: t¤nÉ érxØn pr«tã sÉ §je¤pv kak«n,
po¤aw teleutãw; t¤na m°son tãjv lÒgon;
ka‹ mØn diÉ ˆryrvn gÉ oÎpotÉ §jel¤mpanon
yruloËsÉ ë gÉ efipe›n ≥yelon katÉ ˆmma sÒn, 910
efi dØ geno¤mhn deimãtvn §leuy°ra
t«n prÒsye. nËn oÔn §smen: épod≈sv d° soi
§ke›nÉ ë se z«ntÉ ≥yelon l°jai kakã.
ép≈lesãw me k»rfanØn f¤lou patrÚw
ka‹ tÒndÉ ¶yhkaw, oÈd¢n ±dikhm°now, 915
kêghmaw afisxr«w mht°rÉ êndra tÉ ¶ktanew
strathlatoËnyÉ ÜEllhsin, oÈk §lyΔn FrÊgaw.
§w toËto dÉ ∑lyew émay¤aw ÀstÉ ≥lpisaw
…w §w s¢ §mØn dØ mht°rÉ oÈx ßjeiw kakØn
gÆmaw, §moË d¢ patrÚw ±d¤keiw l°xh. 920
‡stv dÉ, ˜tan tiw diol°saw dãmartã tou
krupta›sin eÈna›w e‰tÉ énagkasyª labe›n,
dÊsthnÒw §stin, efi doke› tÚ svfrone›n
§ke› m¢n aÈtØn oÈk ¶xein, parÉ oÂ dÉ ¶xein.
êlgista dÉ ’keiw, oÈ dok«n ofike›n kak«w: 925
ædhsya går d∞tÉ énÒsion gÆmaw gãmon,
mÆthr d¢ sÉ êndra dusseb∞ kekthm°nh.
êmfv ponhrΔ dÉ ˆntÉ én˙re›syon tÊxhn
ke¤nh te tØn sØn ka‹ sÁ toÈke¤nhw kakÒn. 
pçsin dÉ §n ÉArge¤oisin ≥kouew tãde: 930
ÑO t∞w gunaikÒw, oÈx‹ téndrÚw ≤ gunÆ.
ka¤toi tÒdÉ afisxrÒn, prostate›n ge dvmãtvn
guna›ka, mØ tÚn êndra: kéke¤nouw stug«

66 EURIPIDES, ELECTRA



toÁw pa›daw, ˜stiw toË m¢n êrsenow patrÚw
oÈk »nÒmastai, t∞w d¢ mhtrÚw §n pÒlei. 935
§p¤shma går gÆmanti ka‹ me¤zv l°xh
téndrÚw m¢n oÈde¤w, t«n d¢ yhlei«n lÒgow.
˘ dÉ ±pãta se ple›ston oÈk §gnvkÒta,
hÎxeiw tiw e‰nai to›si xrÆmasi sy°nvn:
tå dÉ oÈd¢n efi mØ braxÁn ımil∞sai xrÒnon. 940
≤ går fÊsiw b°baiow, oÈ tå xrÆmata.
≤ m¢n går afie‹ param°nousÉ a‡rei kakã:
ı dÉ ˆlbow éd¤kvw ka‹ metå skai«n junΔn
§j°ptatÉ o‡kvn, smikrÚn ényÆsaw xrÒnon.
ì dÉ §w guna›kaw — pary°nƒ går oÈ kalÚn 945
l°gein — sivp«, gnvr¤mvw dÉ afin¤jomai.
Ïbrizew, …w dØ basilikoÁw ¶xvn dÒmouw
kãllei tÉ érar≈w. éllÉ ¶moigÉ e‡h pÒsiw
mØ paryenvpÒw, éllå téndre¤ou trÒpou.
tå går t°knÉ aÈt«n ÖAreow §kkremãnnutai, 950
tå dÉ eÈprep∞ dØ kÒsmow §n xoro›w mÒnon.
¶rrÉ, oÈd¢n efidΔw œn §feureye‹w xrÒnƒ
d¤khn d°dvkaw. œd° tiw kakoËrgow Ãn
mÆ moi tÚ pr«ton b∞mÉ §ån drãm˙ kal«w,
nikçn doke¤tv tØn D¤khn, pr‹n ín p°law 955
gramm∞w ·khtai ka‹ t°low kãmc˙ b¤ou.

XorÒw
¶praje deinã, deinå dÉ ént°dvk° soi
ka‹ t“dÉ: ¶xei går ≤ D¤kh m°ga sy°now.

ÉHl°ktra
e‰•n: kom¤zein toËde s«mÉ ¶sv xreΔn
skÒtƒ te doËnai, dm«ew, …w, ˜tan mÒl˙ 960
mÆthr, sfag∞w pãroiye mØ efis¤d˙ nekrÒn.

ÉOr°sthw
§p¤sxew: §mbãlvmen efiw êllon lÒgon.

ÉHl°ktra
t¤ dÉ; §k Mukhn«n m«n bohdrÒmouw ır«;

ÉOr°sthw
oÎk, éllå tØn tekoËsan ¥ mÉ §ge¤nato.

ÉHl°ktra
kal«w êrÉ êrkun §w m°shn poreÊetai . . . 965
ka‹ mØn ˆxoiw ge ka‹ stolª lamprÊnetai.
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ÉOr°sthw
t¤ d∞ta dr«men; mht°rÉ ∑ foneÊsomen;

ÉHl°ktra
m«n sÉ o‰ktow eÂle, mhtrÚw …w e‰dew d°maw;

ÉOr°sthw
feË:
p«w går ktãnv nin, ¥ mÉ ¶yrece kêteken;

ÉHl°ktra
Àsper pat°ra sÚn ¥de kémÚn \lesen. 970

ÉOr°sthw
Œ Fo›be, pollÆn gÉ émay¤an §y°spisaw. 

ÉHl°ktra
˜pou dÉ ÉApÒllvn skaiÚw ¬, t¤new sofo¤;

ÉOr°sthw
˜stiw mÉ ¶xrhsaw mht°rÉ, ∂n oÈ xr∞n, ktane›n.

ÉHl°ktra
blãpt˙ d¢ dØ t¤ patr‹ timvr«n s°yen;

ÉOr°sthw
mhtroktÒnow nËn feÊjomai, tÒyÉ ègnÚw \n. 975

ÉHl°ktra
ka‹ mÆ gÉ émÊnvn patr‹ dussebØw ¶s˙.

ÉOr°sthw
§gΔ d¢ mhtrÚw —; t“ fÒnou d≈sv d¤kaw;

ÉHl°ktra
t“ dÉ μn patr–an diameyªw timvr¤an;

ÉOr°sthw
îrÉ aÎtÉ élãstvr e‰pÉ épeikasye‹w ye“;

ÉHl°ktra
flerÚn kay¤zvn tr¤podÉ; §gΔ m¢n oÈ dok«. 980

ÉOr°sthw
oÈdÉ ín piyo¤mhn eÔ memanteËsyai tãde.

ÉHl°ktra
oÈ mØ kakisye‹w efiw énandr¤an pesª.

ÉOr°sthw
éllÉ ∑ tÚn aÈtÚn tªdÉ ÍpostÆsv dÒlon;

ÉHl°ktra
⁄ ka‹ pÒsin kaye›lew, A‡gisyon ktan≈n.

ÉOr°sthw
¶seimi: deinoË dÉ êrxomai problÆmatow 985
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ka‹ deinå drãsv ge — efi yeo›w doke› tãde,
¶stv: pikrÚn d¢ x±dÁ tég≈nismã moi.

XorÒw
fi≈,
bas¤leia gÊnai xyonÚw ÉArge¤aw,
pa› Tundãrev,
ka‹ to›n égayo›n jÊggone koÊroin 990
DiÒw, o„ flogerån afiy°rÉ §n êstroiw
na¤ousi, brot«n §n èlÚw =oy¤oiw
timåw svt∞raw ¶xontew:
xa›re, seb¤zv sÉ ‡sa ka‹ mãkaraw
ploÊtou megãlhw tÉ eÈdaimon¤aw. 995
tåw såw d¢ tÊxaw yerapeÊesyai
kairÒw. <xairÉ,> Œ bas¤leia.

KlutaimÆstra
¶kbhtÉ épÆnhw, Trƒãdew, xeirÚw dÉ §m∞w
lãbesyÉ, ·nÉ ¶jv toËdÉ ˆxou stÆsv pÒda.
skÊloisi m¢n går ye«n kekÒsmhntai dÒmoi 1000
Frug¤oiw, §gΔ d¢ tãsde, Trƒãdow xyonÚw
§ja¤retÉ, ént‹ paidÚw ∂n ép≈lesa
smikrÚn g°raw, kalÚn d¢ k°kthmai dÒmoiw.

ÉHl°ktra
oÎkoun §g≈ — doÊlh går §kbeblhm°nh
dÒmvn patr–vn dustuxe›w ofik« dÒmouw — 1005
m∞ter, lãbvmai makar¤aw t∞w s∞w xerÒw;

KlutaimÆstra
doËlai pãreisin a·de, mØ sÊ moi pÒnei.

ÉHl°ktra
t¤ dÉ; afixmãlvtÒn to¤ mÉ ép–kisaw dÒmvn,
Ωrhm°nvn d¢ dvmãtvn ΩrÆmeya,
…w a·de, patrÚw Ùrfana‹ leleimm°nai. 1010

KlutaimÆstra
toiaËta m°ntoi sÚw patØr bouleÊmata
§w oÓw §xr∞n ¥kistÉ §boÊleusen f¤lvn.
l°jv d°: ka¤toi dÒjÉ ˜tan lãb˙ kakØ
guna›ka, gl≈ss˙ pikrÒthw ¶nest¤ tiw.
…w m¢n parÉ ≤m›n, oÈ kal«w: tÚ prçgma d¢ 1015
mayÒntaw, μn m¢n éj¤vw mise›n ¶x˙,
stuge›n d¤kaion: efi d¢ mÆ, t¤ de› stuge›n;
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≤mçw dÉ ¶dvke Tundãrevw t“ s“ patr¤
oÈx Àste ynπskein oÈdÉ ì geina¤mhn §g≈.
ke›now d¢ pa›da tØn §mØn ÉAxill°vw 1020
l°ktroisi pe¤saw ’xetÉ §k dÒmvn êgvn
prumnoËxon AÔlin, ¶nyÉ Íperte¤naw purçw
leukØn diÆmhsÉ ÉIfigÒnhw parh¤da.
kefi m¢n pÒlevw ëlvsin §ji≈menow,
μ d«mÉ ÙnÆsvn têlla tÉ §ks–zvn t°kna, 1025
¶kteine poll«n m¤an Ïper, suggn≈stÉ ín ∑n:
nËn dÉ oÏnexÉ ÑEl°nh mãrgow ∑n ˜ tÉ aÔ labΔn
êloxon kolãzein prodÒtin oÈk ±p¤stato,
toÊtvn ßkati pa›dÉ §mØn di≈lesen.
§p‹ to›sde to¤nun ka¤per ±dikhm°nh 1030
oÈk ±gri≈mhn oÈdÉ ín ¶ktanon pÒsin:
éllÉ ∑lyÉ ¶xvn moi mainãdÉ ¶nyeon kÒrhn
l°ktroiw tÉ §peis°frhke, ka‹ nÊmfa dÊo
§n to›sin aÈto›w d≈masin kate¤xomen.
m«ron m¢n oÔn guna›kew, oÈk êllvw l°gv: 1035
˜tan dÉ, ÍpÒntow toËdÉ, èmartãn˙ pÒsiw
têndon par≈saw l°ktra, mime›syai y°lei
gunØ tÚn êndra xêteron ktçsyai f¤lon.
kêpeitÉ §n ≤m›n ı cÒgow lamprÊnetai,
ofl dÉ a‡tioi t«ndÉ oÈ klÊousÉ êndrew kak«w. 1040
efi dÉ §k dÒmvn ¥rpasto Men°levw lãyr&,
ktane›n mÉ ÉOr°sthn xr∞n, kasignÆthw pÒsin
Men°laon …w s≈saimi; sÚw d¢ p«w patØr
±n°sxetÉ ín taËtÉ; e‰ta tÚn m¢n oÈ yane›n
kte¤nonta xr∞n têmÉ, §m¢ d¢ prÚw ke¤nou paye›n; 1045
¶kteinÉ, §tr°fyhn ¥nper ∑n poreÊsimon
prÚw toÁw §ke¤nƒ polem¤ouw. f¤lvn går ín
t¤w ín patrÚw soË fÒnon §koin≈nhs° moi;
l°gÉ, e‡ ti xrπzeiw, ként¤yew parrhs¤&,
˜pvw t°ynhke sÚw patØr oÈk §nd¤kvw. 1050

XorÒw
d¤kaiÉ ¶lejaw: ≤ d¤kh dÉ afisxr«w ¶xei.
guna›ka går xrØ pãnta sugxvre›n pÒsei,
¥tiw frenÆrhw: √ d¢ mØ doke› tãde,
oÈdÉ efiw ériymÚn t«n §m«n ¥kei lÒgvn.
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ÉHl°ktra
m°mnhso, m∞ter, oÓw ¶lejaw Ístãtouw 1055
lÒgouw, didoËsa prÚw s° moi parrhs¤an.

KlutaimÆstra
ka‹ nËn g° fhmi koÈk éparnoËmai, t°knon.

ÉHl°ktra
îrÉ ín klÊousa, m∞ter, e‰tÉ ¶rjaiw kak«w;

KlutaimÆstra
oÈk ¶sti, tª sª dÉ ≤dÁ prosyÆsv fren¤.

ÉHl°ktra
l°goimÉ ên: érxØ dÉ ¥de moi prooim¤ou: 1060
e‡yÉ e‰xew, Œ tekoËsa, belt¤ouw fr°naw.
tÚ m¢n går e‰dow a‰non êjion f°rein
ÑEl°nhw te ka‹ soË, dÊo dÉ ¶fute suggÒnv,
êmfv mata¤v KãstorÒw tÉ oÈk éj¤v.
≤ m¢n går èrpasye›sÉ •koËsÉ ép≈leto, 1065
sÁ dÉ êndrÉ êriston ÑEllãdow di≈lesaw,
sk∞cin prote¤nousÉ, …w Íp¢r t°knou pÒsin
¶kteinaw: oÈ gãr sÉ …w ¶gvgÉ ‡sasin eÔ.
¥tiw, yugatrÚw pr‹n kekur«syai sfagãw,
n°on tÉ épÉ o‡kvn éndrÚw §jvrmhm°nou, 1070
janyÚn katÒptrƒ plÒkamon §jÆskeiw kÒmhw.
gunØ dÉ, épÒntow éndrÒw ¥tiw §k dÒmvn
§w kãllow éske›, diãgrafÉ …w oÔsan kakÆn.
oÈd¢n går aÈtØn de› yÊrasin eÈprep¢w
fa¤nein prÒsvpon, ≥n ti mØ zhtª kakÒn. 1075
mÒnh d¢ pas«n o‰dÉ §gΔ sÉ ÑEllhn¤dvn,
efi m¢n tå Tr≈vn eÈtuxo›, kexarm°nhn,
efi dÉ ¥ssonÉ e‡h, sunn°fousan ˆmmata,
ÉAgam°mnonÉ oÈ xrπzousan §k Tro¤aw mole›n.
ka¤toi kal«w ge svfrone›n pare›x° soi: 1080
êndrÉ e‰xew oÈ kak¤onÉ Afig¤syou pÒsin,
˘n ÑEllåw aÍt∞w e·leto strathlãthn:
ÑEl°nhw dÉ édelf∞w toiãdÉ §jeirgasm°nhw
§j∞n kl°ow soi m°ga labe›n: tå går kakå
parãdeigma to›w §sylo›sin e‡soc¤n tÉ ¶xei. 1085
efi dÉ, …w l°geiw, sØn yugat°rÉ ¶kteinen patÆr,
§gΔ t¤ sÉ ±d¤khsÉ §mÒw te sÊggonow;
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p«w oÈ pÒsin kte¤nasa patr–ouw dÒmouw
≤m›n pros∞caw, éllÉ §phn°gkv l°xei
téllÒtria, misyoË toÁw gãmouw »noum°nh; 1090
koÎtÉ éntifeÊgei paidÚw ént‹ soË pÒsiw,
oÎtÉ éntÉ §moË t°ynhke, d‹w tÒsvw §m¢
kte¤naw édelf∞w z«san; efi dÉ éme¤cetai
fÒnon dikãzvn fÒnow, épokten« sÉ §gΔ
ka‹ pa›w ÉOr°sthw patr‹ timvroÊmenoi: 1095
efi går d¤kaiÉ §ke›na, ka‹ tãdÉ ¶ndika.
[˜stiw d¢ ploËton μ eÈg°neian efisidΔn
game› ponhrãn, m«rÒw §sti: mikrå går
megãlvn éme¤nv s≈fronÉ §n dÒmoiw l°xh.

XorÒw
tÊxh gunaik«n §w gãmouw. tå m¢n går eÔ, 1100
tå dÉ oÈ kal«w p¤ptonta d°rkomai brot«n.]

KlutaimÆstra
Œ pa›, p°fukaw pat°ra sÚn st°rgein ée¤:
¶stin d¢ ka‹ tÒdÉ: ofl m°n efisin érs°nvn,
ofl dÉ aÔ filoËsi mht°raw mçllon patrÒw.
suggn≈soma¤ soi: ka‹ går oÈx oÏtvw êgan 1105
xa¤rv ti, t°knon, to›w dedram°noiw §mo¤.
sÁ dÉ œdÉ êloutow ka‹ duse¤matow xrÒa
lexΔ neogn«n §k tÒkvn pepaum°nh;
o‡moi tãlaina t«n §m«n bouleumãtvn:
…w mçllon μ xr∞n ≥lasÉ efiw ÙrgØn pÒsin. 1110

ÉHl°ktra
Ùc¢ stenãzeiw, ≤n¤kÉ oÈk ¶xeiw êkh.
patØr m¢n oÔn t°ynhke: tÚn dÉ ¶jv xyonÚw
p«w oÈ kom¤z˙ pa›dÉ élhteÊonta sÒn;

KlutaimÆstra
d°doika: toÈmÚn dÉ, oÈx‹ toÈke¤nou, skop«.
patrÚw gãr, …w l°gousi, yumoËtai fÒnƒ. 1115

ÉHl°ktra
t¤ da‹ pÒsin sÚn êgrion efiw ≤mçw ¶xeiw;

KlutaimÆstra
trÒpoi toioËtoi: ka‹ sÁ dÉ aÈyãdhw ¶fuw.

ÉHl°ktra
élg« gãr: éllå paÊsomai yumoum°nh.

KlutaimÆstra
ka‹ mØn §ke›now oÈk°tÉ ¶stai soi barÊw.
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ÉHl°ktra
frone› m°gÉ: §n går to›w §mo›w na¤ei dÒmoiw. 1120

KlutaimÆstra
ıròw; énÉ aÔ sÁ zvpure›w ne¤kh n°a.

ÉHl°ktra
sig«: d°doika gãr nin …w d°doikÉ §g≈.

KlutaimÆstra
paËsai lÒgvn t«nde. éllå t¤ mÉ §kãleiw, t°knon;

ÉHl°ktra
≥kousaw, o‰mai, t«n §m«n loxeumãtvn:
toÊtvn Ïper moi yËson — oÈ går o‰dÉ §g≈— 1125
dekãt˙ selÆn˙ paidÚw …w nom¤zetai:
tr¤bvn går oÈk e‡mÉ, êtokow oÔsÉ §n t“ pãrow.

KlutaimÆstra
êllhw tÒdÉ ¶rgon, ¥ sÉ ¶lusen §k tÒkvn.

ÉHl°ktra
aÈtØ ÉlÒxeuon kêtekon mÒnh br°fow.

KlutaimÆstra
oÏtvw ége¤tvn o‰kow ·drutai f¤lvn; 1130

ÉHl°ktra
p°nhtaw oÈde‹w boÊletai ktçsyai f¤louw.

KlutaimÆstra
éllÉ e‰mi, paidÚw ériymÚn …w telesfÒron
yÊsv yeo›si: so‹ dÉ ˜tan prãjv xãrin
tÆndÉ, e‰mÉ §pÉ égrÚn o pÒsiw yuhpole›
NÊmfaisin. éllå toÊsdÉ ˆxouw, Ùpãonew, 1135
fãtnaiw êgontew prÒsyeyÉ: ≤n¤kÉ ín d° me
dok∞te yus¤aw t∞sdÉ éphllãxyai yeo›w,
pãreste: de› går ka‹ pÒsei doËnai xãrin.

ÉHl°ktra
x≈rei p°nhtaw §w dÒmouw: froÊrei d° moi
mÆ sÉ afiyal≈s˙ polÊkapnon st°gow p°plouw. 1140
yÊseiw går oÂa xrÆ se da¤mosin yÊh.
kanoËn dÉ §n∞rktai ka‹ teyhgm°nh sfag¤w,
¥per kaye›le taËron, o p°law pesª
plhge›sa: numfeÊs˙ d¢ kén ÜAidou dÒmoiw
⁄per junhËdew §n fãei. tosÆndÉ §gΔ 1145
d≈sv xãrin soi, sÁ d¢ d¤khn §mo‹ patrÒw.
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Third Stasimon (1147–1171) 

XorÒw
émoiba‹ kak«n: metãtropoi pn°ou- Strophe
sin aÔrai dÒmvn. tÒte m¢n <§n> loutro›w
¶pesen §mÚw §mÚw érx°taw,
fiãxhse d¢ st°ga lãino¤ te yrigko‹ dÒmvn, 1150
tãdÉ §n°pontow: âV sx°tlie, t¤ me, gÊnai, foneÊseiw f¤lan
patr¤da dek°tesin spora›sin §lyÒntÉ §mãn;
. . . . . .

. . . . . .

pal¤rrouw d¢ tãndÉ Ípãgetai d¤ka Antistrophe 1155
diadrÒmou l°xouw m°leon ì pÒsin
xrÒnion flkÒmenon efiw o‡kouw
Kukl≈peiã tÉ oÈrãnia te¤xeÉ ÙjuyÆktou b°louw
¶kanen aÈtÒxeir, p°lekun §n xero›n laboËsÉ: î tlãmvn 
pÒsiw, ˜ t¤ pote tån tãlainan ¶sxen kakÒn. 1161
Ùre¤a tiw …w l°ainÉ Ùrgãdvn
drÊoxa nemom°na, tãde katÆnusen.

KlutaimÆstra <¶svyen>
Œ t°kna, prÚw ye«n, mØ ktãnhte mht°ra. 1165

XorÒw
klÊeiw Íp≈rofon boãn;

KlutaimÆstra
fi≈ mo¤ moi.

XorÒw
’mvja kégΔ prÚw t°knvn xeiroum°nhw.
n°mei toi d¤kan yeÒw, ˜tan tÊx˙:
sx°tlia m¢n ¶payew, énÒsia dÉ efirgãsv, 1170
tãlainÉ, eÈn°tan.

Exodos (1172–1359)

éllÉ o·de mhtrÚw neofÒnoiw §n a·masi
pefurm°noi ba¤nousin §j o‡kvn pÒda,
tropa›a de¤gmatÉ éyl¤vn prosfagmãtvn.
oÈk ¶stin oÈde‹w o‰kow éyli≈terow 1175
t«n Tantale¤vn oÈdÉ ¶fu potÉ §kgÒnvn.
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ÉOr°sthw
fiΔ Gç ka‹ ZeË panderk°ta Strophe 1
brot«n, ‡dete tãdÉ ¶rga fÒni-
a musarã, d¤gona s≈matÉ §n
xyon‹ ke¤mena plagò 1180
xerÚw ÍpÉ §mçw, êpoinÉ §m«n
phmãtvn . . .

. . . . .

ÉHl°ktra
dakrÊtÉ êgan, Œ sÊggonÉ, afit¤a dÉ §g≈.
diå purÚw ¶molon è tãlaina matr‹ tòdÉ,
ë mÉ ¶tikte koÊran.

XorÒw
fiΔ tÊxaw, sçw tÊxaw, 1185
mçter tekoËsÉ <êlasta >,
êlasta m°lea ka‹ p°ra
payoËsa s«n t°knvn Ípa¤.
patrÚw dÉ ¶teisaw fÒnon dika¤vw.

ÉOr°sthw
fiΔ Fo›bÉ, énÊmnhsaw d¤kaiÉ Antistrophe 1 1190
êfanta, fanerå dÉ §j°pra-
jaw êxea, fÒnia dÉ \pasaw
lãxeÉ épÚ gçw [tçw] ÑEllan¤dow.
t¤na dÉ •t°ran mÒlv pÒlin;
t¤w j°now, t¤w eÈsebØw 1195
§mÚn kãra prosÒcetai
mat°ra ktanÒntow;

ÉHl°ktra
fiΔ fi≈ moi. po› dÉ §g≈, t¤nÉ §w xorÒn,
t¤na gãmon e‰mi; t¤w pÒsiw me d°jetai
numfikåw §w eÈnãw; 1200

XorÒw
pãlin, pãlin frÒnhma sÚn
metestãyh prÚw aÎran:
frone›w går ˜sia nËn, tÒtÉ oÈ
fronoËsa, deinå dÉ efirgãsv,
f¤la, kas¤gnhton oÈ y°lonta. 1205
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ÉOr°sthw
kate›dew, oÂon è tãlainÉ ¶jv p°plvn Strophe 2
¶balen, ¶deije mastÚn §n fona›sin,
fi≈ moi, prÚw p°dƒ
tiye›sa gÒnima m°lea; tån kÒman dÉ §gΔ—

XorÒw
sãfÉ o‰da, diÉ ÙdÊnaw ¶baw, 1210
fiÆion klÊvn gÒon
matrÒw, ë sÉ ¶tikten.

ÉOr°sthw
boån dÉ ¶laske tãnde, prÚw g°nun §mån Antistrophe 2
tiye›sa xe›ra: T°kow §mÒn, lita¤nv: 1215
parπdvn tÉ §j §mçn
§kr¤mnayÉ, Àste x°raw §måw lipe›n b°low.

XorÒw
tãlaina: p«w ¶tlaw fÒnon
diÉ Ùmmãtvn fide›n s°yen
matrÚw §kpneoÊsaw; 1220

ÉOr°sthw
§gΔ m¢n §pibalΔn fãrh kÒraiw §ma›w Strophe 3
fasgãnƒ kathrjãman
mat°row ¶sv d°raw meye¤w.

ÉHl°ktra
§gΔ dÉ §pegk°leusã soi
j¤fouw tÉ §fhcãman ëma. 1225

XorÒw
deinÒtaton pay°vn ¶rejaw.

ÉOr°sthw
laboË, kãlupte m°lea mat°row p°ploiw Antistrophe 3
<ka‹> kayãrmoson sfagãw.
fon°aw ¶tiktew îrã soi.

ÉHl°ktra
fidoÊ, f¤l& te koÈ f¤l& 1230
fãrea tãdÉ émfibãllomen.

XorÒw
t°rma kak«n megãlvn dÒmoisin.

éllÉ o·de dÒmvn Íp¢r ékrotãtvn
fa¤nousi t¤new da¤monew μ ye«n
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t«n oÈran¤vn; oÈ går ynht«n gÉ 1235
¥de k°leuyow: t¤ potÉ §w fanerån
ˆcin ba¤nousi broto›sin;

DiÒskouroi [KASTVR]
ÉAgam°mnonow pa›, klËyi: d¤ptuxoi d° se
kaloËsi mhtrÚw sÊggonoi DiÒskoroi,
Kãstvr kas¤gnhtÒw te PoludeÊkhw ˜de. 1240
deinÚn d¢ naus‹n ért¤vw pÒntou sãlon
paÊsantÉ éf¤gmeyÉ ÖArgow, …w §se¤domen
sfagåw édelf∞w t∞sde, mht°row d¢ s∞w.
d¤kaia m°n nun ¥dÉ ¶xei, sÁ dÉ oÈx‹ dròw:
Fo›bÒw te, Fo›bow — éllÉ ênaj gãr §stÉ §mÒw, 1245
sig«: sofÚw dÉ Ãn oÈk ¶xrhs° soi sofã.
afine›n dÉ énãgkh taËta: ténteËyen d¢ xrØ
prãssein ì Mo›ra ZeÊw tÉ ¶krane soË p°ri.
Pulãd˙ m¢n ÉHl°ktran dÚw êloxon §w dÒmouw,
sÁ dÉ ÖArgow ¶klipÉ: oÈ går ¶sti soi pÒlin 1250
tÆndÉ §mbateÊein, mht°ra kte¤nanti sÆn.
deina‹ d¢ k∞r°w <sÉ> afl kun≈pidew yea‹
troxhlatÆsousÉ §mman∞ plan≈menon.
§lyΔn dÉ ÉAyÆnaw Pallãdow semnÚn br°taw
prÒsptujon: e‡rjei gãr nin §ptohm°naw 1255
deino›w drãkousin Àste mØ caÊein s°yen,
gorg«fÉ Íperte¤nousa s“ kãr& kÊklon.
¶stin dÉ ÖAre≈w tiw ˆxyow, o pr«ton yeo‹
ßzontÉ §p‹ cÆfoisin a·matow p°ri,
ÑAlirrÒyion ˜tÉ ¶ktanÉ »mÒfrvn ÖArhw, 1260
m∞nin yugatrÚw énos¤vn numfeumãtvn,
pÒntou kr°ontow pa›dÉ, ·nÉ eÈsebestãth
c∞fow beba¤a tÉ §st‹n ¶k te toË yeo›w.
§ntaËya ka‹ s¢ de› drame›n fÒnou p°ri.
‡sai d° sÉ §ks–zousi mØ yane›n d¤k˙ 1265
c∞foi teye›sai: Loj¤aw går afit¤an
§w aÍtÚn o‡sei, mht°row xrÆsaw fÒnon.
ka‹ to›si loipo›w ˜de nÒmow teyÆsetai,
nikçn ‡saiw cÆfoisi tÚn feÊgontÉ ée¤.
deina‹ m¢n oÔn yea‹ t“dÉ êxei peplhgm°nai 1270
pãgon parÉ aÈtÚn xãsma dÊsontai xyonÒw,
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semnÚn broto›sin eÈseb°si xrhstÆrion:
s¢ dÉ ÉArkãdvn xrØ pÒlin §pÉ ÉAlfeioË =oa›w
ofike›n Luka¤ou plhs¤on shk≈matow:
§p≈numow d¢ soË pÒliw keklÆsetai. 1275
so‹ m¢n tãdÉ e‰pon: tÒnde dÉ Afig¤syou n°kun
ÖArgouw pol›tai g∞w kalÊcousin tãfƒ.
mht°ra d¢ tØn sØn êrti Naupl¤an parΔn
Men°laow, §j o TrvÛkØn eÂle xyÒna,
ÑEl°nh te yãcei: Prvt°vw går §k dÒmvn 1280
¥kei lipoËsÉ A‡gupton oÈdÉ ∑lyen FrÊgaw:
ZeÁw dÉ, …w ¶riw g°noito ka‹ fÒnow brot«n,
e‡dvlon ÑEl°nhw §j°pemcÉ §w ÖIlion.
Pulãdhw m¢n oÔn kÒrhn te ka‹ dãmartÉ ¶xvn
ÉAxai¤dow g∞w o‡kadÉ §sporeu°tv, 1285
ka‹ tÚn lÒgƒ sÚn penyerÚn komiz°tv
Fvk°vn §w a‰an ka‹ dÒtv ploÊtou bãrow:
sÁ dÉ ÉIsym¤aw g∞w aÈx°nÉ §mba¤nvn pod‹
x≈rei prÚw ˆxyon Kekrop¤aw eÈda¤mona.
peprvm°nhn går mo›ran §kplÆsaw fÒnou 1290
eÈdaimonÆseiw t«ndÉ épallaxye‹w pÒnvn.

XorÒw [ ÉOr°sthw]
Œ pa›de DiÒw, y°miw §w fyoggåw
tåw Ímet°raw ≤m›n pelãyein;

DiÒskouroi
y°miw, oÈ musara›w to›sde sfag¤oiw.

ÉHl°ktra
kémo‹ mÊyou m°ta, Tundar¤dai; 1295

DiÒskouroi
ka‹ so¤: Fo¤bƒ tÆndÉ énayÆsv
prçjin fon¤an.

XorÒw [ ÉOr°sthw]
p«w ˆnte yeΔ t∞sd° tÉ édelfΔ
t∞w kapfyim°nhw
oÈk ±rk°saton k∞raw melãyroiw; 1300

DiÒskouroi
mo›rã tÉ énãgkhw ∑gÉ §w tÚ xre≈n,
Fo¤bou tÉ êsofoi gl≈sshw §nopa¤.

ÉHl°ktra
t¤w dÉ ¶mÉ ÉApÒllvn, po›oi xrhsmo‹
fon¤an ¶dosan mhtr‹ gen°syai;
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DiÒskouroi
koina‹ prãjeiw, koino‹ d¢ pÒtmoi, 1305
m¤a dÉ émfot°rouw
êth pat°rvn di°knaisen.

ÉOr°sthw
Œ sÊggon° moi, xron¤an sÉ §sidΔn
t«n s«n eÈyÁw f¤ltrvn st°romai
ka‹ sÉ épole¤cv soË leipÒmenow. 1310

DiÒskouroi
pÒsiw ¶stÉ aÈtª ka‹ dÒmow: oÈx ¥dÉ
ofiktrå p°ponyen, plØn ˜ti le¤pei
pÒlin ÉArge¤vn.

ÉHl°ktra
ka‹ t¤new êllai stonaxa‹ me¤zouw
μ g∞w patr¤aw ˜ron §kle¤pein; 1315

ÉOr°sthw
éllÉ §gΔ o‡kvn ¶jeimi patrÚw
ka‹ §pÉ éllotr¤aiw cÆfoisi fÒnon
mhtrÚw Íf°jv.

DiÒskouroi
yãrsei: Pallãdow
ıs¤an ¥jeiw pÒlin: éllÉ én°xou. 1320

ÉHl°ktra
per¤ moi st°rnoiw st°rna prÒsacon,
sÊggone f¤ltate:
diå går zeugnËsÉ ≤mçw patr¤vn
melãyrvn mhtrÚw fÒnioi katãrai.

ÉOr°sthw
bãle, prÒsptujon s«ma: yanÒntow dÉ 1325
…w §p‹ tÊmbƒ katayrÆnhson.

DiÒskouroi
feË feË: deinÚn tÒdÉ §ghrÊsv
ka‹ yeo›si klÊein.
¶ni går kémo‹ to›w tÉ oÈran¤daiw
o‰ktoi ynht«n polumÒxyvn. 1330

ÉOr°sthw
oÈk°ti sÉ ˆcomai.

ÉHl°ktra
oÈdÉ §gΔ §w sÚn bl°faron pelãsv.
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ÉOr°sthw
tãde lo¤syiã moi prosfy°gmatã sou.

ÉHl°ktra
Œ xa›re, pÒliw:
xa¤rete dÉ Íme›w pollã, pol¤tidew. 1335

ÉOr°sthw
Œ pistotãth, ste¤xeiw ≥dh;

ÉHl°ktra
ste¤xv bl°faron t°ggousÉ èpalÒn.

ÉOr°sthw
Pulãdh, xa¤rvn ‡yi, numfeÊou 1340
d°maw ÉHl°ktraw.

DiÒskouroi
to›sde melÆsei gãmow: éllå kÊnaw
tãsdÉ ÍpofeÊgvn ste›xÉ §pÉ ÉAyhn«n:
deinÚn går ‡xnow bãllousÉ §p‹ so‹
xeirodrãkontew xr«ta kelaina¤, 1345
dein«n Ùdun«n karpÚn ¶xousai:
nΔ dÉ §p‹ pÒnton SikelÚn spoudª
s≈sonte ne«n pr–raw §nãlouw.
diå dÉ afiyer¤aw ste¤xonte plakÚw
to›w m¢n musaro›w oÈk §parÆgomen, 1350
oÂsin dÉ ˜sion ka‹ tÚ d¤kaion
f¤lon §n biÒtƒ, toÊtouw xalep«n
§klÊontew mÒxyvn s–zomen.
oÏtvw édike›n mhde‹w yel°tv
mhdÉ §piÒrkvn m°ta sumple¤tv: 1355
yeÚw Ãn ynhto›w égoreÊv.

XorÒw
xa¤rete: xa¤rein dÉ ˜stiw dÊnatai
ka‹ juntux¤& mÆ tini kãmnei
ynht«n, eÈda¤mona prãssei.
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1–166 Prologue: The prologue is the part of the play preceding the
entrance of the chorus (Aristotle, Poetics 1452b19–20). It paints the scene,
gives information about where and when the action is occurring, provides
the audience with whatever mythic-historical background they may require
to follow the action, and introduces key characters and themes: in short it
tells us what part of the myth is to be enacted. Euripides’ prologues, unlike
Sophocles’, do not drop the audience in medias res. Typically, they begin
with a monologue, often by a minor character, who provides a more or less
straightforward, chronological account of the events that will drive the
subsequent action, a glimpse into the motives of the characters who will
carry it out, and an ethical perspective from which to view matters. Thus in
Electra, the Farmer, delivering the opening monologue, tells of Agamemnon’s
murder by Clytemnestra and Aegisthus and how they banished Orestes
and married Electra off to himself, a poor but free landholder. His account
of his refusal to take the virginity of his nobly born wife calls attention to the
royal couple’s selfishness and contrasts the morality of the wealthy and the
poor (although the Farmer, too, is well-born, 37–8). Electra’s invocation of
Night (54) and Orestes’ observation that the day is breaking (102) suggest
that the play may have been written for performance in the first position of
the day’s tragedies (cf. 140–2). If so, the natural transition from darkness to
light would heighten the conspiratorial atmosphere as Orestes and Pylades
hide in the early dawn shadows to eavesdrop on Electra’s monody.

The prologue of Electra is in four scenes. The first three are marked
by the successive entrances of the Farmer (1), Electra (54), and Orestes
with his silent companion Pylades (82). The entrance speeches are in iambic
trimeter, and each of the three characters begins with an address: the Farmer
to Argos, Electra to the dark night, and Orestes to Pylades, who does not reply.
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The fourth scene consists of Electra’s monody in lyric meters (112–66).
With the exception of the brief dialogue between Electra and the Farmer
(64–81), the characters engage with themselves or the audience more than
with one another. Orestes’ address to the silent Pylades provides some variety
and dramatic effect (Denniston, 55; Stanford; Grube, 63–73; Erbse, esp.
157–77), but does not change the pattern.

1 âV g∞w palaiÚn ÖArgow, ÉInãxou =oa¤ . . . / “Earth’s timeless soil, 
Inachos’ streams . . .” palaiÚn ÖArgow: Diggle marks this as corrupt with
daggers (called in Latin obeli, hence “to obelize” mark as spurious, from
Greek obolos, spit): †palaiÚn ÖArgow†. These were used in ancient man-
uscripts to mark doubtful passages and originally looked like dashes (–).

The prologue begins with the Farmer’s invocation to the Argolid region,
in which the cities of Argos and Mycenae were located. All the extant Greek
tragedies on the Electra story are situated in Argos, even though Homer
identifies Agamemnon as king of Mycenae. At various points of his play,
Euripides’ characters conflate the two cities (e.g. 35, 674, 708, 761, 776).
The Argives destroyed Mycenae in 468–7. The invocation of place is a
method for setting the scene that Euripides uses in other plays as well. (Cf.
E. Alc., which starts with an invocation of Admetus’ house, and Andr., with
its appeal to Thebes.) A difficult line to start with: “Ancient argos/Argos of
earth.” Is argos a common noun, meaning land (Denniston) or the proper
noun, Argos? Murray (defended by Denniston) prints a lower case palaiÚn
êrgow and takes êrgow as a common noun, meaning plain or waterer. Only
Paley seems to accept the text as is, with upper case Argos, which he finds
“much more poetical” than any of the emendations. He takes g∞w to mean
this land, that is, the land of Hellas. In his commentary, Denniston translates,
“ancient plain of our land.” Other conjectures are êgkow (Camper) bend,
hollow and, therefore, mountain or glen; ênyow (Keene) flower; ßrkow
(Vitelli) enclosure, defense; palaiÚw érdmÒw (Herwerden) watering, irri-
gation, none of which is convincing enough to have been accepted by most
editors. Cropp considers Herwerden’s emendation, “ancient watering place,”
plausible in conjunction with the streams mentioned, although to us it seems
redundant. Nonetheless, ÖArgow as a proper noun cannot be ruled out. The
Farmer would then be addressing both the city and the surrounding country.
Nor do any of these emendations contribute to the ethos of the Farmer.
Strabo (8.6.9) says that “the plain (ped¤on) is called êrgow in the more recent
[writers],” but not in Homer. Perhaps the Farmer in Euripides’ play is made
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to equate the vista of the Argolid he sees around him with a generic word
for ground. As a farmer he naturally addresses the land and water. Although
this generic use accords well with the mention of the streams, there is no
evidence for this meaning of the word before the second century b.c.e.

In Sophocles’ Electra, Orestes’ servant (after a bombastic address to
his master as the son of the commander at Troy) also opens with a refer-
ence to the setting and also uses the expression palaiÚn ÖArgow. He points
out the sights in his native land to the young man. There the imaginary
vista is wide but specific, filled with sacred sites and the familiar places of
Orestes’ childhood. The Farmer in Euripides’ version evokes a grander
landscape, but unmarked by men or gods except for the river Inachos.

The Farmer addresses the ground of his ancient homeland, the dirt his
ancestors have tilled for generations, through the cycles of the seasons as
well as economic vicissitudes and political upheavals in town. He is the
one who belongs to this land and to whom the particular piece of land we
imagine as abutting the ske \ne \belongs. Electra and Orestes and their crowd
of famous (named) mythological characters are the intruders here whose
presence needs to be explained. The separation of this hard-working man
from his ancestral landscape and soil, which is to come among the divine
dispensations at the end of the play, is a small, nearly unnoticed, tragedy
within the tragedy. What makes it noticeable at all is this unusual opening
in which the playwright presents the Farmer’s attachment to the land, his
pride in his heritage (35–6) and acceptance of his toil (78–81). The play
ends with a diaspora. All the named characters and even the Farmer will
leave. Only the dead and the land remain behind. Bernand (1985, 249)
calls Electra a play of the chora (country) not of the polis. See Said (1993)
for Argos in tragedy. References to country matters and manners occur
throughout the play.

Inachos (now known as the Panitsa) is the main river of the Argolid.
Like most rivers he is a god and has a genealogy: son of Oceanus and Tethys,
father of Io (see A. PB) and the mythical founder of the Argive people. Near
the beginning of A. Cho., Orestes, standing at his father’s mound, offers a
first lock of hair to Inachos as a thank-offering for his nurture and a second
as a token of mourning to his father (6–7). Inachos figures in the opening of
Sophocles’ Electra where Orestes is reintroduced to his homeland by his old
paedagogus (the slave who tends a child) who points out the sights, including
the “grove of Inachos’gadfly-stung daughter” (that is, Io, S. El. 5). The river
god’s mythology is stressed in Sophocles. His existence as a natural phe-
nomenon is all that is present in Euripides.
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In his 49-line narrative, the Farmer uses 36 proper nouns, a rather large
number even considering that he is situating the audience in the plot. He
shows an interest in the ancestors of the various actors in the story, taking
the generations back to Dardanus, Tantalus (11), and Tyndareus (13), The
tension between celebrity and anonymity is already at work. 

2 êraw naus‹ xil¤aiw ÖArh: note the assonance (repetition of vowel
sounds) in êraw . . . ÖArh. êraw < a‡rv (ée¤rv) is used of raising troops, as
in A. Ag. 45–7. naus‹ xil¤aiw: one thousand is the traditional number
(already found in A. Ag. 45, stÒlon . . . Arge¤vn xilionaÊtan, “the thou-
sand-shipped force of the Argives”) and is the number of ships named else-
where in Euripides (Andr. 105, also IA 174, 355, IT 10, Or. 352). For greater
specificity, see Homer’s Catalogue of Men and Ships in Il. 2.492–877 and
Thuc. 1.10.4 (who comments on Homer’s numbers): pepo¤hke går xil¤vn
ka‹ diakos¤vn ne«n tåw m¢n Boivt«n e‡kosi ka‹ •katÚn éndr«n, tåw
d¢ FiloktÆtou pentÆkonta . . . “for of twelve hundred ships he (Homer)
has represented those of the Boiotians at one hundred twenty men, those
of Philoctetes at fifty.” An even one thousand is more memorable and less
prosaic than the more detailed Homeric 1186 or Thucydides’1200. ÖArh:
Ares is the god of war. His name can be used to mean war and slaughter,
the warlike spirit, and the forces of war, and so it is a poetic equivalent to
stÒlow or stratÒw.

3 TrƒãdÉ (= Trƒãda) with g∞n is used to mean Troy and the region
around it, the Troad. The name, according to the ancient etymology, comes
from Tros, an early king of Troy. ÉAgam°mnvn ênaj: the Homeric designa-
tion of Agamemnon as warrior king. See “Meter and Prosody” in the Intro-
duction (hereafter “Meter”), for a discussion of resolution (the substitution
of two shorts for a long or short element in the iambic trimeter), its frequency
in the play and its dramatic function. In this speech and the Farmer’s
exchange with Electra, there are 22 resolutions with a ratio of one resolution
per 3.6 lines. The resolutions are in positions: 1(23, 33, 69), 2 (5, 13, 48, 61),
4 (35), 6 (14, 17, 20, 43, 52, 56, 61), and 8 (3, 4, 12, 13, 41, 52, 61).

4–5 kte¤naw . . . Pr¤amon: according to other sources that have come down
to us, it was Neoptolemos who killed Priam. This is the only known attribu-
tion of the act to Agamemnon and may be taken figuratively rather than liter-
ally, referring to the well-known fact that Agamemnon was the commander
who led the Argive assault on Troy. tÚn kratoËntÉ . . . Pr¤amon: this is an
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instance of hyperbaton, in which words that naturally belong together are
separated; see Mastronarde 2002, 95. ÉIliãdi: dat. of ÉIliãw, -ãdow adj.
used with and without x≈rh, g∞, or xy≈n to mean Ilios, Ilion [Ilium], Troy.
Ilios is the form most used in Homer; Ilion is used in tragedy. The name is
traditionally derived from Ilus, son of Tros. Ilus was Laomedon’s father
and founded Troy/Ilion. 

5 Dardãnou kleinØn pÒlin: this is yet another way of saying Troy. Dar-
danus was a son of Zeus by Electra, daughter of Atlas. He ruled in Arcadia
but left after the flood and came to the Troad from Samothrace. Dardanus was
grandfather of Tros, great-great-grandfather of Laomedon (H. Il. 20.215–41),
and great-great-great-grandfather of Priam, and so is also considered one
of the founders of Troy. The Trojans are frequently referred to as Dardanians
from Homer onward.

6 §w tÒdÉ ÖArgow: the deictic (or pointing) use of the demonstrative,
here, as the Farmer indicates the sweep of the land. Argos here is not the
city but the whole area of the Argolid. 

6–7 Íchl«n dÉ §p‹ / na«n . . . skËla: skËlon is used mostly in the pl.
to mean arms stripped from dead warriors. In the sg. it can mean prey or
carrion and is used in that sense at 897 when Orestes brings back the body
(or head) of Aegisthus for Electra to do with as she pleases. At 1000 skËla
is used, as here, of the spoils dedicated in the temples. On the practice of
nailing the captured armor to the temples, see H. Il. 7. 81–4. See also Hdt.
5.95.1 in which the poet Alcaeus of Mytilene has escaped with his life, tå
d° ofl ˜pla ‡sxousi ÉAyhna›oi, ka¤ sfea énekr°masan prÚw tÚ ÉAyÆnaion
tÚ §n Sige¤v̀, “but the Athenians got his armor and hung it up on the temple
of Athena in Sigeion (Sigeum).” See also A. Ag. 577–9, E., Andr. 1121–2,
TW 575–6, IT 74. Dedicating spoils of war as thank-offerings in temples
seems to have been a customary act on the part of victorious war heroes
and to have been viewed as the right and pious thing to do. In no other
known treatment of the myth is Agamemnon said to do this. §p‹: a preposi-
tion at the end of a line is not common in Euripides (cf. 852). Here it
divides an “enclosed phrase,” whose order is attribute and substantive, for
which cf. Alc. 66–7, Andr. 149, 887, Ion 262, IA 420 (Parker 2007 on Alc.
66-7). Division with the order of substantive, preposition, attribute is not
found in Euripides. 
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9 KlutaimÆstra: Klytaime \stra, the spelling without the n seems to be the
original: it appropriately means renowned schemer, rather than famously
courted. 

9–10 dÒlƒ and xer¤ are instrumental datives. The Farmer names
Aegisthus seven times, Agamemnon four times, Electra and Orestes each
three times. In the flow of his narrative Agamemnon is eclipsed (killed
actually) by Aegisthus, and Aegisthus (last named at 42) by Orestes. Who
killed Agamemnon? In Homer treachery is attributed to both Clytemnestra
and Aegisthus, but Aegisthus is the killer, abetted by Clytemnestra, though
her involvement varies; for example: Od. 3. 234–5 (see also 4. 91–2, 11.
452–3, 24. 97):

μ §lyΔn épol°syai §f°stiow, …w ÉAgam°mnvn
\leyÉ ÍpÉ Afig¤syoio dÒlƒ  ka‹ ∏w élÒxoio. 235

. . . than coming home to die at the hearth like Agamemnon
who died through Aegisthus’ treachery [dÒlƒ ] and that of his wife.

In A. Ag. we hear the cries as the king is struck by his wife, 1343, 1345. Cly-
temnestra is revealed with the body. She describes what we have just heard at
1380, 1384–7. In S. El. both Clytemnestra and Aegisthus are called the mur-
derers (34, 203–7, 262–4). They killed him with an ax (“as woodmen fell oak
[they] cleft his skull” 97–9).

10–11 ka‹ toË Yu°stou paidÚw Afig¤syou / . . . Tantãlou: Thyestes, his
son Aegisthus, and their primogenitor Tantalus are some of the sufferers in
this particular unhappy family. The best stories are about wrongdoing and
suffering in the family as Aristotle noted (Poetics 1453b9): these are time-
less stories everybody can relate to. In lines 10–11 Aegisthus is carefully
placed between his infamous forebears, Thyestes and Tantalus.

11 palaiå sk∞ptra Tantãlou: the scepter of Agamemnon has a long
history, told in H. Il. 2.102–9: it was made by Hephaestus and given by
him to Zeus, who passed it on to Hermes, who gave it to Pelops. From
Pelops it passed to his sons, Atreus first and then Thyestes, and finally to
Agamemnon. The scepter is the symbol of the ruler and is widely used to
symbolize Agamemnon’s rule in the poetry and iconography of Electra’s
story (cf. S. El. 417–23). Once the king dies, his scepter passes to his heir.
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Here, ironically, it is passed on to the king’s murderer. Tantalus, yet another
of Zeus’ sons, is not referred to in the Homeric account. His mention here
as the owner of the scepter may remind the audience that he is the father of
Pelops and progenitor of this family line and recall the curse that was
inflicted on it in consequence of his crime against the gods. While the Iliad
passes over the quarrel between Thyestes and Atreus, Euripides alludes to
it by having the Farmer identify Thyestes as Aegisthus’ father. Since the
audience would have known that at the time of Atreus and Thyestes the
throne was contested, this may have been Euripides’ way of reminding the
audience that Aegisthus actually had some right to the scepter (see the second
stasimon, 699–746 and notes).

12 ˆlvlen: is dead, here intransitive. The integral enjambment,
where the word that stands in enjambment (i.e., is carried over to the next
line) is indispensable to the completion of the previous line, adds emphasis
(e.g., 32, 35); see Mastronarde 2002, 95–6. A‡gisyow d¢ basileÊei xyonÒw:
while the Oresteia depicted Clytemnestra as the ruler and Aegisthus as the
weaker partner, Euripides draws Aegisthus as the master of Clytemnestra
and ruler of the kingdom. Aegisthus ruled for seven years until Orestes
came back (from Athens, according to Homer) and slew his father’s mur-
derer (Od. 3. 305–8). 

13 êloxon §ke¤nou Tundar¤da kÒrhn ¶xvn: in Euripides’ IA (49–50),
Leda (Tyndareus’ wife) had three daughters, Phoebe, Clytemnestra, and
Helen. Only the latter two are mentioned in Electra.

14–15 oÓw dÉ refers to the children, Orestes and Electra. dÒmoisin ¶lifÉ:
Seidler’s correction of the ms reading dÒmoiw ¶lipen does not change the
meaning, but eliminates a single-word tribrach (∞∞∞), which would have
left the line without a caesura (a pause where a word ends within a foot).
y∞lÊ tÉ ÉHl°ktraw yãlow: a periphrasis for Electra, analogous to Homer’s
b¤h, ‡w, m°now, sy°now plus a proper name in the gen., used as a periphrasis
for a warrior (“the might of” for “the mighty,” etc. ), e.g., Il. 3.105, 13.770,
2.658; cf. dÊo m¢n êrsenaw, ÉEteokl°a kleinÆn te Polune¤kouw b¤an,
“two male children, Eteocles and the famous force of Polynices,” E. Phoen.
55–6. Instead of naming Electra directly the Farmer gives a characteristic
of her, here, her womanly youth and fertility, literally “the female shoot that
consists of Electra.” yãlow (yãllow) and the words related to it (yãllv,
yalerÒw, yal¤a) have to do with growing, blooming, thriving, abundance,
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in contrast with the dried up stick Electra feels she has become. There is
also a play on the word y∞lu (female). See below yalerÚw . . . ¥bhw
xrÒnow (20): the Farmer has respected Electra’s virginity, but the fact that
she is a woman in the prime of her youth has not gone unnoticed. E. El.
does not mention Chrysothemis, Agamemnon’s third daughter. She is men-
tioned in H. Il. 9.145, 297 and plays an important role in S. El. Paley
believes line 15 is spurious, since Euripides mentions the two names of
Orestes and Electra in 17 and 19.

16–17 tÚn . . . ÉOr°sthn: a long hyperbaton (4–5n) starting with an article
for emphasis. We know from a previous verse (15) that he refers to the
“male Orestes”; here the Farmer chooses to emphasize what was happening
to Orestes. Paley cites E. Hel. 1025 for the hyperbaton (tØn m°n sÉ §çsai
patr¤da nost∞sai KÊprin “[ask] Cypris to allow you to return home”). It
is worth noting that the Farmer attributes the plot to murder Orestes solely
to Aegisthus and does not mention Clytemnestra. Deleting line 17, as Nauck
suggests, would weaken the differentiation between the two siblings. 

16 patrÚw geraiÚw . . . trofeÁw: a character called pr°sbuw, Old Man, in
the dramatis personae, but see 287 where he is called patrÒw . . . paidagvgÚw
érxa›ow g°rvn and at 409 palaiÚn trofÚn §moË f¤lon patrÒw. In A. Cho.,
Orestes has an old female nurse (trÒfow), referred to by the geographical
term Cilissa (Cilician woman). Although she is not said to have brought him
to his uncle in Phocis or to have saved his life, like the male paedagogi (in
Sophocles and Euripides), she serves as the connection to Orestes’ childhood.
In Euripides’ play the unnamed paedagogus (or tropheus) is a retainer who
looked after Agamemnon as a child (488, 506–7), lived in the palace, saw
Orestes being injured as a child (573–4), and, above all, saved Orestes from
being murdered (286–7). In Sophocles’ version his counterpart opens the play
and reintroduces Orestes to his homeland. He rescued Orestes (we learn later
in Sophocles’ play that Electra handed the young Orestes over to him, 296–7,
1125, 1348), accompanied him into exile, brought him up to be his father’s
avenger, and, as the play opens, has come back to Argos with him to assist in
and oversee the murder. See “Discussions.”

18 Strof¤ƒ: Strophius was married to Agamemnon’s sister Anaxibia.
He was king of Crisa in Phocis, in central Greece where the Delphic sanctuary
was located. In A. Ag., Clytemnestra explains to the returning Agamem-
non that Orestes has been sent away to his ally (dorÊjenow), Strophius the
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Phocian (880–5) to ensure that he survives as an heir in case of a rebellion.
In Cho. Orestes attributes his lie that Orestes is dead to Strophius (679).
Strophius’ son Pylades was Orestes’ cousin. The two grew up together and
were inseparable (IT 918, Or. 1233). The family relationship is not men-
tioned in this play. Pylades is a presence in all three of the Electra plays,
but has a speaking part (of three lines) only in A. Cho. (900–2).

19 ∂ dÉ §n dÒmoiw ¶meinen ÉHl°ktra patrÒw: the word order plants Electra
inside her father’s house, as is appropriate to both her character and her status
as an unmarried daughter. 

21 mnhst∞rew ætoun ÑEllãdow pr«toi xyonÒw: Electra is briefly a Helen
figure. See, for example, E. IA 51–2. In IA Tyndareus, in a rather enlightened
(or foolhardy) move, lets his daughter choose among her suitors. Obviously
Aegisthus cannot let his stepdaughter choose someone to father his own
murderer. It was customary for fathers to select their daughters’ husbands,
but there are several stories of suitors competing for the hand of a high-born
bride: in addition to Helen (IA 49–70), there are Penelope (H. Od. passim),
Hippodemeia (Pind. O. 1), and Agariste (Hdt. 6.126).

22–3 pa›dÉ érist°vn and poinãtorÉ are plausible emendations of the
mss. readings pa›daw érge¤vn and poinãtoraw. As Denniston suggests
on 22, ÉArge¤vn must have slipped in because the play is about Argos.
Following this mistake, a copyist “who knows some meter writes pa›daw
to avoid the hiatus, and a copyist who knows no meter writes poinãtoraw
to accord with pa›daw.” Aegisthus’ fear is that if Electra married a man of
noble birth, any son she bore would avenge Agamemnon’s murder. This
fear was based on heroic notions of honor, whereby the male descendants
of persons who were wronged were bound to take vengeance against the
culprits. See for example Nestor’s words to Telemachos (H. Od. 3.196–8): 

…w égayÚn ka‹ pa›da katafyim°noio lip°syai 
éndrÒw, §pe‹ ka‹ ke›now §t¤sato patrofon∞a, 
A‡gisyon dolÒmhtin, ˜ ofl pat°ra klutÚn ¶kta.

So it is a good thing that a son is left after a man’s death, 
because the son took revenge on his father’s murderer, 
the deceitful Aegisthus, for he had killed his father. 

Cf. Cypria frg. 25 Allen: nÆpiow ˘w pat°ra kte¤nvn pa›daw katale¤pei
“He is a simpleton who kills the father and lets the children live”; S. El.
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964–6; E. Heracl. 468–70, 991–1008, Andr. 519–22, HF 165–9, TW
721–3 (cf. 1158–66), and the plot of Euripides’ lost Cresphontes (Hyginus
137). In marrying Electra off to the Farmer, Aegisthus hoped to avert such
vengeance. Cf. Donzelli 1978, 144–5. No attempt on Electra’s life is attrib-
uted to Aegisthus in either of the other two plays on the myth, though in S. El.
she is threatened with immurement (380–2).

23–4 e‰xen §n dÒmoiw / A‡gisyow oÈdÉ ¥rmoze numf¤ƒ tin¤: throughout
her life a woman was under the guardianship of a male relative, her kÊriow
(guardian). This would naturally have been her father or, if her father was
dead, another adult male of her family, until a man was chosen for her and
she married and came under the authority of her husband. Dynastic mar-
riages were made by the male head of the family (the kurios), who chose
the partners of those in his charge, and especially of the women (Lacey,
107–9; J. Roisman 2005, 29). Once Orestes came of age, he was the rightful
kurios, and Aegisthus’ choice of Electra’s husband is yet another act of
usurpation. Electra’s case is difficult because her brother is in exile. The
Farmer does not see Aegisthus as the proper guardian and does not accept
the marriage (43–9). At the end her maternal uncles (the Dioscuri) will
command Orestes to give his sister in marriage to Pylades (1249), restoring
the appropriate guardianship and making a suitable alliance, at least for
mythological and aristocratic characters. Marriage to a first cousin was not
uncommon. In New Comedy, on the other hand, marriage across economic
strata is common and desirable. See also 259n.

25 fÒbou polloË pl°vn: p-sounds are often used for alliteration (the
repetition of consonant sounds in successive words or stressed syllables),
for example, 30, 56, 151–3,199–200, 221, 276, 357, 361, 384, 391, 409,
430–1, etc. 

25–9 Euripides informs the spectators early in the play that Aegisthus’
fear of revenge has not abated, even though years have passed since the
murder. The Farmer’s statement that until recently Aegisthus feared that
Electra would find a way of avenging her father’s murder prepares the spec-
tator for the Messenger’s parallel account in 831–3 of Aegisthus’ continuing
fear of Orestes.

26–7 sfe and nin: for the acc. of the third person pronoun, the tragic poets
use the enclitics sfe and nin for masc. and fem., sg. and pl. See appendix of
grammatical constructions. Here both refer to Electra.

90 EURIPIDES, ELECTRA



27 bouleÊsantow: see appendix of grammatical constructions.

27–8 »mÒfrvn ˜mvw / mÆthr nin §j°svsen: “her mother—cruel minded
as she was—saved her.” This dual perspective on Clytemnestra runs
through the play. While Electra and the Chorus tell of her cruelty, Euripides
has the queen present herself as a wronged woman, whose husband mur-
dered their daughter to retrieve his brother’s unfaithful wife and then, on
his return from war, brought a second woman into their home (86–7n). In
Greek tragedies, the opinions of humble and nameless figures (e.g., farmer,
slave, chorus) convey a view the playwright wants the audience to con-
sider. Cf. the views of the Nurse in Med., for which see esp. Mastronarde
2002, 17n.

29 §w m¢n går êndra sk∞cin e‰xÉ ÙlvlÒta: Clytemnestra’s excuse
shifts from play to play and even within an individual play, as is natural:
motivation is rarely pure. Is it out of a spirit of vengeance or grief for her
daughter, love or lust for Aegisthus (who in Euripides’ version is said to be
handsome and a good dancer, 945–51), or desire for power that she brings
herself to kill Agamemnon? When Euripides gives her a voice, she says the
last straw was when her husband expected her to live in a ménage à trois
with Cassandra as a co-bride (1032–4). That was what drove her to kill
him, whether from sexual jealousy or outrage at the impropriety is unclear.
Still, she is not altogether happy about her past actions and somewhat
bewildered by the resentments that drove her to them (1105–10).

29–30 The Farmer suggests that Clytemnestra believed she could get
away with killing her husband, but not her children. Although he does not
indicate what Clytemnestra’s motives for killing Agamemnon might have
been, the term sk∞cin (pretext, excuse, cf. 1067) implies that, as far as he
is concerned, none of the justifications she offers—neither Agamemnon’s
sacrifice of Iphigenia nor his bringing Cassandra home as his mistress
(1002–3, 1018–29, 1030–4)—was a legitimate reason. Clytemnestra’s fear
of popular resentment is anchored in the importance of public opinion to
the society in which the play was written, and well before that age. In the
Odyssey, Penelope cites the “voice of people” (dÆmoiÒ te f∞min) as a reason
for not remarrying (H. Od.19. 527, cf. 16.75). Cf. A. Ag. 456, 938. In
Euripides’ play, the Old Man further refers to Clytemnestra’s concern over
people’s opinion of her at 643, and she herself mentions it at 1013–17.
Electra, too, was concerned about what people would think of her (902–4).
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This public voice, also referred to as fhmÆ (rumor), was conceptualized as
an ethical force and sometimes as a divinity (cf. Hes. WD 760–5). As a
divine force it is connected to two terms: n°mesiw, which refers to indigna-
tion aroused by the sight of someone committing a wrongful act; and
afid≈w, the feeling of shame that restrains a person from doing wrong (cf.
Hes. WD 197–201). In having enough shame and self-awareness to save
Electra’s life, Euripides’ Clytemnestra differs from Sophocles’. She leaves
her children’s continued survival to the mercy of Aegisthus, however,
allowing him to marry Electra off to a lowly farmer and to put a price on
Orestes’ head. For the alliteration in 30, see 25n. 

31 §k t«nde: on the basis of this. This generalizing expression summarizes
the reasons for Aegisthus’ decision.

32 A‡gisyow: for the integral enjambment, see 12n. This enjambment, with
Aegisthus as the subject of the verb in line 31, draws attention to Aegisthus
as the person responsible for offering a reward for murdering Orestes and
perhaps highlights the difference between his behavior and Clytemnestra’s.
Nonetheless, the speech implies that Clytemnestra goes along with Aegisthus’
plan to murder her son, even though she had blocked his intention to murder
her daughter. fugãw: is a necessary emendation of the mss. fÊlaj, which
would require g∞w as an attribute and read “warden of the land.” But the
verb éphllãxyh requires the gen. g∞w and reads “departed from this land.”

33 The price on Orestes’ head is juxtaposed with Electra’s marriage.
The marriage brings into prominence the fact that Agamemnon’s children
have grown up, and makes the danger which Orestes poses to the royal
couple more imminent. For the omission of the antecedant, see the gram-
matical appendix.

34 ≤m›n: for the use of the “sociative” pl. for the first-person sg. in fifth-
century Greek poetry, see Bers 49–54. As Bers defines it, this pl. “expresses
the unity of meaning that is obscured by the two terms . . . pluralis maiestatis
and pluralis modestiae”—probably the latter here. Using a pl. for a sg. and
changing from sg. to pl. are common features of tragic diction; cf. 57–9.
≤m›n d¢ dØ d¤dvsin ÉHl°ktran ¶xein: up to this point the audience would be
wondering who this person is. He is not a mythological figure, part of the tra-
ditional story, but an outsider, a person from real life, masked and dressed as
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such. This is an absolutely extraordinary fact: ordinary people, unless they
are household slaves or soldiers, do not find themselves in Greek tragedy.
Imagine how awkward the situation would be for every aspect of your life if
you came home from work and found that a royal princess had come to live
in your modest dwelling. This explains why Electra’s husband’s reaction was
not to say “How lucky I am.” Rather, it is she who counts herself lucky
(69–70). Making a farmer of small means (or any quotidian person other
than a personal slave) a character in a tragedy is one of the things that gives
Euripides a reputation for being an innovator but also for demeaning the
tragic art.

35–8 The lines suggest a certain self-consciousness about his poverty on
the Farmer’s part, who claims to have nobility (eÈgene¤a) derived from
true-born Mycenaean ancestors. The claim to social status based on ancestry
must have resonated among the Athenian spectators, whose citizenship and
political rights depended on both their parents having Athenian citizenship.
At the same time, the question of the relative importance of descent, wealth,
and character in measuring a person’s worth was much debated in ancient
Athens, as was the relation between character and the other two attributes.
In the seventh century, when many of the landed nobility lost their wealth
and claim to noble status, the incompatibility of poverty and high social
standing became proverbial. The aristocrat Alcaeus quoted the saying (frg.
360, Lobel & Page): “Money is the man, and a poor man / is neither good
nor honorable.” Cf. H. Od. 17.415–44, Pind. Isthm. 2.9–12, E. Phoen.
438–42, Erechtheus 362. 14–18 (Kannicht TrGF vol. 5.2). The theme is fre-
quent in the elegies of Theognis. Cf. also Denniston, 253n; Cropp, 35–8n.
The Farmer distinguishes between the quality of a man’s character and his
social and financial status, cf. 362–3n. The weakness he attributes to himself
is in status, not in moral character. The farmer’s claim to illustrious parentage
is consistent—within the framework of his self-respect—with his respect for
Electra’s virginity. Euripides’ depiction of him as a decent man highlights the
moral contrast between the simple but decent farmer and the royal couple,
whose wealth and position do not endow them with moral stature. 

35 dãmarta: for the enjambment, see 12n. pat°rvn m¢n Mukhna¤vn: the
Farmer is obviously an Argive. Perhaps with the tonier word Mycenaean, he
is suggesting that his ancestors were connected to the city or were once better
off. He belongs to the class of “the respectable poor” and, therefore, a world
apart from the mythical elite of Electra and her kin.
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36 oÈ dØ toËtÒ gÉ §jel°gxomai: “I am not to blame in this.”

37 d¢ dÆ: dÆ enlivens d°, cf. 44, 236, 237, 276, etc. GP 257–9. The read-
ing ge mÆn “Yes, but destitute of possessions” is possible but from a less
reliable authority (Stobaeus), and, as Denniston maintains, would empha-
size the poverty too much (GP 347–50). 

38 ¶nyen hÍg°neiÉ épÒllutai: is it that the poor do not have eÈg°neia, or
do they not need it? Wealth and nobility go together (practically, if not ethi-
cally). If the farmer’s family has lost its property it has ceased for all practical
purposes to be wellborn. Later (253) Electra will say of him that he is poor
but genna›ow ¶w tÉ ¶mÉ eÈsebÆw, and Orestes will comment only on his piety.
Orestes, perhaps because he himself has suffered want, realizes that poverty
is not a virtue, but can teach a man to be bad (376). At 45–6 the Farmer
implies that he is not worthy of Electra or, at least, not appropriate.

39 ésyene› . . . ésyen∞: this repetition of different forms of the same
word in close proximity, polyptoton or paregmenon, is a rhetorical
device that can be used to reinforce the concept inherent in the repeated
words; cf. 89n, 233n. See Denniston on 337. Here, the wordplay high-
lights the connection between the Farmer’s weakness and the fact that
Aegisthus can weaken his own anxieties by marrying Electra off to him.
Indirectly, it also draws attention to the intensity of Aegisthus’ fear.
ésyenÆw and its compounds can refer not only to weakness in body or
power, but also in property and status. One meaning of ésyen°v is to be
too poor to pay taxes. See Breitenbach, 221–6.

40 ¶sxen . . . ¶xvn: this play on the verb ¶xv is of interest because the
two forms have different meanings. In the aor., the meaning is got her (nin)
in marriage (cf. 166); in the pres. participle, simply having.

41 eÏdontÉ ín §jÆgeire tÚn ÉAgam°mnonow / fÒnon . . .: see A. Ag. 346–7
where Clytemnestra, after announcing the defeat of Troy and the destruc-
tion of the land and its people, ends with fear of retribution in case “the
suffering of the dead should turn out to be awake” (see Roisman 1986):

§grhgorÚw tÚ p∞ma t«n ÙlvlÒtvn / g°noitÉ ên . . . 

and Eum. 280–1, in which Orestes tells of his journey toward purification:

94 EURIPIDES, ELECTRA



br¤zei går aÂma ka‹ mara¤netai xerÒw,
mhtroktÒnon m¤asma dÉ ¶kpluton p°lei. . .

For the blood on my hands is sleeping and begins to fade
and the matricidal stain is washed away . . . 

Even more cogent to these lines is the scene in Eum. when the chorus of
Erinyes is awakened by the ghost of Clytemnestra (140–1):

¶geirÉ ¶geire ka‹ sÁ tÆndÉ, §gΔ d¢ s°.
eÎdeiw; én¤stv . . . 

Wake up, wake up; and you wake her as I wake you.
Are you still sleeping? Get up . . . 

The metaphor of spilled blood, or any other transgression, slumbering or
awakening from its sleep appears also at Eum. 280, cf. 94–142, E. Supp.
1147, and. S. OC 511.

43 ènØr ˜de: see 6n and grammatical appendix. Tragic characters tend
to refer to themselves with a demonstrative pronoun: “this man” or “this
woman” or “this” plus a name, cf. 84, 489; S. Ai. 78, Ph. 1036, 1375, Ant.
1034, OC 1329, E. Alc. 331, 690, Med. 1337, Andr. 313, Hec. 621, 992. K.
II. i. 630, Smyth 1242.

44–6 æsxunen . . . afisxÊnomai: the repetition highlights the motifs of
shame and disgrace. It also draws attention to the two-directionality of the
verb, resulting from the grammatical voice—one can shame/disgrace others,
and also feel ashamed and be disgraced oneself—and to the close connection
between dishonoring another and dishonoring oneself. The emotional force
of the Farmer’s position is intensified by the fact that the verbs afisxÊnein
and Íbr¤zein belong to the vocabulary of rape and adultery. This word choice
simultaneously conveys the Farmer’s morality in not taking what is not
rightfully his, because of his poverty, and the royal couple’s immorality in
marrying Electra off to a man beneath her station (see 23–4n). Orestes
uses kataisxÊnein to describe the Farmer’s refusal to disgrace or shame
him by consummating the marriage to his sister; cf. 365n. Disgrace would
have resulted both from bringing someone of lower status into the family
and from challenging his position as head of the family.
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44 pary°now dÉ ¶tÉ §st‹ dÆ: “she is still in fact a virgin.” Both Aeschylus
and Sophocles depict Electra as unmarried. Sophocles has her say that she
has no child or bridegroom (El. 164–5) or husband to protect her (187–8).
In emphasizing Electra’s virginity, Euripides lets the spectators know that
he has not strayed too far from the traditional depiction; and perhaps also
that they should expect Electra to exhibit the emotional instability and
other features that were believed to characterize sexually inactive young
women. See King 1993, 111–5.

47–9 st°nv . . . §sÒcetai: the Farmer’s description of himself as
“groaning” for the “wretched” Orestes testifies to his sympathy for him.
His calling Orestes “brother-in-law in words only” indicates that he under-
stands that he is not a genuine part of the family (cf. 248). While Electra
(130–4, 201–6, 233, 505) and the Chorus (587–9) sympathize with Orestes
as an exile, the Farmer pities him for “his sister’s hapless marriage,” that
is, for his unsuitable family tie with himself, a poor man. 

50–3 Like many speeches in tragedy, this one ends with moralizing. The
Farmer is especially given to ending his speeches sententiously (see his
exit lines at 80–1 and 426–31; also 406–7). Electra, too, ends her second
speech with what could be a fine trope for a working-class family of an
earlier age (73–6). His sententious ending is not just a proverb, however.
For one thing, it sets his personal thoughts and himself apart from the
main narrative of his speech: he is obviously not one of those urban, royal
interlopers to whom he refers throughout. Still, he shows that he has been
thinking over the possibilities of his status and marriage and has come up
with a response to “what people might say” (see also 36–8 where he might
be thought of as considering the other possibility). 

53 kaÈtÚw aÔ toioËtow: the accusation goes back to the accuser (cf. S.
Ant. 469–70).

54–64 Electra enters from the house. She is carrying a water jug on her head
like a rural woman or slave (at 107 she is mistaken for a slave). Whether or
not she is accompanied by a slave has been much discussed among the com-
mentators. She and Euripides make a more credible case if she has no slave.
Later she will tell her mother that she gave birth alone (1129). At 107 Orestes
sees a “slave” woman approaching. To him Electra—with her close-cropped
hair—appears to be a slave. If there were two women (Electra and an extra
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playing her slave) they would be indistinguishable to him in status and he
would say “I see slave women,” because he does not yet know that this is his
sister, to be discriminated from a mere extra, playing her slave. Euripides
was not such a bad manager of his scripts (Poetics 1453a10). The slaves in
Orestes’ entourage are addressed (360, 394), but Electra does not address
a slave of her own (unless, as has been argued, at 140). At the beginning
of Euripides’ Med. the slave addresses her sorrows to earth and sky (1–45,
cf. 56–8). Electra’s outcry here is a verbalization and unburdening of her
thoughts in a similar vein. There is no one to hear or help her. She is also
often criticized for becoming obsessed with her loss and with getting
even, and especially for consistently putting herself and her wrongs first.
In her defense, it should be noted that her expectations in life have been
taken from her. What does she have left that would allow her to get over
the loss of home, family, future? Her husband’s goodness and self-
imposed celibacy assures that she cannot even have a normal married life
and children. She has only her career as lonely mourner to occupy her.
Another thing that disturbs Electra is the fact that her mother is continuing
to bear children to Aegisthus (62, as in Sophocles’ version 588, 655). This
could only increase Electra’s sense of abandonment, isolation, and alien-
ation from her family that is growing by the addition of new children to
replace her and her brother. Later (1001–3) her mother will display her
own shallowness by referring to her lovely Trojan slaves as a replacement
for the lost Iphigone (Iphigenia). In her turn Electra catches her mother in
hypocrisy, but also shows her longing to belong to the family in her pitiful
request to take her mother’s hand (1006) and in her argument (1086–9)
that Clytemnestra ought to have treated the remaining children better if
she was truly grieved over the sacrifice of Iphigone. There is a recognizable
human being revealed wearing the Electra mask, but here and always a
complex person with a mass of mixed feelings and motivations.

Electra’s address to the night sets the time of the action. It contrasts
with the address of Sophocles’ Electra to the “holy light and air” (86).
Electra’s entrance here resembles those of other protagonists who enter
talking to themselves and initially fail to notice other character(s) who are
on stage with them (E. Suppl. 87–92, HF 523–30, Hel. 528–45, 1165–80,
Phoen. 261–73, Bacch. 215–47). It differs from these, however, in that
Electra is the only one who has to be actively prompted before she realizes
that she is not alone. The Farmer calls attention to himself by addressing
her. Electra’s failure to notice him, or her choice to ignore him, may call
attention to the absorption in her own suffering and pursuit of vengeance

NOTES AND COMMENTARY 97



that will characterize her. Or it may show that the two characters have dif-
ferent pursuits and different life stories, the Farmer preparing for the day’s
toil, his wife rehearsing her lament. This address to the night is not a mere
aside, as is sometimes claimed. For other tragic heroes who address a divinity
on first speaking or appearing on stage, see A. PB. 88, E. Med. 160, Hipp.
73. Stage convention did not require that characters be announced as they
emerged from the stage door. However, dressed as a slave woman and car-
rying a jug of water on her head, Electra may not have been immediately
identifiable to the audience. She reveals her identity gradually in the
course of her speech, by referring to her father, mother, and brother in suc-
cession. (Bain 1977, 33–4, 61–5, Mastronarde 1979, 26–8, Halleran, 6.)
Since there was a revival of the Oresteia in the 440s, and probably also in
the 420s (see also Aristoph. Frogs 868), Hammond (379–82) believes that
this first entrance of Electra with an empty urn on her head is Euripides’
parody on Aeschylus’ Electra’s entry, also dancing but with an urn of liba-
tions on her head. 

54–9 The difficulty of these lines rests with the unacceptable indicative
impf. éf¤hn (I was uttering) found in 59 in L and P: 

Œ nÁj m°laina, xrus°vn êstrvn trof°, 54
§n √ tÒdÉ êggow t“dÉ §fedreËon kãr& 55
f°rousa phgåw potam¤aw met°rxomai, 56
oÈ dÆ ti xre¤aw §w tosÒndÉ éfigm°nh, 57
éllÉ …w Ïbrin de¤jvmen Afig¤syou yeo›w 58
gÒouw tÉ éf¤hn afiy°rÉ §w m°gan patr¤. 59

O black night, nurse of golden stars, / in which, carrying this pitcher on my
head, / I go for water from the stream, / I have come to this not because of
some need, / but to show the gods my mistreatment at Aegisthus’ hands, /
and I was uttering laments to the wide skies for my father. 

Neither of the two emendations that have been offered is entirely satisfac-
tory. Portus’ optative éfe¤hn leaves us with a final optative (“to utter,”
“that I might utter”) and a final subjunctive (de¤jvmen), both dependent
on a pres. main verb (met°rxomai). Denniston (59n) finds this syntactic
construction extremely bothersome, but not unacceptable; cf. Paley 59n. He
finds Reiske’s emendation to the indicative pres. téf¤hmi, with the punctu-
ation at 58 it necessitates, impossible. He also believes that Wilamowitz’
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deletion of tÉ (and) does not solve the problem, because it wrongly makes
it appear that Electra cries to her father only “in order to manifest to the
gods Aegisthus’ brutality,” when, in fact, she does it both “to enlist heaven’s
sympathy for her degraded estate by performing menial tasks and to enter
into spiritual communion with Agamemnon.” However, Electra does not
cry out to her father, but laments him. Diggle reads tÉ éf¤hm(i) in the pres.
indicative, for primary sequence with the subjunctive, which is acceptable;
but hoping “to steer for safety,” as he puts it (1969, 51–2), he places line
59, telling of Electra’s laments for her father, after line 56. He translates:
“O black night, in which I carry this pitcher on my head to the stream and
pour forth laments to heaven for my father —not that I have been reduced
to this necessity. . . .” He justifies this transposition with the claim that: 
“. . . The slight suspension of thought is not troublesome, and it suggests a
cause why 59 may have been dislodged from its intermediary place.” The
transposition, however, separates the act of fetching water from its expla-
nation, and also makes the explanation more salient. Coming between her
account of her two actions, it was a parenthetical statement. Placed at the
end of the account, it makes an important point: that she was not compelled
to demean herself by doing servant’s work, but has chosen to do so of her
own free will. The original line order therefore is preferable. Some view
Electra’s explanation of her conduct as spurious, inserted in anticipation
of 125 ff., see Bain 1977, 33 n.3. Nauck believed 57–8 to be spurious.

It is noteworthy that Electra’s flaunting her demeaned social position in
order to advertise Aegisthus’ mistreatment of her contrasts with the Farmer’s
efforts not to detract from her royal status. 

54 Œ nÁj m°laina, xrus°vn êstrvn trof°: cf. the importance of night
and night’s children (the Furies, among others) in the Oresteia. Later, Electra
greets the news that Aegisthus is dead as a light dawning (866–7). “O earth
and night,” she says there, “which I used to look on,” reminding us of her
opening words. Timing is explicit: E. El., like A. Ag. and Cho. and S. El.,
starts at night (just before dawn); in this play day dawns with the arrival of
Orestes, who addresses its “white face.” In A. Ag. the signal flashes that
announce victory in war come just before dawn. In Electra, Orestes, once
recognized, is the signal fire (586–7), but ironically he has kept his identity
hidden until it is revealed as a “bright mark” (559) to Electra. The darkness
and light in this play are strangely barren (like the characters, except for
Clytemnestra). Night is nurse of the stars (êstrvn trof°), as if the darkness
of the night makes the stars grow and appear brighter. On the idea of pouring
out one’s heart to the elements, see E. Med. 56–8.
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55 tÒdÉ êggow: Electra’s pot. A vessel of some kind is present as a conspicu-
ous prop in all three Electra plays, here a common hydria; in A. Cho. libation
vessels, and in S. El. a libation vessel and a funerary urn. See “Discussions.”

57–8 Much has been made of Electra’s motivation for working on the
farm, as evidence of her character (or ethos). She offers, directly and indi-
rectly, various reasons for doing what she does. She wants to show how
much she suffers and how bad Aegisthus and her mother are. In her second
speech (67–76) she offers a second motivation, to ease her husband’s load.
Both are believable and human. Here she makes herself the tekmÆrion, the
evidence on which one may draw a conclusion: her condition attests the
hubris of Aegisthus.

58 Ïbrin: interpersonal hubris occurs when one in a position of power
(even if only momentary or situational) uses that power to hurt one who is
weaker or subordinate to himself or herself. Electra dwells on Aegisthus’
hubris toward her, not on his motives. Her aim is to show the gods Aegisthus’
abuse of his power. Carrying water in public was a task performed by
slaves. In Hdt. 3.14, we are told that Cambyses of Persia tried to humiliate
the deposed pharaoh Psamennitus by having him watch his daughter and
other noble Egyptian girls dressed as slaves and carrying water in public.
Cf. E. TW 205–6.

60 ≤ går pan≈lhw Tundar¤w, mÆthr §mÆ: Electra does not leave herself
unidentified for long. pan≈lhw: Orestes calls Clytemnestra pan≈leyrow (86).

61 §j°bal° mÉ o‡kvn: Electra ignores the fact that her mother saved her
life, see 29–30n. xãrita (instead of xãrin): see grammatical appendix. The
variant is probably used for metrical reasons. For the idiom xãrin t¤yesyai,
see E. IT 602, Hec. 1211, Ion 1104. This line has three resolutions, see 3n.

62 pãra = juneÊdousa, sleeping with, according to Denniston. Clytem-
nestra in S. El. (588–90, 655) also continues to bear children in her second
liaison. Electra blames her mother for having other children by Aegisthus
and casting out her former offspring. For the possible children from this
union, see Jebb 1894, 589n. 

63 pãrergÉ dÒmvn: “by-products of the house.” By giving Aegisthus heirs,
Clytemnestra deprives Orestes and Electra of their right to succession. It is
Orestes’ fate, of course, that is more relevant here. 
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64–6 “Why are you slaving away for my sake, poor thing, / taking on
chores, though you were brought up well / and why don’t you stop, even
when I ask you to?” taËta is probably the direct object of l°gontow, since
ka‹ taËta with an adverbial force (“and that too,” “and more than that,”
“besides”) rarely appears with a finite verb (éf¤stasai). Dobree’s reading
pÒnouw <dÉ>, makes ka‹ taËta adverbial to §moË l°gontow: “and besides/and
that too, when I tell you, you do not stop.” Strictly speaking, Electra answered
the Farmer’s question in lines 57–9. On this basis, Denniston, (64–6n)
assumes that the Farmer had gone into his cottage and then come out again.
However, the cottage could hardly be big enough for him not to have met
Electra on her way out. See also Bain 1977, 34, n2. The question seems to
show, rather, the Farmer’s sorrow and consternation at her voluntary labor.
The lines also add the information that he had asked her not to perform these
laborious tasks, and thus point up Electra’s willfulness and distress. 

65 prÒsyen eÔ teyramm°nh: the Farmer is a sympathetic character
because he shows the greatest human understanding. Here he points up
the contrast between Electra’s then and now, making the audience/reader
more sympathetic to her plight. Her life is stuck in the mythical past and
so she suffers the contrast more. 

67 §g≈ sÉ: the use of the first person personal pronoun in the nom. is often
redundant in Greek because it is already contained in the verb’s ending. It
usually functions to emphasize the person, somewhat as the English reflexive
“I myself” would. Here the emphasis is further augmented by the position of
the sÉ right after §g≈. Electra repeats the same I-you sequence in 70 (§g≈ s°).
‡son yeo›sin ≤goËmai f¤lon: as we learn from the opening lines of a poem
by Sappho, fa¤netai moi ke›now ‡sow yeo›sin . . . Ípakouei (frg. 31.1: “He
seems to me equal to gods, the man who sits across from you and from close
by listens to your sweetly talking . . .”), there is nothing improper in Electra’s
comparing the Farmer to the gods. Cf. H. Od. 8.467–8; E. IA 973–4. Electra’s
great praise for the Farmer, not only as equal to the gods in friendship to
her, but also as a healer of her plight (69–70), may be read either as a sin-
cere expression of gratitude and esteem or as a way of placating him while
continuing to act contrary to his expressed wishes (71). Cf. 83n. Electra’s
enthusiasms are always too strong. Here what is noteworthy is that she
reverses the folktale motif: a mortal, especially a poor man, must always
watch out for divine visitors. If he treats them well he is rewarded. In this
case the heroic visitor calls her host a god.
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69–70 This sentiment is almost a cliché. For a more mundane expression
of the idea see: lÊphw fiatrÒw §stin ı xrhstÚw f¤low. “A loyal friend is
physician of grief,” Menander, Monostichoi, 577. For a more poetic/dramatic
context, A. Cho. 698–9.

71–3 Earlier, Electra had explained her carrying water as aimed at showing
the gods Aegisthus’ hubristic conduct toward her. Now she explains it as an
act aimed at sharing and lightening her husband’s heavy labors.

72–3 mÒxyou Épikouf¤zousan . . . pÒnouw: mÒxyou: separative or partitive
gen. (see grammatical appendix). It can also qualify pÒnouw, “labors of toil,”
in which case pÒnouw would be the object of all three verbs (Cropp 72n),
although …w =òon f°r˙w makes the former more likely (Denniston 72n).

74 têjvyen ¶rga: tén dÒmoiw: typically the male and female spheres of
activity. The space outside the house is the man’s to negotiate. When the
Farmer returns he finds that Electra has usurped this space and his preroga-
tives (341–4, 348, 404–5, 408 vv.). The inverse division in S. OC 339–41:
“For there [in Egypt] the men sit weaving in the house, but the wives go
out to provide the necessities of life”—is presented as an aberration. 

77 ka‹ gãr: in fact; cf. 295. prÒsv: it is rare to find a prepositional adverb
ending a line with its dependent phrase wholly in the following line. Cf. 955
p°law; E. Alc. 366 p°law, Heracl. 200 pãrow (Reiske’s supplement).

77–8 “If it seems best to you, go. For actually the spring is not far from
this house.” The Farmer’s matter-of-fact response contrasts with the intense
emotion of Electra’s utterances. It may variously convey the grounded, down
to earth quality of his character, the acceptance of toil that comes with his
poverty and social position, and his awareness that there is no point in arguing
any further with this strong-willed woman.

78 ëmÉ ≤m°r&: this line (see also 54 and 102) gives the time of day (just
before daybreak) for the play’s opening. It is to be imagined as still dark.
The Farmer plans to leave with the oxen at the same time that Orestes
intends to leave the main road and ask some farmer or serving woman
where Electra lives (102–6). Cf. 102–6n.

80–1 “For no idle man just by keeping the gods on his lips, can gather a
living without labor.” This is perhaps the ancient Greek equivalent of “God
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helps those who help themselves.” For the Farmer’s tendency to end his
speeches with gnomic statements, see 50–3n, 426–31. Cf. also Electra’s
final words to Aegisthus’ corpse, 953–6. This particular reflection is con-
sistent with the connection Hesiod makes between idleness and hunger
(WD 298–319) and with his instructions to start work in the field at dawn
(WD 576–81). One of the marginal scholia in L cites here the proverb: sÁn
ÉAyhnò ka‹ x°ra k¤nei “Stir your arm along with Athena.”

82 Pulãdh: the scene is empty. The characters are introduced one by one.
Orestes enters by the parodos (stage left, the opposite to that by which Elec-
tra and the Farmer exited) with Pylades and perhaps two slaves. He is wear-
ing a traveling cloak and perhaps a broad-brimmed hat (commonly used in
vase paintings to identify travelers). His address to Pylades identifies him as
Orestes (also 84 where he gives his name). As in Sophocles’ version,
Pylades is a silent character (kvfÚn prÒsvpon) and present throughout
Orestes’ stage-time. At the end he is not forgotten (as he is in the other ver-
sions) but given a role as Electra’s husband and a destination to return home
to Phocis (1249, 1284–5). Orestes’ esteem and affection for Pylades go a
long way in humanizing them both. Other than these loaded words (pr«ton,
pistÚn, f¤lon j°non tÉ 82–3) we are given nothing but the biographical
details: Pylades of Phocis, son of Strophius.

Pylades is the son of Strophius, king of Crisa in Phocis, and Anaxibia,
Agamemnon’s sister (cf. 18n) and Orestes’ aunt. Orestes was reared in
their home. In keeping with common practice, Orestes, as a new character,
identifies both himself (84) and his interlocutor. His repetition of Pylades’
name toward the end of the speech (111) is unusual. It frames the speech
and gives Pylades a certain prominence. For most of the play, Pylades’
presence is very subdued. He does not speak; he is not mentioned again
until 821, when the Messenger says that he helped Orestes strip the
slaughtered calf at the sacrifice Aegisthus conducted. No character other
than Orestes addresses him until Electra greets him (887). Toward the end
of the play, Euripides again briefly foregrounds Pylades by making Castor
tell Orestes to give Electra to his friend in marriage, and take her and the
Farmer to Phocis (1249, 1284–7). Pylades is also Orestes’ companion in
A. Cho. and in S. El. It is only in Cho. 900–2, where he reminds Orestes
of Apollo’s oracle, that he actually speaks. He appears as a speaking char-
acter in Euripides’ IT and Orestes. See “Discussions.”

pr«ton: when pr«tow is used in conjunction with an adjective, it
means above all others.
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Orestes’ speech has 5 resolutions, with a low ratio of one resolution to
6 lines. Resolution occurs in positions 1 (82), 2 (91), 4 (104, 111), and 6
(86), see 3n.

83 pistÒn: Euripides here uses pistÒw to mean loyal, not merely reliable.
Orestes’ reference to Pylades also as xenos and philos suggests that Pylades
meets the two conditions for loyalty found in Homer and the tragedies: being
in a close relationship with the person to whom one is loyal and having affec-
tion for him (Roisman 1984, 23–9). Cf. IA 45, 114. Orestes will use the
adjective again when he and Electra part company after the matricide, when
he addresses her as pistotãth (1336) most loyal (sister). The adjective is
usually applied to men, but see A. Ag. 606, where Clytemnestra terms herself
guna›ka pistÆn. f¤lon j°non tÉ: in calling Pylades a friend and a host,
Orestes binds himself to Pylades in two reciprocal relationships in which
each member is committed to the other. These relationships were maintained
from generation to generation and served the ancient Greeks as ethical models
for male solidarity and love, as exemplified in the bond of philia between
Patroclus and Achilles. Although Euripides’ plays tend to undercut the most
basic human relationships—e.g., between spouses (Med.), father and son
(Hipp.), and mother and child (Med.)—by making them dependent on cir-
cumstances, the intimate ties between friends withstand all trials. Witness
the relationship between Theseus and Heracles in HF, between Medea and
Aegeus in Med., and between Orestes and Pylades in IT. The strength of
Pylades’ friendship and loyalty in El. is emphasized in 605–7, where the Old
Man tells Orestes that it is a rare thing when a friend stands by one in
adversity as well as in good fortune. Electra also acknowledges the friend-
ship (philia) of her partner/husband (67). The stress that Orestes and Electra
place on friendship emphasizes the intense sense of abandonment they
harbor. Exiles, who were homeless and poor, were proverbially friendless;
see 236, 352; Med. 561, HF 302–7; Theognis 209, Tyrtaeus frg. 10.2–12
(West2). It is of note that the play makes no mention of the fact that Pylades
is Orestes’ cousin, given that he is to marry Electra; cf. 18n.

84 tÒndÉ: see 43n. §yaÊmazew: yaumãzv here implies both admiration
and honor. Cf. 519; Med. 1144.

85 prãssonyÉ ì prãssv: “faring as I fare,” a reticent euphemism (the
use of an indirect expression to soften an unpleasant or painful one), in
which Orestes intimates, without going into specifics, that his situation is
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difficult. Cf. 289n; Denniston, 1141n; Mastronarde 2002, 889n, 1011n.
For the rhetorical figure, see Johnstone. pay≈n: deinå pãsxein serves as
a pass. of deinå poie›n, cf. 682. Smyth 1593.

86–7 pan≈leyrow mÆthr: in contrast to Aeschylus, Euripides does not
depict Clytemnestra as the only or even as the main culprit responsible for
the evils of the household. The Farmer tells us that she took part in the
murder, but protected her children from the same end (28–30). Orestes
attributes his suffering and his father’s murder first to Aegisthus (85–6) and
mentions Clytemnestra’s role only afterward, although the enjambment of
the word mother at the start of line 87 sounds a note of bitterness. His use of
the pl. foneËsi (89), murderers and turãnnouw (93), rulers seems rather to
deflect attention from his mother, than imply that he sees both his mother
and Aegisthus implicated equally in the murder. Unlike Electra, who hates
Clytemnestra unreservedly, Orestes never forgets that she is his mother and
he is tormented by the thought of having to kill her. See “Discussions.” 

87 §k yeoË musthr¤vn: from the Delphic oracle, here called “the god’s
sacred rites/mysteries” (usually called xrhstÆrion). Euripides relies on
the audience’s knowledge of the legend, which has it that Orestes con-
sulted Apollo’s oracle at Delphi about avenging Agamemnon’s murder.
See “Discussions.”

87–8 éf›gmai dÉ . . . ÉArge›on oÔdaw: only in Euripides’ version does the
action take place away from the palace. Orestes gets to the border and no
further. As a matricide he will never set foot on the streets of his native city
(1250–1). Recovering his patrimony, a goal of every Orestes, is out of the
question in Euripides’ version. juneidÒtow: wary of being recognized, Orestes
makes sure to arrive in Argos unseen and incognito. Ironically, though, it is his
recognition by an old servant of Agamemnon that saves him from being killed
after he murders Aegisthus (852–3). For Sophocles’ Orestes, hiding his iden-
tity is a premeditated action fulfilling the oracle’s injunction to avenge his
father’s murder by the use of cunning (dÒloisi El. 37; Macleod, esp. 33–8,
157–9). Euripides’ Orestes, in contrast, hides his identity out of fear. Electra,
from whom he keeps his identity hidden for some time, implicitly defines his
behavior as cowardly when she tells the Old Man that her “courageous
brother” would not steal into Argos furtively (524–6).

89 fÒnon foneËsi: polyptoton, see 39n. In this tragedy, Orestes is more
prone than any of the other characters to indulge in wordplay. See 94 ba¤nv
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pÒda vs. §kbãlv pÒda (96); 389 syenarÚw ésyenoËw; 391 ˜ te parΔn ˜ tÉ
oÈ parΔn; 394 dm«ew, dÒmvn; 398 eÈtuxoËntaw . . . eÈtux«n; 584 têdikÉ . . .
d¤khw; 985–6 deinoË . . . deinå. See also the assonance in oÔdaw oÈdenÒw
(88), xvre›n xre≈n (393). A similar abundance of rhetorical figures is charac-
teristic of personae whom Euripides presents as sophistic, insincere, or manip-
ulative. See, for example, Admetus’ stylistic predilections in Alc. (Luschnig
and Roisman, esp. 334–5n, 343–6n,1008–35n, pp. 209, 211–13, 220).

90 nuktÚw t∞sde: “this last night.” We meet Orestes and Pylades at dawn
after their sacrifice at the tomb. Cf. S. El. 644, where Clytemnestra recounts
the vision she saw the previous night: nukt‹ tªde. The reason for the noc-
turnal sacrifice is given in 93, where Orestes says that he was layΔn

turãnnouw, hiding from those who rule the land. Since we are not told what
Orestes heard at Delphi, we do not know whether they made the sacrifice on
Orestes’ initiative, which would cast him as a pious young man, or, as in S.
El. 51–3, at the direction of Apollo. The sacrifice is corroborated later by the
Old Man (513–15). On Orestes’ libations: see “Discussions.” prÚw tãfon:
in A. Cho., Agamemnon’s grave is central to the action. It is where Orestes
and Electra meet, and it assumes symbolic powers in their prayer for justice.
Here it is sidelined and thus further removes Agamemnon from the act of
vengeance. The grave is outside the city walls; the Old Man passes it on
his way from the hills to Electra’s cottage (509–19). It is also mentioned
at 288–9, 323–31, but becomes relevant to the plot only in the dialogue
between the Old Man and Electra that prepares for the recognition scene. 

91 éphrjãmhn: épãrxesyai to make a beginning, esp. in sacrifice; also
used for giving the first-fruits. With the gen., kÒmhw, it means to start a
sacrifice by offering a lock of one’s hair. This lock of hair will play a part
in the recognition scene later on (515–23). In many stories about heroes,
initial offerings of hair were made at funerals or tombs: for Agamemnon,
here and at A. Cho. 6–7; S. El. 448–51, 900–4. Cf. E. Phoen. 1524–5; Or.
96, 113, 128–9. On Orestes’ hair-offering, see Blumenthal 135; in general,
see Burkert 1985, 70. 

92 “Over the altar I have shed the blood of a slain sheep.” The double ref-
erence to slaughter (§p°sfaja, fÒnou) creates some awkwardness. It was
not unusual, however, to use aÂma as an internal acc. object with this verb,
see 281; cf. Sthen. frg. 661.17 Kannicht TrGF vol. 5.2: aÂmÉ §pisfãjaw
n°on; Arist. Col. 796a15: a·matow ért¤vw §pesfagm°nou. The idea of the
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internal object is already implied in the verb, which literally means slaughter
over/upon (Smyth 1554).

purò: instead of bvmÒw. The altar is called purã either because burnt
offerings were frequently made on it, or because it was erected on the spot
where the dead person was cremated. mhle¤ou: this attributive adjective is
equivalent to a possessive gen. noun toË mÆlou, cf. 456–7, 741–2; K-G 1.
261–3. Animals offered to the Olympian gods were white, those offered to
the dead black. The throats of the animals offered to the dead were cut
from underneath, so that the blood drained through a trench down to the
earth, after which their corpses were burned on the altar. From Homer
onward, the assumption was that the dead feasted on the blood and gained
strength from it (cf. Od. 11.35–50, 95–9, 152–4, 228–34).

94 teix°vn: the ending of open or uncontracted forms can count either
as two syllables, as here and in 101, or as one by synizesis (383n), as in
615. oÈ ba¤nv pÒda: “I do not set foot/take a step.” Euripides seems fond
of this idiom: he uses it again in 1173. In both cases one can see pÒda as
either redundant, since the idea of walking is already clear in the verb (see
Jebb 1900 on OC 113), or as an internal acc., because the kindred idea of
the object is already implied in the verb (Smyth 1554). Dale (1961 on Alc.
1153) takes the phrase as an extension of ba¤nv bãsin “take a step / walk.”
Cf. HF 802: §kbåw pÒda “having dismounted / taken a step down.” See
Parker 2007 on Alc. 869, 1153.

94–101 Orestes has no qualms about the precautions he takes to avoid
being recognized, unabashedly admitting that he will not set foot in the
city (where the royal court is, along with the royal guard) and that he is
sticking close to the border so that he can easily escape if he is identified.
His addition of a second motive for choosing to stay in the countryside—
that this is where he has heard his sister lives—does not dispel the impres-
sion that he is a timorous youth. His furtive entry enables him to test
whether he is recognizable before proceeding further, while his sentence
structure, with the purpose clause preceding the protasis of the conditional
(which lacks an apodosis), might lead the audience to infer that he is anxious
about the upcoming deed. Both Aeschylus’ and Sophocles’ Orestes enter
the city without trepidation. See “Discussions.”

95–7 duo›n dÉ ëmillan juntiye‹w: “reconciling the struggle with / my
eager desire for these two things.” The choice of the word ëmilla, which
literally means struggle, indicates that Orestes does not regard his two reasons
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for keeping close to the border—to be able to escape if he is recognized and
to find his sister, who is said to live there—as complementary. This may be
because if he has to escape he will not be able to look for Electra, and/or
because of the danger that his identity will be revealed as he looks for her
(someone he asks might guess who he is or tell someone who can guess),
which will make escape necessary and jeopardize his revenge. In addition,
he will have to disclose his identity to Electra in order to make her an
accomplice in his revenge, as he hopes to do (100–1), which may also jeop-
ardize his ability to carry it out. The renditions of this statement by Vermeule
(“double purpose”) and Cropp (“joint purpose”) blur the inconsistency of
Orestes’ two aims, as well as the inner struggle that is suggested by his choice
of the word ëmilla here. ·nÉ §kbãlv pod¤: if we retain pod¤, §kbãlv must
be intransitive: depart, which is a rare use of this verb; see LSJ. pÒda is an
emendation of the ms reading pod¤, which would mean lit. “so that I thrust
my foot out.” e‡ m° tiw gno¤h skop«n: skop«n can be understood as either a
pres. participle (Cropp) “should someone spot and recognize me,” or a gen.
pl. (Denniston), “should one of the lookouts/guards recognize me.” In either
case, Orestes seems overly concerned with a highly unlikely event, since he
was exiled as a boy of about ten years old (cf. 573–4n), before his stature or
features would have borne much resemblance to those he bears as a young
man. The only possibilities of recognition would be the scar on his eyebrow
that he acquired while still in his father’s house (573–4) or a general resem-
blance to his father. Yet, though the Old Man and an elderly servant in
Aegisthus’ entourage (852–3) recognize him, neither Electra nor Aegisthus
does. Cf. 88n. Denniston’s interpretation makes Orestes suppose that there
are guards or patrols along the borders (cf. 546 which, however, seems to
be corrupt and is daggered by Diggle). 

98–100 Orestes wants Electra to collaborate with him in murdering their
mother (cf. 274–82), and he hopes she can give him information about the
rulers. He makes no mention of how she will recognize him or he her. 

98–9 fas‹ . . . m°nein: “they say she dwells yoked in wedlock and is no
longer a virgin.” A certain redundancy is characteristic of tragic language,
but the statement that Electra is no longer a virgin is also functional. It
shows the difference between what Orestes believes and what the outer
audience, who have heard the Farmer say that he has not taken her virginity
(32–46), know; and it prepares for his surprise when he learns the truth
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(255–6). It also highlights how anomalous Electra’s situation is, both in
her forced marriage to a working man and in the matricide in which she
will soon participate. On the subject of virginity, see 44n.

100–1 …w . . . mãyv: “so that I may meet her, and having taken her as an
accomplice in murder, at least learn clearly what is happening in the city.”
Kells (1966, 51) is correct in pointing out that one would have expected
Orestes to use the word pÒnou toil, rather than fÒnou, murder, which “is
too specific, too strong for the occasion,” while pÒnow is general enough
to include both the murder and Electra’s informing him of what is going
on inside the city walls. Orestes may however be using fÒnow in a general
way to refer to everything that has to be done to commit the murder. His
mention of the murder for the second time in this not very long speech
may indicate his preoccupation, and his use of the particle ge may suggest
that he is not all that certain that Electra will join him in his revenge. It
gives his speech a hesitant quality (GP 140–4). 

The passage of knowledge is a minor but constant theme in the play.
Paradoxically, Orestes has come to the border in order to learn what is going
on inside the walls. Electra knows little more than what the Farmer has
already told us and a few additional, perhaps half-forgotten details from the
past. It takes outsiders to tell us what is current.

102–6 As day begins to break, Orestes proposes leaving the main road,
which he and Pylades must have taken from Agamemnon’s tomb, to watch
for a farmer or serving woman to query about Electra. His assumption
seems to be that he will find such people on their way to work in the fields.
Leaving the highway may also have had the advantage of making it less
likely that he would meet someone who knew the royal family and would
report the arrival of a stranger. 

102 The ms has ßvw (often printed as ÜEvw, Dawn personified), “Dawn
is lifting up her white face,” taking éna¤retai as mid. A suggested emen-
dation reads: ßv går leukÚn ˆmmÉ: ßv is gen. of ßvw. The term “white
face” seems to refer to the first gray-white light of dawn before the rays of
the sun emerge. Contrast with Homer’s “rosy-fingered dawn.”

103 ¶jv tr¤bou . . . éllaj≈meya: “Let us move out of the high road.”
Cf. éllãssein pÒda, to walk, to go.
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105 ¥ntinÉ: the compound relative pronoun ˜stiw whoever can denote a
person or thing in general, but also mark the class, character, quality or capac-
ity of a person: “some serving woman of whom we shall inquire whether. . . .”
(Smyth 2496). The use of the fem., instead of the more inclusive generic
masc. (˜ntinÉ to agree in gender with érotÆr), prepares for the encounter
with Electra.

107–9 prÒspolÒn . . . f°rousan: the emphasis on the fact that Electra is
seen as a servant carrying water is achieved by the unusually long hyperba-
ton (cf. 16–17n. See also Kells 1961, 1962, 1973, 13–14) enhanced by the
integral enjambment of f°rousan (cf. 13n). Unlike Aeschylus’ Electra,
who brings a lustral offering onstage in Cho., Euripides’ Electra brings a
water jug (Luschnig 1995, 89–91, Easterling 1997, 168–9). This changes
the character from one shown performing a religious act out of respect for
the dead to one shown doing menial labor. Electra reenters from the right,
where she and the Farmer had exited after line 81.

109 •z≈mesya: let’s sit down (a stage direction). Orestes urges Pylades to
take cover close to the house (on “hiding-scenes” see Taplin 334–6), but it is
not clear whether behind bushes, behind an altar, or close to the stage building
(see also 216–17n). Their crouching makes them look rather undignified, all
the more so because it is provoked by the appearance of Electra, whom
Orestes does not recognize and wants to question about his sister’s where-
abouts (104–5). The situation borders on the comic. In Aristoph. Thesm. 36,
Euripides, as a character in the comedy, urges Mnesilochus: éllÉ §kpodΔn
ptÆjvmen “but let us crouch down” to hide from Agathon’s slave. The first
known example of the dramatic convention in which a character hides in
order to observe unnoticed the activity of another character occurs in A. Cho.
20–1, where Orestes urges Pylades: stay≈men §kpod≈n “let us stand apart,”
so that he can learn the identity of the approaching band of suppliant women,
among whom, unbeknownst to him, is Electra; cf. S. OC 111–16. 

109–10 kékpuy≈meya doÊlhw gunaikÒw: could this be a metatheatrical
moment? Other plays may not be part of the characters’ universe, but they
are part of the audience’s and of course the playwright’s. In Aeschylus’
version Orestes had expected that his sister would be among the women
entering from the palace. By implying that he expects to learn something
from this woman, he sets up the next scene, but does not do the expected
thing, which is to reveal his identity to her once he knows who she is.
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109–11 kékpuy≈meya . . . xyÒna: apparently Orestes wants to learn §fÉ
oÂsi, “about the business he came for,” but does not consider how he will
do this without disclosing his own identity. Even though Electra soon
reveals who she is in a song, Orestes at first sight would have had no reason
for expecting her to do this. On the other hand he may hear her song as he
sees her approaching in the new light.

112–66 Electra’s monody
Electra’s monody comes as the last scene in the prologue and is the

play’s first song. In its combination of grief, rage, and defiance, it picks up
the emotions Electra briefly expressed in her apostrophe to Night (54–63),
but raises them to a fevered pitch through its lyric meters. Electra’s impas-
sioned voice contrasts with both the moderate reasonableness of the Farmer
and the cautious deliberateness of Orestes. The monody is almost entirely
a personal lament for her murdered father. In lines 125 and 141, she refers
to it as a gÒow. Literally, gÒow means wailing or screaming and refers to the
principal act accompanying the prothesis (lying-in-state), the part of the
funeral ritual right after the death when the corpse was put on a bier in 
the house or courtyard. It also refers to personal lament in general. While
the emotionalism of her tone is appropriate to both meanings of the word,
it heightens the impression she conveys of being absorbed in her misery
and preoccupied with her father’s murder and its consequences for Orestes
and herself.

This aeolic monody consists of two strophic pairs. Electra sings and
dances the first pair carrying on her head the water jug she had filled at the
spring (see “Discussions” and 107–9n). Each strophe and antistrophe is sepa-
rated by a mesode consisting of a self-exhortation to proceed with the lamen-
tation. The mesodes were probably sung without accompanying movement. 

Euripides was famous for his monodies, which were parodied by
Aristoph. (Frogs 1330–63) (this monody does not have any of the parodied
features). Not all of his extant tragedies have a monody, but some have two
or more (Ion, Hec., TW, and Phoen.). Typically the singer of a monody tries
to elicit the audience’s pity and compassion for herself or himself, as does
Electra. (See Barlow, 43–5, 54–5; W. Barner in Jens, 277–320; and H. Popp
in Jens, 268–70.)

Electra’s monody directly precedes the parodos, the first choral ode.
Placing an emotionally charged song before the choral ode seems to be
largely a Euripidean practice, found also in his Hecuba, Trojan Women,
and Ion. From the limited evidence of the extant tragedies, it appears that
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Aeschylus does not do this at all, and Sophocles uses this arrangement
only in his Electra. Of the Euripidean monodies that precede the entrance
of the chorus, only this one is strophic and entirely in lyric meters. 

Her solo song blends with the parodos, encroaching, it is sometimes
said, on the part of the Chorus. Every morning Electra sings these lamenta-
tions. After herself, she mourns her father and then her brother, the wanderer
(or the slave, depending on the reading of 131). She removes the pot from
her head so she can keen for her father: such mourning requires gestures as
well as words and cries. Though she begins with her own sufferings, sadness
for her father is prominent in the second part of the song. Paley calls her
monody “an artless and natural expression of her feelings” (321). 

On long -a- for -h- in tragic lyrics, see appendix on grammatical and
rhetorical constructions.

Meter 112–66 
Aeolic meter does not run on any regular metron-scheme, as iambic

trimeter, to take only one example, does. But in every aeolic line there is
an essential nucleus, consisting of a choriamb – ∞∞ –, which is sometimes
expanded by a succession of choriambs or a dactylic series. The nucleus
can also be preceded by short and/or long syllables and/or followed by
long and short syllables.

Both stanzas open with heavy spondaic anapests that accord with
Electra’s labored and arduous walk with the jar of water on her head. The
second mesode is much longer than the first, with a complex image that
extends through the first two verses of the second antistrophe. The large
number of short syllables in the two mesodes conveys Electra’s intense
emotional excitement, while the very limited variation in their meters lends
an urgent, compulsive quality to her lamentation. The two introductory lines
of the second strophe and antistrophe are dactylic, the meter of epic. This
sharp departure from the meter of the mesodes produces a slowdown in
Electra’s speech (which may have given the impression of some abatement
in her excitement) before it resumes the aeolic pattern.

There is close correspondence in content between the first strophe and
antistrophe. In 112–14~127–9 Electra encourages herself to keep walking
even while lamenting; in 115–19~130–4 she gives details of her own and
then of Orestes’ past. In 120–1~135–6 she mentions her toils; and in
122–4~137–9 she mentions her father Agamemnon. For an analysis of the
meter (with some emendations of the ms), see Denniston, 213–16; Dale
1969, 3; 1981, 91–2, 95. See appendix for detailed metrical analysis.
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112–13 ~ 127–8 sÊnteinÉ: sÊntonow (nominal form of sunte¤nv) is
used for vigorous movement and of a forced march. “Quicken (it is time),
your urgent step. March on, march on in lamentation.” It is generally
accepted that these and the other imperatives in the monody (125–6, 140,
150), with the possible exception of the y°w in 140, are self-exhortations,
since Orestes sees only a single servant woman come on stage (104). None
of the other imperatives in this play, which abounds in commands (73
imperatives, 6 first-person exhortatives 103, 109, 219, 787, 872, and two
second-person prohibitions 220, 983), is directed in this way toward the
speaker. Euripides also uses the device of self-exhortation in Hecuba’s
monody in TW. Here, Electra’s self-exhortations can be seen as a transfer-
ence from the structure of the formal lament, in which professional mourners
(“leaders of the dirge,” yrÆnvn ¶jarxoi, H. Il. 23.721) led, and the female
relatives responded. Electra can be seen acting out both roles—as an exarchos
who leads herself in her own lament. See further 140n. In addition, her
self-exhortations may be seen as an angry and defiant flaunting of her
demeaned status. ¶mba, ¶mba: anadiplosis, emotional or rhetorical repe-
tition of one or more words (Smyth 3009). For Euripides’ use of anadiplosis,
see Breitenbach, 214–21. For other occurrences see 137, 169, 485, 585, 594,
726, 1149, 1185, 1201.

115–16 §genÒman . . . ¶tikte: “I am the daughter of Agamemnon by
descent, and Clytemnestra bore me (and is my mother).” Instead of the impf.,
one would expect the aor. ¶teken (L) here, which would indicate the bare fact
of giving birth. Barrett 1966, 419–21n, suggests that the impf. might also
point to the outcome of giving birth. We should understand then that Electra
points not only to the fact that Clytemnestra gave birth to her, but also to
their relationship as mother and daughter. Cf. 1184, 1212. koÊra, found in
the ms (L) after ÉAgam°mnonow, is probably a gloss, added to make Electra’s
status as Agamemnon’s daughter more explicit. Cf. the insertion of pat°rvn
or tok°vn after Œ gen°yla genna¤vn in S. El.129.

118–19 kiklÆskousi d° mÉ éyl¤an / ÉHl°ktran poli∞tai: “the people/our
townsfolk/ the citizens call me wretched Electra.” Electra acts as if the audi-
ence have not yet heard of her and need a formal introduction. She uses
éyl¤a as a fixed epithet of herself (cf. 366) as tlÆmvn (850) is for Orestes
in E. Orestes. Her tendency to accentuate her misery is also suggested in her
insistence on burdening herself unnecessarily with chores (64–76) and in
her refusal to participate in the festival to Hera under the excuse that she does
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not have the right clothing and grooming (175–89), an excuse that the Chorus
quickly dismisses (190–2). See also 311n. Barlow, 55; contra: Lloyd, 6–7.

The first stanza of her monody is a self-definition, her memoir as it
were, and perhaps in our age of memoir-writing she will seem less mor-
bidly self-absorbed than she did to readers and critics of the last century. In
these lines she breaks down the distinction between how she is and how
she is seen. Ironically, out in the country, far from the sight of the citizens,
her posturing would go unseen but for the eyes of the theater-goers. In each
of the first two stanzas she manages to center herself: here as the object of
the citizens’ apt appellative éyl¤an, though now out of their sight in the
country. In the next stanza she has been left in her father’s halls, but as the
word order shows, actually left outside: ofiktrån . . . édelfãn surround the
words for father’s chambers (132–4). 

122–4 Œ pãter . . . ÉAgãmemnon: the lengthy hyperbaton (see 16–17n)
emphasizes the name Agamemnon, mentioned here for the second time in
ten lines (cf. 115).

123 sfaga›w: this emendation is preferable to sfage¤w in the mss.,
which would entail an anomalous gen. of agent (élÒxou). The pl., “by the
slaughters done by your wife and Aegisthus,” emphasizes the enormity of
the murder. 

124 Afig¤syou tÉ, ÉAgãmemnon: in Aeschylus’ treatment, Clytemnestra
murdered Agamemnon by herself. Euripides and Sophocles have her share
responsibility with Aegisthus. Placing the two names in a single verse
highlights the contrast between the two men: the one Electra hates, and the
other she loves.

125 ¶geire gÒon: Electra bids herself start a goos. Technically, this refers
to the main part of the first segment of the funeral ritual, or prothesis
(lying-in-state). Traditionally, the goos was the province of the female
family members, who were free to choose their words as they pleased, and
generally focused on the common experiences the mourner shared with the
deceased, and on the bitterness of the loss. Up to the early sixth century,
women tore their hair and cheeks during the prothesis, when the goos was
performed, and men beat their heads. Proscription of lacerating the flesh
during this part of the funeral, in order to temper its emotional display, as
well as limiting participants to family members, is attributed to Solon. The
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corollary of the goos, the thre \nos, was a formal dirge, sung by professional
mourners. In the vocabulary of tragedy, however, and especially in Euripides,
the distinction between the two is not always maintained. Plutarch, Solon
21.4; Ps.-Dem. 43.62; Alexiou 5–6, 11–14, 102–3, 182–4, 225, n.6; Garland
2001, 29–30. gÒow is also an onomatopoetic word for wailing or the sounds
and signs of grief (see line 59). In A. Cho., Electra sings of pouring forth
polÊdakrun gÒon while hidden in her chambers (449). The word is promi-
nent in Cho.: 321, 330, 449, 502; at Cho. 330 the gÒow is called “just” and
is said to search—search for the dead? Electra’s gÒow here is less effective,
but it does bring Orestes out of hiding and identify Electra to him. Her
prayer that he come (135) is to be answered—in fact is already answered—
but first the Chorus comes on to try to distract her from her interminable
grief and then Orestes appears, but reveals himself as a stranger and as only
a friend of her brother. He tries to be an anonymous functional character (a
herald, a guest) which is what he always has to be in his encounters with
Aegisthus. Here he extends this role even to his sister. 

126 polÊdakrun èdonãn: the pleasure of tears is common in Homer
and tragedy. See for example, H. Il. 23.97–8; Od. 19. 213, 251. 

130–3 t¤na pÒlin . . . élateÊeiw: “You live a vagrant life in what city, in
what household?” Orestes is defined by his wandering and exile (139,
203–5, 1113); this makes élateÊeiw a convincing emendation of L’s
latreÊeiw, you are a slave. An exile is an alien in any community he lives
in (J. Roisman 1981, passim). On “wandering” as “exile” see Denniston,
202–4n. t¤na . . . t¤na dÉ: anaphora, repetition of a word or group of words
at the beginning of successive phrases, clauses, or verses. For d° in anaphora,
see GP 163–4. Electra is not opposing city and household, but moving from
general to specific as she considers where Orestes might be. Given the fact
that the Farmer knows (and therefore she doubtless does, too) that Orestes
was taken to Strophius in Phocis (18), her question might be read either as
rhetorical, referring more to the nature of exile than to Orestes’ particular
plight, or as suggesting that she suspects Orestes has left Strophius’ house-
hold and is wandering elsewhere. ofiktrån . . . lipΔn . . . édelfãn: Orestes
had not literally “left” Electra, but was whisked away by his father’s old
paedagogus to save his life. The long hyperbaton (see 16–17n), in addition to
the superlative élg¤staisin, emphasizes Electra’s misery.

137 Œ ZeË ZeË: before the matricide, Zeus is called on only here and at 671
(which is part of a pale and highly abridged version of the long, frightening
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kommos in Cho.). The gods are not much on anyone’s lips in this play. The
presence of Orestes, crouching behind whatever scenic element is in the
orchestra (109), must add to the audience’s enjoyment of this prayer. His fail-
ure to identify himself must become more and more irksome or dismaying.

137–8 aflmãtvn §xy¤stvn or afisx¤stvn: the emendation afisx¤stvn for
L’s reading §xy¤stvn also makes sense in the context of calling for an
avenger (to counter the shame of the murder). The pl. emphasizes the horror
of the murder (cf. 123, 1172). The reference is not merely to Agamemnon’s
black-clotted blood as in 318–20, but to bloodshed. Agamemnon’s murder
is brought up repeatedly: by the Farmer (9, 42) Orestes (86), and espe-
cially Electra, who refers to it using a variety of words and phrases: 123,
154, 158, 160, 162, 164–5, 200, 301.

139 élãtan: the noun is sometimes used adjectivally, as here “wander-
ing/wanderer’s step.” Cf. 167n. K-G 1.271–3. 

140 Electra may be imagined to have reached her starting place in front of
the hovel (ske \ne \) and the centering of herself is complete. In this stanza she
stands alone before the audience and describes in detail what she is doing.
y¢w: Electra needs both hands free to enact the gestures of lamentation,
clawing at her neck and beating her head, that she mentions in 146–50.
Scholars disagree, however, about whether she actually addresses this imper-
ative to a slave who has come out of the house (e.g., Schadewaldt, 215n3;
Denniston, 112–13n; Cropp, 140n) or to herself (e.g., the scholiast quoted
below; more recently: Luschnig 1995, 115n76; Rehm 2002, 369n91). Den-
niston focuses on the possessive §m∞w, claiming that Electra’s statement “Put
down this pot from my head” would sound awkward if it were addressed to
herself. It is true that talking to a slave sounds more natural, and there is
nothing to preclude a slave coming out of the house to help. It might be the
same attendant who comes to take the basket of food from the Old Man
(500), if there is such an attendant. See also 112–13n. If she is talking to her-
self, then only she and Hecuba in Trojan Women perform their pre-choral
monody in complete solitude. But people in distress talking to themselves
often confuse their pronouns. For the pronouns a tragic actor uses in talking
to herself, see Medea’s last speech before killing her children (1240–50),
where she addresses various body parts for heroic and dramatic effect. In
Med. 1056–8 there is a similar confusion of pronouns that parallels the pro-
tagonist’s state of mind. Electra’s more quotidian situation does not call for
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a direct address to her hand: “Take, oh hand of mine, this jug from my head”
would sound overblown. We need also to consider the action itself as it
would be done by an actor. Electra is holding the hydria on her head. Why
would she need someone else to take it off her head? If a servant is accom-
panying her to the stream, would she not also be carrying a water jug? It
would be carrying her self-pity and obsession with showing off Aegisthus’
outrage to an almost comic extreme if Electra was portrayed having a slave
go with her only for the purpose of lifting the jug onto her mistress’ head
and off again once they reached home. The scholion ad 140 reads prÚw
•autØn toËto fhs‹ ≤ ±l°ktra éfeloËsa/éfel«w, “Electra says this to
herself after taking it off/artlessly” (Keene 432).

141 gÒouw nux¤ouw: another reminder (54, 78) that the play began in the
dark and that Electra gets up before daybreak. Electra does not miss men-
tioning anything that may augment the impression of her misery: Denniston
(141–2n) suggests that the early dawn is the only time that Electra can wail
aloud. Electra’s references to night link her laments to her brother’s noc-
turnal sacrifice on their father’s tomb. But see 145n. 

142 §poryroboãsv: although this verb is found nowhere else in surviving
ancient Greek texts, it is a compound of standard form, to raise a high cry.
The emendation §poryreÊsv (Dindorf) sing in the twilight, although seman-
tically plausible, is from a verb that we do not find in texts preceding the first
century c.e.

143–4 fiaxãn éoidån m°low / ÉA¤da: in this sequence of asyndetic nouns,
Electra offers a shriek and a song and a chant of Hades to her father. With-
out any grammatical subject, verb, or connectives, the statement is highly
compressed. When the terms have a similar sense, as they do here, the
asyndeton (omission of conjunctions) tends to convey both pathos and
vehemence (cf. E. Hec. 811; Med. 255, S. Ph. 1018; Mastronarde 2002,
92). These lines, however, do not correspond metrically to their parallel in
160–1. Since the syntax of 160 seems reliable, we should probably suspect
that 143–4 are corrupt.

145 ée‹ tÚ katÉ ∑mar: “continually day by day” creates the impression that
Electra mourns not only at night, as she intimates in 141, but round the clock,
as Sophocles’ Electra does. 
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146 le¤bomai: Wecklein’s emendation of ms di°pomai: [in which] I 
am engaged.

146–9 “Cutting with my nail(s) this neck of mine and beating my shorn
head because of your death. Oh! Oh! Tear my head!” Electra acts out the rit-
ualistic mourning at the prothesis (112–66n). These common signs of grief
are known as early as the Iliad (19.284–5). Cf. A. Cho. 22–5; see detail of
prothesis on the Dipylon Amphora (ca.750 b.c.e.) and on the Hirschfeld
Krater (ca. 740 b.c.e.), Athens, National Archaeological Museum 804, 990
(Cook 6a, 6b). Reenacting this ritual years after a person’s death, as Electra
does, was not the norm, however, but rather a sign of obsession. 

151 kÊknow: the swan was fabled in Greek lore for its song. See Aristotle
HA 9.615b2, “They [swans] are musical, and sing chiefly at the approach
of death; at this time they fly out to sea, and men, when sailing past the
coast of Libya, have fallen in with many of them out at sea singing in
mournful strains, and have actually seen some of them dying” (trans. by
D’Arcy Thompson, The Internet Classics Archive: http://classics.mit.edu/).
Electra’s comparison of herself to a swan on a river is enhanced by the
fact that she has just come from a stream where she fetched water. The
swan’s singing, whether in mourning or otherwise, was also often cited as
particularly beautiful, cf. Alcman, 100–1, E. Ion 170. éx°taw (= Attic ±x°thw)
is used of the sound the cicada makes—a shrill droning—and in fact the
male cicada is called ı éx°taw, the chirper [LSJ s.v.]. Perhaps it seems
mournful because of the incessant droning. In films the song of the cicada is
used, among other effects, to represent pathos. “Like a droning (or mourn-
ful) swan”: birds, and especially swans, were admired for their filial piety.
The swan was thought to sing in mourning and even in sorrow for its own
impending death. On the mourning of the swans, see A. Ag. 1444–5, Plato,
Phaedo 84e–85a; on a chirpier note (tiotiotiotiotiotiotinx), Aristoph., Birds
769–75. Agamemnon was snared by his wife, caught in deadly netlike cloths
in A. Ag. (see also Prag for vase painting, esp. Pl. 3). Electra is suggesting
that he was netted like a bird. There is no evidence that the Greeks snared
swans as they did thrushes and doves (H. Od. 22. 468). On the myth of the
singing of the swans, which in nature breed in Iceland and other northern
haunts and only sing during breeding season, see Pollard: “Possibly the
birds whooped in flight harmoniously, or more probably the Ancients were
impressed by the whistling sound made by their wings” (144–5). See Hymn
to Apollo 21.1: Fo›be, s¢ m¢n ka‹ kÊknow ÍpÚ pterÊgvn l¤gÉ ée¤de. . . .
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Phoebus, of you the swan sings clear from beneath/to the accompaniment of
its wings. . . . êylion: Electra creates a parallel between her own suffering
and her father’s by using the same adjective in the same position in the
metrical pattern to describe herself (118) and Agamemnon.

157 Finally, in the last stanza of the monody, Electra turns away from her
own troubles—except for an obligatory fi≈ moi or two—to concentate on her
father’s death. loutrå panÊstayÉ Ídranãmenon: Agamemnon’s last bath:
was the murder scene the bath or banquet? Washing the body was one of the
funeral duties of women (Alexiou, 3; Garland 2001, 24), but Clytemnestra
bathed her victim before killing him in the bath in A. Ag. 1107–35. In H.
Od. 4. 534–5, 11. 410–11, and S. El. 203–7, 270, Agamemnon is killed at a
banquet. Euripides follows Aeschylus (Ag. 1148–9). Sophocles chooses the
more masculine and public setting. 

159–61 The supplement < fi≈ > makes 159 correspond with 142. Line 161
does not match 143 metrically, as would be expected of the antistrophe.
Diggle daggers §k Tro¤aw ıd¤ou boulçw, the meaning of which is unclear:
“the (bitter) planning of your return from Troy.” The question is to whose
“planning” Electra refers. As Denniston (161–2n) points out, it is not likely to
have been Agamemnon’s, but must have been Clytemnestra’s and Aegisthus’
plan to murder the returning king.

160–1 pikrçw m¢n pel°kevw tomçw sçw, pãter, pikrçw and 164 j¤fesi
dÉ émfitÒmoiw: “bitter, bitter ax blow”: was the weapon an ax or a sword?
The ax is associated with Clytemnestra (at Cho. 889 she calls for one when
she realizes Orestes has returned). In Homer, Agamemnon dies by the sword
of Aegisthus (Od. 11. 424). What weapon Clytemnestra used is not so clear
in Ag., but from Cho. 1011, one can conclude that she used Aegisthus’
sword. In art Aegisthus is usually depicted wielding a sword; Clytemnestra
sometimes is shown with a sword and sometimes with an ax. In Sophocles
the instrument used by both Clytemnestra and Aegisthus is an ax (97–9,
193–6, 483), making the death more inhuman and unmanly. In Euripides,
Clytemnestra uses an ax (160, 279, 1160; Hec. 1279; TW 361), but Aegisthus
wields a sword (164). It is possible that we are to believe that Clytemnestra
killed him with an ax and Aegisthus mutilated him with the sword: on the
mutilation, see Cho. (439), S. El. (444–6), E. El. (165 l≈ban, outrage).
The ax may also have been the weapon she used against Agamemnon in
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Stesichorus’ Oresteia (cf. PMG 219). pikrçw . . . tomçw: gen. of exclama-
tion, often following an interjection, as here, gives the cause or origin of
the expressed emotion. See Dale 1960, E. Alc. 832n, cf. S. El. 920: feË t∞w
éno¤aw “Alas for thy folly!” (Jebb); Smyth 1407; K-G 2.388–9. pel°kevw:
synizesis (-evw counts as one syllable, see 383n).

163–4 oÈ m¤traisi . . . §p‹ stefãnoiw: headbands and garlands were
presented to and worn by victorious athletes and generals, cf. 880–2.

164 Since Euripides has just given an ax to Clytemnestra (160), the two-
edged sword seems to belong to Aegisthus. The audience was aware of the
mutilation of Agamemnon’s corpse, as told in A. Cho. 439, to which the
noun l≈bh must refer. Here the act is attributed to Aegisthus. See 9–10n.
on this play’s version of the story.

166 dÒlion ¶sxen éko¤tan: cf. 40n where ¶sxen got in marriage is used
for the male. Electra elsewhere emphasizes Aegisthus’ inferiority as a hus-
band, especially when compared to her father: 916–17, 925–35, 1081–2; cf.
A. Cho. 905. Cassandra, at Ag.1258–9, calls Aegisthus a wolf who shares
the bed of a lioness. By linking Clytemnestra’s marriage to Agamemnon’s
murder, Electra also seems to be accusing her mother of murdering her
father in order to marry Aegisthus.

167–212 The parodos (entrance song of the chorus) is shared with Electra.
The Chorus enters the orchestra along one or both of the side entrances or
parodoi and is made up of young country women, neighbors of Electra, who
come already formed into a group with a purpose (unlike some choruses,
such as that of Med., who arrive separately, as if from different parts of the
city, and form a group onstage). Most of the choral parts in tragedies are
divided into strophes and matched antistrophes, in which the chorus dances
equal measures; sometimes there is an extra part at the end (epode) or
between matched pairs (mesode). This parodos is rather short, (having only
one strophe-antistrophe set, both parts shared with Electra) perhaps because
Electra has already sung a long solo. The Chorus’ exchange with Electra
seems to convey both sympathy for her plight and reservations about the
extremity of her misery. Their invitation to her to participate in the festival
of Hera and their offer to lend her their own clothing and jewelry, when she
turns down the invitation on the grounds that she lacks the proper attire,
extend the portrait of Electra’s unalleviated misery, while their reminder that
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the gods require worship, not tears alone, suggests a gentle reproach. While
there is no question that the women of the Chorus are rural, it is not clear
whether they are virgins or married women. Electra calls them guna›kew
(215, 694); which can mean both wives and women, referring solely to gen-
der without indicating marital status (cf. S. Tr. 225, 385, 663, 673, where
maidens are termed guna›kew). The Messenger addresses both Electra and
the Chorus as young women (pary°noi, 761). On the other hand, Cropp
(167–212n) suggests that their offer to lend Electra clothes and jewelry for
the festive occasion better suits married women, and that they will join the
procession of maidens (174) only as spectators. The Chorus’ address to
Electra as child (Œ pa›, 197) may also suggest that they are older married
women, although in A. Sept. 686, the chorus of virgins (110, 171) addresses
the ruler, Eteocles, as t°knon, child (Hutchinson, 686n). The vagueness as
to the Chorus’ marital status and, by extension, their age may focus atten-
tion more independently on their message and interaction with Electra. 

Meter 167–212
This is a lyric exchange between the Chorus and Electra in a strophic

pair:167–89 ~190–212. In both strophe and antistrophe, the Chorus
addresses Electra and she sings her response. In the strophe, the Chorus
invites Electra to participate in the festival of the Argive goddess Hera
(167–74). Electra declines the invitation, giving as her reasons her grief,
poor attire, and lack of interest in entertainment and finery (175–89). In
the antistrophe, the Chorus stresses the futility of tears and the need for
reverence and prayer (190–7). Electra parries summarily with the two-line
statement that the gods do not care about her and her family, before
returning to her contemplation of her murdered father, her exiled brother,
and her own sorry state (198–212). Metrically, the parodos starts with a
brief dactyl-based sequence, then continues with an aeolic pattern in a mix
of choriambs, glyconics, and pherecrateans. Its aeolics recall the meter of
the preceding monody. On occasion, the antistrophe departs from the syl-
labic pattern established in the strophe. Plutarch says (Lys. 15.3) that in
404 b.c.e. the Spartan and allied generals were dissuaded from razing
Athens to the ground and enslaving the Athenians upon hearing this paro-
dos sung at a banquet. Once they heard the song, “they were all moved
and thought it was a merciless thing to destroy and ruin so famous a city
that produced such poets.” 

Strophe (167–189) 1. The Chorus brings news of and an invitation to
festivities in honor of Hera. The Heraia was a major festival in Argos. The
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procession they mention is for unmarried girls (174). 2. Electra has no
desire to attend the festival. Her life is mourning. Her hair is dirty and she
has nothing to wear. Her ambiguous status, neither girl nor wife, alienates
her from both matrons and maids.

Antistrophe (190–212) The Chorus tries to persuade Electra by
appealing to the gods’ expectations of honor, but Electra feels she has been
abandoned by the gods. Despite the fact that Electra is often criticized for
putting herself first, her thoughts (at 205) are about her brother, whom she
imagines living like herself in diminished circumstances. The comparison
with her mother’s luxury and adultery, excess in contrast to her own and
her brother’s loneliness and deprivation, is natural.

167 ÉAgam°mnonow Œ kÒra . . . ÉHl°ktra: the Chorus’ address to Electra
first as Agamemnon’s daughter and then by name, echoes the sequence
with which Electra had identified herself in her monody (115–20) before
the Chorus entered the orchestra. égrÒteiran aÈlãn “rustic abode”:
égrÒteiran is a fem. noun (from égrotÆr, countryman) used adjectivally,
as is required by the meter, which the adjective égrÒterow (cf. 463) would
not fit. For substantives ending in -thr and the formation of their fem., see
K. I. ii. 270–1. For similar adjectival use of nouns, see y∞ssan •st¤an
“hearth of hired laborers” (205, cf. E. Alc. 2), xern∞si dÒmoiw “day laborer’s
cottage” (207).

169 The epistemological question, how we know things, is a theme in
Electra. In the parodos, the Chorus explains how the story was passed, not
so much—or at least not only—to account for how they got the informa-
tion and thus verify its accuracy, as to show how in general the knowledge
of remote things is passed from ear to ear. How do we know and how 
can we trust that what we know is true? ¶mol° tiw ¶molen: This kind of
doubling or repetition (anadiplosis: see 112–13n) involves the repetition
of one or several words for the purpose of emotional intensification. It 
is found more commonly in Euripides’ later plays than in his earlier ones,
and is ridiculed by Aristoph., Frogs 1329–63 (Dover, 1329–63n); see
Mastronarde 2002, 111n. galaktopÒtaw énÆr: a milk-drinking man.
Herodotus says of the Massagetae around the Caspian Sea (1.216): galak-
topÒtai dÉ efis¤ (“and they are milk-drinkers”) and of the nomadic Libyans
(4.186) efis‹ kreofãgoi te ka‹ galaktopÒtai L¤buew (“they are meat-eaters
and milk-drinkers”). Like the Cyclopes in the Odyssey, the mountain man
(170, Ùreibãtaw) lives off his flocks and drinks no wine. In Bacch. grain and
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grape (gifts of Demeter and Dionysus) are the symbols of civilization and life
itself (272–85). This rugged individual bears little resemblance to the old
slave of Agamemnon who, though exiled to the hills to tend sheep, when he
comes onstage, brings not only meat and cheese but special wine and garlands
for the feast (494–500). We are told that the informant is a galaktopÒtaw
énÆr because milk-drinkers are less sophisticated and, therefore, perhaps
more trustworthy.

170 Mukhna›ow Ùreibãtaw: a mountain walker. Orestes’ name means
mountain man. Dindorf’s emendation of P’s oÈreibãtaw and L’s Ùreibãtaw
brings the line into metrical accord with 193.

171–2 trita¤an: the day after tomorrow, that is the third day including
today. Adjectives in -a›ow indicate distance inclusively (K. I.i.624, Anm.
2), with the count starting from the current day, place, etc. 

171–4 He announced that in Argos they are proclaiming a sacrifice the
day after tomorrow; all the maidens will go in a procession to the temple
of Hera.

173–4 parÉ ÜHran m°llousin paryenika‹ ste¤xein: the festival of the
Heraia Hecatombaia has remained famous because of Herodotus’ story (1.31)
of the priestess and her sons, Cleobis and Biton. Hera was associated with
Argos, as Athena was with Athens (cf. E. IT 221–2, H. Il. 4.8, 50–2, 908,
Pind. N. 10.2). The reference here is to the ÑHra›a, a New Year’s festival,
known also as ÑEkatÒmbaia, the hundred-oxen festival celebrated at her
temple, the Heraion, situated on Mount Euboia, between Argos and Mycenae.
It included a sacrificial procession from Argos to the shrine, with Hera’s
priestess driven to the temple in an oxcart (Hdt. 1.31). The Argive maidens
presented Hera with a new robe, which they had woven for her; and ephebes
(late adolescents or young men in their military training) competed in athletic
contests. Since Hera was worshipped both as the maiden and as the wife, and
was also the goddess of childbirth, married women must also have played a
part in the festival. The celebrations probably included some ceremony of the
sacred marriage, flerÚw gãmow, of Zeus and Hera. See Farnell Vol. 1, 213–19;
Burkert 1983, 162–4; 1985, 131–5; Calame, 113–23; Avagianou, 43–5.

175–80 Participating in a festival entails fine clothes, jewelry, and dancing.
Electra has no interest in those or, by implication, in the festival.
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176–7 xrus°oiw ˜rmoiw: women and goddesses used golden necklaces
as instruments of erotic enticement (e.g., H. Il. 14.73–4). Electra, then,
might be not only refusing religious entertainment but confirming her
abstinence from sexual pleasure, too (Buxton, 36–7). 

178 tãlainÉ: Euripides uses the adjective tãlaw remarkably fewer times
than Sophocles in his Electra. Sophocles uses it twenty-one times in his
play, out of which in ten cases Electra calls herself tãlaina. There are only
seven occurrences of the adjective in this play (178, 220, 419, 588, 1109,
1183, 1162), out of which Electra refers to herself as tãlaina only twice.
The less frequent reference to herself as wretched indicates the different
dramatic strategy used in this play to point to Electra’s self-pity. flstçsa

xoroÁw: ·sthmi can indicate both organizing and participating in a choral
performance. The word choice suggests that Electra assumes that if she par-
ticipates in the festival, she will not only have to be an integral part of the
choral ensemble, but also take responsibility for setting up and leading it, as
would be expected of a princess. According to Calame, 26–30, 58–74, 89,
258–9, the ensemble would have consisted entirely of Electra’s age-mates. 

179 ÉArge¤aiw ëma nÊmfaiw: “with Argive brides.” Electra now refers to
the maidens she mentioned in 174 as brides. For the age of the female
choruses, see Calame, 26–30. The festival to Hera celebrates her marriage
to Zeus and adds to the theme of Electra’s ambiguous marital status.

180 eflliktÚn kroÊsv pÒdÉ §mÒn: Greek dance, associated with religious
festivals and celebrations, has a long history from prehistoric to modern
times. The vocabulary here suggests a lively circular dance of a type that is
still common in Greek folk dances. While lyric choruses generally danced
in a circle, tragic ones grouped themselves in a rectangle. Calame, 34–8.
Cf. IT 1145. For the foot stamping, cf. HF 1304, IA 1043.

181 moi m°lei: keeping Agamemnon alive through her tears is Electra’s
occupation. Electra’s emphasis on the tears she sheds night and day is not
lost on the Chorus. See 193–5.

184–5 Electra’s dirty hair and tattered clothing are not genuine impedi-
ments to her attending the festival, as both could be easily remedied. Her
filthy state (cf. 305) has been attributed to Euripides’ tendency to dress his
heroes in rags to elicit pity (cf. Aristoph. Acharn. 410–35, Frogs 1061–7).
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Electra’s raggedness may also be part of her characterization, showing her
clinging to her misery. The Old Man’s reference to his ragged clothes in 501,
however, does not seem to be aimed at evoking pity as much as his tears do. 

186 pr°pontÉ = pr°pontã §sti are seemly, befit, are worthy of.

188 tò Tro¤&: Troy has infected the life of everyone. As Faulkner said
“the past is not dead, it is not even past.” Electra must even be worthy of the
city that no longer exists, so as not to demean its grandeur and destruction.
Her claim that her dirty hair and torn clothing are unfit for the daughter of
the conqueror of Troy reflects the view, common in Greek and Roman liter-
ature, that a sacked city is even further demeaned if the person who con-
quered it or his family is disgraced; for parallels, see Denniston184–9n. 

190 “Great is the goddess” suggests the importance that the Chorus attrib-
utes to the worship of Hera, protector of wives and childbirth. 

191 On casual borrowing by women, see Aristoph. Eccl. 446–50. Had
Electra wanted to attend the festivities and alleviate her misery, she could
have taken up the Chorus’ offer to lend her appropriate clothing and jewelry.
It is of note that neither Electra nor the Chorus mentions her cropped hair:
signaling either that she was a slave or in mourning, it would have dis-
qualified her from joining in the festivities. The Chorus perhaps acknowl-
edges that Electra’s perpetual grieving goes beyond the customary length
of mourning. polÊphna fãrea: having many threads > close-woven (and
therefore of high quality) or perhaps of varied threads (and therefore richly
colored with embroidery).

192 xãrisin: the Chorus suggests that she borrow golden accessories
for the graceful finery. L’s reading xar¤sai “do me a favor [and accept]
golden accessories of finery” or “golden ornaments to grace its beauty” is
acceptable as well. Denniston (191–3n) points out that the copyists’ inser-
tion or omission of the -n (xãrisin) is unpredictable, and does not affect
the meaning or meter in any way. Since the meter of the strophe and anti-
strophe must be identical, the removal here of the movable -n requires its
removal at 169, ¶molen. 

193–7 The Chorus’ admonition resembles cautions Sophocles’ chorus
gives against excessive grief (S. El. 137–44), but adds that the gods are
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essential to Electra’s future victory over her foes. While the Farmer had
noted the importance of action over prayer (80–1), the Chorus notes the
necessity of prayer for action to be effective. 

198–200 Hyllus in S. Tr. 1264–74 also complains about the gods’ apathy
toward his suffering. In contrast to the Homeric epics, in which gods move
freely among human beings, in tragedy the gods are distant and ethically
removed. With few exceptions (such as Apollo in Alc.) they make them-
selves felt mainly by punishing transgressions and interfering in human lives. 

198 oÈde‹w ye«n §nopçw klÊei: Electra feels abandoned by the gods,
who play, at best, an ambiguous part in this play, as in many others. 

200–6 élãta: although Denniston indicates that élãta and éla¤nvn
202–4n, may indicate exile rather than movement from place to place, pot‹
y∞ssan •st¤an “to the hearth of laborers” probably refers to movement,
cf. 588–9. For the adjectival use of the noun, see 167n. toË: in lyric verse the
article retains something of its original demonstrative force: that (Smyth,
1099, 1104).

205 pot‹ y∞ssan •st¤an: see E. Alc. 1–2. In Athens, the thetes were the
lowest class of free persons, laborers, hired hands. Cf. H. Od. 4.643–4
where they are in contrast to both well-born young men and the domestic
slaves: koËroi . . . ÉIyãkhw §ja¤retoi, ∑ §o‹ aÈtoË / y∞t°w te dm«°w te;
“Ithaca’s chosen youth or his own hired hands and slaves?”

207 §n xern∞si dÒmoiw: “in a day-laborer’s cottage.” For the adjectival
use of the noun, see 167n, 205, and Denniston 443–4n.

209 fugãw: banished from the palace in Argos to the remote mountains,
Electra sees herself as an exile, little different from Orestes (cf. 1008–10).
Cf. A. Cho. 132, 254, 337, where Electra refers to herself and Orestes as
exiles even as she is living in her father’s palace.

211 §n l°ktroiw fon¤oiw. . . ofike›: can be read either “lying in a blood-
stained bed” or “lives in murderous wedlock,” as Cropp has it. The differ-
ence seems to be in senses of l°ktroiw bed or marriage and fon¤oiw bloody
or murderous. fon¤oiw: Barnes’ correction of L’s fÒniow is necessary for
agreement with l°ktroiw.
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213–431 First Episode, in two parts: 213–340 Orestes, Electra; 341–431
Farmer, Orestes, Electra.

214 s∞w mhtrÚw ÑEl°nh sÊggonow: Why is Helen brought up here? Her
name comes up again in the scene with Clytemnestra (1027, 1063, 1083)
and in the exodos (1280, 1283) where she is exonerated. Throughout, her
wantonness has been assumed even by her family (e.g., 1027). The ancient
literature presents different views of Helen. The Iliad draws her as a lonely
woman attached to the unworthy Paris (Roisman 2006); and Priam excul-
pates her with his statement that not she, but the gods are responsible for
the Trojan War (3.164). Euripides himself exculpates her in his play Helen.
Following the Encomium of Helen by the sophist and orator Gorgias, that
play shows her marooned in Egypt throughout the Trojan War, trying to
remain faithful to Menelaus, while the Greeks and the Trojans battle over
her eido \lon, her image or phantom. In the Odyssey, on the other hand,
Odysseus blames Helen for the evils of the war, and Clytemnestra for the
murder of Agamemnon (11.436–9). For Helen’s guilt, see H. Od. 14.68–71;
A. Ag. 1455–9; E. Andr. 248; Hec. 943–51; TW 1213–15; IT 439–46; Or.
130–1. At the end of these lines, Orestes and Pylades emerge from their
hiding place, either behind Apollo’s altar or in the shadows of the house.
Their slaves must be seen behind them.

215 §j°bhn yrhnhmãtvn: “I must break off these laments.” The so-called
“dramatic” aor. in the first person sg. is usually translated as the pres. tense.
It is used with some frequency in the dialogues of both tragedy and comedy.
Usually, it signifies the speaker’s current state of mind (Smyth 1937). Sim-
ilarly see 248, 260, 275, 617, 622, 644. Here, by the time Electra utters
these words, it is clear that she has stopped the lament in which she had
been engaged. 

216–17 §fest¤ouw eÈnåw ¶xontew: “who have been in hiding near my
hearth,” i.e., near my home. §fest¤ouw has undergone various emenda-
tions for no good reason. Electra points to the men who are emerging from
their hiding places near the cottage where she lives, for which the hearth
is metonymy (the substitution of a word for another that is closely associated
with it). Since the stage device where they hid had to be large enough to
hide not only Orestes and Pylades, but also at least two attendants, the words
need not be taken to mean “at the altar and the hearth,” as Denniston and
Diggle (Studies 1981, 33–4) claim. Diggle believes that the altar was next
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to the statue of Apollo aguieus (protector of the house-entrances). Denniston
also assumes there was a statue of Apollo (221n). The assumption is based
mainly on Electra’s words in 221. However, there is no need to assume
that she turns to the statue and invokes the god; she may exclaim as she
does in 137 (“Zeus! Oh Zeus!”). Hammond (377) rightly points out that
an altar and a statue would not be enough—even for the not-too-realistic
Athenian stagecraft—to hide this rather large company of men. There must
have been a larger stage prop to serve as an ambush: (cut) bushes, decrepit
shed (as Hammond suggests), a rock, etc., or they might have hidden by
the house in the shadows of early dawn.

218–9 Using the pl., Electra addresses the Chorus Leader, though she
directs her words to the Chorus as a whole. Such alternation between sg.
and pl. is common; see, for example 175–84. The lines raise the possibility
that the Chorus will leave their place in the orchestra and flee down the
parodoi (such an exit happens in E. Alc. and Hel., though not so shortly
after the chorus’ arrival; they traditionally exit along these side passages
only at the end of the play), and that Electra will leave the stage and enter
the Farmer’s cottage. None of this happens. Arnott (53–4) points out that
Euripides toys with the audience by playing with the dramaturgical con-
ventions of Greek tragedy. Another way of viewing Electra’s suggestion is
that its very departure from convention reinforces for the audience what
they already know: that since the stranger is none other than Orestes, there
is no cause for flight. 

219 f«taw kakoÊrgouw: does her assumption that these travelers are
bandits say anything about her character? Or is it a natural surmise given
the strangeness and abruptness of their appearance, coupled with the fact
that they are armed. Her house is so remote that even the young women of
the Chorus are more in the know than she. The lack of neighbors makes
her calling on her mother’s help later believable. 

220–89 Stichomythia, a rapid exchange of one- or two-line utterances,
is a common means of conveying emotional agitation in Greek tragedy.
After her initial fright, Electra exchanges words with Orestes without
knowing that he is her brother. Strictly speaking, she is acting outside the
conventions that looked askance on women who were not chaperoned by
a male relative talking to men who were not family members (see 343–4, and
E. Heracl. 474–7, Andr. 876–8, and Hec. 974–5). Under the circumstances,
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however, with her husband away and the supposed stranger bearing news
of her brother, her conduct is understandable and largely condoned in the
play. The exchange between Orestes, who knows Electra is his sister, and
Electra, who does not know her interlocutor’s true identity, is rife with
dramatic irony, especially in lines 227ff: as her kurios, Orestes indeed has
complete power over his sister. 

This stichomythia contains 7 resolutions, with a low ratio of 1:10, in
positions 1 (257), 2 (234), 4 (214, 279), 6 (242, 276), and 9 (234); see 3n.

221 Œ Fo›bÉ ÖApollon: Apollo is prominent in all the Electra/Orestes
dramas. Electra may be turning to the statue guarding her home. prosp¤tnv

se mØ yane›n: Electra is praying to Apollo as she tries to escape Orestes, but
Orestes’ answer in 222 indicates that he takes her plea to be addressed to him.

222 mçllon: the adverb can be understood either with the verb: “I should
rather kill,” or as strengthening the comparative §xy¤ouw, i.e., “I would rather
kill persons who are much, much more hated than you are.” Smyth 1084. 

223 The two imperatives in this line are in different tenses but might not
indicate two separate aspects. The pres. and aor. imperatives are to be found
in close proximity at times and with no discernable difference in sense. If
there is a difference in aspect it would usually result from the aspect of the
verb rather than tense. See Donovan 1895, 145–9; 289–93; 342–6. mØ caËÉ

œn se mØ caÊein xre≈n: Perhaps at line 222 Orestes reaches out his hand
toward Electra to raise her from the supplicating position. It is clear from
224 that he continues to approach her. Women were secluded, though obvi-
ously a woman living on an isolated farm did not have to be accompanied at
all times. For a decent man’s reluctance to touch a woman not related to
him, see the scene in E. IA where Clytemnestra accosts Achilles, believing
that he is betrothed to her daughter (819–38).

225 ka‹ p«w jifÆrhw prÚw dÒmoiw loxòw §mo›w: The fact that he is
armed does not increase Electra’s confidence. See E. Alc. 39 where Death
is suspicions of the armed Apollo. A man would not go wandering the roads
unarmed. Orestes and Pylades would naturally carry their swords when they
go to find Aegisthus. Thucydides reports that in ancient times the Greeks
carried arms for self-protection (Thuc. 1.6.1). The practice is evident in the
Odyssey, where Odysseus’ palace had a special rack for guests to put their
spears upon entering the house (1.126–9). Euripides’ audience would have
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regarded the Homeric period as the remote past and considered it fitting for
Orestes to bring a sword along in his travels. However, Orestes is not simply
bearing a weapon; he is apparently holding it in his hand. ka‹ p«w: indicates
indignation (GP 309–11). Electra justifiably fails to understand how an
armed man who has been lurking outside her house has the right to touch her.

226 oÈk êllvw §re›w: “you will not say otherwise,” that is “you will
agree with me;” referring to his claim in 224 that he had every right to
touch Electra.

227 ßsthka: I stand, I stay. pãntvw dÉ efim‹ sÆ: kre¤ssvn går e›: Electra
gives in to the more powerful man, a stranger whom she quite naturally
fears because of her isolation and his unorthodox approach (and who, for
her, is not Orestes), because she has no choice. 

228 Orestes misses his first opportunity to identify himself. He has already
hinted at the closeness of their relationship in his evasive stichomythia at 222
and 224. 

229 Œ f¤ltatÉ see also 345, 767, 1322. For all her supposed paranoia,
Electra is free and open with her affections, often bestowing them on who-
ever appears as a substitute for her brother or father, i.e., the Farmer, the
Old Man, and the Messenger, and finally directly on her brother. z«ntow μ

teynhkÒtow: the genitives continue the syntax of the previous line, as often
happens in stichomythia. 

232 n“n émfo›n: both of us. Since Electra does not realize that the speaker
is Orestes, Euripides is playing on the difference between her understanding
of his words and the audience’s.

233 tlÆmvn tlÆmonaw: for polyptoton, see 39n, used here by Electra to
express her concern for Orestes’ sufferings in exile. Cf. 203–4. ¶xvn looks
back to the subject of zª in 230 as well as to tlÆmvn. See 229n.

234 nom¤zvn . . . nÒmon: Figura etymologica: the use of several forms
of the same root in close proximity, a device of which Greek is fond.

235 oÎ pou: surely he is not . . . ?, frequently appears “in incredulous or
reluctant questions” in Euripides (GP 492). 
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236–7 ¶xei: ¶xv used absolutely (without an object) can be understood
as “he has enough.” ésyenÆw: Euripides has Orestes describe himself to
Electra using the same adjective the Farmer used in presenting himself to
the audience (39). Electra will use the same adjective to refer to any children
she might bear the Farmer (267) and to describe Orestes to the Farmer in
352. d¢ dÆ: Greek shows no inclination to avoid repeating particles (GP,
lxii–iii). In both lines the repetition serves for emphasis: “but the rub is
that an exile is helpless. Let’s get to the point, what is the message you bring
from him?” 

238 Elmsley’s emendation of ˜pou to ˜pvw is appropriate. Orestes does
not ask Electra where she is, but how she is; and this is the question Electra
answers in the next line. Although Electra expects a message about Orestes,
Orestes redirects her attention to her own condition. 

239 oÎkoun: often introduces a question at the opening of an answer, and
is characteristic of the lively and emotional style of tragedy: “Well, don’t
you see. . . .” GP 431: “Often the starting point [of the question] is, not what
the previous speaker has said, but the fact that he has said it.” jhrÚn d°maw:
“parched body.” Electra’s body would be parched by hard work, especially
outside in the sun, by insufficient food, and by grief. Since female “dryness”
may also allude to sexual inactivity, the term may also refer to her continued
virginity. Women are associated with water in ancient Greek thought, men
with fire (Hipp. Mul. 1.2; Arist. Probl. 4.25.879a33–34; cf. 4.28.88a12–20). 

241 §skuyism°non jur“: scalped with a razor (like a victim of the
Scythians). Herodotus 4.64.2–3 gives a description of the technique of
scalping and several uses to which the Scythians allegedly put these grue-
some remains of their dead enemies. For another compound of the verb see
E. TW 1025–7 where Hecuba tells Helen: ∂n xr∞n tapeinØn §n p°plvn
§reip¤oiw, / fr¤k˙ tr°mousan, krçtÉ épeskuyism°nhn / §lye›n . . . “You
should have come with head bowed, in torn clothes, quivering in fear, with
hair cut close . . .”

244 feË feË: Orestes utters exometric feË after 261, 281, 366, and 968.
It amounts almost to a gasp, whether of shock or admiration. t¤ da‹ sÁ s“

kasignÆtƒ, doke›w: da¤ is colloquial for dÆ in Attic and is used after
interrogatives (GP and LSJ). Here it appears in its connective function, in
a question motivated by what precedes (GP 262–3). In 243 Electra asks
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what is dearer to her than her father and brother. Orestes answers: “Well,
and what are you to your brother, do you think?” i.e., “Don’t you suppose
your brother feels the same way?”

247 §ghmãmesyÉ, Œ je›ne, yanãsimon gãmon: gratitude goes only so far.
The marriage is social death to Electra and it leaves her utterly unfulfilled
as a woman. Electra speaks here as a noblewoman to a nobleman; her
statement does not necessarily detract from her appreciation of the Farmer’s
kindness (67). 

248 Mukhna¤vn: implies nobility, see 35. For the time being, Orestes
tactfully makes no mention of the low social status to which Electra has
been demoted, which is harshly obvious from her poor clothing and the
hovel in which she lives. 

251 thlorÒw: the characters’ views of the setting vary with their back-
ground and expectations. Coming from the palace, Electra and Clytemnestra
see it as wilder, more remote and poorer than the Farmer does. See Roy,
104–10. 

252 skafeÊw tiw μ bouforbÒw: these would be descriptions of laborers
who hired themselves out (and were, therefore, lower on the social scale)
rather than of a landowner. Electra’s husband is called aÈtourgÒw [lit.
self-working] one who works for himself or one who works his own land,
as we have seen the Farmer preparing to do. Larger and richer estates were
worked by slaves. 

253 genna›ow ¶w tÉ ¶mÉ eÈsebÆw: Electra is loyal to her husband. Her admi-
ration for him is sincere. See also 67–70, 257, 259, 261. Denniston points
out that Euripides often places two antithetical adjectives together, with or
without an accompanying noun, unseparated by an adversative particle. Cf.
394–5: p°nhw . . . prÒyumow . . . j°now, 1098–9: mikrå . . . s≈frona l°xh. 

254 s“ pÒsei: pÒsiw is used of the lawful spouse. It comes from the I-E
root poti- powerful, related to Latin potis, posse, potens; Greek pÒtnia,
despÒthw master of the house (from the roots dems- house, home and pot-).

256 ëgneumÉ ¶xvn ti ye›on: sex could taint a person’s purity. See Parker
1983, 147–51. Aegeus takes an oath of temporary sexual purity, E. Med.
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678–81 (Mastronarde 2002); on abstinence from sex see E. Hipp. 10–14,
102, 1003–6, and Theseus’ charge of Orphism (953). 

257 gon°aw Íbr¤zein toÁw §moÁw: it would be her family that would be
shamed more than Electra herself, as in the case of honor killings in tradi-
tional societies that obsess over the sexuality of the women in the family.
The wife was a symbol of the status of the parents.

259 kÊrion: kÊriow referred to the head of a household, which includes
both family and servants (see also 23–4n). His authority covered all the
women in the household. He was effectively their guardian, protector of
their property and honor, and responsible for their betrothal and marriage.
The kÊriow was usually the father or, where there was no father, the brother.
Once a woman married, her husband usually became her kÊriow. Agamem-
non was Electra’s kÊriow and, after his murder, Orestes. See J. Roisman
2005, 26–34, 49.

260 Orestes seems to be well aware of his position as his sister’s kÊriow.

261 In view of her description of her marriage as deadly in 247, Electra’s
persistence in her opinion that the Farmer’s respect for her virginity is moti-
vated by his natural goodness, more than by his fear of reprisal, is noteworthy.

265 Electra has limited experience of the world, but from it she has learned
to be cynical about family relationships: women care more for their men than
their children, a claim that contrasts with other claims in Greek tragedy, e.g.,
E. Phoen. 355–6, IA 917–18, S. El. 770–1. See also 227 where she accepts
that the weak belong to the strong. 

268 …w d∞ye pa›daw mØ t°koiw poinãtoraw; For fear of heroes’ sons, cf.
the murder of Astyanax in E. TW (713–25, esp. 723). d∞ye: this form of
the particle d∞yen is found only here. It conveys indignation and contempt
for Aegisthus’ plan: “So that, I suppose, you may not have children who
will take vengeance?” (GP 264–6).

272 a·dÉ oÔn f¤lai: Orestes notices the women of the Chorus for the
first time. 

274 d∞ta: denotes a question arising from the previously established points.
“Then what should Orestes do about this if he comes to Argos?” (GP 269).

NOTES AND COMMENTARY 133



274–5 μn mÒl˙: Orestes is saying “if he comes” because he does not want
Electra to know that he is already there or to suggest that as Orestes’ mes-
senger he has obtained a commitment that Orestes will come. As far as
Electra is concerned, however, he is asking two separate questions: will
Orestes come? and what will Orestes do if he comes? (Denniston ad loc.).
As the ensuing exchange indicates, Orestes is fully aware of the difficulty
of carrying out the revenge. Electra follows the sequence of his questions.
She answers the first question (what he should do) with indignation: “Do
you ask?!” and rebukes his question about the arrival: “Isn’t it high time?”
The impression is that, like the Sophoclean Electra, the Euripidean one
also seems to identify Orestes’ arrival with the act of revenge. See Rois-
man 2000, 190–9. For similar emphasis on the right timing, see the Paeda-
gogus’ words in S. El. 21–2.

275 ≥rou tÒdÉ; afisxrÒn gÉ e‰paw: oÈ går nËn ékmÆ; It does not occur to
Electra that Orestes would not know what to do. 

276 d¢ dÆ: see on 236–7. “Well, when he does come, how . . . ?”

277 oÂÉ §tolmÆyh patÆr: “such acts as were dared against our father,”
“such acts of daring as our father was subjected to.”

278 metÉ aÈtoË mht°rÉ ín tla¤hw ktane›n; As Denniston perceptively
points out, Orestes is already, with this line, seeking his sister’s help,
which is what he has come for. ∑ ka¤: ∑ or ∑ ka¤ can have an interrogative
function that adds eagerness to the inquiry: “Is the case also that . . . ?”,“Is
it also likely that . . . ?” Similarly 351. (GP 285.) 

279 t“: the forms of the definite article with t are found as relatives (epic
usage) in the dialogue of tragedy only when required by the meter. Denniston
gives as exceptions: A. Supp. 265; S. OC 35; E. Andr. 810. 

281 §pisfãjasa: the prefix can mean in addition to: “May I die once I’ve
shed my mother’s blood as well”: that is, in addition to Aegisthus’. This
understanding would indicate that Electra already thinks that Aegisthus will
be killed first, which is the safer course, as Denniston argues. However, as the
plot develops, it becomes clear that the sequence of the murders has been left
to chance. §pi- can also mean upon, i.e. an altar, as in a ritual sacrifice: “once
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I’ve shed my mother’s blood like a ritual sacrifice (for revenge).” For similar
thought, see Aegisthus’ words in A. Ag. 1610 and Orestes’ in Cho. 438. 

282 feË: e‡yÉ ∑n: e‡ye with the impf., expresses an impossible wish:
“Ah! / If only Orestes were nearby to hear this.” Although Orestes was
hoping to have Electra as his accomplice in murder (100), it is difficult to
tell whether he is relieved to hear her resoluteness or, in keeping with his
subsequent reluctance to pursue the matricide (967–84), is taken aback by
her bloody-mindedness. 

284 n°a . . . n°ou: polyptoton, see 39n. The harsh hyperbaton (see
16–17n) created by the insertion of oÈd¢n yaËmÉ may suggest Orestes’
emotional upheaval: “No wonder, for you were young when separated
from him who was also young.” Their relationship is that of children. All
they have or ever will have is in the past except for the brief embrace in
the curtailed recognition scene postponed here by Orestes.

285 eÂw ín mÒnow nin t«n §m«n gno¤h f¤lvn: sets up the recognition
scene. It is curious that the old man referred to here is the only one who
would know Orestes. He was the last to see him, but Orestes has changed so
that his sister does not know him and neither does his stepfather. The Old
Man presumably has changed less than Orestes, and yet Orestes does not
recognize him. Is it because nobody pays any attention to slaves as persons?
They are cancelled presences, as waiters, salespeople, and farm workers
often are in our own lives. Medea’s old slave is able to obtain classified
information just by pretending not to listen (E. Med. 68). 

286 In S. El., it is Electra herself who rescues Orestes and gives him to
the Paedagogus to take to safety (295–8, 1348–52). In attributing Orestes’
rescue entirely to his elderly slave, Euripides somewhat deflates his hero-
ine, while, on the practical level of stagecraft, preparing for the recogni-
tion scene.

288 Why Orestes takes so long to reveal his identity to Electra is a mystery.
Aeschylus’ Orestes discloses his identity as soon as Electra tells the chorus
that the lock of hair and footprints that she found at her father’s graveside
must belong to her brother. In Sophocles’ play, the revelation is delayed until
Orestes takes pity on his sister’s unbearable grief when she believes she is
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holding her brother’s ashes in her arms. Although Euripides’ Orestes would
know that this woman is Electra as soon as she identifies herself (115-19),
he takes his time in revealing himself. It may be that Euripides is trying to
attain some of the emotional impact that the delayed recognition creates in
Sophocles’ play. Alternatively, he may be drawing Orestes as a hesitant,
overly cautious character or one unwilling to take up the burden of killing
that accompanies being Orestes. In Aeschylus the matricide was problem-
atic; in Euripides it is both unnecessary and wrong. 

288 ı katyanΔn d¢ sÚw patØr tÊmbou kure›; Orestes asks about the tomb,
but he already knows the answer because he has been there. Electra answers
evasively. katyan≈n: apocope of the prefix (the loss of one or more sounds
in a word: the second syllable of the prefix is cut off for rhythmic conve-
nience, Smyth 75d).

289 ¶kursen …w ¶kursen, §kblhye‹w dÒmvn. Electra’s tautology sug-
gests that her father’s body was not treated right, but we already know
from Orestes’ words (90) that he has a tomb and its upkeep is unremark-
able. §kblhye‹w: thrown out, (a reticent euphemism; cf. 85n.) implies that
Agamemnon did not have the traditional §kforã (carrying out of the body)
required for a decent burial. Orestes’ question, Electra’s answer, and Orestes’
distress on hearing it (290–1) are all odd in view of Orestes’ earlier (reported)
visit to his father’s graveside, which would mean that both Pylades and the
play’s outer audience know that Agamemnon has a marked, identifiable
grave. Euripides may have intended to remind the audience of Aeschylus’
Oresteia, which had seen a revival a few years earlier. In Cho. 429–50, we
are told that Clytemnestra forbade weeping at Agamemnon’s funeral and
mutilated his corpse (cf. S. El. 445). The oblique, circuitous form of the
statement resembles that of the comment made by Sophocles’ Clytemnestra
about Orestes: “You’re certainly not well off, but he, as he is, is well off” (El.
791). Since both Clytemnestra and Electra, to whom she is speaking, believe
that Orestes was killed in a racing accident, Clytemnestra’s “as he is” (…w
¶xei) implies that she believes that Orestes is well off dead. In both cases, the
audience knows that the situation is different from what the speakers imply.
In both cases the form of the statement gives it a deprecatory and offhand
ring. Cf. E. Med. 889, 1011; TW 630; IA 649; S. OT 1376; OC 335–6. 

290–1 a‡syhsiw . . . yura¤vn phmãtvn: “feeling for the misfortunes of
strangers.” Orestes feels the need to justify his distress (o‡moi). For the
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opposite sentiment, see A. Ag. 836–7. With respect to the adjective yura›ow,
in Cho.115, the Chorus refers to Orestes as yura›ow, one who is abroad,
cf. Ag. 1608. The primary meaning of yura›ow is outside the door, with
all the possible ramifications, from abroad and away (A. Ag. 837, 1055; S.
Tr. 595, El. 313, 518, Ph. 158; E. Heracl. 342, Ion 702), to foreign or
strange in the meaning of not of one’s family, as it is used here (A. Eum.
864; E. Or. 805, Andr. 422, Phoen. 848, Hipp. 395, 409). Euripides also
uses the word in this last sense in Alc., in the scene where Heracles agrees
to have a good time in Admetus’ home because he believes Admetus’
assertion that the funeral he was conducting was that of a gunØ yura›ow
(805) “a woman from outside,” i.e., not of his family. The phrase occurs
twice in Alc. (778, 1014: yura¤ou pÆmatow), both times referring to persons
who, in fact, are not strangers. In all its other appearances in Alc. (811,
814, 828), the phrase is used deceptively, and the person termed yura›ow
is actually one of the family, as in El. 832. gãr: explains the consternation
expressed by o‡moi (Denniston). Orestes continues to insist that he is not
Orestes, trying to make up some reason that he should care about the mis-
fortunes of this family. This time his concern is Agamemnon’s supposed
lack of burial, or at least the shoddy treatment of his remains (implied by
Electra at 289). 

294–6 émay¤& . . . sofo›si dÉ éndr«n: . . . to›w sofo›w l¤an sofÆn:
These lines add a personal note to Orestes’ request (292–3) for the full
details. The relation between knowledge and virtue is a prominent theme
in Greek philosophy. See Dover 1974, 120 on the use of sophia and its
relations in tragedy: (though it often refers to expertise not in the purview
of the many) “it is also freely used of wise, sensitive and virtuous deci-
sions and attitudes in the conduct of life.” “There is no pity in ignorance
but only in wise/discerning men.” After expressing his distress, Orestes
tries to get a clearer idea of what Electra meant by her cryptic statement in
289. He justifies his further questioning, which would be inappropriate in
a stranger, by bringing up the accepted view that moral feelings, like pity,
are associated with being well educated. sofÒw here means well educated,
and is antithetical to émayÆw or elsewhere to skaiÒw, unlearned. The
association between moral capacity and wisdom comes up again in 970–2.
Aristotle will share Orestes’ views in this regard. See Konstan 2001 Emo-
tions, 130. gn≈mhn . . . l¤an sofÆn: Orestes again tries to justify his probing,
inappropriate for a stranger, by attributing it to his “too discerning mind.”
The hyperbaton (see 16–17n) adds emphasis. 
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297–9 kégv . . . nËn d¢ boÊlomai kégΔ maye›n: The desire to know the
story is the beginning of literature. Here the poet admits that literature is a
kind of gossip for those whose lives are more mundane and less filled
with incident than the intense, heroic characters of legend. The women of
the Chorus live far from the city, but no farther than Electra. All she can
tell them is what they can already see and old news. But she has a past in
the city and that is the stuff of legend.

300–38 A similar speech is found in Sophocles’ El. 254–309, where
Electra tells the Chorus what led to her incessant grieving and lamentation.
Unlike her Sophoclean namesake, however, Euripides’ Electra addresses,
along with the Chorus, the as yet unidentified stranger whom she believes to
be her brother’s agent. Following Orestes’ statement in 294–5 and the choral
response in 297–9, her purpose is not so much to explain her misery as to
give the supposed emissary information that will enable him to persuade
Orestes to hurry back to Argos to carry out the revenge. Moreover, while
Sophocles’ Electra emphasizes the royal couple’s misdeeds and her mother’s
abuse of her, Euripides’ Electra emphasizes her own sufferings (tåw §mãw
301, témã 303): her poverty and life of labor as the wife of a poor farmer.
After a short introduction (303), she focuses on her wretched lot (304–13):
her poor clothes, her impoverished abode, her toiling at the loom and fetching
water from the river, the oddity of her being a wife and yet a virgin, and her
shame before the deceased nobleman who had been her fiancé, because of
her husband’s lack of status. She ends this section with her spiritual and
social deprivation (302–13). This leads to a comparison with her mother’s
luxury (314–18) ending with her father’s blood blackened on the palace floor
(318–19). And then she naturally thinks of Aegisthus (not named in her
speech), handling her father’s things and taunting him (319–31), as if the two
murderers are standing over the blood and laughing at their victim. 

These 39 lines have 11 resolutions: 1 (323), 2 (310, 325), 4 (310, 332),
5 (314), 6 (306, 309, 318), 8 (302, 335), with the highest ratio so far, 1:3.5,
indicating Electra’s great agitation. Line 310 has two resolutions which is
not very common. See 3n.

300 l°goimÉ ên, efi xrÆ—xrØ d¢ prÚw f¤lon l°gein: “I’m prepared to
speak.” Electra’s use of the optative mood (literally, “I may speak”) suggests
that she is reluctant to talk. She seems to be justifying her loquaciousness as
a response to the interlocutor’s urging. She overcomes her (feigned?) hesita-
tion to go over the details of her suffering. Of the speech, which he considers
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in Euripides’ “best style,” Paley writes, “It may be doubted if, on the whole,
either of the rival plays on this subject contains a finer outburst of heart-felt
eloquence than the present speech.”

302 kine›w mËyon: see S. El. 18, where the bright light of the sun is said
to “stir up the clear morning songs of birds” kine› fy°gmata.

303 témå ka‹ ke¤nou kakã: “the evils that are mine and his.” For a similar
yoking of herself and her sister, see S. El. 987–8: paËson §k kak«n §m°, /
paËson d¢ sautÆn “free me from evil, / and free yourself too.”

304 aÈl¤zomai is used of birds, sheep, and cattle and of a soldiers’
encampment. 

306 basilik«n §k dvmãtvn: “after (living) in royal halls.” LSJ s.v. II.2.
Denniston suggests Hec. 55 as a comparison. 

307 In Homer, both the kings’ concubines and their wives worked at the
loom (e.g., Chryseis, Il. 1.31; Penelope, Od. 1.357; Helen, Il. 3. 125–8, Od.
4.131–5; Arete, Od. 6.306; cf. E. TW 199–200). Weaving was an integral part
of a wife’s tasks in classical Athens, although the drudgery would have been
left to the servant women (Xenophon, Oeconomicus 7.6, Constitution of the
Lacedaemonians 1.3–4; cf. E. Hec. 363–4). 

307–9 The necessity to do manual work, despite the Farmer’s accep-
tance of it, is further evidence of Electra’s fall from her proper estate and
legitimate expectations. Physical labor was despised by Athenians of the
leisured classes. Electra may have been complaining about doing the work
that would have been done by servants. See Pomeroy, 30, 199–200.

309 aÈtÆ: the anaphora (130–3n) of the pronoun in 307 here effectively
emphasizes the burden of chores she carries. However, we should remember
that her husband tried to convince her that there was no need for her to fetch
water (64–6, 77–8).

310–11 The punctuation follows Diggle. The thought in 311 belongs with
that of 312. Electra is turning from her drudgery to the festivities. For fur-
ther discussion of the possible punctuation of lines 310–11, see Denniston. 

312–13 afisxÊnomai d¢ KãstorÉ: afisxÊnomai suggested by Page for
éna¤nomai of the manuscripts, Denniston: “I am ashamed before Castor,
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who before going to the gods was suitor to me, his kinswoman” is prefer-
able to the ms version. The scribe’s mistake of dittography (repeating
the same word, in the same place in line 311) can be easily understood.
Since Castor is dead, it would make no sense for Electra to shun him. But
her marriage to a man of a lower class is an affront to Castor’s honor, as
he had been her fiancé before he died. Castor and Polydeuces (Pollux)
were the twin sons of Zeus and Leda (Dioscuri; in Latin, Gemini), one
mortal, one divine. When Castor died they were allowed to share immor-
tality as stars and protectors of sailors. See 990n. ˘w pr‹n §w yeoÁw /
§lye›n ¶mÉ §mnÆsteuen: Nauck’s emendation for ⁄ pr‹n §w yeoÁw / §lye›n
¶mÉ §mnÆsteuon, the ms reading, which is taken to mean “to whom they
[my parents] betrothed me.” On the other hand in Nauck’s version, the
idea is lost that Electra’s parents betrothed her, as is proper (in contrast to
the false marriage arranged by Aegisthus). As far as we know, Castor’s
wooing of Electra is Euripides’ invention. oÔsan §ggen∞: Castor was
Electra’s maternal uncle, but that was a degree of consanguinity allowed
by Athenian marriage practice (Just, 76, 79–82). On §ggenÆw implying a
relation not as close as suggenÆw, see Denniston ad 311–13. Endogamy
was more common and desirable than exogamy. However, in A. Supp., the
Danaids flee Egypt to avoid marriage with their cousins (cf. also A. PB.
855–6: feÊgousa suggen∞ gãmon énepji«n, “fleeing kindred marriage
with their cousins”). It may be that the allusion to A. Supp. is a jibe at
Aeschylus, much like the later parody of the recognition tokens in A. Cho.
520–44. The mention of the close relationship between Electra and Castor
may also prefigure Castor’s intervention at the end of the play. 

314–18 Clytemnestra’s abundant riches, as Electra describes them, con-
trast starkly with her own poverty, and serve to bring home her mother’s
moral turpitude. Cropp points out the “oriental” quality of Clytemnestra’s
wealth and luxury. The fifth-century Greeks, self-idealized as a courageous
and law-abiding people who abjured luxury and ostentation, contrasted
themselves with non-Greeks, whom they conceived as hubristic and as
indulging in excessive wealth (cf. Hdt. 7.102). The Sophoclean Electra
complains about her mother living with the murderer of her father and
giving birth to his children while mistreating her children by Agamemnon,
but she hardly ever mentions her father’s wealth (260–2).

316 stat¤zousi: stat¤zv occurs only three times in the extant tragedies.
In Alc. (90) Euripides uses it in the act. to mean to place. So apparently
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Sophocles in Inachus, 269c.43 (Radt, TrGF vol. 4). But here, Euripides uses
the act. voice intransitively to mean they are stationed.

317 ÉIda›a fãrh: for the beauty and opulence of Trojan clothing, see the
description of Paris in E. IA 73–4, ényhrÚw m¢n eflmãtvn stolª / xrus“ d¢
lamprÒw, barbãrƒ xlidÆmati, “decked out (lit. flowered) in the gaudiest
attire / glittering with gold in his oriental fashion.” §zeugm°nai: see verb
appendix.

319 Nowhere in her speech does Electra refer to Aegisthus by name.
This differs from the Sophoclean Electra, who names Aegisthus in her
parallel speech (267).

323–5 Electra is unaware that Orestes has just placed a lock of hair and
poured sheep’s blood over the altar (90–2, 513–15), but the audience knows
that Electra is mistaken in her claim that Agamemnon’s tomb has never
been tended. Later the Old Man stops by the tomb on his way to Electra’s
hovel, pours a libation of wine, and places sprays of myrtle around it
(509–12). Also, the play gives the impression that the tomb is not very far
from Electra’s hovel. It is thus unclear why Electra has not gone and tended
her father’s tomb herself, unless, as the Old Man intimates at 516–17, there
was some danger in doing so. The Old Man weeps over the isolation of the
tomb (510) confirming Electra’s insistence that it is not treated as it should
be. For illustrations of Electra and Orestes at the tomb of Agamemnon, see
Prag, Plates 34–6a, which give an idea of what the audience would imagine
the tomb looked like. They show a column or stele (sometimes with myrtle
tied around it) with an altar or base (often with one of the characters sitting
on it). That we are to imagine Agamemnon’s tomb having an altar is clear
from 513, purçw.

325 x°rsow églaÛsmãtvn: “dry of adornments.” A hybrid description.
While dryness would imply an absence of libations and blood of sacrifi-
cial victims, in A. Cho. 193, S. El. 908, églãÛsma refers to hair-offerings.

326–8 Electra continues to avoid Aegisthus’ name. Her reference to him
as t∞w §m∞w mhtrÚw pÒsiw is sarcastic and foreshadows her later mocking
statement to his corpse (see 854–7n) that he was known among the Argives
as “the queen’s husband” (ı t∞w gunaikÒw 931). kleinÒw is sarcastic, as in S.
El. 300. Electra has just referred to Aegisthus as “my mother’s husband,” a
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demeaning title (see 931–3; also 366 of Electra’s husband). Denniston is cor-
rect to assume that taking it with …w l°gousin “would greatly weaken the
irony.” …w l°gousin goes with the predicate, describing Aegisthus’ alleged
activities at the tomb. Electra’s account of Aegisthus’ abuse of her father’s
tomb is based on anonymous hearsay (“as people say”). Thus it cannot be
ruled out that she has invented the story. Of her description of Aegisthus’ sup-
posed activities, especially at the tomb, Ferguson (387) writes, “These are
pathological imaginings and not to be trusted.” If Aegisthus actually did jump
on Agamemnon’s tomb and pelt it with stones, he must have done so when he
was at his country residence, not in the city of Argos. The information that the
Old Man was able to see Aegisthus visiting his pastures when he made a side
trip to Agamemnon’s tomb on his way to Electra’s hovel indicates that the
tomb must be near Aegisthus’ lands. mn∞ma lãinon: memorial/sign of stone.
The usual sign of a tomb in Homeric times was an empty urn. A marker made
of stone is characteristic of the fifth century. See Kurtz and Boardman 85–8,
121–41, 218–46; Sourvinou-Inwood 1995, 108–47; Garland 2001, 34–7. For
anachronisms in Greek tragedy, see Easterling 1985, Knox 1957, 61. For
leaping on a person’s grave as abuse, see H. Il. 4.177. In S. El., Clytemnestra,
who is portrayed as much crueler than her Euripidean counterpart, is the
one to abuse the memory of Agamemnon by instituting a festival to mark
the day of his murder (277–81; cf. A. Cho. 483 on establishing feasts in
Agamemnon’s honor once he is avenged).

329–31 The picture of Aegisthus abusing Agamemnon’s tomb and
addressing Orestes hubristically is part of Euripides’ tendency to down-
play Clytemnestra’s evil by showing Aegisthus as the person who carries
out the reprehensible acts after the murder. In S. El. it is Clytemnestra
who screams abuse at Electra (289–99).

330 poË pa›w ÉOr°sthw: this is also Electra’s question.

331 Electra dwells on the antithesis between par≈n (present) and ép≈n
(absent), as in 245. Electra reinforces her rebuke of Orestes’ absence by
claiming that Aegisthus taunts him on this ground. The mise-en-scène is
of course ironic: the words are spoken to Orestes, who is present. 

332–8 She ends with a touching plea to her brother, whom she still
addresses as j°ne.
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333 pollo‹ dÉ §pist°llousin, •rmhneÁw dÉ §g≈: as awkward as these
lines (333–5) have seemed, they are lifelike and heart wrenching. Her
hands, her tongue, her broken heart, and shaved head need an interpreter to
let them speak, which she has done and is doing. There is, however, an
anomaly in Electra’s saying that she speaks for her tongue, which is usually
said to speak for the person (E. Supp. 203–4). She adds her father to what
Cropp calls the “mélange” to prepare for the next lines. See E. Hec. 836–40
for the appeal to the voiceless body parts, which is more touching, perhaps,
but no less awkward in what it asks these inarticulate members to do:

e‡ moi g°noito fyÒggow §n brax¤osi
ka‹ xers‹ ka‹ kÒmaisi ka‹ pod«n bãsei
μ Daidãlou t°xnaisin μ ye«n tinow,
…w pãnyÉ ımartª s«n ¶xointo gounãtvn
kla¤ontÉ, §piskÆptonta panto¤ouw lÒgouw.

If only through the craft of Daedalus or some god I had a voice in my
arms and hands, in my hair and feet, so all together in tears they could
grasp your knees and with multitudinous pleas overwhelm you.

The mental image these lines conjure up is astonishing and wonderful.

335 kãra tÉ §mÚn jur∞kew: “my head cropped as with a razor.” Cf. E.
Alc. 427, Phoen. 372.

336–8 Although Electra is speaking to the “stranger,” whose identity she
has not yet discovered, her contrast between the son’s limited accomplish-
ments and the father’s greater ones fits the situation. 

337 ßnÉ eÂw: for the polyptoton, see 39n. The contrast Electra draws
between Agamemnon, who fought all of Troy, and Orestes, who will have
to face only one man, both points to the greater ease of Orestes’ task and
indicates that he has not yet accomplished it. It is yet another argument that
Electra gives the “stranger” to help him persuade Orestes to hurry back to
Argos. For other occurrences where polyptoton (39n) enhances meaning,
see E. Alc. 471, HF 125. For the occurrences of polyptoton as merely tragic
mannerism, see Denniston. Cf. 361. 
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338 kéj éme¤nonow patrÒw: “and from a better father.” This is the traditional
comparison between Agamemnon, the conqueror of Troy, and Aegisthus, the
cowardly man who stayed home. Cf. H. Od. 3.250, and A. Ag. 1625.

339–66 These lines contain 6 resolutions: 1 (359), 6 (343, 353, 366), 8
(361, 355), with a ratio of 1:4.7. See 3n.

339 tÒnde: explained by sÚn l°gv pÒsin as the Chorus catches sight of
the Farmer returning from his fields by the parodos leading to the country
(stage right).

340 …rmhm°non having set out or as suggested by Paley ırm≈menon on
his way?

341 t¤naw toÊsdÉ: combines whom do I see? with who are these that I
see?, showing the Farmer’s excitement at this unexpected sight, as does his
word order, saving j°nouw for the end. The repetition of forms of pÊlai
(commonly used of the house door in tragedy), though Denniston considers
it inelegant, may also be an attempt at verisimilitude in the Farmer’s
speech. His calling the door of his humble dwelling by the loftier term used
of the double doors of the ske \ne \may be a sly Euripidean reference to stage
business (cf. Electra’s desperate poË går êggeloi; 759, just before the
arrival of the messenger). At 357 he orders the gates of his house opened to
the strangers. pÊlai is also used of the gates of Hades, as in the exchange
between Electra and the Old Man at 661–2.

343–4 see 223n.

345 efiw Ïpopta mØ mÒl˙w §mo¤: “do not be suspicious of me.” Literally
“do not go into suspicion toward me.” For the use of neut. adjectives as
abstract nouns, see H. Od. 11. 456. 

348 sÊggnvte: another irony of Electra’s ambiguous position is that in
spite of her loyal defense of her husband earlier, she now feels that she
must apologize for his manners in suspecting the strangers and upholding
traditional morality (or etiquette).

349 ènØr ¶sti ka‹ leÊssei fãow: living and seeing the light (as opposed
to flitting about in the shadowy realm of Hades) are synonymous in Greek.
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350 oÈk êpistÉ: not unbelievable. In this short conversation with the
Farmer, Electra uses litotes (a figure of speech in which something is stated
by the denial of its opposite) twice, here and in 356: oÈd¢n . . . §nde°w: “they
are not deficient in these things.” Cf. S. Ph. 375. The strangers have gained
this much of Electra’s trust, that she believes the message that Orestes is
alive, but see 557, just before the recognition, where she says to Orestes “if
he is still [alive]” and p«w moi pistå shma¤neiw tãde; and 765 where she
does not recognize the messenger as Orestes’ servant and needs reassurance.

357 The ‘p’ sound is repeated three times in this line. 

358–9, 361 The Farmer addresses Orestes directly. In his reply Orestes
continues to address Electra and in his monologue to speak of, but not to,
the Farmer. Mastronarde 1979, 88 comments on the disparity in social sta-
tus revealed by the lack of contact between Orestes and the Farmer:

A deft portrayal of the different social etiquettes which characterize
the farmer and Orestes is attained by the distance and lack of contact
between the two when they share the stage. . . . Electra acts as an
intermediary. She apologizes to Orestes for the farmer’s suspicion
and then is engaged in a dialogue by her “husband” in 349–357. The
farmer finally addresses Orestes and Pylades with an invitation in
358–359 and gives an order to their attendants in 360, but the atten-
dants apparently do not move. . . . Nor does Orestes address himself
to the farmer at all; instead he asks Electra a question, monologizes,
and then tells the attendants to go in (393–394).

This “discontinuity” highlights the alienation and strange distance all the
characters in this scene maintain from one another. The husband is not
really a husband. The brother pretends to be somebody else. Only Electra
cannot hide who she is, nor does she desire to. 

358–9 ént‹ går xrhst«n lÒgvn / jen¤vn kurÆseyÉ: for their good
news they will receive hospitality. In all the Orestes/Electra plays, Orestes
is welcomed with hospitality, but usually it is for bringing the opposite
message, that Orestes is dead. That message, of course, requires him to
pretend to be someone else. This Orestes does not have that excuse for
pretending to be someone else. See “Discussions.”
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360 a‡resyÉ, Ùpado¤, t«ndÉ ¶sv teÊxh dÒmvn: deleted by Barrett. The
objections are that the Farmer would not give orders to Orestes’ servants;
that the command is not carried out until after Orestes himself addresses
his servants (there called dm«ew) at 393–4; and that it is parenthetical
between two invitations to Orestes and Pylades (Cropp). Mastronarde
(1979, 106) commenting on the delay in execution writes: 

. . . there may be more stage-action not described in the text (do
the attendants, for instance turn to Orestes for a sign of approval
of the order?). In any case Orestes’ lack of contact with the farmer
represents a course of action which postpones specific reaction to
the invitation, until at 393 he endorses the original order. . . .

Ùpado¤: the Farmer addresses Orestes’ attendants or servants. This would
not be the right term for his own slaves, if he has any. In Homeric times
even slaves owned slaves, as did Eumaeus (Od. 14.449–50). See Garlan,
29–37. teÊxh: see A. Cho. 675 ofike¤& sagª (with my personal baggage,
kit, knapsack).

361 “And don’t say no”: implies that the attendants are hesitant and await
their master’s approval to proceed and enter the humble abode. It is clear
from 393–4 that they do not obey the Farmer until Orestes tells them to go in.

362–3 As Cropp points out, there is a similar scene in H. Od. 14.56–9,
80–1, etc. where the swineherd Eumaeus offers hospitality to the dis-
guised Odysseus, his master, and similarly states that he can give only as
much as he has. See Roisman 1990, ICS.

367–400 Orestes’ speech. Impressed by the Farmer’s character, Orestes
launches into a general discussion of virtue. Such speeches in Euripides
have a role that is both dramatic and subversive. Dramatically, they
demonstrate the rhetorical ability of the speaking character. As subversive,
they reveal the dependence of ethical categorizations on accepted norms.
Cf. Medea’s speech in Med. 214–66 and Hippolytus’ in Hipp. 616–68.
Various parts of this strange speech (more strange, perhaps, to us than to
Euripides’ original audience) have been suspected by various editors. Diggle
brackets 373–9 and 386–400. Without ever directly addressing him, Orestes
expresses gratitude to the Farmer and even admiration of him. The man’s
spontaneous hospitality inspires this pretentious speech. As an exile, Orestes
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has become an expert at being a guest at others’ hearths and tables. We
have already seen his dismay at the poverty of this house (252). Through-
out, his classist snobbery is evident. Gregory (124) cites this passage as
one of her examples of Euripides’ unravelling of the aristocratic assump-
tions equating lineage with excellence of character. Sometimes generalizing
speeches like this will accumulate additional examples from producers,
actors, critics, teachers. See Page 1934, 74–5. Cropp calls it a “snowball
process.” Some of the parts Diggle finds fault with might well fit into this
category. Orestes personalizes his first comments (≥dh går e‰don 369) as
if his conclusions are based on his experience on the road. Lines 373–9
are much more impersonal and seem almost thrown in to heap up examples
(esp. 377–8 but 375–6 are inappropriate to the case in point—though not
necessarily to Orestes’ experience—because Electra’s Farmer is poor but
of noble character). At 380 he moves directly to the particular, to the
Farmer, and follows with three lines of general application. Lines 386–90
are again less personal and relevant. Still, enough merit has been found 
in them to unbracket them (see Denniston); 391–400, however, are once
again personal and are needed to get Orestes and his men offstage and to
round off the speech. 

Orestes’ speech contains 8 resolutions: 1 (376, 392), 4 (372, 388), 6
(373, 389, 391, 393), with ratio of 1:4.25. (See 3n.)

367–79 A papyrus fragment of the third century b.c.e., called the Hibeh
papyrus (I.7) from the site in Egypt where it was found, contains these
lines. If they are a later addition made by a producer or actor they were
interpolated early. We have chosen not to bracket them.

367 “There is no clearcut way of measuring manly worth.” In a society
like that of ancient Athens in which philia, friendship, was a major value,
this complaint was traditional. Since personal relationships depended on
the trustworthiness and loyalty of one’s friends, questions of how one
could judge the virtues of another must have been raised constantly. The
current question was whether virtue was part of one’s nature or could be
acquired. See J. Roisman 2005, 89–94, 102–4. 

367–72 Orestes raises questions about the contemporary societal assump-
tions that nobility of character stemmed from nobility of birth and that
nobility of birth issued in nobility of character. None of the counter-examples
that Orestes gives, however, actually applies to the Farmer, who himself tells
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us he is of respectable lineage (35–9), though Orestes does not know this
(381). Thus, while Orestes questions the assumed link between nobility of
character and nobility of birth, Euripides’ characterization of the Farmer
actually supports it. Sophocles similarly explored the relation between char-
acter and birth in his play Philoctetes, where Philoctetes voices the view that
they are linked (Ph. 971–2, 1310–11). For the idea that good parents do not
necessarily have good children, see 550–1; cf. Theognis 435–8. For the idea
that wealth does not assure virtue, see Sappho frg. 148 (Page LG), Solon frg.
15 (West2), Theognis 149–50, 315–22, 699–700, Bacchylides 1.161, A. Ag.
772–81, E. HF 671–2. 

373–9 Diggle follows other scholars in regarding these lines as an inter-
polation. We do not see a need to excise. Orestes is in a contemplative
mood, and such rhetorical twisting is not alien to Euripides. After noticing
what he views as behavior that is out of character for a man of the Farmer’s
status, he tries to find some rules that would make it easier to know what
kind of person an individual is, but gives up, as there seem to be none. His
analysis shows us a youth trying to understand the world, even as he is
immature in his generalizations. For other reasons for keeping the lines,
see Denniston.

373 aÈtã: refers to qualities raised in the previous lines: the good and
the bad.

376 kakÒn: as Denniston observes, the thought (“teaches a man to be
evil”) is proleptic. The more common thought, found in Theognis 386–92,
649–52, would be relayed by kakã, “teaches a man evil.” Should we
wonder whether Orestes recites ideas he was taught, but does not do this
with precision? 

377–8 ¶lyv: the first person is natural here; there’s no need to emend to
§ly≈n. Without actually rejecting the traditional view that a man’s behavior
on the battlefield shows his virtue and courage, Orestes refutes the idea that it
can serve to reveal a man’s nature. Since soldiers are too busy with the actual
fighting to see how their fellows are performing, there’s no one to vouch
for anyone’s conduct on the front. See E. Supp. 846–56. For the opposite
view, see Tyrtaeus 12, 13 West2. For discussion of the courage of hoplites
and their class, see Hanson, 122–39, 138–40; van Wees, 47, 182, 192–3,
239–40; Boëldieu-Trevet, 48–54.
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383 oÈ mØ∞éfronÆseyÉ: “Do not be foolish!” oÈ mÆ with the fut.
indicative expresses a strong prohibition. The litotes (350n) amounts to an
emphatic “be sensible!” Note synizesis of mØ∞ é-, two vowels, or a vowel
and a diphthong, in two successive syllables uniting to form a single syllable
in pronunciation but not in writing; see E. Supp. 304, 421; TW 981.

386–90 Excised as interpolations by some scholars who regard the lines
as irrelevant. However, such an outburst might well be made in the heat of
an argument. We should remember that only the wealthy trained as athletes.
Thus, the opposition between athletes and morally superior poor men is
not off the topic.

391 ˜ te parΔn ˜ tÉ oÈ par≈n: a play on words. Does ˜ te par≈n refer
to the Farmer or to Orestes in the person of his supposed ambassador? See
line 331 and note.

393–4 xvre›n xre≈n, dm«ew, dÒmvn: this kind of phonetic and etymo-
logical wordplay is characteristic of Orestes. See 89n.

397–8 What he means by this remark is that for her brother’s sake he
wishes Electra were better off, and Orestes too, for her sake. 

398 eÈtuxoËntaw . . . eÈtux«n : See 89n.

399 ‡svw dÉ ín ¶lyoi: like so many other liars, Orestes is in something
of a bind. Though still pretending to be a stranger, he refers to the oracles
to which only Orestes and his most intimate friend would be privy and
which have been mentioned before only to Pylades (87). Thus he concludes
this rambling speech about the uncertainty of knowledge with one certainty
he claims to have: the oracles of Apollo (399–400), which indeed turn out
to be true oracles of the god but bad advice. He introduces them (399)
with a prediction that cannot fail to come true, since Orestes is already
here. In the other versions, getting Orestes into the stage building is
crucial and depends on the lie that Orestes is dead. Here Electra would
prefer to keep him outside because of the lie that he is not Orestes. Of
course he goes through the fatal door two scenes too early because there is
no one inside and it is the wrong house. The intended victims will have to
be carried or summoned to it. 
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399–400 “Although I dismiss the divination of mortal men”: Orestes came
at the bidding of a god, after consulting the oracle at Delphi, and not at the
directive of a seer. The contempt for seers, who based their divinations on
their readings of the flight of birds or the entrails of sacrificial animals, is
found already in H. Il. 1.105–8, cf. S. Ant.1055, E. Hipp. 1055–9, Bacch.
255–8. Unlike A. Cho., which gives great emphasis to Apollo’s prophecy,
Euripides’ Electra avoids underscoring it. Seers are an easy target. In E.
Phoen. (954–9) the seer Teiresias himself attacks prophecy as the profession
of fools. 

401–19 The scene between Electra and the Farmer illuminates the gulf
between their two worlds and how disturbing it is when those two worlds
impinge upon each other. Everyday life cannot survive the onslaught of
myth with its insistent truth that sweeps away ahistorical reality (that is,
life as it is lived day to day, with its returning cycles of seasons, in which
people get up and go to work, plowing the fields, drawing water, cleaning
and cooking—in short, not the stuff of myth). To the Farmer the visitors are
just strangers. To his wife they are young men of Orestes’ age and status,
the type of young men who under normal circumstances would have been
her suitors. As it turns out, one of them (her cousin Pylades) is to be her
husband. Even if they had been identified by name, they would still be
strangers to the Farmer because he does not belong to their world. He leaves
to fetch the old paidagvgÒw (or trofeÊw, nurturer) of Agamemnon. He
does not return. Dramatically there is no role for him. He was there to pro-
vide a contrast between what is and what Electra had every right to expect.
In his closing remarks he shows how little he cares for the riches that will be
heaped on him at the end. Not only did he get a princess he cannot touch,
but he will win the lottery, as it were, money he has little use for.

401–3 The Chorus leader speaks to mark the transition between the exit
of Orestes and his entourage and the domestic scene between Electra and
her husband. The optimism of the Chorus, though banal, is natural, but it
is ignored by Electra.

403–31 In this altercation, Electra emerges as much less noble in spirit
and more concerned with status and appearance than her husband. The
Farmer’s 14 lines (406–7, 420–31) in his exchange with Electra have only
one resolution: 1(429) compared with 4 resolutions in Electra’s 14 lines
(404–5, 408–19) : 4 (410), 6 (409, 410, 412) with a ratio of 1:3.5, the same
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as in lines 300–38, where Electra hopes to convince the supposed emis-
sary of Orestes to persuade him to hurry back to Argos. Line 410 has two
resolutions. See 3n.

404 Œ tl∞mon is censorious; cf. tãlaina in 220. Electra feels her
poverty more now because it can be seen by others. This argument
between husband and wife is a scene from real life and is recognizable to
everyone. It is part of the ethos of Euripides’ version of the myth and its
characters. When figures from myth find themelves in ordinary circum-
stances, the glamor of being, for example, a Mycenaean princess or prince
is unsustainable. 

408 Denniston points out that nun is hardly found in tragedy except in
commands, and ¶lye follows in 409. 

409 trofÒw is usually fem. Elmsley emended to the more usual masc.
trofeÉ/ (trof°a < trofeÊw).

410–11 émf‹ potamÚn Tãnaon: the Tanaus river, which is not mentioned
in either Aeschylus’ or Sophocles’ treatment of the myth, is politically sig-
nificant. It flows through Thyreatis, a region claimed by both Argos and
Sparta in the Peloponnesian War (Thuc. 5.41). The words “where it cuts the
borders of Argive and Spartan land” must have reminded Euripides’ audi-
ence of the battles that the Argives and Spartans fought around 417/416
b.c.e. As Said points out (1989, 116–17), such interpolation of contemporary
politics into the mythical world through geographic details is typical of
Euripides’ tragedies. To locate the Old Man’s abode where he did, Euripides
created a glaring time lapse in the action. The Tanaus river is about thirty-
five kilometers south of the Farmer’s home, yet the to-and-fro journey of
seventy kilometers is completed (one lap by the Farmer and the other by
the Old Man) within the time of the choral ode. Although such time lapses
are immaterial in the tragedies, the incongruity underlines the importance
Euripides attached to the political allusion.

413 §w dÒmouw éfigm°nvn: 
Murray gives: k°leue dÉ aÈtÚn t«ndÉ §moÈsafigm°nvn [= §mo‹

§safigm°nvn]
Diggle (Willink, Vitelli, Weil): k°leue dÉ †aÈtÚn tÒndÉ §w dÒmouw

éfigm°non†
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Paley: §w dÒmouw éfigm°non. The sg. éfigm°non would refer to the
Old Man.

The gen. pl. éfigm°nvn or §safigm°nvn would refer to the strangers
(Orestes and Pylades) in a gen. absolute.

415 toi: encouraging, to be sure, surely (the “wheedling particle,” as
Gildersleeve called it), reassures the Farmer, who might show reluctance
or hesitation about asking the Old Man to come all this way (or about
leaving his work for this errand), by including him in Electra’s certainty
that her father’s old caregiver will be delighted at the news. See also at
422; GP 540–1. 

416, 419 z«ntÉ: keeping Orestes unidentified to Electra and the Chorus
makes it possible to continue to speak of news that he is alive. News of
him never reaches the palace. In the other Electra plays, the crucial item
of news is that Orestes is dead.

417–19 Electra’s assumption reflects her hostility toward her mother more
than Clytemnestra’s actual conduct. In fact, Clytemnestra will meet her
death when she agrees to a request that Electra makes of her. The queen’s
situation is actually rather complex. She has to get along with Aegisthus;
she fears Orestes’ revenge (1114–15); and she expresses remorse for having
killed Agamemnon (1105–10) and concern for her daughter’s condition. Cf.
the contrast between Orestes’ and the Paedagogus’ expectation that Cly-
temnestra will receive the report of his death as pleasant news in S. El.
56–7, 666–7, cf. 804–6 and her actual ambivalence, S. El. 766–71; see also
A. Cho. 696–9, 734–41.

420 efi doke› soi: “if this seems best to you.” Cf. 77. The Farmer is
depicted as a man who always does his wife’s bidding. This uncharacteris-
tic male attitude in fifth-century Athens conveys his respect for Electra’s
higher station. 

420–31 Though given to moralizing, the Farmer’s tone is more down to
earth than Orestes’ had been in his generalizing remarks. 

421–3 x≈rei dÉ §w dÒmouw: the Farmer gets in the last word, giving an
order to Electra. He makes the traditional distinction between male and
female roles: a woman can always whip something up inside (têndon).
He exits along the parodos leading to the highway (stage left).
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425 borçw: the food of carnivores and sometimes of cannibals (see A.
Ag. 1220, of Thyestes’ children). Sometimes borã is used of simple food,
such as would be the everyday fare in the Farmer’s house.

426–431 What good is money? The Farmer rarely thinks about it. Rich
and poor are the same once their bellies are full. His attempt at radical
egalitarianism, however, is not borne out by what happens in the play. The
grand characters have different needs from the ordinary folk (such as the
autourgos and the Chorus). 

429–31 For this sentiment, cf. Solon 24 (West2) = Theognis 719–28.

432–86 First Stasimon (the first major choral song): This is a dithy-
rambic ode consisting of two strophic pairs followed by an epode. Like
the dithyrambic songs that were sung at the Great Dionysia, the play’s two
dithyrambic stasima (this and the second stasimon) are each devoted to a
single myth, presented in a pictorial manner as a distant historical back-
ground to the dramatic action. They can serve as ornamental devices to
the dramatic action (e.g., the depiction of the night that Troy was sacked
in E. Hec. 905–52) or as dramatic contrasts (e.g., the wedding of Peleus
and Thetis set against the horror of Iphigenia’s false marriage and sacrifice,
E. IA 1036–97). Here the escapist subject of sailing to Troy contrasts with
Agamemnon’s return from Troy, his murder, and the revenge that takes
place in the plebeian reality removed from the idealistic mythic background.
The epic-Ionic diction of the ode gives it a Homeric flavor. Metrically, the
ode continues in the aeolo-choriambic mode of the monody and parodos. A
glyconic-based pattern dominates in the first pair; the second has dactylic
sequences interspersed, which are appropriate to the epic description of the
armor. The epode has iambs in 478–81 when the Chorus makes its accusa-
tions against Clytemnestra. 

Called the “Achilles Ode,” the first stasimon is a reminiscence of the
early days of the Trojan War, beginning with the sailing of the Greeks (453;
see the Farmer’s account, 2). The ode draws the audience from a scene of
tense expectation that Orestes will soon reveal his identity to a sparkling
imaginary description of the army’s departure for Troy; from the poverty of
the Farmer’s hut in the arid countryside to “glorious ships” that sailed to Troy
with music, dolphins leaping, and Nereids dancing. The first two stanzas
create the impression that this is an escape ode by which the Chorus lyrically
transports the audience to the happier time when Agamemnon headed the
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Greek expedition to Troy. It focuses on Achilles, the exemplary hero, and his
armor, recalling the great description of the making of his arms in Homer (Il.
18. 468–613), but with monumental changes. The myths (Perseus, the Sphinx,
the Chimera) worked into this set of armor offer other tales of monsters to be
set beside the one we are seeing. By the end, the glowing descriptions of the
voyage and of the magnificence of Achilles’ shield underscore Agamemnon’s
greatness as a leader and highlight the magnitude of Clytemnestra’s crime
in murdering him. Why, we may ask, is the ode about Achilles rather than
Agamemnon? The answer to that may be obvious. Agamemnon does not
cut as romantic or even heroic a figure as Achilles, though he is a work-
manlike warrior in Homer. In modeling Agamemnon’s greatness in terms of
Achilles’ heroism rather than his own, Euripides ignores the enmity between
the two that is at the heart of the Iliad. For discussion see Morwood, Mulryne.
The heroic song is in sharp contrast to the unheroic, quotidian scene from
domestic life and poverty we have just witnessed. The mood becomes
increasingly somber as the general movement passes from heroic glamor
to the brutality of war and murder.

Strophe 1 (432–41) gives a lyrical, almost romantic, picture of Achilles’
ships escorted by the Nereids (sisters of his mother Thetis) sailing to the
music of pipes. Achilles, the graceful young hero, the best of the Achaeans,
overshadows Agamemnon. The two named together at the end of the first
stanza might bring to mind their quarrel that opens the Iliad.

Antistrophe 1 (442–51) presents an earlier scene, before Achilles has left
Pelion where he was educated by the noble centaur Chiron, who taught
various heroes the arts, including medicine. The Nereids bring the armor
from Hephaestus’ forge. 

Strophe 2 (452–63): The Chorus has not seen the armor but has heard
about it from someone who had reached the port of Nauplia from Troy.
Frightening images are circled by Perseus holding the Gorgon’s head.

Antistrophe 2 (464–75): In the center of the shield the sun in his chariot
and the stars are there to terrify Hector or perhaps to blind him with their
brightness. On the helmet and breastplate are other monsters (sphinxes,
the Chimera), fearsome female death-bringers.

Epode (476–86): By the time the Chorus reaches the sword of Achilles (the
only item of his armor that has its counterpart onstage, for Orestes is armed
with a sword, 225), the description of the armor has become a description of
the battle itself. 
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434 p°mpousai xoroÁw metå Nhrπdvn: To the rhythm of the oars the
ships escort the dances, with the Nereids who rise from the sea to accompany
Achilles’ voyage. The presence of the Nereids may remind us of Achilles’
inevitable death, already past, of course, in the play. They are named in H. Il.
18 (beginning at 39) when they rise from the sea to accompany Thetis when
she goes to Troy to comfort her son, heartbroken over the loss of Patroclus,
knowing that his own death will soon follow (18.35–144). For xoroÁw metå:
Diggle reads xoreÊmata (choral dances, see 875). We prefer Denniston’s
livelier picture of the ships, Nereids, and dolphins all dancing together.

435 ı f¤laulow ¶palle delf‹w: dolphins were known to love music (as
in the story of Arion, the singer-songwriter saved by a dolphin in Hdt.
1.23–24.8).

439 koËfon ëlma pod«n ÉAxil∞: Achilles’ most frequent Homeric epithet
is pÒdaw »kÊw, swift-footed. This variation means “light in the spring of
his feet,” “swift of foot in respect to his leap,” a reference to his youth and
speed that fits in with the skipping movements in the rest of the strophe.
See also taxÊporon pÒdÉ 451.

442–51 The account of Achilles’ armor resembles that in E. IA 1071–9,
where the original arms are said to have been made by Hephaestus and
given to Achilles by Thetis (not at Chiron’s cave, as here, but at his father’s
home). It differs from the account in H. Il. 16.40, 17.194–7, 18.82–5, in
which Achilles inherited his first set of armor from his father, Peleus, who
had been given it when he married Thetis. Hephaestus made a new set for
Achilles after the original armor had been taken from Patroclus’ corpse by
Hector. It is unclear whether Euripides invented the account found here or
was following a known version. In either case, the version Euripides uses
here suits this choral ode, because it focuses on the start of the war, while
in the Iliad, Hephaestus makes Achilles’ second set of armor more than
nine years into the war.

442–4 Nhrªdew . . . ¶feron: in Homer Thetis herself hefts the armor and
carries it to her son (Il. 18.616–17, 19.10–11). 

445 énã te PÆlion: Pelion is the site of the wedding of Peleus and Thetis (E.
IA 705) and the home of Chiron (patØr flppÒtaw tr°fen 448–9), the centaur
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who reared and educated Achilles (IA 208–9, 708–10, 926–7) “so that he would
not learn the ways of wicked men” (709).

445–6 §rumnçw (sheer, steep) agreeing with ÖOssaw is generally accepted
for the mss. prumnåw which would mean “at the foot of the mountain” and
agree with nãpaw.

448–9 patØr flppÒtaw: the mountain scenery (Ossa, Pelion) may allude
either to Peleus driver of horses, Achilles’ father (H. Il. 7.125), or to the
centaur Chiron. The latter, in turn, suggests a parallel between Achilles’
teacher and Agamemnon’s paedagogus (the Old Man) who will open the
next scene.

449 ÑEllãdi f«w: on the “light of salvation,” see Med. 482 (fãow
svtÆrion). Achilles as the best warrior is a “light to Hellas” and to the
sons of Atreus (451).

450 Y°tidow efinal¤aw gÒnon: the mss. reading efinãlion is odd in using
the epithet in the sea of Achilles since he lived on land. The gen. efinal¤aw
or efinal¤ou (another suggested emendation) agrees with Thetis.

452–77 These lines are an ecphrasis, a poetic description of a work of
visual art. The details have rich thematic and symbolic significance. Achilles’
armor is similarly described in symbolic detail in H. Il. 18. 478–613; else-
where Agamemnon’s armor is described more briefly (Il. 11.15–44). See
also the detailed description in the pseudo-Hesiodic Shield of Heracles. In
tragedy, A. Sept. 369–685 describes the shield-emblems of the seven attackers
and seven defenders, with both explicit and latent symbolic meanings. See
Hardie, Roisman 1990. Achilles’ armor consists of shield, helmet, corslet,
and sword. On the shield’s outer circle is an image of Perseus in flight
with Medusa’s head, accompanied by Hermes. At its center are the Sun,
Pleiades, and Hyades. On the helmet there are Sphinxes carrying prey, on the
corslet, Pegasus attacking the Chimera. The sword handle is embellished
with galloping horses. The detailed description emphasizes the beauty and
great value of the golden armor and, by implication, aggrandizes Agamem-
non, who had a hero with such magnificent armor under his command.

452–3 Euripides tends to specify geographic details. Thus instead of
having the Chorus relate that the man who told them about Achilles’ armor
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disembarked on the coast or shore, he has them say more precisely that he
disembarked in Nauplia. See also 410n.

452 ÉIliÒyen dÉ ¶kluÒn: the Chorus, of course, did not actually see the
armor, but they heard it described by someone who had put in at Nauplia,
the port of Argos. Denniston suggests it was a Trojan captive, but perhaps
a merchant is more probable (see Hdt.1.1 on women going down to examine
the wares brought into port and S. Ph., 547–8, for ships going back and forth
from Troy). The women of the Chorus may live far from the city (297–9), but
still they are not as poor as Electra and would visit town sometimes on market
days or when a merchant vessel arrives. This is another reference to the way
that stories are spread. In a similar vein, the chorus in Hipp. 121–30, tells of
how they heard gossip about the queen when they were doing laundry.

454 The direct address to Achilles, like the one to the “glorious ships”
(432) before it and to Clytemnestra (480) afterward, heighten the ode’s
vividness and immediacy. 

459–60 Pers°a . . . ‡sxein still depend on ¶kluÒn. Perseus is often depicted
aloft on his winged sandals, holding the Gorgon’s head. laimotÒman has
been taken to agree with Perseus to mean throat-cutter or with fuãn to
mean with throat cut. fuån GorgÒnow: a periphrasis for Gorgon like
“might of Heracles” or “head of my sister.” Diggle (following Herwerden)
reads ped¤loiw korufån (head). The images on the shield are evocative
of other tales of violence and suggest parallels to the myth being enacted.
The Gorgon’s severed head, obviously meant to frighten the enemy, will be
recalled verbally when Aegisthus’ body is brought back, 856; and visually
when Orestes stabs his mother in the neck, 1222–3. The Gorgon’s actual
head was placed on Athena’s shield or aegis. At the end of the drama it is
foretold that she will hold it over Orestes to frighten the Furies away (1257).

461–2 sÁn ÑErmò, t“ Ma¤aw égrot∞ri koÊrƒ: see 167–8 (pot‹ sån
égrÒteiran aÈlãn). Perseus of Argos decapitated the Gorgon Medusa
under the guidance of Hermes and Athena. Medusa’s gorgon-sisters pur-
sued him ([Hes.] Shield of Heracles 216–37), but to no avail. The rusticity
of Hermes connects this heroic description with the rustic setting of the
play and foreshadows the arrival of Agamemnon’s old caregiver, himself
both messenger and tender of animals.
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464 fa°yvn: participle of fa°yv, shine, be radiant, but perhaps the
word is also meant to remind the hearer of Phaëthon, Helios’ son who was
killed when he tried to drive his father’s chariot.

465–8 kÊklow éel¤oio / ·ppoiw ím ptero°ssaiw / êstrvn tÉ afiy°rioi

xoro¤ / Pleiãdew, ÑUãdew: the sun and constellations would fill the shield’s
round center and complement the heroic tales of monster slayings with
themes reminiscent of didactic nature poetry. This is a direct reference to H.
Il. 18.484–9 in which, along with the sun and moon, Pleiades and Hyades
(486), other constellations are also named, Orion and ÖArktow (the Bear, Ursa
Major) also called ÖAmaja (the Wain or Wagon), as decorating the shield of
Achilles. Why exactly would the astronomical images terrify Hector? Is it
because these icons were on the Homeric shield and we are being plunged
into the final stages of the battle between Achilles and Hector, when Hector
runs in terror? Into the midst of their description of the armor as it was before
the battle, the Chorus injects an actual viewer who is outside their picture, a
living man looking at what they are describing, who is by now in fact already
dead (see King 1980, 203–5). The frightened man adds poignancy to their
description. Or does their brightness blind him?

465 éel¤oio (Aeolic form) or èl¤oio (Doric form; Wilamowitz’ reading)
= ≤l¤ou. -oio: epic gen.

466 êm = énã before words beginning with p, b, f, or m.

471–2 Sf¤ggew ˆnujin éo¤dimon êgran / f°rousai: the Sphinx is a
bird-woman who brings death. The Theban Sphinx sang a riddle and
seized and devoured men who could not solve it until Oedipus guessed it
right. She is common as a shield device. See A. Sept. 510–44. The refer-
ence to the human prey of the Sphinx may make us think of Orestes, who
will be the object of the Furies’ pursuit. 

474–5 drÒmƒ l°aina xala›w / Peirhna›on ır«sa p«lon: the lioness is
the Chimera; the colt of Peirene is Pegasus, the winged horse that sprang
from the Gorgon (Medusa) when Perseus beheaded her. The spring Peirene
at Corinth was created by the horse’s hoof. See Hes. Theo. 319–25.

476–86 The ode began with peaceful, music-loving dolphins leaping about
the prows of the ships; now four-footed horses, drawing the chariots of war,
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are leaping on the sword and in the dusty field of battle. The stabbing or
bloody sword has already been used to kill. “The king of those great men in
arms / your marriage killed, / evil-minded daughter of Tyndareus” (479–81):
the Chorus has finished its oblique allusions and in the epode makes a spe-
cific comparison with the things being done now, or done in recent history,
and also foreshadows events to come. Where are the parallels between past
and present, the ode and the action of the drama? In the bloodied sword of
Perseus that struck the Gorgon’s neck? Achilles’ blade which cut down
countless Trojans? The sword of Orestes which will slash Clytemnestra’s
throat? In the horse-drawn chariot that will bring Clytemnestra—like a bride,
but also like a conquering hero with spear-won prizes from the Trojan War—
to the country dwelling of her daughter, who will engage her in verbal and
then mortal combat? If Achilles and Orestes are the parallels, Achilles shows
up Orestes as less of a hero, but Orestes tarnishes Achilles’ glitter by being
less romantic and by turning the icon of the Gorgon on Achilles’ shield into
the action of matricide that repulses even its agent.

478–9 toi«ndÉ ênakta doripÒnvn ¶kanen éndr«n: the Chorus leaves
Achilles and turns abruptly to Agamemnon and then to the killing of
Clytemnestra to get the story back on track. The use of the pl. shows that
Achilles is but one example of the great men who fought with Agamemnon
and, along with the heroes in the illustrations on his armor, an example for
Orestes. See King 1980, 209 on Clytemnestra as a “mythic monster and
epic victim” against whom the violence “seems to grow out of” the earlier
descriptions of young heroes killing female monsters (the Gorgon, the
Sphinx, the Chimera).

480 Tundar¤w: nom. for voc.; voc. Tundar¤ is equally acceptable. Which
daughter of Tyndareus is referred to, Helen or Clytemnestra? Both were too
often married and are considered responsible for the deaths of men. The fact
that the song is about the Trojan War makes it natural to understand Helen,
but only in a convoluted way is Helen responsible for Agamemnon’s death.
Clytemnestra is more likely. 

481 kakÒfrvn koÊra: Diggle (following Radermacher and Dindorf,
respectively) reads kakÒfron kÒra.

483–4 yanãtoiw: ∑ sån: Schenkl’s emendation of mss. yanãtoisi kín. The
pl. yanãtoiw for a single death may be a lyric hyperbole, as if one death were
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not enough (see LSJ for examples). Pl. for sg. is common in tragedy (see 34n,
123n, 137–8n). Diggle emends to: toigãr soi potÉ oÈran¤dai / p°mcousin
yanãtou d¤kan. The expression yanãtou d¤kan, however, meaning death
penalty, sentence of death seems too legalistic and prosaic for the context.

487–698 Second Episode, in two parts: recognition 487–95; planning
596–698

487–595 Part 1 Recognition in three parts: 487–552 the tokens, Old
Man and Electra; 553–84 Recognition, Orestes, Electra, Old Man; 585–95
Choral Celebration.

After 486 the Old Man enters along the parodos that leads to/from the
highway. He has visited the grave of Agamemnon and so would enter by
the same route as Orestes had in the prologue. England (101) suggested
that the Old Man was fitted out with a mask to make him recognizable to
the audience as Aeschylus, because through him the Aeschylean recogni-
tion scene is parodied. He is pulling (or carrying) a lamb and is out of
breath. This character has been mentioned as the only one who could
recognize Orestes, as if Orestes is aware that he is always recognized by
some token (a weaving or a ring or, in the present case, a scar). See “Dis-
cussions” for a comparison of the Old Man, Orestes’ Paedagogus in S. El.,
and the Nurse in A. Cho. The 98 lines of this scene have 22 resolutions: in
positions 1 (488, 496, 497, 502, 507, 508); 2 (493, 506, 514, 539, 580); 4
(504, 506); 6 (503, 526, 533, 545, 555, 561, 563); 8 (497, 571), roughly one
resolution for every 4 lines. The Old Man’s speech (487–502), however,
contains 6 resolutions, which makes one resolution for every three lines.
This high ratio must have made him sound very agitated. See 3n.)

487 poË poË: The repetition conveys the Old Man’s agitation (cf. E. Tr.
190–2, IT 1435, Or. 278, 470) and is less pathetic than impatient. The Old
Man comes into view hoping he has finally arrived at the right spot on his
long uphill trek. pÒtnia d°spoinã te: Denniston points out that pÒtnia
denotes the ordinary relationship between mistress and slave, while Euripi-
des usually applies d°spoina to divine beings or semi-deified abstractions
(xy≈n, nÊj, lÆyh, afid≈w, tÊxh, énãgkh, sof¤a). Cf. E. Andr. 492, Or.
1249, S. Tr. 405–9.

490–2 It is typical for old people to be aware of the various parts of their
bodies because of the pain they suffer. The Old Man mentions three in just
three lines: his feet, back, and knee.
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490 =us“ g°ronti t“de . . . pod¤: the datives have been variously inter-
preted as reference (for) or instrument (with) or one of each. The phrasing
is also difficult: does t“de go with g°ronti or pod¤? Possibilities include:
“for a shriveled old man like me to get to on foot” or “for a wrinkled old
man to get to with this foot.” t“de: see also 43n.

492 dipl∞n êkanyan: double thistle, i.e., his spine is bent double. êkanya
is properly a thorn or thorny plant, but comes to mean also the backbone of a
fish or of a human. Dryness and prickliness are its essential features. 

493 Œ yÊgater: the Old Man is more informal with Electra than he was
in talking about her to the Chorus. 

495 po¤mnhw neognÚn yr°mmÉ Ípospãsaw tÒde: the lamb he brings pre-
figures the golden lamb in the next ode, which according to the myth is
the sign of the rightful king. The Old Man will in the course of the scene
“discover” Orestes, expected to be the rightful king.

496 stefãnouw: garlands of flowers or leaves are worn at banquets by the
guests, to make the occasion festive (E. Alc. 344, 796; Anacr. 75). teux°vn:
synizesis (see 383n). tureÊmata: on early cheese-making, see Homer’s
account of the Cyclops’ cave, Od. 9.218–20; 244–9.

498–9 The ancient Greeks generally mixed one measure of wine with
two of water (Alcaeus 163, Anacr. 76), but the proportions could vary
depending on the potency of the wine and how strong a drink was wanted
(Anacr. 33, 46). In the Odyssey, Maro’s famously strong wine was mixed
with twenty measures of water (H. Od. 9. 209–10). It is not entirely clear
whether by “a less potent drink,” the Old Man means jokingly “water” or
“weaker wine” that needed to be mixed with his good wine of higher con-
centration and bouquet. 

500 tiw: does he actually give a command to someone who is visible to
the audience, and is his command carried out? Or do his commands, like the
Farmer’s, go unheeded? If the Farmer has a slave or two, why would they be
hanging around the house awaiting a random command rather than helping
in the fields?

501 trÊxei t“dÉ §m«n p°plvn: the ragged garments of the Old Man
indicate the lack of care that the royal couple exhibits to those who were
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close to the murdered Agamemnon. See 185 where Electra refers to her
clothes with similar words.

503–7 Electra’s five-line reply is emotionally laden, recalling her own,
her brother’s, and her father’s suffering. It has five resolutions in positions
1 (507); 2 (506); 4 (504, 506); 6 (503). See 3n.

504–8 Cropp suggests a comparison to the lament of the old woman
slave in A. Cho. 744–53. 

504 kakã: Diggle emends to kak«n gen. object after én°mnhsen, to
dissimilate it from témã (see Diggle 1977, 115–16, cf. 1981, 37 and com-
paranda). This seems awkward because kak«n would have to mean your
(i.e., the Old Man’s) troubles: why would “my situation remind you of
(your) troubles”? The vaguer “remind you of troubles” is lame. On the other
hand, the emendation suggests that Electra is asking whether her troubles
and her family’s misfortunes reminded the Old Man of his own troubles;
after all he was cast out of the city by Aegisthus. témå kakã as the subject
would give us “Do my troubles remind you?” Remind him of what? Den-
niston suggests that én°mnhsen is used absolutely (without an object) to
mean something like “stir a memory (in you).” None of the emendations
being entirely satisfactory (see also Cropp) we have chosen to retain kakã.

505 Denniston points out that the hissing sound effect of the sigmas in
this line illustrates tÚ s¤gma tÚ EÈrip¤dou which the comic poets poked
fun at (Plato, frg. K 29 [30], Eubulus frg. K 26 [26.27]).

507 énÒnhtÉ: without profit. Were Agamemnon alive, he would have taken
care of his slave in his old age, much as Achilles took care of Phoenix. Men
were responsible for looking after their paedagogi in their old age, just as
children were responsible for taking care of their elderly parents. Cf. S. El.
1058–62, E. Med. 1029–35.

508–23 The story the Old Man tells Electra has only one resolution (posi-
tion 2, 514), suggesting that he has calmed down and caught his breath (see
3n). It is unclear why Denniston thinks this must have been the Old Man’s
first visit to Electra and the tomb. diå xrÒnou “after so long” (504) is an
indicator of indeterminate time and need not mean that they have not seen
each other since the murder. Indeed, the speed with which Electra dispatched
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her husband to get provisions from the Old Man and the promptness with
which he came actually suggest a close relationship between them: he
refers to her as “daughter” (493) or “child” (516).

508 énÒnhyÉ: answers Electra’s énÒnhtÉ of 507. See Mastronarde (1979,
41–2) on chiastic responses, those that link the reply to the last words in a
multiple question. “Electra’s main question is ‘why are you crying?’ (503),
to which she adds a surmise-question (504–7) suggesting three possible
objects of pity. . . . The Old Man’s response picks up the final comment.”
(Mastronarde 1979, 42). “Yes, unprofitable. Still I did not endure this one
thing.” The thought is a bit fuzzy. toËto: highlighted by ge, points forward to
what he is about to tell Electra. He turns quickly from the notion of his own
profit or lack thereof to the neglect of Agamemnon’s tomb. ±nesxÒmhn: see
appendix of verbs.

509 pãrergÉ ıdoË: see line 63 where Electra claims that she and Orestes
are turned into pãrerga by her mother’s liaison with Aegisthus. This gives
another hint about the location of Agamemnon’s tomb. We already know that
it is outside the city because Orestes, though he is staying near the border
and has not entered the city, has visited his father’s grave. Tombs are usually
outside the city; epitaphs often address wayfarers. See S. El. 893–915 for
another version of a visit to the tomb with opposite reaction. 

510 §rhm¤aw tux≈n: cf. S. El. 897–8.

512 tÊmbƒ dÉ émf°yhka murs¤naw: myrtle is an aromatic evergreen
shrub (genus Myrtus), native to the Mediterranean region. It was (and still
is) a favorite plant for various kinds of ceremonial decoration. It was
sacred to Aphrodite. In E. Alc., it is mentioned (172), as part of Alcestis’
preparation for her own funeral (see Luschnig & Roisman). Later (778)
Aegisthus cuts myrtle for a crown for his own head in preparation for his
sacrifice to the Nymphs, at which he himself will soon be sacrificed. 

517 oÈ går ÉArge¤vn g° tiw: because local people are afraid of Aegisthus.
Cf. A. Cho. 173, 187–91. Chrysothemis in S. El. 909–15 thinks that only a
close relative would make a hair-offering.

518 éllÉ ∑lyÉ ‡svw pou sÚw kas¤gnhtow lãyr&: the Old Man hints that
he is beginning to suspect that the alleged messengers from Orestes might
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in fact include Orestes. He hedges his suggestion with ‡svw pou, a double
equivocation, “just maybe?”

520–44 Parody of the recognition scene in Cho. 166–245. Aeschylus’
Electra readily seizes upon the tokens she finds at the tomb, the lock of
hair and footprints that resemble her own, and the piece of cloth Orestes is
carrying, which she recognizes as her own weaving, as evidence that
Orestes has returned. Euripides’ more skeptical heroine mockingly rebuts
the Old Man’s suggestions that these are signs of her brother’s presence.
Her attitude is consistent with Euripides’ more doubting and subversive
attitude. As Aristophanes observes, Euripides teaches one “to suspect
everything” (Aristoph. Frogs 958). Electra doubts the gods’ help (198–9),
and Orestes doubts heroic values (367–72n). See Hartigan 1991, 113 on
the parody as a device “to emphasize the main character’s self-deception.”
Since the nineteenth century, some scholars have regarded the lines on the
recognition-tokens as an interpolation and have deleted them in whole or
in part. Mau, for example, suggests deleting the entire passage; West
1980, 17–22 all but 524–6 and either 518–9 or 545–6. In contrast, others,
such as Denniston; Lloyd-Jones, 177–8; Bond, 1–14; and Basta Donzelli
109–19, argue for retaining the scene in its entirety. We accept all the lines
as genuine. In addition to following the sequence of Aeschylus’ tokens,
the lines recall Aeschylus’ scene through verbal echoes. For example,
Euripides uses the unusual word ımÒpterow (530, cf. Cho.174) to describe
the lock of hair, and sk°cai . . . prostiye›sa (520) echoes Aeschylus’
sk°cai . . . prosye›sa (230). By putting the criticism of the Aeschylean
tokens in the mouth of an unsympathetic character, as Electra is in this
scene, Euripides blunts rather than sharpens the critique. Electra’s own
strictures contribute to characterizing her as a harsh and unpleasant young
woman lacking in respect for the Old Man. Euripides creates a no-win sit-
uation. He debunks the notion that the tokens provide sufficient evidence
of Orestes’ return, while at the same time portraying Electra as disrespect-
ful and indulging in distortion to make her refutations. For the view that
her criticisms are “on the surface at least, light-hearted . . .” see Denniston,
537n., and Bond, 7, who sees it as a “light-hearted burlesque, much in the
spirit of the dramatic contest in Frogs.” 

520 sk°cai d¢ xa¤thn prostiye›sa sª kÒm˙: this does not mean that
he has taken the lock from the tomb and brought it with him; more likely
he is inviting her to go there and have a look, as he does when he suggests
that she match her foot with a possible footprint.
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524–6 Electra cannot brook the idea that her brother may not be the
courageous figure she thinks he should be. Yet her heroic expectations are
inappropriate. It is with good reason that Orestes’ furtive return is a core
element in the story pattern, which none of the three tragedians tampers
with. Had Orestes arrived openly, undisguised, Aegisthus would surely
have had him killed before he could take revenge; and it would spoil the
dramatic suspense that attaches to a disguised hero. At the same time her
dismissal of the notion that he might be afraid of Aegisthus only draws
attention to his hesitancy. See also 526n and “Discussions.”

525 ên: belongs logically with mole›n but goes with doke›w. The particle
is often positioned closer to the verb of saying or thinking rather than to
the infinitive governed by that verb.

526 doke›w édelfÚn tÚn §mÚn eÈyars∞ mole›n: an answer to 518. Of
course Orestes always comes in secret. In Sophocles the fact that he is to
use deception is the centerpiece of the plot. This Orestes, however, is less
bold (eÈyars∞) than his counterparts in Aeschylus and Sophocles.

527–46 Electra is stressing the differences between herself and her
brother in gender and way of life as well as physical characteristics. There
is no weaving to bind them together. They were so young when they parted
that they have few memories even of a childhood together. They share a
common bloodline, but Euripides does his best to remove family from
consideration. Parents and children are estranged. Electra and her husband
have no marital relations. Her mother killed her father. She and her brother
have been separated since they were children and will be separated again
when the play is done. 

527–31 Electra offers two rather different arguments: that (a woman’s)
combing and (a man’s) exercise would make it impossible for their hair to
be alike; and that lots of people have similar hair, even if they are not family
members. The continuative d° (530) conveys the sense that the second argu-
ment, which cannot be denied, is meant to cover the possibility that the first
does not hold. The man’s hair would be stiff from being cut frequently for
wrestling; the woman’s would be softened from frequent combing. But in
the specific circumstances, Electra’s hair is cropped close in mourning and
has not been given any feminine treatments, but exposed to the elements.
Her brother, though not as badly off as she, is a wanderer and less likely to
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be a frequenter of the wrestling schools than his contemporaries. He must,
moreover, have grown his hair long if he could leave a lock on the grave.

532–7 Both the Old Man and Electra are so invested in their arguments
that they make no sense. How matching shoe prints can indicate blood
relationship is unclear. Yet Electra’s claim that no footprint would show in
rocky soil is refuted if the Old Man actually saw it.

532 efiw ‡xnow bçsÉ érbÊlhw: “stepping into his shoe print.” In A. Cho.
Electra sees the prints of her brother’s (and Pylades’) bare feet (206–10)
and matches the proportions of the heels and tendons to her own.

533 sÊmmetrow: can mean either equal or proportionate. Electra seizes
on the former so as to make the Old Man’s suggestion nonsensical. 

538–44 How old is Orestes? Traditionally the Trojan War lasted ten
years. Orestes may have been born after Agamemnon left for Troy. In the
Odyssey (11.452–3) Agamemnon complains that his wife “did not even
permit me to fill my eyes with the sight of my son, but killed me before
that.” This could, but does not necessarily, mean that he never saw his
son. In E. IA a more loving and considerate Clytemnestra brings Orestes,
still an infant (¶ti gãr §sti nÆpiow) to the camp at Aulis to delight her
husband (621–2). After killing Agamemnon, Aegisthus reigned for seven
years and in the eighth Orestes returned from exile (H. Od. 3.304–10).
Although we do not know exactly when Clytemnestra sent Orestes away,
it was probably before the return of Agamemnon (A. Ag. 877–9). 

§k t«nd° toi pa›w §nyãdÉ oÈ parastate›,
§m«n te ka‹ s«n kÊriow pistvmãtvn,
…w xr∞n, ÉOr°sthw: mhd¢ yaumãs˙w tÒde.

For these reasons our child is not standing here, the keeper of our
pledges, mine and yours, as he should be, Orestes. Do not be sur-
prised at this.

At the time of his revenge, then, Orestes would be seventeen or eighteen.
In A. Cho. (231–2) the weaving dismissed here by Electra is the final token
that identifies Orestes for Electra:
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fidoË dÉ Ïfasma toËto, s∞w ¶rgon xerÒw,
spãyhw te plhgåw ±d¢ yÆreion grafÆn.

See this weaving, the work of your hand, strokes of your blade,
with its animal pattern.

The reference to or parody of Aeschylus is there for us, the audience. We
remember the earlier scene and reactivate it alongside the play we are 
seeing/reading.

538 efi ka¤: efi can be understood either together with ka¤: “even if” (GP
300), or ka¤, although immediately following the conditional, does not
cohere closely in sense with it [i.e., efi] but with what follows (GP 303–4),
i.e., “but if in fact/in case.” The lost line after 538 probably referred either
to Orestes’ presence or to his offerings at the tomb.

539 §jÊfasma: “a woven cloth from your loom.” The Old Man does not
say he found a child’s (or any other) garment, as Electra wants to under-
stand, so that she can refute the idea of the cloth as a token. In Aeschylus’
recognition scene, Orestes produces the piece of cloth, Ïfasma, as a token
(Cho. 231; cf. 538–44n). In both cases it could be a woven sash, a small or
large piece of cloth, a blanket, or anything woven that a child could be
wrapped in but not necessarily wear. Such a woven cloth, retained for iden-
tification, appears also in Ion 1413–26 (Ïfasma ÏfhnÉ, 1417). 

541–4 Electra seems intent on poking fun at the Old Man for no good
reason, other than to rule out any possibility that Orestes is hiding from
Aegisthus. Unlike Aeschylus and Sophocles, Euripides allows his tragic
characters (e.g., Menelaus in TW (1050) and Iphigenia in IT (740)), to
indulge in humor. Electra’s quip here, however, is mocking and disrespectful.
Nothing in the Old Man’s words suggests that he meant that Orestes was
wearing clothes that Electra had woven. 

545–6 “But either some stranger took pity on his grave and cut this hair
or having seized spies of this land. . . .” Either the thought is incomplete
(e.g., perhaps the Old Man cut in), or line 546 is corrupt, or both. The medial
caesura in 546 is unusual for Euripides; see West 1982, 82–3 and n.18.
Sophocles’ Electra speculates that the tomb offerings on Agamemnon’s grave
were brought by someone for the dead Orestes (El. 932–3). 
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547 ofl d¢ j°noi poË; picking up on Electra’s j°now (545) the Old Man
cuts to the chase. If he has a suspicion that one of the strangers is Orestes,
he covers it up by saying he wants to question them. Electra does not get
the connection that these strangers might be the ones who placed the lock
of hair. The new character has only two pieces of information: he has heard
from Electra’s husband that strangers have come with news of Orestes and
he has learned from visiting the site that someone (presumably a stranger)
has made offerings at the tomb of Agamemnon.

549 laichr“ pod¤: the Old Man’s answer in 550–1 supports Denniston’s
observation that Electra points to the light and nimble tread of the two aris-
tocrats in antithesis to “the tramp of the muscle-bound farmers.” She thus
again needles the Old Man, who barely made it to her hovel (489–92). 

550–1 Denniston believes that such “democratic sentiments are out of
place on the lips of an old family retainer.” Questioning and criticizing the
prevailing social values is characteristic of the sophistic spirit of this play.
The Old Man repeats what has already been stated both by the Farmer in
35–8 and Orestes in 367–72. In fact, the Old Man’s aside is shown to be
correct at the end of the play, when the well-born Orestes proves to be a
matricide and Apollo’s wisdom is questioned (1192–7, 1245–6).

550 éllÉ: well, approving (GP 19–20). §n . . . kibdÆlƒ: a neut. adjec-
tive used as an abstract noun; “in [the category of] deceptiveness.” For the
metaphor from coinage see Med. 516 and Hipp. 616. Orestes picks it up at
558–9. It is also about authenticity, fitting well with Electra’s tendency to
doubt and with Orestes’ questioning of attitudes about nobility.

553–4 Orestes’ comment is callous and rude. 

553 ÉHl°ktra: it is unusual for a stranger, which Orestes claims to be, to
address a woman by her first name (Denniston), even if he has been accepted
as a friend in the house (Cropp). The proper address would have been: gÊnai.
Orestes has apparently forgotten himself (or forgotten that he is incognito).
Electra continues to call Orestes by the generic j°now (555, 562; cf. 302).

555 èmÒw: epic form for ≤m°terow. Dramatic irony: our instead of my. 

558–9 érgÊrou . . . / lamprÚn xarakt∞rÉ; continuing the metaphor of
coinage from 550. A new coin is more suspect than an older one. The image
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evokes the world of coin-making and faking, a world anachronistic to the
heroic age in which the play is set. Nonetheless, the audience would have
understood the reference. The scar on Orestes’ forehead is the stamp that
Orestes compares to the metal. For anachronisms in Greek tragedy, see
Easterling 1985, Knox 1957, 61. μ proseikãzei m° tƒ; “is he comparing
me to someone?” Orestes is ready to be recognized. 

560 ÉOr°stou sÉ ¥lixÉ: cf. H. Od. 19.358, so›o ênaktow ımÆlika, a
contemporary of your king.

561–79 Unlike the recognitions in Aeschylus and Sophocles, which are
outcomes of conversation between Electra and Orestes, the recognition in
Euripides’ play emerges from stichomythia between Electra and the Old
Man while Orestes says nothing to advance or effect it.

561–2 t¤ d¢ kukle› p°rij pÒda; “Why is he walking around me?” We
have to assume that the Old Man is not just walking round and round, but
around Orestes. He must have spotted something familiar about the young
man and was looking for the scar. That his circling must have raised some
anxiety is suggested by Electra’s reply in 562.

562 j°ne: with all the talk of Orestes and his proximity, it is part of the
tragic irony that Electra must continue (see 259, 302, 555) to call him j°ne.

564 t¤ t«n épÒntvn μ t¤ t«n ˆntvn p°ri; In Greek usage such antitheses
are often fully expressed. “For what of all that is here and not here?” “For
what in all the world?” “Pray for what? For things I don’t have or those I
do?” It seems a bit contrived, but continues the wordplay on Orestes’ simul-
taneous presence and absence (cf. 391). Similar formulations are found in
two Sophoclean passages: El. 305–6: m°llvn går ée‹ drçn ti tåw oÎsaw t°
mou / ka‹ tåw époÊsaw §lp¤daw di°fyoren. (For by always being about to
do something, he has destroyed / the hopes I had and those I don’t dare
have.) and in Ant. 1108–9: ‡tÉ ‡tÉ Ùpãonew, / o· tÉ ˆntew o· tÉ épÒntew (Go,
go, my servants, you who are here and you who aren’t). Denniston, 564n,
comments: “the antithesis is an odd one”; as it certainly is in this context, so
that one wonders if Euripides is not parodying Sophocles.

566 fidoÊ: an exclamation, but perhaps literal here: “See, I am calling on the
gods.” She does this with a gesture rather than with words. yeoÊw: synizesis,
see 383n.
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568 mÆ = êra mÆ, expecting a negative answer (Smyth 1772, 2651).
“I’ve been looking for some time—are you insane?” Electra yet again
shows her lack of respect for the Old Man (see 524). Her tendency to dis-
respect has already been shown in her superciliousness toward her hus-
band in 404–5, 408. Her tone here is even more uncivil than that Orestes
adopted toward the Old Man in 553–4. Similar reactions are found in H.
Od. 23.10–14 and S. El. 879, 920. Penelope questions Eurycleia’s sanity
when the latter tells her that Odysseus has returned. Electra questions
Chrysothemis’ sanity when she tells her that Orestes has returned. 

571 ırçn: infinitive with unstated nom. subject presupposing e‰pon on
the basis of e‰paw in line 570.

572–4 po›on xarakt∞rÉ efisid≈n, ⁄ pe¤somai; Electra needs proof.
After having her discount the Aeschylean tokens of recognition, Euripides
resorts to a Homeric token: the scar. oÈlØn: the audience was well acquainted
with the scar on Odysseus’ leg by which Eurycleia recognizes him (H. Od.
19.390–475) and which he uses to identify himself to his herdsmen, Eumaeus
and Philoetius (Od. 21.217–20): 

efi dÉ êge dÆ, ka‹ s∞ma érifrad¢w êllo ti de¤jv,
ˆfra mÉ §£ gn«ton pistvy∞tÒn tÉ §n‹ yum“,
oÈlÆn, tÆn pot° me sËw ≥lase leuk“ ÙdÒnti
ParnhsÒndÉ §lyÒnta sÁn uflãsin AÈtolÊkoio. 

Come then and I will show you something else, a very clear sign so
that you will know me and believe in your hearts, the scar which
long ago a boar inflicted on me with his white tusk when I went to
Parnassus with Autolycus’ sons.

The nature of Orestes’ scar infantalizes him: he was not participating in a
manly hunt in the wilds, but playing in his own palace courtyard with his big
sister and pet deer. He does not achieve the coming of age Odysseus does in
his first manly adventure (see Goff, 261–5). Sophocles has Orestes present
Electra with Agamemnon’s signet ring as the evidentiary token (El. 1222–3).

573–4 The variations in the stichomythia are effective: the Old Man extends
his part to two lines for the dramatic information about the scar that ends all
doubt. See also on 579–81.
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576 -p¤tnein = -p¤ptein: metrically convenient poetic form.

579–81 The siblings accept and embrace each other in a more emotional
or excited antilabe (or half line stichomythia, in which each trimeter is
divided between two speakers; cf. S. El. 1220–6). Orestes, who has been
silent throughout the discussion of the tokens and the recognition scene
per se, finally speaks. 

581–4 Orestes declares that if he does not accomplish the revenge, people
will have to stop believing in the gods because justice will not have pre-
vailed over wrong. There is an irony here. Orestes says that he is confident
that he will accomplish his revenge and, in fact, does so, but the end of the
play casts doubt on the wisdom of Apollo and on whether justice was
really attained or is attainable. Put differently, Orestes’ confidence that he
will accomplish the revenge is based on his belief in the gods and in the
victory of justice; but, even though he accomplishes his goal, the play under-
cuts his motivating beliefs.

581 §ke›now e‰ sÊ; “Are you he?” How is this scene to be played? Does
Electra simply accept Orestes, as her Aeschylean counterpart does? Is this
scene played for comic relief to show the horrible discrepancy between
real life and the unnatural deed the characters are about to do? Is it written
in an egalitarian spirit to allow an anonymous slave a real part in the myth
as it unfolds and reaches its destined end? The end of this scene should be
a happy event but is even more brief than its counterpart in Sophocles,
where the reunion is cut short by the old Paedagogus. Here Orestes cuts
short their embraces (597): “in time we will share them again.” Now that
he has been recognized he has to act the part of Orestes without delay. 

582 “Still, if I pull in the catch I’m going after. . . .” Cropp and Diggle
(following Vitelli) assume a missing line containing the apodosis of the con-
dition, which probably indicated their future triumph. Denniston believes
that the sudden break is actually an aposiopesis, a rhetorical device in which
the speaker or writer deliberately stops short and leaves a statement unfin-
ished, giving the impression that he/she is unwilling or unable to continue.
Indeed, it would suit Orestes not to have an apodosis here that would clearly
indicate future matricide. As his next statement shows, he prefers nebulous
utterances about what must happen next. énspãsvmai < énaspãv with
apocope of the prefix, see 288n.
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583–4 For this thought, see 198–200n. 

585–95 Choral Interlude. This short song of celebration addressing
both Orestes and Electra marks the end of the recognition scene and forms
a transition to the scene in which Orestes and Electra, guided by the Old
Man, plan the murders. For similar songs that interrupt the continuity of
the dramatic action, see A. PB 687–95, S. Tr. 205–24, E. Hipp. 362–72 ~
669–79, Supp. 918–24. The meter is mostly dochmiac, with two mixed
dimeters (586, 588) and one anapestic line (590). It allows the brother and
sister a moment to embrace and separate. It is full of emotional repeti-
tions: 585 ¶molew ¶molew; 590 yeÚw aÔ yeÚw; 592–3 ênexe x°raw, ênexe
lÒgon; 594 tÊx& soi tÊx&.

585–9 Orestes is compared to a torch, suggesting the light that will dispel
the darkness of the illicit rule of Agamemnon’s murderers. In contrast, the
depiction of Paris as the torch that would light Troy refers to the torch’s
incendiary qualities (Apoll. 3.12.5). In S. El. 66 Orestes compares himself
to a star. The motif of the torch bringing light out of darkness also appears
throughout Aeschylus’ Oresteia. In the Agamemnon, the signal flashes
announcing the fall of Troy come just before dawn (Ag. 22–5, 28–30).
Torches and signal fires are associated with Clytemnestra in the first two
plays of the Oresteia: for example, at Ag. 281–316 she describes the relay
of signals she has set up to bring the news to her; in Cho. 536–7 torches
flare in the darkness to banish Clytemnestra’s fear after her nightmare that
presages Orestes’ return. In Eum. torches are associated with the civic rec-
onciliation at the end of the trilogy (1029, 1041–2). Here, Orestes is the
beacon light (587) which is another link with his parents: he is the fulfill-
ment of the signal fires announcing the fall of Troy and the homecoming
of Agamemnon. 

589 éla¤nvn see 200–6n.

591 n¤kan: while Orestes’ earlier claim that the revenge will bring the
victory of justice over wrong (583–4) refers to the outcome of the revenge
in the future, the Chorus sees the wished-for victory already in Orestes’
arrival. Sophocles’Electra similarly translates Orestes’ arrival into the revenge
before it has actually been carried out (1232–1338). Cf. Roisman 2000,
190–9; 2008, 110–11. 
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596–698 Second Episode, Part 2 Murder Plot: Orestes, Electra, Old Man
In contrast to the jubilation of the meetings of brother and sister in

Aeschylus’ and especially Sophocles’ recognition scenes (Cho. 235–45 and
El. 1227–87 respectively), their meeting in Euripides’ play is conspicu-
ously without elation. The dramatic emphasis is on Orestes’ uncertainty as
to how to carry out the revenge. This lack of warmth between the siblings
is further underscored by the emotionalism of the Chorus’ song (585–95)
upon learning that Orestes is here. In Sophocles’ play, the Chorus com-
ments on Orestes’ arrival only after Electra stirs them to do so (1227–9).
In Aeschylus they do not comment at all. About two-fifths (612–40) of the
73 lines of this stichomythic passage are devoted to plotting the murder of
Aegisthus; the rest to Clytemnestra and to the siblings’ prayer for success.
The stichomythia has 13 resolutions with a ratio of 1:5.6 in positions 2
(653), 4 (633), 6 (614, 625, 651, 656, 667, 677, 681, 683, 684), 8 (645),
10 (616). See 3n.

It is significant that Aegisthus is never at the palace when Orestes
arrives. Even in Euripides’ version, in which Orestes never reaches the
palace, Aegisthus is not there. It is as if all three playwrights, whether inten-
tionally or not, want to represent him as an intruder whose natural place is
not in the house of Agamemnon. In Aeschylus he must be summoned home
(by the old Nurse of Orestes), but despite the delay he is the first to be
killed. Orestes hopes to meet him first and dispatch him, but instead is met
at the door by his mother, who does not recognize him. In Sophocles he is
at his country estate and is to be killed on his return, but (as it turns out) he
is killed after the assassination of Clytemnestra and indeed after the end of
the play. In Euripides he is at his estate preparing a sacrifice to the Nymphs,
in what is described as a beautiful, well-watered, garden-like area (another
Odyssean allusion). What is interesting is the assumption that—paranoid
though he is said to be—Aegisthus is expected to welcome the guests, and
in the actual event he is reported to do so with more than nominal hospitality.
In the other Electra plays, he is killed at the palace. The planning for Cly-
temnestra’s murder is also a novelty. It further stresses the displacement,
the alienation, the lack of communication among all the characters. Neither
Aegisthus nor Clytemnestra can enjoy the fruits of their crime: both live in
fear and isolation, but both are accommodating to others. 

596–611 Orestes’ nine-line speech to Electra has four resolutions, averaging
one resolution per two lines: 2 (600), 6 (599, 603), 8 (600). This is a very high
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rate and must indicate his emotionally wrought-up state. In contrast, the Old
Man’s reply (605–11) contains no resolutions at all. See 3n.

596–7 Orestes cuts off the exchange with his sister and turns to the plot.
Secret recognition scenes usually include some caution lest others over-
hear, cf. H. Od. 21.228–9; A. Cho. 264–8, S. El. 1288–94, E. IT 902–6. In
Sophocles, it is the old retainer who puts an end to the joyful reunion. He
has not spent all those years raising Orestes to be a murderer just to see
his plan foiled by the exuberance of the young brother and sister. In
Aeschylus, Orestes ends the recognition scene with an invocation of Zeus
(Cho. beginning at 246), but the two siblings participate together in the
long kommos (a song of mourning between characters and chorus) that
follows. In Euripides, as it turns out, there will be no possibility of renewing
the affectionate embraces hereafter, except for a brief farewell before they
are forever separated.

598–646 From here to the end of the planning of Aegisthus’ murder,
Orestes converses solely with the Old Man. 

598 ka¤riow går ≥luyew: though ka¤riow refers to place in Homer (in
the right place, in a vital organ) and continues to be so used, it also took
on reference to time: in season, at the right time. Greek often uses adjec-
tives of time where English would use an adverb.

599 fon°a: the alpha is short as in 763. Cf. Hec. 882, Cyclops 327. See
La Roche, 1–3.

600 This line was excised by Wilamowitz on the grounds that it does not
befit the hesitant Orestes to raise the idea of killing his mother. Orestes has,
however, already raised the idea in 89, when he declares his intention to
take revenge on his father’s “murderers,” in the pl. Furthermore, though he
expresses amazement at Electra’s enthusiasm (282), he probably feels admi-
ration rather than disapprobation. See 614 and 646 for his acceptance and
determination to kill his mother. When he gets closer to the deed, like his
Aeschylean counterpart, he expresses doubt, without which he would seem
less human and natural. Canter’s insertion of <tØn> after te mends the meter.

601 ¶stin . . . eÈmen¢w f¤lvn; lit. “Is there in Argos any loyalty of friends
to me?” In certain situations, a positive feeling, eÈmen°w well-disposed, can
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indicate loyalty; here as a neut. noun for an abstraction (as in 345, 550, cf.
S. El. 1203). See Roisman 1984 passim. Orestes needs not only persons
who like him, but people who would agree to put their personal interests
and safety at risk for him.

602 μ pãntÉ éneskeuãsmeyÉ: the verb éneskeuãzv, (in the pass. be
bankrupt or be destroyed) etymologically means pack up and remove the
baggage, tå skeÊh, making it all the more poignant: not only is Orestes
an exile, but all traces of him have been removed from the household. The
original audience would not have known it, but Orestes is never to reclaim
his home and patrimony in Argos so he remains packed and removed.

605–6 oÈde‹w dustuxoËnt¤ soi f¤low: this is a truism (cf. “a friend in
need is a friend indeed”). For the gnomic expression, cf. 82–5, Theognis
79–82, S. Aj. 680–3. E. HF 57–9, Phoen. 402–3.

606 eÏrhma gãr toi xr∞ma: eÏrhma går tÚ xr∞ma is the mss. reading
(corrected to toi by Seidler). The jingly ring might be intentional. Dennis-
ton suggests that it may be a proverb. xr∞ma is often used idiomatically or
colloquially as in t¤ xr∞ma; why? or in Aristoph. Clouds, 2 tÚ xr∞ma t«n
nukt«n ˜son (“this matter of nights how long!” meaning “will this night
never end!”).

610–11 In both Euripides’ and Sophocles’ plays, the paedagogi facilitate the
revenge. The Old Man’s prediction proves mistaken at the end of Euripides’
play. Orestes recovers neither his paternal palace nor his city.

610 §n xeir‹ tª sª pãntÉ ¶xeiw ka‹ tª tÊx˙: the hand symbolizes per-
sonal action (cf. 10). Much also depends on luck in this risky undertaking.
Orestes finds himself altogether too lucky as it turns out.

614 ¥kv Ép‹ tÒnde st°fanon: the crown is an athletic metaphor, a motif in
the play: 528 (Electra pictures her brother as an athletic young man), 659 (the
murder plot is compared to a race), 686 (Electra uses a wrestling metaphor),
751 (she refers to the death struggle as an ago \n), 761–2 (the messenger calls
Electra and the Chorus kall¤nikoi and refers to the victory of Orestes), 854
(Orestes is crowned victor by the servants of Aegisthus), 862–5 (the Chorus
credits Orestes with a victory surpassing that at the Olympic games), 880–9
(Electra crowns her brother and Pylades as victors, explicitly comparing them
to athletes). At this point there seems to be no irony on the speakers’ parts.
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615 teix°vn: synizesis (see 383n). §lyΔn §ntÚw oÈdÉ ín efi: “not (by)
going inside even if. . . .” 

616 dejia›w: sc. xers¤. “He has the advantage of lookouts and spearmen’s
right hands.” dorufÒrvn: spearmen, the standard term for bodyguards.
Aeschylus’ chorus uses the same term (Cho. 769) when they tell the Nurse not
to relay Clytemnestra’s message to Aegisthus, but simply tell him to return.

618 sÁ dØ toÈny°nde boÊleuson: Orestes relies on the advice of others.
See also 669. See “Discussions.”

625 NÊmfaiw §pÒrsunÉ ¶rotin: the mountain Nymphs are divinities of
springs and are worshipped at specific locations. Their name means bride
or marriageable young woman. They are companions of Artemis and are
associated with fertility and childbirth as well as with good health and
vigor. ¶rotin = •ortÆn: according to the scholiast and Eustathius, this is
an Aeolic form; according to Hesychius it is Cyprian.

626 trofe›a pa¤dvn μ prÚ m°llontow tÒkou; since Electra had said
that Clytemnestra bears children to Aegisthus (62), this plants the possi-
bility that Clytemnestra may be pregnant. 

627 oÈk o‰da plØn ßn: “I know but one thing.” A phrase that is repeated
in Euripides, see 752, Hipp. 599, Supp. 933, HF 1143, Ion 311.

629 oÈde‹w par∞n ÉArge›ow, ofike¤a d¢ xe¤r: Aegisthus is accompanied
only by his household slaves, who are not Argive citizens.

631 o„ s° gÉ oÈk e‰dÒn pote: in the event one of these slaves does recog-
nize Orestes after he has killed Aegisthus and identified himself (852–3).

633 doÊlvn går ‡dion toËto, so‹ d¢ sÊmforon: on Euripides’ less
derogatory attitudes to slaves, see Synodinou, 100. It is ironic, and at the
same time true to life, that the disparaging comment about Aegisthus’
slaves should issue from the mouth of a slave.

637 koinvnÒn: companion, partner. The same word Orestes used for his
mother as “partner in the unholy union” with Aegisthus (600).

176 EURIPIDES, ELECTRA



639 prÚw tÚ p›pton: for forms of p¤ptv and its derivatives in a metaphor
from dice-casting see E. HF 1228, Hipp. 718, IA 1343, A. Ag. 32–4.

643 See 29–30n on Clytemnestra’s fear of the people’s disapproval.

646–7 When Clytemnestra’s whereabouts come up, Electra intrudes into the
conversation to declare that she herself will see to the killing of her mother,
even though Orestes never asks her to do so. This intrusion breaks Electra’s
longest silence, 62 lines, in any of the play’s dialogues. Earlier, Electra had
left the stage for 30 lines (82–111), when she went to bring water from the
stream and for 68 lines (425–92; at 493 the Old Man catches sight of her) to
prepare the meal for the guests. After 698 she exits into the house for 52 lines
to prepare for the outcome of Orestes’ attempt on Aegisthus’ life and is called
out by the chorus at 750 after the “Thyestes ode.” Following 872 she leaves
briefly to fetch the garlands from the house for Orestes and Pylades, and
finally she will enter her hovel behind Clytemnestra at 1146 to reemerge
after the murder at 1172 with Orestes and Pylades. With these exceptions
(about 180 lines), Electra is onstage for the entire play. In A. Cho. Electra
exits the play about halfway through (584), never to return. In Sophocles’
play, she is on stage for all but 14 lines (1384–97) after her initial entrance at
line 86. Her interjection here, at the first opportunity, that she will take care
of her mother’s murder, reinforces her earlier statement that she is prepared
to kill her mother (281) and underscores the hatred she bears her. As Dennis-
ton points out, the obvious answer to Orestes’ question would be “by waiting
till she (Clytemnestra) arrives.” Her participation in the actual planning with
the ruse of the false birth and in carrying out the murder of her mother is
unique and is doubtless an invention of Euripides. The Old Man is now no
longer focal and becomes merely an instrument in the plot.

648 §ke›na: the death of Aegisthus, yet to come.

650 We follow L in assigning the line to the Old Man, whom Electra
addresses in the next line. In ancient dramatic texts there is rarely identifi-
cation of speakers; see Turner, 12–13.

652 êrsenow: because Aegisthus feared a son of Electra growing up to take
vengeance and carry on the blood feud, the sex of the child is a necessary
detail; the fact that the (imaginary) child is a boy will bring Clytemnestra to
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her daughter’s side. Electra’s choice of bait may be motivated by her frustra-
tion as a virgin who has never given birth, by her jealousy of her mother who
has children with Aegisthus, and by anger at her mother’s acquiescence to
Aegisthus’ marrying her off below her class, so that any children she might
bear would lack nobility. The invention of a baby for Electra is made even
more grotesque by the continued fertility of Clytemnestra in contrast to her
daughter’s extended virginity. Dramatically and thematically, it ties in well
with the fact that Clytemnestra makes a detour from her intended sacrifice to
the Nymphs, whose functions included fostering fertility, to visit her daughter,
who has supposedly given birth (see on 625, 626). 

653 The Old Man seems to believe that Electra has actually borne a child.

654 d°xÉ ≤l¤ouw: ten days ago. A woman was considered ritually unclean
through the labor, the birth, and for ten days after the birth. She kept apart
from society and was gradually purified, the pollution finally dissipating
on the fortieth day (Parker 1983, 48–52). At the tenth-day ceremony, called
the dekãth, the baby was given his name (a first-born boy was usually named
for his paternal grandfather). It was a formal occasion for the acknowledg-
ment of the child as a member of the family. See Garland 1990, 94–6, 61–3.
Cf. line 1128 and note.

655 The Old Man apparently still does not grasp why Electra wants him
to tell Clytemnestra that she has given birth. 

656–7 pÒyen: literally, whence? or where from? The term is usually dis-
missive of the previous speaker’s comments, and sometimes conveys a
touch of contempt. “She will come. . . . What makes you think that? Why
do you think she cares about you, child?” Cf. E. Alc. 95. This use of pÒyen
seems to be colloquial; aside from Euripides, it is found only in comedy
and prose. 

658 éj¤vma: the word is semantically neutral: “that of which one is thought
worthy.” Electra’s child with the Farmer will not be considered worthy,
however. In effect, Electra is saying that her mother is a hypocrite who will
regret her child’s low birth. When Clytemnestra actually arrives on stage,
she shows herself to be much less hypocritical than Electra thinks she is.
See Denniston.
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659 kampÆn: the turning post or the finishing post in a single race, a
way of telling Electra to get to the point. The Old Man does not under-
stand the connection between Clytemnestra’s coming to Electra’s hovel
when she learns that Electra has given birth and Electra’s plans to kill her.
After 653 and 655, this is the Old Man’s third failure to follow Electra’s
plot. Euripides seems to be mocking his slow understanding, and maybe
that of the audience as well, by making it necessary for Electra to spell out
connections that really are quite easy to understand. 

660–4 Electra actually never discloses how her mother is to be mur-
dered, except that it will be done in her house and in the usual way.

663 “If only I may die, once I’ve seen this!” Cf. 281.

671–84 A large part of A. Cho. (306–509) is taken up by the kommos in
which Electra, Orestes, and the chorus call upon the spirit of Agamemnon
and other powers to come to their aid. These invocations in Euripides’
Electra are a faint echo of that powerful, violent, and bloodcurdling scene.
See “Discussions.”

671–83 The lines have been differently assigned. We follow Murray’s
attributions, for the considerations of which, see Denniston. 

678 xe›raw √ d¤dvmÉ §måw: Electra is beating the earth with her hands
(cf. H. Il. 9.568).

683 The transposition of 682 and 683 is certain. 683 complements 681.
684 answers 682. 

684 ékmÆ: high time. The Paedagogus in S. El. (22, 1338) similarly uses
this word to urge Orestes and Electra to get on with the revenge. In A.
Cho. it is the Coryphaeus who reminds the two siblings that the time for
action has come (510–13).

685–98 Some scholars see some or all of 685–92 as “histrionic rewriting”
which duplicates Electra’s thoughts of suicide in 695–8, and think that the
lines are interpolated (see Page 1934, 75–6). However, there is more than
simple duplication of Electra’s suicide threat. In 685–92, Electra states that
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she will commit suicide if Orestes dies; in 694–8 she explains that her reason
will be to avoid rape by Orestes’ enemies (s«mÉ §mÚn kayubr¤sai). Actu-
ally, repetition is a feature of Electra’s entire speech, see 687: “I too am dead:
don’t speak of me as one who lives.” Its function is to add pathos.

685 A‡gisyon yane›n: either an indirect command “(that) Aegisthus (is)
to die” (Denniston), or infinitive-clause expressing a wish “that Aegisthus
may die.” (Smyth 2014) 

686 palaisye‹w: metaphors from wrestling are common in both Greek
poetry and prose, cf. A. Ag. 171–2. The ‘p’ sound appears three times in
this line.

688 går ∏par: the mss. have kãra går head. Stabbing one’s head is not an
easy way to commit suicide. The usual, though masculine, method is to stab
oneself in the liver or heart. ∏par was suggested by Geel; k°ar går heart by
Reiske. The more common method of female suicide was by hanging, which
was regarded as a disgraceful way to die. Killing oneself with a sword was
considered more courageous (Loraux, 8–17).

694–5 eÔ purseÊete / kraugØn: “light-up with beacon fires to carry the
news,” a metaphor for carrying the news clearly and rapidly, as is indeed
done in 747–60. The signal torch is compared to the cry of victory or
defeat. It is likely that this refers through ironic contrast to Clytemnestra’s
speech on the signal fires that bring her news of the fall of Troy in A. Ag.
281–316 (with its refrain of purÒw at the end of lines 282, 299, 304, 311;
also 295 pur¤), which in turn tells her that she should expect Agamemnon
and plan for his murder. For words denoting light applied to sound, Den-
niston gives S. OT 186 paiån d¢ lãmpei “the song flashes out”; 473–5
¶lamce . . . fãma “the message has just flashed.” See also A. Sept. 103,
ktÊpon d°dorka “I see the sound.”

697–8 “For when defeated I will never allow my enemies to cause outrage
to my body as a reprisal.” The outrage may refer either to rape or torture. In
H. Il. 2.354–6, Nestor instructs the Argive soldiers not to stop fighting until
each has lain with a Trojan woman to avenge Helen’s adultery. In S. El.,
Chrysothemis is concerned that she and her sister will be tortured if Elec-
tra’s plans for revenge are uncovered (1007–8). For similar declarations, see
E. Hel. 835–42 and Ion 1061–73. Euripides’ Medea prefers to kill her sons
herself, rather than have them fall “by an enemy’s hand” Med. 1236–41.
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699–746 Second Stasimon (second major choral song): Thyestes and
the Golden Lamb.

At the end of the second episode and before this stasimon, Orestes goes
off (along the parodos by which he entered, stage left), guided by the old ser-
vant to an imaginary middle distance, one of Aegisthus’ country estates along
the road to Argos, not so very far away as to be out of earshot. The Old Man
will continue along the road to Argos with his message for Clytemnestra. At
the end of this ode, the Chorus, by claiming to hear sounds from the murder
scene, makes the noise more real to the audience so that they will know that
the amorphous distant sounds are part of the play (746–50). 

The second stasimon, like the first, is dithyrambic. While the first murder
is to be imagined as taking place off in the distance, the Chorus sings of a past
event (a generation before the time of the first stasimon) in the city and of
secret criminal doings in the palace, which bring context to the murder of
Aegisthus. The Chorus goes back to an earlier adultery and an earlier dispute
over sovereignty, which legitimizes Orestes’ revenge on Aegisthus as well
as on his mother, who, in her betrayal, parallels Atreus’ wife. The Chorus
presents Thyestes’ seduction of Aerope, in order to get the golden lamb, as the
source of the affliction of Agamemnon’s house (720–1). Since in other treat-
ments of the myth Euripides traces the curse on the house of Atreus all the
way back to Pelops (Or. 988–96, cf. Hel. 386–7), here by going only as far
back as Atreus and Thyestes, he clearly wished to present the earlier seduc-
tion as a parallel to that of Clytemnestra by Thyestes’ son, Aegisthus. Thus
a beginning is given to the story of Aegisthus just before he is killed offstage.
Euripides also purposely avoids mentioning Atreus’ revenge on Thyestes—
killing his sons and serving their flesh to him at a banquet—the horror of
which is brought out in the Oresteia (Ag. 1085–97, 1217–22, 1242–4,
1338, 1500–4, 1577–1603). This suppression could stem from Euripides’
wish to avoid the issue of relationship between parents and children, which
culminates in the matricide to come—the last revenge in the myth of the
Pelopid house, an act that is not discussed at any length in this play prior to
its occurrence, apart from its planning. See Mulryne, Rosivach, Morwood.
Another reason may be that the poet did not want to hint at the justice of
Thyestes’ or Aegisthus’ cause. 

As in the first ode, a bright mythological picture turns dark. This time
the story starts with hints of a bucolic landscape but turns into a tale of
treachery, seduction, and usurpation. The physical house that was to be
purified by revenge turns out to be of no interest in Euripides’ version. It is
already empty. The country house that Euripides substitutes for the palace
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of the Atreidae will turn out to be just as morally squalid as its counterpart
in the city, so that the longing for the purity or simplicity of rustic life is an
example of nostalgia for something never known. The cosmic outcome, the
reversal of the sun’s course, seems all the more outlandish and unbelievable
when we consider that it refers to recent history, within the memory of the
older generation, people the age of the Old Man who cared for Agamemnon
in his childhood.

Strophe 1: The golden lamb is brought from the country to the city and
becomes an object of treachery. It was to be the symbol of the sovereignty
of Atreus.

Antistrophe 1 leads from celebration to Thyestes’ crime and back to the
usurped lamb.

Strophe 2: Zeus reverses the sun’s course and causes climate change around
the globe.

Antistrophe 2 reflects on the purpose of such awesome stories of divine
intervention and on Clytemnestra’s crime. 

699–706 The two principal versions of the golden lamb were that Atreus
promised to sacrifice to Artemis the best in his flock, but when the golden
lamb appeared among his flocks, he kept it for himself. This caused Artemis’
anger at Atreus, which manifested itself in the next generation toward Aga-
memnon (Apoll. Epitome 2.10–11). The second version was that Hermes
was angry at Pelops for killing his son, Myrtilus, and placed the golden lamb
among Atreus’ flocks knowing it would be a cause of dissension (E. Or.
995–1010). Euripides’ version, in which Pan gives the lamb as a gift to
Atreus, seems devoid of any malicious or punitive intent, although Myrtilus
and Pan are both Hermes’ sons, and according to Or. 997-1000 the lamb was
born in Hermes’ flock.

699–705 étalçw ÍpÚ †mat°row ÉArge¤vn †: Murray prints :

étalçw ÍpÚ matrÚw <êrnÉ>
ÉArge¤vn
Ùr°vn pot¢ klhdΔn §n 700
polia›si m°nei fÆmaiw
eÈarmÒstoiw §n kalãmoiw
Pçna moËsan ≤dÊyroon
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pn°ontÉ, égr«n tam¤an,
xrus°an kalliplÒkamon 705 

Murray takes <êrnÉ> from 705, where he believes it was wrongly placed
because of miscopying from 719 in the antistrophe (xrus°aw érnÚw . . .),
and moves it to 699. The ms reading at 705 is êrna kalliplÒkamon.
kalliplÒkamon was shortened to kall¤pokon by Heath as the more suit-
able word to apply to an animal (since plokamo¤ properly means hair as
opposed to pÒkow, wool or fleece) and to correspond to line 719, but the
last word in 719 (§p¤logoi) is also in doubt, because its sense is uncertain:
of §p¤logoi, Murray writes, “non intellegitur.” 

701 polia›si . . . fÆmaiw: like English hoary (white or gray) poliÒw is
used metaphorically to mean “venerable with age.”

702–3 eÈarmÒstoiw §n kalãmoiw Pçna: Pan played the panpipes, called
the sÊrigj, to his flocks.

704 égr«n tam¤an: Pan is called the steward (or treasurer) of the lamb,
perhaps because it is so valuable.

706–12 The common interpretation is that the golden lamb became the
token of Argive sovereignty: whoever possessed it was entitled to rule
Argos, much like the golden ram whose fleece Jason had to retrieve in order
to reclaim the rule over Thessaly. The Myceneans were then summoned to
ratify Atreus’ kingship.

706–7 petr¤noiw dÉ §piståw kçruj fiãxei bãyroiw: the herald delivers
his proclamation from a stone platform in the agora. See Camp 101–2 on
the oath-stone, where new magistrates took their oath of office (Plutarch
Solon 25.2 §n égorò prÚw t“ l¤yƒ). Plutarch, Solon 8.2: ˆxlou d¢ polloË
sundramÒntow énabåw §p‹ tÚn toË kÆrukow l¤yon §n ”dª diej∞lye tØn
§lege¤an, ∏w §stin érxÆ: 

aÈtÚw k∞ruj ∑lyon éfÉ flmert∞w Salam›now,
kÒsmon §p°vn ”dØn éntÉ égor∞w y°menow.

When a large crowd had assembled, getting up on the herald’s stone he
recited the poem that begins:
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I have come myself as herald from lovely Salamis,
to present instead of a speech my words arranged as a song.

Paley suggests this is an allusion to the b∞ma or l¤yow on the Pnyx.

710 turãnnvn: proleptic: Atreus will be ruler only after the Myceneans
gather and ratify him as such.

711–12 †de¤mata. xoro‹ dÉ†: why would the lamb inspire fear? The var-
ious emendations include, de¤gmata, sÆmata, yaÊmata, fãsmata deinã
(where deinã would mean strange and wonderful). Without a transitional
word xoro¤ seems too abrupt; Denniston suggests changing de¤mata to
deinã and adding aÈt¤ka to restore the meter: fãsmata deinã. xoro‹ dÉ
aÈt¤kÉ ÉAtreidçn §g°rairon o‡kouw (“and at once they celebrated the
house of the Atreidae in song and dance”). As Denniston points out, even
though it was called the house of Atreus at the time of the phenomenon, in
the time that the Electra is taking place it was known as the house of the
sons of Atreus.

713 yum°lai: (< yÊv) may refer to portable braziers or to great public
altars.

717 Mousçn yerãpvn: the lvtÒw (the nettle-tree, the hard wood of
which is used in making flutes, comes to mean flute, that is aulos) is here
personified as if it were the poet, the Muses’ attendant.

719 §p¤logoi: the meaning is in doubt. †§p¤logoi† Diggle. Suggestions
include e‰ta dÒloi (then came the treacheries with Yu°stou in 720);
eÈlog¤& (in praise of, with xrus°aw érnÚw); …w §st‹ lÒgow Yu°stou; …w
§st‹ lãxow (lot) or pãlow (lot) Yu°stou.
Translations include: 

Paley, “that the luck is to Thyestes” (taking the last reading, above)
Denniston, “Then came Thyestes’ trick . . .”
Cropp, “in praise of the golden lamb, Thyestes’ lamb . . .” 
Vermeule, “Quick, Thyestes’ trick . . .”
Luschnig (2009), “A new ending for Thyestes’ story . . .”

720–6 The two crimes of Thyestes—seduction of Aerope and stealing the
golden lamb—are tied together. It is unclear whether Aerope had a hand in

184 EURIPIDES, ELECTRA



the thievery, as Medea had in Jason’s acquiring the golden fleece. It is also
noteworthy that Thyestes does not display the golden lamb, but claims that
he has it. Euripides does not allow him to have a community celebration
such as he granted Atreus.

726–32 According to this story the sun used to set in the east, but Zeus
changed its course in outrage at Thyestes’ crime. See E. Or. 1002–12 and
Plato Politicus 268e–269a.

727 To “normalize” the meter Hartung adds <dØ>: tÒte dØ tÒte <dØ>
faen- but we are not bothered by the meter; see 737n. For tÒte dØ tÒte
see GP 207.

731–2 §laÊnei: is the subject Zeus or Helios? Taking the verb in the
sense of drive a chariot necessitates a change of subject, since Zeus would
not drive Helios’ chariot (Denniston): “he [Helios] drives toward the western
expanses with his heat of divine flame”; ßspera n«ta would then be acc.
of direction toward. But the verb can also mean strike or plague and the
lines could be interpreted “he [Zeus] plagues the western expanses with hot
god-fanned flame.” In either case the meaning is that the sun has changed
course and now sets in the west rather than the east as, according to the
Chorus’ claim, it used to (see 726–32n).

733–4 ÉAmmvn¤dew ßdrai: the famous oracle of Jupiter Ammon (Amen
Ra) at Siwa in Libya. See E. Alc. 115–16. 

737–46 The Chorus’ expression of disbelief in the old stories, or in this
case not-so-old a story (since it was just one generation past), undermines
the moral basis of the myth, but not as much as the play’s conclusion does.
See Halporn, 109: “the dramatic function of the chorus here, as elsewhere in
the play, is to suggest a universe and a way of seeing the world that can help
explain the state of mind of Electra herself.” In H. Od. 1.32-43, Aegisthus is
warned against the seduction of Clytemnestra, not through cosmic events,
but by Hermes himself, and before, not after the event. Warnings from the
gods are not effective in the world of this play; even if heeded, as Orestes
obeys the oracle, they bring more disaster. 

737 To “normalize” the meter Weil adds <tãde>: l°getai <tãde>; 
see 727n.
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746 klein«n suggen°teirÉ édelf«n: suggen°teira usually means mother.
édelf«n can refer to a brother and sister, that is, Orestes and Electra, but
the already famous siblings are usually taken to be Castor and Polydeuces:
suggen°teira would then mean sister.

747–1146 Third Episode, in two parts, 747–958 (Aegisthus) and 959–1146
(Clytemnestra)

747–958 Part 1: The Death of Aegisthus: Messenger’s speech; Choral
Celebration; Electra over the body of Aegisthus. This scene divides into
three parts: 

747–858 Exchange between Electra, the Chorus, and the Messenger;
Messenger’s speech describing Aegisthus’ murder.

859–79 Brief Choral song celebrating Orestes’ accomplishment, broken
up by Electra’s spoken expression of joy.

880–958 Return of Orestes; Electra’s speech over Aegisthus’ corpse.

747–73 These exchanges have six resolutions with a ratio of 1:4.5, in
positions 1 (763), 5 (764), 6 (752, 760, 763, 769). See 3n.

747 bo∞w ±koÊsatÉ: the chorus often filters sounds from the house. They
act in these instances as a fellow audience, interpreting sounds we hear.
Here they comment on and try to explain a far- off muffled sound as Electra
asked them to do (694–5). A nice variation of this device is found in the
parodos of E. Alc. where the chorus expects to comment on the sounds of
mourning coming from the house but finds only silence (77–97). dokΔ kenÆ:
dok≈ (impression) is found only here. See A. Ag. (1356) for the similarly
formed mell≈ for m°llhsiw (intention, delay). The women of the Chorus
wonder if they are hearing things.

748 nert°ra brontØ DiÒw: subterranean or seismic rumblings of Zeus,
that is, the sound of an earthquake is compared to thunder. Though earth-
quakes are attributed to Poseidon, thunder (brontÆ) belongs to Zeus. See
E. Hipp. 1201 ¶nyen tiw ±xΔ xyÒniow …w brontØ DiÒw “then a rumbling in
the earth, like Zeus’ thunder.”

749 oÈk êshma: “not without meaning.” Litotes in predicative function
(350n). The “breaths of wind” may refer both to the shouts and Zeus’ thunder.
pneÊmata: a wind rising; Denniston suggests the winds of fortune because
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the Chorus does not know which way it is blowing; Paley thinks it is a voice
rising and dying away. 

751 t¤ xr∞ma: idiomatic, why? p«w ég«now ¥komen; ¥kv with an adverb
+ the gen.: “how have we come out in the contest?” See E. Alc. 291 kal«w
m¢n aÈto›w katyane›n ∏kon b¤ou: “they have reached such a time of life
that they could die honorably.” The gen. in these examples is partitive.

754 ge mÆn: Denniston, GP 348 suggests the term is mildly adversarial.

755 ÉArge›ow ı stenagmÒw: “Argive cry” is anomalous here. One would
expect Electra to ask if the cry comes from her “enemies” as the opposite of
her philoi, that is, her friends and family. Moreover, Aegisthus is not the only
Argive who might be shouting. Orestes, of course, is also an Argive; and
Pylades, being in his company, would be counted one. Aegisthus’ retinue, on
the other hand, consists of slaves (629), who would normally not be referred
to as Argives.

756–7 m°low bo∞w: “the song of shouting” is an ironic reference to the
terrible sound of Aegisthus’ death cries. While the Chorus suggests that the
shout indicates Orestes’ victory, Electra fails to grasp the irony and thinks
the worst—that the shouting signifies that Orestes has been discovered,
captured, or killed.

759–60 poË går êggeloi: “Where are the messengers?” Electra assumes
that if Orestes had killed Aegisthus, a messenger would have arrived to tell of
it. Euripides exploits the expectation, dictated by the genre, that someone will
bring news, whether to add to the dramatic tension, to show Electra’s anxious
impatience, to make a metatheatrical reference to the theatrical convention
of the messenger arriving right after a choral song—or a combination of these
possibilities. Medea in E. Med. 1116–20 similarly expects a messenger after
sending her children to the palace with the poisoned robe and diadem. Here
the messenger arrives right after the cries are heard, without even an inter-
vening choral ode, as there is in Med. Since choral songs often are used to
represent a passage of time, in which some other event can take place, the
messenger’s speedy arrival comes at the expense of realism.

761 kall¤nikoi: as often, ironic in the broader context. Even its placement
between Electra’s nik≈mesya (759, we are defeated) and the messenger’s
nik«ntÉ ÉOr°sthn (762) adds to the irony.
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763–4 With Agamemnon’s name the first word in the clause and Aegisthus’
name the last, the sentence mimics the distance and enmity between the
two adversaries and the way in which Orestes’ and Electra’s lives have
been lived between them. The enjambed position of Aegisthus’ name, as
the first word in a new line, suggests how he has finally been severed
from their lives. fon°a: see 599n. yeo›sin: synizesis (383n).

765 t¤w dÉ e‰ su: Electra’s inability to recognize the messenger even
though she saw him only a short while earlier is consistent with her failure
to notice the scar on Orestes’ forehead, which could have led her to recog-
nize her brother. It is another example of Electra’s lack of trust in others,
but also of her failure to rely on her own senses. Of all the messengers in
Greek tragedy (twenty-six in all) this is the only one who is not believed.
Could this be a comment on the messenger in S. El., whose story (673,
680–763) is completely fabricated, but who is believed despite evidence
to the contrary (from Chrysothemis, beginning at 877)? pistã: pistÒw
denotes reliability based on proof. “In what way are these things you’re
telling me reliable/trustworthy?” See Roisman 1984, 190–1.

767 Œ f¤ltatÉ: see also 229, 345, 1322. Electra substitutes the surrogate
for her brother, using this term of affection first to her brother in disguise
as his friend, then to her “husband,” and only at the end to her brother. After
suspecting the messenger, she now embraces him with this superlative.
dusgnvs¤an: disrecognition is something of a theme in the play: Orestes
misses chance after chance to reveal his identity; he does not recognize
his old minder; the first murder plot depends on his not being recognized.
Electra does not recognize a man who was in her presence minutes earlier.
See 765n.

771 yeo¤: synizesis. D¤kh te pãnyÉ ır«sÉ ∑ly°w pote: “and Justice seeing-
all, you’ve come at last.” Electra addresses both the gods and a personified
Justice. The personified Justice, like her father Zeus, sees everything. The idea
that wrong can be done quickly while justice is long in coming is found in
Solon frgs. 13, 1.25–8 (West2), cf. Hesiod, WD 214–18. Electra’s statement
recalls Aegisthus’ words after the murder of Agamemnon in A. Ag. 1577:
Œ f°ggow eÔfron ≤m°raw dikhfÒrou, “O gracious light of the day of retri-
bution!” and the Chorus’ joy after Clytemnestra is forced inside the palace
to face her death in A. Cho. 935–8. See also Men., mono. 179 ¶stin D¤khw
ÙfyalmÒw, ˘w tå pãnyÉ ırò “There is the eye of Justice which sees all.”
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774–858 This is a typical messenger speech, designed to provide informa-
tion about an offstage event in such a way as to arouse pity and fear (see, for
example, E. Med. 1136–1230, Hipp. 1173–1254, Bacch. 1043–1152). On
the conventions of messenger speeches, see Barrett 2002,14–23 and passim.
In the Messenger’s presentation, Aegisthus becomes the sacrificial victim in
the ritual sacrifice he is himself engaged in performing, much as Clytemnestra
will become the victim when she enters Electra’s hut to perform a sacrifice
to purify Electra after her supposed childbirth (1139). A similar reversal, in
which the active doer becomes the passive victim, is found in E. Hipp.
1219–42, where the Messenger reports that Hippolytus, the skilled chario-
teer whose name means “the one who looses horses” was killed by his own
horses. Aegisthus, who thus far has repeatedly been called a murderer,
adulterer, usurper, and manipulator, is here drawn as a seemingly innocent
or at least ordinary man, who with gracious hospitality invites his murderer
to participate in the sacrifice he is performing, without bothering to deter-
mine his guest’s true identity. The murder, carried out in a peaceful rustic
setting in the course of a religious ceremony, is constructed more as a
tainted sacrifice than a heroic deed. Euripides’ presentation highlights the
interweave of good and evil in all human acts and rejects the dichotomous
moral division as oversimplified and false. At the same time, no one in the
play misses Aegisthus or is sorry about his death. It is the subsequent murder
of Clytemnestra that leads to a reversal in feelings, from a confident sense
of righteousness to anxiety and regret. Thus, the play seems to accept
revenge, but not the matricidal form it takes with the killing of Clytemnestra.
Ancient Greek values did not require fair play toward one’s enemies.
“Flatter your enemy, and when he is under your power, take revenge on
him with no explanation” (Theognis 363–4); and Athenian law meted out
a variety of harsh punishments to adulterers like Aegisthus (MacDowell
124–5). Nor was there any specific injunction against killing an enemy in
the course of a religious ceremony. In fact, a murder at a sacrifice was not
termed a ‘pollution’ (Parker 1983, 159–60). Nonetheless, as Sourvinou-
Inwood (2003, 345–9) and Porter (278–80) observe, Orestes distorted and
corrupted the sacrifice by his murder of Aegisthus. Yet even if Orestes did
not necessarily violate the sanctity of the ritual, being Aegisthus’ guest he
did violate the rules of hospitality. See Easterling 1988, 101–8.

The resolutions are in positions: 1 (821, 833, 835, 847), 2 (840, 849), 4
(794, 803, 826, 834, 855), 6 (775, 794, 800, 811, 817, 818, 826, 833, 837,
852), 8 (806) with a ratio of 1:3.9. Of the 22 resolutions, 6 are in the lines
describing the murder of Aegisthus (832–42). See 3n.
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775 d¤kroton: Paley: “broad enough for two chariots to run abreast.”
Denniston: “broad enough for two chariots to rattle along side by side.” This
is the kind of detail that gives messenger speeches their rightful fame.

776 kleinÒw: Denniston takes this as a formal title of royalty rather than
as a sarcastic comment from the messenger, who is, after all, Orestes’
slave. Cropp accepts Kvičala’s kainÚw because it emphasizes Aegisthus’
usurpation. Aegisthus has, however, been in power for seven years, not to
mention the years, as much as a decade, he and Clytemnestra held sway
before they killed Agamemnon.

777 kÆpoiw §n katarrÊtoiw: the presence of water is necessary for a
nymphaion. On his return to Ithaca Odysseus wakes up in a cave of the
nymphs (H. Od. 13.102–9). See also Hippolytus’ sacred meadow (E. Hipp.
73–8). Aegisthus’ lovely garden is not, however, spotless like Hippolytus’,
being a place of sacrifice and fitted out with implements of slaughter.

778 dr°pvn tere¤nhw murs¤nhw kãr& plÒkouw: myrtle (Myrtus com-
munis) is used for wreaths at celebrations (see Aristoph., Wasps 861;
Clouds 1364: according to Dover’s note “those who sing at drinking par-
ties do so with a branch of bay or myrtle in the hand, in accordance with
an old tradition.”) and is associated with erotic experiences. In the pl.
murs¤nai designates the myrtle wreath market (Thesm. 445–8). On the
medicinal uses of myrtle, see Pliny the Elder, Natural History 23.81. Myrtle
was also used by the initiates at the Eleusinian mysteries for their crowns.
On the use of myrtle at funerals, see note on line 512 above.

779–833 Xa¤retÉ, Œ j°noi: embedded direct quotations give life to a
messenger’s speech. Even though Aegisthus never comes into our view,
he becomes almost a speaking character through this messenger’s many
quotes: 779–80, 784–9, 791–2, 805–7, 815–18, 831–3. See de Jong (1990,
1991). In other versions the killing of Aegisthus is usually perfunctory.

781 prÚw dÉ ÉAlfeÚn: for those traveling from Thessaly, Argos is on the
way to Olympia. Although members of sacred embassies also went “to
sacrifice at Olympia,” two young men traveling on their own would likely
have been athletes, and the implication is thus that Orestes and Pylades
are going to compete in the Olympic Games.
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785 tugxãnv d¢ bouyut«n: a good illustration of the use of tugxãnv, I
happen to be sacrificing = as you find me I am sacrificing. Paley (ad 777):
“The construction of tugxãnein or kure›n with a participle implies rather
the coincidence of one event with another in respect of time, than mere
chance in the operation.”

786 •“oi: at daybreak. adjectives of time or place are commonly used
where English would use an adverb (see 598n).

787 §w taÈtÚn ¥jetÉ is variously interpreted: Paley: “To the same place
you would have arrived at if you had not been detained by me.” Denniston:
“Not ‘to the same destination as if you had not been detained by me’. Per-
haps ‘I will put you on the same place on your road as the one you are now
leaving’. More probably, however, the sense is ‘it will be all the same to
you’, ‘the slight delay will make no difference to you’.” Cropp (1989): “you
will come to the same, i.e., you will be as well-off by resting here as else-
where.” §w dÒmouw: “into the building.” This part of the messenger’s speech
is remarkable for its mirror-like quality: the narrated dramatic scene takes
place in and near an imaginary building on Aegisthus’ estate, but it comes to
be a rehearsal for the murder that will take place, also offstage, in the interior
of the stage-building. We see neither murder. The death of Aegisthus is heard
vaguely in the distance, but that of Clytemnestra is heard clearly by Chorus
and audience. On the other hand, Aegisthus’ death is described in full detail
so that we almost experience it. Clytemnestra’s is reenacted emotively by
her children in song and gesture, but is not so visual as this description of
Aegisthus’ final moments and death. The building the messenger describes
is an outbuilding on the estate, maintained for the purpose of feasting and
containing the apparatus of sacrifice, not unlike the stage-building with its
apparatus for stage performance and its purpose of hiding and revealing
(through the use of the eccycle \ma) actions that take place out of sight. Like
all of drama enacted in the liminal space outside the ske \ne \, the sacrifice of
Aegisthus takes place just outside the building on his property.

791–837 For the proceedings at a Greek sacrifice, see H. Od. 3.430–63,
E. IA 1467–1569. 
Burkert writes of the rituals of sacrifice (1985, 58–9; see also 112–13): 

Membership of the community is marked by the washing of hands,
the encirclement and the communal throwing; an even closer bond
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is forged through the tasting of the splanchna. . . . The circle of the
participants has closed itself off from outsiders; in doing so, the
participants assume quite distinct roles in the communal action.
First there is the carrying of the basket, the water vessel, the incense
burner, and the torches, and the leading of the animals; then come
the stages of the beginning, the praying, the slaughter, the skinning,
and the dismemberment; this is followed by the roasting, first of
the splanchna, then the rest of the meat, then the libations of wine,
and finally the distribution of the meat.

Aegisthus’ sacrifice is cut short, though Orestes refers (835–7) to the
cooking of the splanchna. On the “fitting irony” of the legitimate ruler
killing Aegisthus at his sacrifice for the continued prosperity of his family
and the perpetuation of his rule, see Porter, 278–80.

791 loutrã (water for washing): washing away of any defilement keeps
the sacrifice pure and is a common preliminary feature of many religions.

792 xern¤bvn: water for the washing of hands before sacrifice < xe¤r
(hand) + n¤zv (wash)

793–4 Orestes claims to have just washed in running water, considered
more appropriate for purification than stangant water. ≤gn¤smeya < ègn¤zv <
ègnÒw pure, free from pollution. See Burkert 1983, 78, “The Indo-European
word for sacred, hagnos, is defined and narrowed down in Greek through its
opposition to defilement, mysos, miasma.” Orestes at 975 speaks of being
ègnÒw before he kills his mother and of his reluctance to being shunned as a
matricide. The perversion of the ritual starts here, with Orestes’ avoidance of
purifying himself, as would be required for a religious sacrifice.

795 sunyÊein: Orestes shows himself capable of irony. He is a citizen,
and the rightful ênaj. His question shows his understanding, in his persona
as the anonymous traveler, of the importance of sacrifice to the community,
but he also stresses his status as an outsider. Under normal circumstances he
would wash his hands after he sheds Aegisthus’ blood. But his killing spree
is not yet complete.

798–9 Euripides emphasizes that no violence was expected at the ritual,
other than that done to the animal.
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800 Denniston (ad 791 ff.) describes the next part of the sacrifice: “Then
barley-meal, . . . crown, and sacrificial knife are put in a basket. . . .”
sfage›on: a vessel for catching the victim’s blood after its throat is cut.
kanç: baskets with the knife and barley-meal (803)

803 proxÊtaw (barley): Burkert (1985, 56): “The participants each take
a handful of barley groats from the sacrificial basket . . . the sacrificer
recites a prayer, invocation, wish and vow. Then, as if in confirmation, all
hurl their barley groats forward onto the altar and the sacrificial animal; in
some rituals stones are thrown. This, together with the washing of hands,
is also called a beginning, katarchesthai.” 

805–7 Echoes Clytemnestra’s prayer to Apollo in S. El. 650–4.

808–10 Orestes’ silent prayer would have been in keeping with the ancient
Greek view that silent requests of the gods indicated sinister intent. Prayers
were usually made aloud. Cf. S. El. 657–8; see Roisman 2008, 106–7.

811–12 mosxe¤an tr¤xa temΔn: this serves as a validation of the sacrifice.
Burkert (1985, 56): “The sacrificial knife in the basket is now uncovered.
The sacrificer grasps the knife and, concealing the weapon, strides up to the
victim: he cuts some hairs from its forehead and throws them on the fire.
This hair sacrifice is once more and for the last time a beginning, apar-
chesthai. No blood has flowed, but the victim is no longer inviolate.” See E.
Alc. 74–6: Death himself is the sacrificer of Alcestis.

ste¤xv dÉ §pÉ aÈtØn …w katãrjvmai j¤fei: 
flerÚw går otow t«n katå xyonÚw ye«n 
˜tou tÒdÉ ¶gxow kratÚw ègn¤s˙ tr¤xa. 

I am going in for her now to begin the ritual with my sword.
Anyone whose hair is consecrated by this sword
is dedicated to the gods of the netherworld.

811–13 The slaughter of the beast. kêsfajÉ: Aegisthus cuts the bullock’s
throat. Burkert (1985, 56) “The slaughter now follows. Smaller animals are
raised above the altar and the throat is cut. . . . The blood is collected in a
basin and sprayed over the altar and against the sides: to stain the altar with
blood (haimassein) is a pious act.”
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814–26 Butchering the beast. Aegisthus turns the butchering over to
Orestes. Burkert (1985, 56): “The animal is skinned and butchered; the
inner organs, especially the heart and liver (splanchna), are roasted on the
fire on the altar first of all.”

815 §k t«n kal«n: “one of the honourable accomplishments,” Denniston.
Thessaly was also known as a place of riotous living (Plato, Crito 53d).

816 értame›: cut in pieces. See E. Alc. 494–5 (where Heracles and the
chorus are discussing the habits of the horses of Diomedes). It has been
suggested (Cropp) that Aegisthus might be testing Orestes’ claim to be a
Thessalian. If he suspects his guest of deception, however, it is odd to supply
him with a weapon (s¤dhron). ˜stiw = e‡ tiw.

817 ·ppouw tÉ Ùxmãzei: Thessaly was renowned for horses and citizens
skilled in horsemanship.

819 eÈkrÒthton Dvr¤dÉ: a well-hammered Dorian knife (kop¤w) used at
sacrifices (LSJ).

820 eÈprep∞ porpãmata: from this line we learn what the audience
would have seen from the entrance of Orestes in the Prologue, that he was
wearing a fine traveling cloak, fastened by a pin (pÒrph).

822 dm«aw dÉ épvyei: the Messenger is as careful in presenting the details
of exactly what Orestes does as he is in reporting every step of the ritual.

823 leukåw §gÊmnou sãrkaw: Orestes clearly lives up to his role. The
flesh of the calf appears white when the skin is pulled back, whether it is
the layer of fat or the tegument (silver skin).

825 dissoÁw diaÊlouw flpp¤ouw: two horse-track laps. In the ordinary
diaulos the runner ran to the furthest point of the stadium, rounded the post,
and ran back by the other side, roughly 400 yards, but the horse diaulos was
twice as long; two of them would thus be 1600 yards (somewhat short of a
mile), which Cropp estimates would take about four minutes to run. This is
the third comparison of Orestes to an athlete (see 614n), this time, a runner,
or, if we choose the reading ·ppiow (in agreement with dromeÊw, 824) over
flpp¤ouw (in agreement with diaÊlouw), a racer on horseback or jockey, who

194 EURIPIDES, ELECTRA



would cover the distance considerably faster. For the measurement of time
by distance, see also E. Med. 1181–2.

826–9 Reading the omens: Burkert (1985, 112–13), “. . . the inspection
of the livers of the victims developed into a special art: how the various
lobes are formed and coloured is eagerly awaited and evaluated at every
act of slaughter.”

826–7 flerå dÉ §w xe›raw labΔn A‡gisyow ≥yrei: the sacred parts refer
to the innards from which auspices were drawn. The smoothness, texture,
and color of the internal organs were used to determine whether they sig-
nified good or bad (cf. A. PB 493–5). At a public sacrifice a seer would
examine the entrails. 

827–9 The wholeness of the liver was of special importance, even though
the absence of a lobe is extremely rare. Its absence would make it easier to
spot any irregularities in the portal vein (pÊlai, literally, gates) and gall-
bladder (doxa‹ xol∞w, gall-receptacles). lobÚw: The lobe of the liver is not
there: these misshapen entrails (826–9) are what Aegisthus sees as he bows
his head to look in terror at the omen before the death blow is struck (839).
He thus is seen to accept his death, as a beast for sacrifice is caused to assent
to its death by being given a bowl of water to drink or having its head
pushed down so that it appears to be bowed. “The feature here meant is the
lobus quadratus . . . which is adjacent to the gall-bladder, and is said by
anatomists to be sometimes so slightly defined as to appear to be altogether
wanting” Paley (ad 827). “The quadrate lobe is an area of the liver situated
on the under surface of the right lobe, bounded in front by the anterior
margin of the liver; behind by the porta; on the right, by the fossa for the
gall-bladder; and on the left, by the fossa for the umbilical vein. It is
oblong in shape, its antero-posterior diameter being greater than its trans-
verse.” pÊlai: the hepatic portal vein, a large vein that carries blood from
the digestive tract to the liver (Wikipedia). kakåw . . . prosbolãw: i.e.,
prosbolãw kak«n, “onsets of harm.” The hyperbaton (see 16–17n) empha-
sizes the bad omen Aegisthus notes as he inspects the entrails. 

831 t¤ xr∞ma; “(for) what reason?” i.e. why? Denniston maintains that
the phrase in this meaning is confined to Euripides and is probably collo-
quial (Alc.512, Hec. 977, HF 1179). See also 751n.
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832 dÒlon yura›on: “guile/treachery from outside/abroad.” Not only is
the guile spatially “in-house,” but it is also from within Aegisthus’ family:
Orestes is his cousin, thus ofike›ow, belonging to the house, in two roles.
Apparently Aegisthus no longer regarded Orestes as a member of the house-
hold after Orestes fled into exile. Cf. E. Alc. 532–3, where there is a similar
play on “outsider” or belonging to the family regarding Alcestis (Luschnig
& Roisman, 532–5n); see also 290–1n.

834–7 Orestes’ question is aimed at making the supposedly all-powerful
lord of the land feel ashamed of fearing a lowly exile or outsider. His sug-
gestion that they begin the ritual meal that follows a sacrifice is aimed at
diverting Aegisthus’ attention from the threat. In asking for a Phthian
cleaver instead of the thin Doric knife (sfag¤w, 811, 819), he is asking for
an instrument (kop¤w, a chopper or cleaver) used to chop through bones,
instead of a sharp flaying knife (see Paley). The passage is outstanding for
the visceral, intimate details, the naming of the body parts, the pathetic
animal fraility of the two victims. Aegisthus is gazing at the misshapen
innards of the slain animal, Orestes stands on tiptoe and opens his enemy
as if he were an animal for slaughter. This might call to mind the murder
of Agamemnon as told at H. Od. 4.534–5 (also 11.409–11.):

kat°pefnen / deipn¤ssaw, Àw t¤w te kat°ktane boËn §p‹ fãtn˙. 

[Aegisthus] feasted him and killed him as one cuts down an ox at its

manger. 

For the weapon see A. Cho. 859–65.

842–3 “His whole body convulsed up and down / and he screamed in the
throes of a horrific death.” Euripides’ presentation of Aegisthus’ death throes
in a line-and-a-half worth of details mimics the descriptor dusynπskvn dying
a lingering death.

843 ≥spairen ±lãlaze: asyndeton (143–4n) to heighten the excitement
and pathos.

850 tlÆmvn ÉOr°sthw: Denniston (ad loc.) writes “tlÆmvn is almost a
fixed epithet of Orestes . . .” in E. Or.

196 EURIPIDES, ELECTRA



854 The garlanding of Orestes is yet another allusion to him as an athlete,
which the Chorus picks up at 860–5 when they say that Orestes’ victory is
greater than winning in the Olympic games.

854–7 Notice the proximity of “head of your brother” (soË kasignÆtou
kãra) to the Gorgon’s head (kãra . . . GorgÒnow). Does Orestes bring
Aegisthus’ corpse with the head severed from his body or the whole body
intact? There are good arguments for either. Against the beheading is that
A‡gisyon is in the acc. rather that the gen., as it would be if it were parallel
to GorgÒnow. Besides that, the necessity of moving Aegisthus offstage in
pieces at Orestes’ exit would be too grotesque and take too many extras. On
the other hand, a director of the play in the 21st century might find it hard to
forgo the beheading. In either case, the body is there, whether or not sepa-
rated from its head: at 959–61 Electra speaks of it as s«ma and nekrÒn. It is
rolled out on the eccycle \ma with the body of Clytemnestra after her murder.
kãra: head can be used to stand for the whole person (see S. Ant. 1).

855 xa¤rontew élalãzontew: “rejoicing, raising a happy cry.” The asyn-
deton (143–4n) emphasizes the excitement.

858 daneismÒw: borrowing or lending? Denniston takes it as borrowing
with a·matow as gen. of price after aÂma. 

859–79 In a short-lived and lively strophic song in celebration of the vic-
tory, the Chorus compares the murder of Aegisthus to an athletic contest (at
863 on the banks of the Alpheus refers to the Olympic games). This brief
choral interlude is an epinician in reverse: usually athletes are compared to
mythological characters. The meter is dactyloepitrite (alternating dactylic
and iambo-trochaic sequences familiar from Pindar’s and Bacchylides’ vic-
tory songs). Electra, not yet ready to celebrate so athletically, responds in
iambics, the meter of dialogue. Why does Euripides not allow her to join the
Chorus in dance? The Chorus seem more excited than she is. Is it because
she is slow to digest the news or because the victory is only half finished?
The upward, skipping motion of the first stasimon returns briefly. …w nebrÚw:
on the dancer compared to a skipping fawn, see Bacchylides 13.84–90:

pÒdessi tarf°vw,
±@te nebrÚw épenyÆw,
ényemÒentaw §pÉ ˆxyouw
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koËfa sÁn égxidÒmoiw
yr–skousÉ égakleita›w •ta¤raiw: 

Often on feet like a fawn’s that feels no grief, on flowered hills leaping
lightly, with her glorious companions who live nearby.

See also E. Bacch. 866–7.

862–4 The meaning is, “Your brother has won, having completed a crown-
winning victory greater than those beside the streams of Alpheus” (i.e., in the
Olympic games). The problem is how to get this meaning out of these words.
stefanafor¤an kre¤ssv to›w . . . . is the mss. reading, which Murray prints
but daggers as corrupt. Diggle in his edition prints nikò stefanafÒra
kre¤ssv t«n. . . . We find the ms stefanafor¤an (“the wearing of a wreath
of victory”) preferable to Weil’s conjecture stefanafÒra (“wreath-bearing
things”). Either reading is acc. épÚ koinoË (in common, a usage in which
a noun in its case is used in two different ways) as internal object of nikò
and direct object of tel°ssaw. kre¤ssv: acc. masc./fem. sg. with ste-
fanafor¤an or acc. neut. pl. with stefanafÒra. The problem that remains
is to›w, which would agree with =e°yroisi, leaving out the actual compari-
son. t«n, if accepted, is the gen. of comparison, turning the prepositional
phrase parÉ ÉAlfeioË =e°yroisi into a substantive, “those beside Alpheus’
streams” (i.e., Olympic athletes). As Diggle says (1969, 53), “There are no . . .
simple solutions.” tel°ssaw or tel°saw: the epic form with double s has
been substituted by Murray and others for metrical reasons. Diggle (1969,
52–3 and cited in his 1981 Studies) suggests (based on Seidler’s reading):
nikò stefanafor¤an kre¤- / ssv parÉ ÉAlfeioË =e°yroiw telesãntvn /
kas¤gnhtow s°yen: We find his argument that a scribe assimilated the gen. of
comparison telesãntvn to the nom. tel°saw unconvincing and the use of
the attributive participle without the article, though not unparalleled, abrupt.

864 We have accepted (with Blaydes and Diggle 1981) Ípãeide for
§pãeide of the mss. on the basis of meaning: Ípae¤dv sing in accompani-
ment; §pae¤dv usually means sing as an incantation (i.e., sing over).

868 ˆmma toÈmÚn émptuxa¤ tÉ: hendiadys (one through two: one idea
expressed through two coordinate words, usually nouns connected by a cop-
ulative conjunction) my eye and its unfoldings = my open eyes (i.e., my eyes
are free to open). émptuxa¤: apocope for énaptuxa¤ (288n). §leÊyeroi:
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fem.; see also A. Ag. 328. For three-termination adjectives functioning as
two-termination, see K. I. i. 535–6. Freedom has come with the slaying of
Aegisthus. It is to be lost with the matricide.

870–2 Much as she had earlier failed to recognize her brother’s servant
and had him repeat the news of Orestes’ victory (765–70), here Electra
seems not to have heard that Orestes had already been crowned with a gar-
land by the slaves in Aegisthus’ retinue (854–5).

879 Orestes, Pylades, and attendants, carrying Aegisthus’ body, return
by the same parodos by which they left. 

880–906 Electra’s excitement while garlanding Orestes and Pylades is
evident in the relatively high number of four resolutions: 4 (887), 6 (885,
887), 8 (884). Orestes has only one resolution in his short speech: 6 (898),
and there is only one resolution in the short stichomythia: 1 (904). See 3n.

880 kall¤nike, patrÚw §k nikhfÒrou: as often victory is ironic and
short-lived. Their father was only victorious “over there” (8).

882 éndÆmata: apocope (see 288n) for énadÆmata.

883–5 ßkpleyron: The six-plethron (about 200-yard) sprint was the
shortest and the most prestigious race at Olympia and elsewhere. Electra
must be thinking of Orestes’ journey into exile as the outward leg, and his
journey back to Argos as the homeward course (Denniston) or, alterna-
tively, of his trip to Aegisthus’ sacrifice as the outward leg, and home to
her as the homeward leg. By calling the race useless (éxre›on), Electra
elevates Orestes’ success in murdering Aegisthus above the premier event
of the Olympic (and other) competitions. While she thus bestows heroic
stature on Orestes, she belittles what was for the audience a major and valued
athletic competition.

886–7 éndrÚw eÈsebestãtou: that is, Strophius. Cf.18, 82nn.

890–2 By claiming divine support and thus giving the gods their due,
Orestes avoids the risk of arousing the gods’ fyÒnow, resentment. Cf. A. Ag.
810–29. See Bulman. His putting the gods first, however, is ironic in view
of the outcome, when Apollo is shown to have given bad advice. Orestes,
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speaking after the fact, might be contrasted with the also ill-fated Eteocles
as he prepares for his final battle (A. Sept. 4–7).

893 oÈ lÒgoisin éllÉ ¶rgoiw ktanΔn: “having killed him not in word
but in deed.” No substantive difference can be found between the sg. and
pl., see 47. The opposition between “word” and “deed” may be yet another
echo of S. El., where it is more pronounced. See Roisman 2008, 59–60n,
Hartigan 1996, 85–8, Minadeo, Woodard.

894–5 …w d¢ t“ sãfÉ efid°nai tãde prosy«men: uncertain text and
meaning. A possible interpretation is “to add to your certain knowledge of
this, I bring him to you dead.”

896–8 On the treatment of the body: Orestes suggests throwing the body
to scavengers or impaling it (or just the head) on a stake. This is one of the
few times Orestes takes the lead. Orestes’ offer violates basic Panhellenic
values, which forbade withholding burial from a fallen enemy (E. Supp.
526). Such violations, however, were noted, the most salient being Creon’s
refusal to bury Polynices, against which Antigone rebelled, and Menelaus’
to bury Ajax, which Teucer opposed. Euripides’ Orestes is morally inferior
to his Homeric namesake, who, Nestor points out in Od. 3.258–61, had given
Aegisthus a decent burial after he killed him (Od. 3.309–10, see below). It is
of note that Electra does not pick up on either of Orestes’ suggestions, but
instead reviles and dishonors Aegisthus with words (see her long speech,
lines 907–56). See “Discussions.” In E. Supp. (524–7), Theseus speaks of the
universal Greek law to bury the dead:

nekroÁw d¢ toÁw yanÒntaw, oÈ blãptvn pÒlin
oÈdÉ éndrokm∞taw prosf°rvn égvn¤aw,
yãcai dikai«, tÚn PanellÆnvn nÒmon
s–zvn.

I hold it right to bury the dead, not harming the state or introducing struggles
that wear men down, but preserving the law of all the Hellenes.

By contrast, Sophocles’ Electra—without putting it into so many words—
urges her brother to throw Aegisthus’ body to the carrion feeders (S. El.
1487–9). The play ends before Aegisthus is killed, so we cannot know how
they disposed of the body. 
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éllÉ …w tãxista kte›ne ka‹ ktanΔn prÒyew 
tafeËsin, œn tÒndÉ efikÒw §sti tugxãnein, 
êpopton ≤m«n:

Kill him and when he is dead lay him out / for such grave-diggers as he
deserves, / far from our sight. (prÒyew refers to the prÒyesiw, the formal
laying out of a corpse before burial.)

Nestor claims that if Menelaus had been in Argos when his brother’s mur-
derer was killed, he would have thrown Aegisthus’ body to the dogs and
birds (H. Od. 3. 253–61). But in fact the Homeric Orestes himself gives both
Aegisthus and Clytemnestra a decent burial (H. Od. 3. 309–10). ∑ toi ı tÚn
kte¤naw da¤nu tãfon ÉArge¤oisin / mhtrÒw te stuger∞w ka‹ énãlkidow
Afig¤syoio: After he killed him [Orestes] held a funeral feast for the Argives
over his hated mother and that niddering, Aegisthus. skËlon: see 7, 1000 as
if Aegisthus were part of the spoils or among the fallen warriors.

898 pÆjasÉ ¶reison skÒlopi: impaling is listed as one of the barbaric
acts appropriate to the Erinyes in A. Eum. 189–90, where it is an act of
torture perpetrated on a living human being who screams in pain. In E. El.,
of course, Aegisthus is dead. The impaling, if done, would have been of the
dead man’s body or head. See Hdt. 9.78–9 where the suggestion made by
Lampon, an Aeginetan, to Pausanias that he impale the head of Mardonius
on a stake is met with disgust:

tå pr°pei mçllon barbãroisi poi°ein ≥ per ÜEllhsi: ka‹
§ke¤noisi d¢ §pifyon°omen (9.79). That is something you expect
barbarians (non-Greeks) to do, rather than Greeks, and even they
are despised for it.

900 afisxÊnomai m°n, boÊlomai dÉ: Electra is able to overcome her shame
soon enough to abuse the corpse verbally, but she does not suggest any further
physical abuse. Her tirade, demonizing the enemy/victim, is in the tradition of
Greek invective. 

902 nekroÁw Íbr¤zein: verbally abusing the dead was considered sacri-
legious. See Odysseus’ rebuke to Eurycleia in H. Od. 22.412, and the
Chorus’ criticism of Clytemnestra in A. Ag. 1399–1400. fyÒnƒ: fyÒnow
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covers the English range of both envy and jealousy. It may indicate human
jealousy of others’ goods, sexual jealousy, or morally charged divine
grudge and displeasure that respond both to human hubristic actions and
hubristic attitudes. Walcot, Cairns, 18–22, Konstan 2001 Emotions, esp.
111–26. Electra is probably referring to the divine phthonos (fyÒnow ye«n),
the grudge of the gods awakened by the abuse of the dead (nekroÁw
Íbr¤zein). It is unlikely that she is thinking of the jealousy of her fellow
citizens. Her reference to the polis (904) is in reply to Orestes’ claim in
903 that no human being will find fault with her. Perhaps it also acknowl-
edges her awareness of her mother’s reputation and fear of the citizens’
cÒgow 643 (cf. filÒcogow, 904).

904 Electra’s concern that her fellow citizens will speak ill of her if she
reviles the dead Aegisthus contrasts sharply with her lack of concern
about their opinion when it comes to murdering her mother.

907–56 Electra’s speech. The three parts of Electra’s speech are: beginning
(909–13): at long last I am free to speak; middle (914–51): her charges
against Aegisthus; end (952–6): dismissal and rounding off. Electra hesitates,
reluctant, yet eager (900). She has rehearsed, over the years of her mourning
and exile, what she would say to him. Now at last is her chance—the only
one she will ever get—and she has to get it right. This explains the con-
cern with arrangement: she is suggesting that there is a lot more she could
say. For all its artifice, the speech has a few surprises. Electra’s 50-line
speech has only twelve resolutions: 1(936), 2(919), 4(943), 6 (908, 918,
921, 926, 940, 942, 947, 950), 8 (912). One resolution to every four lines
is a rather low ratio, which indicates a fair degree of emotional equanimity
in the face of Aegisthus’ death. It is as if her many “rehearsals” of what she
would say to him have drained her words, when she finally utters them, of the
expected agitation. At the same time, her speech conveys a long-simmering
fury released slowly, deliberately, and point by point. See 3n.

907–8 érxØn . . . teleutãw . . . m°son: Electra is concerned about the
rhetorical arrangement (tãjv): beginning, middle, ending. “Where shall I
start and where end?” is commonplace, but the middle is also sometimes
included. When Odysseus begins his story to Alcinous he asks (H. Od.
9.14): T¤ pr«tÒn toi ¶peita, t¤ dÉ Ístãtion katal°jv; What, then, shall
I tell you first and what last? In reproaching Jason, Medea speaks just of
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the beginning (E. Med. 475): §k t«n d¢ pr≈tvn pr«ton êrjomai l°gein.
From the first I shall first begin to speak. See also E. IA 1124–6 where
Clytemnestra recognizes the rhetorical device, but sees all her points,
beginning, middle, and end, as interchangeable, but then she proceeds to
tell the story chronologically:

feË:
t¤nÉ ín lãboimi t«n §m«n érxØn kak«n;
ëpasi går pr≈toisi xrÆsasyai pãra
kén Ístãtoisi kén m°soisi pantaxoË.

Feu. Which of my sorrows should I take up first? / For it would be possible
to take them all as first / and last and every place in the middle?

When she gives her speech she begins (1148): pr«ton m°n, ·na soi pr«ta
toËtÉ Ùneid¤sv . . . First then, to reproach you with this first [wrong] . . . 

914–51 The middle is the largest part of Electra’s speech. She accuses
Aegisthus of ruining her own and her brother’s lives. He married Clytem-
nestra and killed Agamemnon. From this she launches upon a digression
about adulterous women and Aegisthus’ own misery in a type of paradox
much loved by the Greeks. Next (from 930) she treats the reversal of gender
roles (foreshadowing Clytemnestra’s bolder questioning of traditional male-
female roles). She does not notice how her contempt for the wife who is
superior to her husband applies to herself, though in fairness, we must
allow that hers is not a real marriage (compare 931 ÑO t∞w gunaikÒw, oÈx‹
téndrÚw ≤ gunÆ to 366, “he is called poor Electra’s husband”). She resorts
(at 938-44) to the cliché that the wealth in which Aegisthus prided himself
is meaningless and transitory while nature (character) is lasting. His sex
appeal, which she now brings up (945–51), is indeed inappropriate for a
virgin to discuss, especially his cousin and stepdaughter. Her unseemly
interest in her mother’s and Aegisthus’ sex life may give the lie to sugges-
tions that she is an unlikely bride (Foley 1985, 44, for example).

917 Aegisthus never went to Troy. Homer calls him énãlkidow Afig¤syoio,
Od. 3.310. Aegisthus’ cowardice is a commonplace. (See also H. Od.
3.262–4, A. Ag. 1625–7, 1634–5, S. El. 300–2.)
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919 ßjeiw: Paley emends to ßjoiw, but see GMT 128: even in indirect
discourse after past tenses “the future indicative is generally retained” (see
also GMT 136).

922 énagkasyª labe›n: Electra attributes to Aegisthus the lowest pos-
sible motive for marrying Clytemnestra and denies that he would have
chosen to do so out of his feelings for her.

925 oÈ dok«n: perhaps “pretending not to” (Cropp) as in E. Med. 67.

926 gÆmaw gãmon: figura etymologica (see 234n).

929 tØn sØn: with tÊxhn.

932 ge: epexegetic (GP 138–40) after the demonstrative pronoun which
points forward.

935 »nÒmastai: Greek men were generally known by their patronymics.
Electra’s point is that the marriage between Clytemnestra and Aegisthus is not
between equals, which the Greeks usually recommended. Denniston com-
pares Electra’s statement here to S. El. 365–7: “ . . . though you could have
been called the daughter of the noblest of fathers, you’re called your mother’s
daughter,” and suggests that “Euripides may be copying Sophocles here.”

938–41 tiw e‰nai: to be someone. The association of Aegisthus with
Agamemnon’s wealth is a topos (commonplace), see A. Ag. 1638, S. El.
1290–2.

940–4 Greek literature often distinguishes between wealth that is gained
with the approval of the gods, and deemed secure, and wealth that is acquired
through some wrongdoing, which is viewed as insecure. See, e.g., Hes.
WD 320–6, Solon frg. 13.7–13 (West2), Theognis 197–202, E. Erechtheus
354, 362.11–3 (Kannicht TrGF vol. 5.2.), Pind. Nem.8.17. For the idea
that wealth is ephemeral see E. HF 511–12, Phoen. 555–8, Ino 420.4–5,
Meleagros 518.1–2 (Kannicht TrGF vol. 5.2).

945–6 ì dÉ §w guna›kaw: what regards or concerns women, the things that
have to do with women; your behavior with/toward women. ë is object of
sivp« and afin¤jomai. pary°nƒ: is she bitter about her status or is she being
prissy in her moral superiority to her fallen enemy?
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948 Electra does not seem to view the Farmer as her lawful husband, but
rather to regard herself as still unmarried.

952–6 Conclusion: Aegisthus has reached his just end but has not achieved
the learning that comes through suffering (952: oÈd¢n efidΔw) which had
been a major theme in Aeschylus’ Oresteia (e.g. Ag. 177–8, 250–1). This is
the end of Aegisthus’ part. Electra takes the lead now that it is time to turn to
the killing of her mother.

959–1146 Third Episode, part 2: Clytemnestra and Electra

959–87 The short stichomythia between Electra and Orestes preceding
the arrival of Clytemnestra contains 4 resolutions in three lines, with the
ratio of 1:7.25: 1 (980), 4 (970), 6 (978, 980). See 3n.

959 e‰•n: there you have it, quite so. Coolly asking servants to remove
the body so that her mother will not see it, Electra concludes her speech
with the same controlled deliberateness with which she opened it (907).

962–84 The designation of speakers in these lines follows the manuscripts.

963 Clytemnestra is seen driving from town in a carriage.

964 tØn tekoËsan ¥ mÉ §ge¤nato: Cf. S. El. 261 tå mhtrÚw ¥ mÉ §ge¤nato.

966 lamprÊnetai: Clytemnestra is close enough for Electra to comment
on her splendid appearance.

967 t¤ d∞ta dr«men: Orestes hesitates. Only in Sophocles’ version does
he fail this test of his humanity, showing neither reluctance before the
matricide nor regret after it. For Aeschylus’ treatment (at A. Cho. 900–2)
see “Discussions.” In Euripides, Orestes has misgivings and doubts the
oracle. Electra plays the part of the Aeschylean Pylades in defending the
oracle and hustling Orestes inside to wait for his mother. In Cho. Electra
has already been hustled offstage by her brother.

971–81 Apollo’s role in the myth and vengeance is prominent in all three
surviving Orestes/Electra plays. In this play every example of the interfer-
ence of gods causes problems for the people and leads them to crimes and
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violence or to sorrow: Apollo’s oracle; Pan’s gift of the golden lamb; Zeus’
phantom Helen; even the gentle Nereids who conduct the ships to Troy and
bring the armor to Achilles, and the well-intentioned but inhuman/inhumane
dispensations of the Dioscuri. Roberto Calasso in The Marriage of Cadmus
and Harmony (translated by Tim Parks, New York, 1993, 387) writes, “To
invite the gods ruins our relationship with them but sets history in motion.
A life in which the gods are not invited isn’t worth living. It will be quieter,
but there won’t be any stories.” See notes on 87, 399–400, 550–1, 581–4,
671–84, 890–2 and “Discussions.”

973 ¶xrhsaw . . . xr∞n: notice the wordplay. Is it that Orestes is shocked
at the similarity between these words despite all his earlier verbal displays
(see 89n)?

975 feÊjomai: will go into exile or will be a defendant? Either fits the
context.

976 Possible penalties for not avenging one’s father are given in A. Cho.
(269–96).

977–8 While Sophocles’ characters usually commit their tragic mistakes
on their own, Euripides’ characters often make them after listening to or
following others (Phaedra, Jason, Pentheus, for instance). In view of Elec-
tra’s insistence that he go ahead with killing their mother after setting up
the trap, and her threat to kill Clytemnestra herself if he does not do it
(647), it would take more firmness of character than Orestes has revealed
not to fall into line.

979 élãstvr: a spirit of vengeance, a destructive fiend. Cf. E. Or. 1669
where Orestes acknowledges Apollo as a true prophet, although he thought he
had heard the voice of some fiend (t¤now . . . élastÒrvn) speaking as Apollo.

980 tr¤poda: The Pythia who presided over the Delphic oracle delivered
her prophecies sitting on a tripod, a three-legged altar or stool. 

983 ÍpostÆsv: an architectural term, support or lay a foundation; also used
of setting an ambush. tÚn aÈtÚn dÒlon: it is not clear which “same deceit”
Orestes is referring to: the deceit that Clytemnestra had used to trap and kill
Agamemnon or the deceit that he himself had just used to kill Aegisthus. 
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984 There is no need to question this line on the basis of the word pÒsiw
husband, which seems too honorable, according to Denniston, for Aegisthus,
coming from Electra’s mouth. Aegisthus is dead now, and she has just
expressed her outrage at him. She can allow herself to be more respectful
toward him.

987 pikrÚn d¢ x±dÊ: would Orestes, after his anguish over the deed he
must do, say “bitter and yet sweet”? Denniston suggests pikrÚn dÉ oÈx ≤dÊ;
Diggle, koÈx ≤dÊ.

988–97 Clytemnestra arrives in a horse-drawn carriage. She is accompanied
by two (or more) Trojan slave women, addressed and referred to in the femi-
nine plural (998, 1007,1010). The carriage is driven or led into the orchestra
by two (or more) male attendants (addressed in the masculine plural at
1135–8). Clytemnestra and the Trojan slaves would climb down from the car-
riage into the orchestra. If there is a raised stage, only Clytemnestra would
mount it (at some time before she enters the stage building). The others would
remain in the orchestra until they are dismissed by Clytemnestra to exit by
one of the parodoi: we suggest that they enter stage left along the parodos that
leads to/from the highway and exit stage right, where the horses will be taken
to pasture in the near distance.

An honorific address in anapests (∞ ∞ –) to Clytemnestra, who enters in
a carriage with her slave women, both she and they richly dressed (cf. 315–8,
967, 1140). In the Athenian theater, the parodos allowed the entrance of
mule- or horse-drawn wagons. Her arrival is reminiscent of Agamemnon’s in
A. Ag. (783–809), who also is brought onstage in a carriage and accom-
panied by a captive Trojan woman. Like Clytemenstra here, he is welcomed
warmly and lured indoors to meet his death. The parallel scene in Aeschylus’
play, in which Agamemnon has returned as the proud and victorious com-
mander of the Argive forces and walks into the palace treading on expensive
weavings, shows him going to his death after succumbing to his hubris and
atê (destructive infatuation). Even though he is aware of the danger of the
gods’ fyÒnow, resentment (Ag. 921–2; see 902n), he gives in to his wife’s
coaxing and enters the palace to his death. Clytemnestra’s entrance here is an
ironic echo of the Aeschylean scene, with the Chorus’ effusive greeting aimed
at calling divine resentment down on her. Is tåw såw d¢ tÊxaw yerapeÊesyai
kairÒw (996–7) as sinister as Denniston, following Keene, suggests? “Her
fortunes require a physician’s care, and it is high time for the physician to get
to work, for hers is a tom«n p∞ma [a disease in need of cutting].” Kubo (24)
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compares the choral greeting with Clytemnestra to the culminating sacrifice
of the Heraia, the festival they came to announce at their entrance. In this way
they become fleetingly the chorus of the Heraia cult, honoring the goddess
who protects marriage. 

990 égayo›n . . . koÊroin: the Dioscuri, Castor and Pollux, are Zeus’
sons by Leda. They were known as rescuers of sailors on rough seas. See
Alcaeus 34 (Lobel & Page). They also symbolize heroic philia. Castor,
who was mortal, died of a wound, and Polydeuces, who was immortal,
chose to share his brother’s fate. In consequence, they spend one day on
Olympus and the other in the Netherworld (Pindar Pythian 11.59–64). The
Chorus skips over Helen, who was the sister of the Dioscuri, having also
been born of Zeus and Leda. See “Discussions” and 1238–1356n for the
characteristics and relevance of the Dioscuri in this play; see also 312–13n.

991–2 The twins are identified with two major stars in the constellation
known to us as Gemini.

998–1146 The ago \n starts with the recollection of Iphigenia, who was sac-
rificed by Agamemnon. The scene resembles a trial, in which Clytemnestra
is the defendant and pleads her case, and seems to have been written with the
Sophoclean ago \n in mind (El. 516–659, see Cropp). In Sophocles, the ago \n
precedes the recognition scene and the subsequent vengeance. It serves as an
ethical exposition that explains the conduct of the characters and their future
decisions. In Euripides, the ago \n comes post factum, after the scheme to kill
Clytemnestra has already been set in motion and just before Clytemnestra
enters Electra’s hut, where she will meet her death. The debate serves to
show Clytemnestra as less evil than Electra makes her out to be, and Electra
as less in the right than she believes. 

998–1010 There are only two resolutions in these opening exchanges. 1
(1001), 6 (1006). See 3n.

998 ¶kbhtÉ épÆnhw, Trƒãdew: The picture we have had of Clytemnestra
in the palace, sitting on a throne amid Phrygian finery, attended by Trojan
maids (314–6), now comes to life as a “moving tableau” when Clytemnes-
tra herself is carried on stage (see Halleran 11, 14–15; on the blocking of
this scene see Ley 77–9). She is also attended by two or more male slaves,
perhaps a driver and a groom who leads the horses (1135–8). For a similar
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scene of Clytemnestra descending from a carriage, see E. IA 617–8. The
staging as well as the words may also call to mind Clytemnestra’s address
to Cassandra in A. Ag. (1039): ¶kbainÉ épÆnhw t∞sde, mhdÉ ÍperfrÒnei.
Come down from the carriage and give up your pride. Of this passage, Cropp
writes, “In any case, Cl. echoes her command to another Trojan captive,
Cassandra . . . heightening the dramatic irony here.”

1004–10 Mother and daughter meet. This is the essence of the tragedy.
Both long for each other’s love, but too much has happened between them.
Electra has felt for so long the sting of rejection, and feels it still (1006).

1004 doÊlh går §kbeblhm°nh: Electra in A. Cho. (135) also calls herself
a slave: kégΔ m¢n ént¤doulow . . . . / “I am no better than a slave . . . .” The
first grievance that Electra throws in her mother’s face is that Clytemnestra
has thrown her out of her home and made her live like a slave. In offering
to help her mother disembark from the carriage, she is offering to perform
a servant’s task. Electra, for all the self-centeredness imputed to her, iden-
tifies with the Trojan captive women who accompany her mother; she feels
for their loss of their fathers, the destruction of their homes, their loss of
status. Whether or not these sentiments (1004–5, 1008–10) are another way
of expressing her self-pity and resentment toward her mother, her own
suffering has aroused this fellow feeling.

1006 makar¤aw t∞w s∞w xerÒw: “the hand of you who are blessed”/“your
hand that is blessed,” makar¤aw is a title of royalty, yet keeps its meaning
of blessedness. Electra continues the grandiose rhetoric of the Chorus’
address, but is also sarcastic. She knows that Clytemnestra is going to her
death. How blessed can she be? 

1008–10 Electra is looking for a fight, and starts with her maltreatment,
an issue Clytemnestra will have difficulty defending. 

1009 Ωrhm°nvn . . . ΩrÆmeya: figura etymologica (see 234n) emphasizing
Electra’s feelings of loss and ruin. 

1010 Ùrfana‹ leleimm°nai: we prefer L’s fem. pl. to Seidler’s emendation
to the masc. pl. Electra speaks of the female slaves to whom she compares
herself. But she is one of them; she, too, is a cast-out princess. Otherwise,
a masc. ending would have been appropriate, because in tragedy sg. fem.
subjects referring to themselves in pl. use the masc. (Smyth, 1009).
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1011–96 The ago \n (the central debate): Among the unique aspects of Cly-
temnestra’s speech are her putative acceptance of the sacrifice of Iphigenia if
it had been for a good cause, her insistence that it was Cassandra and not
Iphigenia who pushed her over the edge, her feminist suggestion that her
critics consider how they would have viewed the situation if the genders
had been reversed, and, in the dialogue that follows, her expressions of
human regret and understanding of her daughter. Electra goes over the
usual ground, Clytemnestra’s alleged whorishness in primping while her
husband was away and rooting for the Trojans in the back and forth of war
(so prominent throughout the Iliad). Her one good argument (1088 vv.)
rings true: Clytemnestra should not have mistreated her other children.
Clytemnestra is lured into the trap. The fact that she is only a sad, middle-
aged woman makes no difference.

1011–50 Clytemnestra’s speech in her defense divides into four parts. (1)
1011–7: Introduction, (2) 1018–29: Iphigenia, (3) 1030–40: Cassandra, (4)
1041–50: Iphigenia. There are eleven resolutions in her speech, five of them
in the fourth part: 1 (1028, 1030, 1043), 4 (1027), 6 (1023, 1026, 1028, 1045,
1047, 1048), 8 (1041). See 3n.

Clytemnestra (unlike Polynices and Eteocles in E. Phoen. or Jason in
Med.) did not come to debate Electra, but to help her. Her speech answers
Electra’s complaint as if it is spontaneous, but it too, like most of her
daughter’s speeches, seems rehearsed, as if she had gone over these ideas in
the hours of her sleepless nights. The murder of Agamemnon was the defining
action in her life: it could not be done and forgotten, but she must go over it
again and again, refining and redefining her motives. She, like her daughter,
shows simultaneous reluctance and eagerness to speak. Now she has her turn
both to air her grievances and present her reasons in a well-argued speech,
though the argument is agglutinative rather than syllogistic. Euripides pre-
sents a good case for her, humanizing her and making her vulnerable.

1011–12 Clytemnestra plunges right into her justification for killing
Agamemnon, even though Electra did not explicitly ask about it. Agamem-
non’s “plots” were against Iphigenia, whom he sacrificed, and against his
own wife, into whose home he brought Cassandra. 

1013–17 Clytemnestra urges that she be judged on the basis of the facts
rather than hearsay, which gives a woman a bad reputation. Clytemnestra’s
remarks on prejudice have something in common with Medea’s (Med.
219–21; see also 292–305):
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d¤kh går oÈk ¶nestÉ §n Ùfyalmo›w brot«n,
˜stiw pr‹n éndrÚw splãgxnon §kmaye›n saf«w 
stuge› dedork≈w, oÈd¢n ±dikhm°now.

There is no justice in people’s perception:
there are some who, before they know a person inside out,
hate him on sight, even if they have never been wronged by him.

See also E. Hipp. 395–7, 406–7. We already know, from an earlier conversa-
tion (843–5) that Clytemnestra has a bad reputation with the citizens. Now
we see how in fact it is hastening her end, providing her murderers with
an opportunity to separate her from Aegisthus and his garrison. For all her
alleged vileness it never occurred to her that she would need a bodyguard at
her daughter’s house, and so she dismisses her attendants and driver.

1015–16 Clytemnestra argues as a defendant in a trial, insisting that the
jury know the facts (prçgma / ¶rgon) as opposed to talk (gl«ssa / lÒgoi).
Cf. E. Hec. 1187–9, Hipp. 983–5, Aristoph. Plut. 376. See however 1036–8n.

1018–29 For the argument against Agamemnon’s sacrifice of Iphigenia,
cf. S. El. 525–48, A. Ag. 1412–18. Tundãrevw: synizesis (see 383n).

1021 ’xetÉ §k dÒmvn êgvn: does this mean that Agamemnon took Iphigenia
with him when he first set out, suggesting that he already knew that a sacri-
fice would be called for? Or did he go back to fetch her from Argos under the
guise of the marriage after Calchas ordered her sacrifice (see Denniston)?
Euripides dramatizes the event in IA, where Agamemnon sends for her and
is much distressed when Clytemnestra accompanies her daughter to Aulis.
In IA (98–103) he describes the ruse. 

1024–6 If there had been a good reason (other than prosecuting the war to
recover Helen), Clytemnestra claims she would have accepted the sacrifice.
For other victims of war prophets, see the stories of Erechtheus’ daughters
and Creon’s son Menoeceus (in E. Phoen.) who sacrifice themselves to save
the city; also in E. Heracl. Heracles’ daughter Macaria volunteers to be sac-
rificed in order to save her brothers.

1027–8 Menelaus is often denigrated in Greek tragedy, e.g., S. Aj.
1046–1162, E. IA. 378–401, Andr. 309–765. On Menelaus’ carelessness in
keeping his wife from “folly,” see E. IA 70–9. 
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1030–4 Clytemnestra’s confession that she would have put up with Aga-
memnon’s sacrifice of Iphigenia had he not brought a concubine back home
weakens her claim that she acted justly. Cassandra is only an additional
justification for murdering Agamemnon in A. Ag.1440–7, and is not featured
at all in S. El.

1032 mainãdÉ ¶nyeon kÒrhn: Cassandra, daughter of Priam and Hecuba,
and inspired (or mad) prophetess of Apollo. She is murdered by Clytemnestra
in H. Od. 11.421–3 and in A. Ag. 1444–7, after she has foretold her own death
(1136–9, 1149, 1160–1, 1290–4, 1313–30). See a mid-seventh century bronze
strip from the Argive Heraeum (Prag, 58, G1, PL. 37a). Cassandra was the
last straw for Clytemnestra, but her motives, as always, are mixed. If Electra’s
chronology is correct, Clytemnestra’s sincerity must be doubted, however,
since she was already living with Aegisthus before Agamemnon came home.
Clytemnestra claims she enlisted Agamemnon’s enemies to abet her revenge
(1046–7). In H. Od. 11. 421–3 Agamemnon’s ghost talks about Cassandra’s
pitiful death at the hands of his wife.

ofiktrotãthn dÉ ≥kousa ˆpa Priãmoio yugatrÒw,
Kassãndrhw, tØn kte›ne KlutaimnÆstrh dolÒmhtiw
émfÉ §mo¤:

The most pitiful sound I heard was Priam’s daughter
Cassandra, whom treacherous Clytemnestra killed
over me . . .

See A. Ag. 1035–1330, for Aeschylus’ brilliant use of the third actor in his
Cassandra scene and for her dead body on the eccycle \ma,1440–7.

1035 m«ron . . . guna›kew: the adjective points to sexual weakness (see
Denniston). For the assumption that this is a characteristic of women, see
e.g., E. TW 1055–9, Hipp. 373–430. The equation of moral failing and
intellectual deficiency is universal in early Greek thought. m¢n oÔn: Now it
is true that; for the transitional m¢n oÔn, see GP 470–3.

1036–8 It is true (see Cropp) that Clytemnestra’s argument is specious
because although her adultery most likely preceded Agamemnon’s with
Cassandra, it did not necessarily predate his dalliance with Chryseis and
other women in the Troad, of which Clytemnestra is aware in Aeschylus’
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Agamemnon (1439): Xrush¤dvn me¤ligma t«n ÍpÉ ÉIl¤ƒ: The darling of
all the golden girls who spread the gates of Troy (tr. Fagles) or, more liter-
ally, Plaything of all the Chyseises at Troy.

Electra later (1070) accuses her mother of beautifying herself as soon
as Agamemnon was out the door, but she is hardly an impartial witness.

1037 y°lei: can mean either she wants or it is accustomed.

1038 xêteron ktçsyai f¤lon: Konstan (1985, 181) understands this as a
political use of f¤low; that is, Clytemnestra takes on Aegisthus as an ally.

1039–40 A succinct statement of the double standard that has from time
immemorial applied to women’s and men’s reputations.

1041–5 A surprising argument and, to some, evidence of Euripides’
feminist thinking. England (103), for example, writes, “Euripides (like
Plato) believed in the equality of the sexes (a most unpopular doctrine at
Athens).” To Michelini (220) Clytemnestra’s inversion “resembles and
exaggerates the elaborate hypothetical constructs of the new rhetoric.”

1044 ±n°sxetÉ: Cf. 264 “Verbs,” 508n. 

1046 ¥nper: acc. governed by poreÊsimon.

1049–50 Clytemnestra is so sure of her argument that she invites Electra
to counter it, without hesitation or qualification.

1049 parrhs¤a: the term par excellence for free speech and frank expres-
sion. The Athenian democracy prided itself on fishgor¤a, the right of equal
access by all citizens (but not women) to public speech before the city’s
political institutions. parrhs¤a came to be viewed as a part of this access in
about the second half of the fifth century. See Roisman 2004. Euripides,
however, is the only extant classical tragedian who uses the term (El. 1056,
Ion 672, 675, Bacch. 668, Hipp. 422, Or. 905, Phoen. 391). 

1051–4 ≤ d¤kh dÉ afisxr«w ¶xei: the chorus usually speaks a few lines to
demarcate the speeches in an ago \n. Here they are less vapid than usual and
show that nobody is on Clytemnestra’s side. On the ugly face of justice see
also 1244 and S. El. 558–60. The repetition of the attitude that a woman must
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go along with her husband in all things may reflect the norm, but given
Agamemnon’s murder of their daughter it is remarkable. See E. Med. 13–15:

aÈtÆ te pãnta jumf°rousÉ ÉIãsoni:
¥per meg¤sth g¤gnetai svthr¤a,
˜tan gunØ prÚw êndra mØ dixostatª.

and obliging Jason in every way.
This is what brings the greatest stability at home:
when a woman does not challenge her husband.

Clytemnestra follows this rule in her deference to Aegisthus, though she
draws the line at killing her child (26–30).

1051 d¤kaiÉ. . . d¤kh: figura etymologica (see 234n). This is how Castor
will describe Orestes’ act (1244).

1054 ériymÚn . . . lÒgvn: “does not enter into the reckoning of my 
considerations.”

1056–9 parrhs¤an: See 1049n. Electra seizes on the positive term,
inadvertently highlighting Clytemnestra’s positive qualities. In S. El.,
Clytemnestra also assures her daughter that she may speak (556–7), but
then recants out of anger at what she hears (626–9). 

1057 t°knon: there is a pileup of words in this scene that emphasize the tie
between mother and daughter (1006, 1055, 1058, 1061), a feature absent in
the ago \n in Sophocles’ play (516–609).

1060–99 Electra’s rebuttal. Euripides’ Electra gives much less attention
to the murder of Iphigenia than Sophocles’ heroine. Since Clytemnestra
had already admitted that the sacrifice was not her only motive for killing
Agamemnon and that she would have tolerated the sacrifice if he had not
compounded the offence by bringing Cassandra to her home, Electra need
not elaborate on the matter. It is enough for her to dismiss the sacrifice as
a motive right at the beginning of the ago \n. The Sophoclean Electra goes
to great lengths to justify her father’s decision to kill his own daughter
(565–76). Electra’s speech is mostly introduction (1060–85), a character
assassination of Clytemnestra. She builds the case against her mother from
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1086–96 (with 1097–9 highly suspect). The speech has ten resolutions: 1
(1063, 1079, 1083, 1085, 1099), 6 (1063, 1071, 1084, 1086, 1094). See 3n.

1064 êmfv mata¤v KãstorÒw tÉ oÈk éj¤v: the shame or disgrace that
Castor suffers is usually attributed solely to Helen’s elopement (see H. Il.
3.236–42; E. TW 132–3, Hel. 137–42), not to Clytemnestra as well. In his
alternative treatment of the myth, Euripides has a false Helen going to
Troy and the real Helen enjoying divinity with her brothers (Hel. 1666–9,
Or. 1635–7, 1688–90). Had Electra married Castor, she would have been
both Clytemnestra’s daughter and her sister-in-law. 

1071 janyÚn katÒptrƒ plÒkamon §jÆskeiw kÒmhw: contrasting with
Electra’s ill-kempt, short-cropped hair, see 184, 241, 335. 

1076 mÒnh or mÒnhn?: Is Electra claiming she is the only Greek woman
to know her mother so well? This is probably true, but it goes without saying.
Or does she say that her mother was the only Greek woman to hope the
Trojans would win?

1082 ˘n ÑEllåw aÍt∞w e·leto strathlãthn: on the choice/election of
Agamemnon to the generalship see E. IA 84–6:

kém¢ strathge›n kîta Men°lev xãrin 
e·lonto, sÊggonÒn ge. téj¤vma d¢
êllow tiw \felÉ éntÉ §moË labe›n tÒde.

Then they chose me to command the expedition
because of Menelaus, because I’m his brother, an honor
I wish to god someone else had won instead of me.

On Agamemnon’s campaign for office see E. IA 337–45.

1086–8 Electra’s strongest argument. Only fear can refute it (1114–5).

1089–90 §phn°gkv l°xei téllÒtria: Clytemnestra’s only property after
her husband’s death was her own dowry from her father’s home, which, con-
sidering that he was king of Sparta, may have been considerable. She had no
right to Agamemnon’s estate. Her daughter accuses her of alienating her
children’s property as her dowry to pay Aegisthus to marry her (cf. A. Cho.
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915–17). Athenian law stipulated that the estate of a deceased man went to
his sons, who were required to draw on their legacy to provide their sisters
with a dowry. The widow was permitted to continue living in the house,
under the supervision of the inheriting son. If she remarried and left the
house, she was entitled to take with her only her personal belongings and the
dowry she had brought when she married the deceased. Electra blames her
mother for having used Orestes’ rightful inheritance as her dowry to marry
Aegisthus. One wonders whether Electra would have been as hostile to
Aegisthus and her mother and so insistent on revenge had she been per-
mitted to remain in the palace with them. Would she, like Chrysothemis in
Sophocles’ version, have accommodated herself to the situation?

1093–6 fÒnon dikãzvn fÒnow: Electra of course does not see that the
same can be said about her and her killing of Clytemnestra. The Sopho-
clean Electra makes the same point (582–3), but her warning can be read
not only as foreshadowing the murder of Clytemnestra but also as con-
demning it. See Roisman 2008, 105–6.

1097–1101 Most editors question these lines on the grounds of relevance.
The lines about choosing a wife most likely were marginal comments that
got into the play (see Denniston, Page, 76). Stobaeus quotes 1097–9 as lines
from Cretan Women (Kr∞ssai). In defense of the lines, it is argued (see
Denniston’s summary) that the content of Electra’s lines echoes her bitter
criticism of her mother’s marriage to Aegisthus (916–17, 936–7) and harks
back to what she said at 1089–90. Deleting them would make Electra’s
speech three lines shorter than Clytemnestra’s. It is common for the chorus to
make a generic comment at the end of a long speech. eÈg°neian: synizesis
(see 383n).

1102–46 End of the ago \n: as usual the ago \n ends with back and forth
lines. Often the parties break down into bickering, but Electra cannot risk
so alienating her mother that she would refuse to enter the house. In contrast
to both Aeschylus, who creates a hubristic, but majestic, Clytemnestra, and
Sophocles, who draws her as a woman who is not a “true” mother, Euripides
shows Clytemnestra treating Electra in a conciliatory and caring manner.
He shows her regretting her past actions and torn as she tries to please both
her husband and her rebellious daughter. 

These lines have eight resolutions: 1 (1126), 4 (1137), 6 (1116, 1127,
1132, 1140, 1146), 8 (1123). See 3n.
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1102–6 suggn≈soma¤ soi: Clytemnestra shows remarkable understanding.
Of this speech, Vellacott (238) writes, “her answer to thirty-seven lines of
concentrated hate is to speak of love.” See E. IA 638–9 when Iphigenia
asks permission to run and embrace her father, her mother says:

éllÉ, Œ t°knon, xrÆ: filopãtvr dÉ ée¤ potÉ e‰ 
mãlista pa¤dvn t“dÉ ˜souw §gΔ Ötekon.

Of course, my dear. Of all my children you / have always been most fond
of your father.

1105–6 oÈx oÏtvw êgan xa¤rv ti: Clytemnestra never denies killing
Agamemnon, but she does not gloat. The consequences have not been all
happy. Still, as Electra says at 1111, it is too late for regrets.

1107–8 Some editors (beginning with Weil) remove these lines and place
them after 1131. Even though they may be said to “disrupt Cytemnestra’s
train of thought” (Denniston) an argument can be made for keeping them
here. A play is not just its words. Visualizing the scene helps us make sense
of what Clytemnestra says. She has finished defending her actions and has
listened to a tirade from her daughter of about equal length to her own
apology. Now at last she turns to and engages with Electra. She begins to
express doubts about the success of her defining action (1105–6) and
pauses in her self-absorption to look at her daughter. Only when she sees
her daughter’s deplorable state does she cry out (1109) and realize that she
went too far. The next lines (1109–10) are too abrupt right after her expres-
sion of mild dissatisfaction, unless something, like seeing what the conse-
quences are for Electra, stimulates it. 

1110 ≥lasÉ efiw ÙrgØn pÒsin: a difficult line: the manuscripts have the
acc. pÒsin, which in the context would have to refer to Aegisthus. With this
reading, Clytemnestra regrets egging him on and encouraging his mistreat-
ment of her children from her first marriage (see Electra’s response at 1116),
but earlier the Farmer had said she protected them (27–8) by restraining
Aegisthus. Possibly she includes her urging Aegisthus’ participation in the
murder of Agamemnon. The dat. pÒsei, referring to Agamemnon, has been
suggested and accepted by many editors. Clytemnestra regrets nursing and
goading her anger against him. This would suggest that she almost cannot
remember why she killed him: “that I whipped up my anger against my
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husband more than I needed to” or “I drove [myself] into anger at my hus-
band” which in the grand scheme seems more significant since the children
escaped the worst of Aegisthus’ plans. The word pÒsiw is used eleven times
in this scene. Clytemnestra uses it of Agamemnon (1031), in general (1036),
and of Menelaus (1042); Electra uses it of Agamemnon three times (1067,
1081 in a comparison with Aegisthus, and 1088), and once of Aegisthus
(1091) before this use (at 1110). So it does not do to say with Denniston that
“Aegisthus is not yet in the picture.” At 1116 Electra uses it of Aegisthus. In
her last speech Clytemnestra calls Aegisthus husband twice (1134, 1138). 

1111 Ùc¢ stenãzeiw: a tragic sentiment like Medea’s kêpeita yrÆnei
(1249) “I’ll cry tomorrow” (lit. “and then weep”).

1122 d°doika gãr nin …w d°doikÉ §g≈: “I fear him as I fear him.” Dra-
matic irony. The audience knows his corpse is hidden in the stage building. 

1123 t¤ mÉ §kãleiw: Clytemnestra has been informed by the old slave of
the birth of a baby boy. Given their estrangement, Electra must have a reason
other than common human feeling for summoning her mother. 

1125 See 654n.

1128 êllhw tÒdÉ ¶rgon: the celebration was a family event (see note on
654) for acknowledging the newborn. The grandmother’s presence, at least,
would be expected under normal circumstances. 

1130–1 ége¤tvn: in contrast to Orestes (272), Clytemnestra discounts
the Chorus. Does she purposefully ignore them for having rebuked her in
1051–4? In effect, Clytemnestra is asking why Electra acted as her own
midwife, a question that injects a measure of realism into the scene. Not-
withstanding the presence of the Chorus of country women, her assumption
that there were no friendly neighbors around to help is not unreasonable.
Electra finds it convenient to confirm this assumption. 

1132–8 Clytemnestra’s last words are full of dramatic irony. In the sacri-
fice to the gods, she will be the victim, and this will be the xãriw, favor she
will do for Electra. She will join her current husband not in his sacrifice to
the Nymphs, but in death.
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1132 telesfÒron: see A. Cho. 541, where Orestes prays for the fulfilment
(eÎxomai . . . toÎneiron e‰nai . . . telesfÒron) of his mother’s ominous
dream, and S. El. 646, where Clytemnestra prays ironically for the ful-
filment (dÚw telesfÒra) of her ambiguous dream if it bodes well. Here
Clytemnestra uses the word for the completion of the (nonexistent)
infant’s term, still unaware that she is participating in her own destruction.

1135–6 A director has to be aware of the disposal of actors and objects that
have been brought onstage. Clytemnestra’s Trojan women have stepped down
from the carriage (998–9). To clear the acting area for the murder and its after-
math, they would have to go with the male slaves addressed here, perhaps a
driver and another attendant to lead the horses and carriage offstage.

1139–40 froÊrei d° moi / mÆ sÉ afiyal≈s˙ polÊkapnon st°gow p°plouw:
this final biting comment reactivates the Oresteia in the audience’s mind
and reminds us of Ag. 773–4.

D¤ka d¢ lãmpei m¢n §n / duskãpnoiw d≈masin . . .

Justice shines / in sooty houses.

Not even in the hovels of the poor, as the displacement of the setting in
Electra tells us: when we realize that, though said to be the poor dwelling of a
farmer, the ske \ne \is still the same actual space as in other versions of the story.
Any hut can serve as the ske \ne \and become the scene of brutal unseen murder.

1143 taËron: in A. Ag. 1125–6, Cassandra refers to Agamemnon as a bull
when he is trapped by Clytemnestra in the bath. Here the bull is Aegisthus,
dehumanized by his slaughter as a sacrificial beast. In Homer, Agamemnon
is killed like an ox in its stall (Od. 4.535, 11.411). Clytemnestra does not
hear these words. In any case, as the Farmer’s wife, Electra would not have
the means to sacrifice a real bull.

1146 d≈sv xãrin: Electra mocks her mother’s exit line.

1147–71 Third Stasimon
After Electra follows Clytemnestra into the hut, the Chorus waits outside

while Clytemnestra is killed. They sing a strophic pair (1147–64) largely in
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dochmiacs ( ∞ – – ∞ –) and variants (e.g., ∞ ∞ ∞ ∞ ∞ ∞). Clytemnestra’s
shrieks and the Chorus’ musings are in iambs (1165–8). The Chorus retells
Agamemnon’s death and quotes what he cried out when he was killed.
Husband and wife are reunited in death as her cries mingle with the Chorus’
song. Their attitude shifts as in A. Cho. (though only briefly 1007–9,
1018–20; but see 1043–7). The other two odes linked the past and the pre-
sent through incidents or characters from a distance. This one is closer to and
includes the dramatic present.

1148 <§n> omitted in the mss. was restored by Seidler.

1150–1 st°ga lãino¤ te yrigkoi: the roof and the stone copings (metonymy
for house, 216–17n) cry out, reminding us of the opening scene of the
Agamemnon, “if the house could speak” A. Ag. 37–8. Now it does speak.
yrigko¤: the top course of stones in a wall, also used metaphorically for
the finishing touches.

1151 tãdÉ §n°pontow: the Chorus relives what happened inside the ske \ne \

in A. Ag. Though the scene has changed, the actual interior space has not.
In A. Ag. he actually cries at the first blow (1343): \moi, p°plhgmai kair¤an
plhgØn ¶sv. Ah me! I am struck, a deep and fatal blow. And at the second:
\moi mãl aÔyiw, deut°ran peplhgm°now. Ah me, and again struck a sec-
ond blow. sxetl¤a (L): Diggle emends to sx°tlie (sx°tliow can be,
rarely, a two-termination adjective); Seidler changes to sx°tlia (to stand for
sx°tlia ¶rga) but this is no longer generally accepted. Denniston finds
the mss. reading possible.

1151–2 f¤lan patr¤da . . . §mãn: a very emotional/pathetic hyperbaton
(see 16–17n). Agamemnon’s last word is mine as his homeland from which
he is separated by ten years is lost to him the moment he has reached it.

1152 spora›sin: sowings for years. Not a very common word in Euripides
(TW 503, Andr. 637, Hec. 659, Cyc. 56), but suitable for a rural chorus.
Agamemnon returns at the seeding, a hopeful time of renewal and expecta-
tion, only to be cut down. At the start of the play the Farmer goes off to plow
his furrows and seed his fields (sper«, 79) and at its end he is to be plucked
from his land. That neither man gets to see the growth and harvest of his crop
adds to the poignancy.
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Two lines to match 1163–4 are missing.

1158 Kukl≈peiã . . . te¤xeÉ: the massive stone architecture in and around
Mycenae was attributed to the Cyclopes, one-eyed giants, sons of Uranus
and Gaia, who were both masons and smiths. The walls were built of huge
blocks of unworked limestone so large, according to Pausanias, that two
mules could not budge them; they are filled in with smaller stones (Pausa-
nias 2.25.7; see also 2.16.4, 2.20.5). ÙjuyÆktou b°louw: Murray’s reading.
The gen. would depend on aÈtÒxeir. The meaning “herself the wielder of
the sharp-edged weapon” is hard to defend since aÈtÒxeir with gen. means
“very doer” (LSJ), i.e., actual perpetrator. Denniston prefers ÙjuyÆktƒ
b°lei (with sharp-edged weapon); Diggle marks a crux: †b°louw ¶kanen†.

1160 p°lekun: see 10–11n, 160–1n.

1163 l°aina: in A. Ag. (1258) Cassandra calls Clytemnestra a “two-
footed lioness,” who betrays her lion-husband with the wolf Aegisthus; see
also the lyrics about the lion raised in the house (Ag. 716–36). Here the
Chorus uses the image to convey her ruthless ferocity as she murdered
Agamemnon. In E. Med. the animal savagery of the lioness is mitigated by
the fact that she is defending her young (187–9) as Clytemnestra at least
claims to have done (see Denniston). At the end (1342) of her play Medea is
also called a “lioness, not a woman.”

1172–1359 Exodos (the part of the play after the last choral song), in
three parts: kommos (1172–1237), dei ex machina (1238–1356), choral tag
(1357–9).

1172–1237 Kommos (sung lament shared by actors and chorus)
The eccyclema (which had been used for the same purpose in both A.

Ag. and Cho.) is rolled out to reveal the result of the interior action, the bodies
of Clytemnestra and Aegisthus side by side, physically united in death (cf.
1143–5; see also 1276 where Castor alludes to the body of Aegisthus).
Orestes and Electra, spattered with blood, stand over the brutalized body of
their mother. Of the tableau Goff (265) writes, “When the two children . . .
enter covered in their mother’s blood . . . it is possible to read a reference to
birth itself in the scene,” a suggestion that is given added weight by Electra’s
emotional redundancy at 1183–4 matr‹ tòdÉ, ë mÉ ¶tikte and Orestes’ phys-
ical reference to his birth at 1208–9. In Sophocles the body of Clytemnestra
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is brought out for Aegisthus to see, but remains covered. The kommos in
Euripides’ Electra is a brilliant interchange between characters and Chorus
after the killing of Clytemnestra. It performs the function of a messenger’s
speech by reenacting the tragic action and showing how the second murder
was done, through dance, gesture, and words in the presence of the corpses
of the victims. In A. Cho. much of the play is a kommos, but it takes place
before the killing. There, as a ritual mourning for Agamemnon, it musters
the forces of the dead and stirs the spirits of the avengers. Euripides’ play
is a story of rehearsal and regret. Electra has spent most of her life planning
what she would say to her brother, to Aegisthus, to her mother, if ever she
had the chance. In this she is finally gratified, but after the fact there is
only disappointment and the realization that she has nothing left to live for.
The killers feel breathtaking horror and regret at what they have done. The
Chorus recoils at the sight. Nobody knows why these things have happened.
Myth, like war, destroys life—but both have sometimes been thought to
give it meaning.

1177 fiΔ Gç ka‹ ZeË: see E. Med. 143, 148, 1251–2 (where the Sun is
said to be all-seeing).

1179 d¤gona s≈matÉ: the bodies themselves are the physical result of
the ¶rga (1178) and grammatically in apposition to ¶rga.

1182 Two and one half lines are missing, the metrical match of t¤w . . .
ktanÒntow (1195–7).

1183 afit¤a dÉ §g≈: Electra blames herself, and the Chorus echoes her at
1204–5.

1183–4 diå purÚw: “through fire I went against my mother.” Such use
of fire as a metaphor for destruction and hatred is rare in Greek literature.
See Denniston. matr‹ tòdÉ, ë mÉ ¶tikte koÊran: it is as if Electra is finally
recognizing their relationship as she looks at her mother’s dead body, “my
mother here . . . who gave me birth, her daughter.” The pleonasm (or
redundancy) adds to the pathos. ¶tikte: for the impf. see 115–6n.

1185–9 “Alas for your fortune, your fortune, / mother who bore unforget-
table children, / unforgettable miseries and worse, / suffering at the hands
of your children, justly you paid for their father’s death.” Diggle (1969, 55)
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suggests that sçw is a corruption of sklhrçw or sterrçw, “Alas for your
fortune, your harsh fortune.” 

1190–7 Orestes contrasts the obscurity of the “justice” about which
Apollo’s oracle spoke with the obviousness of the pains of exile he will suf-
fer as a result of heeding the oracle’s call. His expectation that he will be
exiled from all of Greece is based on his identification of Greece as a civi-
lization that would not tolerate a murderer in its midst. He does not yet know,
as does Aeschylus’ Orestes (Cho. 1029–32), that he will be cleared of matri-
cide, or that he will be banished only from Argos, as Castor will inform him
(1264–7, 1250–1). For banishment as the punishment for murder, see S. OT
236–42. fÒnia . . . lãxeÉ: “a murderous (i.e., murderer’s) fate.”

1195–7 t¤w . . . §mÚn kãra prosÒcetai: Orestes sees himself becoming
the Gorgon whose head no one can look upon (see 1221–6, where Orestes
says he covered his eyes while killing his mother, as if she were a Gorgon
he could not look at).

1198–1200 For Electra nothing has changed except that she has added
guilt and pollution to her poverty, mourning, and alienation. There are no
dances, no genuine marriage for her, as she had complained early on (178–80,
310–11). Electra brings up her own gender-related concerns about what will
happen to her. Her fear is not only that no man will have her as a wife, but
that she will not be able to participate in those civil activities permitted to
women, such as festivals where they danced. As at 948, Electra sees her-
self as unmarried. 

1201–5 As often in tragedy the Chorus does not express a consistent moral
view. They showed no sympathy for Clytemnestra while she was alive, but
now circumstances have changed, and like Electra and her brother they
change with them (cf. A. Cho. 1007).

1206–25 Reenactment of the murder in song and gesture.

1206–7 ¶deije mastÚn: their mother bared her breast as in A. Cho. 896–8,
which induces Orestes’ cry, “Pylades, what shall I do?” See also Cho.
754–62 where Orestes’ Nurse talks about suckling him, and Clytemnestra’s
dream 526–33, in which she suckles a snake. Hecuba also shows her breast
when entreating Hector to enter the city and not fight a duel with Achilles
(H. Il. 22.80).
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1208–9 gÒnima m°lea: “birth-giving limbs,” a direct reference to the
birth process, as if it is not complete until he has killed his mother. The
limbs that gave birth to her killers fell to the floor . . . and her hair (1209,
reading tån kÒman) . . . Orestes cannot finish his sentence (an instance of
aposiopesis, see 582n). When she lowered herself to the floor, in terror
and supplication, he would have taken hold of her hair—the only part of
her he would have had to touch—as he pulled her head back to slit her
throat. Then he must have leaned over her, and she reached up to touch his
cheek (1214, 1216). According to another reading (of 1209) Orestes says
“I felt faint,” takÒman (= §thkÒmhn < tÆkv).

1214–5 “These words she screamed as she put her hand / on my face,
‘my child, I beg you’”: in the dim light of the hut Clytemnestra sees her
two children armed against her and reaches for her daughter or her son
(depending on the distribution of parts here), and is left clinging as she
falls (1216–17). 

1221–6 “I put my cloak over my eyes”: Orestes covered his face and
stabbed or slashed, so that his mother’s face is hidden from him as if he
were beheading a Gorgon. Electra urged him on and guided the sword.
For once Electra is there and actively participates in the murder.

The kommos, like so many things, has been displaced from its position
in the Aeschylean enactment of the story. No longer a summoning of the
power of their dead father, it has become this howlingly painful song of
mourning for their dead mother and regret for their own deed of matricide.
On the other hand, it might be said to bring the Dioscuri as comforters.

1224–5 Euripides seems to be answering Sophocles’ version, in which
Electra is outside crying out, “Strike her again, if you have the strength,”
after her mother has been struck once. And Sophocles’ Orestes does strike
a second blow (S. El.1415–16). Euripides’ Electra takes part and helps
strike the blow when Orestes’ strength fails him.

1226 Diggle, following Seidler, gives this line to Electra, and emends
¶rejaw to ¶reja, “I have caused the most terrible of sufferings.”

1227–30 As dutiful children, they try to fit their mother’s wounded body
back together and cover her with her robe as if in preparation for the prothesis. 
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1233–7 This is an anapestic (∞ ∞ –) announcement of the arrival of the
Dioscuri. The appearance of a deity at the end of the play is common in
Euripidean tragedy: Hipp., Andr., Supp., IT, Ion, Hel., Or., and Bacch.

1233–4 da¤monew μ ye«n: often little or no distinction is made between
da¤monew and yeo¤. Perhaps here the term da¤monew is appropriate because
the Dioscuri are divinized humans. da¤monew also include spirits and semi-
abstractions (like Eros), as they appear and participate in human lives.

1238–1356 Exodos: Dei ex machina: This is a long deus ex machina
scene. Only that in Hipp. is longer. To the amazement of all, the Dioscuri
appear above the palace on the me \chane \ (flying machine) or simply on the
rooftop platform (theologeion) to explain the past and proclaim the future. If
the heavenly twins are to be seen flying in they would use the me \chane \.
They do not, however, come down to the level of orchestra and stage to take
part in the action, so that a sudden appearance on top of the stage building
might be sufficient. In 1998 I (Luschnig) had the pleasure of seeing a pro-
duction of Euripides’ Electra directed by Tom Glynn at the University of
Idaho, in which giant puppets were used for the gods. They had the virtues
of dignity and distance or otherness and were not treated as a comic element,
as they so often are in modern productions. It was one of the best perfor-
mances of a Greek tragedy I have ever seen. 

In summary what they have to say is:
Apollo got it wrong: Orestes should not have killed his mother.
Helen did not go to Troy; instead Zeus sent a phantom of her to Troy

to cause death and destruction.
Electra is to marry the silent Pylades.
Her Farmer is to go with them and become rich.
Orestes is to go into exile, be threatened by the Furies, undergo a trial

for murder, and found a new city.

1238–91 Castor’s speech contains 15 resolutions in 54 lines, a low ratio
of one resolution per 3.6 lines. 1(1238, 1249, 1279, 1280, 1284), 2(1278),
4 (1260, 1283), 6(1261, 1268, 1273, 1289), 8(1240, 1249, 1272). See 3n.

1238 ÉAgam°mnonow pa›: recalls the lofty address to Orestes with which
Sophocles has the Paedagogus open his play: âV toË strathgÆsantow §n
Tro¤& pot¢ / ÉAgam°mnonow pa› (El. 1–2); “Son of Agamemnon, who
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commanded once / the troops at Troy.” Whereas the Paedagogus’ words refer
to the legacy of heroism that leads the Sophoclean Orestes to matricide,
Castor’s words, toward the end of Euripides’ play, address a broken, remorse-
ful Orestes who is facing the dire consequences of his “heroic” deed. The
address might be seen as ironic, as is Orestes’ claim in E. Or. (1167) to be the
“son of Agamemnon, who was ruler of Hellas” when he is in the midst of
planning to murder Helen, to get back at Menelaus for slighting him (see also
Tyndareus’ sarcastic questioning of Orestes’ birth, Or. 483).

1239–40 In stating that they are Clytemnestra’s brothers, Castor indicates
that they are Orestes’ and Electra’s uncles.This family relationship explains
why the Discouri go to the trouble of telling Orestes what he must do to
protect himself from the Furies and to obtain pardon for the matricide, and
of arranging Electra’s marriage to Pylades. 

1240 Kãstvr: of the Dioscuri, only Castor speaks. He uses dual and pl.
in identifying himself and his brother at 1239 and 1242, switches to first
person sg., and then back to dual or pl. beginning at 1348.

1241 naus‹n: “we have just calmed a storm threatening to ships.” We
accept Barnes’ emendation of L’s naÚw, which strains syntactical interpre-
tation. Construing naÚw to prefigure Menelaus’ ship (1278) leaves 1241
unclear at the point when it is delivered.

1244 m°n nun: well. See Denniston. Clytemnestra got what she deserved,
but it is not right for a son to murder his mother. 

1245–6 Fo›bÒw te, Fo›bow: an emotional repetition (anadiplosis: see
112–13n.). Castor starts to speak of Phoebus but stops himself. éllÉ ênaj
gãr §stÉ §mÒw / sig«: “but since he is my master, / I hold my tongue,” an
example of paraleipsis, an intentional omission for rhetorical effect (Smyth
3036). Despite his disclaimer, Castor does express a critical opinion of
Phoebus (oÈk ¶xrhs° . . . sofã 1246; 1296–7,1302). Apollo’s unwise act
was to tell a son to commit matricide. 

1246 sofÚw . . . oÈk . . . sofã: of this line Goldhill (in Felski, 57) writes,
“Being told authoritatively by a god that god’s oracles are not authoritative,
although the god is authoritative, opens an irremediable fissure between
knowledge and action, which stalls Aristotelian practical reasoning in a swirl
of action.”
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1248 Mo›ra ZeÊw tÉ: Fate (one’s portion or apportionment) and Zeus
work together. Even Zeus cannot override the decisions of Moira. When
the story is well known, Fate is an instrument for showing that things are
coming out right.

1249 Pulãd˙ m¢n ÉHl°ktran dÚw: Electra’s marriage to the Farmer can
be seen as non-binding because she was not given to him by Orestes, her
proper kurios, but by Aegisthus, who overstepped his authority; see 259n.
Electra, the virgin (44, 51, 270, 311), etymologically the unbedded woman,
whom Helen addresses as “long-time virgin” (E. Or. 72) may not seem a
likely candidate for bride, but she does show an interest in marriage, her
mother’s and her own, most recently at lines 1199–1200. 

1250–1 sÁ dÉ ÖArgow ¶klipÉ: in Aeschylus, Orestes’ exile is only tempo-
rary. He is purified and acquitted and returns to rule his homeland. In this
play his alienation is so complete that he never even sets foot in his native
city or home.

1252 k∞r°w. . . afl kun≈pidew yea¤: the Spirits of Destruction are identified
with the Erinyes/Furies. See Hes. Th. 217–22. In 1342–3 they are also likened
to hounds; cf. A. Eum.131–2.

1254 Pallãdow semnÚn br°taw: the ancient image (see palaiÚn . . .
br°taw, A. Eum. 80) of Athena Polias (Athena of the City) made of olive
wood (Pausanias 1.26.7). In Homer, Od. 3.306–7, Athens is the place from
which Orestes comes home to take revenge. Aeschylus is the first known
writer to identify Athens as the place where Orestes is cleared of guilt. To
protect himself from the Furies, Orestes is told by Apollo to clasp the statue
of Athena (A. Eum. 79–80). Physical contact during supplication is of ritual
significance and crucial to making sure that the supplication will be accepted
(see Gould, 78). 

1256 deino›w drãkousin: the Keres wield snakes. Sometimes they are
portrayed as having wings and snakes in the hair. See Prag, 44–51, with
Plates 28–33.

1257 gorg«fÉ Íperte¤nousa s“ kãr& kÊklon: images of fear are char-
acteristic of this play. The Gorgon’s face appears or is alluded to at 460,
856, 1223. Even Athena will intimidate the Furies, unlike her Aeschylean
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conterpart who uses persuasion and diplomacy. Athena’s aegis is described
as round, with a Gorgon’s head at its center.

1258–64 Almost all homicide cases in the fifth and fourth centuries were
adjudicated by the Areopagus (Macdowell, 116–18), a court named after the
hill where it sat. For Aeschylus’ explanation of the name, see A. Eum. 685–90.
Euripides traces the establishment of the Areopagus back to the gods’ trial of
Ares after he killed Halirrhothius for raping his daughter Alcippe (cf. IT
943–6). Aeschylus traces it back to the trial of Orestes which Athena orga-
nized to free him from the wrath of the Furies (Eum. 482–4). The jury at
Orestes’ trial, as described here, in E. IT 961–7, and in A. Eum., was human.
In Or. 1648–52, Euripides makes the jurors gods so that they can abolish the
human verdict passed down by the Argive assembly. ÖAre≈w tiw ˆxyow:
Ares’hill or outcrop, northwest of the Acropolis in Athens. 

1263 ¶k te toË = ¶k te toÊtou: since then.

1264 drame›n fÒnou p°ri: usually with a cognate or internal acc., e.g.,
ég«na or k¤ndunon in the sense of run a course or a risk or undergo a
trial (e.g., drame›n ég«na E. Alc. 489, Or. 878, IA 1455), but sometimes
the acc. is omitted. The usage is strange as Denniston observes. In these
expressions the object of per¤ is usually the prize, n¤khw (run for victory),
cux∞w (run for one’s life), rather than the charge as here (Denniston).

1265–6 ‡sai . . . c∞foi and 1269 nikçn ‡saiw cÆfoisi: equal votes: see
A. Eum. 735, 741, 752–3 where Athena proclaims the rules regarding a
tied vote.

§mÚn tÒdÉ ¶rgon, loisy¤an kr›nai d¤khn.
c∞fon dÉ ÉOr°st˙ tÆndÉ §gΔ prosyÆsomai.

My job is to make final judgment / and I shall cast this vote for Orestes.
(734–5)

nikò dÉ ÉOr°sthw, kín fisÒchfow kriyª.

Orestes wins, even if the decision is a tie. (741)

When the votes have been counted:
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énØr ˜dÉ §kp°feugen a·matow d¤khn:
‡son gãr §sti tér¤ymhma t«n pãlvn.

This man stands acquitted of the charge of murder, / for the number of
votes is equal. (752–3)

1269 On voting procedures, see Macdowell, 252–4.

1270–2 In Aeschylus’ version, the Erinyes (Furies), defeated in their pur-
suit of Orestes and mollified by Athena, willingly agree to inhabit a deep
cavern beneath the Areopagus; in Euripides’ version, their despair causes
them to sink into a cleft in the earth. In Aeschylus’ version, they promise
Athena that in return for being worshiped they will assure Athens’ prosperity
and social harmony; in Euripides’ version, they become oracles for pious
men. In E. IT, some of them refuse to accept Orestes’ acquittal by the court
and continue to pursue him (see esp. 968–71). 

1271 xãsma: a cleft or chasm at the NE angle of the Areopagus is still
visible; see A. Eum. 805.

1272 This is the only extant mention of the Eumenides giving oracles. 

1273–5 The city said to be named for him is Orestheion in Mainalia
(mentioned in Thucydides 5.64.3 and in Herodotus 9.11), near the source
of the Alpheus river, about six miles from the later Megalopolis. Luka¤ou

plhs¤on shk≈matow: the Lycian precinct or sanctuary of Zeus is on
Mount Lykaion, a mountain in Arcadia in the west central Peloponnese,
about 22 miles from Olympia (Strabo 8.388; Pausanias 8.38.5–9). In most
treatments of the myth, Orestes is allowed to return to Argos after his
acquittal. In the Orestes he lives only for a year in Arcadia.

1276 tÒnde dÉ Afig¤syou n°kun: in the Odyssey (3.309–10) Orestes him-
self gives the funeral feast of both Aegisthus and his mother for the Argives. 

1278–80 As a matricide, Orestes would not be allowed to bury Clytem-
nestra, which would ordinarily be his duty as her son (e.g., Lysias 31.20–3). 

1279 §j o: from when, after.
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1280–3 H. Od. 3. 286–300 relates that on their way back from Troy,
Menelaus and Helen were driven by a storm to Egypt, where they stayed
for seven years and gathered wealth. Proteus, the old man of the sea, was
the only one who could tell Menelaus how to make his way back home.
Forced into compliance by Menelaus, he finally told him to make offerings
to Zeus so as to obtain the right winds for sailing (4.351–484). The first
extant account of the story that Paris took the phantom (eido \lon) of Helen
to Troy, while she herself spent the war years in Egypt with Proteus, is
found in the Palinode (“Recantation”) of Stesichorus, a sixth-century
b.c.e. lyric poet. Legend has it that Stesichorus was struck blind for criti-
cizing Helen in one of his poems and that his sight was restored after he
wrote the Palinode (Horace Epodes 17.42 with schol.). Euripides drama-
tized the story in his Helen, produced in 412 b.c.e. It is fitting that Helen’s
brothers should present this version of Helen’s story, which exculpates her
from causing the Trojan War. According to a legend that goes back to the
Cypria (cf. Hel. 38–40, Or. 1639–42), Zeus started the Trojan War in order
to thin the earth’s superfluous population. 

1280–1 ÑEl°nh . . . oÈdÉ ∑lyen FrÊgaw: this is sometimes taken as
Euripides’ announcement of his brilliantly innovative play Helen.

1284 kÒrhn te ka‹ dãmartÉ: “virgin-wife” takes us back to the beginning
of the play, with its emphasis on Electra’s status (43–4, 255, 270, 311).

1285 ÉAxai¤dow g∞w: probably the Peloponnese.

1286 tÚn lÒgƒ sÚn penyerÚn: “your brother-in-law in name.” That is,
the Farmer. Oddly enough, even the good Farmer, whose ancestors are
Argive, is not allowed to stay in Argos. Why would Pylades want to have
the Farmer at hand? To reward him for his decency? 

1289 ˆxyon Kekrop¤aw: “the hill of Cecrops’[land]”, that is, the Acropolis
of Athens. 

1292–1359 The second part of the final scene consists of chanted anapests
(∞ ∞ –). It can be divided into three sections:
(1) 1292–1307: The Chorus/(Orestes) and Electra wonder why the Dioscuri
did nothing to prevent the revenge killings. 
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(2) 1308–30: Orestes and Electra lament their upcoming separation and exile.
(3) 1331–59 : Farewells and departures.

1295 kémo‹ mÊyou m°ta, Tundar¤dai; Winnington-Ingram (51–2) gives
this line to Orestes.

1298–1300 At least some in the audience must have had the same question.
The problem of the gods’ ability and will to alter human fate is a recurrent
theme in Greek literature, cf. E. Hipp. 1327–34, HF 828–32, TW 23–5,
Hel. 1658–61. See H. Il. 16.431–61, where Zeus considers saving his son
Sarpedon from an appointed death, but decides not to in view of Hera’s
objection to changing his fate. 

1299 kapfyim°nhw = katafyim°nhw: apocope.

1310 sÉ épole¤cv soË leipÒmenow: “I will leave you and be left by
you.” Orestes is fond of such wordplay; see 89n.

1311–13 Brushing aside Orestes’ concern that Electra will be left on her
own when he goes into exile, Castor focuses on her upcoming marriage
and new home with Pylades. Does Euripides want to point up that Electra
is not punished for her participation in the matricide? She must leave her
home, but that is the common fate of brides.

1312–13 le¤pei / pÒlin ÉArge¤vn: Euripides gives the myth a new ending.
No one is to return to Argos. The house of the Atreidae is no more. The
number of place names or references to place in the exodos (1242, 1250,
1254, 1274, 1277, 1278, 1279, 1281, 1283, 1285, 1287, 1288, 1289, 1313,
1319–20, 1334, 1343, 1347) signals the diaspora of the characters, the final
displacement and separation of the children of Agamemnon from their home,
from each other, and from their past. The house is not saved or restored by
the actions of Electra and Orestes (as in Sophocles’ version), but annihilated.
It stands at the end desolate, abandoned finally even by the usurpers, and
nearly forgotten by the playwright and audience. Euripides ends Phoen. sim-
ilarly with the death or departure of all the characters we care about (exiled:
Antigone and Oedipus; dead: Jocasta, Polynices, Eteocles, and Menoeceus, a
new character for the story).

1321 st°rnoiw st°rna: polyptoton or paregmenon, see 39n. Cf. E. Alc.
366–7.
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1329–30 Gods are often presented as unmoved by the human misery
that they themselves have caused; e.g., E. Hipp. 1396, 1441 and Alc. 71. 

1338 pistotãth: most loyal. An odd term for a woman; see 83n.

1340–1 numfeÊou d°maw ÉHl°ktraw: literally “marry the body of Elec-
tra.” The implication is that this marriage, unlike that to the Farmer, will
be consummated. 

1342–3 kÊnaw tãsdÉ: the demonstrative indicates that Castor sees the
hounds in the distance as Orestes does at the end of A. Cho. (1053–4, 1057–8,
1061–2) though they are unseen by the Chorus and the audience.

1347–8 Some comentators read these lines as referring to the relief expe-
dition that sailed from Athens to Sicily in the spring of 413 b.c.e., and
argue that the play was written in that year. Others question the reference
and date the play earlier, between 424 and 415; see Zuntz, 67–71 (see
“Introduction: Date”). On the role of the Dioscuri, see Lucian Dialogues of
the Gods 287: “They are made to serve Poseidon and to ride over the sea,
and whenever they see sailors tossed by a storm, they settle on the vessel
and save the crew.”

1351 ˜sion: supply tÒ from the following coordinate phrase.

1357–9 Choral Tag: the chorus files out with a typical tag, generalizing
on the poor chances for human happiness.
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Note:
∞/– means that the first of the two lines in question has a short in this
position and the second a long; –/∞ means that the first of the two lines
has a long and the second a short.
∞∞/– means that the first of the two lines in question has two shorts in
this position and the second a long; –/∞∞ means that the first of the two
lines has a long and the second two shorts.

Electra’s Monody (112–66)

Strophe 1 and Antistrophe 1: 112–24 ~ 127–39
– – – – ∞ ∞ – – – 112 ~ 127 anapestic dimeter
– – – – ∞ ∞ – – ∞ 113 ~ 128 anapestic dimeter 
∞ – – – 114 ~ 129 dochmiac 
∞ ∞ ∞ – ∞ ∞ – ∞ – 115 ~ 130 glyconic
– ∞ ∞ – ∞ – – – | – – – ∞ ∞ – – – 116 ~ 131 choriambic dimeter | 

glyconic
– – – ∞ ∞ – ∞ – 117 ~ 132 glyconic
– – – ∞ ∞ – ∞ – 118 ~ 133 glyconic
– – – ∞ ∞ – – 119 ~ 134 pherecratean
– – ∞ ∞ – ∞ – 120 ~ 135 tellesileion (acephalous 

glyconic)
– ∞ ∞ – ∞ – 121 ~ 136 dochmiac
– ∞ / – – ∞ ∞ – ∞ – 122 ~ 137 glyconic
– – – ∞ ∞ – ∞ – 123 ~ 138 glyconic
– – – ∞ ∞ – – 124 ~ 139 pherecratean
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Mesode 1 (astrophic): 125–6
∞ ∞ ∞ – ∞ ∞ – ∞ ∞ ∞ 125 glyconic 
∞ ∞ ∞ ∞ ∞ ∞ ∞ – ∞ – 126 glyconic 

Strophe 2 and Antistrophe 2: 140–9 ~ 157–66
– ∞ ∞ – ∞ ∞ – ∞ ∞ – ∞ ∞ 140 ~ 157 dactylic tetrameter
– ∞ ∞ – ∞ ∞ – ∞ ∞ – 141 ~ 158 dactylic tetrameter 

catalectic
∞ – ∞ ∞ – – 142 ~ 159 reizianum
∞ – – ∞ ∞ – ∞ – 143 ~ 160 glyconic 
– ∞ – ∞ – – 144 ~ 161 ithyphalllic
∞ ∞ – ∞ ∞ – ∞ / – – 144´ ~ 161´ glyconic
– ∞ – ∞ ∞ – ∞ / – 145 ~ 162 pherecratean
– ∞ – ∞ ∞ – ∞ – | – ∞ – ∞ – ∞ ∞ – 146 ~ 163 glyconic | choriambic 

dimeter 
∞ ∞ ∞ – ∞ ∞ – ∞ – 147 ~ 164 glyconic
∞ ∞ ∞ – ∞ ∞ – ∞ – | – – – – – ∞ ∞ – 148 ~ 165 glyconic | choriambic 

dimeter 
∞ ∞ ∞ – ∞ ∞ – – 149 ~ 166 pherecratean

Mesode 2 (astrophic): 150–6
∞ ∞ – ∞ ∞ – 150 anapest
– ∞ ∞ – ∞ ∞ – ∞ – 151 glyconic
∞ ∞ ∞ – ∞ ∞ – ∞ – 152 glyconic
∞ ∞ ∞ – ∞ – ∞ – 153 lecythion 
∞ ∞ ∞ – ∞ ∞ – ∞ – 154 glyconic
– ∞ ∞ – ∞ ∞ – ∞ – 155 glyconic
∞ ∞ ∞ – ∞ ∞ – ∞ – 156 glyconic

Parodos (167–212)

Strophe and Antistrophe: 167–89 ~ 190–212 
∞ ∞ – ∞ ∞ – ∞ – / ∞ – ∞ ∞ – – – 167 ~ 190 dactylic (enoplian)
∞ ∞ – ∞ ∞ – ∞ – – | ∞ ∞ – ∞ – ∞ ∞ – – 

168 ~ 191 dactylic (enoplian)
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∞ ∞ ∞ ∞ ∞ ∞ – ∞ – ∞ ∞ – ∞ – 169 ~ 192 iambic metron + } glyconic |
– ∞ ∞ ∞ ∞ ∞ – – – ∞ – ∞ ∞ –     iambic metron + choriambic 

dimeter 
∞ – – ∞ ∞ – ∞ – | ∞ – – ∞ – ∞ ∞ – 170 ~ 193 glyconic | choriambic 

dimeter
– – – ∞ ∞ – ∞ – 171 ~ 194 glyconic
– – – – – ∞ ∞ – 172 ~ 195 choriambic dimeter
– – – – – ∞ ∞ – | – – – ∞ ∞ – ∞ – 173 ~ 196 choriambic dimeter | 

glyconic 
– – – – – ∞ ∞ – – – 174 ~ 197 choriambic dimeter + 

spondee
– ∞ / – – ∞ ∞ – ∞ – 175 ~ 198 glyconic
– ∞ / – – ∞ ∞ – ∞ – 176 ~ 199 glyconic
– – – ∞ ∞ – – 177 ~ 200 pherecratean
∞ / – – – –  / ∞ – ∞ ∞ – 178 ~ 201 choriambic dimeter
– – – ∞ ∞ – – 179 ~ 202 pherecratean
– – – – – ∞ ∞ – 180 ~ 203 choriambic dimeter
∞ ∞ ∞ ∞ – – ∞ ∞ – ∞ – ∞ – 181/2 ~ 204/5 iambic metron + 

choriambic dim.
– – – ∞ ∞ – – 183 ~ 206 pherecratean
– – – ∞ ∞ – ∞ – | – – – – – ∞ ∞ – 184 ~ 207 glyconic | choriambic 

dimeter
– – – ∞ ∞ – ∞ – | – – – – – ∞ ∞ – 185 ~ 208 glyconic | choriambic 

dimeter 
– ∞ – ∞ ∞ – ∞ – 186 ~ 209 glyconic
– – – ∞ ∞ – – 187 ~ 210 pherecratean
– – – – – ∞ ∞ – 188 ~ 211 choriambic dimeter
– – – ∞ ∞ – – 189 ~ 212 pherecratean

First Stasimon (432–86)

Strophe 1 and Antistrophe 1: 432–41 ~ 442–51
– – – ∞ / – – ∞ ∞ – ∞ – – 432 ~ 442 choriambic dimeter + 

bacchiac
– ∞ / – – – – ∞ ∞ – 433 ~ 443 choriambic dimeter
– – – ∞ / – – ∞ ∞ – – – 434 ~ 444 choriambic dimeter + 

spondee
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∞ ∞ ∞ – ∞ ∞ – / ∞∞ ∞ – 435 ~ 445 glyconic
– – – ∞ ∞ – ∞ – 436 ~ 446 glyconic
∞ / – – – ∞ ∞ – 437 ~ 447 choriambic dimeter
∞ – – / ∞ – – ∞ ∞ – 438 ~ 448 choriambic dimeter 
– ∞ – ∞ ∞ – ∞ ∞ – 439 ~ 449 choriambic dimeter
∞ ∞ ∞ – ∞ ∞ – ∞ – 440 ~ 450 glyconic
∞ ∞ ∞ – ∞ ∞ – – 441 ~ 451 pherecratean

Strophe 2 and Antistrophe 2: 452–63 ~ 464–75
– ∞ ∞ – ∞ ∞ – ∞ ∞ – ∞ ∞ – 452 ~ 464 dactylic pentameter 

catalectic
– ∞ – ∞ ∞ – – / ∞ 453 ~ 465 pherecratean
– – – ∞ ∞ – – 454 ~ 466 pherecratean
– – – ∞ ∞ – ∞ – 455 ~ 467 glyconic
– ∞ ∞ – ∞ ∞ – ∞ ∞ 456 ~ 468 dactyls
∞ / – ∞ ∞ ∞ – – 457 ~ 469 “Kurzvers”
∞ ∞ ∞ – ∞ ∞ ∞∞ / – ∞ – 458 ~ 470 glyconic
– ∞ ∞ – ∞ ∞ – ∞ ∞ ∞ – 459 ~ 471 three dactyls + iambic 

element
∞ – – ∞ ∞ – – ∞ ∞ – – ∞ ∞ – – 460 ~ 472 Greater Asclepiad (cat.?)
∞ ∞ – ∞ – ∞ – – 461 ~ 473 iambic dimeter catalectic
– – – ∞ ∞ – ∞ – – / ∞ 462 ~ 475 hipponactean

Epode 476–86
– ∞ ∞ – ∞ ∞ – ∞ ∞ – ∞ ∞ – ∞ ∞ – – 476/7 dactylic hexameter
∞ – – – ∞ – – ∞ ∞ ∞ – 478 iambic trimeter
– – ∞ – ∞ ∞ ∞ ∞ – 479 iambic dimeter
∞ ∞ ∞ – – – ∞ – 480 lecythion
∞ ∞ ∞ ∞ ∞ ∞ – – – 481 iambic dimeter
– – ∞ ∞ – ∞ ∞ – 482 prosodiac
– – – ∞ ∞ – – – 483/4 glyconic
∞ ∞ ∞ ∞ ∞ ∞ ∞ ∞ ∞ – 485 iambic dimeter
– ∞ ∞ – ∞ ∞ – ∞ – – 486 alcaic ten-syllable

Choral Interlude (585–95)

∞ ∞ ∞ ∞ ∞ ∞ – ∞ ∞ ∞ – ∞ – 585 two dochmiacs
∞ ∞ – ∞ ∞ – ∞ – ∞ – 586 mixed (anapestic-iambic) 

dimeter
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∞ – – ∞ – ∞ – – ∞ – 587 two dochmiacs
∞ ∞ – ∞ ∞ – ∞ – ∞ – 588 mixed (anapestic-iambic) 

dimeter
∞ – – ∞ – 589 one dochmiac
∞ ∞ – ∞ ∞ – ∞ ∞ – ∞ ∞ – 590 anapestic dimeter
– – – ∞ – 591 one dochmiac
∞ ∞ ∞ ∞ ∞ ∞ ∞ ∞ ∞ ∞ ∞ – ∞ – 592/3 two dochmiacs
– ∞ – ∞ – – ∞ – 594 cretic + dochmiac
∞ – – ∞ – ∞ – – ∞ – 595 two dochmiacs

Second Stasimon (699–746)

Strophe 1 and Antistrophe 1: 699–712 ~ 713–26
∞ ∞ – ∞ ∞ – ∞ ∞ / – – – / ∞ – 699 ~ 713 anapests / 

(+ dochmiac)
∞ ∞ – ∞ ∞ – – / ∞ 700 ~ 714 pherecretean
– ∞ ∞ – ∞ ∞ – – – 701 ~ 715 glyconic
– – – – – ∞ ∞ – 702 ~ 716 choriambic dimeter
– ∞ / – – ∞ / – – ∞ ∞ – 703 ~ 717 choriambic dimeter
∞ / – – – – ∞ ∞ – 704 ~ 718 choriambic dimeter
– ∞ – – ∞ – ∞ ∞ – | – ∞ – – ∞ ∞ ∞ ∞ – 

705 ~ 719 choriambic dimeter
∞ – – ∞ ∞ – ∞ – 706 ~ 720 glyconic
– – – ∞ ∞ – ∞ – 707 ~ 721 glyconic
∞ ∞ – ∞ ∞ – ∞ – 708 ~ 722 glyconic
– – – ∞ ∞ ∞ ∞ ∞ – 709 ~ 723 glyconic
– ∞ ∞ – ∞ – – 710 ~ 724 choriamb + bacchiac
– ∞ ∞ † – ∞ ∞ | – ∞ ∞ – ∞ ∞ – 711 ~ 725 choriambic dimeter 

cat. | choriambic dimeter
∞ – † ∞ – – ∞ ∞ – ∞ – – 712 ~ 726 choriambic dimeter } + bacchiac (?) 
– ∞ ∞ – – ∞ ∞ – ∞ – –  choriambic dimeter

Strophe 2 and Antistrophe 2: 727–36 ~ 737–46
∞ ∞ – ∞∞ / – ∞ – 727 ~ 737 anapest + cretic (?)
– – – ∞ ∞ – ∞ – 728 ~ 738 glyconic
– – – ∞ / – – ∞ ∞ – 729 ~ 739 choriambic dimeter
– – ∞ ∞ – ∞ / – ∞ / – – 730 ~ 740 anapests | (catalectic)
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∞ – ∞∞ – ∞ – – 731 ~ 741 hagesichorean
– – ∞ ∞ ∞ ∞ / – ∞ – 732 ~ 742 telesillean 
∞ ∞ – ∞ ∞ – ∞ – – 733 ~ 743 hipponactean
– – – – ∞ ∞ – – 734 ~ 744 anapests
∞ / – – ∞ / – – ∞ ∞ – 735 ~ 745 choriambic dimeter 
– – – – – ∞ ∞ – ∞ – – 736 ~ 746 choriambic trimeter 

catalectic

Choral Celebration (859–65 ~ 873–9)

∞ – ∞ ∞ – ∞ ∞ – ∞ 859 ~ 873 enoplion
– ∞ ∞ – ∞ ∞ – 860 ~ 874 hemiepes
– – ∞ – – – ∞ ∞ – ∞ ∞ – 861 ~ 875 iambelegus
– – ∞ ∞ – ∞ ∞ – 862 ~ 876 prosodiac
† – – – † ∞ – – – ∞ ∞ – ∞ ∞ – – } 863 ~ 877 iambelegus + 

– – ∞ – – – ∞ ∞ – ∞ ∞ – – dactylo-epitrite
∞ – – – ∞ ∞ – ∞ ∞ – ∞ 864 ~ 878 dactylo-epitrite
– ∞ – ∞ – – ∞ – ∞ – 865 ~ 879 two “Kurzvers”

Third Stasimon (1147–71) 

Strophe and Antistrophe: 1147–52 ~ 1155–63 
∞ – – ∞ – ∞ ∞ ∞ – ∞ – 1147 ~ 1155 two dochmiacs
∞ – / ∞∞ – ∞ – ∞ ∞ ∞ – – / ∞ – 1148 ~ 1156 two dochmiacs
∞ ∞ ∞ ∞ ∞ ∞ ∞ – ∞ / – – 1149 ~ 1157 iambic dimeter
∞ – – ∞ – ∞ – / ∞∞ – ∞ – ∞ – – ∞ – 1150 ~ 1158 three dochmiacs
∞ ∞ ∞ – ∞ – ∞ ∞ ∞ ∞∞ / – ∞ – ∞ – – ∞ / – – 1151/2 ~ 1159/60 

three dochmiacs
∞ ∞ ∞ ∞ ∞ ∞ – ∞ – ∞ – – ∞ – / ∞ 1153/4 ~ 1161/2 dochmiac + 

iambic dimeter (catalectic)
∞ – – ∞ – ∞ – – ∞ – 1163 two dochmiacs
∞ ∞ ∞ ∞ ∞ ∞ – ∞ ∞ ∞ – ∞ – 1164 two dochmiacs

1165–71
– – ∞ – – – ∞ – ∞ – ∞ – 1165 iambic trimeter
∞ – ∞ – ∞ – ∞ – 1166 iambic dimeter
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∞ – – – 1167 dochmiac
– – ∞ – – – ∞ – – – ∞ – 1168 iambic trimeter
∞ – – ∞ – ∞ ∞ ∞ – ∞ – 1169 two dochmiacs
∞ ∞ ∞ ∞ ∞ ∞ ∞ ∞ ∞ ∞ ∞ – ∞ – 1170 two dochmiacs
∞ – – ∞ – 1171 dochmiac

Kommos (1177–1232)

Strophe 1 and Antistrophe 1: 1177–89 ~ 1190–1205
∞ – – – – – – ∞ – | ∞ – – ∞ – – – ∞ – 1177 ~ 1190 iambic trimeter
∞ – ∞ ∞ ∞ ∞ – ∞ ∞ ∞ | ∞ – ∞ ∞ ∞ ∞ – ∞ – 1178 ~ 1191 

iambic dimeter 
∞ ∞ ∞ ∞ ∞ ∞ ∞ – ∞ – 1179 ~ 1192 iambic dimeter
∞ ∞ – ∞ ∞ – – | ∞ ∞ ∞ ∞ – [–] – – ∞ – 1180 ~ 1193 

pherecratean / iambic dimeter 
∞ ∞ ∞ ∞ – ∞ – ∞ – 1181 ~ 1194 iambic dimeter
– ∞ – ∞ – ∞ – 1195 lecythion
∞ – ∞ – ∞ – ∞ – 1196 iambic dimeter
– ∞ – ∞ – – 1197 ithyphallic
∞ – ∞ – – – ∞ – ∞ – ∞ – 1182 ~ 1198 iambic trimeter
∞ ∞ ∞ ∞ ∞∞ / – ∞ – ∞ – ∞ – ∞ – 1183 ~ 1199 iambic trimeter
– ∞ – ∞ – – 1184 ~ 1200 ithyphallic
∞ – ∞ – – ∞ – | ∞ – ∞ – ∞ – ∞ – 1185 ~ 1201 iambic dimeter 
– / ∞ – ∞ – ∞ – ∞ / – 1186 ~ 1202 iambic dimeter
∞ – ∞ ∞ ∞ ∞ – ∞ – 1187 ~ 1203 iambic dimeter
∞ – ∞ – ∞ – ∞ – 1188 ~ 1204 iambic dimeter
∞ – ∞ – – ∞ – ∞ – – 1189 ~ 1205 iambic trimeter

Strophe 2 and Antistrophe 2: 1206–12 ~ 1214–20
∞ – ∞ – ∞ – ∞ – – / ∞ – ∞ – 1206 ~ 1214 iambic trimeter
∞ ∞∞ / – ∞ – ∞ –  / ∞∞ ∞ – ∞ – ∞ / – 1207 ~ 1215 

iambic trimeter
∞ – – – ∞ – 1208 ~ 1216 iambic dimeter
∞ – ∞ ∞∞ / – ∞ ∞ ∞ ∞ – ∞ – ∞ – 1209 ~ 1217 iambic trimeter
∞ – ∞ ∞∞ / – ∞ – ∞ – 1210 ~ 1218 iambic dimeter
∞ – ∞ – ∞ – ∞ – 1211 ~ 1219 iambic dimeter
– ∞ – ∞ – – 1212 ~ 1220 ithyphallic
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Strophe 3 and Antistrophe 3: 1221–6 ~ 1227–32
∞ – ∞ ∞∞ / – ∞ – / ∞∞ ∞ – ∞ – ∞ – 1221 ~ 1227 iambic trimeter
– ∞ – ∞ – ∞ – 1222 ~ 1228 lecythion
– / ∞ ∞ ∞ ∞ – ∞ – ∞ – 1223 ~ 1229 iambic dimeter
∞ – ∞ – ∞ –∞ – 1224 ~ 1230 iambic dimeter
∞ – / ∞∞ ∞ – ∞ – ∞ ∞ / – 1225 ~ 1231 iambic dimeter
– ∞ ∞ – ∞ ∞ – ∞ – – 1226 ~ 1232 alcaic ten-syllable
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Electra’s Pots
Orestes’ Offerings, the Tomb and Tokens
Paedagogi and Nurse
The Major Characters 
Two Views of the Three Orestes

1. The Oracle of Apollo and Dei ex Machina
2. The Three Orestes

Afterlife of Euripides’ Electra
Jean Giraudoux’ Electra
Michalis Cacoyannis’ Film Electra

Electra’s Pots

Each of the three Electra plays features the use of one or more vessels as
props. A comparison of these pots can help us understand the individual
ethos of the plays and their characters (see Luschnig 1995, 86–156).

In Aeschylus’ Choephori, Electra enters with slave women from the
palace, carrying vessels for libations, no doubt fine ware suitable to royalty.
Several classical vases illustrating the scene at Agamemnon’s tomb depict
Electra sitting among painted pots in the same classical shapes as the vessels
themselves. The vases are often decorated with theatrical scenes or images,
one libation vessel almost surrealistically picturing only Electra’s face (i.e.,
mask) on a platform beside a funerary stele (see Trendall and Webster,
40–4, Plates III.1, 1–7, esp. 44:III.1.7). We learn midway through Aeschylus’
Choephori that during the night just past Clytemnestra was awakened by a
nightmare in which she suckled a snake that drew her blood with her mother’s
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milk (533, 545–6). Orestes interprets the snake in the dream to mean him-
self (534, 549–50). This visceral dream is what frightened Clytemnestra into
sending her daughter to the tomb with appeasing libations. In this way the
libations bring the siblings together and link them with their parents, both
their living mother and dead father: they bring Electra to her father’s tomb
on which Orestes has just left offerings. Clytemnestra’s libations, further,
are used to her detriment and ultimate undoing when they are redirected
as prayers for revenge, instigated by the chorus when Electra asks for
advice (105–23). Later, questions about the libations lead to the telling of
the dream. Though Clytemnestra had dominated the stage in the first part of
Aeschylus’ trilogy, her part in the second play of the Oresteia is small, and
she is isolated from the family and even from the action. For most of the
drama she remains inside, while her children take over to carry on the familial
bloodletting (Cho. 379, 385, 500–9).

Sophocles’ Electra features two prominent pots, a libation vessel and a
funerary urn. The libations are brought by Electra’s docile and easily manip-
ulated (466) sister, Chrysothemis. It is Electra herself who, in a variation
on the Aeschylean theme, schools her sister into redirecting the libations
and prayers against their offerer (431–58). The vessel sent by Clytemnestra,
bearing her libations to Agamemnon’s tomb, leads to the discovery of the
offerings left by Orestes after his first scene. Chrysothemis’ excited report
comes only after another announcement that Orestes is dead, so that Chry-
sothemis’ true news is rejected in favor of the false.

The second pot, the urn of ashes, which in fact does not contain Orestes’
ashes because Orestes is not dead, is brought on by Orestes himself. Both
vessels have to do with the nature of truth and knowledge of it (an impor-
tant theme in that play, as it is in Euripides’ version) and both figure only
by indirection in the recognition. Electra’s pathetic scene with the urn of
her brother’s ashes (as she believes) signifies her absolute isolation at the
lowest point in her life, when she is denied even the right to mourn her
brother whose death has robbed her of all hope. The scene was justly famous
in antiquity; for an illustration see Trendall and Webster 66–7, plates III.2, 5
and note also Aulus Gellius’ story (told in his second century c.e. miscellany
of curious facts, Attic Nights 6.5) of the fourth-century b.c.e. actor Polus’
handling of this scene in the role of Electra, holding in his arms the ashes of
his own recently deceased son. And then, once the urn, and with it Orestes’
death, is snatched from her reluctant hands, her joy, though its expression is
quickly cut short, becomes as great as her sorrow had been.
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In the opening scenes of Euripides’ Electra, the water pot is a sign of
Electra’s displacement from her home, an eviction that is only threatened
in S. El. if she continues in her antisocial ways. It also symbolizes both her
lost future (her natural expectation that she would be the wife of a noble
Hellene and bear children) and stolen past (as a much-loved and loving
daughter in the palace of her father, a past already cut short by her father’s
absence during the long war years). She goes not to pour out liquids ritu-
ally on her father’s grave, which is no longer within or near the playing
space, but to draw water for ordinary household purposes, evidence of
her fall from princely status. The jug itself leads Orestes to assume she is
a slave (107–9), an assumption confirmed by her cropped head. As in the
other two versions the first dramatically significant offerings at the tomb
are made by Orestes (here and in Sophocles only by report before or after
the event). But they are not seen by Electra as they are in Choephori. 

Holding up the empty hydria (54–5), Electra addresses the dark night.
Her pitiful lament with the water jug on her head is partly a pose (a dra-
matic, and even a metatheatrical pose, a repetition of the dirge the character
and the actor rehearsed last night): she does it to be seen (57–8)—she tells
us this much herself—but the sorrow of the character is none the less real.
She asks the elements (and the audience) to look at her, a conventional
request and one that adds gravity to her lamentation. She sets the vessel
on the ground (140). Is the water jug left behind as she runs to the house
to escape the young men, a symbol throughout the play of displacement,
alienation, and failed attempts? 

Orestes’ Offerings, the Tomb and Tokens

In Aeschylus, Orestes actually performs the ritual haircutting onstage in
the dramatic present at the start of the opening scene of Choephori. We
see and hear him as he offers locks to Inachos for nurture and in grief for
his father (Cho. 6–7). Like Euripides’ Orestes, he steps aside to gain infor-
mation (20) when he sees the women coming from the palace, but he has
already recognized his sister among the women (16–18). In Sophocles,
Orestes creates a narrative future for himself, saying that he is going to the
tomb to place the offerings (51–4). He does this explicitly instead of waiting
to meet his sister early in the play (80–5). In Euripides, Orestes only narrates
his visit to the tomb as part of a past that does not happen in the play’s
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time. This fictional past reenters the plot just before the recognition, but is
(ironically) rejected as proof of the presence or identity of Orestes. Euripides’
timing allows Orestes to be in place to meet the woman who turns out to
be his sister, though realistically he has little reason to suppose that he
should have come precisely to her house. The play is full of such planned
coincidences. Coming just to the border is in character for the more reluc-
tant or uncertain Orestes, just as getting Electra as far away as possible is
in character for Aegisthus. That by exiling Electra to the border, where she
will be found by her brother, Aegisthus contributes to his own demise is a
fitting irony. If he had kept her at home, as other Aegisthi do, he would
have been safe from this particular Orestes. 

The tomb provides another offstage space, in addition to the palace, that
we keep in mind in all the plays, even when it is not in our view. In Euripides
the tomb is displaced from the proximity to the house of Agamemnon which
it occupies in the other two extant Electra-Orestes revenge tragedies. 

In Aeschylus Electra brings libations from her mother to the tomb,
which is within the audience’s view. She finds the lock of hair on the tomb-
altar (Cho. 167) and sees that it is very like her own (172) and Orestes’
(177–8); the identification is deliciously delayed by stichomythia. She
speaks to the hair and then finds the footprints, in which she, realistically if
illogically, places her own feet and notices the sameness of shape. When
Orestes appears she refuses at first to accept him until he shows her a piece
of weaving, the work of her own hand, at the sight of which she is overcome
with joy. We actually see her doing these things, believing in the identifica-
tion of the hair, addressing it, disbelieving and then accepting her brother.
The contrast with Euripides’ character shows how far the later Electra has
withdrawn from that naive version of herself and how far she has been
separated from the old life in her father’s house.

In Sophocles, Electra’s sister Chrysothemis is stopped from bringing
her mother’s libations to the tomb and instead takes her own and her sister’s
offerings of cut hair. There—out of our view—she finds Orestes’ offerings
and comes back in great excitement with the joyous news that Orestes is here;
but her true narrative is cut off by Electra, who has received and believed the
false news that Orestes is dead. The lie overcomes the truth, as happens when
myth is stronger and more glamorous than everyday life and has become a
substitute for living out a human life. The pathos of the tokens is drowned
out by that of Electra lamenting over the urn supposedly holding the ashes
of her brother. Orestes finally identifies himself and offers a token as evi-
dence. In this case, it is the signet ring that was once his father’s, the symbol
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of his sovereignty (1222–3), but hardly as emotive as the weaving of the
earlier play. Poor Chrysothemis has left the scene for other acting duties and
is not worthy of this revelation.

In Euripides the tokens of Choephori are brought back to life: the lock
of hair, a suggestion of a footprint, the weaving (which is now nonexistent),
only to be dismissed mockingly one by one. The fact that they are the
Aeschylean tokens is less an attack on Aeschylus as a playwright (or even
on his standards of probability) than a means of showing the different
character of this play’s ethos and setting from the others. Orestes is recog-
nized by a scar which shows him as “fundamentally unheroic” (Tarkow,
144). The scar would remind the audience of the recognition of Odysseus
in the Odyssey, but as Goff (260) concludes, “the token both compares
Orestes to a heroic exemplar and simultaneously denies him the possibility
of living up to the claims thus implied for him.” In its pathetic appeal the
scar falls between the weaving, something the earlier Electra had made with
her own hands for her brother, and the ring, an object passed on by Agamem-
non to the next in line. The scar is superficial but comes from an incident
brother and sister shared in their childhood. Still, it has been missed for all
this time by Electra, who has been looking at the stranger since the beginning
of the first episode (see the Old Man’s suggestion to look at him, 567) and
has not seen anything familiar about him. Neither Orestes nor Electra seems
to remember the incident until prompted by the Old Man. As is typical in
life, it is often the parent or the one who cares for a child who remembers
instances of injury and how they happened better than the child does.

While tokens of recognition are a prominent feature in all the Electra
plays, in the other recognition scenes the greatest pathos is reached at their
discovery. The proximity of the action to the tomb makes them the more
touching, whether accepted (as in Aeschylus) or rejected (as in Sophocles).
The displacement of the tomb from the scene in Euripides’ staging is sym-
bolic of the alienation of the children of Agamemnon and Clytemnestra from
their pasts, from each other, and even from the action.

PAEDAGOGI and Nurse

In Sophocles’ Electra the Paedagogus (who speaks the play’s first lines) had
accompanied Orestes into exile, brought him up to keep the thought of
revenge in his heart, and has come back to Argos with him to help him carry
out the murder plot. It is he who postpones the meeting between brother and
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sister, he who reports the tragic but false account of Orestes’ demise without
regard to Electra’s misery, and he who cuts short the reunion of brother and
sister after the recognition. In Euripides the Old Man (Agamemnon’s paeda-
gogus) is mocked by Orestes as a doddering, comical old fool, who can hardly
keep himself upright, but in fact he turns out to be the instigator of the plot to
assassinate Aegisthus (somewhat like his Sophoclean counterpart, who directs
the revenge against Clytemnestra) and a player in the murder of Clytemnestra
(like the Aeschylean Nurse). For the hospitality subplot he brings the best he
can muster, including not only food good enough for meat-eating heroes and
vintage drink, but crowns of foliage for the prospective feasters. No milk-
drinking man is this (like the bringer of news in the parodos, 169–70), though
he has been banished from town to the flocks, but a former denizen of the
palace and a connoisseur of wine. Most of all he is the connection among the
generations and turns out to be the liaison to the current rulers. At his entrance
he is weeping, not, as it turns out, over Electra’s sorry state, but because he
has just visited the tomb of Agamemnon. He decorated it with tears, myrtle,
and a drop of wine—and there discovered the tokens! It is he who brings
about the recognition and reunion of brother and sister, which Orestes himself
forestalled, by spotting a scar on Orestes’ forehead. The Nurse in Aeschylus’
Choephori is sent to bring Aegisthus from the estates to share in the news
of Orestes’ death (Cho. 734–7). She, like the two old men slaves, is a link
among the generations. She brought up Orestes, nursed him, and was more
a mother to him than his birth mother (749–62). In tearfully recounting her
days and nights caring for the infant Orestes, she takes us mentally back to
the beginning of his life, just before the crisis at which he will fulfill his myth-
ical end. She becomes a participant in the murder when she is persuaded
by the chorus to lure Aegisthus back to the palace without his bodyguard
(766–82). Aeschylus and Euripides give these characters traits from real life.
In Sophocles, Orestes’ paedagogus, like his master, is all business and without
ethical concerns. Tears are not part of his makeup.

The Major Characters
(see also “Two Views of the Three Orestes”)

Though Aristotle considered mythos (usually translated “plot”) the soul of
tragedy (1450a38), he gives the second place to characters. Cameron (52)
elevates this second rank to the “complete identification of characters and
action,” and defines (145) tragedy as “the exploration of the fateful situation
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and the character or characters that fit it.” (See also Hartigan 1991, 107:
“Euripides illustrates the important issues through the medium of character
study, through the presentation of personalities and their interaction.”)

When Euripides wrote his Electra he had as material for his own dis-
coveries and invention the fateful situation of a man who from Homer on
must avenge his father’s murder. That in order to do so, Orestes must also
kill his mother, Euripides could draw on Stesichorus, Aeschylus’ Oresteia,
recently revived, and (we believe) also Sophocles’ Electra. 

In Homer, Orestes is a heroic exemplar. He comes of age and pro-
ceeds to perform what is required of him, which does not include killing
his mother. In Aeschylus the fate that is to be his is that of matricide, and
this crime becomes the center of the trilogy that bears his name. Electra
does not exist for Homer. Aeschylus uses her to bring the story out of the
palace and to Orestes. Orestes needs someone with whom he can interact;
as a stranger he needs someone from inside. Neither of the Aeschylean
siblings has what we would call a personality, but they do have traits that
humanize them. Sophocles’ Orestes does not interact with members of the
household until he finally identifies himself to Electra. He never sees his
other sister at all, nor his mother until he kills her ruthlessly and brutally.
Euripides’ Orestes spends half the play with his sister, most of it incognito,
but not without sympathy. Before he kills his mother he hesitates and, during
the moments that he perpetrates the act, he covers his eyes. Sophocles alien-
ates his Orestes from the crime by keeping him in the vicinity of but outside
the palace and away from the family, while making his Electra so much a
part of the household that she is diseased by the same sickness her mother
suffers (308–9, 616–21). Euripides alienates both his Orestes and his Electra
by geographical distance from palace, family, and their father’s tomb.

The two versions of Orestes in Sophocles and Euripides offer two types
of young men of the fifth century. Sophocles’ version is a personification of
expediency without heart. Euripides’ is introspective, obviously a student of
the Sophists, given to sophistic thinking, but his hesitancy shows that he is
not very good at it. 

Sophocles’ Orestes has come with a purpose and a plan that has been
worked out in every detail. He deliberately does not wait for his sister,
though he considers doing so (80–1). He has not come to see his sister, but
to kill his mother. He needs no ally in his plans (other than the silent
Pylades and his elderly slave). Euripides draws an Orestes reacting to this
other Orestes. He has come to find his sister. He also has contingency plans
but no strategy, which he takes from others. Contrasted to Sophocles’ Orestes,
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he has an abundance of feelings. More than the other two Oresteses, he is
reluctant to take up the identity of Orestes, which his identification by the
Old Man finally makes necessary. He is not a cowering, timorous youth,
however: he immediately sets out to face Aegisthus, once the plan has been
made with the help of the Old Man. His success with Aegisthus depends
upon his negating his identity by pretending to be an anonymous generic
young man on the road from Thessaly to Olympia. His success in escaping
retribution at the hands of Aegisthus’ bodyguard, however, depends on his
bravely declaring his name, much as Odysseus does with the Cyclops
before and after the blinding, first as No-man (H. Od. 9.366–7) and then
with his full name, patronymic, and land of origin (9.504–5).

We have treated the differences among the three Electras in the Intro-
duction (“Date”). Let a word about their actual participation in the action
(that is, the matricide) suffice here. In Aeschylus, Electra is a full participant
with Orestes through the kommos, which has the function of calling up the
forces of the dead and confirming Orestes’ resolve. She is then dismissed to
watch and keep guard inside. The actor is needed for other characters from
inside the house, the Nurse and Clytemnestra. She does not take part in
the actual killings and does not return to the scene. In both Sophocles and
Euripides, Electra is the central character. In Sophocles she is a towering
figure with an infinite capacity for suffering, and a woman whose failed
relationships define and dehumanize her. In Euripides she is brought down
to earth, but also allowed to be more human and more effective. Sophocles’
Electra, though dominating the stage, has nothing to do with the plot, sug-
gesting incidentally that character can be as important as plot in a Greek
tragedy. Her brother, though a minor character, controls the action (the
revenge killings). When she believes her brother is dead, Electra decides to
act and repudiates her sister because she will not join her in killing Aegisthus.
The fact that Orestes is not dead, however, ruins her plot, renders it inane.
Is this not the real tragedy of Electra, that having decided to act, she is denied
action? And that in speaking openly only of killing Aegisthus, when her real
goal is to kill her mother, she is deceiving her sister? Euripides’ Electra,
though a less monumental (and less monstrous) personality, participates fully
in the plot and has equal stage time, being onstage for all but five brief
exits (when she goes to the stream for water, when she goes in to fix the
meal, when she goes inside to prepare for her brother’s return, when she
goes to get the garlands, and when she goes inside to abet her brother in
matricide). She plans the murder of her mother using a ruse as deceptive
as her Sophoclean brother’s. Alone of the three Electras, she is present at
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the scene of the crime, helping Orestes, actually putting her hand on the
weapon. This is certainly a significant moment in her development. It is
hard to see a playwright turning back from an Electra who is an equal
partner in the crime to a harridan screaming outside, “Strike her again, if
you have the strength” (S. El. 1415), however grand a figure she is and
however heroic her temper.

Two Views of the Three Orestes

1. The Oracle of Apollo and Dei ex Machina

I have come from the god’s sacred rites
here to Argive land, in secret
to repay my father’s murderers with death. (87–9)

Unlike both Aeschylus, who gives a lengthy account of Apollo’s advice,
including dire threats should Orestes fail to avenge his father (Cho. 269–97),
and Sophocles, who summarizes the god’s injunction (El. 32–7), Euripides
says nothing here about the oracle’s contents. He does not even name either
the god or the oracle, leaving us to assume Orestes has come from Delphi.
Not until he is about to enter the house (399) does he use the name of the
prophetic god, Loxias. This omission distances Apollo and makes the human
role in the vengeance more prominent. Just before the matricide, however,
Orestes exclaims in despair: “Phoebus Apollo, there was great lack of wisdom
in your oracle . . . you who directed me to kill her whom I must not kill, my
mother” (971, 973; cf. 1190–7, 1245–6, 1266–7, 1296, 1301–2, and notes).
This cry serves as a criticism of the ethos of vengeance inherent in this myth,
which carries vengeance to the extreme of matricide. 

In contrast to Sophocles’ Orestes, who says that Apollo told him to
avenge his father’s murder by using cunning (35–8), Euripides’ Orestes
says nothing about the oracle’s substance or how he plans to carry out the
revenge. In fact he leaves it to chance or rather to the staged coincidence
of the Old Man’s intelligence on Aegisthus’ whereabouts and Electra’s
complex feelings about and knowledge of her mother. In Sophocles’ version
the elaborate plan is fixed from the beginning of the play in every detail,
from the false report of Orestes’ death to the hiding of the urn, and does
not involve Electra.

The oracle at Delphi is always central to Orestes’ revenge in tragedy,
but in Euripides’ play Apollo is less involved than in the others. What did
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the god tell Orestes? In Aeschylus’ Choephori (269–96) Apollo is most
graphic in his pronouncements of what will happen to Orestes if he fails to
avenge his father: physical torments, social ostracism, and visitation by
the Furies. Still, human motivation is also present: “even if I do not trust
[the oracles] the deed must be done,” says Orestes (298), before outlining
his own reasons for taking vengeance. When he falters, Pylades is there with
his only three lines in the play (in fact, in any of the three Electra plays) to
remind him of the oracle (899–902). 

Orestes: Pulãdh, t¤ drãsv; mht°rÉ afidesy« ktane›n;
Pylades: poË dØ tå loipå Loj¤ou manteÊmata

tå puyÒxrhsta, pistå dÉ eÈork≈mata;
ëpantaw §xyroÁw t«n ye«n ≤goË pl°on.

Orestes: Pylades, what do I do? Should I respect my mother’s life?
Pylades: What is left then of Apollo’s oracles

Pythia-spoken, and our sworn pledges?
Take all mankind as your enemies, but not the gods. 

In S. El., Apollo’s part is full but not clear. Orestes is told to use deceit
and pretend to be dead. His servant tells an elaborate lie that places his
master’s death at Apollo’s own Pythian games. In the Sophoclean version
Orestes has asked the Delphic oracle not if he should avenge his father’s
death, but how (32–7). It is unclear whether in fact Apollo commanded him
to kill his mother. It depends on what he asked the oracle. If he was already
determined (as he might have been under the tutelage of his Paedagogus,
15–16) to kill both Aegisthus and his mother and only asked what tactics to
use, as seems likely from the wording used (˜tƒ trÒpƒ, in what way 33),
the oracle would have given him only the practical advice to use stealth
rather than arms (36–7). Asking the right question of the oracle is as crucial
as interpreting the answer correctly. The god also directed Orestes to make
offerings at his father’s tomb (51–3, 82–4).

Euripides’ Orestes is vague about the oracle when he first brings it 
up (87). He has come from the oracle and will avenge his father (87–9). The
oracles are grounded, firmly set (¶mpedoi 399–400), says Orestes, still incog-
nito, as he enters his sister’s house. This is clear only to himself, but would
be a riddle to any other characters who might have heard him. Perhaps he is
the most uncertain Orestes because his Apollo was the least certain—and the
only one to be declared wrong. It is clear from his exchange with the Old
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Man that the oracle did not give him practical advice. Beginning at 599 he
asks a series of questions about methods to which the Old Man’s reply is: 

You hold in your own hands and in fortune everything
you need to recover your estate and your city.

Orestes: What must I do to reach this goal?
Old Man: Kill Thyestes’ son and your mother.
Orestes: This is the crown I have come here for, but how do I get it?
Old Man: Even if you wanted to, not by going inside the city walls.

It is as if Euripides, through Orestes’ questions to the Old Man, is both com-
menting on Sophocles’ version (610–15) and clarifying Apollo’s answer and
the question it implies. It becomes clear later (from 971, 973) that in Euripides
the oracle did command Orestes to kill his mother. He has come to Argos
with the two killings already in mind (613–14; cf. 89). When Orestes asks
how to win back his father’s house and city (611–12) he wants to know how
to get access to his victims, not whether or not to kill them. The Old Man and
Electra play the role the oracle of Apollo had played in Sophocles’ Electra,
by plotting the murders for him. 

Neither the god of Delphi nor Apollo Lykeios of Argos is mentioned in
the prayer for help that Electra, Orestes, and the Old Man make before the
first killing (671–84). Later, at the sight of his mother, he will hesitate and
question the oracle (971–81), but by then it is too late to turn to another plot
(962) and he is answered with biting sarcasm from Electra (esp. 979–80). 

Orestes: Did an avenging demon speak in the guise of the god?
Electra: Sitting on the sacred tripod? I don’t think so.

After killing his mother, Orestes comments on the obscure justice of Apollo’s
commands along with the clear pain they have brought him (1190–7).
Later, Castor declares that Apollo’s decree was unwise (1245–6, 1296–7,
1302, cf. 1266–7), but even there the repudiation is equivocal. Aside from
these instances, in which the references to the oracle are unspecific and
those to Apollo are critical, the Delphic oracle is not mentioned in this play,
even where one would expect it to be. In Aeschylus, Delphi is the place
Orestes comes from to exact revenge (Cho. 269), and where he goes in order
to be cleansed (Cho. 1034–9; Eum. 235–41, 282–3; the opening scene of
Eum. is at Delphi). In Sophocles, Orestes also comes from Delphi (32–3).
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Not so in Euripides, as Said points out (1993:183–4). When Orestes claims
to come from Phocis, he introduces himself and Pylades as “Two Thessalians
going to the Alpheus to offer sacrifice to Olympian Zeus” (781–2). After
the killing of Aegisthus, the Chorus asserts that he won “a crown-contest
surpassing those by Alpheus’ streams” (862–3). At the end of the play, Castor
instructs him to settle “in an Arcadian city by Alpheus’ stream, close to the
Lycaean sanctuary” (1273–4), which is the sanctuary of Zeus on Mount
Lycaon (cf. Pausanias 8.38.7). Lastly, Delphi, where Apollo drives out the
pollution of matricide with the purification of a slain swine (A. Eum.
282–3), disappears altogether in Euripides as a necessary stage on the way
to Athens. Orestes goes straight to Athens from Mycenae (1254–7) “across
the Isthmian narrows toward the happy hill in Cecrops’ land” (1288–9).
The omission of Delphi can be explained in several ways: in some places
(e.g., 780–1), it is not mentioned so as not to give away Orestes’ identity. In
other places, it is not mentioned to avoid conferring too much honor on the
dubious oracle (see Said 1993,183–4). The matricide becomes a human
tragedy through which the human beings must face the evil they have done:
Electra asks (1303–4), “What Apollo, what oracles decreed that I become
my mother’s murderer?” Castor’s words of solace, blaming the oracles, fate,
and delusion, ring hollow (1301–2, 1305–7). Still, like Oedipus’ accep-
tance of his responsibility (SOT 1329–31), Electra’s question itself shows
that she accepts or at least recognizes her own.

The act of matricide is not divinely sanctioned in Euripides’ Electra—
in fact it is repudiated by the gods. Apollo is as ignorant as the rest of us. All
he does is follow the story line. Things turn out as they did in the other two
tragic versions, but Euripides brings on two divinities who do in fact clarify
the wrongness of the matricide. Orestes’ shrinking from the deed was the
right reaction, as anybody could have told him. Whatever the authorities
may say, our common humanity tells us it is wrong to kill one’s mother.
Thus the Dioscuri, by appearing and denouncing the matricide as unjust
(1244) and the oracle as unwise (1246), by minimizing the role of Apollo in
the trial of Orestes (1266–7) also reject his arguments (Eum. 657–61) favoring
the parenthood of the father over the mother and any other sophistries that
try to justify the deed. 

Though Aristotle belittles the unraveling of the plot through the use of
the me \chane \ (1454a37–b1-5), in Euripides’ Electra its use fits that approved
by Aristotle, that is, for matters outside the drama. The twin gods’ presence
perhaps makes up for the vagueness of Apollo. Yet they seem all the more
remote, not only in their physical distance, above the action, but also in their
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inability to do anything (1301–2), and their nearly complete lack of concern
for or understanding of the participants (see esp. 1311–13). Unlike the two
herdsmen in OT, they do not “solve” the situation or fill in the last piece of
the puzzle. They send the participants to their separate futures, but that is
outside the drama. Their futures, furthermore, require that they become dif-
ferent people than they had been in the play and in the earlier tradition.
Orestes must continue his journey alone. He must not return as ruler of
Argos, but found a new city without any of his old mutual relationships of
family and friends that gave him an identity. Electra begins a new and ordi-
nary life as Pylades’ wife, with her other “husband” as a constant reminder
of life in the dry hills outside Mycenae. They cannot live as their old selves.

2. The Three Orestes

The depiction of Orestes varies with his prominence in the play and his
attitude toward the matricide.

Of the three playwrights, Aeschylus is the only one who makes Orestes
the protagonist of his play and the only one who presents his killing of his
mother as a lesser evil than failure to avenge his father’s murder would have
been. Orestes is the undisputed hero of the Choephori. He opens the play
as an authoritative, purposive presence, honoring his father’s grave with a
lock of his hair and calling upon Zeus to grant him vengeance for his father’s
murder (1–19). The Chorus marvels at his bravery in returning to Argos
(179), where his life is in danger, and calls him and Electra “saviors” of their
father’s house (264). The heroic characterization is consistent with that of
the Odyssey, which emphasizes Orestes’ courage and fidelity to his father. 

Aeschylus provides Orestes with the strongest and most consistent
support for his deed. The Chorus commends the upcoming vengeance
throughout the play. There is no moral aspersion on the deception Orestes
uses to accomplish it. There is no dispute as to the authenticity of the oracle’s
command, which Apollo himself verifies in Eumenides. The force and power
of the command are strongly conveyed in Orestes’ long speech recounting the
numerous dire punishments he was warned that he would suffer if he failed to
carry it out (Cho. 269–305, 1029–33, Eum. 84, 203,465–7, 594). These may
be meant literally or may be taken to represent the psychological torment he
will endure if he allows his mother to get away with killing his father.

Orestes himself has few doubts as to the rightness of his intentions.
He raises and quickly dismisses the possibility that the oracle may be
untrustworthy (Cho. 297–8). In the scene with his mother, he briefly wonders
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whether he should kill her, after she begs him not to, but, advised by Pylades,
immediately decides that it is the right and necessary thing to do (899–907)
and responds with short, sure replies to all her arguments against it (908–30).

This is not to say that Aeschylus presents the matricide as unproblematic.
Unlike the Odyssey, which does not make clear how Clytemnestra died,
the Oresteia confronts the issue head on. In Aeschylus Orestes recognizes
himself as the murderous viper of his mother’s dream (Cho. 928–9) and,
once the matricide is committed, he calls it “evil” (1041). In Eumenides, he
acknowledges the “blood on my hand” (280). But he also presents killing
his mother as morally and psychologically imperative and, in Eumenides,
as a lesser wrong than letting a father’s murder go unpunished (213–24,
462–7, 576–81, 595–673). With this very clear sense of moral priorities,
Aeschylus separates the resolute hero who commits the matricide from the
conscience-ridden outcast who flees his home pursued by the Furies and who
voices his despair that “my victory is pollution unenviable” (Cho. 1017).

Aeschylus’ Orestes is a man caught in a lose-lose situation. There is no
way of reconciling the son’s duty to avenge his father’s murder with the
prohibition against matricide. Obeying one, he violates the other. The way
out of the dilemma, advanced in Eumenides, is to make blood vengeance
unnecessary by transferring the responsibility for obtaining justice and pun-
ishing wrongdoers from the family to the court of Areopagus, that is, from
the individual to the state. But this solution comes too late for Orestes. 

Sophocles and Euripides depart radically from Aeschylus in making
Electra the protagonist of their plays and, concomitantly, relegating Orestes
to a secondary place vis à vis his sister. In Sophocles’ play, Orestes is the
second speaker, following the Paedagogus, but he soon leaves the stage, to
return only in the last third of the play (1098). Euripides opens his play
with the Farmer’s speech and a scene from Electra’s life with the Farmer,
before bringing Orestes and Pylades onstage in line 82. Both transfer the
powerful ago \n with Clytemnestra from Orestes, who had confronted his
mother in Aeschylus’ play, to Electra.

Aeschylus is vague about Orestes’ age relative to Electra’s, but depicts
her as a compliant young girl and him as the leader in their relationship.
Orestes carries out the vengeance on his own and even tells Electra to go
indoors before he does (Cho. 554). Sophocles and Euripides cast Orestes
as a teenager, and Electra as a full-grown woman. In accord with the myth,
Orestes remains the one who kills Aegisthus and Clytemnestra. However,
both playwrights give Electra a leading role. In Sophocles’ play, she stands
outside the palace and recounts the killing, point by point, to the Chorus
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and outer audience, as Orestes carries it out within. In Euripides’ play,
Orestes is bullied by his older sister and goes through with the matricide
only after her prodding. 

More substantively, both Sophocles and Euripides reduce Orestes’ moral
stature as part of their treatment of the vengeance. Of the two playwrights,
Sophocles is closer in spirit to Aeschylus. Much like the Oresteia, Sopho-
cles’ Electra presents the matricide as a terrible act necessary to cleanse the
polis, which was polluted by Agamemnon’s murder, his murderers’ illicit
relations, and their illegitimate rule (Roisman 2008, 95–111; Whitman, 157;
Blundell, 154–5; cf. Easterling 1987, 20). But whereas Aeschylus’ concern is
with the problem of reconciling conflicting moral injunctions, Sophocles’
concern is with the gulf between the ideal, justice, and the means and qualities
of character needed to bring it about in the real world.

Accordingly, Sophocles casts Orestes as Electra’s complement. Electra
is the passionate center of the play, impelling the revenge through a combi-
nation of idealism, degraded by fanaticism, and strong emotion, marked by
immoderate grief for her father and hatred for her mother. Orestes is the
masculine to her feminine, the logical to her emotional. He brings measure
and self-control to her impulsiveness, and a healthy sense of self-preservation
to her life-eroding grief and reckless unconcern with consequences. In the
recognition scene, he remains focused on his goal, while she is carried away
by the joy of meeting her brother. As Sophocles presents him, Orestes pos-
sesses the qualities of character that are needed to bring the ideal into being.
In key respects, Sophocles’ Orestes shares the noble and heroic qualities of
Aeschylus’ character. Like his Aeschylean namesake, he comes on stage
eager to carry out the vengeance and ready with a well-conceived plan (A.
Cho. 269–305, 554-84, 1029–33, S. El. 23–76). He is propelled by a similar
sense of duty to punish the wrong done to his father and a similar determi-
nation to restore his own patrimony, stolen from him by his mother and her
lover. Both these motives would have been viewed as appropriate to a young
man of noble birth in the playwright’s day. Sophocles draws his Orestes as
a meritorious young man in other ways, as well: showing him respectful
toward the elderly Paedagogus and caring toward his sister and sympathetic
with her plight in the royal palace. 

Sophocles differs from Aeschylus, however, in consistently raising
questions about the morality of Orestes’ behavior. Like Aeschylus, Soph-
ocles provides Orestes with divine sanction for the vengeance; but he
weakens it. His Orestes reports the oracle’s directives for how to carry out
the vengeance (El. 33) but not the command to carry it out, and says nothing
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about punishment if he does not do it. Although we can assume that the
command was given (otherwise there would be no point in relating the
means for carrying it out), the vengeance does not come across as the divine
imperative it is in Aeschylus’ play. (For scholarly views of the command
see, e.g., Woodard, March 2001, 15–20, Sheppard 1927).

To carry out the vengeance, Sophocles’ Orestes employs deceptions
similar to those used by Aeschylus’ Orestes and acts with similar purpose-
fulness. But in Sophocles these behaviors are given a negative gloss that
they do not have in the Choephori. In both plays, Orestes deceives his victims
with a false report of his death. Sophocles’ Orestes, however, rationalizes
his guile with a generalization—“no speech that brings profit is bad” (61)—
that could justify any lie and that frames his false report as a piece of
sophistry. Orestes’ purposefulness, thus, becomes opportunism. He directs
the Paedagogus to “go into the house when / the opportunity arises” (39–40)
and prods him with the sweeping generalization that “it’s time [to act],
and timing / is man’s greatest commander in every act” (75–6). It is clear in
both plays that the deceit and the purposefulness are essential to preserving
Orestes’ life, as Aegisthus and Clytemnestra would certainly have had him
killed were he to reveal his identity or allow its discovery by lingering too
long before acting. At the same time, Sophocles casts an unheroic light on
qualities and behaviors of Orestes that were presented as entirely admirable
in the Choephori, as they were in the heroes of the Odyssey.

Sophocles also turns Orestes’ self-confidence against him. Sophocles’
Orestes expresses even less doubt than his Aeschylean predecessor in the
rightness of his actions and, unlike him, shows no regret after the matricide.
In view of the enormity of matricide, of its violation of one of the most
basic taboos of human society, his lack of doubt before he kills his mother
and lack of compunction afterward are chilling. Emphasizing the horror of
the act, Sophocles dramatizes the matricide as an appalling act that dehu-
manizes its perpetrators and turns them into raging furies, thereby raising
disturbing questions about Orestes’ capacity for feeling and his moral
understanding. Reinforcing these questions, Sophocles endows his Orestes
with special cruelty not found in Aeschylus’ figure. He shows him standing
over Clytemnestra’s corpse and taunting Aegisthus with the sight (1470–1)
before leading him into the palace with the intention of torturing him
(1504–5). The image the play leaves us with is of a callow adolescent, who,
despite his noble qualities, is hardly less cruel and tyrannical than the rulers
he deposed.
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In weighing the relative merits of the conflicting injunctions, Sopho-
cles, like Aeschylus, gives priority to the obligation to avenge the father. As
in Aeschylus’ treatment, in Sophocles’ play the alternative to revenge,
including the matricide, is continued rule by two usurpers, who have them-
selves committed murder, and the continued deprivations of Agamemnon’s
offspring. In both plays, this alternative is equally untenable. 

But in both plays, too, the moral end, justice, is tainted by the immoral
means needed to attain it. Unlike Aeschylus, however, Sophocles does not
absolve Orestes of the crime of matricide. The Chorus’ three-line song with
which his Electra ends tells the avengers that they have attained “freedom”
but says nothing of the eventual absolution obtained by Aeschylus’ Orestes.
It offers no prospect of eventual happiness or of the future at all. And it is
too short to mitigate the sense of horror left by the matricide.

Euripides’ Electra rejects the morality of the matricide, as well as the
entire blood vengeance that is at the core of the myth (for a different reading,
see Burnett, 243–6). Like Sophocles and Aeschylus, Euripides introduces
Orestes to the audience as a pious young man and dutiful son, showing him
coming to pay his respects at his father’s grave as soon as he arrives in
Argos (90–2). Like them, his Orestes declares that he has returned to Argos
to avenge his father’s death at the behest of the gods (87). Unlike the other
two poets, however, he does not allow his Orestes to elaborate on the
divine command, or allow the command to justify Orestes’ actions. At the
end of the play, after Clytemnestra has been killed, Euripides has Castor
tell the avengers that “Justice has claimed her [Clytemnestra] but you have
not worked in justice” (1244) and declare that although Apollo is “a wise
god, his oracle was not wise” (1246). These assertions, made by the author-
itative voice of a deus ex machina and never refuted, deprive the matricide
of the moral justification it had in the other two plays and, in effect, make a
mockery of the notion that matricide can possibly be a right and moral act.
They also cast a pall over the avengers, especially Electra, but Orestes as
well, who kill in the belief that their actions can be moral and right.

The notion of blood vengeance in ancient Greece was anchored in the
heroic code, exemplified in the Iliad, and to a good extent held up as an
ideal in Euripides’ day, though it was no longer viable. In criticizing his
characters’ revenge, Euripides also attacked the code that gave it moral value.
Thus Euripides draws Orestes, a hero in the other two plays, as patently
unheroic, almost to the point of caricature. In his first speech, the audience
hears Orestes telling Pylades that he has chosen not to go inside the city
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gates and to remain near the border, so that he can escape if he is recog-
nized (94–7). At the end of the speech, they see him and Pylades hide
behind the altar (or other scenery) in front of the Farmer’s cottage, while
Electra sings her first monody. While Aeschylus and Sophocles also show
Orestes taking precautions so as not to be discovered, only Euripides makes
the measures seem comical, and only he has his Electra suggest that such
behavior is cowardly and unworthy of Agamemnon’s son (524–6).

Orestes continues to behave in ways unbecoming to a hero in the
episodes leading up to each of the murders. In preparation for killing
Aegisthus, Euripides has Orestes ask the Old Man one question after another
concerning what he must do. First, he asks how to “punish” Aegisthus and
his mother, whether he can count on anyone in Argos to help him, and
whom he might turn to for support (599–603). These questions are followed
by others, in response to the Old Man’s replies: how he can regain his pat-
rimony (610–2); how to go about killing Aegisthus and his mother (646),
and whether Aegisthus is protected by soldiers or only accompanied by
slaves (628). Aeschylus’ and Sophocles’ Orestes had carefully planned
their vengeance in advance. Euripides’ Orestes evidently had not. His suc-
cessive questions show him as a befuddled young man who would not
know how to go about the task he had set for himself without point-by-
point instructions. They also emphasize his lack of initiative and daring.
Indeed, it is the Old Man, not Orestes, who comes up with the scheme to
kill Aegisthus while he is engaged in a ritual, and it is Electra, not Orestes,
who devises the plan for killing their mother.

Moreover, Orestes’ reliance on the Old Man punctures his inflated
sense of himself, seen in his snobbism and the pomposity he displays in
his reflective speech on the sources of a noble nature (367–90). Before
learning that the Old Man is Agamemnon’s former paedagogus and the
person who saved him after his father’s murder, Orestes refers to the Old
Man snidely as a “human antique” (554). Earlier, he had declared that only
educated men, among whom he undoubtedly counted himself, have the
capacity for pity and that they pay a high price in emotional pain for their
intelligence (296–9).

In the episode leading up to the matricide, Orestes suddenly raises
doubts about the wisdom of Apollo’s oracle (971), agonizes that the com-
mand requires that “I kill her, whom I should not kill, my mother” (973),
and goes so far as to suggest that it was issued not by Apollo, but by “a
spirit of destruction” (979), who spoke in Apollo’s name, and that following
this oracle will make him impure (975). After raising these doubts, he still
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goes on to commit the matricide, goaded by his sister’s accusations of
cowardice and lack of nerve (982).

This Orestes lacks the resolution and certainty that characterize his
decisive namesakes. How Euripides wants his audience to judge this heroic
anemia is less clear. For Euripides has placed him in a world where cer-
tainty is monstrous. On the one hand, Euripides casts Orestes in a somewhat
ridiculous light, a young man who seeks directions on how to murder
Aegisthus, and murders his mother only when prodded to do so by his older
and domineering sister. Yet it is in his very indecision and wavering that
Orestes displays a moral consciousness that his sister, along with the women
of the chorus, lacks. In the end, his doubts are vindicated by the Dioscuri.
Like Aeschylus’ Orestes (Cho. 1016–7, 1021–42), he recognizes the horror
of his deed and expresses remorse (1177–82). Electra too finally feels remorse
(1182–4). Their realization of the wrong they committed and the accom-
panying agonies of conscience they suffer will enable them to return to
human society, from which the matricide isolates them, and to rebuild
their lives, Electra as Pylades’ wife, Orestes as the founder and ruler of a
city in Arcadia. 

Afterlife of Euripides’ ELECTRA

Jean Giraudoux’ Electra

The Électre of Hippolyte Jean Giraudoux (1882–1944) was produced in
Paris in 1937 by the actor-director Louis Jouvet, the playwright’s longtime
collaborator. The setting is in front of the palace at Argos and the time is
nonspecific. It is a new play rather than an adaptation, with new characters,
a new plot, new themes, though it refers more closely to Euripides’ Electra
than to other ancient versions. Giraudoux, a well-known public intellectual
of his day, was a novelist, essayist, and government official, as well as a
dramatist. He is best known to the English-speaking public for his plays
Amphitryon 38 (1929), The Madwoman of Chaillot (1945, still popular on
college campuses), and The Trojan War Will Not Take Place (1935, trans-
lated by Christopher Fry as Tiger at the Gates in 1955). He called himself
the “journalist of the theater,” perhaps a between-the-World-Wars equivalent
of Euripides’ sobriquet “sophist (or philosopher) of the stage.”

Electra opens at dawn with the arrival of Orestes: a stranger has come
to town. Like Orestes of the Greek versions he has been away since he
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was an infant or very young child, here, twenty years ago, and he is not
recognized. He is accompanied by three little girls who met him at the city
gates. They are the Eumenides. Scene by scene they age and are replaced by
noticeably older, more grown-up actors, so that by the end of the play they
are the same age as Electra. They take on her appearance as they set off to
hound Orestes until, they predict, he will go mad and kill himself, cursing
his sister as he dies. Not only do they mature in one day like insects, the
likeness of these irritating Eumenides to buzzing flies is already commented
on early in the first act (161). (The quotations refer to page numbers in Jean
Giraudoux (1964) Three Plays.)

The traditional characters, Orestes, Electra, Clytemnestra, Aegisthus,
a Messenger, and various extras, are enhanced by a Beggar, a Judge (le
président du tribunal, in the French script) and his scandalous wife, and
Electra’s prospective husband (a Gardener taking the place of Euripides’
Farmer) all of whom add to the urbanity for which Giraudoux was most
famous and supply the clever dialogue and modern themes which plant
the play in twentieth-century Europe. 

It is the day that Aegisthus has arranged to marry Electra off to the
Gardener in order to keep her from signaling to the gods, from “becoming
herself” and ruining everyone’s life. The Gardener, even more than Euripides’
Farmer, introduces the nature motif which runs through the first half of the
play. Like Euripides’ Farmer he has put Electra on a pedestal and, feeling
himself unworthy, does not plan to touch her: he will sleep in the shed, where
he can protect her from owls or other intruders (184). He takes pride in his
tendance of the land (as if it were his soul): “My garden is my dowry, my
honor!” he says (183). Their marriage is called off by Clytemnestra, and after
the first act, the play continues without him. Like Euripides’ Farmer, he does
not participate in the tragic events of the second half of the drama. 

Midway through Act I Orestes has the boldness to displace the gar-
dener and propose to Electra. Is incest ever far from a Greek myth rejuve-
nated for the twentieth century? Shortly thereafter he identifies himself to
Electra, in a scene reminiscent of Euripides (El. 222–4).

Orestes [as Electra runs from him]: . . . In a little while you’ll take
me in your arms of your own accord.

Electra: Don’t be insulting.

Brother and sister spend the night in each other’s arms, onstage, in front of
the palace. She becomes his mother-figure, creating him, giving him life
(189–91).

260 EURIPIDES’ ELECTRA



Electra: . . . Let’s imagine, just to be happy, that we were brought
into the world without a mother. (189)

She stifles and smothers him and calls it life:

Electra: I’m not smothering you. I’m not killing you—I’m caressing
you. I’m bringing you back to life. . . Take your life from
me, Orestes, and not from your mother! (190).

As in Euripides’ version, Orestes is able to be created anew and taught to
accept his name and the actions it requires. In Giraudoux’ play, the story is
not yet written. It too must become itself: the alleged accidental death of
Agamemnon becomes or is revealed to be a murder that must be avenged.
Electra learns (or invents) the story she is in and teaches it to her brother.
Orestes becomes himself, the self of myth, but it is not a self he can con-
tinue to live with.

There are many other parallels with the Euripidean version: 

• The emphasis on quotidian details makes us shudder at the incongruity of
mythical and murderous behavior juxtaposed to everyday activities:

Third of the Eumenides [talking about the day Orestes will commit
matricide]: Just try spreading butter on your bread that day
with a knife, even if it’s not the knife that killed your mother,
and you’ll see. (210)

• Orestes is not as strong as his sister and seeks Electra’s help:
Orestes: Help me, Electra!
Electra: Then you’re like all other men, Orestes! (210)

• Electra’s narcissism and her hatred or sexual jealousy of her mother could
equally reflect Sophocles’ version as Euripides’:

Electra [to Clytemnestra]: In no way do I resemble you. For years I
have been looking in my mirror to be sure that I don’t look
like you. . . . My forehead is mine. My mouth is mine. And I
have no lover. (215)

• Electra’s worry and impatience echo Euripides’ infamous “where are
the messengers?” (759):

Electra: Are you sure he had his sword with him? Are you sure he
didn’t have to face them without his sword?

• The ago \n is between Clytemnestra and Electra, as in the two later Greek
versions, and concerns Electra’s relationship to her father (232: see especially
E. El. 1102–3).
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• Agamemnon’s death cries are retold very shortly before the killing of
Clytemnestra (who is killed randomly, almost by accident, and, as in
Sophocles, before Aegisthus: 243, 245). As in Euripides, Orestes does not
look at his mother as he kills her; but in Giraudoux he does not even know
whom he is striking:

Beggar: . . . He had closed his eyes and dealt the couple a blow at
random. Even an unworthy mother is sensitive and mortal.
(245)

• There is a divine or supernatural presence at the end. Actually it is pre-
sent throughout in the Giraudoux version, not only in the three little insect-
like Eumenides, but in the person of the Beggar, who speaks in parables and
makes other vatic utterances and whose divinity is discussed in Act I. A
divine presence is also suggested by the ominous bird Aegisthus sees circling
above him for much of the play. 

Speaking of the Beggar:
Gardener: He’s been drinking. He’s a beggar.
Judge: He repeats himself, he’s a god. (175)

Like Castor, the Beggar takes up most of the end of the play. First he tells
the story of Agamemnon’s death (241–4). Then he narrates the deaths of
Clytemnestra and Aegisthus while they are happening, even getting ahead
of events:

Beggar [as Aegisthus’ death cry is heard]: I went too fast. He’s just
catching up with me. (246)

The ambiguity of this whole story of marriage, murder, war, and revenge,
not just the defining act of matricide, is never forgotten in Giraudoux’ Electra.
Aegisthus is not a brute. Though dictatorial, he is given to reflection on
metaphysical questions in the first act and, in the second act, in the face of
political upheaval and national crisis, becomes a majestic, even heroic, figure.
His change of heart does not matter to Electra once she has found the Truth.
The crime has not festered for years in Electra’s mind because the story that
Agamemnon died by accident has been accepted. 

Electra: I don’t hate women—I hate my mother. And I don’t hate
men—I hate Aegisthus.

Orestes: But why do you hate them?
Electra: I don’t know yet.

It is only in Act II that Electra realizes that her father was murdered and
that Clytemnestra and Aegisthus are (potentially) lovers, a fact with which
the siblings become obsessed. She informs Orestes of these truths, deter-
mining his identity and his destiny (210–11).
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Electra is an idealist, believing that there is a Truth, a Justice, apart
from human beings and their activities, apart even from regret and repen-
tance. The ruin of the world, the downfall of the city, the deaths of thou-
sands, even the loss of Orestes are all worth the sacrifice to her if the ideal
is achieved, the Truth discovered, the criminals brought to Justice.

Electra: I have Orestes. I have justice. I have everything.
The third of the Eumenides tells her she will never see Orestes again. She
and her sisters will hound him to death.

Electra: I have justice. I have everything.

Michalis Cacoyannis’ Film Electra

In his 1962 Electra, starring Irene Papas, Michalis Cacoyannis strives to make
Euripides’ play accessible to a mid-twentieth-century cinema audience, to
move them, and to “interpret” the play so as to convey what he saw as its
essential message. (The film won the award for best screen adaptation at the
1962 Cannes Festival, the Best Picture award at the 1962 Thessalonica Film
Festival, and an Oscar nomination for Best Foreign Film. It was also the sixth-
highest-grossing film in Greece in 1962–63 [Bakogianni, 119–32, 148–67]).

Accessibility was pursued chiefly by the creation of a straightforward
and highly explicit linear narrative and the dramatization of incidents that are
narrated in the play. The plot of the film roughly follows that of Euripides’
play and includes all the major events. However, whereas the play presents
the background to the revenge verbally and in flashbacks through the char-
acters’ speeches or dialogue, the film opens by showing Agamemnon’s return
and murder, the Old Man taking the young Orestes into exile, and, at a point
some years later, Electra being given in marriage to the Farmer. We see her
riding off with him: he driving the mule cart away into the countryside, she
with her back to him, her face toward the home she is leaving. These scenes
establish clearly for the audience, many of whom may have been unfamiliar
with the story, the motives that will drive the revenge. 

Furthermore, with the exception of the killing of Aegisthus, which is
told to Electra, as it is in the play, all the significant occurrences, including
the killing of Clytemnestra, are shown in the film. The showing, which
relies on the camera and takes advantage of its special capabilities, is part
of the process of translating a play to a film. As done in this film, it gives
the events immediacy and makes them easy to follow. Since Cacoyannis
excises a fair portion of the play’s dialogue, it also reverses the hierarchy of
the verbal and visual in Classical Greek tragedy, where the words, whether
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spoken or sung, were of utmost importance, and certainly no less important
than the music and dance that accompanied them.

In speaking of his adaptations of Euripides’ tragedies, Cacoyannis
emphasized that, to his mind, the story—or myth—was secondary to the
emotional impact of the plays. He repeatedly speaks of his desire to move
the audience, to shock them, and to lead them to a cathartic experience.
Among the ways to do this, he implies, is to show the “inner torment” of
the characters and to “speak basic truths,” as the tragedians did (McDonald
& Winkler, 73, 79, 82). 

In practice, he strives for emotional power by using the camera to
magnify the film’s emotional pitch. The film is full of wordless scenes and
long, silent pauses filled with wide-angle expanses of desolate, stony, land-
scape or, in the silent scene where Electra is given to the Farmer, close-ups
of the huge rectangular stones of the ruined palace of Mycenae. The pauses
are heavy and oppressive. The camera work conveys the desolation of the
setting and creates an aura of grandeur, which Cacoyannis, like others of
his time, seems to have regarded as an essential element of Greek tragedy.

When the camera is not moving over the landscape, it often gives us
huge, full-screen close-ups of the protagonists’ faces. There are close-ups
of all the characters, but most are of Electra: Electra with her eyes filled
with tears or her face hardened into hatred, mockery, or despair: Electra
the tormented heroine. The ancient Greek audience would never have seen
the actors’ faces, both because the actors wore masks and because of the
great distance between the stage and most of the seating. Abjuring masks,
Cacoyannis uses these close-ups to amplify the protagonists’ emotions, to
show their personalities, and to endow them with something of the larger
than life stature that was provided by the elaborate costumes and masks,
and by the poetic language in the Greek tragic theater.

The camera work pulls at the audience’s emotions and gives the film
a tone of high tragedy, while the long silences greatly slow down the rapid
tempo of events that is characteristic of Greek tragedy.

It is difficult to know precisely what motivated Cacoyannis to simplify
Euripides’ nuanced characterization, whether he thought that one-dimensional
characters would be more accessible to the audience, move them more, or
come across as more heroic. Whatever the motive, the film obliterates the
ambiguities of Euripides’ protagonists. Euripides’ main characters all con-
tain a mixture of good and bad; Cacoyannis’ are either villains or heroes.
As Irene Papas ruefully admitted, “I think Euripides might be angry with
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us, because we gave Electra all the rights” (McDonald & Winkler, 89). The
dichotomy is established in the opening scene, as the camera moves back
and forth between images of Clytemnestra, tightening the net around Aga-
memnon while Aegisthus repeatedly strikes him with an ax, and images of
the distraught children and Chorus outside the palace.

Cacoyannis consistently irons out the flaws that Euripides gives Electra
and Orestes. In Euripides’ play, Electra’s insistence, against the Farmer’s
remonstrance, on going to fetch water from the spring, and her refusal to
borrow clothes and jewelry from the women of the Chorus so she can partici-
pate in the festival for Hera, raise the suspicion that she is stubbornly making
herself more miserable than she needs to be. In the film, her readiness to do
the hard work of a farmer’s wife and her rejection of pleasure and luxury
are depicted as refreshing virtues in contrast to Clytemnestra’s bejeweled
licentiousness and Aegisthus’ debaucheries. Euripides’ Electra speaks rather
haughtily to the Farmer and denigrates his poverty; Cacoyannis’ heroine
speaks to him in consistently kind and gentle tones. When Euripides’ Electra
warns Clytemnestra not to dirty her veil as she steps into the hut where
she will be killed, the warning comes across as bitterly sarcastic. When
Cacoyannis’ Electra issues the same warning, there is a touching softness
in her voice as she momentarily wavers in her determination to kill her
mother. Orestes undergoes a similar transformation. Euripides’ Orestes is
overcautious, hesitant, and a bit weak. Cacoyannis’ Orestes is a slightly built
adolescent whose search for advice and direction befits his age and inex-
perience, a youth who gradually assumes authority and grows in stature as
the action progresses.

In a similar manner, Cacoyannis erases whatever credit Euripides
allowed Clytemnestra and Aegisthus. Euripides’ Clytemnestra is a vain, libidi-
nous, and jealous woman, but not a vicious one. As Irene Papas describes
her, she was “caught between rights and duties” and behaved badly toward
her children because she feared their revenge (McDonald & Winkler, 89).
Cacoyannis chose not to show this dilemma. He expunges from the ago \n
the expressions of remorse that Euripides had given Clytemnestra and
emphasizes her hardness. As she steps down from her carriage with her
glitter-painted eyelids and in a clinging dress, she looks every bit the cour-
tesan that Electra practically accuses her of being. Euripides highlights
Electra’s particular cruelty in drawing her mother to her death with a ruse—
that she had given birth to a son and needed her to perform a ritual for
him—that played on her maternal instincts. Cacoyannis deprives Clytem-
nestra of the credit that Euripides had given her for this motherly conduct.
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He has her accuse Electra of being the source of her troubles and shows her
as eager to get the ritual over with so that she can meet up with Aegisthus.

Aegisthus does not appear on stage at all in Euripides’ rendition. In the
Messenger’s description of his murder, he comes across as a convivial man
who made the mistake of letting down his guard when he invited Orestes
to join him in his sacrifice to the Nymphs. Cacoyannis makes him a violent
and nasty presence. For example, in a scene not in Euripides’ play we see
Aegisthus and his soldiers intruding on Electra as she places myrtle on her
father’s grave. While the soldiers hold her, he demands that she tell him
Orestes’ whereabouts, threatens Orestes with violence, and slaps her across
her face. The ritual where Orestes kills him is transformed from an innocent
sacrifice to the Nymphs into a debauched celebration of Bacchus. His invi-
tation to Orestes and Pylades to join him becomes a command. His bearing
is arrogant, and his speech snide. 

Cacoyannis was attracted to Euripides, among other reasons, because
he regarded him as an anti-war playwright. The message he takes from
Euripides’ Electra is its critique of violence and revenge. In the words of
Irene Papas: “When you kill somebody for doing something, you yourself
become a killer, and somebody evil, so what you wanted to avoid you
actually become. Revenge is a vicious circle” (McDonald & Winkler, 89).
The plot of the film, like that of the play, thus hinges on the change in Orestes’
and, later, Electra’s attitudes toward killing their mother. Like the play, the
film shows the events leading up to the revenge, reports that Orestes killed
Aegisthus without any pangs of conscience, then shows his sudden reser-
vations about killing his mother, Electra’s prodding him to go ahead with
the plan, and their horror and regret once it is done. 

Cacoyannis, however, accentuates the message beyond what is conveyed
in the play. He opens his film on an anti-military note as he shows Agamem-
non and his army returning to Mycenae from the Trojan War. Agamemnon,
riding high on his horse and dressed in full military regalia, exudes military
might and arrogance; his soldiers radiate menace. Cacoyannis emphasizes the
parallel Euripides had hinted at between the matricide and the murder of
Agamemnon. He shows both murders on screen, departing from the Classical
Greek convention of keeping violence offstage, so as to make the horror of
the murders palpable to the audience. He also links the two murders by his
camera work, in both scenes moving the camera between the inside, where
the murder is being committed, and the outside, where dark-colored birds fly
ominously across an otherwise empty sky and the distraught Chorus wail and
undulate their bodies frenetically.
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He also changes Euripides’ ending in a way that emphasizes the anti-
revenge theme. Like others who have made films of the Greek tragedies,
Cacoyannis removes the gods. He believed that showing gods on the screen
“would be alienating to modern audiences” and, moreover, objected to what
he saw as Euripides’ use of the gods “to diminish their stature and what
they reflect about human nature” (McDonald & Winkler, 79). In other words,
among his reasons for removing the gods was to maintain the heroic
stature of his dramatis personae, which Euripides had mercilessly under-
cut. Castor’s information that Apollo had given Orestes “unwise bidding”
makes a mockery of Orestes’ and Electra’s conviction that they acted with
the approval of the gods. It not only undermines the rightness of the matri-
cide; it effectively takes from them their entire claim to moral understanding
and raises very basic questions about the ability of human beings to know
and do what is right. In removing the Dioscuri, Cacoyannis strips Euripides’
play of its skepticism and irony.

But along with this, Cacoyannis also removes the Dioscuri’s mitigation
of the consequences of the matricide. In Euripides, Castor assures Orestes
that he will obtain absolution for his crime, informs him that he will found a
new city, and tells him to marry Electra to Pylades. Although both Orestes
and Electra will have to leave Argos, never to return, and although they will
once again be parted, the sense emerges that Electra and Orestes will even-
tually get on with their lives and find some sort of fulfillment and happi-
ness. Cacoyannis’ film ends on a note of unmitigated desolation. Orestes
walks up a hill, Electra down a road, both into a bleak and barren landscape.
Pylades begins to follow Orestes, but then stays stuck where he is when
Orestes waves him to follow Electra. In both works, Electra and Orestes feel
outcast from humanity after killing their mother. But only Cacoyannis’
version gives no indication that the isolation their act brought on them will
ever end. In this, Cacoyannis’ ending is bleaker not only than Euripides’,
but also than Aeschylus’ and Sophocles’.

There is a certain discontinuity between the film’s message and its
characterization. The critique of vengeance, or more accurately of matri-
cide, in the play is consistent with Euripides’ depiction of Electra and
Orestes as flawed and of Clytemnestra and Aegisthus as having mitigating
virtues. But how can killing the villainous woman that Cacoyannis creates
be morally wrong? And, if it is wrong, how can characters so unqualifiedly
noble as Cacoyannis’ siblings commit such a wrong?

The question is not adequately resolved in the film. In speaking about
Euripides, Cacoyannis states that “Fate, which involves human responsibility,
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is a recurring theme in his plays” (McDonald & Winkler, 79). But the attempt
at an answer to the question that Cacoyannis puts in the Chorus’ mouth—
“Never will there be a family so noble and so damned at the same time”—
separates the characters from their deeds and clears them of responsibility.
This both reduces their stature and raises the question why they were so
severely punished for something beyond their control.
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This section is designed for students who have just finished the basic
grammar, to help them avoid the frustration that arises from being unable
to figure out what verb a particular form comes from. Relegating this
material to an appendix allows more advanced students to ignore it. Verb
forms that might stump a second-year student are included, as well as those
recommended for review. Glosses for the most basic verbs are not given.

2 êraw < 1 aor. participle of a‡rv, aor. ∑ra, aor. stem êr[a]- raise, lift,
get underway. Other forms include afir°tv (pres. imperative 3rd sg.) 791;
¬ron (impf.) 800. Compound: épÆramen 774 < épa¤rv.
3 ¶pleuse < pl°v, aor. ¶pleusa sail: other form: sumple¤tv 1355.
Pleiãdew, the Pleiades (or seven sisters, the seven daughters of Atlas who
were metamorphosed into stars) may be derived from pl°v, because through
conjunction and opposition to the sun they mark the beginning and end of
the Greek sailing season.
4 kte¤naw < épo-kte¤nv. In verse the uncompounded forms are more fre-
quent [also those of épo-ynπskv, épÒllumi]. Other forms of kte¤nv, kten«,
aor. ¶kteina and ¶ktanon (more common in tragedy) include ktane›n 27,
278; ktãn˙ 33; ktãnoimi 222; ktãnoi 276; ¶ktanen 319; kat°kta 86 is a
poetic aor. 3rd sg. of kata-kte¤nv.
5 •l≈n < 2 aor. participle of aflr°v aor. eÂlon, aor. stem •l-; pf. m-p
ørhmai. Other forms: §je›len 336; e·letÉ 821; Ωrhm°nvn, ΩrÆmeya 1009.
6 éf¤ketÉ = éf¤keto (elision of final short vowel) < éfikn°omai, aor.
éfikÒmhn pf. éf›gmai. Other forms include éfigm°nh 57; éf›gmai 87;
éfikÒmhn 95; éf¤gmeya 111. It also shows up as flkn°omai, aor. flkÒmhn
(1157, 956) and §jikn°omai, aor. §jikÒmhn (612). The prevalence of this verb
suggests this play must be an example of the plot “a stranger comes to town.”
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7 ¶yhke < t¤yhmi, yÆsv, ¶yhka, t°yhka, t°yeimai, §t°yhn: aor. stem yh / ye.
Other forms: y°w 140, 859; yem°na 165; y°ntew 798; teyÆsetai 1268. Com-
pounds: émf°yhka 512 < émfit¤yhmi; énat¤yhmi, éntit¤yhmi, prost¤yhmi:
prostiye›sa 520, prosy«men 895, prÒsyeyÉ1136, prot¤yhmi: prÒyew 896,
sunt¤yhmi. (It is a good idea from time to time to review the forms of t¤yhmi
and other athematic verbs, especially the pres., impf. and aor.)
9 ynπskei < ynπskv, yanoËmai, ¶yanon, t°ynhka is most common in its
uncompounded forms in tragedy (épo-ynπskv is not found in Electra and
is rare in Euripides). Other forms include yane›n 17; teynhkÒtow 229;
yãnoimi 281; yãnoimi 663. Also found are dus-ynπskv (843) die an ugly
death and kataynπskv > katyanΔn (288) die.
12 ˆlvlen < ˆllumi, Ùl«, \lesa, 2 aor. »lÒmhn, 2 pf. ˆlvla destroy,
lose; mid. and intrans. 2 aor. and 2 pf. perish; ˆlvla be dead. Other
forms: ÙlvlÒta 29; ép≈leto 279; \lese 885; ép≈lesaw 914.
14 ¶lifÉ = ¶lipe (elision of final short vowel and assimilation of conso-
nant before aspirate) < le¤pv.
18 ¶dvke < d¤dvmi, d≈sv, ¶dvka, d°dvka, aor. stem dv / do. Other
forms: doÁw 39; ¶dvka 91; doËnai 428.
19 ¶meinen < me¤nv: liquid 1 aor.
20, 23 e‰xÉ = e‰xe (elision of final short vowel before another vowel), also
29 e‰xen impf. of ¶xv (impf. e‰xon), ßjv, ¶sxon (aor. stem sx-). Other
forms: ¶sxen 40, 166. Compounds: én°xv, aor. ±n°sxon: ±n°sxeto 264
(notice double augment of prefix én- and verb); ±nesxÒmhn 508; met°xv,
aor. met°sxon: metasxe›n 607; Íp°xv: Íf°jv 1318; kat°xv; par°xv:
par°jomai 363.
21 ætoun impf. < afit°v pray, beg, ask. (It is a good idea from time to
time to review the pres. and impf. of contract verbs.)
22, 26 t°koi < t¤ktv, aor. ¶tekon bear, be mother or father. Other forms:
¶teken 116; t°koiw 268; tekoËsa 62, tekoËsan 653. 
24 ¥rmoze < èrmÒzv fit together, join, betroth.
28 §j°svsen < §k-s–zv compound of s–zv, s≈sv, ¶svsa; s≈sonte
1348. Note é-subscript only in present system. 
32 éphllãxyh < épallãssv, aor. pass. éphllãxyhn, pf. m-p épÆl-
lagmai compound of éllãssv, éllãjv, ≥llaja set free; pass. depart
from, be removed from.

(Note: common -ss- for Attic -tt- which has épallãttv). Other
forms: éllãjvn 89; éllaj≈meya 103; épallaxye‹w 1291.
33 e‰fÉ = e‰pe (elision). There is also a 1 aor. e‰pa: e‰paw 275, 290. ktãn˙

aor. subj. see on line 4.
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36 geg«sin (also 531) < g¤gnomai, genÆsomai, §genÒmhn, g°gona (par-
ticiple: gegon≈w, in tragedy geg≈w). Other forms: geg≈w 46; §genÒman 115:
in lyric parts of tragedies we find Doric -a- for Attic/Ionic -h- . Compound:
sugg¤gnomai: sugg°nvmai 100.
39 lãboi < lambãnv, aor. ¶labon: labΔn 46, 101; lãboimen 418.
Compound: dialambãnv 373.
41 §jÆgeire liquid 1 aor. < §jege¤rv awaken, wake up.
44 æsxunen < afisxÊnv make ugly, shame.
48 molΔn (also 90) < ¶molon (aor. of bl≈skv, only found in mol- forms
in Euripides) went, came: ¶molen 169; mÒl˙ 274; mÒl˙w 345.
49 §sÒcetai < efisorãv [§s- for efis-] < ırãv, ˆcomai, e‰don (fid-) Other
forms and compounds: efisidoËsa 283.
55 §fedreËon < resting upon, setting on < §fedreÊv < ßdra seat; cf.
Engl. cathedral, polyhedron.
58 de¤jvmen aor. subjunctive < de¤knumi; pl. for sg. is very common for
the 1st person.
61 §j°bale < §kbãllv, aor. §j°balon < bãllv, aor. bal«, ¶balon,
b°blhka, b°blhmai, §blÆyhn. Other forms: §sbalΔn 79; §pesbale›n 498;
§kblhye¤w 289; §kbeblhm°now 412; sumbeblÆkamen 906. Compounds:
émfibãllv, §mbãllv, §peisbãllv, §pibãllv, prosbãllv, sumbãllv. 
62 tekoËsa: see note on 22.
65 teyramm°nh < tr°fv, yr°cv, ¶yreca, t°trofa, t°yrammai, §yr°fyhn
/ §trãfhn nourish, rear, keep. Other forms: tr°fen 449; trafe¤w 528;
¶yrecen 555; ¶yrecaw 507. Compound: §ktr°fv: §j°yrecÉ 488.
68 §nÊbrisaw aor. < §nubr¤zv insult or mock (someone in [+ §n] something). 
75 efisiÒnti < e‡seimi (e‰mi will go). Other forms: ‡yi 125; ‡vmen 787.
Compounds: e‡seimi, ¶jeimi, prÒseimi. (It is a good idea to review e‰mi
and other irregular verbs.)
79 sper« contract fut. < spe¤rv sow. 
85 pay≈n < pãsxv, pe¤somai, ¶payon, p°ponya. 
86 kat°kta a poetic aor. 3rd sg. of kata-kte¤nv; see note on line 4 for
forms of kte¤nv.
88 juneidÒtow < jÊnoida know about, share knowledge. See note on 270,
271 for forms of o‰da.
91 éphrjãmhn < épãrxomai, aor. éphrjãmhn < êrxv. Other compounds:
kathrjãman 1222; §nãrxomai: §n∞rktai 1142. The mid. is often used to
mean begin a ritual or sacrifice.
92 §p°sfajÉ = §p°sfaja (elision of final short vowel) < §pisfãzv, aor.
§p°sfaja slaughter over. 

INDEX OF VERBS 271



93 lay≈n < lanyãnv, lÆsv, ¶layon, l°lhya.
97 gno¤h < irregular 2 aor. gign≈skv, gn≈somai, ¶gnvn, ¶gnvka, ¶gnvsmai,
§gn≈syhn. Other forms: gno¤hn 283; gno¤h 285; §gn≈syh 852; §gnvkÒta
938. Compound suggign≈skv: sÊggnvte 348.
99 zeuxye›san < zeÊgnumi, pf. mid. ¶zeugmai, aor. pass. §zeÊxyhn yoke.
Other forms: §zeugm°nai 317. Compound: épezeÊxyhw 284.
101 mãyv < manyãnv, mayÆsomai, ¶mayon, memãyhka.
103 éllaj≈meya: see note on 32.
105 fanÆsetai < fa¤nv, fan«, ¶fhna, p°fagka / p°fhna, p°fasmai,
§fãnyhn / §fãnhn. 
108 kekarm°nƒ < ke¤rv, aor. ¶keira, pf. m-p k°karmai clip, cut (one’s
hair) short (as a sign of mourning; slaves also had their hair cut short).
Other form: kekarm°nouw, 515.
109 kékpuy≈meya crasis for ka‹ §kpuy≈meya < §kpunyãnomai, aor.
§jepuyÒmhn search out, make inquiry about.
113 ¶mba < §mba¤nv poetic aor. imperative < ba¤nv, bÆsomai, ¶bhn,
b°bhka. Other forms: ¶bate 432; beb«tow 453. Compounds: §j°bhn 215;
prosb∞nai 490.
115 §genÒman = §genÒmhn. 
123 ke›sai < ke›mai lie (dead).
125 ‡yi imperative < e‰mi; see note on 75.
139 k°lsaw < k°llv, aor. ¶kelsa drive on, land, put to shore.
140 y°w aor. imperative < t¤yhmi; see note on line 7.
142 §poryroboãsv or §poryoboãsv a questionable word: I will cry aloud
at dawn or I will raise high the shout. Other editors give §poryreÊsv I
will be up in the twilight with an object, i.e., to pour out in the twilight the
laments of the night, gÒouw nux¤ouw.
146 le¤bomai pine, shed tears < le¤bv pour. Other editors read di°pomai
be engaged in, mid. of di°pv. 
163 d°jatÉ = §d°jato, unaugmented aor., in imitation of epic usage. 
166 ¶sxen: see note on 20.
167 ≥luyon = ∑lyon (an epic form) < ¶rxomai, §leÊsomai, ∑lyon,
§lÆluya. Euripides uses this form in lyrics (598), though Aeschylus and
Sophocles do not. Other forms: ¶lyv 377. 
169 ¶mole: see on 48.
177 §kpepÒtamai < §kpotãomai, pf. §kpepÒtamai fly out/forth, be lifted up.
184 sk°cai aor. mid. imperative < skop°v or sk°ptomai view, look at.
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189 m°mnatai (long a for h in lyrics) < mimnÆskv, aor. ¶mnhsa; pf.
m°mnhmai; aor. pass. §mnÆsyhn act. remind; m-p remember. Other forms:
m°mnhtai 351; mnasye›sa 745. Compound: én°mnhsen 504. 

èloËsa < èl¤skomai be caught.
190 xr∞sai aor. mid. imperative < k¤xrhmi, aor. ¶xrhsa lend; mid. borrow.
191 dËnai < irreg. 2 aor. inf. dÊv / dÊnv, -dÊsv, ¶dun sink, put on (clothes),
enter, come over/upon. Infinitive used for purpose.
201 katafyim°nou < katafy¤nv, aor. mid. katefy¤mhn < fy¤nv wither,
perish, die. Other forms: kapfyim°nhw = katafyim°nhw 1299.
206 §kfÊw < fÊv, fÊsv, ¶fusa / ¶fun, p°fuka produce, grow, be. Other
forms: ¶fu 261; pefukΔw 338; ¶fun 362; pefuk°nai 523.
208 takom°na (long a for h in lyrics) < tÆkv melt, fall away. Compound:
suntethkÒw 240 < suntÆkv, pf. sunt°thka.
220 tr°s˙w < tr°v, aor. ¶tresa fear, be afraid, flee.
224 y¤goimÉ = y¤goimi (elision of final short vowel) < yiggãnv, aor.
¶yigon touch. 
227 ßsthka < ·sthmi stÆsv, ¶sthsa and ¶sthn, ßsthka (plpf. eflstÆkh,
fut. pf. •stÆjv), ßstamai, §stãyhn. Other forms: •stãnai 344; sta¤h
403; st«si 792. Compounds: éf¤sthmi, §jan¤sthmi, §f¤sthmi, mey¤sthmi
1202, Íf¤sthmi.
·sthmi has both transitive and intransitive forms. Four tenses of the active are
intransitive: 2 aor., pf., plpf., and fut. pf. The following table may help you
organize the tenses of ·sthmi.

Transitive and causal:
·sthmi set/be setting, place, cause to stand
stÆsv shall set
¶sthsa set, brought to a stop, caused to stand

Intransitive and Passive: 
·stamai am standing, set for myself
¶sthn stood (set myself), came to a stand
ßsthka stand (have set myself), stand firm, be standing
eflstÆkh stood, was standing
•stÆjv shall stand
ßstamai be set (rare, used in pass. sense)
§stãyhn was placed, was set

The intransitive and passive forms can serve as a stronger form of e‰nai,
to be (in such and such state or place). The compounds of ·sthmi show the
same distinction of intransitive and transitive (or causal) forms.
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230 zª < zãv: -av verb that contracts to -h-. See also 238 zªw and z«sa.
240 suntethkÒw < suntÆkv; see on 208.
241 §skuyism°non < skuy¤zv act like a Scythian, shave the head (like a
scalped victim of the Scythians). 
255 ¶tlh (also 516) < tlãv, aor. ¶tlhn endure, have the heart to do.
Related to tlÆmvn (tlãmvn). See also 278 tla¤hw.
257 ±j¤ou < éjiÒv deem / think worthy. 
258 ¥syh < ¥domai, aor. ¥syhn enjoy oneself. Fut. ≤syÆsetai 415.
260 jun∞kÉ= jun∞ka < sun + ·hmi < ·hmi, -¥sv, -∏ka, eÂka, -eÂmai, -e·yhn.
Other forms and compounds: éfeim°na 379; ·eto 477; meye›san 797; ·esan
799; diameyªw < diamey¤hmi 978.

§kte¤s˙ < §k-t¤nv, §kte¤sv, aor. §j°teisa. See also: 599 teisa¤mhn
< t¤nv, aor. ¶teisa pay, expiate; mid. avenge.
261 ¶fu 2 aor. of fÊv “was born” > is (naturally, by nature). The pf. and
2 aor. take a pres. meaning: to be so and so by nature (LSJ s.v. B, II).
262 drast°on verbal < drãv, drãsv, ¶drasa, pf. m-p d°dramai do;
verbal adjective to be taken with êndra, “to be treated,” or a verbal noun
with [§sti], “one must treat him.”
263 ¥jei < ¥kv, ¥jv have come, be present: pres. with pf. meaning; fut.
with meaning of fut. pf.
264 ±n°sxeto < éna- + ¶xomai put up with; see note on lines 20, 23; also
at 508, 1044. (Note double augment.)

270, 271 o‰den, o‰de < o‰da, e‡somai; inf. efid°nai; participle efid≈w;
imperatives ‡syi, ‡stv; plpf. ædein know (pf. form with pres. meaning).
Other forms: efid≈w 292, 404; e‡s˙ 346; efid°nai 894; ædhsya 926. Common
forms of o‰da:

Pf. (with pres. meaning) o‰da, o‰sya or o‰daw, o‰de; ‡smen, ‡ste, ‡sasi
Plpf. (with impf. meaning)—2nd sg. ædhsya 3rd sg. ædei[n]

271 ÍfairoÊmesya keep (secret) from; see on line 5.
275 ≥rou < ¶romai (e‡romai), aor. ±rÒmhn ask. 
281 §pisfãjasÉ = §pisfãjasa aor. participle < §pisfãzv slaughter over.
284 épezeÊxyhw < épozeÊgnumi unyoke, separate.
289 ¶kursen < kur°v (kÊrv), aor. ¶kursa happen, meet with (+ gen.). 
292 l°jon (also 599) < l°gv, 1 aor. imperative 2nd sg. 
305 b°briyÉ = b°briya < br¤yv, pf. act. b°briya be heavy, be weighed
down.
308 sterÆsomai fut. pass. < ster°v deprive.
310 thtvm°nh < thtãomai be in want, be deprived of.
313 §mnÆsteuon < mnhsteÊv promise in marriage, betroth.
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316 ¶persÉ = ¶perse < p°ryv, aor. ¶persa waste, destroy, kill.
317 §zeugm°nai pf. mid. < zeÊgnumi fasten: “having fastened their robes . . .”
319 s°shpen pf. < sÆpv be rotten.
323 ±timasm°now pf. m-p < étimãzv bring dishonor on, disenfranchise.
326 brexye‹w < br°xv drench, souse.
339 d°dorka pf. < d°rkomai see. Other form, compound: §sd°dorken 558.
340 …rmhm°non < ırmãv, pf. m-p …rmhmai set in motion, start; m-p set
out for. Compound: §jvrmçtÉ 642, §jvrmhm°nou 1070.
346 e‡s˙ < o‰da: see note on 270, 271.
348 sÊggnvte < suggign≈skv forgive, pardon (+ dat.); irreg. 2 aor.
imperative. efirhm°noiw things said < §r« (fut., will say) pf. m-p e‡rhmai,
aor. pass. §rrÆyhn. Other form: efir∞syai 667.
357 éneptÊxyai < énaptÊssv pf. mid. én°ptugmai unfold, open. Other
compound: prÒsptujon 1255, 1325 aor. imperative < prosptÊssv
363 par°jomai < par°xv mid. display, exhibit; see note on 20, 23.
366 k°klhtai < kal°v, kal«, §kãlesa, k°klhka, k°klhmai, §klÆyhn.
373 krine›, krine›te 385 contract futures < kr¤nv, krin«, ¶krina, k°krika,
k°krimai, §kr¤yhn.
381 »gkvm°now < ÙgkÒv, pf. m-p \gxvmai exalt, puff up.
382 hÍr°yh < eÍr¤skv, eÍrÆsv, hron / eron, hÏrhka / eÏrhka,
eÏrhmai, eÍr°yhn. Other forms and compound: eÏroi 423; §feureye‹w 952.
391 parΔn < pãreimi. Compounds of efim¤: êpeimi, ¶neimi, m°teimi,
prÒseimi, sÊneimi, Ïpeimi. Other forms: par∞n 629.
400 §« < §ãv (impf. e‡vn) let, permit.
403 sta¤h aor. opt. < ·sthmi. See note on 227.
405 §d°jv < d°xomai, d°jomai, §dejãmhn, d°degmai, -ed°xyhn.
408 §jÆmartew < §j + èmartãnv, aor. §j∞marton do wrong, blunder,
make a mistake.
418 égge¤laimen aor. opt.; épaggel« fut. 420 < égg°llv, éggel«,
≥ggeila, ≥ggelka, ≥ggelmai, ±gg°lyhn. 
419 a‡syoitÉ = a‡syoito < afisyãnomai, afisyÆsomai, ºsyÒmhn, æsyh-
mai feel.
420 épaggel« fut.
421 x≈rei imperative, move, go.
426 p°sv < p¤ptv, pesoËmai, ¶peson, p°ptvka fall. Other forms: pesÚn
428; prospes≈n 510.
430 §mplhsye¤w aor. pass. participle < §mp¤mplhmi fill full of. 
449 tr°fen = §tr°fen; see note on 163.
453 beb«tow = bebhkÒtow < ba¤nv; see note on 113.
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457 tetÊxyai pf. m-p < teÊxv prepare, make.
480 ¶kanen aor. < ka¤nv = kte¤nv.
486 xuy¢n (also 514) aor. pass. < x°v, fut. x°v, ¶xea, k°xuka, k°xumai,
§xÊyhn pour. 
495 Ípospãsaw < Ípospãv, aor. Íp°spasa draw away from under,
withdraw secretly.
502 t°gjaw < t°ggv wet.

§jomÒrjasyai < §jomÒrgnumai, aor. §jvmorjãmhn wipe off (oneself). 
508 ±nesxÒmhn < én°xomai (note double agument; see on 20 above),
264,1044.
510 ¶klausÉ < kla¤v, aor. ¶klausa weep, cry for.
512 ¶speisa aor. < sp°ndv pour a libation.
516 kéyaÊmasÉ crasis and elision = kai §yaÊmasa < yaumãzv wonder.
520 sk°cai < skop°v; see on 184.
527 suno¤setai < sum- f°rv mid. meet, be in harmony with. Com-
pounds of f°rv, o‡sv, ≥negkon / ≥negka, §nÆnoxa, §nÆnegmai, ±n°xyhn:
§kf°rv (871), §pif°rv (1089)
540 §j°kleca < §k-kl°ptv steal away.
567 bl°con aor. imperative < bl°pv, aor. ¶bleca look, see, be alive
574 Ωmãxyh aor. pass. < aflmãssv make bloody, stain with blood < aÂma
576 prosp¤tnein: p¤tnein = p¤ptein (fall): poetic form used for metrical
reasons.
578 p°peismai < pe¤yv, pe¤sv, ¶peisa (2 aor. ¶piyon), p°peika / p°poiya
(I trust), p°peismai, §pe¤syhn. piyo¤mhn 981, 2 aor. 

fane¤w < fa¤nv; see on 105.
582 énspãsvmai < énaspãv, aor. én°spasa draw up, pull up (of hauling
in a fish).
592 ·ei pres. imperative of ·hmi send, let go.
602 éneskeuãsmeyÉ< énaskeuãzv, pf. m-p éneskeÊasmai pass. be
bankrupt.
604 trap≈meyÉ; trap°syai 662 < tr°pv, 2 aor. mid. §trapÒmhn turn. 
607 metasxe›n < met°xv
608 énπrhsai < énair°v in pass. be destroyed; the perfect indicates a
permanent state.
609 §ll°loipaw< §l-(= §n-) le¤pv, le¤cv, ¶lipon, l°loipa, l°leimmai,
§le¤fyhn.
616 k°kastai pf. < ka¤numai surpass, excel.
621 eÂrpon impf. < ßrpv creep.
622 proshkãmhn 1 aor. mid. < pros¤hmi accept, allow.

=hy°n < §r« pf. m-p e‡rhmai, aor. pass. §rrÆyhn will say, say.
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639 §nnÒei imperative, 2nd sg. < §nno°v think of.
649 Íphrete¤tv 3rd sg. imperative pres. < Íphret°v serve, do service
< Íphr°thw rower, laborer, helper, servant. 
664 ÍfÆghsai pf. < Ífhg°omai guide.
668 e‡lhxaw pf. < lagxãnv obtain by lot, be assigned.
672 pepÒnyamen pf. < pãsxv, pe¤somai, ¶payon, p°ponya. 
675 dÚw aor. imperative give, grant.
681 énÆlvsan < énal¤skv, aor. énÆlvsa use up, spend, annihilate.
686 palaisye‹w < pala¤v, aor. pass. §pala¤syhn wrestle.

pesª fut. 2nd sg. < p¤ptv, pesoËmai, ¶peson, p°ptvka fall.
689 poÆsomai = poiÆsomai.
698 Íf°jv fut. < Íp°xv hold out.
713 §p¤tnanto < p¤tnhmi spread out.
714 selage›to unaugmented impf. < selag°v blaze, shine. 
718 hÎjontÉ < aÎjv increase.
728 met°basÉ < metaba¤nv or metabibãzv; the form is causative: cause
to change, shift.
745 mnasye›sa = mnhsye›sa < mimnÆskv, aor. pass. §mnÆsyhn (+ gen.).
750 êmeicon aor. imperative < éme¤bv, aor. ≥meica leave.
774 épÆramen aor. < ép- a‡rv lift off, carry away, depart.
775 ¬men < e‰mi go.
797 meye›san aor. 3rd pl. < mey¤hmi utter.
799 ·esan impf. < ·hmi.
800 ¬ron < a‡rv.
812 tem≈n < t°mnv, tem«, ¶temon cut.
820 =¤caw < =¤ptv, aor. ¶rrica fling.
825 diÆnuse < dianÊv, aor. diÆnusa complete, finish (a race).
826 kéne›to = ka‹ éne›to < én¤hmi loosen, open; see note on 260.
827 ≥yrei < éyr°v look, gaze upon.

pros∞n < prÒseimi be attached, be present; see note on 391.
837 éporrÆjv < éporrÆgnumi. Other forms: ¶rrhjen 842 < =Ægnumi,
aor. ¶rrhja break; énarrÆgnumi.
843 ≥spairen < éspa¤rv gasp, struggle. 

±lãlaze < élalãzv cry aloud.
844 ¬jan aor. < é˝ssv dart, shoot up, rush.
849 éntetimvrhsãmhn < êntitimvr°omai take vengeance.
850 ka¤nete: ka¤nv = kte¤nv.
856 Épide¤jvn = §pide¤jvn (by aphaeresis or inverse elision of an e
after a long vowel) < §pide¤knumi, §pide¤jv exhibit, display. 
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863 tel°ssaw aor. participle < tel°v end, bring to an end.
869 p°ptvken < p¤ptv, pesoËmai, ¶peson, p°ptvka. Other form: p°s˙ 982.
871 §jen°gkvmai aor. mid. subj. < §kf°rv.
878 kayelÒntew < kayair°v.
879 ‡tv 3rd sg. imperative < e‰mi go.
885 \lese < ˆllumi; see on line 12.
891 §pa¤neson 1 aor. imperative of §pain°v.
898 pÆjasÉ< pÆgnumi, ¶phja stick, fix, make firm. 

¶reison < §re¤dv, aor. ≥reisa prop. 
909 §jel¤mpanon = §j°leipon.
918 ≥lpisaw ingressive aor., began to hope.
921 ‡stv: see note on 270, 271.

diol°saw < di-Òllumi.
925 ’keiw < ofik°v.
926 ædhsya < o‰da; see note on 270, 271.
927 kekthm°nh < ktãomai, pf. k°kthmai possess, win.
928 én˙re›syon < én + aflr°v 2 dual impf. mid.
935 »nÒmastai pf. m-p < Ùnomãzv.
936 gÆmanti < gam°v.
938 ±pãta < épatãv cheat, deceive.

§gnvkÒta pf. participle < gign≈skv.
939 hÎxeiw < aÈx°v boast, take pride in.
944 §j°ptatÉ < §k-p°tomai gnomic aor.
948 érar≈w pf. < érar¤skv fit, pf. be fitted or furnished with. 
954 drãm˙ aor. subjunctive < tr°xv, dramoËmai, ¶dramon run.
956 ·khtai < flkn°omai; see note on 6.

kãmc˙ < kãmptv bend.
962 §p¤sxew aor. imperative < §p¤sxv hold off, wait.
971 §y°spisaw aor. < yesp¤zv foretell, prophesy. 
973 ¶xrhsaw aor. < xrãv proclaim (an oracle).
975 feÊjomai fut. I shall be a defendant (legal term; cf. ı feÊgvn, 
defendant).
978 diameyªw < diamey¤hmi leave off, give up.
979 épeikasye‹w aor. pass.< épeikãzv represent, copy; pass. become like. 
981 piyo¤mhn : see note on 578.
1008 ép–kisaw < ép-oik¤zv banish from home. 
1009 Ωrhm°nvn, ΩrÆmeya < aflr°v; see note on 5.
1021 ’xetÉ < o‡xomai be gone.
1023 diÆmhsÉ aor. < diamãv cut through.
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1024 §ji≈menow < §jiãomai cure.
1025 ÙnÆsvn fut. participle of purpose < Ùn¤nhmi benefit. 
1028 ±p¤stato < §p¤stamai. 
1033 §peis°frhke < §peisfr°v, pf. §peis°frhka let in onto.
1036 ÍpÒntow < Ïp-eimi be laid down see note on 391.
1037 par≈saw aor. participle < parvy°v push aside or away. 
1041 ¥rpasto < èrpãzv, aor. ¥rpasa, pf. mid. ¥rpasmai, aor. pass.
≤rpãsyhn seize. Other form: èrpasye›sÉ 1065.
1044 ±n°sxetÉ < én°xv; see note on 20.
1046 ¶kteinÉ = ¶kteina.
1049 ként¤yew = ka‹ ént¤yew < éntit¤yhmi, aor. ént°yhka / ant°yemen
set against; see note on line 7.
1058 ¶rjeiw fut. < ¶rdv do.
1068 ‡sasin < o‰da; see note on 270, 271.
1070 §jvrmhm°nou < §jormãv set out.
1071 §jÆskeiw < §jask°v adorn.
1073 diãgrafÉ = diãgrafe.
1077 kexarm°nhn < xa¤rv, pf. m-p kexãrmai rejoice.
1083 §jeirgasm°nhw < §jergãzomai, pf. §je¤rgasmai work out, accom-
plish. 
1084 §j∞n impf. of ¶jesti it is possible; see note on 391.
1089 pros∞caw < prosãptv, aor. pros∞ca fasten to, apply to; also
prÒsacon 1321

§phn°gkv < §pif°rv mid. bring as a dowry.
1090 »noum°nh < »n°omai buy.
1105 suggn≈somai fut. < suggign≈skv pardon.
1110 ≥lasÉ = ≥lasa aor. < §laÊnv drive.
1129 kêtekon = ka‹ ¶tekon <t¤ktv; see note on 22.
1142 §n∞rktai < §nãrxomai, pf. m-p §n∞rgmai begin a sacrifice; see
note on 91.

teyhgm°nh < yÆgv, pf. m-p t°yhgmai sharpen, whet. 
1143 kaye›le aor. < kayair°v take down, kill; see note on 5.
1144 plhge›sa < plÆssv, pf. m-p p°plhgmai, aor. pass. §plÆghn strike.
Another form: peplhgm°nai 1270.
1163 katÆnusen < katanÊv bring to an end, finish, arrive at.
1168 ’mvja aor. < ofim≈zv cry o‡moi; see 215 and 248 for “dramatic” aor.
1173 pefurm°noi < fÊrv mix, wet.
1192 \pasaw aor. < Ùpãzv grant, confer on. 
1217 §kr¤mnayÉ = §kr¤mnato < kr¤mnamai = kr°mamai hang, be 
suspended. 
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1225 §fhcãman < §fãptomai, aor. §fhcãmhn lay hold of, grasp, touch.
1226 ¶rejaw < =°zv, =°jv, ¶reja do.
1238 klËyi imperative < klÊv hear.
1242 paÊsantÉ = paÊsante aor. participle nom. dual.
1248 ¶krane aor. < kra¤nv bring about, accomplish. 
1250 ¶klipÉ = ¶klipe aor. imperative.
1255 §ptohm°naw < pto°v frighten, flutter, pass. be scared. 
1267 xrÆsaw < xrãv, aor. ¶xrhsa proclaim an oracle.
1268 teyÆsetai fut. pass. < t¤yhmi; see note on 7.
1271 dÊsontai < dÊv / dÊnv sink; see note on 191.
1290 peprvm°nhn < peprvm°nh, -hw, ≤ fate < p°prvtai it has been/is fated.
1299 kapfyim°nhw = katafyim°nhw < katafy¤nv; see note on 201.
1307 di°knaisen < diakna¤v, aor. di°knaisa scrape through, wear away,
tear apart. 
1327 §ghrÊsv < ghrÊv sing, cry. 
1329 ¶ni = ¶nesti.
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The grammatical notes are concentrated toward the beginning of the play.
Line/lines
4 tÚn kratoËntÉ: attributive use of the participle, the one ruling, the ruler.
7 §p‹ na«n < naÒw temple: not to be confused with naËw ship, which has
gen. pl. ne«n.
8, 11 crasis (= squishing): kéke› = ka‹ §ke›; x» = ka‹ ı; see 86 x± = ka‹
≤, etc.
12 basileÊei xyonÒw: verbs of ruling take the gen. See also 93 o„ kra-
toËsi t∞sde g∞w.
13 §ke¤nou: §ke›now (like ille in Latin) is used to refer to famous person-
ages. The Farmer has mentioned Agamemnon by name in line 3.
14 oÓw dÉ those whom: the antecedent, if just a generic “those,” is usually
omitted.
15 ÉHl°ktraw yãlow: ÉHl°ktraw is the defining gen., the genitive of
which something consists: “the shoot which is Electra,” that is, “a young
daughter, Electra.”
16, 19 tÚn m°n (referring to Orestes) is followed by the corresponding ∂
dÉ (referring to Electra).
17 xerÚw ÏpÉ [Ïpo] for ÍpÒ: when the preposition follows its noun, the
accent shifts back. This is called anastrophe. It is common in prose only
with per¤, but many two-syllable prepositions allow it in verse.
18 §w g∞n: §w = efiw: although tr°fein is not a verb of motion, a verb of
motion is implied, “to take him into the Phocians’ country and bring him
up there.”
22 de¤saw d¢ mÆ . . . t°koi: object clause after a verb of fearing. The optative
is used because the main verb (e‰xen) is past. See also 30, mØ fyonhye¤h.
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22 tƒ = tini: the accent tells you that it is the indefinite pronoun rather than
the definite article or the interrogative pronoun/adjective. pa›dÉ = pa›da.
25 pl°vn: neut. nom. of pl°vw, -a, -vn full, a first/second declension
adjective (see Smyth 289 for declension).
26 mÆ . . . t°koi: purpose clause or object clause after verb of fearing.
27, 28 sfe, nin: third person personal pronouns. G&G 364, 367, 369,
371a, Smyth 325e. The tragedians use sfe (masc. and fem. acc. pl., some-
times used as sg.) as a non-reflexive or indirect reflexive. More common
is nin as a personal pronoun in all genders, in both sg. and pl. acc. Sfe and
nin are enclitic. They mean what they have to mean (him, her, it, them).
The context will help you decide.
27 bouleÊsantow: either a gen. absolute with Afig¤syou understood, or a
circumstantial participle in agreement with Afig¤syou in line 28.
33 xrusÚn e‰fÉ = e‰pe [e‰pon is often used of official pronouncements].
A future infinitive is implied.
˘w ín ktãn˙: omission of the antecedent is common. It would be in the
dat. (§ke¤nƒ) if it were there. Relative future more vivid protasis, “who-
ever/if anyone kills” him (Orestes is understood as the object of ktãn˙).
34–6 ≤m›n . . . geg«sin: the use of pl. for sg. is very common in tragedy,
especially for pronouns, body parts, weapons, and words for house.
34 d¤dvsin: historical or narrative present. The present is used to indicate the
past for vividness, as is appropriate to the farmer in telling this surprising fact. 
36 oÈ dØ toËtÒ §jel°gxomai (I am not found wanting in this; it is not in
this that I am found wanting): §jel°gxv + acc. of the point in which one is
refuted; the act. also takes acc. of the person. 
37 lampro¤ [efisi]: after certain adjectives the verb to be in the third person
sg. or pl. (and less commonly in the first sg.) is regularly omitted (Smyth
944c).
39 …w . . . lãboi: use of …w in a purpose clause is common in tragedy.
(Smyth 2193.) See also …w Ïbrin de¤jvmen (58).
40–2 efi . . . ¶sxen . . . ín §jÆgeire . . . ín ∑lyen: contrary to fact condi-
tion in past time.
43 ¥n = her, almost a demonstrative. ènØr ˜de: deictic use of the demon-
strative; the autourgÒw points to himself, giving more substance to the
subject than if he had just said §g≈. sÊnoid° moi: share knowledge with
someone (+ dat.) as a witness.
45 t°kna: pl. for sg. Generalizing plural, cf. 658, 937; Smyth 1012.
47 lÒgoisi: only in words, nominally; dat. of respect.
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48–9 . . . e‡ . . . §sÒcetai: future “emotional” condition: efi with the future,
used when the protasis suggests something feared (Smyth 2328).
52–3 énametroÊmenow . . . ‡stv . . . aÔ toioËtow \n: ‡stv 3rd sg. impera-
tive of o‰da. énametroÊmenow (measuring) and \n: verbs of knowing and
showing take the participle in indirect statement. aÔ shows that toioËtow
points back to m«ron in line 50. 
55 tÒdÉ êggow t“dÉ . . . kãr&: the repeated deictic demonstratives call
attention to her physical situation, the props, her mask and wig with close-
cropped hair. 
61 xãrita: a rarer form for the more common acc. xãrin.
62 Afig¤syƒ pãra: with Aegisthus (i.e., married to, sleeping with). For
accent of pãra see note on 17.
64 gãr: Denniston (GP 78) explains this gãr thus, “Rarely, the gãr clause
gives the cause of what precedes, and, by putting it in question form, the
speaker asks why the cause has been brought into operation.” In Electra,
“The farmer, finding Electra drawing water, breaks in upon her soliloquy. . . .
(Her action is explained by her desire to save her husband trouble. He
enquires the cause of that desire.)”
§mØn . . . xãrin: adverbial acc. of manner or motive, for my sake (Smyth
1608, 1610).
66 taËtÉ (= taËta): either object of éf¤stasai or adverbial acc. at that
with §moË l°gontow, gen. absolute. See also 88 oÈdenÚw juneidÒtow.
67 yeo›sin = yeo›w: expanded forms of the dat. in -si are common in
poetry. yeo›sin is dat. with the adjective ‡son. See Sappho 31.1-2: fa¤neta¤
moi k∞now ‡sow yeo›sin ¶mmenÉ \nhr, “That man seems to me to be equal to
the gods.”
69 ynhto›w: dat. of advantage.
72 mÒxyou: gen. of separation with Épikouf¤zousan, relieving [you] of;
or partitive gen. alleviating your toil.
73 soi: dat. with compound verb.
74 têjvyen = tå ¶jvyen, tén = tå §n; understand ¶rga.
76 yÊrayen from outside the door: the suffix-yen means from, as in
D¤oyen from Zeus, ¶nyen from there, §nteËyen from here/there, ÉIliÒyen
from Troy, ˜yen whence, pÒyen from where?, thlÒyen from afar. 
têndon = tå ¶ndon. 
78 melãyrvn t«ndÉ: in poetry the article is omitted with the demonstrative.
81 dÊnaitÉ ên: potential optative. jull°gein: jÊn is the old Attic spelling
of sÊn. Both forms occur in tragedy. See juneidÒtow 88, but sÊnoide 43,
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juntiye¤w 95, junergãtin 100, but on the same line sugg°nvmai, jun∞ka
260, junaÊjointo 544. In the general vocabulary the forms are given
under sun- .
85 prãssonyÉ ì prãssv faring as I fare: prãssein is often used with neut.
pronouns or adjectives; here ì prãssv is a euphemism for kakã. Note that
the Attic -tt- is avoided in tragic diction, the -ss- common to most other
dialects being used instead. Other examples include gl«ssa, kre¤ssvn,
¥ssvn, yãssvn, YessalÒw; karÊssv (= khrÊssv), aflmãssv, afin¤sso-
mai, éllãssv, énaptÊssv, plÆssv, prosptÊssv, tãssv.
86 x±: see on crasis, 8n.
89 éllãjvn: the future participle is used for purpose.
90 nuktÚw d¢ t∞sde: gen. of time within which.
94 ba¤nv pÒda (also 1173): acc. of instrument of motion (LSJ) or respect,
go on foot, take a step.
95 duo›n: objective gen. (translate for) with ëmillan striving.
97 e‡ m° tiw gno¤h: protasis of a future less vivid condition.
98 nin: acc. (see note on 27–8) subject of indirect statement after fas¤.
102 gãr here is anticipatory, preceding the clause it explains.
103 éllaj≈meya: hortatory subjunctive. See also 109.
105 n“n: 1st person pronoun in dat. dual.
107 éllÉ . . . gãr: when used to mark the appearance of a new character
on the stage, the particles are separated (GP 103–4).
109 •z≈mesya= •z≈meya: -mesya is used when necessary for metrical
reasons instead of -meya.
110 doÊlhw gunaikÒw: gen. of source.

≥n = §ãn: if in future more vivid condition. 
111 §fÉ oÂsi: supply the generic antecedent, on those things on/for which
we have come.
112 Àra [§st¤]: it is time.
112vv. Note that in tragic lyrics Doric long -a- is used for Attic/Ionic -h-:
ırmãn (112), §genÒman (115), stugnå kÒra (117), zÒaw (121), èdonãn
for ≤donÆn (126), tlçmon (131), édelfãn (134), élãtan for élÆthn
(139), k.t.l.
117 Tundãrev: gen. of Tundãrevw, nom. (also 989).
119 poli∞tai: Epic and Ionic have poliÆthw, -ev for pol¤thw, -ou.
120–1 feË feË sxetl¤vn pÒnvn / ka‹ stugerçw zÒaw: the cause of emotion
(here, with feË) goes into the gen. See also 201, o‡moi toË katafyim°nou. . . .
122 §n ÉA¤da: ÉA¤da is Doric/Aeolic gen. sg. masc. with house or halls (in the
dat. with §n) understood, as is common (also after efiw with house understood
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in the acc.; see 662 efiw ÜAidou). The form ÜAidou is also found for the gen.
The expression is spelled out at 1144 kén ÜAidou dÒmoiw. (Smyth 1302.)
123 sfaga›w: dat. of means/manner.
132–4 Notice the complicated word order, the separation of ofiktrån from
édelfãn (hyperbaton), so that Electra seems to encompass the sorrows of
the family, but Orestes too is implicated (lipΔn), though absent.
135 ¶lyoiw: optative of wish.
140 §m∞w épÚ kratÚw: the preposition is frequently put between adjective
and noun.
145 tÚ katÉ ∑mar daily, day by day, day in day out (also 182): the article
is often used with expressions of time to make an adverbial acc.; cf. tÚ
nËn now; tÚ katÉ érxãw in the beginning (Smyth 1611).
146–7 katå . . . temnom°na tmesis: the separation of the (prepositional)
prefix from the verb is common in epic and sometimes imitated in drama.
149 yanãtƒ s“: dat. of the cause (Smyth 1517), usually with expressions
of emotion.
151 oÂa . . . Õw (155): just as/such things as . . . so/thus.
162–3 m¤traisi . . . §p‹ stefãnoiw: §p¤ goes with both datives, but is placed
with the second, as is common in poetry. This construction is called §p‹
koinoË “in common” (K-G 1.550). 
169 ¶mol° tiw ¶molen: repetition to express various emotions, here breath-
less excitement about the news. 
176 yumÚn: acc. of the part affected (a type of acc. of respect).
181 dakrÊvn d° moi m°lei: certain impersonals (de›, m°lei, m°testi,
prosÆkei) are used with the dat. of the person and the gen. of the thing
that is the care (need, share, concern).
184–6 sk°cai . . . efi look at . . . [to see ] if ; consider whether. 
188 ë = ¥ relative pronoun.

ÉmoË (= §moË) pat°row: verbs of remembering and forgetting take the
gen. ÉmoË = §mou by aphaeresis or inverse elision of an e after a long vowel. 
191 dËnai: infinitive of purpose (Smyth 2008–9).
198, 200 §nopçw, sfagiasm«n: gen. with klÊei, which takes gen. of the
person and often of the thing heard or attended to.
202 élãta: Doric or Aeolic gen. sg. masc. of 1st decl. noun élÆthw.
206 toË: the article retains its demonstrative force.
215 §j°bhn: the “dramatic” aor., translated as pres., is used in the 1st person
when the speaker tells of an event that has just happened, or expresses an
emotion that is just coming on or has just happened the instant before
(Smyth 1937, Denniston ad loc.).
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219 §jalÊjvmen (< §jalÊskv escape): hortatory subjunctive.
220 mØ tr°s˙w: prohibitive subjunctive.
221 mØ yane›n: infinitive used for wish (Smyth 2715).
222 ktãnoimi: optative of wish: “I should like to kill,” “may I kill.” s°yen =
sou is used often in tragedy. (Similarly 404, 611, 758, 803.)
223 œn: partitive gen. with verb of touching.
224 ˜tou (= otinow anyone whom): gen. with verb of touching: “there is
no one whom . . .”

y¤goimÉ ín: potential optative
225 ka‹ p«w: used to express astonishment and/or indignation and to
demand an explanation. 
227 kre¤ssvn = kre¤ttvn: irregular comparison of égayÒw, in the sense
of stronger.
229 z«ntow μ teynhkÒtow: understand moË kasignÆtou lÒgouw.
231 misyÚn in/as payment for: the acc. in apposition to the sentence is
frequently used of rewards and punishments (Smyth 991).
232 n“n émfo›n: dual dat.
233 The sentence continues zª of line 230.
234 nom¤zvn: in its original sense, keeping (as law or custom). nom¤zvn
nÒmon: a cognate acc. (acc. of kindred specification) i.e., the noun is of the
same origin as the verb (this is also an example of figura etymologica).
235 oÎ pou: used for something one does not want to believe, surely not . . .
(Denniston ad loc. and GP 492).
237 ke¤nou = §ke¤nou: the two spellings are about equally distributed in
Electra.
238 ˜pvw . . . sumforçw ¶xeiw: ¶xv + adv. be in such and such a way.
sumforçw: partitive gen. with ˜pvw (which often has a gen. added, LSJ
s.v. A.6) what state of fortune you are in.
240 Àste me st°nein: “natural” result clause with the infinitive.
243 t«nd° gÉ §st‹ f¤lteron: gen. of comparison; irreg. comparison of
f¤low: f¤lterow, f¤ltatow.
246 §k toË = §k t¤now why? from what cause?
248 ’mvjÉ: for “dramatic” aor., see on 215. Probably Orestes has just let
out an exometric gasp or groan.
249 ≥lpizen §kd≈sein: verbs of hoping are used with the future infinitive.
251 §ke¤nou his: i.e., the farmer’s.
260 mÆ potÉ §kte¤s˙ d¤khn: object clause after (understood) verb of fearing.
261 prÚw d° and besides: used in its original adverbial function.
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266 tãde: internal object, an extension of the cognate acc.: cf. Íbr¤zein
Ïbrin, commit outrage > Íbr¤zein tãde commit these acts of outrage.
269 œn: with d¤khn, gen. of the crime.
270 o‰den d° sÉ oÔsan: verbs of knowing and showing take the participle
in indirect statement.
273 sÉ = sã.
274 t¤ d∞tÉ ÉOr°sthw prÚw tÒdÉ: understand t¤ [poiÆsei].
279 t“: used as a relative pronoun = ⁄.
280 l°gv: deliberative subjunctive.
282 e‡yÉ ∑n: impf. for an impossible wish.
294 émay¤&: abstract noun for the personal to›w émãyesi.
297 tÚn aÈtÚn ¶ron: review the uses of aÈtÒw.
306 §k conveys a sense of transition as well as expulsion (Denniston ad loc.).
310 én°ortow fler«n ka‹ xor«n: gen. of separation, “without share in festal
rites” LSJ.
312–13 pr‹n §w yeoÁw §lye›n: pr¤n with infinitive.
313 oÔsan: circumstantial participle in agreement with ¶mÉ; probably to
be taken as causal. 
319 m°lan: adjective used predicatively with s°shpen.
321 §n can be used of the instrument, with or by.
339 ka‹ mÆn marks the entrance of a new character or calls attention to
someone or something that has just come into view (GP 356).
341 ¶a: an exclamatory particle used to express surprise, perhaps colloquial. 
345 efiw Ïpopta: n. pl. adj. used as a noun. mØ mÒl˙w prohibitive subjunctive. 
346 tÚn ˆnta dÉ . . . mËyon the truth, the actual story: that it is not in fact
true is part of the irony.
349 ènØr = ı énÆr: crasis, see on line 8.
351 s«n te m°mnhtai kak«n: see on 188.
352 ésyenØw feÊgvn énÆr: repeated from 236.
355 tå m¢n . . . tå d¢: understand kakã from the previous line.
366 §mÚw t∞w éyl¤aw: t∞w éyl¤aw in agreement with the gen. idea implied
by the possessive adj. §mÒw, as if §mÒw were §moË. 
370 tÚ mhd¢n: as a noun, a nothing, a good-for-nothing.
374 ploÊtƒ: dat. of means, by [the criterion of] wealth.
376 kakÒn: understand e‰nai. Probably masc. rather than an object in the
neut. of didãskei (a verb that may take two accusatives, teach somebody
something). That is, it teaches a man to be evil rather than it teaches a man
evil, which would more likely be kakã.
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383 oÈ mØ éfronÆseyÉ: oÈ mØ with the future in strong prohibitions
(Smyth 2756a).
394–5 p°nhw . . . prÒyumow . . . j°now: that is, a j°now who is p°nhw but
prÒyumow (see also 253).
397–8 §boulÒmhn dÉ ên, efi kas¤gnhtÒw me sÚw /. . . ∑gen eÈtux«n . . . :
Perhaps, I would prefer [it], if . . . , contrary to fact condition. In the sense
of “prefer,” boÊlomai is usually used with mçllon or with ≥.
400 xa¤rein §«: permit to say farewell, idiom for I have no use for.
405 me¤zonaw sautoË j°nouw: irreg. comparative of m°gaw; gen. of 
comparison.
412 pÒleow is used for pÒlevw for metrical reasons in Attic poetry (Smyth
270 N.1).
413 Changing tÒndÉ §w dÒmouw éfigm°non to t«ndÉ §w dÒmouw éfigm°nvn
makes a little better sense, but is not certain.
416 §ks–zei pot°: historical pres.
418–19 égge¤laimen ên, efi . . . a‡syoitÉ: future less vivid.
421 ˜son tãxow: adverbial acc., with all speed, as quick as you can.
425 ßn gÉ §pÉ ∑mar: for just the one day, §p¤ + acc. for the extent of time. 

toÊsde plhr«sai borçw: verb of filling with acc. and gen. (of that
with which they are filled)
429–30 t∞w dÉ §fÉ ≤m°ran borçw / §w smikrÚn ¥kei: it [money] comes to
little as the price of food for the day (after Denniston).
431 ‡son f°rei: carries (holds) or gets an equal amount.
439 ëlma: acc. of respect with koËfon. 
444 xrus°vn . . . teux°vn: gen. of material, defining what something
consists of.
465 éel¤oio = ≤l¤ou: epic form of gen.
490 prosb∞nai: infinitive used like acc. of respect with the adj. Ùry¤an
steep (489).
491 §jelkt°on: verbal implying necessity, one must.
494 t«n §m«n boskhmãtvn: gen. of separation with verb Ípospãsaw (495).
496 teux°vn: gen. of separation with verb §jelΔn.
504 m«n = mØ oÔn: interrogative particle introducing a question that
expects a no answer.
506 §n xero›n: dual dat.
509 pãrergÉ (= pãrerga) ıdoË: acc. in apposition to the sentence.
510 §rhm¤aw: gen. with tux≈n.
513 pÒkƒ: dat. of respect.
522 oÂw = §ke¤noiw oÂw.
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523 ˜moia: predicate nom. s≈matow: part. gen. with tå pÒllÉ.
531 mÆ: with a participle having indefinite or conditional force.
534 ín . . . ín: ên is often repeated for emphasis (Smyth 1765).
536 duo›n édelfo›n: gen. dual, brother and sister.
537 ërshn = ı êrshn (crasis).
540 mØ yane›n: infinitive of purpose (Smyth 2008).
541 ≤n¤kÉ §kp¤ptei: historical pres.
542–4 efi d¢ kêkrekon p°plouw: contrary to fact protasis.

p«w ín tÒtÉ Ãn pa›w taÈtå nËn ¶xoi fãrh, efi mØ junaÊjoinyÉ ofl
p°ploi t“ s≈mati; future less vivid condition.
553 toË (= t¤now) potÉ: pote is often added to question words with inten-
sive force: t¤w pote who in the world?
559 tƒ = tini: dat. with verb meaning compare (Smyth 1466).
571 ırçn: inf. in indirect statement with subject omitted.
573–4 ¥n . . . Ωmãxyh: cognate acc.
578 yumÒn: acc. of the part affected: in my heart.
603 t“ = t¤ni.
604 po¤an ıdÒn: acc. of extent of space.
614 p«w lãbv: subjunctive in deliberative question.
618 toÈny°nde: crasis for tÚ §ny°nde the next step.
620 mhnÊseiaw, afisyo¤mhn: optatives of wish.
632 ≤m›n ín e‰en, efi krato›men, eÈmene›w: Orestes’ hesitancy or diffidence
shows in his use of the future less vivid condition in his question.
638 μn (= §ãn) yeÚw y°l˙: future more vivid protasis.
649 duo›n ˆntoin: dat. dual. 
652 lex≈: acc., predicate in indirect statement with participle after
épãggelle.
654 d°xÉ < d°ka. lex≈ nom., subject of ègneÊei keeps pure; i.e., she is
defiled from giving birth and avoids contact with others. Such ideas have
prevailed into the modern world.
657 aÈtª soË m°lein: see note on 181.
662 smikrÚn = smikrÒn §stin.

efiw ÜAidou: i.e., into [the house/halls of] Hades.
663 efi går yãnoimi: optative of wish.
685 A‡gisyon yane›n: infinitive in indirect command.
708 ÉAgorån égorãn: terminal acc., to.
710 ÙcÒmenoi: the future participle is used for purpose.
712 ÉAtreidçn: gen. pl.
730 éoËw: gen. < é≈w = ±≈w, ßvw dawn.
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741 dustux¤& brote¤ƒ: dat. of purpose, for, to the . . .
745 œn: gen. with verb of remembering.
754 makrån: understand ıdÒn; a long way, adverbial acc.
770 taÎyÉ = taÎta = tå aÈta;/ review uses of aÈtÒw. 
772 po¤ƒ trÒpƒ d¢ ka‹ t¤ni =uym“: dat. of manner.
805 bouyute›n (continue to sacrifice cattle ): infinitive in a wish or
prayer. Aegisthus’ invocation of the Nymphs shows that he implies “grant
that I . . . ,” dÒte (Smyth 2014).
843 ≥spairen ±lãlaze: asyndeton (absence of conjunctions) is used for
vividness of description (Smyth 2166).
845 éndre¤aw dÉ Ïpo: with abstract nouns ÍpÒ is used for manner:
bravely, manfully. On anastrophe (shift of accent) see note on line 17.
868 §leÊyeroi: predicate adjective. 
879 xar&: dat. with compound adj. jÊnaulow in harmony with.
881 t∞w ÍpÉ ÉIl¤ƒ mãxhw: gen. of cause or source.
894 t“ sãfÉ efid°nai: articular infinitive in dat. with compound verb
prosy«men (895), add . . . to your certain knowledge.
921 tou = tinow.
924 oÂ: dat. of the 3rd person sg. indirect reflexive: no nom.; gen. o; acc. ß.
928 êmfv ponhrΔ . . . ˆnte: dual nom.
929 toÈke¤nhw = tÚ §ke¤nhw with kakÒn.
940 braxÁn . . . xrÒnon: acc. of duration of time.
942 a‡rei kakã: raises, lifts, that is, bears (as a burden) or lifts and takes
away, relieves.
954 moi: ethical dative, used of 1st and 2nd person pronouns to show or
elicit the interest of the person in the action. Often may be translated please,
if you please, you see, etc. (Smyth 1486).
994 seb¤zv sÉ ‡sa ka‹ mãkaraw: ka‹ with words of sameness or like-
ness, as.
1024–6 kefi . . . ¶kteine poll«n m¤an Ïper, suggn≈stÉ ín ∑n: condition
contrary-to-fact.
1036 ÍpÒntow toËdÉ: gen. absolute, “with this as our foundation.”
1060 prooim¤ou: appositive gen. (gen. of explanation). 
1061 e‡yÉ e‰xew: impossible wish with impf.
1063 suggÒnv: dual nom.
1072 épÒntow éndrÒw: see 1036.
1090 misyoË: gen. of price.
1102 p°fukaw pat°ra sÚn st°rgein: intransitive forms of fÊv + inf.
imply be born or disposed by nature to do something (LSJ s.v. II.2).
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1106 xa¤rv ti: acc. of the internal object, take any joy. 
§mo¤: dat. of agent with pf. pass.

1118 paÊsomai yumoum°nh: paÊv with supplementary participle.
1149 §mÚw §mÚw érx°taw: an example of pathetic repetition.
1151 §n°pontow: gen. absolute with aÈtoË understood.
1168 xeiroum°nhw: gen. of the cause of an emotion with ’mvja or gen.
absolute.
1181 êpoinÉ = êpoina: acc. in apposition to the sentence, in payment for
(+ gen.)
1188 Ípa¤ = ÍpÒ: + gen. of agent.
1261 m∞nin: adv. acc. in apposition to the sentence, in anger. 

énos¤vn numfeumãtvn: gen. of the cause of the emotion.
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Words in bold are used five or more times in Electra. For words that occur
only once in the play the line number is given. Principal parts that are used in
the text are provided in the entries for irregular verbs and verbs that are likely
to be unfamiliar to intermediate students. This word list is based on Marianne
McDonald’s Concordance (TLG, 1985). The combination of dash with acute
[-Ä] means the accent shifts forward from antepenult to penult or changes
from circumflex to acute. After a line number, “v” refers to a reading noted in
the commentary; “alt.” refers to an alternate reading not commented on.

î ah! (1160) 
égayÒw, -Æ, -Òn good, noble
êgalma, -Ämatow, tÒ honor, gift for the dead or the gods, adornment, statue
ÉAgam°mnvn, -onow, ı Agamemnon
êgan very much, too much, too
égg°llv, éggel«, ≥ggeila announce, be a messenger of
êggelow, -Äou, ı messenger
êggow, -ouw, tÒ vessel, pitcher, bucket, urn (55)
ége¤tvn, -on neighborless (1130)
égla˝a, -aw, ≤ splendor, beauty, joy, adornment; pl. vanities, festivities
églãÛsma, -Ämatow, tÒ adornment, honor, offering (325)
ëgneuma, -Ämatow, tÒ chastity, religious purity (256)
ègneÊv keep pure, purify (654)
ègn¤zv pf. m-p ¥gnismai make pure, consecrate (793)
ègnÒw, -Æ, -Òn pure, free of defilement or pollution, chaste
égorã, -çw, ≤ assembly
égoreÊv speak in the assembly, proclaim
êgorow, -Äou, ı [= égorã] used in pl. assembly
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êgra, -aw, ≤ prey (472)
êgraulow, -on in the country (342)
êgriow, -a, -on wild, savage (1116)
égriÒv make savage, provoke (1031)
égrÒw, -oË, ı field 
égrÒteira f. of égrotÆr, as adj. country, in the country (168)
égrotÆr, -∞row, ı country-dweller, rustic (463)
êgv, êjv bring, lead
ég≈n, ég«now, ı contest, struggle, race; [the debate scene in a tragedy]
ég≈nisma [< ég≈n] contest, conflict (987)
édelfÆ, -∞w, ≤ sister
édelfÒw, -oË, ı brother
ÜAidhw, -ou or ÉA˝da, ı Hades, death, the underworld
édik°v, -Æsv, ±d¤khsa, ±d¤khka, ±d¤khmai do wrong (to + acc.), commit

injustice
êdikow, -on unjust (584); éd¤kvw unjustly
ée¤ forever, always
ée¤rv epic form of a‡rv raise (873)
é°lptvw unexpectedly
ézÆmiow, -on free from penalty (295)
ÉAy∞nai, -«n, afl Athens, Attica
êyliow, -Äa, -on unhappy
éyr°v look, gaze upon
éyum°v be dispirited (831)
a‰, afia› a cry of distress, alas
a‰a, -Äaw, ≤ land, earth
A‡gisyow, -Äou, ı Aegisthus, Aigisthos
afiyalÒv soil with smoke or soot (1140)
afiy°riow, -Äa, -on high in the air
afiyÆr, -°row, ≤ air, climate
aÂma, -Ämatow, tÒ blood
aflmãssv, aor. pass. Ωmãxyhn make bloody, stain with blood (574)
afin°v praise, go along with, agree to, put up with
afin¤ssomai, afin¤jomai speak in riddles (946)
a‰now, -Äou ı story, tale (1062)
aflr°v, aor. eÂlon, pf. m-p ørhmai take, seize, destroy; mid. choose
a‡rv, aor. ∑ra raise, lift, get underway, take up and bear, take away
afisyãnomai, aor. ºsyÒmhn perceive, feel
a‡syhsiw, -Äevw, ≤ feeling, perception, sensation (290)
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é¤ssv, aor. ¬ja dart, shoot up (844)
afisxrÒw, -ã, -Òn shameful, ugly; afisxr«w shamefully
afisxÊnv make ugly; pass. be ashamed
afit°v pray, beg
afit¤a, -aw, ≤ cause, blame, responsibility
a‡tiow, -Äa, -on blameworthy, responsible
afixmãlvtow, -on taken by the spear, captive, prisoner of war (1008)
êkanya, -Ähw thorn, prickly plant, backbone, spine (492)
ék°leustow, -on unbidden (71)
ékmÆ, -∞w, ≤ prime, peak, flower, most fitting time, critical moment
êkmvn, -onow, ı anvil (443)
éko¤thw, -ou, ı husband (166)
êkow, -ouw, tÒ cure, remedy (1111)
ékous¤vw against the will (670)
ékoÊv, ékoÊsomai, ≥kousa hear, have something said of one, hear one-

self called
êkra, -aw, ≤ highest point, hilltop, end, extremity, citadel (442)
ékribÆw, -°w exact, precise, (367)
êkrow, -a, -on topmost, on the tip; ˆnuxaw §pÉ êkrouw stãw standing on

tiptoe (840); superl. ékrÒtatow (1233)
éktÆ, -∞w, ≤ shore, headland, promontory (441)
éla¤nv wander around
élalãzv raise a cry, cry aloud
êlastow, -on not to be forgotten, inconsolable 
élãstvr, -orow, ı avenging spirit (979)
élg°v feel pain (1118)
êlgistow, -Äh, -on (superl. based on êlgow pain, grief) most painful
élhteÊv wander (of beggars and exiles)
élÆthw, -ou, ı wanderer
ÑAlirrÒyiow, -ou, ı Halirrothius (“sea-beaten”), son of Poseidon, killed

by Ares for raping his daughter (1260)
ëliw (adv.) enough, with moderation (73)
èl¤skomai, aor. •ãlvn (athematic 2 aor.; stem èl-) be caught, be grasped

(as if passive of aflr°v) (189)
éllã but
éllãssv, éllãjv, ≥llaja give in return, exchange
êllow, -h, -on another, other
éllÒtriow, -Äa, -on belonging to another, foreign
êllvw besides, otherwise
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ëlma, -atow, tÒ leap, spring (439)
êloutow, -on unwashed (1107)
êloxow, -ou, ≤ wife
ëlw, èlÒw, ≤ the sea
ÉAlfeÒw / ÉAlfeiÒw the river Alpheus
ëlvsiw, -Äevw, ≤ capture, conquest (1024)
ëma at once, at the same time
émay¤a, -aw, ≤ ignorance, lack of culture
èmajitÒw, -oË, ≤ [ıdÒw] wagon track (775)
èmartãnv err, miss the mark, fail; lose (+ gen.) (1036)
éme¤bv, éme¤cv, ≥meica exchange (give or take in exchange), pass through,

leave
éme¤nvn, êmeinon better (comparative of égayÒw)
èm°terow = ≤met°row our
ém°trhtow, -on immeasurable, countless (433)
émÆxanow, -on without resource, helpless, impossible 
ëmilla, -Ähw, ≤ contest, conflict, desire, striving after (95)
ÉAmmvn¤w, gen. -¤dow (adj.) of Ammon (734)
émoibÆ, -∞w, ≤ repayment, requital (for + gen.) (1147)
èmÒw, -Æ, -Òn = ≤m°terow our; my (also émÒw)
émÊnv keep off, ward off, defend
émfÆkhw, -ew two-edged, cutting both ways (688)
émf¤ (+ gen., dat., acc.) around, near, about
émfibãllv throw around, put on (1231)
émfit¤yhmi, aor. émf°yhka put around (512)
émf¤tomow, -on two-edged (164)
émfÒterow, -Äa, -on both (1306)
êmfv, -oin both
ên = §ãn if
ên conditional particle
énã (before labials êm) prep.+ acc. up to, up along, over, through; énå

stÒma ¶xein (80) to have constantly in the mouth (i.e., on one’s lips);
also + dat. on, upon

énagkãzv, aor. pass. ±nagkãsyhn compel, put énãgkh upon (922)
énagka›ow, -Äa, -on constrained by force, indispensible, connected by

blood (293)
énãgkh, -hw, ≤ necessity énãgkh [§st¤] + infinitive: it is necessary
énãgv, -ãjv bring up, bring back (from the dead) (126)
énãdhma, -Äatow, tÒ hair band (882)
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éna¤nomai shun, reject
énair°v pf. mid. énπrhmai take up, annul, destroy (608)
énal¤skv aor. énÆlvsa use up, spend, consume, destroy (681)
énametr°v measure back, measure out (52)
énamimnÆskv, aor. én°mnhsa remind (504)
énandr¤a, -aw, ≤ unmanliness, cowardice (982)
ênaj, ênaktow, ı king, lord
énaptÊssv pf. mid. én°ptugmai unfold, open (357)
énaptuxÆ, -∞w, ≤ opening (868)
énãptv make fast, kindle, light up (801)
énarrÆgnumi, aor. én°rrhja break up, break open (837 alt.)
énaskeuãzv, pf. mid. éneskeÊasmai carry away, dismantle; pass. be

bankrupt (602) 
énaspãv, aor. én°spasa draw up, pull up (582)
ênassa, -Ähw, ≤ queen (678)
énãssv be king, be lord (835)
énat¤yhmi, -yÆsv attribute, ascribe (1296)
êndhma see énãdhma
éndre¤a, -aw, ≤ courage, brave spirit (845)
éndre›ow, -Äa, -on manly, masculine (949)
én°lpistow, -on unhoped for, unexpected, hopeless (570)
én°ortow, -on without festival, not participating in festivals (310)
êneu (+ gen.) without (81)
én°xv, aor. ±n°sxon hold up; mid. hold up what is one’s own, hold oneself

up, bear up, suffer, put up with
énÆr, éndrÒw, ı husband, man
ény°v blossom, bloom (944)
ênyrvpow, -Äou, ı / ≤ person, human being, man
én¤hmi, aor. én∞ka / éne›men send up, let go, loosen (826)
énistor°v ask about, make inquiry of (830)
énÒnhtow, -on without profit, in vain 
énÒsiow, -on unholy (of the dead), without funeral rites; adv. énos¤vw in

an unholy way, without the rites of the dead
énspãv see énaspãv
énte›pon deny (361) 
ént¤ (+ gen.) instead of, at the price of, in return for
éntid¤dvmi, aor. ént°dvka give in return, give instead of (957)
ént¤prƒrow, -on prow to prow, ready for action, face to face (846)
éntit¤yhmi, aor. ént°yhka / ant°yemen set against, set in opposition (1049)
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êntitimvr°omai take vengeance (849)
éntifeÊgv go into exile in turn (1091)
énumn°v proclaim by oracle (1190)
ênv up
êjiow, -Äa, -on worthy, deserved (êjiÒn §sti it is worthwhile); adv. éj¤vw
éjiÒv think worthy, expect
éj¤vma, -Äatow, tÒ honor, rank: usually refers to high rank, but at 658 prob-

ably low rank
éo¤dimow, -on sung of, celebrated in song, won by song (471)
îor, êorow, tÒ sword, weapon (476)
épagg°llv, fut. épaggel« aor. épÆggeila report, bring news
épa¤rv, aor. ép∞ra lift off, carry away, depart (774)
épallãssv, aor. pass. éphllãxyhn, pf. m-p épÆllagmai set free; pass.

depart from, be removed from
èpalÒw, -Æ, -Òn soft, tender (1337)
épantãv meet (666)
épajiÒv disown, think unworthy (256)
éparn°omai deny utterly
épãrxomai, aor. éphrjãmhn make a beginning (esp. of a sacrifice), offer (91)
épatãv cheat, deceive (938)
épeikãzv, aor. pass. ép˙kãsyhn represent, copy; pass. become like (979) 
êpeimi (efim¤) be away
épeirÒdrosow, -on without dew, parched (735)
ép°rxomai, aor. ép∞lyon go away (223)
épÆnh, -hw, ≤ wagon (998)
êpistow, -on not to be trusted, faithless (350)
épÒ away from (+ gen.)
épod¤dvmi, -d≈sv pay, render (912)
épozeÊgnumi, aor. pass. épezeÊxyhn part, separate (284)
époik¤zv, aor. ép–kisa send away from home, banish (1008)
êpoina, tã punishment (1181)
épokte¤nv, -kten« kill (1094)
épole¤pv, -le¤cv leave behind, lose (1310)
épÒllumi, 1 aor. ép≈lesa; 2 aor. mid épvlÒmhn destroy; mid. die, perish
ÉApÒllvn, -vnow, ı Apollo
éporrÆgnumi, éporrÆjv break off (837)
épvy°v thrust off
êra then, therefore
îra question particle asking for information, but not implying the answer

expected.
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érar¤skv, pf. êrara fit together, fit well; pf. be fitted or furnished with (948)
érbÊlh, -hw, ≤ boot, heavy shoe, half-boot (of country people, travelers,

hunters, goddesses, and women: Denniston) 532
ÉArge›ow, -Äa, -on of/from Argos
ÖArgow, -ouw, tÒ Argos, the Argolid
êrgow, -ouw, tÒ plain [see Strabo 8.6.9] (1)
érgÒw, -on idle, lazy, not working (80)
êrgurow, -on, ı silver, money (558)
ÖArhw, ÖAreow, ı Ares
êryron, -ou, tÒ joint (842)
ériymÒw, -oË, ı number 
éristeÊw, -°vw, ı mostly in pl. those who excel, chiefs (22)
êristow, -Äh, -on best, most excellent
ÉArkãw, -ãdow, ı Arcadian (1273)
érk°v, aor. ≥rkesa be enough (1300)
êrktow, -ou, ≤ bear, the north (733)
êrkuw, -uow, ≤ net (965)
ërma, -atow, tÒ chariot (320)
èrmÒzv fit together, join, betroth (24)
érnÒw, -oË, ı lamb 
érotÆr, -t∞row, ı farmer (104)
êroura, -Äaw, ≤ plowland, farmland (79)
èrpagÆ, -∞w, ≤ prey, (896)
èrpãzv, aor. ¥rpasa, pf. mid. ¥rpasmai, aor. pass. ≤rpãsyhn seize,

snatch up
êrshn, -en male
értam°v tear to pieces, butcher (816)
êrti / ért¤vw just now
érxa›ow, -Äa, -on ancient, old
érx°taw, -ou, ı ruler, leader, prince, general (1149)
érxÆ, -∞w, ≤ beginning
érxhg°thw, -ou, ı first leader, author, founder (891)
êrxv begin, rule over (+ gen.) (985)
êshmow, -on without mark, obscure (749)
ésyenÆw -°w without strength, weak, poor, needy, insignificant
ÉAs¤w, -¤dow fem. adj. Asian; pl. used as a noun, Asian women (315)
ésk°v work, form by art, dress up (1073)
éskÒw, -oË, ı skin, wineskin (511)
êsofow, -on unwise, foolish (1302)

298 EURIPIDES’ ELECTRA



éspa¤rv gasp, struggle (of the death throes; 843)
êspasma, -atow, tÒ embraces (596)
ésp¤w, -¤dow, ≤ shield (455)
éspistÆw, -oË, ı warrior, person armed with a shield (443)
êspondow, -on receiving no libations, without a truce, admitting no truce,

implacable (905)
éstÒw, -oË, ı citizen (795)
êstron, -ou, tÒ used in pl. the stars
êstu, êstevw, tÒ city, town
étalÒw, -Æ, -Òn tender, delicate (699)
éterpÆw, -°w joyless (293)
êth, -hw, ≤ ruin, delusion (1307)
étimãzv, pf. m-p ±t¤masmai bring dishonor on, disenfranchise (323)
êtokow, -on not having had a child (1127)
ÉAtre¤dhw, -ou, ı Atrides, son of Atreus (Agamemnon, Menelaus); pl.

Atreidae
ÉAtreÊw, -°vw, ı Atreus (father of Agamemnon and Menelaus) (721)
aÔ again
aÈyãdhw, -ew stubborn, surly, willful (1117)
aÔyiw again, after this (597)
aÈlÆ, -∞w, ≤ hall (168)
aÈl¤zomai lie in the courtyard, live, be housed, spend the night, be stalled

or stabled like an animal (304)
AÔliw, -Äidow, ≤ Aulis (1022)
aÎjv increase (718)
aÎra, -aw, ≤ breeze
é#t°v cry, shout, call on
aÈtÒw, -Æ, -Ò -self; with article: same; in oblique cases: him, her, it, etc.
aÍtoË, aÍt∞w (•autoË, •aut∞w) (of) himself, herself
aÈtourgÒw, -oË, ı one who works his land himself, one who works for himself
aÈtÒxeir, aÈtÒxeirow (gen.) with one’s own hand (1160)
aÈx°v boast, claim, take pride in, be confident in (939)
aÈxÆn, -°now, ı neck (1288)
éfair°v take away (928)
êfantow, -on made invisible, blotted out, secret, obscure (1191)
éf¤hmi, pf. mid. êfeimai let go, dismiss
éfikn°omai, aor. éfikÒmhn, perf. éf›gmai arrive
éf¤sthmi trans. remove; intrans. stand away, desist (66)
ÉAxai¤w, -¤dow, ≤ Achaian (land) (1285)
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éx°taw, -ou, ı [= ±x°thw] clear-sounding, shrill, chirping, musical (< ±x≈)
used as noun or adj. (151)

êxyow, -ouw, tÒ burden (108)
ÉAxilleÊw, -°vw, ı (acc. ÉAxil∞) Achilles, Achilleus
êxow, -ouw, tÒ pain, distress
éxre›ow, -on useless (883)
é≈w (gen. éoËw) [= ±≈w, ßvw] dawn (730)

bãyron, -ou, tÒ step, base; pl. foundation 
ba¤nv, bÆsomai, ¶bhn, b°bhka step, go
bãllv, aor. ¶balon, pf. b°blhka, pf. m-p §kb°blhmai, aor. pass. §kblÆyhn

throw, fling
bãrbarow, -on non-Greek, foreign (7)
bãrow, -ouw, tÒ burden, weight (1287)
barÊw, bare›a, barÊ heavy, severe, stern
bas¤leia -Äaw, ≤ queen
bas¤leiow, -Äa, -on royal (187)
basileÊw, -°vw, ı king
basileÊv be king (12)
basilikÒw, -Æ, -Òn of a king, royal
bãsiw, -evw, ≤ step, footprint (532)
bastãzv carry, support (696)
b°baiow, -on certain, secure
b°low, -ouw, tÒ something thrown, weapon, arrow, sword
belt¤vn, -on better (1061)
b∞ma, -Äatow, tÒ step, (954)
b¤ow, -ou, ı life, livelihood, living
b¤otow, -Äou, ı life (1352)
blãptv harm (974)
bl°pv, aor. ¶bleca look, see, be alive
bl°faron, -Äou, tÒ eyelid, eye
boÆ, bo∞w, ≤ (boã) loud cry, shout
bohdrÒmow, -on giving aid, bringing help (963)
bÒlow, -ou, ı cast (of a net), catch (of fish) (582)
borã, -çw, ≤ food (of animals), simple food
bÒskhma, -Äatow, tÒ flock (494)
bÒstruxow, -Äou, ı curl, lock of hair
bouyut°v sacrifice or butcher cattle 
boÊleuma, -Äatow, tÒ resolution, purpose
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bouleÊv plan
boulÆ, -∞w, ≤ wish, will, design (162)
boÊlomai wish
boËw, boÒw ı, ≤ bull, ox, cow (79)
bousfag°v slaughter cattle (627)
bouforbÒw, -oË, ı herdsman, cowboy (252)
braxÊw, -e›a, -Ê short
br°taw, -eow, tÒ image, a wooden image of a god (1254)
br°fow, -ouw, tÒ newborn baby (1129)
br°xv, aor. pass. §br°xyhn (326) wet, shower, drench; pass. be drunk
br¤yv, pf. act. b°briya be heavy, be weighed down (305)
brontÆ, -∞w, ≤ thunder (748)
brÒteiow, -on human, mortal (741)
brotÒw, -oË, ı mortal, human being
brÒxow, -ou, ı noose (154)
bÊrsa, -hw, ≤ skin, hide (824)
bvmÒw, -oË, ı altar

ga›a, -aw, ≤ / Ga›a earth, land /Earth, Gaia
galaktopÒthw, -ou, ı milk-drinker [Herodotus 1.216; 4. 186] (169)
gam°v, aor. ¶ghma marry
gãmow, -ou, ı marriage
gãr for; yes; ka‹ gãr in fact
gaurÒomai take pride in, exult in (322)
ge at least, yes
gegvn¤skv cry aloud, shout, proclaim (809)
ge¤nomai, aor §geinãmhn give birth, bear, father
genna›ow, -a, -on high-born, noble, true to one’s birth
g°now, -ouw, tÒ birth, kinship (37)
g°nuw, -uow, ≤ jaw, cheek, face
geraiÒw, -ã, -Òn elderly, old
gera¤rv honor, reward (712)
g°raw, -aow, tÒ prize of honor (1003)
g°rvn, -ontow, ı old man; as adj. elderly
g∞, g∞w, ≤ / G∞ earth, land / Earth
g∞ruw, -uow, ≤ voice (754)
ghrÊv sing, cry (1327)
g¤gnomai, genÆsomai, §genÒmhn, g°gona (participle: geg≈w) come into being,

become, prove to be, turn out to be
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gign≈skv, aor. ¶gnvn, pf. ¶gnvka, aor. pass. §gn≈syhn know
gl«ssa, -Ähw, ≤ tongue, talk
gn≈mh, -hw, ≤ means of knowing, thought, judgment, intelligence
gnvr¤zv, gnvri« make known, come to know (630)
gnvr¤mvw intelligibly (946)
goneÊw, -°vw, ı parent (257)
gÒnimow, -on productive, of a parent, life-giving (1209)
gÒnow, -ou, ı offspring, child (450)
gÒnu, gÒnatow, tÒ knee (492)
gÒow, -ou, ı wailing, sound of grief
Gorg≈, GorgÒnow, ≤ Gorgon
gorg≈c, -«pow (gen.) fierce-eyed, gorgon-faced (1257)
goËn at least
grammÆ, -∞w, ≤ line, starting or finish line (956)
gÊhw, -ou, ı measure of land for plowing, field (79)
gumnÒw, -Æ, -Òn naked, unclothed (308)
gumnÒv strip naked, bare (823)
gunÆ, gunaikÒw, ≤ woman, wife

da¤ form of dÆ used in questions with an interrogative to show interest or
surprise

da¤mvn, -onow, ı / ≤ spirit, fortune
da¤w, daitÒw, ≤ meal, banquet 
dãknv bite, sting, cause pain or grief
dãkru, -uow, tÒ tear (181)
dãkruon, -Äou, tÒ tear
dakrutÒw, -Òn to be wept over (1182)
dakrÊv weep (658)
dãmar, dãmartow, ≤ wife
daneismÒw, -oË, ı money-lending, borrowing (858)
dapãnh, -hw, ≤ cost, money spent (429)
Dãrdanow, -Äou, ı Dardanus, founder of Dardania, a city on Mt. Ida, and

forefather of the eponymous founders of Troy, Tros and Ilus (5)
d° and, but
d°doika see de¤dv
de› it is necessary
de›gma, -Äatow, tÒ sample, pattern, evidence (1174)
de¤dv, aor. ¶deisa, pf. (with pres. meaning) d°doika fear
de¤knumi, aor. ¶deija show
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de¤laiow, -Äa, -on sorry, wretched (183)
de›ma, -Äatow, tÒ fear
deima¤nv be afraid (834)
deinÒw, -Æ, -Òn terrible
d°ka ten (654)
d°katow, -Äh, -on tenth (1126)
dek°thw, -ew lasting ten years (1152)
delf¤w, -›now, ı dolphin (435)
d°maw, tÒ (only nom. and acc.) body, form
dejiÒw, -ã, -Òn right (xe¤r) dejiã right hand
d°rh, -hw, ≤ neck
d°rkomai, pf. d°dorka see
d°spoina, -Ähw, ≤ mistress, lady of the house
despÒthw, -ou, ı master
d°xomai, d°jomai, §dejãmhn accept, receive
d°v see de›
dÆ indeed, to be sure
d∞ye stronger form of dÆ I suppose (268)
d∞low, -Äh, -on plain, clear (660)
dhmÒthw, -ou, ı townsman (643)
d∞ta then, now, of course; in answers or to correct the previous speaker:

yes indeed; no rather 
diã through, in the midst of (+ gen.), through, on account of (+ acc.)
diãbroxow, -on wet through, soaked (503)
diagrãfv write through, strike off, draw a line through (1073)
diãdromow, -on running through, wandering, lawless (1156)
diair°v take apart, divide (839)
diakna¤v, aor. di°knaisa scrape through, wear away (1307) 
dialambãnv, aor. di°labon grasp separately, distinguish (373)
diamãv, aor. diÆmhsa cut through, scrape, slash (1023)
diamey¤hmi (aor. -∏ka, -eÂmen) leave off, give up (978)
dianÊv, aor. diÆnusa bring to an end, accomplish, complete, finish (a

race) (825)
d¤aulow, -Äou, ı double pipe, double course (825)
d¤gonow, -on twice-born, double, twin (1179)
didãskv teach (376)
d¤dvmi, d≈sv, ¶dvka (¶domen), d°dvka give
di°pv manage, conduct; mid. be engaged in (146v L)
dikãzv judge, determine on (1094)
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d¤kaiow, -Äa, -on just
d¤kh, -hw, ≤ / D¤kh justice, penalty, judgment, doom / Justice; d¤dvmi d¤khn

requite, pay (the penalty)
d¤krotow, -on double-beating, [a road] for two carriages, double rutted (775)
D¤oyen sent from Zeus (736)
diÒllumi, aor. di≈lesa destroy utterly
DiÒnusow, -Äou, ı Dionysus (497)
DiÒskoroi, -Ävn, ofl the sons of Zeus, Dioscuri (Castor and Polydeuces)

(1239)
diploËw, -∞, -oËn double, twofold, bent over double (492)
d¤ptuxow, -on double, twofold, pl. two (1238)
d¤w twice, doubly 
dissÒw, -Æ, -Òn double, twofold (825)
di≈kv chase, pursue (574)
dmvÆ, -∞w, ≤ female slave captured in war (316)
dm≈w, -vÒw, ı slave taken in war 
dok°v, dÒjv, ¶doja think, seem 
dok≈, -oËw, ≤ [= dÒkhsiw] opinion, impression, fancy (747)
dÒliow, -Äa, -on deceitful
dÒlow, -ou, ı bait, trick, deceit 
dÒmow, -ou, ı home, house (often in pl. of one house)
dÒja, -hw, ≤ reputation (1013)
dÒjasma, -Äatow, tÒ opinion (383)
dor¤ponow, -on toiling with the spear (479)
dÒru, dÒratow, tÒ spear
dorÊforow, -Äou, ı spear-bearer, bodyguard (616)
doËlow, -Äou, ı slave
doxÆ -∞w, ≤ receptacle, holder; doxa‹ xol∞w gallbladder (828)
drãkvn, -ontow, ı serpent (1256)
drame›n see tr°xv run (a course or a risk) (1264)
drãv, drãsv, ¶drasa, pf. m-p d°dramai do
dr°pv pluck, pick (778)
dromeÊw, -°vw, ı runner (824)
drÒmow, -ou, ı course, race (474)
drÊoxa, tã woods (1163)
drÊptv tear, strip (150)
dÊnamai, dunÆsomai be able, can
dÊo, duo›n (gen. and dat.) two
dusãrestow, -on hard to please, implacable, cranky (904)
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dusgenÆw, -°w low born (363)
dusgnvs¤a, -aw, ≤ difficulty of knowing (767)
dusda¤mvn, -on unfortunate, ill-starred (199)
duse¤matow, -on ill-clothed (1107)
dusynπskv die a bad/slow death (843)
dusmenÆw, -°w ill-meaning, hostile (847)
dussebÆw, -°w ungodly, impious 
dÊsthnow, -on unhappy
dustux°v be unfortunate (605)
dustuxÆw, -°w unhappy, unfortunate
dustux¤a, -aw, ≤ bad luck (741)
dÊv / dÊnv, -dÊsv, ¶dun sink, put on (clothes), enter, come over/upon
d«ma, d≈matow, tÒ house; very commonly in the plural for a single

household.
DvrikÒw -Æ, -Òn Doric, Dorian (836) 
Dvr¤w, -¤dow (gen.) fem. adj. Dorian (819: Dorian knife)

¶a a cry of surprise: ah, alas, huh
§ãn (≥n) if (used in future less vivid and present general conditions)
•autoË, •aut∞w (aÍtoË, aÍt∞w) (of) himself, herself
§ãv, inf. §çn permit, let go
§ggenÆw, -°w inborn, kindred, of the same race or country (313)
§ge¤rv wake up, rouse (125)
¶gxow, -ouw, tÒ sword (696)
§g≈, §moË (mou), §mo¤ (moi), §m° (me) I, my, me
ßdra, -aw, ≤ seat, place, dwelling
ßzomai sit
§y°lv wish, be willing
efi if
efid°nai < o‰da know
e‰don I saw [aor. of ırãv]
e‰dow, -Äouw, tÒ form, appearance (1062)
e‡dolon, -Äou, tÒ image (1283)
e‰en very well, well then, okay
e‡ye introduces a wish: if only!
efikª without plan, at random (379)
eflliktÒw, -on [•liktÒw] rolled, whirling (180)
efll¤ssv [•l¤ssv] turn around, roll, hurry (437)
eÂlon, aor. of aflr°v
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e‰mi go [as future of §rxomai] imperatives: ‡yi (2 sg.), ‡tv (3 sg.)
efim¤, ¶somai be; emphatic: exist, be alive
efinãliow, -a, -on in/of the sea (450)
e‡per if in fact
e‰pon / e‰paw say, order, promise, offer, propose
e‡rgv, e‡rjv keep off, restrain
efiw / §w into, to, toward, against, in regard to, as far as (+ acc.)
eÂw, m¤a, ßn one
efisakoÊv, aor. efisÆkousa hear, listen to, give ear to (416)
efisafikn°omai, pf. -af›gmai come/go into, arrive at (413)
efisba¤nv, §s°bhn go in or on (775)
efisbãllv, efis°balon put into (79)
efisd°rxomai, pf. efisd°dorka look at (558)
efisdoxÆ, -∞w, ≤ reception (396)
e‡seimi (e‰mi) come/go into
efis°rxomai, aor. §s∞lyon go into
efisorãv, efisÒcomai, efise›don look upon
e‡sociw, -Äevw, ≤ looking into, spectacle (1085)
efisporeÊv lead into, go into (1285)
e‡sv (¶sv) inside, within (+ gen.)
e‰ta after that, next, then
e‡te whether (896)
§k (§j) (+ gen.) from, out of, by, as a result of, after (with a sense of change);

§k tou; = why, for what reason? (246)
•kãw far, far off, far away from (+ gen.) (246)
ßkati on account of
§kba¤nv, aor. §j°bhn go off
§kbãllv, aor. §j°balon, pf. m-p §kb°blhmai, aor. pass. §jeblÆyhn throw

out, let fall, send out; intr. go out, branch off 
¶kgonow, -on descended from; as noun descendant, son, grandson
§kd°rv, aor. §j°deira skin, strip off the skin (824)
§kd¤dvmi, fut. §kd≈sv give out, give away (in marriage) (249)
§ke› there (924)
§ke›now, -Äh, -o that; he, she, it; like Lat. ille, it is used to denote famous

persons
§kkl°ptv, aor. §j°kleca steal
§kkom¤zv carry out, carry away (721)
§kkremannumi hang from (950)
§kle¤pv, aor. -§lipon leave out, omit, abandon, be eclipsed, cease
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§klimpãnv leave off (909)
§klÊv release (1353)
¶kmaktron, -Äou, tÒ image, impress (from modeling in wax or clay) (535)
§kmoxy°v work out, achieve with exertion (307)
§kp°mpv, aor. §j°pemca send out (1283)
§kp°tomai, aor. §jeptãmhn fly out/away (944)
§kp¤mplhmi, aor. participle §kplÆsaw complete (1290)
§kp¤ptv fall out, go into exile from (541)
ßkpleyrow, -on six plethra long (883)
§kpn°v breathe out, expire (1220)
§kpotãomai, pf. §kpepÒtamai fly out/forth, be lifted up (177)
§kprãssv, aor. §jepraja bring about, do (1191)
§kpunyãnomai, aor. §jepuyÒmhn search out, make inquiry about, hear of

(109)
§ksƒzv, aor. §j°svsa keep safe
§kte¤nv stretch out, lay out, reach out (823)
§kt¤nv, §kte¤sv, aor. §j°teisa pay off, exact full payment (260)
§ktr°fv, aor. §j°yreca bring up from childhood (488)
ÜEktvr, -orow, ı Hector (468)
§kf°rv, aor. §jÆnegkon carry out, bring out (871) 
§kfoitãv go out (320)
§kfÊv, aor. participle §kfÊw generate; intrans. be born of (206)
•k≈n, •koËsa, •kÒn [•kont-] willing, willingly (1065)
§laÊnv, aor. ≥lasa drive, harass, plague, strike
§lel¤zv whirl around, vibrate, quiver [843 alt. Schenkl] 
ÑEl°nh, -hw, ≤ Helen
§leÊyerow, -Äa, -on free
ÑEllãw, -ãdow, ≤ Hellas, Greece (1066)
§lle¤pv, pf. §ll°loipa leave in/behind (609)
ÜEllhn, -hnow, ı Greek (man)
ÑEllhn¤w, -¤dow, ≤ Greek (woman) 
§lp¤zv, aor. ≥lpisa hope
§lp¤w, -¤dow, ≤ hope, expectation
§mba¤nv, aor. §n°bhn step on
§mbãllv, aor. §n°balon put upon, put in, strike with, throw into, embark

upon
§mbateÊv step in/on, dwell in
§mmanÆw, -°w mad, frantic (1253)
¶molon (aor. of bl≈skv) went, came
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§mÒw, -Æ, Òn my, mine
¶mpedow, -on in its place, steady, lasting (399)
§mp¤mplhmi, aor. pass. participle §mplhsye¤w fill full of (430)
§mfanÆw, -°w apparent, plain, open, palpable 
§n (efin) in, on, among, in the category of ; instrumental: with, by, clothed

in (+ dat.)
¶nalow, -on in/on/of the sea
§nant¤ow, -a, -on opposite
§nãrxomai, pf. m-p §n∞rgmai begin with, begin a sacrifice (1142)
§ndeÆw, -°w lacking, in need of (+ gen.) (356)
¶ndikow, -on just (1096); §nd¤kvw justly (1050)
¶ndon inside
¶neimi (efim¤) be in
ßneken (+ gen.) for the sake of, on account of (742)
¶nya where, there
§nyãde here
¶nyen from there, after that
§ny°nde from here
¶nyeow, -on full of god, inspired (1032)
§nyr–skv leap upon/into (327)
§nn°pv [§n°pv] tell, speak, bid
§nno°v think of, have in mind (639)
§nopÆ, -∞w, ≤ cry, scream, war cry
§ntaËya there, then (1264)
§nteËyen from here/there (1247)
§ntÒw in, inside, within (+ gen.) (usually follows its noun)
§nubr¤zv, aor. §nÊbrisa insult (someone) in (something) (68)
¶nudrow, -on with water, holding water, watery (733)
§j (+ gen.) from, out of, by, as a result of, after
§ja¤retow, -on taken out, chosen (1002)
§jair°v, aor. §je›lon take away
§jalÊskv [= §jal°omai] , aor. §jÆluja beware of, escape (219)
§jamartãnv, aor. §j∞marton do wrong, make a mistake (408)
§jan¤sthmi, aor. §jan°sthn rise
§jartÊv, §jartÊsv get ready 
§jask°v adorn (1071)
§jege¤rv, aor. §jÆgeira awaken, wake up (41)
¶jeimi (e‰mi) come out (1316)
§je›pon aor. speak out (907)
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§jel°gxv bring to the test; pass. be blamed (36)
§jelkt°on one must drag along (491)
§jergãzomai, pf. §je¤rgasmai work out, accomplish (1083)
¶jesti it is possible (1084)
§jeutrep¤zv prepare (75)
§jiãomai cure, make amends for (1024)
§jikn°omai, aor. §jikÒmhn reach, arrive at, attain (+ gen.) (612)
§jomÒrgnumai, aor. §jvmorjãmhn wipe off (oneself) (502)
§jormãv, pf. m-p §j≈rmhmai set out, start from
§jÊfasma, -atow, tÒ a finished piece of weaving (539)
¶jv out of (+ gen.) 
¶jvyen outside
¶oika be like, seem (636)
§pae¤dv sing to, charm, sing (as) an incantation, sing in addition to (864v)
§pain°v aor. §pπnesa praise (891)
§parÆgv come to aid, help (1350)
§pegkeleÊv give orders to (1224)
§pe¤ when, since
§peidÆ since, after (20)
§peisbãllv, aor. §peis°balon throw into besides, add into (498) 
§peisfr°v, pf. §peis°frhka let in onto (1033)
¶peita then, after that
§p¤ upon, over, in charge of (+ gen.); in, on, for, over, on the condition of,

depending on, among (+ dat.); to, against, for (of time) (+ acc.)
§pibãllv, aor. §p°balon throw upon (1221)
§pib≈miow, -on on/at the altar (715)
§pide¤knumi, §pide¤jv exhibit, display (856)
§p¤kourow, -on helping, aiding; as a noun ally (138)
§pikouf¤zv lighten, relieve of (+ gen.) (72)
§p¤logow, -Äou, ı conclusion, peroration (719)
§p¤orkow, -on swearing falsely, perjuring (1355)
§p¤shmow, -on having a mark on it, remarkable, conspicuous (936)
§p¤stamai understand, know (1028)
§pist°llv send to, send in a message, send a message (333) 
§pisfãzv, aor. §p°sfaja slaughter over
§p¤sxv hold toward; restrain, wait, leave off
§pif°rv, aor. §pÆnegkon bring upon, confer upon, mid. bring as a dowry

(1089)
§poikt¤rv have compassion for, take pity on (545)
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†§poryroboãv / §poryoboãv cry aloud at dawn/raise high the shout (142)
¶pow, -ouw, tÒ word
§p≈numow, -on named after (1275)
§ratÒw, -Æ, -Òn beloved (718)
§rgãzomai, aor. efirgasãmhn work, perform
§rgãthw, -ou, ı worker (75)
¶rgon, -ou, tÒ deed, work, function
¶rdv, ¶rjv work, do (1058)
§re¤dv, aor. ≥reisa prop (898)
§retmÒn, -oË, tÒ oar 
§rhm¤a, -aw, ≤ desolation (510)
§r¤pnh, -hw, ≤ crag (210)
¶riw, -idow, ≤ strife (1282)
ßrkow, -ouw, tÒ enclosure, fence (155)
•rmhneÊw, -°vw, ı interpreter, expounder, spokesperson (333)
ÑErm∞w, -oË, ı Hermes (462)
¶romai [e‡romai], aor. ±rÒmhn ask
¶row, -ou, ı love, desire (poetic form of ¶rvw, 297)
¶rotiw (dialect form of §Òrth), ≤ feast, festival (625) 
ßrpv, impf. eÂrpon creep
¶rrv go (to hell) (952)
§rumnÒw, -Æ, -on fortified, strong, steep, sheer
¶rxomai, aor. ∑lyon (≥luyon) come, go
§r« (aor. e‰pon), pf. m-p e‡rhmai, aor. pass. §rrÆyhn will say, say
§w [= efiw] into, to, toward, against, with regard to (+ acc.)
§s- see under efis-
§sylÒw, -Æ -Òn noble, good
ßsperow, -on of evening, western (731)
•st¤a, -aw, ≤ hearth (205)
§sxãra, -aw, ≤ hearth, altar (801)
¶sv = e‡sv inside
ßterow, -Äa, -on other; different
¶ti still, yet
ßtoimow, -Äh, -on ready (796)
¶tumow, (-Äh) -on true, real (818)
eÔ well
eÈamer¤a, -aw, ≤ fine weather, happiness (197)
eÈandr¤a, -aw, ≤ abundant supply of men, manliness, manly spirit (367)
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eÈãrmostow, -on well-adapted, accommodating (702)
EÈbo˝w, -¤dow (gen.) Euboaean (442)
eÈg°neia, -Äaw, ≤ nobility (of birth), high status 
eÈgenÆw, -°w noble, well-born
eÈdaimon°v be happy, be prosperous
eÈdaimon¤a, -aw, ≤ happiness, prosperity (995)
eÈda¤mvn, -on happy, fortunate
eÏdv sleep
eÈyarsÆw, -°w courageous (526)
eÈyÊw, -e›a, -Ê straight, direct
eÈkrÒthtow, -on well-wrought, well-welded (819)
eÈlog¤a, -aw, ≤ good language, praise, blessing (719v, Wecklein)
eÈmenÆw, -°w well-disposed, friendly
eÈn°thw, -ou, ı companion in bed, husband
eÈnÆ, -∞w, ≤ bed
eÈprepÆw, -ew becoming
eÏrhma, -Äatow, tÒ something found, unexpected gain, a piece of good luck

(606)
eÈr¤skv, aor. hron, aor. pass. hÍr°yhn find
eÈs°beia, -Äaw, ≤ reverence (254)
eÈsebÆw, -°w reverent, pious
eÈtrepÆw, -°w ready, prepared (689)
eÈtux°v be lucky
eÈtuxÆw, -°w lucky
eÈxÆ, -∞w, ≤ prayer, wish, vow (196)
eÎxomai pray
eÈcux¤a, -aw, ≤ courage (390)
§fãptomai, aor. §fhcãmhn lay hold of, grasp, touch, claim (1225)
§fedreÊv sit, rest upon (55)
§f°stiow, -on by one’s house, of the house (216)
§feur¤skv, aor. pass. §fhur°yhn find out, discover (952)
§f¤sthmi, 2 aor. §p¤sthn stand over (706)
¶xyra, -aw, ≤ hatred
§xyrÒw, -ã, -on hostile; as a noun enemy, hater §xy¤vn, ¶xyistow
¶xv (impf. e‰xon), ßjv, ¶sxon have, hold, take (in marriage), hold back,

wear; with adv. be (in such a condition)
•“ow, -a, -on in the morning, at dawn (786)
ÜEvw Dawn, Eos (102)

VOCABULARY 311



zãv live
zeÊgnumi, pf. mid. ¶zeugmai, aor. pass. §zeÊxyhn yoke, fasten, join
ZeÊw, gen. DiÒw, dat. Di¤, voc. ZeË Zeus
zht°v seek
zÒh, zÒaw, ≤ [= zvÆ] life, existence (121)
zvpur°v kindle into flame, set fire to (1121)

≥ or ≥ . . . ≥ either . . . or
∑ surely
¥bh, -hw, ≤ youth, prime (20)
≤gem≈n, -Ònow, ı leader, guide (669)
≤g°omai think, consider
≥dh now, already
¥domai, aor. ¥syhn enjoy oneself
≤donÆ, -∞w, ≤ pleasure
≤dÊyroow, -on sweet-sounding (703)
≤dÊw, -e›a, -Ê sweet; superlative: ¥distow
∑yow, -Äouw, tÒ custom, bearing, character; pl. traits
¥kistow, -Äh, -on least; as adv. ¥kista least, not at all (1012)
¥kv, ¥jv have come, reach a point, come out
ÉHl°ktra, -aw, ≤ Elektra, Electra
∑lyon < ¶rxomai
∏lij, -Äikow (gen.) of the same age (560)
¥liow, -Äou, ı (ëliow, Doric, é°liow, Aeolic) the sun
∑mar, ¥matow, tÒ day
Ωmãxyhn aor. pass. of aflmãssv make bloody (574)
≤m°ra, -aw, ≤ day
≥n [= §ãn] if
≤n¤ka when
∏par, ¥patow, tÒ liver (688)
ÜHra, -aw, ≤ Hera 
¥ssvn, ∏sson worse (1078)
ÜHfaistow, -Äou, ı Hephaistos, Hephaestus (444)

yãlamow, -Äou, ı chamber, bedroom (132)
yalerÒw, -ã, -Òn fresh, blossoming (20)
yãlow, -ouw, tÒ child, shoot, branch (15)
yanãsimow, -on deadly, fatal
yãnatow, -Äou, ı death
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yãptv, yãcv bury (1280)
yars°v be brave (1319)
yãssvn, -Çon compar. of taxÊw more quickly, faster (824)
yaËma, -Äatow, tÒ marvel, wonder (284)
yaumãzv, yaumãsomai, §yaÊmasa wonder at, be surprised, honor, pay

respect to
yeã, -çw, ≤ goddess
ye›ow, -Äa, -on divine, sacred (256)
y°lv [= §y°lv] wish 
y°miw, -istow, ≤ right
yeÒpurow, -on kindled by the gods (732)
yeÒw, -oË, ı / ≤ god
yerape¤a, -aw, ≤ service, attendance (744)
yerapeÊv be an attendant, do service, court, respect, care for (by a physi-

cian) (996)
yerãpvn, -ontow, ı slave, attendant (717)
yerma¤nv heat, cause to grow hot (402)
yermÒw, -Æ, -Òn hot
yesp¤zv, aor. §y°spisa foretell, prophesy (971)
YessalÒw (masc. adj.) Thessalian
Y°tiw, -idow, ≤ Thetis
yÆgv, pf. m-p t°yhgmai sharpen, whet (1142)
y∞luw, -Äeia, -u female
yÆr, -Òw, ı wild animal (896)
yhsaÊrisma, -Äatow, tÒ treasure (497)
yhsaurÒw, -oË, ı store (565)
y∞ssa, fem. of yÆw worker, laborer (the lowest order of free men); used

as adj. belonging to the hired hands (205)
yiggãnv, aor. ¶yigon touch
ynπskv, yanoËmai, ¶yanon, t°ynhka die, be killed
ynhtÒw, (-Æ), -Òn mortal
yoinãv, yoinãsomai feast (836)
yo¤nh, -hw, ≤ meal, feast
yr°mma, -atow, tÒ nursling, creature (495)
yrÆnhma, -Äatow, tÒ dirge, lament (215)
yrigkÒw, -oË, ı topmost course of stones, coping (1150)
yr¤j, trixÒw, ≤ hair
yrÒnow, -ou, ı armchair, seat (315)
yrul°v babble, chatter, repeat over and over (910)
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yugãthr, -trÒw, ≤ daughter
Yu°sthw, -ou, ı Thyestes, father of Aigisthos
yuhpol°v perform a sacrifice
yum°lh, -hw, ≤ hearth, place of burning, esp. place of sacrifice, altar, bra-

zier (713)
yumÒw, -oË, ı spirit
yumÒv anger, provoke
yÊow, -ouw, tÒ sacrifice (1141)
yÊrayen from outside the door (76)
yura›ow, (-Äa), -on beyond the doors, outside
yÊrasi (n) at the door, outside (1074)
yus¤a, -aw, ≤ sacrifice
yÊv, yÊsv, ¶yusa sacrifice

fiatrÒw, -oË, ı doctor, physician (70)
fiax°v shout, cry (1150)
fiaxÆ, -∞w, ≤ (fiaxã) cry, shout (143)
fiãxv cry, shout (707)
fid- aorist stem of ırãv
ÉIda›ow, -Äa, -on of Ida (a mountain near Troy) (317)
‡diow, -Äa, -on one’s own, peculiar; tÚ ‡dion characteristic (633)
fidoÊ behold! look! here! there!
fldrÊv put, set, establish (1130)
flerÒw, -ã, -Òn sacred; n. pl. flerã, tã offerings, victims, sacred objects, omens 
fiÆiow, -Äa, -on invoked with the cry fiÆ (of Apollo), mournful, grieving (1211)
·hmi let go, throw, send 
flketeÊv approach as a suppliant, supplicate
flkn°omai, aor. flkÒmhn come, reach, arrive
ÉIliãw, -ãdow fem. adj. of Troy, Trojan; as a noun Troy, Trojan woman (4)
ÉIliÒyen from Troy (452)
ÖIliow, -Äou ≤ Ilios, Ilium, Troy
·na in order to
ÖInaxow, -Äou, ı Inachus, a river in the Argolid
·ppiow, -Äa, -on of or with horses (825)
·ppow, -ou, ı horse
flppÒthw, -ou, ı driver or rider of horses (449)
flppofÒrbion, -Äou, tÒ herd of horses, pasturing herd (623)
ÖIsymiow, -Äa, -on of the Isthmus (1288)
‡sow, -h, -on equal
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·sthmi, stÆsv, ¶sthsa / ¶sthn, ßsthka set up; stand
flstor°v inquire (105)
‡sxv (< ¶xv) restrain, keep back (460)
‡svw perhaps, probably; equally
‡tuw, -uow, ≤ outer rim of a shield (458)
ÉIfigÒnh, -hw, ≤ Iphigone, Iphigenia, daughter of Clytemnestra and Aga-

memnon (1023)
‡xnow, -ouw, tÒ track, footprint
fi≈ yo, ah, alas: a cry that may be used to express grief or call on the gods

kayair°v, aor. kaye›lon take down, put down, kill
kayarmÒzv, aor kayÆrmosa join, fit (1228)
kayarÒw, -ã, -Òn clear, pure (794)
kãyhmai sit (315)
kay¤zv sit (980)
kayorãv, aor. kate›don see, look down on (1206)
kayubr¤zv, aor. kayÊbrisa insult (698)
ka¤ and, also, too, even, as; ka‹ . . . ka¤ or . . . te . . . ka¤ both . . . and;

ka‹ gãr in fact
ka¤numai, pf. k°kasmai surpass, excel (616)
ka¤nv, aor. ¶kanon kill
ka¤per although (1030)
ka¤riow, -Äa, -on at the right place or time (598)
kairÒw, -oË, ı critical time, due measure (997)
ka¤toi and yet
kak¤zv, aor. pass. §kak¤syhn abuse, make cowardly; pass. be turned into

a coward (982)
kakÒw, -Æ, -Òn bad, cowardly tå kakå troubles, ills, abuse; compar.

kak¤vn; adv. kak«w badly, ill
kakoËrgow, -Äon doing evil, criminal 
kakÒfrvn, -on ill-disposed, malignant, heedless (481)
kãlamow, -Äou, ı reed (702)
kal°v, fut. kal«, pf. m-p k°klhmai call, call on
kall¤nikow, -on victorious, glorious in victory 
kalliplÒkamow, -on with beautiful hair (705v)
kall¤pokow, -on with beautiful fleece (705v)
kãllow, -ouw, tÒ beauty 
kalÒw, -Æ, -Òn fine, noble, handsome; superl. kãllistow; adv. kal«w well,

nobly
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kalÊptv, kalÊcv cover 
kãmaj, -akow, ≤ vine-prop, pole, spear shaft (852)
kãmnv labor, be weary (1358)
kampÆ, -∞w, ≤ winding, turning post (659)
kãmptv, aor. ¶kamca bend
kén = ka‹ §n
kên = ka‹ §ãn
kanoËn (kan°on), -oË, tÒ basket
kan≈n, -Ònow, ı straight rod, rule, standard (52)
kãra, tÒ (gen. kãrhtow or kãrhw) head
kard¤a, -aw, ≤ heart (402)
karpÒw, -oË, ı fruit, crop, harvest (1346)
kçruj [= k∞ruj] herald; karÊssv [= khrÊssv] proclaim
kasignÆth, -hw, ≤ sister (1042)
kas¤gnhtow, -Äou, ı brother 
Kãstvr, -orow, ı Castor, brother of Polydeuces
katã below (+ gen.); in, to; kayÉ ≤m°ran day by day; tÚ katÉ ∑mar daily
kataynπskv, -yanoËmai, -°yanon die (288)
katayrhn°v bewail (1326)
kataisxÊnv put to shame, dishonor (365)
katakla¤v lament loudly
katakte¤nv, poetic 2 aor. kat°ktan, -aw, -a kill (86)
katalãmpv shine upon, dawn
katãlusiw, -Äevw, ≤ dissolving, making an end of; resting, lodging, guest

quarters (393)
katanÊv bring to an end, finish, arrive at (1163)
katãjiow, -on quite worthy of (46)
katãra, -aw, ≤ curse (1324)
katãrrutow, -on watered (777)
katãrxomai, aor. kathrjãmhn begin (a ritual) (1222)
katafy¤nv, aor. mid. katefy¤mhn die away, perish (622)
kat°xv, impf. -e‰xon fill, keep, occupy, dwell in 
katÆrhw, -Çew fitted out, supplied (of a ship, with oars), furnished with
kãtoptron, -Äou, tÒ mirror (1071)
kãtv below (+ gen.)
ke›mai, ke¤somai lie 
ke¤rv, aor. ¶keira, pf. m-p k°karmai clip, cut short (one’s hair, as a sign

of mourning)
KekrÒpiow, -Äa, -on Cecropian, of Cecrops, Athenian (1289)
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kelad°v murmur, roar, sound, ring, sing of (716)
kelainÒw, -Æ, -Òn black 
k°leuyow, -ou, ≤ path (1236)
keleÊv order, urge on (413)
k°llv, aor. ¶kelsa drive on, land, put to shore (139)
kenÒw, -Æ, -Òn empty
k°rdow, -ouw, tÒ gain, profit (744)
kerk¤w, -¤dow, ≤ staff, rod (for weaving) 
kerÒeiw, -Òessa, -Òen burned (725)
keÊyv cover, hide, keep in store
khdeÊv take care of, tend, ally oneself in marriage to, be related by mar-

riage; pay last rites to the dead (47)
k∞pow, -Äou, ı garden (777)
kÆr, khrÒw, ≤ (KÆr) death, doom
k∞ruj, -Äukow, ı [= kçruj] herald (347)
khrÊssv [= karÊssv] be a herald, proclaim (172)
k¤bdhlow, -on adulterated, false, baseborn, base (of a coin), counterfeit

(550)
kiklÆskv call, invite, summon, call by name: a poetic reduplicated form

of kal°v (118)
kin°v move, prod, provoke, stir up, call forth (302) [Denniston: disturb

what is best left undisturbed]
k¤xrhmi, aor. ¶xrhsa lend; mid. borrow (191)
kla¤v, aor. ¶klausa weep, cry for (510)
kleinÒw, -Æ, -Òn famous, renowned
kl°ow, tÒ (only nom. and acc.) report, fame, glory (1084)
klhd≈n, -Ònow, ≤ reputation, name
KlutaimÆstra, -aw, ≤ Clytemestra, Clytemnestra
klÊv, imperative klËyi hear, give ear to, attend to (+ gen. of person and

gen. or acc. of thing); klÊv kak«w have bad things said of one
kl≈n, klvnÒw, ı young shoot, twig (324)
koinÒw, -Æ, -Òn common, shared; koinª fem. dat. as adv. in common (232) 
koinvn°v share in, take part in (1048)
koinvnÒw, -oË, ı / ≤ companion, partner 
ko¤th, -hw, ≤ bed, lying (158)
kolãzv prune, restrain, punish (1028)
kÒmh, -hw, ≤ hair
kom¤zv carry, bring; mid. take back, bring home
komp°v boast (815)
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kÒniw, -iow / -evw, ≤ dust (477)
kop¤w, -¤dow, ≤ chopper, cleaver (837)
kÒptv strike, cut (838)
kÒrh, -hw, ≤ [= koÊra] girl, daughter; Kore (= Persephone)
kÒrh, -hw, ≤ pupil (of the eye), eye
kÒrow, -ou, ı [= koËrow] boy, young man (990)
korufã, -çw [-Æ, -∞w], ≤ head, crown of the head (460v)
kosm°v, pf. m-p kekÒsmhmai order, arrange (1000)
kÒsmow, -ou, ı adornment, accessories (951)
koÊra [= kÒrh]
koÊrimow, -Äh, -on shorn, cropped
kouf¤zv be light, lighten, lift up (861)
koËfow, -Äh, -on light (439)
kra¤nv, aor. ¶krana bring about, accomplish (1248)
krãnow, -ouw, tÒ helmet
krãw, kratÒw, ı head (poetic form of kãra)
krata¤levw, -vn stony, rocky (534)
krat°v have or get power over, rule, surpass, hold sway, be bigger
krãtistow, -Äh, -on (superl. of égayÒw) strongest, best (379)
kraugÆ, -∞w, ≤ crying, screaming 695
kre¤ssvn, -on (compar. of égayÒw) better, stronger
kr°kv strike, beat, play (542)
kr°vn, -ontow, ı ruler, master (1262)
kr¤mnamai [= kr°mamai] (used as passive of kremãnnumi) hang, be sus-

pended (1217)
kr¤nv, krin« judge
kritÆw, -oË, ı judge (374)
kroÊv, kroÊsv knock, strike (180)
kruptÒw, -Æ, -Òn hidden, secret 
krÊfiow, -Äa, -on hidden, secret (720)
ktãomai, pf. k°kthmai possess, win
kte¤nv, kten«, aor. ¶ktanon and ¶kteina kill
ktenismÒw, -oË, ı combing (529)
ktup°v crash, resound, ring
kuan°mbolow, -on with dark (blue-black) prow; kÊanow was used for dec-

orating armor and may here refer to the covering of the prows with
bronze. (436) 

kukl°v move around, wheel, surround (561)
kÊklow, -ou, ı circle, cycle
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Kukl≈peiow, -Äa, -on Cyclopeian, built by the Cyclopes [of the massive
masonry at Mycenae and other sites] (1158)

kÊknow, -ou, ı swan (151)
kun«piw, -¤dow, ≤ (< kun≈phw dog-eyed) shameless, dog-faced [of the

Erinyes] (1252) 
KÊpriw, -idow, ≤ Kypris, Cypris, a name for Aphrodite: the Cyprian, from

her birthplace on Cyprus (43)
kur°v (kÊrv), kurÆsv, aor. ¶kursa happen, meet with (+ gen.)
kÊriow, -Äa, -on having authority, authoritative, decisive (259)
kurÒv, pf. m-p kekÊrvmai confirm, ratify, authorize (1069)
kÊtow, -ouw, tÒ hollow (473)
kÊvn, kunÒw, ı / ≤ dog (1342)

lagxãnv, pf. e‡lhxa obtain by lot, be assigned (668)
lag≈n, -Ònow, ≤ / ı hollow, hollow part below the ribs, flank (826)
lãyr& in secret
layra¤vw secretly (26)
laimotÒmaw, -ou, ı cutter of the throat (459v) 
laimÒtomow, -on throat cutting (459)
lãÛnow, -Äh, -on stony, of stone
laichrÒw, -ã, -Òn swift (549)
lambãnv, aor. ¶labon take, get, receive, regain
lamprÒw, -ã, -Òn bright, clear, radiant, shiny
lamprÊnomai pride oneself, distinguish oneself, become noticeable or

notorious
lanyãnv, aor. ¶layon escape notice, go unnoticed; pass. forget (93)
lãskv ring, scream, cry aloud (1214)
lãxow, -ouw, tÒ fate, destiny, one’s lot (1193)
l°aina, -Ähw, ≤ lioness
l°bhw, -htow, ı caldron, basin (802)
l°gv, l°jv, ¶leja speak (of), tell, talk of
le¤bv pour libations; pass. shed tears, have one’s eyes running with tears,

pine away (146)
le¤pv, le¤cv, ¶lipon, pf. m-p l°leimmai leave, leave at home; mid. be

bereft of (+ gen.); pass. be left behind
le¤canon, -Äou, tÒ piece left, remnant (554)
l°ktron, -ou, tÒ bed
leukÒw, -Æ, -Òn white
leÊssv see, be alive
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leÊv stone (328)
l°xow, -ouw, tÒ bed, marriage
lex≈, -oËw, ≤ a woman in childbed (during or just after giving birth)
lÆgv abate, leave off, cease (340)
l¤an in excess, too much
limÆn, -°now, ı harbor, haven (452)
limÒw, -oË, ı hunger, famine, emptiness (371)
lita¤nv pray, supplicate (1215)
litÆ, -∞w, ≤ prayer (592/3)
lobÒw, -oË, ı lobe (827)
lÒgow, -ou, ı word, saying, argument, story, study
lÒgxh, -hw, ≤ spearhead, spear 
loipÒw -Æ, -Òn left, remaining; tÚ loipÒn for the future
lo¤syiow, -Äa, -on last (1333)
Loj¤aw, -ou, ı Loxias, Apollo (as interpreter) 
loutrÒn, -oË, tÒ bath, water for washing
loxãv lie in wait, ambush (225)
lÒxeuma, -Äatow, tÒ child, childbirth (1124)
loxeÊv bring to birth, deliver (1129)
lÒxiow, -Äa, -on of childbirth (656)
lÒxow, -ou, ı ambush (217)
lugrÒw, -ã, -Òn mournful (164)
LÊkaiow, -Äa, -on Lycean, Arcadian (1274)
lÊph, -hw, ≤ grief (240)
lutÆr, -∞row, ı deliverer (136)
lÊv release, undo, loose; pay, profit (511)
l≈bh, -hw, ≤ outrage, ill treatment, disgrace (165)
lvtÒw, -oË, ı lotus (nettle-tree), flute, pipe, aulos (716)

Ma›a, -Äaw, ≤ Maia, mother of Hermes (463)
mainãw, -ãdow, ≤ maenad, madwoman (1032)
mãkar, mãkaira, mãkar blessed (994)
makãriow, -Äa, -on happy, fortunate, blessed 
makrÒw, -ã, -Òn long (754)
mçllon more
manyãnv, aor. ¶mayon understand, learn
manteÊomai, pf. memãnteumai prophesy (981)
mantikÒw, -Æ, -Òn prophetic (400)
mãrgow, -h, -on raging, furious, greedy, sexually active (1027)
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mãrtuw, -urow, ı / ≤ witness (378)
mastÒw, -oË, ı breast (1207)
mãtaiow, -Äa, -on idle, foolish, vain, light, lewd (1064)
mateÊv seek (448)
mãxh, -hw, ≤ battle (881)
mãxomai fight (845)
m°gaw, megãlh, m°ga big, great; m°ga by far
m°yh, -hw, ≤ strong drink, drunkenness (326)
mey¤hmi, aor. mey∞ka / meye›men let go, hand over, let loose, let fall, utter
mey¤sthmi, aor. pass. metestãyhn remove; mid. and intransitive forms leave

(+ gen.); pass. change (one’s position) (1202)
me¤gnumi mix, join, bring together (756)
me¤zvn, me›zon comparative of m°gaw 
melãgximow, -on dark, black (513)
m°layron, -Äou, tÒ hall, palace
m°law, m°laina, m°lan black
m°lei (impersonal) it is a care to (+ dat. of person and obective genitive)
m°leow, -Äa, -on fruitless, vain, empty, unhappy, miserable 
m°llv be about to, intend, delay, hesitate
m°low, -ouw, tÒ (n. pl. m°lea) limb 
m°low, -ouw, tÒ song
m°mfomai, aor. §memcãmhn blame (903)
m°n postpositive particle, used to emphasize the first of two words, phrases

or clauses in contrast
Men°levw / Men°laow, ı Menelaus 
m°ntoi however
m°nv, aor. ¶meina stay, remain
m°row, -ouw, tÒ part, share, lot (888)
m°sow, -h, -on middle, mid, in the middle (of) 
metã with, among (+ gen.); after (+ acc.)
m°ta = m°testi(n) there is a share (+ dat.): i.e., one has a share or claim

in something (+ gen.) (1295)
metaba¤nv, metabibãzv (causative form of -ba¤nv) 1 aor. (causative)

met°bhsa pass, change course, shift (728)
metãtropow, -on turning around (1147)
m°teimi (efim¤) be among; impersonal m°testi(n) moi I have a share
met°rxomai come among, go between, go after, go away 
met°xv, aor. met°sxon share (+ gen.) (607)
mÆ not; lest
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mhd° and not, but not, not even
mhde¤w, mhdem¤a, mhd°n no one, nothing
mhk°ti no longer (583)
mÆleiow, -on of a sheep (92)
mÆn surely, indeed
m∞niw, -Äiow, ≤ wrath, anger, malice (1261)
mhnÊv, aor. §mÆnusa disclose, betray, inform (620)
mÆthr, mhtrÒw, ≤ [= mãthr] mother
mhtroktÒnow, -on killing one’s mother (975)
mhxanãomai, aor. §mhxanhsãmhn make by art, contrive (31)
m¤a see eÂw, m¤a, ßn 
miaifÒnow, -on blood-stained (322)
m¤astvr, -Äorow, ı one who brings pollution; avanger (683)
mikrÒw, -ã, -Òn [= smikrÒw] small, short
mim°omai imitate (1037)
mimnÆskv, aor. ¶mnhsa; pf. m°mnhmai; aor. pass. §mnÆsyhn (mnasye›sa

745 = mnhsye›sa) act. remind; m-p remember
mis°v hate
misyÒw, -oË, ı wages, pay 
m¤tra, -aw, ≤ band, headband, snood (162) 
mn∞ma, -Äatow, tÒ memorial, memory (328)
mnhsteÊv court, woo; promise in marriage, betroth (313)
mnhstÆr, -∞row, ı suitor (21)
mo›ra, -Äaw, ≤ /Mo›ra share, lot / Fate
mol- see ¶molon went, came
mÒliw hardly, with difficulty (403)
molpÆ, -∞w, ≤ music, song
mÒnow, -h, -on only, alone 
mÒsxeiow, -Äa, -on of a calf (811)
MoËsa, -Ähw, ≤ /moËsa Muse/music
moxy°v be weary, be troubled (64)
mÒxyow, ou, ı trouble
mËyow, -Äou, ı story
Mukhna›ow, -on of Mycene, Mycenae
Muk∞nai, -«n, afl Mycene, Mycenae (963)
Mukhn¤w, -¤dow, ≤ (woman) of Mycene/-ae (761)
murs¤nh, -hw, ≤ myrtle
musarÒw, -ã, -Òn foul, dirty, abominable, polluted
mustÆrion, -Äou, tÒ mystery, secret ritual, rites (87)
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m«n question particle that expects the answer no < mØ oÔn
m«row, -Äa, -on foolish, stupid; as noun a fool; tÚ m«ron folly, sexual

weakness, giddiness

na¤ yes (658)
na¤v dwell in
naÒw, ı temple (7)
nãph, -hw, ≤ (nãpa) glen, woodland valley (446)
Naupl¤a, -aw, ≤ Nauplia (1278)
NaÊpliow, -Äa, -on of Nauplia (453)
naËw, ne≈w, ≤ pl. nçew, ne«n, naus¤ ship 
nean¤aw, -ou, ı young man; as adj. young (344)
neçniw, -¤dow, ≤ young woman (487)
nebrÒw, -oË, ı fawn (574) 
ne›kow, -Äouw, tÒ quarrel, strife (1121)
nekrÒw, -oË, ı body, dead person, corpse
n°kuw, -uow, ı body, dead person, corpse (1276)
n°mv distribute, dwell in
neognÒw, -on newborn
n°omai come, go (722)
n°ow, -a, -on new, young
neÒfonow, -on just killed (1172)
n°rterow, -Äa, -on in or of the lower world (748)
neÊv nod (to), bend forward (839)
nef°lh, -hw, ≤ cloud (733)
nevst¤ lately, just now (653)
Nhrh¤w, -¤dow, ≤ daughter of Nereus, Nereid 
nikãv win
n¤kh, -hw, ≤ victory 
nikhfÒrow, -on bringing victory 
nin her, him, them (see note on line )
nom¤zv think, practice, keep (as a custom); pass. be customary
nÒmow, -ou, ı law, custom, general laws
nÒshma, -Ämatow, tÒ sickness, disease (656)
nÒsow, -ou, ≤ sickness
Numfa›ow, -Äa, -on of a Nymph (447)
nÊmfeuma, -Äatow, tÒ marriage (1261)
numfeÊv marry, attend the bride
NÊmfh / nÊmfh, -hw, ≤ Nymph, bride; nÊmfa nom./acc. dual
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numfikÒw, -Æ, -Òn bridal (1200)
numf¤ow, -ou, ı husband (24)
nun then (enclitic particle)
nËn now
nÊj, nuktÒw, ≤ night
nuxeÊv watch through the night (181)
nÊxiow, -Äa, -on by night, dark as night 
nvtia›ow, -Äa, -on of the back (841)
n«ton, -Äou, tÒ the back, a wide surface or expanse (used of the sea and the

sky); ßspera n«ta the western sky

janyÒw, -Æ, -Òn yellow, golden 
j°niow, -Äa, -on of guests; tå j°nia gifts of hospitality (in the form of food

and drink given by a host to his guests) (359)
j°now (Ionic: je›now), -ou, ı stranger, guest-friend; also used as an adjective
jhrÒw, -ã, -Òn parched, dry 
jifÆrhw, -ew armed with a sword, with sword in hand (225)
j¤fow, -ouw, tÒ sword
jun- see sun-
jurÆkhw, -ew shaved (335)
jurÒn, -oË, tÒ razor (241)

ı, ≤, tÒ the ıÑ m°n . . . ı d° the one . . . the other
ÙgkÒv, pf. m-p \gxvmai exalt, puff up (381)
˜de, ¥de, tÒde this tªde thus, in this way, here
˜diow, -on of the road or journey (162)
ıdÒw, -oË, ≤ road, way, journey
ÙdÊnh, -hw, ≤ pain, suffering (1210)
˜yen whence, from which
oÂ where (to which)
o‰da, e‡somai; inf. efid°nai; participle efid≈w; imperatives ‡syi, ‡stv;

plpf. ædein know (perfect form with present meaning)
o‡kade homeward, to one’s home (1285)
ofike›ow, -Äa, -on of the house (629)
ofik°tiw, -Äidow, ≤ servant, slave of the household (104)
ofik°v live (in)
o‰kow, -Äou, ı house
ofikt¤rv pity
o‰ktow, -Äou, ı pity, compassion 
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ofiktrÒw, -ã, -Òn pitiful 
o‰mai [= o‡omai] think
o‡moi alas, ah me!
o‰mow, -Äou, ı road (218)
ofimvgÆ, -∞w, ≤ wailing, lamenting (752)
ofim≈zv, aor. ’mvja wail loudly, lament, cry o‡moi 
o‡omai [= o‰mai] think
oÂow, -Äa, -on of what sort, such as, what a
o‰w, ofiÒw, ı / ≤ sheep (513)
o‡xomai be gone
ofivnÒw, -oË, ı large bird, bird of prey (897)
ˆlbiow, -Äa, -on happy, prosperous
ˆlbow, -ou, ı happiness, wealth (943)
ˆllumi, Ùl«, \lesa, 2 aor. »lÒmhn, 2 pf. ˆlvla destroy, lose; mid. and

intrans. 2 aor. and 2 pf. perish; ˆlvla I am dead
ÙlolÊzv cry loudly (esp. of women praying) (691)
ÉOlÊmpiow, -on of Olympus (782)
ımart°v act together, accompany, keep pace with (412)
ˆmbrow, -ou, ı rainstorm (736)
ımil°v be in company with, associate with (940)
ımil¤a, -aw, ≤ company, association with (384)
ˆmma, -atow, tÒ eye, face
˜moiow, -Äa, -on like, resembling, same (523)
ımÒpterow, -on with the same plumage (530)
˜mvw all the same, nevertheless
ım«w equally, likewise, alike
Ùn¤nhmi, ÙnÆsv profit, benefit (1025)
Ùnomãzv, pf. m-p »nÒmasmai name (935)
ˆnuj, -uxow, ı claw, talon, hoof, nail; ˆnuxaw §pÉ êkrouw stãw on tiptoe

(840)
ÙjÊyhktow, -on sharp-edged, sharp-pointed (1158)
ÙpadÒw, -oË, ı attendant
Ùpãzv, aor. \pasa send with, grant, confer upon (1192)
Ùpãvn, -onow, ı comrade 
ıpl¤zv, aor. Àplisa arm (627)
˜plon, -ou, tÒ tool, weapon; pl. arms (377)
˜pou wherever
˜pvw how, as, in what way or manner; that, so that
ırãv, ˆcomai, e‰don (fid-) see
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Ùrgãw, -ãdow, ≤ a well watered, fertile plot of land, wooded meadowland
(1162)

ÙrgÆ, -∞w, ≤ temper, natural impulse, anger (1110)
Ùreibãthw, -ou, ı mountain-ranging (170)
ˆreiow, -Äa, -on [= oÎreiow] of the mountains
ÉOr°sthw, -ou, ı Orestes
ˆryiow, -Äa, -on steep, uphill (489)
ÙryÒw, -Æ, -Òn straight, right; adv. Ùry«w truly, rightly
ˆryrow, -ou, ı the time just before daybreak, dawn (909)
ırmãv, perf. m-p …rmhmai set in motion, start; m-p set out for (340)
ırmÆ, -∞w, ≤ rapid motion, onset
˜rmow, -ou, ı cord, chain, necklace (177)
ˆrow, -ouw, tÒ mountain (700)
˜row, -ou, ı border, boundary
Ùrrvd°v dread, shrink from (831)
ÙrfanÒw, -Òn orphan, bereaved
˜w, ¥, ˜ who, which
˜siow, -Äa, on pious, holy
ÙsmÆ, -∞w, ≤ smell, odor, aroma (of wine, bouquet) (498)
˜sow, -h, -on as great as, as many as, as much as, how much, how many;

efiw ˜son as far as
˜sper, ¥per, ˜per the very one who/which
ÖOssa, -aw, ≤ Ossa, a mountain (446)
˜stiw, ¥tiw, ˜ ti anyone who, anything which, whoever, whatever
˜tan whenever, when
˜te when
˜ti because, that 
oÈ, oÈk, oÈx not
oÔdaw, -Äeow, tÒ floor (88)
oÈd° and not, but not, not even, nor
oÈde¤w, oudem¤a, oud°n no one, nothing
oÈd°pote and not ever (580)
oÈk°ti no longer
oÎkoun then . . .not (1004)
oÈkoËn question word inviting assent: surely then, then; in replies very

well, yes
oÈlÆ, -∞w, ≤ scar (573)
oÔn then, therefore
oÏneka because, because of (+ gen.)
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oÎpote never
oÎpv not yet (324)
oÈp≈pote never yet at any time (255)
oÈran¤dhw, -ou, ı son of Uranos; pl. the gods 
oÈrãniow, -Äa, -on in the sky
oÎte nor; oÎte . . . oÎte neither . . . nor
oÎtoi not, not indeed
otow, aÏth, toËto this
oÏtvw, oÏtv so, thus
oÈx¤ not
ÙfrÊw, -Êow, ≤ eyebrow (573)
ˆxyow, -ou, ı eminence, hill 
Ùxmãzv grip fast, make a horse obedient to the bit, break in (817)
ˆxow, -ou, ı carriage 
Ùc° after a long time, late (1111)
ˆciw, -evw, ≤ sight (1237)

pãgow, -ou, ı crag, rocky hill (1271)
pay- aorist stem of pãsxv suffer
pãyow, -ouw, tÒ suffering (1226)
paidagvgÒw, -oË, ı slave who attends children, taking them to their play

or to school (287)
pa¤deuma, -Äatow, tÒ that which is taught: child, pupil; lesson (887)
pa›w, paidÒw, ı, ≤ child, son, daughter
pa¤v, pa¤sv, ¶paisa strike, hit
pãlai long ago
palaiÒw, -ã, -Òn old
pala¤stra, -aw, ≤ wrestling school (528)
pala¤v, aor. pass. §pala¤syhn wrestle (686)
pãlin again
pal¤rropow, -on sliding back, tottering, bent, wobbly (492)
pal¤rrouw, -oun flowing backward, ebbing and flowing (1155)
Pallãw, -Äadow ≤ Pallas Athena
pãllv wield, swing, brandish 
Pãn, PanÒw, ı Pan (703)
panderk°thw, -ou (m. adj.) all-seeing (1177)
pãntvw in any case (227)
panÊstatow, -Äh, -on last of all (157)
pan≈leyrow, -on utterly ruined, abandoned (86)
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pan≈lhw, -ew utterly ruined, destroyed, all-destructive (60)
parã from (+ gen.), at, with, near (+ dat.), to, by, near, at (+ acc.)
parãgv lead by, lead aside (789)
parãdeigma, -Äatow, tÒ pattern, model, example (1085)
param°nv stay beside or near (942)
paraspistÆw, -oË, ı one who bears a shield beside, companion in arms

(886)
pãreimi (efim¤) be present; pãresti it is possible
pãrergon, -Äou, tÒ a by-work, secondary business, a collateral purpose 
par°xv, par°jv furnish, offer; mid. display; impersonal par°xei it is in

one’s power
parh¤w, -¤dow, ≤ the cheek
paryenikÒw, -Æ, -Òn of a virgin (174)
pary°now, -ou, ≤ an umarried young woman, virgin
paryenvpÒw, -Òn looking like a virgin, girlish (949)
pãroiye(n) before (+ gen.)
pãrow before (+ gen.)
parrhs¤a, -aw, ≤ freedom of speech
parvy°v, aor. par°vsa push aside or away (1037)
pçw, pçsa, pçn (pãnt-) all, every, the whole
pastÆria, tã feast of sacrificial meat, parts of the sacrificial animal that

are eaten (835)
pãsxv, pe¤somai, ¶payon, p°ponya suffer, be treated
patÆr, patrÒw, ı father; pl. ancestors
pãtriow, -Äa, -on of/belonging to one’s father
patr¤w, patr¤dow ≤ fatherland, homeland (1152)
patr“ow, -Äa, -on of or from one’s fathers
paÊv stop; mid. cease (from)
p°dilon, -Äou, tÒ pl. sandals (460)
p°don, -ou, tÒ plain 
pe¤yv, pe¤sv, ¶peisa / ¶piyon, p°poiya persuade; mid. obey, yield, heed;

2 pf. be confident
Peirhna›ow, -Äa, -on of Peirene (475)
pelãzv, pelãsv draw near, approach (1332)
pelãyv [= pelãzv] (1293)
p°law near, close to 
p°lekuw, -Äevw, ı axe 
p°mpv, p°mcv, ¶pemca send, conduct
p°nhw, p°nhtow, ı laborer, poor man; as adj. poor, poor in (+ gen.) 
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penyerÒw, -oË, ı father-in-law, brother-in-law, in-law (1286)
pen¤a, -aw, ≤ poverty (376) 
p°plow, -ou, ı robe; in pl. robes, clothing
peprvm°nh, -hw, ≤ fate (1290)
p°ra beyond, across, further (1187)
p°raw, -ãtow, tÒ end, limit, object (955 alt.)
p°ryv, aor. ¶persa waste, destroy, kill, take as plunder, get by sacking a

city (316)
per¤ about, for (+ gen.), regarding, about (+ acc.) 
per¤dromow, -on running around, surrounding (458)
p°rij all around (561)
per¤pleurow, -on covering the side (472)
PerseÊw, -°vw, ı Perseus (459)
petra›ow, -Äa, -on rocky (805)
p°trinow, -Äh, -on of rock, rocky (706)
p°trow, -ou, ı piece of rock, stone (328)
phga›ow, (-Äa), -on of a spring (108)
phgÆ, -∞w, ≤ spring
pÆgnumi, ¶phja stick, fix, make firm (898)
pÆdhma, -Äatow, tÒ leaping, throbbing (861)
PÆlion, -Äou, tÒ Pelion (445)
p∞ma, -Äatow, tÒ trouble, misery
pikrÒw, -ã, -Òn bitter
pikrÒthw, -htow, ≤ bitterness, cruelty (1014)
pinarÒw, -ã, -Òn dirty (184)
p¤now, -ou, ı dirt (305)
p¤ptv, pesoËmai, ¶peson, p°ptvka fall; prÚw tÚ p›pton according to the

fall (of the dice)
p¤stiw, -evw, ≤ trust, belief (737)
pistÒw, -Æ, -Òn faithful, loyal
p¤tnhmi spread out, extend (713)
planãv lead astray, wander 
plãj, plakÒw, ≤ anything flat, plain (1349)
Pleiãdew, afl the Pleiades (468)
ple›stow, -Äh, -on superlative of polÊw most
pl°v, aor. ¶pleusa sail, swim
pl°vw, -a, -vn full (25)
plhgÆ, -∞w, ≤ blow (1180)
plÆn except (+ gen.)
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plÆrhw, -ew full (384)
plhrÒv fill (425)
plhsiãzv, §plhsiãsyhn bring near, approach (634)
plhs¤on near (+ gen.)
plÆssv, pf. m-p p°plhgmai, aor. pass. §plÆghn strike
plÒkamow, -Äou, ı lock of hair 
plÒkow, -ou, ı lock of hair 
ploÊsiow, -Äa, -on rich
ploËtow, -Äou, ı riches, wealth 
pneËma, -Äatow, tÒ breath, wind (749)
pn°v breathe
pÒyen from what place, from where?, why?, how can it be?
po› where?, to what place? 
poi°v (po°v), poiÆsv, §po¤hsa make, do
po¤mnh, -hw, ≤ herd, flock [at line 725, perhaps of a single animal] 
poinãtvr, -orow, ı / ≤ punisher, avenger 
po›ow, -Äa, -on of what kind?
pÒkow, -ou, ı wool (513)
pol°miow, -Äa, -on hostile; as noun enemy
poliÆthw, -ou, ı [= pol¤thw] citizen (119)
poliÒw, -ã, -Òn gray, white, gray-headed, old, venerable (as laws or tales)

(701)
pÒliw, -evw, ≤ city-state
pol¤thw, -ou, ı; Epic, Ionic: poliÆthw, -ev citizen (1277)
pol›tiw, -Äidow, ≤ citizen woman (1335)
pollãkiw many times, often (805)
polÊdakruw, gen. -uow with many tears, tearful (126)
PoludeÊkhw, -evw, ı Polydeuces (Pollux), brother of Castor (1240)
polÊkapnow, -on smoky (1140)
polÊmoxyow, -on full of labor/toil (1330)
polÊphnow, -on close-woven, having intricate patterns (191)
polÊw, pollÆ, polÊ much, many
pon°v toil (1007)
ponhrÒw, -ã, -on painful, useless, bad 
pÒnow, -ou, ı toil, labor
pÒntow, -ou, ı sea
poreÊsimow, -on able to be crossed 
poreÊv act. carry, convey; m-p go, travel
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pÒrpama, -atow, tÒ a garment fastened with a pÒrph; here, a traveling-
cloak (820)

pÒrph, -hw, ≤ buckle, brooch (318)
porsÊnv offer, give 
* pÒrv see peprvm°nh (1290)
pÒsiw (no gen.; dat. pÒsei; acc. pÒsin), ı husband
pÒsow, -h, -on how great, how much (628)
potãmiow (-Äa), -on of a river
potamÒw, -oË, ı river (410)
potanÒw, -ã, -Òn winged (460)
pot° ever
pÒteron, pÒtera whether
pot¤ [= prÒw] (a Doric and epic form 167, 205)
pÒtmow, -ou, ı fate (1305)
pÒtnia, -aw, ≤ lady (a term of address to women and goddesses)
potÒn, -oË, tÒ a drink (499)
pou anywhere 
poË where?
poÊw, podÒw, ı foot
prçgma, -Äatow, tÒ affair (1015)
prçjiw, -Äevw, ≤ a doing, action, result (1297)
prãssv, prãjv, ¶praja do, make, fare, experience certain fortunes, do

well or badly
pr°pv appear, be conspicuous; pr°pei it is fitting (+ dat.) (186)
Pr¤amow, -Äou, ı Priam (5)
pr¤n before
prÒ for, on behalf of (+ gen.) (626)
proba¤nv go forward, lead (403)
prÒbhma, -Äatow, tÒ a step forward (985 alt.)
prÒblhma, -Äatow, tÒ something that projects, barrier, business, risk, task,

process (985)
prodÒtiw, -idow, ≤ betrayer (1028)
prÒyumow, -on ready, eager (395)
proo¤mion, -Äou, tÒ opening, introduction (1060)
prÒw by, at the hands of, for, in favor of (+ gen.), at, besides, near (+ dat.),

to, against, in the face of, in view of (+ acc.)
prosãptv, aor. pros∞ca fasten to, apply to
prosba¤nv, aor. pros°bhn come to (490)
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prosbãllv cast upon, lay upon (655)
prÒsbasiw, -Äevw, ≤ means of approach (489)
prosbolÆ, -∞w, ≤, application, falling upon, approach, attack, visitation

(829)
proseikãzv make like (559)
prÒseimi be attached, be present
prÒseimi (e‰mi) go to/toward
prosenn°pv address, entreat (552)
pros°rxomai, aor. pros∞lyon come or go to, approach (343)
proseÊxomai, proseÊjomai pray (415)
prÒsye(n) before
prÒsyhma, -Äatow, tÒ addition (192)
pros¤hmi, 1 aor. mid. proshkãmhn [Smyth 777] send to, admit, allow,

accept, welcome (622)
prosorãv, -Òcomai look upon (1196)
prosp¤ptv, aor. pros°peson fall upon (510)
prosp¤tnv fall upon
prÒspolow, -on attending; as a noun servant, attendant
prosptÊssv, aor. imperative prÒsptujon embrace
prostat°v stand before, be leader of, be in charge, be head of ( + gen.)

(932)
prost¤yhmi, prosyÆsv, aor. -°yhka, -°yemen put upon, add
prÒsfagma, -atow, tÒ victim sacrificed (for another/others) (1174v) 
prÒsfyegma, -Äatow, tÒ address 
prosfÒrhma, -Äatow, tÒ something taken to someone, food (423)
prÒsv forward, before, toward; far from (+ gen.)
prÒsvpon, -Äou, tÒ face, mask
prote¤nv stretch out (1067)
prot¤yhmi, aor. -°yhka put out, lay out (896)
profvn°v declare in advance (685)
prÒxeirow, -on convenient, ready (696)
proxÊtai, -«n, afl the barley cakes thrown at the beginning of a sacrifice

(803)
prumnÒw, -Æ, -Òn endmost, lowest (445v)
prumnoËxow, -on detaining the fleet (1022)
pr“ra, -Äaw, ≤ the front part of a ship, prow, bow 
PrvteÊw, -°vw, ı Proteus (1280)
pr«tow, -Äh, -on first
pterÒeiw, -essa, -en feathered, winged, light (466)
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pto°v frighten, flutter; pass. be scared (1255)
pt«ma, -Äatow, tÒ fall, disaster
Pulãdhw, -ou, ı Pylades
pÊlh, -hw, ≤ gate (usu. pl. of a town or a house; also gates of Hades), orifice;

portal fissure or vein of the liver
pËr, purÒw, tÒ fire
purã, -çw, ≤ funeral pyre, altar for sacrifices
pÊrpnoow, -on fire-breathing (473)
purseÊv light up, set on fire, communicate by signal fires (694)
pursÒw, -oË, ı torch, firebrand (587)
pÊstiw, -evw, ≤ asking, inquiry (690)
p«low, -Äou, ı horse (475)
p«w how?, why?, how is it that?, how come? (used to express astonish-

ment, doubt, displeasure) 

=ñdiow, -Äa, -on (comparative =ñvn, =òon) easy (72)
=°zv, =°jv, ¶reja do (1226)
=e›yron, -Äou, tÒ [= =°eyron] river, stream 
=Ægnumi, aor. ¶rrhja break (842)
=¤ptv, aor. ¶rrica fling (820)
=oÆ, -∞w, ≤ stream, current, flow 
=Òyiow, -on rushing; n. pl. as a noun =Òyia, tã waves, breakers, surf (992)
=uymÒw, -oË, ı rhythm, pattern, proportion, condition, order, succession (772)
=usÒw, -Æ, -Òn drawn, shrivelled (490)

sãkow, -ou, ı [= sãkkow] coarse cloth of hair (464)
sãlow, -ou, ı tossing, rolling (1241)
sãrj, sarkÒw, ≤ flesh; afl sãrkew fleshbags (cf. “meatheads”) (387) 
sautoË, -∞w yourself (405)
sãfa clearly, well
saf«w clearly, plainly, surely, reliably, soundly
seb¤zv worship, honor
se¤v shake (846) 
selag°v enlighten, blaze, shine (714)
s°law, -aow, tÒ bright flame, flash, torch (866)
selÆnh, -hw, ≤ moon (1126)
semnÒw, -Æ, -Òn solemn
sÆkvma, -Äatow, tÒ sacred enclosure (1274)
s∞ma, -Äatow, tÒ sign, mark (456)

VOCABULARY 333



shma¤nv show by a sign, give a sign (765)
sÆpv, pf. s°shpa cause to rot; pf. be rotten (319)
syenarÒw, -ã, -Òn strong (389)
sy°now, -ouw, tÒ strength 
sy°nv have strength (71)
sigãv be silent
sigÆ, -∞w, ≤ silence (271)
s¤dhrow, -Äou, ı iron
SikelÒw, -Æ, -Òn Sicilian, Sikel (1347)
Simount¤w, -¤dow of Simois (441)
sivpãv be silent (946)
skaiÒw, -ã, -Òn left, left-handed, awkward, stupid; as a noun fool
skãfeÊw, -°vw, ı digger (252)
sk°ptomai see skop°v look at, view
sk∞ptron, -Äou, tÒ staff, scepter 
sk∞ciw, -Äevw, ≤ pretext, excuse 
skÒloc, -opow, ı anything pointed, stake (898)
skop°v, aor. §skecãmhn view, look at; followed by efi: consider whether
skopiã, -çw, ≤ look out place (447)
skopÒw, -oË ı / ≤ one who watches, lookout, spy 
skÒtow, -ou, ı darkness (960)
skuy¤zv, pf. m-p §skÊyismai act like a Scythian, shave the head, scalp

(241)
skuyrãzv be angry (830) 
skÊleuma, -Äatow, tÒ plunder, spoils (314)
skËlon, -Äou, tÒ spoil, prey; used mostly in the pl.: the armor stripped from

dead enemies (7, 1000)
skÊfow, -ou, ı cup, wine cup (499)
smikrÒw [= mikrÒw] (old Attic form)
sÒw, sÆ, sÒn your (singular)
sofÒw, -Æ, -Òn wise, clever
span¤zv be rare, be few, want (235)
Spartiçtiw, -idow ≤ Spartan woman (411)
spe¤rv, sper« sow, beget (79)
sp°ndv, aor. ¶speisa pour a libation
speÊdv set going, urge on, hasten, speed (473)
splãgxna, -vn, tã guts, heart
spondÆ, -∞w, ≤ libation (511)
sporã, -çw, ≤ sowing, seed-time, origin (1152)
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spoudÆ, -∞w, ≤ eagerness (1347)
stat¤zv post, place, have a place or station (316)
st°gh, -hw, ≤ roof, house; often in the plural of a single house
st°gow, -ouw, tÒ [= st°gh] (1140)
st°gv cover, keep hidden (273)
ste¤xv come, go
stenagmÒw, -oË, ı keening, groaning, lamentation (755)
stenãzv lament, bewail (1111)
st°nv mourn (for), groan
st°rgv, st°rjv love, be content 
ster°v, fut. mid. or pass. sterÆsomai; 2 aor. pass. §st°rhn deprive
st°rnon, -ou, tÒ breast, chest
st°romai be without, lose (1309)
stefanhfor¤a / stefanafor¤a, -aw, ≤ wearing of a wreath of victory

(862v, Murray)
stefanhfÒrow / stefanafÒrow, -on wearing a crown or wreath, of a

contest in which the prize is a crown or wreath (862v, Diggle)
st°fanow, -Äou, ı wreath, garland
st°fv, st°cv crown
stolÆ, -∞w, ≤ clothing (966) 
stÒma, -atow, tÒ mouth
stonaxÆ, -∞w, ≤ wailing
strathlat°v lead an army
strathlãthw, -ou, ı leader of an army, commander (1082)
str°fv, aor. ¶streca turn (739)
StrÒfiow, -¤ou, ı Strophius, father of Pylades (18)
stugerÒw, -ã, -Òn hateful, loathed (121)
stug°v hate, detest
stugnÒw, -Æ, -Òn hateful
sÊ, gen. soË, sou, s°yen; dat. so¤, soi, acc. s°, se you (singular)
sÊggamow, -on united in marriage, married (212)
suggen°teira, -Äaw, ≤ mother, parent, sister (746)
sugg¤gnomai, aor. sunegenÒmhn be born with, associate with, live with
suggign≈skv, suggn≈somai, sun°gnvn think with, acknowledge, pardon,

forgive
suggnvstÒw, -Òn forgivable (1026)
sÊggonow, -on inborn, connected by blood; as noun brother or sister
sugxvr°v give way, yield to (1052)
sull°gv gather together (81)
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sumbãllv, pf. sumb°blhka bring together, engage in (906)
sÊmbolon, -Äou, tÒ sign, token (577)
sÊmmaxow, -on fighting along with; as a noun, ally 
sÊmmetrow, -on of the same size, commensurate with, proportionate (533)
sumpl°v sail along with (1355)
sumf°rv, suno¤sv bear along with, be useful, agree with; mid. meet, be

in harmony with (527)
sumforã, -çw, ≤ misfortune
sÊmforow, -on happening with, convenient, suitable (633)
sÊn with (+ dat.)
sÊnaulow, -on harmonious, in concert with the pipe/flute (879)
sunaÊjv grow along with (544)
sÊneimi (efim¤) be with, associate with (943)
sunekkl°ptv help to steal away, help (someone) hide (something) (364)
sunekkom¤zv help in carrying out (73)
sunergãtiw, -idow, ≤ fellow worker, partner (100)
sun°stiow, -on sharing one’s home and hearth, guest (784)
suneÊdv sleep with (1145)
sunyoinãtvr, -orow, ı fellow feaster (638)
sunyÊv sacrifice along with (795)
sun¤hmi, aor. sun∞ka send or bring together, perceive, take notice of
sunn°fv collect clouds, wear a gloomy look (1078)
sÊnoida know about, share knowledge, know well
sunte¤nv stretch together, exert oneself
suntÆkv, pf. sunt°thka melt together, waste way (240)
sunt¤yhmi put together, contrive (95)
suntux¤a, -aw, ≤ occurrence, accident, misfortune (1358)
sfage›on, -Äou, tÒ a bowl for catching the blood of a sacrificial victim (800)
sfagÆ, -∞w, ≤ cutting the throat
sfagiasmÒw, -oË, ı slaying, sacrificing (200)
sfãgion, -Äou, ı sacrificial victim
sfag¤w, -¤dow, ≤ sacrificial knife 
sfãzv, aor. ¶sfaja cut the throat, sacrifice (813)
sfe her, him, them
Sf¤gj, SfiggÒw, ≤ Sphinx (471)
sfÒndulow, -Äou, ı a vertebra (841)
sx°tliow, -Äa, -on suffering, miserable, cruel
s–zv, s≈sv, ¶svsa save
s«ma, -Äatow, tÒ body, person
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svtÆr, svt∞row, ı savior (993)
svfron°v be of sound mind, be moderate 
s≈frvn, -on modest, virtuous

tãkv = tÆkv melt (208, 1209v)
tala¤pvrow, -on enduring toil (334)
tãlaw, tãlaina, tãlan unhappy, miserable
tam¤aw, -ou, ı one who distributes, steward, treasurer, master (704)
Tãnaow, ı Tanaus river (410)
Tantãleiow, -Äa, -on of Tantalus (1176)
Tãntalow, -Äou, ı Tantalus (11)
taragmÒw, -oË, ı disturbance, confusion (368)
tarb°v fear (261)
tãssv, tãjv appoint, assign (908)
taËrow, -Äou, ı bull 
tãfow, -ou, ı grave, tomb, burial
tãxa perhaps; soon (226)
tãxistow, -Äh, -on superl of taxÊw swift (791)
tãxow, -ouw, tÒ speed, swiftness; ˜son tãxow with all speed (421)
taxÊporow, -on quick-moving (451)
te and enclitic, postpositive
t°ggv, aor. ¶tegja wet, moisten
t°yrippow, -on with four horses (866)
te›xow, -ouw, tÒ wall 
tekmÆrion, -Äou, tÒ sure sign, proof (575)
t°knon, -ou, tÒ child
t°kow, -ouw, tÒ child (1215)
telesfÒrow, -on brought to an end, completed, bringing fulfilment (1132)
teleutÆ, -∞w, ≤ fulfilment, end (908)
tel°v aor. §t°lessa / §t°lesa end, perform, accomplish, bring to an end

(863)
t°low, -ouw, tÒ end (956)
t°mnv, tem«, ¶temon cut
t°raw, -atow, tÒ sign, marvel, portent (722)
t°rhn, -eina, -en worn smooth, delicate (778)
t°rma, -atow, tÒ end (1232)
t°rmvn, -onow, ı boundary (96)
tetrabãmvn, -on four-footed (476)
teËxow, -ouw, tÒ tool, implement, vessel, cheese press (496); pl. arms 
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teÊxv, pf. m-p t°tugmai prepare, make (457)
tÆkv [= tãkv] melt, fall away; mid. be moved to tears (208, 1209v)
thlÒyen from far away (753)
thlorÒw, -Òn distant, far (251)
thtãomai be in want, be deprived of (310)
t¤yhmi, yÆsv, ¶yhka, t°yhka, t°yeimai, §t°yhn put, make
t¤ktv, aor. ¶tekon bear, be mother or father
timãv honor (194)
timÆ, -∞w, ≤ honor (993)
timvr°v take vengeance on
timvr¤a, -aw, ≤ help, vengeance, retribution (978)
t¤nv, aor. ¶teisa pay, expiate; mid. avenge
tiw, ti some, any, someone, something; ti (adverbial) at all
t¤w, t¤ who?, what?; t¤ why?
tlãv, aor. ¶tlhn endure, have the heart to do
tlÆmvn (tlãmvn) enduring, suffering
toi surely, you know (“the wheedling particle,” Gildersleeve)
toigãr therefore (483)
to¤nun then, moreover (1030)
toiÒsde, -ãde, Ònde such
toioËtow, toiaÊth, toioËto of such a kind
tÒkow, -ou, ı childbirth, bringing forth of children
tolmãv, aor. §tÒlmhsa, aor. pass. §tolmÆyhn dare, be brave, have the heart

to, endure; pass. El. 277 oÂÉ §tolmÆyh patÆr “such things as my father
had dared (or done) against him” [LSJ, s.v.]

tomÆ, -∞w, ≤ cut, stroke (160)
tÒpow, -ou, ı place
tosÒsde, tosÆde, tosÒnde so great
tosoËtow, tosaÊth, tosoËto so great (424)
tÒsvw so much (1092)
tÒte then, at that time
tran«w clearly (758)
tr°mv tremble, fear (643)
tr°pv, 2 aor. mid. §trapÒmhn turn
tr°fv, aor. ¶yreca, pf. m-p t°yrammai, aor. pass. §tr°fyhn / §trãfhn

nourish, rear, keep
tr°xv, dramoËmai, ¶dramon run, run (a course or a risk) 
tr°v, aor. ¶tresa fear, be afraid, flee (220)
tr¤bow, -ou, ≤ worn path (103)
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tr¤bvn, -onow, adj. skilled, experienced (1127)
tr¤pouw, -odow, ı tripod, stool or altar of the Delphic priestess (980)
trita›ow, -Äa, -on in three days, on the third day (171)
Tro¤a, -aw, ≤ Troy
tropa›ow, -Äa, -on of a turning, of defeat, turning away 
trÒpow, -ou, ı way, manner, way of life, character, temper
trofe›a, -Äaw, ≤ pay for rearing (626)
trofeÊw, -evw, ı one who rears, foster father (16)
trofÒw, -ou, ≤, ı feeder, rearer (usually fem.; the masc. is trofeÊw)
troxhlat°v drive a chariot, drive, chase (1253)
trËxow, -Äouw, tÒ rag, tattered clothing; pl. rags 
Trƒãw, -Äadow, ≤ a Trojan woman; g∞ Trƒãw the region of Troy, the Troad 
Tr«ew, ofl Trojans (1077)
TrvÛkÒw, -Æ, -Òn Trojan (1279)
Tr≈Ûow, -Äa, -on of Troy, Trojan (440)
tugxãnv, aor. ¶tuxon happen (with participle), meet with, get (+ gen.)
tÊmbow, -ou, ı tomb
Tundãrevw, -ev, ı Tyndareus
Tundar¤dai, -«n, ofl sons of Tyndareus (1295)
Tundar¤w, -¤dow, ≤ daughter of Tyndareus (Helen, Clytemestra)
turanneÊv be a tÊrannow (877)
tÊrannow, -Äou, ı king, tyrant; as adj. royal
tÊreuma, -Äatow, tÒ cheese (496)
tÊxh, -hw, ≤ luck, fortune

ÑUãdew, -vn, afl the Hyades (468)
Íbr¤zv, aor. Ïbrisa insult (46)
Ïbriw, -evw, ≤ violence, insolence (58)
Ídra¤nomai, aor. Ídranãmhn wash, bathe (157)
Ím°terow, -Äa, -on your (pl.) (1293) 
Ípãgv lead under, bring a person before a judge (1155)
Ípae¤dv sing in accompaniment, accompany with the voice (+ dat.; 864v,

Diggle)
Ïpeimi (efim¤) be under, be at the bottom, be granted, be laid down (1036)
Íp°r above, for (+ gen.); over (+ acc.)
Íperte¤nv, aor. Íper°teina stretch over, spread, stretch
Íp°rterow, -Äa, -on above, higher, stronger (584)
Íper°rxomai, aor. Íper∞lyon go/come under, come upon, steal over (748)
Íp°xv, Íf°jv hold/put under, hold out, supply
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Íphret°v serve as a rower, serve, do service (to/for + dat.)
Íphr°thw, -ou, ı rower, laborer, helper, servant 
ÍpÒ by (+ gen.); under, from under (+ dat.); under, down to (+ acc.)
Ïpoptow, -on looked at from under, viewed with suspicion 
Ípospãv, aor. Íp°spasa draw away from under (i.e., draw a young ani-

mal from under its mother), withdraw secretly (495)
ÍpofeÊgv flee from under, evade, shrink back (1343)
Íp≈rofow, -on under the roof, sheltered, inside the house (1166)
Ïstatow, -Äh, -on last (1055)
Ífair°v seize secretly; mid. keep (secret) from (271)
Ífhg°omai, pf. ÍfÆghmai guide, lead the way (664)
Íf¤sthmi, ÍpostÆsv place under, support, lay in secret; intrans. under-

take (983)
ÍchlÒw, -Æ, -Òn high, towering, proud (6)

fa°yv shine; found in participle fa°yvn radiant, shining (464)
faennÒw, -Æ, -Òn shining, clear (726)
fa¤nv, aor. pass., §fãnhn show; m-p appear
fanerÒw, -ã, -Òn visible, evident 
fãow, tÒ [= f«w] light
fçrow, -Äouw, tÒ cloth, cloak, clothing 
fãsganon, -Äou, tÒ sword (1222)
fãsma, -atow, tÒ phantom, apparition, strange phenomenon, portent,

prodigy (711)
fãtnh, -hw, ≤ manger (1136)
faËlow, -Äh, -on slight, trivial, mean (760)
f°ggow, -ouw, tÒ light
f°rv, o‡sv carry, bear, get; perhaps at 431 hold
feË exclamation of astonishment, grief, anger, admiration: ah!, oh!, alas!
feÊgv, feÊjomai flee, escape, be a defendant, be exiled
fÆmh, -hw, ≤ utterance
fhm¤, fÆsv say
fye¤rv ruin, corrupt, destroy; mid. waste away, wander, drift (as a sea-

farer) (234)
Fyiãw, -ãdow, ≤ a Phthian woman (836)
fy¤nv wither, perish, die
fyoggÆ, -∞w, ≤ voice (1292)
fyÒggow, -ou, ı voice (716)
fyon°v envy (30)
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fyÒnow, -ou, ı envy, jealousy (902)
f¤laulow, -on fond of the pipe/flute (435)
fil°v love, be likely, be wont to
f¤low, -h, -on dear, loved; as a noun, friend, loved one; compar. f¤lterow;

superl. f¤ltatow
filÒcogow, -on fond of blaming, carping (904)
f¤ltron, -ou, tÒ love charm (1309)
flogerÒw, -ã, -Òn blazing, gleaming (991)
flÒj, flogÒw, ≤ flame (732)
foberÒw, -ã, -Òn fearful (743)
fob°v frighten; mid. fear (617)
fÒbow, -ou, ı fear, flight 
Fo›bow, -Äou, ı Phoibos, Phoebus (Apollo)
foneÊw, -°vw, ı killer, murderer
foneÊv murder, kill 
fonÆ, -∞w, ≤ murder (1207)
fÒniow, (-a), -on bloody, murderous
fÒnow, -ou, ı murder
for°v bear constantly, wear (309)
frãzv, aor. ¶frasa tell (of) (666)
frenÆrhw, -ew sound of mind (1053)
frÆn, frenÒw, ≤ heart, spirit, sense
fron°v think, be disposed, be in such and such frame of mind (+ adv.); eÔ

frone›n be of sound mind, be well disposed, be glad; m°ga frone›n
think big, be presumptuous

frÒnhma, -Äatow, tÒ mind, will 
frourã, -çw, ≤ watching, guard
frour°v watch (out for)
froÊrhma, -Äatow, tÒ watch, garrison, guard (798)
FrÊgiow, -Äa, -on Phrygian, used as a variation of Trojan (Phrygia was an

area of Anatolia, and its inhabitants were allies of the Trojans.) 
FrÊj, FrugÒw, ı Phrygian, > Trojan (675)
fugãw, -ãdow, ı, ≤ refugee, exile 
fugÆ, -∞w, ≤ flight, exile 
fuÆ, -∞w, ≤ growth, stature, form (460/1)
fÊrv mix, mingle, wet (1173)
fÊsiw, -evw, ≤ nature
fÊv, 1 aor. ¶fusa produce, ı fÊsaw father; 2 aor. ¶fun be born, be; pf.

p°fuka be by nature, be (perf. and 2 aor. have a present meaning: to
be so and so by nature, LSJ s.v. B, II)
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f≈w, fvtÒw, ı man
f«w, tÒ [= fãow] light

xa¤rv rejoice, pf. m-p kexãrmai; xa›re hello, farewell; xa¤rein §çn dis-
miss from one’s mind, renounce

xa¤th, -hw, ≤ hair
xalã [= xhlh]/, -∞w, ≤ horse’s hoof, claw (474)
xalepÒw, -Æ, -Òn hard, difficult (1352)
xarã, -çw, ≤ joy
xaraktÆr, -∞row, ı one who mints coins; mark, impress, stamp (on a coin)
xar¤zomai favor, gratify (192)
xãriw, xãritow, ≤ thanks, favor, gratitude
xãsma, -atow, tÒ yawning, gulf (1271)
xe¤r, xeirÒw, ≤ (spelled xer- and xeir-) hand; band, troop
xeirodrãkvn, -ontow with serpent hands (1345)
xeirÒv subdue, overpower (1168)
x°luw, -uow, ≤ tortoise; lyre; breast, chest (837)
xernÆw, -∞tow (gen.) poor, needy (207)
x°rnic, -ibow, ≤ special water (for ritual purification of the hands) (792)
x°rsow, -ou, ≤ dry land; as adj. dry, barren of (+ gen.) (325)
xeËma, -atow, tÒ that which is poured, stream (152)
x°v, aor. pass. §xÊyhn pour
xy≈n, xyonÒw, ≤ earth
x¤lioi, -ai, -a a thousand (2)
xoÆ, -∞w, ≤ pouring out, drink offering (324)
xolÆ, -∞w, ≤ bile, gall; doxa‹ xol∞w gallbladder (828)
xÒreuma, -Äatow, tÒ choral dance (875, 434v)
xorÒw, -oË, ı dance, chorus
xrãomai, xrÆsomai use (as) (+ dat.) (374)
xrãv, aor. ¶xrhsa proclaim (an oracle); direct, warn (+ inf.)
xre¤a, -aw, ≤ need, poverty
xr°vn [§sti] it is necessary, it is right/proper
xrÆ, impf. xr∞n it is necessary (one ought), it is proper (one should)
xrπzv want, need
xr∞ma, -atow, tÒ thing; ti xr∞ma why?
xr∞sai (191) aor. mid. imperative of k¤xrhmi lend; mid. borrow
xrhsmÒw, -oË, ı oracular response, oracle
xrhstÆrion, -Äou, tÒ oracle, seat of an oracle (1272)
xrhstÒw, -Æ, -Òn good

342 EURIPIDES’ ELECTRA



xrÒniow, -Äa, -on after a long time, long-delaying, long-awaited
xrÒnow, -ou, ı time; xrÒnƒ in time, at long last 
xruseÒmallow, -on with golden wool (726)
xrÊseow, -Äh, -on golden, of gold
xrusÆlatow, -on of beaten gold, worked with beaten gold (713)
xrusÒw, -oË, ı gold (33)
xrusÒtupow, -on made of gold (470)
xrusvpÒw, -on with golden eyes or face (740)
xr«ma, -Äatow, tÒ color, complexion (521)
xr≈w, xrvtÒw, ı skin, flesh
xvr°v make room, give way, move, go, travel

caÊv touch
c∞fow, -Äou, ≤ pebble, vote, tribunal, judgment 
cÒgow, -ou, ı fault, blame
cuxÆ, -∞w, ≤ soul, breath of life

Œ oh!
œde in this way, thus
”dÆ / ”dã, -∞w / -çw, ≤ song (865)
»mÒw, -Æ, -Òn cruel
»mÒfrvn, -on cruel-minded
»n°omai buy (1090)
Àra, -aw, ≤ hour, time, season; Àra [§st¤] it is time
…w so, thus, as though, when, so that, because, for, exclamatory how; as

prep. (used only with persons) to (+ acc.)
Àsper as, just as
Àste so that, so as to
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Editions of Euripides, Electra 

These are referred to in the Commentary by the editor’s name without date.
Cropp, M. J. 1988. Euripides: Elektra: With Translation and Commentary. Warminster:

Aris & Phillips.
Denniston, J. D. 1939. Euripides: Electra: With Introduction and Commentary. Oxford:

Oxford University Press.
Diggle, J. 1981. Euripidis Fabulae, Vol. 2. Oxford: Clarendon Press.
Murray, Gilbert 1913. Euripidis Fabulae, Vol. 2. Oxford: Clarendon Press.
Paley, F. A. 1874. Euripides: With an English Commentary. Vol. 2. London: Whittaker.
Other editors and editions noted in the Commentary rely on the apparatus critici of

Murray and Diggle, to which the reader is directed for more information about
the history of the text and emendations. 
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10.4:84

Thyestes, 6–8, 17, 86, 87, 153, 181–2,
184–5, 251

Time, 97, 99, 111, 123, 162, 191; of
performance, 19, 81, 102, 117; timing,
99, 134, 174, 256; time lapse, 151

Tokens of recognition, 160, 164, 166,
170–1, 244–6. See also Scar

Tomb of Agamemnon, 19–20, 27, 106, 136,
141–2, 160, 162–4, 167, 241–7, 250,
253, 257, 266

Topoi (commonplaces), 96–7, 202, 204,
231

Torture, 180, 201, 250, 253
Tragic diction, 92, 96, 108, 115, 127, 131,

143, 160, 162, 264
Treachery, 87
Trilogy, 4, 12, 247
Tritagonist. See Actors
Troad, 84, 85, 212
Trojan War, 7, 9, 28, 127, 153, 159, 166,

211, 215, 230, 266
Tros, 84, 85
Troy/Ilion, 7, 84, 85, 94, 97, 99, 125, 

141, 143–4, 154–5, 172, 180, 203,
206–10

Truth, 16, 243–4, 263
Tutor. See Old Man
Tyndareus, 87, 89, 226; daughters of, 15
Tyrtaeus, frg. 10.2–12 (West2):104, 12, 13

(West2):148

Uranus, 221
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Vase paintings. See Illustrations
Vengeance. See Revenge
Vessels. See Props
Violence, 18, 157, 159, 192, 266
Virginity, 81, 88, 93, 95–7, 108–9, 121–3,

131, 133, 138, 178, 203–4, 227, 230, 232
Virtue, 137, 146–8
Voice. See Actors

Wealth, 93, 94, 132, 140, 148, 150, 153,
203–4, 207–8

Weapon, 22, 119–20, 129–30, 154, 194,
196, 221, 224

Weaving, 102, 139, 160, 164, 166–7, 207,
244–5

Wisdom, 137
Women, 5, 15, 23, 33, 90, 96, 114, 119,

120–5, 128, 133, 157, 203–4, 207, 209,
212–3, 223

Word and deed, 200–1, 211
Word order, 89, 114, 144, 285. See also

Hyperbaton
Wordplay, 94, 105, 149, 169, 175, 196, 206
Work, 83, 99–100, 103, 109, 131–2, 135,

139, 150, 152, 265

Xanthus, Oresteia, 11
Xenophon: Constitution of the

Lacedaemonians, 1.304:139;
Oeconomicus, 7.6:139

Zeus, 85, 86, 115, 123–4, 128, 174, 182,
185–6, 208, 224, 227, 229–31 253;
Jupiter Ammon, 185
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