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PREFACE 

Afedea is probably now the play of Euripides most widely known to 
the general public, from exposure to translations in classes in sec
ondary schools and colleges and from performances either of trans
lations of the Greek text or of looser adaptations of the plot. In the 
curriculum of programmes in ancient Greek, too, Medea is frequently 
an assigned text for study in the original language, and is sometimes 
the first Greek drama or first Greek poetry that a learner studies. In 
earlier generations, the play was equally studied but often frowned 
upon, for unAristotelian motivation and causation, for the extremity 
of l\Iedea's action, and for the moral shock of its conclusion. In more 
recent times, the play has deservedly attained a better reputation, as 
critics and audiences have become more open to acknowledging the 
tensions and contradictions of classical Greek culture, to appreciat
ing the chaotic as well as the harmonious and serene. Rather than 
seeing Medea as a realistic or psychological study, scholars now con
centrate on issues like the problematics of the heroic code, the reli
gious and ethical aspects of revenge, oath, and supplication, and 
the socio-political tensions reflected in the contest of genders and 
ethnicities evoked by the play. 

The goal of this commentary is to make the play accessible in all 
its complication and sophistication to present-day students. It aims to 
provide, on the one hand, the linguistic and technical information 
that will support the task of translation and equip the student to ap
preciate the formal and artistic devices of Greek tragedy: hence, the 
sections Language and Style, and Prosody and Metre that follow the 
General Introduction. On the other hand, it is equally important to 
give an introduction to the major interpretive problems, with refer
ence to some further discussions (mostly in English), and this purpose 
is addressed both in the Introduction and in the Commentary itself. 

The aim has been both to replace, and not to replace, the famous 
commentary of Denys Page (Oxford 1938). Page's work contains 
many fundamental discussions of matters of tragic language and style 
and constitution of the text, but many of his notes are too technical 
for the modern student commentary, or concern matters on which 
later generations have not been in doubt, thanks in part to Page's 

vii 



viii PREFACE 

work. In some respects, his work is, not surprisingly, outmoded, 
partly because of changes in critical approaches, and partly because 
of new evidence (papyri and vase-paintings) and new work on the 
textual tradition. But no one should doubt that the advanced student 
of Greek tragedy still has much to learn from Page's commentary. 

My task in writing this book has been facilitated greatly by the 
recent work of high quality done on the text of the play, particularly 
that of James Diggle in the Oxford Classical Text Euripides (vol. 1, 

1984) and David Kovacs for the new Loeb edition of Euripides (vol. 1, 

1994). I have also benefited from reference to the Teubner edition of 
H. van Looy (Stuttgart and Leipzig 1992) and the edition with intro
duction, translation, and notes by V. di Benedetto and E. Cerbo 
(Biblioteca Universale Rizzoli, Milan 1997). I am grateful to the edi
tors, Patricia Easterling and Richard Hunter, for the invitation to 
work on this play in this format and for their helpful advice and 
criticism, and to several other scholars for generously providing 
comments and corrections on various parts at various stages of their 
drafting: James Diggle, John Gibert, Luigi Battezzato, Mark Griffith. 
I owe advice on particular points to Michael Haslam, Andrew Gar
rett, Tony Long, Peter Parsons, and Henk Versnel, and I thank Ted 
Brunner, former Director of the Thesaurus Linguae Graecae at the 
University of California, Irvine, for his help. Among the students 
who have offered specific comments or discussed the play with me, 
I would like to acknowledge here Frank Cope, Melissa Mueller, 
and Mario Telo, as well as Alex Kozak, Donna Sy, and Kurt Lampe 
for bibliographic work, proofreading, and reference-checking. Two 
undergraduate classes and a graduate seminar also helped me make 
progress. The early stages of my work were supported by a sabbatical 
leave from the University of California, Berkeley, and a fellowship 
from the American Council of Learned Societies. 

I am pleased to dedicate this book to my Classics colleagues and 
students at the University of California, Berkeley. 
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GENERAL INTRODUCTION 

EURIPIDES: LIFE AND WORKS 

For Greeks of the fifth century BCE there is very little biographical 
information that can be relied upon. Much of the information about 
Euripides extant in later antiquity 1 is based on plausible and (more 
often) implausible inferences from allusions in Old Comedy and from 
statements in the dramas themselves (according to the widespread, 
but false, assumption that various first-person statements may express 
the dramatist's own convictions). The doxographic tradition often 
constructed teacher-pupil relationships whenever a similarity was de
tected between two intellectuals. Anecdotes commonly transmitted 
stories based on traditional patterns of folktale and myth rather than 
on genuine biographical data. 2 

Eur. was probably born some time in the decade of the 480s, and 
no later than about 475. The first reliably recorded date in his life 
(from the A1armor Parium) is that of his first production of plays at the 
Great Dionysia in 455, when he was presumably at least 20 years old 
and may have been as old as 31 or 32. Different ancient traditions 
place his birth in 480/79 (in some sources, more precisely, on the 
very day of the Battle of Salamis) or in 485/ 4 (a coincidence with the 
first victory of Aeschylus) or one of the two previous years. 

His father's name was Mnesarchides (or Mnesarchos) of the deme 
Phlya (Kekropid tribe), and anecdotes and later cult connect him 
with Salamis (for his birth, and for the cave in which he is supposed 

1 For the text of ancient and medieval sources for the life of Euripides 
(hereafter Eur.), along with English translation, see Kovacs (1994) 2-66. The 
major sources are the Life transmitted in some manuscripts of the plays, a long 
entry in the medieval encyclopedia known as the Suda, and papyrus fragments 
of a Lift in dialogue form written by the Peripatetic grammarian Satyrus late 
in the third century BCE; other information comes from brief references in 
ancient writers, the scholia (marginal annotation) and hypotheses (plot sum
maries and other information prefaced to the plays in medieval texts), and the 
Marmor Parium (an inscription of 264/63 BCE recording by date key events in 
Attic history and general Greek history). For a fuller discussion of Eur.'s life 
and the reception of his dramas, see Kovacs' Loeb edition, 1 1-36. 

2 See Fairweather (1974), Lefkowitz (1979) and (1981). 
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to have isolated himself to compose). 3 In order to have received the 
extensive musical and poetic education implied by his career, he 
must have come from a family of ample means. The anecdote in one 
Life4 about his training for athletic competition may also point to an 
upper-class background. 5 The jokes found in Old Comedy mock
ing his mother as a lowly seller of vegetables may be a distortion of 
some actual family connection with production of food for the Attic 
marketplace. 

Eur. will have undergone the standard Attic military training and 
service in his youth and prime. He may have participated in deme 
activities and the Attic assembly, and may have served on juries or 
the Council, but nothing is recorded of this (nor is there any reason 
it should have been). 6 To become a dramatic poet, he presumably 
associated with and observed established poets, who in the early 
decades of the fifth century were also usually actors and chorus
trainers, and then attempted compositions on his own, preparing 
himself to 'request a chorus', that is, to ask the eponymous archon to 
include him among the competitors at a dramatic festival. 

Eur. was obviously very much at home with the intellectual cur
rents of his day, including developments in rhetorical training and 
the epistemological, political, and anthropological speculations of 
the Sophists. 7 To a greater degree than Sophocles, he presents us 
with characters who engage in intellectual and ethical speculations 
and who comment about language, the process of argumentation, 
and skill at speaking. Eur. uses these features, however, to dramatize 
the aspirations and frustrations of human knowledge and human 

3 The cave on Salamis where Eur. was believed to have worked has been 
identified and contains various dedications, showing it was a place of pil
grimage in post-classical times: one cup has Eur.'s name inscribed on it in 
lettering of the Roman period. See Blackman (1998) 16-17. 

• Test. 1(3) in Kovacs (the Life that precedes the plays in some :MSS). 
5 See Miller (2000) for the argument that not all Greek athletes came from 

wealthy families. 
6 Stevens (1956). 
7 This is too large and complex a subject to be dealt with in this context. 

On Eur. and the Sophists see Conacher (1998) and Allan (2000a), with the 
bibliography that they cite. On rhetoric and language see (e.g.) Croally (1994), 
Goldhill (1986) eh. 9, Lloyd (1992), Scodel (2000). 
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civilization, and in so far as one can speak of his attitude toward 
modern trends, it is neither uniformly positive nor negative. 8 The 
simplified claim made in the ancient Life that he was a 'pupil of 
Anaxagoras and Prodicus and Protagoras and an associate of 
Socrates' 9 should be greeted with scepticism, although such a belief 
has exerted a significant influence on Eur.'s posthumous reputation 
and modern reception. 

'When scholars in the fourth century examined the records of com
petitions in the Athenian state archives, they found that Eur.'s par
ticipation in the Dionysia began in 455. His last certain Athenian 
production during his lifetime was at the Dionysia in 408, and a final 
tetralogy was entered in the competition shortly after his death. His 
name was found in the list of competitions at the Great Dionysia 22 

times (88 dramas), and ancient scholars catalogued 92 plays under his 
name, of which a few were of disputed authorship, and Eur. also 
produced at least a few plays for other venues. 10 Possibly his surviv
ing Andromache is one such play, since it could not be found in the 
Attic production lists under Eur.'s name (although Callimachus 
thought it was the play listed under the name of Democrates). 11 At 
the end of his life he was writing plays in Macedonia at the court of 
the king Archelaos, including one about the king's mythological 
namesake, the lost Archelaos.12 Eur. also wrote a praise-ode for the 
famous Alcibiades after his victory in the chariot-race at the Olympic 
Games of 416 (PMG 755-6), and Plutarch (Nikias 17.4) quotes as the 
work of Eur. a grave-epitaph for Athenians killed in the Sicilian di
saster of 413. 

8 Sec (e.g.) Reinhardt (1957), Mastronardc (1986). 
9 Test. 1(4) Kovacs; a similar claim is made in the entry in the Suda (Test. · 

2(3) Kovacs). 
10 Sec Easterling (1994) and the more speculative discussion of Dearden 

(1999). 
11 On the uncertainties of the evidence sec Allan (2000b) 149-52. 
12 Sec Revermann (2000) 454-5. Aelian Var. hist. 2.8 tells a story in which 

Eur. competes in a dramatic festival at Pciracus; if this is true, it could have 
involved either a rcpcrformancc of a play also seen at the Great Dionysia or 
production of a play never staged in the city. On the number of Eur.'s plays 
sec now Jouan and Van Looy (1998) x1-xv1. 
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The known dates in Euripides' theatrical career are as follows: 

455 

431 

412 
408 
407/6 (winter) 

first competition (included lost Peliades) 
first victory in the competition 
Alcestis (earliest surviving play of Eur.): fourth 
play in a tetralogy that won second prize (with 
lost Kressai, Alkmeon A', Telephos) 
Medea: first play in a tetralogy that won third 
prize (with lost Philoctetes, Dictys, and satyr-play 
Theristai) 
second Hippo!ytus: part of a tetralogy that won 
first prize 13 

Trojan Women: third play of a tetralogy that won 
second prize, (with lost Alexandros, Palamedes, and 
satyr-play Sisyphos) 
Helen, along with lost Andromeda 
Orestes 
death of Etrr. in Macedonia 
Iphigenia in Aulis, Alkmeon B', and Bacchae, pro
duced by Eur.'s son; posthumous first prize 

The other surviving plays and some of the lost plays are dated 
approximately on the basis of quotations in dated comedies, the pro
portion and type of resolutions allowed in the iambic trimeters, and 
(the least reliable criterion) possible allusions to contemporary events. 
Resolution in the trimeter has been studied in great detail, 14 and it 
has been shown that from the 420s to the end of his life Eur. gradu
ally loosened the traditional form of the tragic trimeter by admitting 
a higher and higher percentage of resolved positions (see PM 19), by 
using more lines with multiple resolutions, and by extending the 

13 It is generally assumed that the second Hippolytus is the extant play; this 
is probably the case, but it must be conceded that ancient scholars may simply 
have had two Hippolytus plays and two dates on the production-lists and 
constructed what was to them a plausible story, that the play with the more 
shocking portrayal of Phaedra was the earlier and that criticism of it caused 
Eur. to write a new version. See Gibert (1997). 

14 See Cropp and Fick (1985). 
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word-shapes and positions in which the resolutions occur. The esti
mated dates based principally on resolutions in the trimeters are as 
follows: 15 

c. 430 Heracleidae 
c. 425 Andromache 
c. 425-4 Hecuba 
c. 423 Supplices 
c. 420 16 Electra 
c. 416 Heracles 
c. 414 lphigeneia in Tauris 
c. 414 Ion 
411-409 Phoenissae 

Although Eur. won only four first prizes during his life (441, 428, 
and two unknown dates), there was no question, once his career was 
established, that he was a tragedian of the highest rank, and clearly 
archons must have welcomed his participation in the contest of the 
Great Dionysia. It needs to be emphasized that it was not an indi
vidual play by itself that was ranked first, second, or last in a com
petition, but the entire tetralogy of which it was a part. Since we 
normally have no idea of the quality of the lost accompanying 
plays, the quality of the competitors' productions, or the technical 
competence of the direction and acting of any given tetralogy, it 
is idle to speculate on the reason for a particular prize based on 
the single surviving play. l\fany have nevertheless assumed that 

u Omitted from this list is Rhesus, which is transmitted among the select 
plays of Eur. but seems to be a fourth-century tragedy by an unknown poet: 
see (in favour of Euripidean authorship) Ritchie (1964) and Burnett (1985); 
(against) Fraenkel (1965). The satyr-play Cyclops is also omitted, since it is un
certain whether the test of resolutions should apply in the same way to a satyr
play. Seaford in his edition of Cyclops argues that it should and dates the play 
to c. 410-408; others put the play in the 420s. 

16 Some scholars date Electra to 413 in the belief that lines 1347-8 allude to 
the Sicilian Expedition and that lines 1280-3 announce Helen of 412: see the 
counter arguments of Zuntz (1955) 63-71 and the additional remarks in 
Cropp's edition, I-Ii. 
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Medea so shocked or offended the Athenians that the judges were 
hostile. 17 

Aristophanes' Frogs shows that at his death Eur. could be regarded 
as one of the three giants of fifth-century tragedy. His popularity only 
increased after his death. Many features of the style and the projected 
world-view of his plays made them especially accessible and attractive 
to the developing panhellenic audience of the fourth century and the 
audiences and readers of the Hellenistic era and later: the relatively 
easier verbal style, the rhetorically-tinged self-presentation of his 
characters, the variety and complexity of plot mechanisms, the pen
chant for giving voice to marginalized groups, the emergence of 
personal themes less tied to civic identity, and the sense of aban
donedness or even absurdity that often arises from the role of the 
divine and fortune (or Fortune) in the plays. His stature within the 
classical canon from the fourth century to the end of antiquity is 
evidenced by numerous quotations in ancient authors, the frequency 
of Euripidean lines in the anthology of Stobaeus and other similar 
collections, and inscriptions and papyri indicating performance and 
reading of his plays or of excerpts from them. 18 

Eur. has benefited during the past century from the remarkable 
recovery of ancient texts from scraps of papyrus rolls preserved in 
the sands of Egypt. 19 Along with fragments of summaries of several 

17 Nor is the assumption of a 'patriotic' reason for disapproval of l\fedra 
very cogent. The anecdote (''i.Mrd. 9) about Eur. being paid by the Corinthians 
to make Medea the killer of the children might go back to a joke in comedy 
about Eur. being 'unpatriotic' for treating the Corinthians (bitter enemies of 
Athens in the run-up to the full outbreak of the Pcloponncsian War in 431) so 
well. On the negative side, Creon is depicted as an abettor of a pcrjuror, and 
the citizen-women of the chorus as acquiescing in the death of their own royal 
family. But the audience of Medea had more important things to be shocked 
about than the way the heroic-age Corinthians were portrayed. 

18 Sec the evidence in Csapo and Slater (1995) passim; for papyri, Pack 
(1967) is updated by the CD-ROM Leuven database of ancient books (1998), and 
the up-to-date database known as l\1crtens-Pack3 is to be made available on
line by the Centre de Documentation de Papyrologie Littcrairc (CcDoPaL) of 
the University of Liege. 

19 Even before the age of discovery of Egyptian papyri, a substantial por
tion of Phaethon was recovered from some pages of an ancient book (fifth cen
tury cE) that had been reused (at some point after the sixth century) to repair 
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plays, the papyri have provided major gains in our knowledge of 
Hypsipyle (over 250 readable lines, and many additional scraps), Anti
ope (some 130 lines, most of which are readable), Erechtheus (about 80 
readable lines to be added to two long book fragments from the ora
tor Lycurgus and the anthologist Stobaeus), Kretes (about 60 lines), 
Kresphontes (50 lines, only half of which are complete), Telephos (about 
40 full lines, plus scraps), Melanippe Desmotis (about 40 lines), Archelaos 
and Phrixos A (around 20 lines each). The more extensive fragments 
of lost plays are conveniently accessible in Diggle's TGFS, and in Col
lard, Cropp, and Lee ( 1995- ). 20 

2 THE PLAY: STRUCTURE, THEMES, AND 
PROBLEMS 

Eur.'s play has been the object of intense scholarly study for over two 
centuries in all the languages in which classical scholarship is con
ducted, and even in English alone within the past few decades the 
bibliography is immense, and the pace of new contributions is ac
celerating. Similar ideas have been expressed many times over. The 
following discussion makes no claim to particular novelty, but at
tempts to deal with some major issues that are particularly germane 
at the beginning of the twenty-first century and to give some guid
ance to a selection of helpful bibliography. Many of the works re
ferred to contain more exhaustive references to other contributions. 21 

another manuscript: we have portions of about 325 lines, with over 160 more 
or less complete. See Digglc's edition of Phaethon, 33-4. 

20 Sec also Jouan and Van Looy (1998) and (2000). For a full collection of 
fragments of Eur., we still await Vol. v of TrGF edited by R. Kannicht. In the 
meantime, the outdated collection to which reference is made is A. Nauck, 
Tragicorum Grateorum Fragmmta (2nd edn 1889, reprinted with Supplement by R. 
Snell, 1964). 

21 For recent lengthy bibliographies on Medea, see Van Looy's Tcubncr 
edition, xxix-lxiv; Clauss and Johnston (1997), McDermott (1989). Among the 
most influential and important English-language discussions of the interpre
tation of the play in recent decades are Burnett (1973), Easterling (1977), Knox 
(1977), Bongic (1977), Foley (1989) (revised in Foley (2001)), Boedeker (1991) 
and (1997), Rabinowitz (1993), Kovacs (1993), Burnett (1998). 
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(a) Medea as revenge-plot 

In terms of story-pattern, Eur. 's A1edea may be analysed as a revenge
play.22 In this variation of that common type, in place of the slaying 
of one antagonist by the other, the murder is transferred to the 
enemy's children 23 and his new kin, and a complete reversal of the 
antagonists' positions is accomplished. A revenge play commonly 
features such elements as grievance, overcoming of obstacles, decep
tion, murder, and celebration of success, and these may easily be 
identified in Eur. 's play. 

The grievance in 1\fedea is Jason's abandonment of a marriage of 
several years' standing that has produced male offspring. In extant 
tragedy, the motif of the abandoned or wronged wife has its most 
famous parallel in Aeschylus' Agamemnon (458 BCE), although Aga
memnon's sexual infidelity to Clytemnestra is only one aspect of 
a complex chain of causes culminating in his death at her hands.u 
Medea can usefully be read as a revision or extension of the model of 
Clytemnestra: both worn.en are dominatingly persuasive and decep
tive, both make use of the pretense of being a weak female, both use 
fabrics and woven material to entrap their victims, both can be iden
tified with an Erinys, and Medea's scorning of military service as less 
fearful than childbirth challenges a motif of male superiority that 
Orestes and Athena used against Clytemnestra (248-5rn.). The exact 
nature of I\ledea's grievance is the subject of dispute and ambiguity 
in the play, with the antagonists themselves and the observing char
acters (chorus, servants, Aegeus) offering shifting perspectives. Jason 
tends to reduce Medea's complaint to sexual jealousy, taking advan-

22 See esp. Burnett (1973) and (1998); also Kerrigan (1996). 
23 Killing an enemy's children is a motif in many myths (notably, Atreus 

killing the children of Thyestes; in Eur. Hee., Hecuba killing the children of 
Polymestor, and in Her. 970-1, 982-3, the mad Heracles threatening to kill 
the children of Eurystheus), and in a smaller subset the killer is also a parent 
of the vietim (as in the story of Procne and Tereus). 

24 Sophocles' Trachiniae (which may possibly have been produced earlier 
than Afedea: on the dating, see Easterling's comm., 19-23) also exploits this 
motif, but with the important qualification that the wife acts in ignorance of 
the harm she will cause and punishes herself with death upon realizing the 
truth. 
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tage of the Greek (male) stereotype of females' liability to sexual im
pulse, and thus he ignores the issues of status to which Medea herself 
often refers. On the one hand, l\Iedea is a wife who has borne male 
children to Jason: by contemporary social norms and by the norms of 
'heroic society' as depicted in the poetic tradition, she has fulfilled a 
vital familial role and is owed due consideration as a partner in the 
family. l\Iedea's legitimate claim to such status is confirmed by the 
disapproval of Jason's remarriage expressed by the chorus and (sig
nificantly, because he is male and himself of high status) by Aegeus. 
On the other hand, i\Iedea views herself as a heroic partner in 
Jason's adventures. She is not a normal citizen-woman, but a prin
cess and a saviour, and she has formed her bond with Jason not as a 
subordinate in an exchange between her father and her husband, but 
as an equal (21-20.). She and Jason exchanged the pledge of right 
hands and the oaths characteristic of xenoi of equal status, and again 
Aegeus serves importantly as an outsider who confirms l\fedea's sta
tus among the elite. Medea thus takes on the traits of the insulted 
chieftain. For her sense of outrage over the failure of her partner to 
abide by the heroic code of mutual exchange and loyal good will, she 
may be compared to the Achilles of the Iliad and the Ajax of Sopho
cles' eponymous play. l\Iedea repeatedly refers to honour, dishonour, 
and the avoidance of being laughed at by her enemies (see section (b) 
below), and unlike Achilles, who for a time rejects the heroic code 
because he perceives it as flawed, Medea makes her tragic decisions 
because she gives precedence to her heroic status and to following 
the dictates of the heroic code of retaliation. 

In order to get her revenge, l\fedea has many obstacles to over
come within the play, proceeding through more steps than is usual 
for extant Greek revenge-plays. These steps provide the structure of 
the plot in its linear aspect, although there are also parallel and 
symmetrical aspects that connect scenes through similarity and re
versal (discussed below). Also remarkable in the structuring of this 
plot is the fact that so many separate decisions and intentions formed 
by i\Iedea are brought successfully to fulfilment: this is unusual be
cause for the actions attempted by the major characters in tragedy, 
the proportion of frustrated intentions and perverted outcomes is 
normally very high. The first obstacle Medea faces is her own dis
traction and despair, so vividly portrayed in the opening scenes. At 
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the outset she seems not only totally isolated - a woman without a 
sponsor and a foreigner unwelcome back home and threatened by 
powerful enemies in the Greek world - but also inconsolable and 
self-destructive. Yet when she comes outdoors in the first episode, she 
has mastered herself and begins a series of persuasive and manipu
lative speeches. She solidifies the Corinthian women's sympathy and 
extracts their promise of silence in support of her hope to avenge her 
husband's insult. Creon's decision to exile Medea is the second ob
stacle, and structurally it is the precipitating plot-event that sets in 
motion this 'one day' of tragic action. 25 The audience has already 
learned of this decision through the conversation of the tutor and the 
nurse in the second scene of the prologue, but Medea herself is in
formed before their eyes, and in an immediate and supple reaction 
she uses supplication and gentle words to wrest from Creon the extra 
hours she needs to work toward her revenge. The third obstacle is 
her fear of being caught by her enemies, in the act of revenge or 
after the act, and subjected to their vengeance and mockery. This she 
overcomes in the Aegeus-scene, when she secures a place of refuge. 
The fourth obstacle, delivery of her poison, is surmounted in the 
fourth episode when she deceives Jason into taking the boys, with the 
poisoned gifts, to the princess. Medea's own divided feelings present 
another barrier to the completion of her scheme, and her temptation 
to save her sons is defeated in the famous monologue of the fifth ep
isode. This internal obstacle is a brilliant deepening of the motif of 
hesitation that Aeschylus deployed in the confrontation of Orestes 
and Clytemnestra (Choe. 896-904), and this struggle with herself has 
had a long afterlife in Greek, Roman, and more modern literatures. 
Finally, the rapid arrival of Jason after the killing of the children 
lends urgency to the question of how Medea will actually escape 
from her house and make her way to Athens on her own, and the 
unexpected gift of her grandfather's winged chariot provides the 
solution. 

The revenge, as often, depends on deception of the enemy, but 
there is considerable variation and complication in Eur.'s portrayal 
of Medea's deceptiveness. The most straightforward instance of de-

25 On the tendency of Greek tragedy to present events in one day see 
Aristotle, Poetics 5 (1449612-13). 
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ception in service of her stratagem is Medea's duping of Jason in 
the fourth episode. As in the plotting-scenes of Orestes-plays or the 
later so-called mechanema-tragedies (such as IT and Helen), Medea an
nounces her scheme in advance to the chorus and audience and then 
carries it out. The audience is thus never in doubt about the insin
cerity (or hidden meaning) of Medea's words to Jason in this scene. 
The confrontation with Creon in the first episode reverses the se
quence, for there the deception is unveiled after the fact: the chorus' 
anapaestic comment at 358-63 points to an unsuspecting reading of 
l\frdea's appeal, while Medea's following speech reveals its hostile 
intention. In the confrontation itself, Medea prepares for the wearing 
down of Creon's determination by minimizing her cleverness and 
diverting attention to the hostility of the clever person's social envi
ronment; she continues the process through a supplication that in
tensifies from a verbal to a physical form; and she finally attains her 
goal by conceding the main point and appealing to Creon as father 
of a child. This sequence makes possible a double-sided reception 
of Medea's words, both as the sincere expression of a wronged 
woman's reaction to new misfortune and as a carefully calculated 
manipulation. 

The co-opting of the chorus of Corinthian women in the previous 
scene presents a similar potential for uncertainty and duality in the 
audience's reception of Medea. On the surface and on first hearing, 
Medea's speech may be accepted as an outpouring of genuine anxi
ety and resentment backed by acute social analysis and solidarity 
with ordinary women. A darker reading of the speech is invited by 
reflection and by retrojection of the audience's subsequent experi
ence. Although it is possible to resist Medea's self-presentation at the 
very moment of her speaking (by noting, for instance, that Medea's 
marriage was not contracted in the same way as those of ordinary 
women, or that she has no 'anchorage' at home because she betrayed 
her father and murdered her brother), to do so is perhaps more char
acteristic of a reader than of a theatrical audience and in any case 
would require a rather narrow and uncooperative attitude of recep
tion, unaffected by the emotional and thematic sequence of the pro
logue and parodos, with its emphasis on betrayal, injustice, and de
spair. It is rather the retrospective light of the following scenes that 
may make an audience feel that they too perhaps were duped by 
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Medea's initial appeal. The duping of the chorus is emblematic: they 
consent to keep silent so that Medea may punish Jason (but see 
26211.), and in the first stasimon they look upon Medea's case as one 
that justifies an overthrow of authoritative misogynistic cultural dis
course; but their promise slips into acquiescence in the extension of 
the revenge first to Creon and his daughter and then to the children. 

A further variation on Medea's deceptive manipulation of friends 
occurs in the Aegeus-scene. The lyric on sincerity of friendship that 
precedes his entry turns out to have a double-edged reference, to 
Medea as well as Jason. Since the audience knows that Medea has 
suspended her plan while she awaits an idea about refuge from her 
enemies, it is able to formulate a split reading of the scene, appreci
ating both the surface level of Medea's persuasiveness for the un
suspecting Aegeus and the hidden agenda of her manipulation. The 
gap in understanding among the characters is reinforced by the jux
taposition of the nai"ve reaction of the chorus at Aegeus' departure 
with Medea's triumphant sense that her plan is now complete (759-
63n.). 

As revenger and victim, Medea and Jason naturally experience 
the major reversals in the play. The plot with double reversal (re
covery of prosperity by the 'better' and fall from prosperity for the 
'worse') is a traditional form well established in the Odyssey (cf. Arist. 
Poetics 13, 1453a30-3), but as often in tragedy the moral situation is 
much too complex for a comfortable ascription of 'good' to the tri
umphant party: violence directed to philoi, especially blood-relations, 
lends a charge of shock and revulsion even to a merited punishment. 
In this play, from Medea's physical neglect, emotional distraction, 
and isolation (heightened by her own withdrawal from contact with 
others: 27-9, 142-3, 187-9), she rises to complete triumph over her 
enemies and appears in the end physically raised above Jason, dis
pensing orders and predicting the future like the gods for whom the 
upper level and locomotion by the theatre-crane are normally re
served (1293-141911.). From the 'blessedness' conventionally ascribed 
to ncwlyweds, from the wealth and power of the royal house, and 
from the expectation of a prosperous future with two sets of sons, 
Jason is cast down into total isolation and powerlessness, stripped of 
position, wife, and children, doomed (in mythical terms) to an empty 
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future (as if prematurely aged and sterile). Jason's invocations of the 
gods, especially Zeus, in the final scene make him a mirror-image of 
the Medea of the opening of the play. The final confrontation also 
allows l\1edea to celebrate her revenge through direct taunting and 
rebuke of Jason, but as so often in the Greek literary tradition (where 
gloating over an enemy is not without risk), there are at least hints of 
the cost of the achievement to the successful revenger. Yet despite 
these pointers to Medea's grief for her children (1246-50, 1361-2, 
1397), the predominant theatrical impression of the ending must be 
Medea's superiority and invulnerability, which are only with some 
effort to be moralized into a tragic loss of humanity. 

In revenge-plays there are often additional details that emphasize 
reenactment, mirroring, and the similarity of opposites, or a special 
fittingness of the punishment to the offence. Eur. does much less than 
later authors to suggest reenactment of Medea's previous deeds in 
her present revenge: he does not dwell on the herb-gathering and 
magical processes at Colchis and Iolcus as precedents for her use of 
poison on the robe (indeed, he so downplays this element that he 
neglects to provide a mechanism for Medea to apply the poison: 
789n.), nor does he evoke very strongly the analogy between killing 
Apsyrtus and killing her children (for he leaves unclear the details of 
the earlier killing, such as Apsyrtus' age). There is only the general 
analogy of multiple violations of ties of familial piety: Medea's 
against her father and brother, that of the daughters of Pelias against 
their father at her urging, the princess' against her father through her 
fatal grip instigated by Medea's poison, Medea's against her own 
sons, and (in the back of an informed audience's mind during the 
Aegeus-scene) Medea's future instigation of Aegcus against the un
recognized Theseus. In displaying the similarity of the opponents, 
the motifs of supplication, oath, and betrayal are prominent. Jason's 
supplication of Medea in Colchis (retroactively judged to be insin
cere) is echoed in Medea's deceptive use of supplication with Crean 
and Aegeus and in Jason's futile appeals to Medea at the end of the 
play (for more on supplication, see section (d) below). Jason's viola
tion of his oaths is direct and severe and the inferred cause of the 
cooperation of the gods in Medea's plan and escape, but Medea 
herself makes an underhanded use of an oath in the Aegeus-scene. 
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Jason's remarriage is described as a betrayal, but the term is also 
applied more than once to Medea's treatment of her father and fa
therland (17n.). 

Furthermore, when Medea espouses 'masculine' values (honour, 
courage, doing harm to enemies), she is assimilating herself to the 
heroic mould that Jason is supposed to personify. If Jason is open to 
condemnation as a kakos for his treatment of his family (a lack of 
proper behaviour toward philoi), 26 Medea ends up no better than he, 
for, as with Achilles in the Iliad or Ajax in Sophocles' play, her re
sentment sets in turmoil her whole system of friend-enemy relation
ships. Killing her children is the most extreme case of harming one's 
philoi. Medea's similarity to Jason also involves their shared intellec
tual qualities. Among the cluster of intellectual words such as crocp6s, 
crocpicx, /3ov11evw, /3ov11evµcx, TEXVCXOµcx1, µT)XCXVT), µ11xcxvaoµcx1,21 the 
'contriving' terms are used of and by Medea, whose very name im
plies cunning intelligence (402n.). But 'cleverness' and 'planning' ap
ply to both. In the agon-scene Jason in fact suggests a competition, 
which he assumes he wins in terms of wisdom/cleverness and plan
ning well, as he boasts of the calculations by which he determined to 
take a new wife to benefit his future prospects and those of his chil
dren. Medea, however, outdoes him in every way, until her bouleu
mata and contriving entrap their author herself. \Vhen in his con
cluding generalization the messenger criticizes 'those of mortals who 
seem wise and those who are practitioners of speeches/reasonings' 
(1225-7), the comment applies equally to Medea and Jason. 

Medea's murder of the princess also demonstrates the symmetry 
or aptness typical of a revenge-story. The princess is in some ways a 
version of Medea's younger self, infatuated with Jason and ready to 
cooperate in his goals. Medea's gift of robe and crown marks the 
girl as a quintessential bride, since brides are specially dressed and 
crowned for their wedding. Moreover, the girl's use of a mirror as
sociates her with the sexual allure of the bride and wife and with 
the concern for attractive appearance expected of a maiden on the 
threshold of maturity and betrothal (116m.). Given the echoes of 

26 Schein (1990), McClure (19996), Mueller (2001). 
27 The cro<j>-root occurs 23 times in the play, ~ovr.ev- 15 times, µrixav- 5 

times, TEXV- 4 times. 
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Hesiodic tradition in the first stasimon, it is also possible to think of 
the princess as a new Pandora, elaborately adorned with a deceptive 
surface beauty but in fact destructive. 28 In sending the gifts, Medea is 
virtually taking control of Jason's new wedding, and in killing the 
bride she symbolically kills her gullible former self and undoes, now 
on her own terms instead of on his, her marriage with Jason. The 
destruction of the children is likewise apt revenge, in two ways. Many 
conditional self-curses applied in oaths include destruction of off
spring as part of the punishment of the perjuror ('if I fail to keep this 
oath, may I be destroyed and my family with me'), 29 and since the 
production of children is the purpose of marriage, Jason's violation 
of that institution implies that he has no right to the benefits that 
arise from it. 

(b) Medea's motivations and decisions 

Because of the success of Eur.'s play, the figure of Medea came to be 
identified most of all with the act of infanticide: the high point in the 
play, when she resists her maternal feelings and insists on the violent 
act, became crystallized in the popular mind as the essence of Me
dea 's life and character. Concentration on this deed entailed ever 
increasing emphasis (in artistic depictions, in literary works, and in 
use of Medea as an example by Hellenistic and Roman philosophers: 
see section 6 below) on Medea's passionate emotions and violence. 
Furthermore, cultural assumptions about 'Greekness' and civilization 
in the centuries after Eur. encouraged the ascription of her extreme 
behaviour to her 'otherness' as Colchian and sorceress. Eur. 's own 
portrayal of Medea is complex and finely nuanced, 30 and it is im
portant not to import into a reading of Euripides the assumptions 
derived from the later reception of the figure of Medea based on one 
part of this play. 31 

28 McClure (1999a) 62-4, Mueller (2001). 
2

• Watson (1991) 33-5. 
'
0 See esp. Gibert (1995) 66-84; Foley (1989). Additional bibliography is 

referred to in the Appendix. 
' 1 See Hall, Macintosh, and Taplin (2000), and in particular Hall (2000) 

and Macintosh (2000). 
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It is typical of the polyphony of dramatic voices in a Greek trag
edy, and also of Eur.'s conception of human action, that the play 
offers several perspectives on Medea's motivation. The divergent 
views are not to be judged as completely right or completely wrong 
or as mutually exclusive, but as elements to be weighed and eval
uated by the audience with due attention to speaker, context, and 
rhetorical purpose. The motif of sexual jealousy is given depth by 
allusions to the determining force of eros in l\[edea's initial contact 
with Jason and in her assistance in his quest: 8 (nurse), 433 (chorus), 
526-31 (Jason). The chorus of Corinthian women cite the betrayal of 
the marriage-bed several times (155-9, 206, 436-8, 443-5), and in 
urging or praying for moderation they interpret Medea's strong emo
tion as a consequence of compulsive, excessive love (155-9, 627-44). 
Ultimately, they also connect the murder of the children to the be
trayed bed: 998-roo1, 1290-2 (their last lyric statement in the play). 32 

But in the chorus' perception, issues of status and justice are often 
as much involved with the marriage-bed as the question of sexual 
loyalty: 157 crvv6tKT]crEt, 208-9, 659-62, rooo 6:v6µws. Jason, on the 
other hand, speaks more narrowly of the marriage-bed as the source 
of a woman's physical satisfaction and makes the loss of this the 
cause of hostility and violence (555-7, 568-73, 1338, 1367; there is a 
significant repetition of forms of Kvil;w in 555 and 568). Finally, Me
dea herself echoes this language of the bed. In 1368 her reply 'do you 
think this is a small pain to woman?' accepts the premise of Jason's 
charge in 1367 AEXOVS ... ovvEKa, 'for the sake of (the pleasure of) 
the bed'. Even earlier, in the finale of her speech to the women of the 
chorus, she generalizes 'when a woman has in fact been wronged 
with respect to her bed, no other heart is more murderous'. As is 
clear from the foil for this declaration ('in other respects a woman is 
full of fear and cowardly in the face of battle and unable to look 
upon weaponry'), Medea is here rhetorically tailoring her maxim to 
the ordinary women of the chorus (and to conventional Greek wis
dom), so that she portrays herself as like other women and implies 
that she too participates in the subordinate status posited by societal 

32 Gentili (1972). Note the witnessing presence of Aphrodite and Eros on 
the Policoro hydria (described in section 6 below), which shows the painter's 
interpretation of the violence as derived from scorned love. 
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norms. The maxim may also serve on another level to misdirect the 
audience somewhat, highlighting the motif of the angry spurned 
woman before Medea shows other aspects of her character and mo
tivation in subsequent scenes. 

The question of the importance, or primacy, of the sexual motive 
is complicated further by the parallel charge made by Medea against 
Jason - that he desires the princess as a younger woman. Does this 
point to a mixture of motivations in Jason, or should this charge be 
taken as a sign that Medea gives precedence to sexual motivation? In 
491 Tov6' epacr6fiva1 AEXOVS may be simply 'long for this new mar
riage', but the verb is probably chosen for its suggestion of real erotic 
desire. Later in the scene, Medea taunts Jason with 'longing for his 
new bride' (623), and Aegeus tellingly regards 'falling in love' with 
another woman as a possible cause of Jason's betrayal (697; so earlier 
the tutor at 88 evvfis ovveKa). But although Medea seems at first to 
assent to this diagnosis (698 µeyav y' epc..na), she soon defines the 
desire in terms that point to social climbing rather than sexual lust 
(700), thus echoing her earlier accusation of Jason's concern for 
public opinion (591-2). Jason himself vehemently denies desire for 
his new bride (555-7): his agon-speech is aimed at showing the calcu
lations of family wealth and status that motivated his new marriage, 
and he reasserts this in 593-7 (esp. 593 µ~ yvva1Kos ovveKa). Although 
there are hints that Jason may enjoy the compliance and adulation of 
the girl (945, 1146), nothing else in the play suggests that he regards 
his bride as any more than a means to the future he wants for him
self, and l'vledea seems at times to he aware of this. 

Another aspect of l'vledea's motivation is presented by reference 
to her strong will, unchecked emotion, and anger. The nurse begins 
this theme: 44 OEIV~, 91-4 6vcr6vµovµevrp ... TavpovµEVT)V ... xoAov, 

99 KIVEi Kpa6iav, KIVEi OE XOAOV, 103-4 ayp1ov ~eos crTvyepcxv TE <j>vcr1v 
<j>pevos av6a6ovs, 108 µe1l;ov1 6vµw1, 109 µeyaAOO"TTAayxvos 6vcrKaTCX
TTaVO"TOS, 119 OEIVCX ... A~µaTa, 121 opycxs, 172 xoAOV. The chorus ex
ploits it early (133-4, 152, 156, 159, 176-7), remarks the vehemence of 
Medea's agon-speech (520), rejects excess and strife in love and mar
riage in the second stasimon, and returns to such language at the 
idea of violence against the children (856-60 6pcxcros and 6e1vav ... 
ToAµav in a corrupt passage, 865 TAcxµov1 6vµw1 ). At the moment of 
the killing, in a strategy reflecting common Greek notions of the 
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mechanism of extreme violence, the chorus emphasizes mental aber
ration, identifying Medea with an Erinys (1260) and comparing her to 
'Ino rendered insane by the gods' (1284), and referring again to wrath 
(1265-6 <ppevol3ap11s x611.os).33 Jason is of course the character most 
convinced that Medea acts without thought or control, but purely 
from emotion: 446-7, 450, 457, 525, 590, 614, 621, 909, 1326, 1328, 
1342-3, 1407. And Medea plays up to that belief when she adopts the 
pose of the subservient female who has come to her senses (866-

975n.). 
The explicit planning and deliberation (the display of dianoia in 

the terms of Aristotle's Poetics) seen in Medea show her personality 
and behaviour from a different angle. Only Creon, temporarily, 
evinces awareness and fear of Medea's mental capacities. Jason is too 
caught up in the competition of the agon and in complacency with his 
own plans to take Medea seriously as a plotting opponent, and the 
guileless Aegeus has no idea in what circumstances Medea intends to 
arrive as his guest. The chorus, too, finds it more comforting to fall 
back on conventional beliefs and ascribe Medea's violence to divine 
possession and madness rather than contemplate too closely the in
tentionality of her acts. Even Medea herself draws back from full 
commitment to the voluntariness of her acts: at 1013-14 she intro
duces the co-responsibility of the gods, and thereafter she manipu
lates her own image of the situation to emphasize the compulsion 
exercised by an outside threat to her children (1059-61, 1238-41). It 
is the ultimate irony of the play that her own skilful planning finally 
entraps Medea herself, while her own manipulative rhetoric in the 
end is applied to convincing herself that there is no way out for the 
children. 

Finally, there are the issues of status, reputation, and fame that 
separate Medea from ordinary women (both the represented ordi
nary women of the chorus and the women living in the society of 
Eur. and his audience) and assimilate her to Achilles, Ajax, and Jason 
himself. Tragedy in general invites a fruitful confrontation between 

33 Such an interpretation of Medea's action is also conveyed in those vase
paintings that show a demon (probably an Erinys) or Oistros (Frenzy) attend
ing the scene of infanticide: see section 6 on vases (2), (3), and (5). 
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systems of value, especially between the heroic/ aristocratic values 
transmitted in the authoritative epics of Homer and other mytho
logical narratives carried in many forms of archaic poetry and the 
more polis-centred and more egalitarian values of contemporary 
society, which partly adapted and extended heroic values to a new 
context and partly defined its values against the inherited ones. 34 

In Medea Eur. effects a very stark contrast between Medea's under
standing of her mutual past with Jason and the assumptions made by 
Jason and Crean in the present moment. Binding herself to Jason 
through an exchange of oaths and the pledging of right hands, Me
dea acted as an equal partner in the heroic enterprise. Aegeus greets 
her as a friend, and she has somehow met the approval of the citizens 
of Corinth (11-12), not just the women. Her remarks on the behav
iour of a stranger in a city (214-24) and the jealousy affecting the 
clever (292-305) present her as a public figure, a status open to a 
mythological figure but not to a contemporary Athenian woman. It is 
as though l\1edea is living in the world of Pindar's Pythian 4, where 
she is an authoritative and respected speaker, or Olympian 13, where 
she is worthy of mention as a famed figure casting glorious light on 
Corinth. Jason seems to live in a different world, more like contem
porary Athens. He makes a unilateral decision about his future life 
and his children; he contracts his new marriage as an alliance be
tween males, under the normal rules of betrothal (the father gives 
and the groom receives, while the bride has no say); and he clearly 
believes in the stereotypes that Medea exploits when she poses as the 
weak woman who has come to her senses and will now at last be 
crw<1>pwv. Creon is clearly more alert to the dangers of Medea's 
power, yet in contracting the marriage before the start of the play he 
has treated Medea as a disposable foreign woman with no rights, not 
as the heroic partner and agent she has shown herself to be in the 
past. 

Although Medea appeals to the opposition and competition be
tween male and female, particularly in her first speech to the chorus 
of women (248-51, 263-6, 407-9), she arrogates to herself, and others 

5
• Vernant (1981), Goldhill (1986), Griffith (1995). 
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occasionally use of her, terms from masculine spheres of action 
and modes of behaviour. 35 The honour-root, tim-, especially in its 
negated form in c:n1µ6:l;w and o:T1µos, recurs at key points: 2011., 33, 
438, 660, 696, 1354. 'Harming enemies' is conventionally paired with 
'helping friends' as the action of a (male) person of significance, but 
the accent in this tragedy is particularly on harming enemies in re

turn for ill treatment: 44-5, 93-5, 163-5, 398-400, 807-10, 1354-7. 
The other side of the coin of taking revenge is avoiding the gloating 
or mockery of the triumphant opponent, or not allowing the oppo
nent to feel satisfaction with the results of an unrequited mistreat
ment: yEAWS and YEAo:a6a1/EyyEAo:v recur in 383, 404, 797, 1049-50, 
1355, 1362, and insistence on requital recurs in 44 oVTOI pa16iws, 398 
(ou) xaipwv, 1050 6:l;riµiovs, and 1354-7 OUK EµEAAES ... TEpirvov 616:
~EIV !,ioTov ... ou6' ... 6:vaTEI. Medea's references to 0!3p1s also indi
cate her quasi-masculine concetn for her status (25511.). Language 
drawn from the male provinces of athletic competition and warfare is 
also abundant in Medea's speeches or in reference to her (see section 
(f) below). Finally, despite her criticism of Jason's concern about his 
repute (591-2 ouK Ev6o~ov; cf. 542-4) and her complaint about the 
cost of her own fame (292-305; cf. 539-41), glorious reputation (KAEOS) 
turns out to be just as important to Medea, and even the chorus fol
lows her lead in applying the concept to women: 218 6vaKAElav (to be 
avoided), 236 ou ... EUKAEEis 61a;\;\ayai (to be avoided), 415 EVKAE1av 
(now to be won by the female sex), 810 Twv yap T01ovTwv [sc. 
avengers of their enemies] EUKAEEO-TaToS !,ios. 

There are thus many factors involved in Medea's motivations, and 
no simple interpretation of her behaviour or character is to be priv
ileged. The indeterminacy extends to the formation of her central 
decision, her use of the death of the children to punish Jason. The 
idea develops naturally, in one sense, from the sequence of refer
ences to the importance of children, first for Creon (283, 327, 329, 
344-5), then for Jason (562-7), and finally for Aegeus (669-71, 714-
15, 721-2). It is open to a spectator to read Medea's plan, announced 
just after Aegeus' departure, as inspired by !vledea's observation of 
Aegeus' eagerness to escape the misfortune of his childlessness. But 

35 See Bongie (1977), Knox (1977), Rehm (1989) and (1994). 
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the spectators have also heard and observed enough of Medea's 
ability to conceal her true purposes that they may be unsure whether 
the idea had not already formed itself before Aegeus' arrival. 36 

The intertwining of psychological motives is paralleled by an in
tertwining of mythological alternatives, and this mixture of elements 
accounts for the illogicality that critics have seen in Medea's great 
monologue. It is probable that versions in which the children of 
Medea were killed by the relatives of Crean or by the Corinthians in 
general were current before Euripides (see section 4 below). Al
though Medea worries in the first episode that she herself may be 
captured by her enemies in her attempt at revenge or after the act, 
she does not mention danger to the children until the monologue, 37 

and the same concern later motivates Jason at 1301-5. The open
ing scene of the play introduces a different possible scenario, the 
murder of the children by a despairing and suicidal mother. 38 The 
third scenario - killing the children to hurt Jason - is revealed after 
Aegeus' departure, as just discussed, and may or may not be an in
novation (see sections 4 and 5). Medea's monologue somewhat un
comfortably combines the first and third motifs, and the conflation 
has led many critics to postulate a textual confusion created by non
Euripidean revision of the scene (see Appendix). The view adopted 
here, however, is that Medea is not represented as being clear
headed and single-minded, but rather as combining forthright self
analysis with self-deception. The notion that she must protect her 

36 On this indeterminacy see Easterling (1977) 185-6. Manuwald (1983) 
argues that Medea has made her decision by 604 and that her claim to be a 
curse upon Jason's house (608) reveals that she has in mind to kill the chil
dren; but this puts far too much weight on the singular subject in 604 (as if 
eyw 6' entailed exclusion of the children, when it is simply in rhetorical con
trast to croi µev). 

" Line 782, in which mention is earlier made of enemies treating her 
children with outrage, is best regarded as an interpolation. 

' 8 It would be fascinating to know whether such behaviour was well known 
in ancient Greek society, but this is not the sort of reality that is likely to leave 
a trace in our sources. Familial murder-suicide is known in modern vVestern 
culture, especially in the United States with the widespread availability of 
guns, although the majority of cases involve murderous husband-fathers rather 
than wife-mothers. See also Easterling ( 1977) 186. 
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children from the threat of mistreatment by her enemies by killing 
them first herself enters the equation suddenly and decisively at 
1060-1 and recurs crucially at 1238-41. This motif is to be viewed in 
part as a device of the poet: he alludes to and partially appropriates a 
competing version of the story of the death of the children and ma
nipulates the audience into regarding the infanticide as nearly inevi
table. But a characterological explanation is also possible: in the ser
vice of her passion for revenge and her need to have the better of her 
enemies, Medea is redescribing her own situation in a forced man
ner, manipulating herself into completing her objective. 

Medea's internal struggle is much more than a straightforward 
contest of reason and passion, as a common reading of the final lines 
of her great monologue has tended to make it (for fuller discussion 
see Appendix). If we import anachronistically the Platonic division of 
the soul, we may say that the emotional and spirited part of her soul 
is engaged on both sides of the struggle: on the one side, her mater
nal love, pity; on the other, her sense of heroic self and 'face', her 
wounded pride at sexual rejection, her anger at injustice and be
trayal of oaths, her desire to make her enemies suffer as much as or 
more than she has or will. Medea uses her reasoning ability to weigh 
alternatives, develop plans, adjust her rhetoric to each situation, and 
perform a calculus of gains and losses, pleasures and pains. In the 
end, it is not a simple defeat of reason by emotion, but a display of 
the insufficiency of intellectual qualities to ensure a good outcome in 
the complex moral crises of human life. 

(c) Medea: barbarian, witch, woman 

For several decades, one of the most frequently quoted and debated 
assessments of Eur.'s Medea and the Athenian audience's reception 
of her has been that of D. L. Page recorded in his introduction to his 
1938 commentary (pp. xviii and xxi): 

She is a woman scorned, depicted at that stage of emotion in 
which her first torment of misery has passed into vindictive 
hatred. And here it is important to understand that the poet 
has described not a Greek woman but a barbarian. Though 
her emotions are natural to all women at all times in her posi-
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tion, their expression and the dreadful end to which they lead 
are everywhere affected by her foreign origin .... Because she 
was a foreigner she could kill her children; because she was a 
witch she could escape in a magic chariot. She embodies the 
qualities which the fifth-century Athenian believed to be char
acteristic of Orientals. 

This judgment crystallizes some essential problems: to what extent 
did Eur. want and expect his audience to understand and sympathize 
with .Medea, despite her otherness, and to what extent did his por
trayal (regardless of his intentions) reflect and reinforce his audi
ence's ideological assumptions about Greekness and maleness? 39 

The first point to make is that Attic tragedy deliberately chooses 
to portray persons and events at a distinct remove from contempo
rary reality. The mythic past is, in some sense, a foreign country, to 
which contemporary categories are applicable only through a filter 
of difference. Kings and princely heroes like Jason and Crean rep
resent to the audience 'the other' almost as much as Medea does. 
Moreover, the mythic past, as established by Homeric and Hesiodic 
poetry, is a world of permeable boundaries. The Greek gods beget 
children in other lands as well as in Greece, and heroic founders mi
grate from place to place. Cadmus and Pelops, for instance, come 
from the east, but their descendants are regarded as Greek. Homer's 
Trojans are credited with many of the same values, customs, and 
behaviours as his Greeks. Although it is clear that the Greeks' (and 
the Athenians') sense of distinction from, and even superiority to, 
other peoples became much more pronounced after the Persian 
Wars,• 0 tragedy could look both ways, toward the epic model and to
ward contemporary assumptions, and this ambivalence is one source 
of tension in Eur.'s play. 

Medea's foreignness certainly is made thematic in the play. At key 
points, allusions are made to the crossing of the boundary (Clashing 
Rocks or Bosporus) that divides the world of Medea from Greece 
(2, 210-12, 431-5, 1262-4). Upon entry, the chorus' first mention of 

'
9 On the audience's unreflective sociological assumptions and prejudices, 

see Hall (1997). 
•
0 Hall (1989). 

\ 
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Medea uses the periphrasis 'the unhappy Colchian woman' (133), and 
they refer repeatedly to her separation from her homeland (432, 442; 
cf. 645-53), as do Medea herself (253-5, 328, 502-3, 800-1), the 
nurse (35), and Jason (1332). The word l36:pl3apoc; itself appears only 
four times in the play, uttered only by Medea (256, 591) or Jason 
(536, 1330), never by the chorus or other characters. Ethnic difference 
is cited especially in angry argument, by Medea in 509, 591, 801-2, 
and by Jason in 536-41, 1330-1, 1339-41: it is important to note that 
Jason's claims of Greek superiority in the agon have been undercut by 
his own action (536-8n.), while his insistence in the finale that no 
Greek woman would have behaved as l\fedea did is a charge that 
would not stand up to reflection (Procne, Althaea, and the Lemnian 
women are all Greek women who killed their children). On the 
whole, then, Eur. has been rather restrained, and also partly ironic, 
in exploitation of the Greek-foreign contrast. This conclusion is 
borne out by two further points. First, within the play Medea is por
trayed as worshipping and invoking the same gods as the Greek 
characters, and these gods second her plan. Although her progenitor 
Helios had no cult in classical Greece except in Rhodes, and al
though Aristophanes could cite sacrifice to Helios as distinguishing 
Persians from Greeks (Olson on Ar. Peace 406, 409-13), there is noth
ing exotic or unGreek in Medea's invocations of Helios in this play, 
nor any reason to regard his help with her escape as inconsistent with 
the will of Zeus. The only exotic religious feature is Medea's associ
ation of Hecate with the inmost centre of her house (397n.). Second, 
if Eur. 's treatment is comTJared to subsequent versions of the same 
story, one can see clearly how the motif of foreignness is intensified 
or exaggerated by later authors. 41 While it is likely enough that some 
segment of the original audience reacted as Page suggested, with 
smug confidence in the essential difference of Greeks and foreigners, 
the details and texture of Eur. 's text imply an audience, or audience 
segment, open to a different view. 

Medea's skill in magic is a major aspect of her mythological per
sonality, both before and after Eur., but again the restraint of Eur. in 
deploying this motif is noteworthy. In opposition to Page's sugges-

41 See Dihle (1976) and (1977); Hall (2000); Macintosh (2000). See section 6 
below. 
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tion that l\Iedea's magical powers would be a defining trait that al
lowed the Greek audience to distance itself from her behaviour, and 
condemn it more strongly, Knox argued against applying the concept 
'witch' to l\Iedea and in favour of recognizing the ordinary humanity 
of her essential actions. Whatever the propriety of the term 'witch', it 
is implausible to minimize her magical powers to the degree that 
Knox attempted to do. The term <j>6:pµaKa appears six times in the 
play. Creon fears Medea because she is 'clever ... and knowledge
able in many means of harm' (285). Medea herself declares in a cru
cial decision that 'It is best to proceed on the direct path and, using 
the means in which I am most skilled, destroy them with poison 
drugs' (384-5n.), and she prays to Hecate as her special ally (395-7). 
On the other hand, Knox's critical instinct is essentially sound. Eur. 
passes up some opportunities of explicitly mentioning magic: for ex
ample, perhaps in Medea's winning the favour of the Corinthians 
(rm.), and in allusions to the protection of Jason from the fiery bulls, 
to the conquest of the guardian serpent, and to the death of Pelias 
(476-87). The act of applying poisons to the gifts, announced with 
the future xpicrw in 789, is not subsequently shown or narrated (more 
than that, it is neglected in the dramatic economy of the scenes), and 
l\1edea makes her plans with no expectation or hint that she will in 
the end have access to a winged chariot. The supernatural elements 
are thus downplayed, both in matters 'outside the drama' and those 
within the play, until the finale, apparently already a conventional 
locus for more open intervention of the divine or supernatural. The 
contrast with the presentation of Medea's magical powers in later 
versions of this plot is again striking. The motifs of herb-gathering 
and black-magic sacrifice and concoction are present in classical 
plays about other parts of Medea's history, in her instructions to 
Jason in Apollonius, Argonautica Book 3, and in Ovid's treatment 
of the rejuvenation of Aeson in AJetamorplzoses 7. 159-293. Seneca 
incorporates these motifs into his Afedea, where they are made typi
cally prominent, and his portrayal had lasting influence from the 
Renaissance onward. Grillparzer, for instance, presents Medea's life 
in his Medea and in the preceding play of the trilogy as an ultimately 
futile struggle to put sorcery behind her and adopt the civilized life 
of an ordinary woman. And in this respect Robinson Jeffers' adap
tation of Eur.'s play owes more to Seneca than to Eur., for sorcery 
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and Colchian origin are emphasized in tandem as tokens of Medea's 
otherness and wildness. 

Although the representation of women in Attic drama is too large 
and controversial a topic to be covered in much detail here, brief 
consideration must be given to Medea's status as female in regard to 
audience reception. 42 The dominant ideology of classical Athens was 
strongly exclusionary of women and distrustful of women's potentials 
and behaviours, and the legal status of women entailed many disad
vantages. Respectable women of citizen families were ideally imag
ined as confined indoors, silent, and subservient. How far this ideal 
was actually lived out in the daily lives of women in Athens is a 
separate question, to answer which our evidence is largely deficient. 
It seems clear, however, that social and economic status, location 
of residence ( city or village or isolated farmstead), political status 
(women of Athenian vs metic or foreign background), and age (pre
menopausal vs post-menopausal) played a significant role in deter
mining the extent and kind of a female's freedom to appear outside 
the house, and that at least in some families women exerted informal 
influence in economic and familial matters through their relation
ships with husbands, sons, and brothers. 43 The conventions of tragic 
performance require the speaking female characters to appear out
side the doors of their house, and some of the female choruses (as in 
Medea, Hippolytus, Andromache, and other plays, including Sophocles' 
Trachiniae and Electra) are women lingering in a public space en masse 
(without ritual or festival justification). The transgressiveness of this 
situation is thus partly softened by its theatrical conventionality, but 
the playwrights also deliberately point to the transgression when they 
wish to make some point. Euripides in particular is fond of noting the 
discontinuity between the impulse to conventional 'decency' and the 
desperate situations in which tragic women are enmeshed. 

One mode of reception of Medea for a typical male member of 
the fifth-century audience would be to view Medea in the light of 
traditional assumptions and stereotypes inherited from the poetic 

•
2 See esp. Foley (2001), Rabinowitz (1993), Zeitlin (1996), Wohl (1998), 

McClure (1999a), Hall (1997), Griffith (2001), Mueller (2001); also Gould (1980), 
Foley (1981), Easterling (1987). 

43 See e.g. Just (1989), Cohen (1989), Fantham et al. (1994). 
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tradition, to regard her with fear and disapproval and interpret her 
actions as a confirmation of the need to distrust and tightly control 
all ,vomen in real life. Her marriage to Jason is abnormal, because 
formed without her father's consent, indeed against her father's in
terests. She is swayed (at certain points in the play, at least) more by 
emotion than reason, and her emotion is unrestrained and linked in 
particular to sexual satisfaction. She conceals her true intentions in 
many of her conversations and she uses the underhand method of 
poison drugs against her enemies, thus embodying the essential in
teriority and concealment that belongs to woman physically and 
mentally. 44 She manipulates unwary men to do her will through in
sistent and glib speech. On the other hand, Medea presents to such 
an interpreter (whom we might term the unreflective male chauvinist) 
the alarming image of a woman who engages in male activities, like 
Clytemnestra in Aeschylus' Agamemnon. She has exchanged oaths as 
an equal with Jason, she has a xenia-like relationship with Aegeus, she 
competes for honour, reputation, and revenge, and she lays claim to 
language and imagery from typically male spheres (military, athletic, 
political). 

\Vhy is such a mode of reception inadequate, even as a recon
struction of a fifth-century Greek's probable response? As has been 
mentioned before, the heroic world of tragedy is not a direct reflec
tion of contemporary culture, and so the unusual actions or status of 
a female character may receive some degree of licence within the 
imagined different world. Medea's self-made marriage is more than a 
simple violation of norms, because it is also conditioned by a typical 
story-pattern of heroic quests (young hero succeeds in ordeal posed 
by older opponent with the help of opponent's daughter and with his 
success takes the daughter from her father). The very act of effective 
dramatic representation affords to almost all characters the possibil
ity of persuading, seducing, or winning the sympathy of the audi
ence: the captivation of the chorus of Aeschylus' Agamemnon when 
Clytemnestra makes such a vivid presentation of the journey of the 
fire-signal and of the capture of Troy and the sympathy and acqui
escence of the chorus of Medea early in this play may be taken as in
ternal indications of one aspect of audience response to these strong 

.. Zeitlin (1996) 55-86; Padel (1992). 
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female characters. In the evolving continuum of response that drama 
requires, an ideal audience-member will entertain a multiplicity of 
perspectives over time and even a split perspective at some individual 
moments. 45 Part of this process involves entering into the position 
and perspective even of a Clytemnestra or Medea, recognizing the 
analogies between their experiences of mistreatment and inequality 
and those in the audience-member's own life. 

Medea's status as woman, therefore, should not have been a uni
versal or insuperable obstacle to some degree of sympathetic engage
ment with her position. As often seems to be the case in Euripidean 
plays, the performance appears to be designed to evoke shifting and 
mixed reactions to the major figures and to leave little room for 
either moral certainty or moral smugness by the end of the play. 

(d) Medea and Greek institutions 

In addition to the filtered scrutiny of the institution of marriage and 
of the culture's normative view of the place and potentialities of 
women, Medea also subjects other important Greek cultural practices 
to examination, revealing (as is typical of tragedy and other serious 
'literature') their paradoxes and deficiencies. Of most significance in 
this play are oaths, supplication, and reciprocity, both beneficial and 
hostile, between elite peers. 

Jason once pledged himself to Medea through an oath witnessed 
by gods and sealed with the pledge of the clasping of right hands. 
The ruin that overtakes him and deprives him of offspring is a typical 
recompense for his perjury. The nurse introduces this complex of 
ideas in 21-2: 'Medea ... shouts in protest about the oaths, and she 
summons back to memory the mighty pledge of the right hand, and 
she calls the gods to witness ... ' The friendly clasping of hands is re
enacted on stage when the boys are told at 899 to take their father's 
right hand (on l'vledea's emotional reaction to this see 899n.). Later, 
Medea herself kisses and holds her children's hands in her ambigu
ous farewell (1069-73). Oaths and their patron gods (Themis and 
Zeus) are a repeated topic of Medea's distraught cries from indoors 
and the responses of nurse and chorus to them: 160-3, 169-70, 209. 

•s Griffith (1995); Griffith, comm. on Soph. Ant., pp. 58-66. 
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The chorus' claim of reversal in the first stasimon stems from the fail
ure of Jason's pledge in the name of the gods (412-13 6ewv TTicrTIS, cf. 
422 6:mcrTocrvvav) and from the disappearance of 'the enchanting 
beauty/reciprocity of oaths' (439 opKwv x6:p1s), and the chorus also 
has Jason in mind when they reject the ungrateful man as friend 
(659-62; 65911. on 6:x6:p1crTos). Medea repeats her charge in the agon 
(492 opKWV 6e <ppov6ri TTIC7TIS, 493 6eovs, 495 OVK EVOpKos), and in his 
reply Jason makes no defence on this point (since his position is in
defensible). Medea cites Jason's faithlessness again before Aegeus 
(698 mcrTos ovK e<pv <p1Ao1s), and then insists on a pledge and oath 
from him (731 TTIC7TIS, 735 6pK!OIC71 ... ~vyeis, 737 6ewv 6:vwµOTOS), 
prompting a performance of oath-taking before the audience (745-
55) - an oath that the audience understands Aegeus will keep faith
fully. In the final confrontation, Medea alludes to the oath-breaking 
in 1352 (ei µ~ Zevs TTOT~P ~TTinaTo) and 1364 (TTaTpc.0101 v6crw1) and 
finally makes the devastating riposte 'What god or spirit gives ear to 
you, the oathbreaker and deceiver of a solemn friend (xenos)?' 

The right hands of Medea and Jason are intrinsically connected 
to the institution of the oath in the play, but hands are also integral 
to the act of supplication. 46 In the past Jason clasped Medea's hands 
and knees (496-8 q,eO 6e~1a xeip KTA.), supplicating for her aid and 
laying himself under a lasting obligation to his protector - another 
duty that Jason is betraying.47 \Vithin the play, 48 we see Medea sup
plicating Creon, first simply through words and then with physical 
contact (324-5111.). This supplication is ultimately successful, after 
l\ledea reduces her request from remission of exile to a day's delay, 

46 Flory (1978); Szlezak (1990); Burnett (1998). My discussion of supplica
tion is also indebted to conversation with and an unpublished paper of Frank 
Cope, esp. in regard to the double meaning of Afedea 659-62. 

47 Compare the extra sting for both Adrestus and Croesus of the suppli
ant's responsibility for the death of his purifier's son, Hdt. 1.44-5. 

•• In all the references to marriage within the play, there is no hint of the 
idea of the bride as suppliant: Iamblichus VP 9.48 (cf. 18.84) reports as an 
element of Pythagorean teaching the notion that the bride is as if raised from 
a sacred hearth by the husband, but it is unclear how widely known this no
tion was. Eur. makes no allusion, moreover, to any supplication by Jason and 
l\fedea on their arrival in Corinth, although this is an element of the story in 
Seneca and others, as part of the effort to explain and justify Jason's betrayal 
by making clear his dependency on Creon's favour. 
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but Medea will use the favour against her 'benefactor', thus match
ing Jason's betrayal. Medea's next supplication is of Aegeus (709-13): 
it too is successful and also involves some corruption of the institu
tion, since she both conceals from Aegeus the planned circumstances 
of her departure from Corinth and will in the distant future (as the 
Athenian audience knows) threaten the life of her benefactor's son. 
Medea also incorporates supplication into her plot against the prin
cess and king, since the boys are to supplicate the girl and she is to 
supplicate her father (971, 942-3). In the second half of the play, 
Medea herself becomes the object of supplication and is relentless 
in refusing appeals made to her. The chorus uses the language of 
supplication in 853-5 to ask her not to kill her children, and they 
imagine the children falling at Medea's knees as suppliants and suc
cessfully averting the murder (862-5): one may speculate that the 
choreography at these corresponding passages of strophe and anti
strophe perhaps reflected the theme through kneeling or outstretched 
arms or both. 49 In the final tableau, Jason is virtually in the position 
of a suppliant, below Medea's level, probably reaching up toward 
her in his longing to touch his dead sons, as he makes his requests 
(1377 TTcxpes, 1402 66s µ01 TTpos 6ewv - the phrase TTPOS 6ewv is a fos
silized remnant of supplication) and is 'driven away' (1405 cxmAav
v6µe6') like a rebuffed suppliant. The reversal, and the undoing of 
their previous relationship, are complete in this final refusal. 

While the peaceful, institutional uses of the right hand are per
verted in the motifs of pledge and supplication, significant repetition 
marks the hand also as the agent of violence, especially Medea's 
hand, but occasionally that of her enemies: 857, 864, 1055, 1239, 1244, 
1254, 1279, 1283, 1309, 1322, 1365. This violence overshadows the 
fewer allusions to the affectionate use of touch, in embrace of the liv
ing or tender handling of the dead (939, 1034, 1070, u41, 1378, 1412). 

49 Szlezak (1990), Wiles (1997) 125, and independently suggested to me by 
Frank Cope. One may note as well 901-2 'children, will you, even living a 
long time, thus stretch out your dear arm?', a gesture which makes visible, 
though with the wrong object, the gesture imagined a few moments before by 
the chorus in 863; and the use of 1rpocnriTve1 in 1205 and e~avacnficrai in 1212 
and 1215, both words suitable to the ceremony of supplication, here used of 
Creon's embrace of his daughter and inability to disengage from her grasp. 
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Hands are also evoked in allusions to gift-giving, ominously in the 
transfer of the gifts from Medea to the boys to the princess (784, 956, 
973, 982, 1003), more innocently in Jason's offer of aid to his exiled 
family (612). 

When Medea calls Jason 'deceiver of a solemn friend (xenos)', she 
points to Jason's failure to live up to the code of reciprocity that be
fits a Greek of elite status. A true relationship of charis between guest
friends has no temporal limit and does not admit of precise calcu
lations of the balance of benefits. 50 Jason's abandonment of Medea 
is, from his own point of view, a denial of her status as an equal partic
ipant in an exchange-relationship. From the perspective of Medea 
(and Aegeus), however, his actions show that he is himself not an 
agathos, as his birth and adventures suggest, but a kakos (especially 465 
,rayKCXKIO'TE, 488 KCXKIO'T' cxv6pwv, 498 KOKOV irpos cxv6p6s, 518 TOV 

KOKOV, 618 KOKOV ••• cxv6p6s, 690 KCXKIO'TOS, 699 KOKOS).
51 Jason fre

quently employs commercial and financial terms and metaphors (see 
(J) below), and he violates the 'rules' of aristocratic exchange (in 
which the participants are expected to misrecognize or overlook the 
precise economic value) 52 when he reckons up an account in which 
Medea has been adequately paid back once and for all. Medea, on 
the other hand, may be said to be reasserting her elite status by giv
ing gifts: first, even as a suppliant of Aegeus, she offers him aid which 
he would greatly value - the promise of offspring; then, with Jason 
and the royal family, she offers what appears to be a splendidly hon
orific gift, ignoring the economic realities that Jason raises as an ob
jection (she needs the wealth herself, the royal family already has 
ample gold and garments). Where Jason had abandoned the system 
(at least as far as his tie to Medea is concerned), Medea manipulates 
and corrupts the system both to underline its importance and to 
prove that she knows how to help friends and harm enemies. 

50 Mueller (2001). 
51 See McClure (199gb). 
52 As Glaucus correctly does in the famous exchange of armour with Di

omedes in Iliad 6.230-6, whereas the narrative voice stands outside the elite 
exchange-system when it comments on the folly of accepting bronze in place 
of gold. 
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(e) The gods 

Most of Eur. 'splays feature gods 53 as characters at the margins of the 
dramatic action, in the prologue, or in a deus ex machina epilogue, or 
in both places. Medea has neither of these features, but instead leaves 
the intervention or operation of the gods to be inferred by those mem
bers of the audience who wish to detect it, in the same way that an 
audience is licensed to do in viewing plays like Agamemnon (in the safe 
and rapid arrival of Agamemnon home despite the storm that af
flicted the Greek fleet) or Oedipus 1jrannus (in the timing of the plague 
and Polybus' death and the identities of the Corinthian messenger 
and the Theban herdsman). Zeus in particular and the gods in gen
eral have oversight over oaths and treatment of xenoi, and it has been 
shown above how Jason's suffering may be seen as the destruction 
that is expected to befall a breaker of oaths. 54 Apart from this, the 
references to Medea's descent from the sun-god Helios and the in
vocations of Helios (406, 746, 752, 764, 954) emphasize that god's 
twofold interest, as Medea's progenitor and as a witness of human 
action in general and of adherence to or violation of oaths in par
ticular (cf. Garvie on Aesch. Cho. 984-6). The repeated naming of 
Helios prepares both for the prayer of the chorus to Helios in 1251-
60 (which is not answered) and the provision of the winged chariot to 
Medea at the end (1320-2), which is a surprise to the audience and 
seems a spontaneous intervention, since there is no report of any 
prayer or request for this aid. The chariot on the crane allows Medea 
herself to take the position and perform some of the normal func
tions of the deus ex machina (1293-1419n., 1379-83n.). These features 
of the end of the play reveal clearly that the gods 55 are in some sense 

53 From antiquity there has been a strong tradition of regarding Eur. as 
an atheist or one who applies a caustic irony to his portrayal of the gods. Much 
work in recent decades rightly argues for the traditional basis of theological 
motifs in the plays and for the seriousness of allusions to ritual and religious 
practice, although some scholars go too far and slight the questioning and 
challenging element that coexists with the traditional. See e.g. Burnett (1971), 
Foley (1985), Mastronarde (1986) and (forthcoming), Kullmann (1987), Lefko
witz (1987) and (1989), Mikalson (1989) and (1991), Kovacs (1993). 

54 See Burnett (1973) and Kovacs (1993). 
55 For the question of the possible exoticism of Medea's connection to 

Helios and Hecate, see section (c) above. 
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on Medea's side in her struggle, and it is consonant with Greek reli
gious thought to see the working of the gods, and not blind, random 
chance, in the arrival of Aegeus at just the moment Medea's plot 
needs him (663-823n.). 

Once it is conceded that the frequent references to the gods and 
opportune events in the play point to a theological background that 
explains the disaster that befalls Jason, the question arises whether 
we should also interpret Medea's own downfall as a punishment 
brought upon her by the gods. Jason refers near the end of the play 
to an avenging demon (alastor) that pursued Medea from Colchis and 
brought suffering to him (1333-5). This demon was evoked by Me
dea's slaying of her own brother on the family hearth. This is a ret
rospective analysis by an interested party, so it is unclear how cogent 
it is to be felt to be. Medea herself laments at a crucial point that 'the 
gods and I have contrived' the situation that demands the death of 
her children (1013-14). Kovacs (1993) has suggested that when Medea 
plans her scheme of getting at Jason through the children and when 
she overcomes her own objections to it she may be understood to be 
mentally under the influence of the gods, who are bringing about 
her punishment at the same time as Jason's. Two objections may be 
made to such an inference. First, the tragedians normally explicitly 
reveal to the audience when a character is suffering a mental invasion 
that is controlling his or her perceptions and behaviour: so with Ajax 
in Sophocles' play, Phaedra in Eur. 's Hippolytus, and Pentheus in 
Bacchae. Such an indication is lacking in Medea. Second, tragedy fre
quently displays a dovetailing of a character's inclination and desire 
with the purposes of the god, and this dovetailing involves a rich 
double motivation rather than one that is reducible simply to divine 
influence or delusion (ate): so with Eteocles' decision to fight his 
brother, and Agamemnon's decision to tread on the tapestries at 
Clytemnestra's persuasion. In the case of Medea, the two sides of the 
causation are succinctly expressed in 1013-14, but this does not de
tract from the impression of freedom and voluntariness in Medea's 
previous development of her plan. This citation of the gods may in 
fact be interpreted as partly a rhetorical ploy by which Medea steels 
herself for the deed, just as in the Iliad Agamemnon's retrospective 
analysis of his ate is mainly a face-saving explanation that does not 
remove his obligation to make amends for his error. Accordingly, 
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there is hardly a strong sense at the end of the play that Medea is 
being punished by the gods: she has their complicity, and she is on her 
way to enjoy years of safety and prosperity in Athens. 

What this all means in terms of theodicy is that the polytheistic 
pantheon of traditional Greek religion and myth has a concern for 
the moral behaviour of men and upholds certain principles, but that 
the action of the gods is not entirely predictable to mortals or fully 
ethical by mortal standards. Gods choose when they will or will not 
act, and they are often more attentive to punishment of the guilty 
than to preservation of the weak or victimized, and the destructive
ness of a punishment may seem, by human standards, to exceed by 
far what the offence demands. The futile prayer of the chorus for 
protection of the children underlines the discontinuity between hu
man judgment and divine judgment. This discontinuity is often made 
blatant in Eur.'s plays, but it is not unique to him, since the same 
principles apply in tragedies like Antigone and Agamemnon. The final 
impression of this drama is morally disquieting, but this is not the 
result of a godless world. 56 

(f) Imagery 

As an heir and continuator of the high-style tradition of Greek po
etry, tragedy makes ample use of figurative language. \Vhen the 
similes and metaphors of a tragedy present recurrent or related im
ages, this feature provides one aspect of the texture of construction 
and reception, sometimes suggesting connections or contrasts that 
would not be obvious from overt features of character and action, 
and sometimes strongly reinforcing the literal meanings of a charac
ter's words. Aeschylus' Oresteia is famed for its extraordinarily rich 
and complex system of imagery, 57 but the same phenomenon can be 
observed, on a smaller scale, in works of Sophocles 58 and Eur. 59 

56 In contrast, in the final couplet of Seneca's A1edea Jason proclaims per 
alta spatia vade sublime aetheris, I testare nullos esse, qua veheris, deos ('Go to the 
height of heaven through the lofty expanses, give witness that where you fly 
there are no gods!'). 

57 See e.g. Lebeck (1971). 
58 See e.g. Goheen (1951). 
59 See in general Breitenbach (1934), Barlow (1971), and Kurtz (1985). 
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The systems of figurative language deployed in Medea are drawn 
from areas that are common in much of classical Greek poetry: 
weather, the sea, and seafaring; disease and medicine; animals wild 
and domestic, along with hunting and agriculture. The imagery of 
storm and voyage is particularly suited to Medea's story, as she has 
travelled from one world to another across the sea, leaving behind 
the safe mooring of her childhood home and native culture. Medea's 
woes are like the_water_in the bilge threatening to_make the-sl§:>-:-
lounder (79) or are. the rough seas themselves (362-3), and she lacks a 
place to ~nchor herself saf~ly_(258, 279, 442), until Aegeus offers her a 
Fiarbour to moor in (769-70) after she sets sail (938 cnraipoµev). Me
dea thus is figured as moving from helplessness and passivity to con
trol of the vessel of her life. While Medea is still 'at sea', her enemies 
sail confidently, attacking her forcefully with full sails (278) and steer
ing out of her stormy threats (523-4, Jason as skilled helmsman). For 
Medea is also like an unheeding wave of the sea (28-9) and a source 
of dark clouds and lightning (94, ro6-8) and a storm of protesting 
language (524-5). 

The medical imagery provides a similar mixture of perspectives. 
Medea is herself ailing in the first part of the play (60, 134, 197, 
199, 473-4; perhaps 279 EVTTp6cro1cnos). But she diagnoses Jason's 
'disease' (471) and knows a way to heal herself (473 Kov<p1cr6~croµ01 ), 
and she is the mistress of <pcxpµaKa (385, 789, 806, 1126, 1201, all 
of the poison used on the gifts; 718, of the drugs promised to cure 
Aegeus' childlessness). Medical metaphors also occur in 245 (the 
'nausea' of the discontented husband), 283 ('incurable' harm), 520 
(wrath 'hard to cure'), and 1138 (distress of the sympathetic house
hold slaves). 

l\1edea is also figured as a wild animal throughout the play. In her 
distress early in the play she is given the fierce glare of a bull or 
lioness (92, 187-8), and the nurse fears for the children because of 
Medea's 'wild character' (ro3 6:yp1ov ~eos). By the end Jason calls her 
a lioness and Medea exults in the name (1342-3, 1358, 1407), and she 
has 'a nature wilder ( cxyp1c.nepav) than Scylla'. Although she is her
self 'bitten' by her sufferings at the outset (110), later Medea 'bites' 
Jason (817, 1370) and he regards her as immune to the 'bite' of re
proach (1345). The poison used by Medea devours and chews the 
princess: 1187 TTaµ<pcxyov TTVpOS, 1189 e60TTTOV, 1201 yvcx601s CX6~AOIS 
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q,apµa:Kwv.60 The image of yoking for marriage (a commonplace) re
curs in 242, 673, 804 (cf. 'new-tamed' in 1366), but it also applies to 
other close ties (735 of Aegeus' oath, 1017 of mother and children, 
1145 of the pair of children). Bearing a yoke is also a trite metaphor 
for compliance (449, 1018, both recommendations to Medea). Medea 
also turns out to be a hunter of her victims, however, in the figure of 
the hunting net: 986 for the princess, 1278 for her sons. 

Figurative language also contributes significantly to Medea's ap
propriation of masculine values and insistence on her claim to hon
our and revenge (see sections (a) and (b) above). Language of a mili
tary cast, both metaphorical and literal, is very frequent, almost all 
of it in reference to Medea or her actions or used in her own argu
ments: 183 opµcnm, 248-250 O:KIVOVVOV, µapvaVTOI 6opi, irap' a:CJ
lTIOa, 263-4 q,6!3ov, O:AK~V, cri6Tjpov, 390 irvpyos, 394 TOAµT]s 6' Eiµ1 
irpos TO KapTEpov, 403 Epir' ES TO 6E1v6v· vvv aywv Ev41vxias, 408 fo0i\', 
466 avav6piav, 597 epvµa 6wµacr1v, 765 (cf. 45) KOAAIV\KOI, 852 q,6vov 

aipT]l, 938 airaipoµEv, 1051 TOAµT]TEOV, KO:KTJS, 1117 Kapa60KW, JI85 
ElTECJTpaTEVETO, 1242 ai\t..' El' OTIA.il;ov, 1244 i\al3E ~iq,os, 1246 µ~ Ka
K1CJ6ii1s, 1322 epvµa lTOAEµias XEpos. The same is true of the language 
of athletic contest (235 aywv µey1crTOS, 366 6:ywVES, 367 lTOVOI, 546 
aµ1i\i\av, 585 EKTEVEI, 1245 irpos l3ai\l3'i'6a AVlTT]pav l3iov), although 
such terms also appear in other mouths (274 l3pal3Evs, 557 aµ1i\i\av, 
I082 aµii\i\as, JI81-2 runner and racecourse simile, 1214 irai\aicr
µaTa). The language of profit and commerce (which may be conceived 
of as in tension with aristocratic reciprocity in the form of xap1s and 
q,1i\ia) is more commonly heard from Jason's mouth (454 KEp6os, 461 
axp~µwv, 527 VOVKAT]pias, 532 OVK a:Kp1!3ws OVTO e~croµm i\iav, 535 
EiAT]q>as ~ 6E6wKas, 542 xpvcr6s, 560 CJ1Tav1l;oiµrn6a, 566 A.VE!, 6JI 
XPTJµO:TWV, 612 aq,66vw1, 615 KEp6avEis, 910 irapEµlTOA.WVTOS, 960 
cr1ravil;E1v, 963 XPTJµa:Twv), but Medea also employs it (369 KEp6ai
vovcro:v, 516-9 xpvcrov, Kil36T]AOS, xo:pO:KT~P, 965, 968 xpvcr6s, 1362 
AVE\). 

60 Similar metaphors are found in Sophocles' descriptions of the poisoned 
cloak of Heracles: Trachiniae 769-71, 974-5, 979-81, 987, 1028-30, 1053-6, 
1084, 1088. 
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3 PRODUCTION 

The appearance of the theatre in the sanctuary of Dionysos Eleu
thereus in Athens 61 in the year 431 BCE cannot be established with 
certainty: at that date very little of the theatre was in stone; and since 
the traces of fifth-century structures have been overlaid and largely 
obliterated by later construction, the dating of what traces there are 
is not certain. The theatre-building or skene in Eur.'s time was a tem
porary structure of wooden posts and panels (probably of fabric) 
with a flat roof capable of supporting at least a couple of actors. The 
background provided by this building was pierced by large central 
double-doors, the only opening usually employed in tragedy, 62 where 
it might represent the entrance to a temple, a palace, a humble 
dwelling, a military tent, or a cave. The appearance of the back
ground may have been modified by the use of painted panels with 
trompe-l'oeil representation of architectural features or other scenery. 

Before this background was a rectangular acting-space, where in
teractions between the actors usually took place. The acting-area 
may have been a wooden platform raised very slightly above the level 
of the dancing-area or orchestra; if so, the two spaces were still easily 
accessible to each other by one or two steps. The dancing-area pro
jected in front of the acting-area and into the hollow where the 
audience was seated. In the fourth century the orchestra was a 
large circle, but it is a major issue of contention among scholars 
whether this was true in the fifth century as well. Some architectural 
traces of the honorary seating have been interpreted as indicating a 
rectilinear dancing-area, and rectangular or trapezoidal dancing
areas are proven in some small deme-theatres of the late fifth cen
tury. Many archaeologists are accordingly now convinced that the 
circular dancing-area was introduced only in the fourth century to 

61 For fuller discussion and documentation of topics related to production 
see Pickard-Cambridge (1968) and Csapo and Slater (1995). For a convenient 
brief summary of the archaeological remains and their interpretation see 
r-.loretti (2000). 

62 Secondary doors and window-openings may have been available ad hoe 
or routinely, but are not exploited in most tragedies. 
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accommodate a vastly expanded theatron holding up to 30,000 spec
tators. 63 \Vhatever its shape, the chorus danced and stood in this 
area, probably spatially distinct (for the most part) from the actors, 
just as they were distinct in their mode of performance and their 
mode of experiencing the crucial events of the drama. 64 At either 
side, where the dancing-area and acting-area met, there was an en
trance-ramp or path (eisodos or parodos), and by convention one side 
was often considered to lead to other parts of the city, the other to an 
exit from the city into the countryside. 

In Medea the background represents the residence in which Medea 
and Jason have been living, while the acting-area and dancing-area 
represent the public street or plaza in front of this house. The city
side entrance leads to the place where the children have been taken 
to exercise before the play begins, to the marketplace and fountain
house where the tutor overhears the gossip about the decree of exile, 
and to the royal palace, into which Jason has moved to live with his 
new bride and father-in-law and where the deaths of Creon and his 
daughter take place. Thus all side-entrances and side-exits of actors 
except those of Aegeus occur on this side. The other side, used by 
Aegeus, leads to a gate in the city-wall and the roads giving access to 
other lands. 65 We cannot be sure from which side the chorus entered 
(possibly they even entered from both sides, as they are coming from 
the immediate neighbourhood). 

Two mechanical devices were in use in the theatre during Eur. 's 
career. A crane (a counterbalanced swing-beam) behind the theatre
building, perhaps originally used for construction and dismantling 
of the building and transport of heavy props or painted panels, had 
been appropriated by the dramatists at some date earlier than Medea 

65 See most recently Moretti (:woo) and Pohlmann (1995a); recent advo
cates of the circular form include Wiles (1997) 46-53 and Scullion (1994) 3-
66. 

64 This point too is controversial. For the distinct position and modes of 
the chorus, see Mastronarde (1998) and (1999). For the alternative view that 
the actors usually positioned themselves within a circle formed by the chorus, 
see Ley and Ewans (1985), Ewans (1995), Wiles (1997). 

6
' \Vecklein, however, has Aegeus come in on one side (from the harbour) 

and depart on the other (for a road leading to Troezen). 
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to show the flight of gods. Medea appears with the bodies of her two 
sons on a winged chariot suspended from this crane in the final scene 
of the play, and this theatrical coup depends for its effect on a pre
existing convention of a deus ex machina arriving suddenly to stop the 
human actors and make dispositions for the future. 66 A rolling plat
form (eklryklema) was available behind the central door: this could 
bring an interior scene (especially dead bodies) out before the chorus 
and audience. Jason's demand to see the bodies of his children and 
his call for the opening of the door would have suggested to the au
dience that the rolling platform was about to appear, but Eur. frus
trates this expectation by his unusual use of the crane for Medea's 
escape and by her appropriation of the bodies. 

Few props are required for this play. Creon's attendants are pre
sumably armed, and Jason may also wear a sword, lending force to 
his threat of vengeance in line 1316 (but see n.). Crean probably has 
a royal staff or sceptre, and Aegeus either a sceptre or a traveller's 
staff. If one adopts an alternative reading in line 46 (see n.), then the 
children come on with hoops that they have been playing with before 
entering. The poisoned gifts are the most significant props, but it 
cannot be determined with certainty how they were treated in the 
original performance. The poisoned robe of Soph. Track. is not seen 
when Deianeira gives it to Lichas: it has to be conveyed in a box or 
chest because sunlight activates the poison. A chest is depicted in a 
few South Italian vase-paintings showing the death of the princess, 
and it surely alludes to the carrying of the poisoned gifts, but whether 
this is a true reflection of stage-practice or simply a device of visual 
narrative is unknown. The poison used by Medea is apparently acti
vated by the body-heat of the princess once the gifts are donned. 
Thus, they could perhaps be carried on open trays or in shallow 
boxes so that the servant and the boys may carry them but not in fact 
handle them directly, while the audience and Jason have some view 
of them. Jason refers to the two gifts in 960-1. If line 949 is correctly 
deleted as an iteration of 786, his ability to name them probably 
implies that they are visible to him (otherwise the audience is ex
pected to assume that he knows these items well and recognizes the 

66 On the crane see 11astronarde (1990) and Lendle (1995). 
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containers - an unlikely technique for Greek tragedy). 67 The winged 
chariot attached to the crane has already been mentioned: see 1317n. 
for the question whether Euripides' own production showed winged 
serpents yoked to the chariot. 

The speaking roles of a tragedy were performed during Eur. 's 
time by a troupe of three male actors. The leader of the troupe, who 
was eligible for a prize from 447 on, took the juiciest roles, and in 
Medea that would be the title character. Since Medea cries out from 
indoors while the nurse is onstage and the tutor is still in the process 
of guiding the children in from the stage (89-105), it appears that all 
three actors were used in the play (against the claim that it used only 
two actors, in imitation of a much older model). Guesses as to how 
the roles were divided between the second and third actor are inevi
tably arbitrary. The second actor, for example, could have played 
the nurse and Creon and Jason, while the third played the tutor, 
Aegeus, and the Messenger. 68 The actors wore an undergarment with 
sleeves and leggings, and over this they wore changeable tunics and 
robes to suit the different roles. The clearest mark of each role was 
the mask, a full head-covering including hair. Fifth-century masks 
were probably fairly realistic in style, without the gaping mouths and 
other exaggerated features that became the norm in the post-classical 
Greco-Roman theatre. 

Medea will have been shown as a woman in her prime. If the 
Greeks bothered to think precisely about the age of mythical char
acters, they might have thought of her as in her late 20s (married at 
16-18 and with two children under 10, perhaps under 7). There are 
several uncertainties about her costume and mask. First, when Me
dea initially appears, she has been distraught and fasting for some 
time (24n.; 25 Tov rr6:vTa ... xp6vov; 59-60, the tutor's expectation 
that she may have calmed down by this time), and her condition 

67 Some modern directors (as in the Broadway production of Robinson 
Jeffers' adaptation, available on video) have Medea handle and display the 
robe, emphasizing its similarity to the golden fleece that was in a sense Me
dea's own bridal gift. Such a gesture can probably be ruled out for the origi
nal performance of Euripides' script. 

68 Di Benedetto and Medda (1997) 223 suggest a similar division, except that 
the second actor takes the role of Aegeus as well. See also Pickard-Cambridge 
(1968) 145. 



PRODUCTION 41 

could also imply 'without bathing or changing clothes' (as in the case 
of Orestes and Electra at the opening of Or.: see Or. 41-2, 225-6, 
303, 387). Radical departures from normal dress and physical ap
pearance are usually commented on in tragedy in the words of the 
text. In Medea's case, we cannot expect Creon or Jason to show 
much interest if she does look distraught and ill, but the behaviour of 
Aegeus is probably telling: he hails Medea and converses with her 
for 25 lines before commenting that her eyes and skin have a wasted 
appearance. Thus the extent of 'realism' in Medea's appearance is 
probably confined to the expression and skin-colour of the mask, 
while her hair and costume are in normal condition. If this is correct, 
then these physical aspects reinforce the unexpected self-control she 
shows as soon as she appears. 

A second uncertainty concerns the nature and significance of 
Medea's costume. It has been argued that a change in the depiction 
of Medea's dress in vase-paintings is a reflection of the costuming in 
the Euripidean production of 431: before that date, Medea is shown 
in paintings in 'Greek' dress; after it, there are paintings with ornate 
'oriental' robes and 'Phrygian cap'; the 'oriental' dress of Medea is 
then taken to be an innovation of Eur., visually marking her foreign
ness.69 But the relationship of the conventions of tragic dress to the 
conventions of vase-paintings is not at all clear, and through the course 
of the fifth century ornate dress may have spread from the flute
players and eastern kings to almost all tragic figures of elite status. 70 

It may be, then, that ornate dress signifies the otherness of the heroic/ 
tragic world and not the 'otherness' of being non-Greek. Related to 
this problem is a theory about a change of dress for Medea within 
the play itself. Following up on the variations in dress found in vase
paintings of Medea, Sourvinou-lnwood (1997) 290-4 has suggested 
that :t\Iedea in the chariot at 1317ff. wears a different costume than 
she wore earlier. On this hypothesis, in 214-1250 she is in normal 
Greek dress, but at the end she is fully distanced from the chorus, 
Greeks, and the audience by representation in ornate oriental dress. 
Without explicit guidance in the text signalling the significant gesture 
of changed costume, however, one should be reluctant to assume it: 

69 Page, !xii n. 1; Hall (1989) 35 n. 110. 
70 Pickard-Cambridge (1968) 197-202. 
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most likely Medea is costumed in the same way throughout, probably 
in an ornate robe that marks her elite status. 

Third, the Greeks sometimes thought of the Colchians as dark
skinned like the Egyptians and Ethiopians: Aia was originally thought 
of as a land at the far east of the world, visited by Helios (2n.). 
Herodotus (2. rn4) says that the Colchians are 'dark-skinned and curly
haired' like the Egyptians. It would be a significant visual mark of 
Medea's otherness if her mask were dark-skinned instead of whitish 
(the marker of femininity). Dark-skinned masks are attested in the 
words of the text for Aeschylus' Suppliant Women (70, 154-5, 719-20), 
and there were probably other cases in lost plays. 71 There is no hint 
of distinctive skin colour in the iconographic tradition of Medea, and 
it is noteworthy that Andromeda is shown as white-skinned even on 
vases which include dark-skinned Ethiopian slaves beside her, and 
Phaethon apparently inherits whiteness from his mother, although 
his father Merops may have been depicted as black (Diggle on Phae
thon 4). It is most likely, therefore, that Medea's mask was white
skinned like those of other tragic women of elite status. 

Jason is depicted as a man in his prime (again, if the audience 
bothered to think of chronology, they might think of him as around 
30 years of age), thus with a full head of hair and a mature man's 
beard, but without traces of grey. Crean is an older man (1209) and 
presumably is shown with grey or greying hair and beard. Aegeus is 
probably shown as older than Jason (Medea is surprised he is still 
childless, 670) but younger than Crean, and his costume presumably 
included the cloak and broad hat characteristic of wayfarers. The 
humble characters are made distinct by the plainness of their robes 
and the shorter hair characteristic of slaves. The nurse and the tutor 
are both 'aged' (49, 53), while the servant who brings the report of 
the deaths at the palace is of indeterminate age. 

The chorus-members represent ordinary wives of the neighbour
hood and perhaps wear very plain costumes, in contrast to the elite 
figures, and the masks of mature matrons. 

A number of silent extras are required for the stage action, and 
others may be present solely for the purpose of accompanying the 

71 See Friis Johansen and Whittle on Aesch. Supp. 154, 719; L/MC 1 1.414 
s.v. Aithiopes (Snowden); Carden (1974) 70-1 on Soph. /nachos fr. 269a.54. 
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major figures. Two child extras play the sons (who are perhaps to be 
imagined as around 7 years old). When the children's cries are heard 
from inside (1270a n.), one or two of the three actors provide the 
voices. In tragedy, most princely characters appearing from entrance
ramp or from central door and noble women emerging into the 
public from the door are attended by silent extras (see Stanley-Porter 
(1973)). We can clearly detect their presence only from the orders 
given to them at some point in the text. Medea must have at least one 
female attendant to receive the command given in 820-3, and this 
attendant should enter with Medea at 214. Probably there are two 
attendants, in imitation of the Homeric decorum seen in the formula 
ovK oiT}, o:µa TTJI ye Kai 6:µq,hroi\01 5v' broVTo (I!. 3.143 etc.). The at
tendant sent to fetch Jason returns with him at 866. An attendant 
fetches the gifts from indoors in the next scene (95in.). Some critics 
believe that Medea is alone with the children after the tutor is sent 
indoors without them at 1020;72 but there is no logical point for the 
attendants present in the previous episode to depart (there is no rea
son for them to accompany the tutor to the palace earlier or to enter 
with him at 1020). Medea's attendants probably guide the children 
indoors at 1076 and from that point until 1250 she is alone on stage. A 
further problem related to the extras is whether one of them emerges 
at 214 wearing the mask and robe of the nurse, who would thus be 
converted from a speaking person to a silent extra. On the basis of 
the reference to loyalty and good will in 820-3, many commentators 
assume that the attendant addressed in 820-3 is the nurse. But the 
loyalty of a long-time slave is conventional (54n.), and there is no 
reason to believe that the nurse is the only servant who came from 
Colchis with Medea, that no other servant has been used by Medea 
for confidential activities, and that no other servant is well disposed 
to Medea. Moreover, it would be clumsy for a character who has 
been so well defined in the first 200 lines as a voice of moderation 
and who expressed such anxiety over the children's welfare to be
come a silent extra who is a tool of Medea's awful scheme. 73 The best 

72 See Battezzato (1991) 430 n. 1. 

" There is nothing in extant Greek tragedy to match Seneca's habit of 
making his nurses and servants combine the function of philosophical warning 
figures opposing their vehement masters with the role of willing collaborator 
in their criminal schemes. 
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course 1s to have the nurse disappear once and for all after 203. 
She will have had a mask indicating age and anxiety, while the at
tendants who emerge at 214 should have a neutral and anonymous 
appearance. 

Creon (26911.) and Aegeus surely have male attendants. Creon 
nearly orders his men to drag Medea away (335). \\Thether or not 
Jason has silent male attendants with him in any of his three ap
pearances cannot be established from the text (see Stanley-Porter 
(1973) 74). In the agon-scene, if he is attended, it is a scenic reflection 
of his status in the city and his sense of superiority to Medea. If he is 
not attended, his isolation might indicate confidence that he needs no 
support to deal with women. When he arrives at 866 in answer to 
Medea's summons, he would most logically be unaccompanied if he 
was unaccompanied in his first appearance; but if he was accom
panied earlier, he might or might not have attendants at 866 (the 
carrying of the gifts by the boys later in the scene has its own reason 
and tells nothing about whether attendants are available or not). Fi
nally, at 1293, if Jason is alone, this would be effective in showing the 
weak and isolated position in which Medea's vengeance has left him 
and it would indicate that he is alone in his hurried effort to rescue 
his sons from possible retaliation by Creon's kin. If he has retainers 
with him at this point, they must be loyal servants who are there to 
help accomplish his rescue of his sons. (See further 1314-15n. and 
1317n.: the exact interpretation of those lines and the decision about 
staging are interrelated). 

4 EURIPIDES' MEDEA AND THE MEDEA-MYTH 

Attic tragedy almost always drew its plots from heroic myth, and the 
authors wrote with the expectation that their audience had a certain 
familiarity with poetic and oral traditions. At the same time, story
telling in poetry had always been a versatile and competitive skill, 
and the Greeks of archaic and classical times were aware that, de
pending on the location and the occasion of the telling as well as the 
identity of the teller, stories could be told in many different ways. 
11any members of the audience of tragedy thus had a large store of 
background knowledge to call upon (differing, of course, from indi
vidual to individual and not to be assumed to be universal), but also 
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the ability to set much of the background aside while entering into 
the fictional world created on stage and awaiting references in the 
text that might activate some portions of their knowledge. In this 
way, the audience experiences a process of discovery even when con
fronted with familiar material. H For the modern interpreter inter
ested in estimating the reception of a play within its original cultural 
context, it is useful to try to reconstruct the contemporary audience's 
possible background knowledge, since it was an important part of the 
horizon of expectations they brought to the experience of the play. 

Medea had a significant role in a number of famous stories, but 
in archaic times and in the fifth century each episode was usually 
treated as relatively self-standing, and there was no compiled life of 
l\fodea in which all incidents had to be brought into logical har
mony. 75 In his play Eur. refers or alludes to some earlier incidents, 
but was under no compulsion to provide a complete story. Nor does 
an audience attending to a drama in the immediate power of its per
formance divert its attention to a detailed reconstruction of all as
pects of the past. \Vhile for modern students a lack of information 
may make uncertain the presence or the effect of an allusion to mythic 
details, for the ancient audience too there may also have been un
certainties that left their interpretation of allusions imprecise or 
open-ended. Nevertheless, it is worthwhile to review the evidence for 
various details of the background. 

(1) The Argonautic expedition. We have no full Argonautic nar
rative extant earlier than Apollonius of Rhodes' epic of the third 
century BCE (which itself leaves gaps in the story, especially in its 
preliminaries), but the tale must be as old as the oral tradition from 
which the Iliad and Odyssey grew. Fairly extensive treatments were 
apparently present in two lost epics, Eumelus' Corinthiaca and the 
anonymous .Naupactia;76 allusions to characters or incidents of the story 
are seen in various archaic texts (ll. 7.468-9, 21.40-1, Od. 11.235-59, 
12.69-72, Hesiod Theog. 992-1002); and some events are depicted in 
archaic and early classical art. 77 Pindar presented several parts of it 

74 Griffith (1990); Mastronarde (2000), esp. 24-6. 
n See Graf (1997). 
76 See Huxley (1969) 60-73. 
77 See L/MC s.vv. Jason, Medeia. 
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in his unusually long lyric narrative in Pythian 4 (see also Ol. 13.49-
54). The early prose writer Pherecydes, also narrated the Argonautic 
voyage (FGrHist 3 F 105 = EGM 105).78 By a normal epic device, the 
hero Jason has divine helpers (Athena for the building of the ship, 
Hera for passing through the Clashing Rocks, Aphrodite for the 
winning of Medea's favour) and the human princess as helper too. 
This divine and human assistance is debated in the agon of the play 
(522-75n., 528n.). Other incidents alluded to are: 

(a) Jason, using supplication and persuasion and erotic allure, in
duced Medea to help him and to betray her father (on this motif, 
17n.), and promised to take her away as his wife (on this promise see 

1 section 2 (c) and (d)). See 496-7 'oh, my right hand, that you clung 
to so often, as also to my knees, how much in vain have I been 
touched by an evil man'; 801-2 'persuaded by the words of a Greek'; 
8 'stunned in her heart with love for Jason'; 527-8 'Cypris alone 
of gods and men I deem to be the saviour of my voyage.' Earlier 
sources agree in putting emphasis on the erotic infatuation of Medea 
brought about by the will of the gods: Hes. Theog. 992-4; esp. Pind. 
Pyth. 4.213-19 'then for the first time the Cyprus-born goddess, mis
tress of keenest arrows, bound the many-coloured wryneck (iunx) to 
the four spokes of an inescapable wheel and brought it, bird of mad
ness, down from Olympus to mankind, and she taught Aeson's wise 
son supplications that enchant, so that he could remove Medea's 
shame before her parents, and longing for Greece would whirl her 
under the whip of Persuasion as she burned in her heart'. In Ol. 
13.49-54 Pindar praises Corinth for its excellence in heroic legend, 
referring specifically to Sisyphus as supremely clever and to Medea as 
'saviour of the ship Argo and its ere~'- Pindar's treatments show that 
it was possible to present Medea to a Greek audience as a figure of 
authority and as an important contributor to one of the glorious ad
ventures of the heroic age. 

(b) Jason had Medea's help to succeed in the tests imposed on 
him by Aeetes. These are alluded to in 476-9: 'I saved you ... when 

78 For fuller treatment of the Argonautic myths, see Hunter's edn of 
Apollonius' Book 3, pp. 12-21; Gantz (1993) 340-73; and esp. Moreau (1994), 
with full references to earlier treatments. 



EURIPIDES' MEDEA AND THE MEDEA-MYTH 47 

you were sent to control the yoke of the fire-breathing bulls and to 
sow the field with a deadly crop.' In fuller versions, we are told that 
Medea supplied a salve that protected Jason from the fiery breath of 
the bulls (Pindar, Pyth. 4.220-37; Ap. Rhod. 3.1026-62, 1278-1407). 
Although Apollonius provides the first extant detailed presentation of 
the battle of Jason with the Sown Men, it is a natural assumption 
that early versions included some magical means for Jason to over
come so many opponents and that Eur. 's audience knew some ver
sion in which Medea told Jason how to make the Sown Men turn 
their murderous fury against each other. In Sophocles' Kolchides (of 
unknown date), there was in fact a stichomythic dialogue in which 
Medea advised Jason on this ordeal (IAp. Rhod. 3.1040c, quoted 
TrGF1v.316). 

(c) Jason had Medea's help in seizing the golden fleece, which was 
guarded by a great serpent. In 480-2 Medea states 'and by killing the 
dragon, which embraced and guarded the all-gold fleece with many
coiled lqops, never sleeping, I held up for you the light of salvation'. 
l\1edea's use of KTEivaci here may reflect an otherwise unattested older 
version in which Medea herself killed the dragon, or it may be an 
ad hoe invention by Eur. to magnify Medea's service to Jason. Less 
likely, 'having killed' could be meant as shorthand for 'gave you the 
means to kill': in Pindar, Pyth. 4.249 KTEiVE µev yti.aVKWTTO TEXVOIS 

TTOIKtti.6vwTov oq,1v, Jason is the subject, but Texva1s refers to Medea's 
role (in Ap. Rhod. 4.82-8, 123-66, the serpent is put to sleep by 
Medea's drug, but not killed). Early artistic depictions of the seizing 
of the fleece from the dragon show Jason being swallowed or dis
gorged by the dragon (often in the presence of Athena), and Medea is 
not present. Pictures with Medea present, often feeding the dragon 
drugged food or liquid, are found from c. 415 onward on South Ital
ian vases, but Jason is there too with his sword (in a third series of 
images, Etruscan and Roman, Jason attacks the serpent with his 
sword, without Medea's presence). See L/MC s.v. lason. 

(d) Medea killed her brother Apsyrtus (167, 1334). The first allu
sion is vague, but in the second Jason reviles her for killing her 
brother 'by the hearth' (thus bringing pollution with her when she 
boarded the Argo to flee). This version is probably preferred here 
because it allows a heightening of horror, since the household hearth 
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1s a sacred spot. Killing at home is also attested for Sophocles' 
Kolchides (fr. 343). The version in which the boy was murdered and 
dismembered at sea to slow down the pursuers (Apollodorus 1. 133 
and Roman authors) is also attested in the fifth century (Pherecydes 
FGrHist 3 F 32a-c = EGM 32a-c). 

(2) In Iolcus, after the return of the Argonauts, Medea caused the 
death of king Pelias as a favour to Jason (g, 486-7, 504-8). 79 Medea's 
identity as the killer of Pelias is emphasized in Pindar, Pyth. 4.250 
:Jason stole away Medea, with her own consent, the slayer of Pelias' 
(Tav TTeAiao cpovov Wackernagel: TCXV TTEAlaocpovov codd.) and Pher
ecydes FGrHist 3 F w5 (= EGM w5) 'Hera put this idea [of recom
mending to Pelias the fetching of the fleece] in Jason's mind so that 
Medea would come to Greece as an evil for Pelias.' The wrath of 
Hera against Pelias may have played a role in some early version 
(Pelias had killed Sidero as she sought refuge at an altar of Hera), 80 

but Eur. makes no allusion to that. Medea 'persuaded' (g) the daugh
ters of Pelias by demonstrating her magical power to rejuvenate, 
either on Aeson or on a ram; the daughters then cut their father into 
pieces, but Medea did not supply the magic to restore him. 81 The 
story was put on stage by Eur. in his Peliades, a play from his very first 
production in 455 BCE. Some conjecture that Sophocles' Rhi;:,otomoi 
told the same story, but the meagre fragments describing Medea 
gathering magic herbs could easily come from some other part of her 
life. It is significant that in Afedea Eur. never names Acastus, the son 
of Pelias who, in the mythographers, drives out Jason and Medea, 

79 Eur. is, characteristically, uninformative about the nature of Jason's 
complicity in the scheme to kill Pelias. Some later versions insist on offering 
more details, often exculpating Jason more or less entirely and emphasizing 
Medea's wildness (cf. Sen. Med. 262-5, 496-503, followed closely by Cor
neille); Grillparzer not only makes the murder of Pelias a false rumour against 
Jason (Act 1 ), but also has Medea reveal that she was present in Pelias' cham
ber only to fetch the fleece and that Pelias' death came about without her in
volvement (Act 111 ). It is interesting that some vase-paintings apparently show 
Jason assisting at the ruse: LIMC s.v. Pelias # 11 (c. 510), # 12 (c. 470), and s.v. 
Peliades # 5 (c. 480) - in two of these an unnamed mature male stokes the fire 
under the cauldron and in the third he sits witnessing the deception. 

80 See Drager (1993) 12-149, 357-60. 
81 L/MC s.vv. 'Peliades' and 'Pelias' (E. Simon). 
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and he even implies that Pelias had no son (48711.). In Seneca and 
some modern versions, in contrast, the threats of Acastus are used to 
extenuate the actions of Crean and Jason. 

(3) Medea and Jason are outsiders in Corinth in the play, in 
exile from lolcus, but this was not the only story told. Eumelus (fr. 5 
Bernabe = fr. 3A Davies= Pausanias 2.3.10) 82 constructed the history 
of Corinth so that Aeetes was rightful ruler of Corinth by the gift 
of Helios, but migrated from there to Colchis, leaving Bounos as 
king; then, when Bounos and the succeeding royal line had died out, 
Medea was summoned from lolcus by the Corinthians, and Jason, 
her husband, became king of Corinth. So too in Simonides (PMG 
545 = LJ.\fed. 19), Jason ruled in Corinth (the quotation is corrupt, 
but may have said 'with his Colchian wife'). The Naupactia (fr. ·9 
Bernabe/Davies = Paus. 2.3.9), on the other hand, had Jason mi
grating from lolcus to Corcyra after the death of Pelias. 

(4) In the play, Medea and Jason have two sons, probably rep
resented as under the age of seven, and no names are given (as is 
normally the case for children in tragedy). Hes. Theog. 1001 and 
Cinaethon (fr. 2 Bernabe/Davies = Paus. 2.3.9) give Medeios as the 
couple's son (Cinaethon adds a daughter Eriopis), a name intended 
to incorporate the Medes through their eponymous ancestor into 
Greek heroic genealogy. 83 According to the Naupactia (fr. 9 Bernabe/ 
Davies = Paus. 2.3.9), Jason had sons named Mermeros and Pheres, 
and the poem told that Mermeros was killed by a lion while hunting 
on the mainland opposite Corcyra. The same two names are given 
for the victims of the Corinthians in the story told by Pausanias 2.3.6. 
Parmeniscus, a Hellenistic scholar and student of Aristarchus, cited 
by Didymus in "illfed. 264, claimed that l\1edea and Jason had seven 

87 It appears that a prose epitome of Eumelus' epic was composed (per
haps in the early fourth century) and became the source of some later cita
tions of Eumelus: see FGrl/ist 451 T 1 = Fowler, EGA! 1 105. 

83 \Vest on Thtog. 1001 suggests that this genealogy should date from the 
middle of the sixth century at the earliest; Cinaethon's date is uncertain, but 
he may have written in the sixth century. Herodotus 7.62.1 says the name of 
the J\fedes came from J\ledea herself, who fled to their land from Athens. 
Pausanias 2.3.8 repeats this explanation, but says that she brought with her a 
son J\ledos sired by Aegeus; he quotes Hellanicus (FGrHist 4 F 132 = EGM 132) 
as saying the son she took with her was l'olyxenus, sired by Jason. 
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boys and seven girls. 84 Diodorus Siculus 4.54.1 reports a version in 
which Jason and Medea lived in Corinth for ten years before Jason's 
betrayal and had three children, the twins Alkimenes and Thessalos 
and their younger brother Teisandros (with Thessalos surviving the 
disaster). 

More important than the background events are the events of the 
plot itself. The most interesting and controversial aspect of the rela
tion of A1edea to the pre-existing traditions concerns the death of her 
children in Corinth. It is not possible to date the variants relative to 
each other except by guesswork, but several seem to be earlier than 
Eur.'s play. 

(a) The children are killed by the Corinthians i'n a version told by 
Parmeniscus (in "i..Med. 264): 

Since the Corinthians did not want to be ruled by a woman 
who was a foreigner and a sorceress, they plotted against her 
and killed her children, seven male and seven female .... \Vhen 
the children were being pursued, they fled to the shrine of 
Hera Akraia and sought asylum there. But even so the Corin
thians did not spare them, but they killed them all upon the 
altar. A plague beset the city and many were being killed by 
the disease. When they sought an oracle, the god replied that 
they should expiate the pollution of the children of Medea. 
From this origin the Corinthians have the annual practice 
right up to our own day of having seven boys and seven girls 
chosen from the most prominent families spend the year in the 
goddess' precinct and placate with sacrifices the wrath of the 
children and the anger of the goddess that originated because 
of them. 

In lines 1378-83 Medea ex machina announces the burial of her 
two children in the same shrine of Hera Akraia and says that for all 

84 The number 14, with seven of each sex, is likely to be an inference from 
the number and sex of the Corinthian children participating annually in rit
uals propitiating the wrath of the children of Medea. Compare the ritual band 
of seven boys and seven girls sent by the Athenians to be victims of the Min
otaur (Bacchylides 17.2-3). Thus one may doubt whether any archaic literary 
source specified this large number of children for Mcdea and Jason. 
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future time the Corinthians will perform rites in recompense for the 
killing. Since it is anomalous in cultic terms that the Corinthians are 
charged with the atonement of impious deaths for which Medea, and 
not they, was responsible, the most plausible inference is that such a 
cult practice did exist earlier than 431 and was previously explained 
as expiation for the killing of the children by the Corinthians them
selves. Thus Parmeniscus is reflecting a tradition much older than the 
Hellenistic era. 

(b) A story that combines the murder of Creon by l\ledea (now an 
outsider rather than queen) with the violence of the Corinthians 
themselves against her children is told by one Creophylus (in "ilvfed. 
264 = FGrHist 417 F 3 = EGM 3), whose date and identity are dis
puted:85 'the story is told that when Medea was living in Corinth she 
killed ·with drugs Creon, who was then ruler of the city, and that in 
fear of his friends and relatives she fled to Athens, but since her sons 
were rather young and unable to accompany her, she left them seated 
on the altar of Hera Akraia, convinced that their father would see to 
their safety. But the relatives of Creon killed them and spread the 
rumour that Medea had murdered not only Creon, but also her own 
sons'. The numerous allusions in the play (781, 1060-1, 1238-41, 
1301-5, 1380-1) to the possibility that the relatives of Creon will kill 
the children to get their revenge on Medea have suggested to many 
that Eur. expected his audience to be familiar with the version in 
which the relatives were to blame. If this speculation is correct, then, 
whatever Creophylus' date, this detail of his narrative should be re
garded as older than Eur. The detail about the rumour spread to 
shift the blame to Medea, however, is to be regarded as older than 
Eur. only if Creophylus was in fact an archaic author. 

(c) In another story the children die when an attempt to make 
them immortal fails. Failed attempts of this kind are known from 

u The two possibilities are that he is the archaic epic poet who is fre
quently mentioned as a host of Homer and as the author of The capture of Oe
chalia (about Heracles' conquest of Eurytus' kingdom and seizure of Iole) or -
the more probable view - that he is the chronicler cited in an inscription from 
Pricne (FGrHist 417 F 2). See Bernabc's apparatus for Creophylus fr. dub. 9 
for refs. to supporters of each alternative (add Moreau (1994) 50, 7G n. 9G, 
in favour of the epic author, and Davies, fragmentum spurium, pp. 152-3, and 
Fowler EGA! 1 64 in support of the chronicler). 
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other myths, such as Demcter's treatment of the royal baby De
mophon of Elcusis told in the Homeric Hymn to Demeter (the baby dies 
in the attempt in other versions, although he lives on in the Hymn), 
and Thctis' attempt to make her children by Pcleus immortal (told in 
the epic A([?imios, Hesiod fr. 300 l'vl-W). Eurnelus (fr. 5 Bernabe = 
fr. 3A Davies= Paus. 2.3.11) said that while ruling in Corinth with 
Jason, Mcdea took each baby that was born to them to the temple of 
Hera and 'hid it' (KaTaKpvrrTe1v: this could refer to burial or to 'hid
ing in fire', as in the stories about Thctis and Demeter), thinking she 
was making it immortal; but she found she was mistaken, and Jason 
finally caught her doing it, and so they separated and left Corinth 
for diflcrcnt destinations. A very brief narrative found in IPind. 0/. 
13.74g reflects a closely-related version: 'in Corinth Zeus fell in love 
with Mcdca, but Mcdca did not give her consent to him, seeking 
to avoid the anger of Hera. For this reason Hera in fact promised 
to make her children immortal. But they died, and the Corinthians 
honour them, calling them "half-foreign".' 86 

(d) That Mcdca deliberately killed the children herself became 
the canonical version after the fifth century, thanks to the influence 
of Eur.'s play. A number of scholars have considered this to be an 
innovation by Eur. himself. But this is hardly certain. As a general 
rule, modern scholars tend to make too little allowance for the loss of 
the vast web of competing stories that must have been told in archaic 
and classical Greece and conversely tend to overestimate the inno
vations and originality of the authors who became 'classical'. Three 
specific strands of evidence need to be considered. First, the story 
told by Crcophylus includes the motif of deliberate killing (as a false 
allegation), but this author is likely to be post-Euripidcan (n. 85), so 
the question is whether the notion of l\1cdca as deliberate killer is 
one of the old elements in that version or is simply borrowed from 
Eur. Certainly, in the competitive context of retold and refashioned 
stories, the Corinthians would have been inclined to invent or wel-

86 For interesting speculations on the beliefs, rites, and myths that may 
have lain behind this story and the roles of Medca and Hera in connection 
with protecting or threatening children, sec .Johnston (1997). Sec also J\loreau 
(1994) IOI 15 and 191 217 on Mcdea as a form of mother-goddess displaced 
by Olympian goddesses. 
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come a version that freed their forebears of the taint of murderous 
violation of asylum. 87 Second, the nurse's fears for the children (36, 
90-5, 100-18) perhaps depend for their effect on the audience's 
awareness of a version or versions in which Medea killed them, al
though we can also detect here a typical dramatic suggestiofalsi in the 
fact that the nurse fears harm motivated by suicidal despair (some
times the motivation for infanticide and filicide in modern cultures) 
whereas the actual deed is done by logical planning of revenge against 
Jason. 88 Third, the pre-Euripidean origin of Medea as deliberate 
child-killer would be firmly established if we could be confident that 
the fragments ascribed to Neophron are really from a play produced 
earlier than 431. On this vexed problem, see the next section. 

Eur.'s play also alludes to two future events, Medea's sojourn in 
Athens and Jason's death. The former must have been known to the 
original audience in one or more detailed versions. In various ver
sions, either she flees to Athens from Corinth or she leaves Athens to 
go to Asia. The rise of Theseus as an Attic hero in the sixth century, 
with the resulting expansion of literary and artistic depictions, en
sured that Eur. 's audience was familiar with the details of Theseus' 
life. \\'hat is not certain is how early Medea was given the role of the 
wicked stepmother trying to eliminate the newly arrived Theseus be
fore Aegeus could discover his true identity. Attic vase-paintings show 
Theseus, Aegeus, Medea, and the Marathonian Bull from around 450. 
Some vases up to 50 years earlier show Theseus attacking an un
identified woman, who may or may not be Medea. 89 Vase-paintings 

87 Parmeniscus (''i.1\1ed. 9) told a story that 'Euripides transferred the mur
der of the children to l\lcdca after receiving five talents from the Corinthians' 
- unlikely to be true, but it illustrates the spirit in which a poet earlier than 
Eur. could have done so. 

88 For the argument that the effect of the nurse's fears depends on the pre
existence of the version in which Medea deliberately kills her children, sec 
l\lanuwald (1983) 43-6, but also Easterling (1977) 181. 

•• The woman's name is not given on the vases, except for one where the 
name is that of Theseus' mother Aethra. Sec Sourvinou-lnwood (1979) for an 
argument that the name is a mistake for l\lcdea and for the theory that the 
sixth-century Thtseid featured a wicked stepmother in this role and that 
l\lcdea displaced this stepmother shortly after the Persian Wars (her further 
argument for Alemeonid and Cimonian involvement in these mythic devel
opments is much more doubtful). 
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both earlier and later in date than Eur. 's A1edea show scenes in which 
Medea seems to be influencing Aegeus to send his as-yet unrecog
nized son against the bull of Marathon, with suggestions of poison as 
a backup should the bull fail to kill Theseus. 90 This failed attempt on 
Theseus' life was the subject-matter of Eur.'s own Aegeus, the date of 
which is unknown. 91 

If any members of the original audience of Medea tried to fit the 
hints in the Aegeus-scene together with what they knew of traditional 
Attic stories of Theseus, they may not have been able to arrive at any 
definite harmonious combination. Clearly, they would assume that 
Aegeus is shortly to sleep with Aethra in the house of Pittheus (683n.), 
and so Aethra will conceive Theseus (perhaps with the co-paternity 
of Poseidon). But how would they speculate about Medea's under
standing of the oracle about the wine-skin (679n.)? Does she see the 
obvious meaning and conceal it from Aegeus, believing that he will 
not have intercourse until he returns to his wife in Athens and hoping 
to make him think that her drugs are essential when they are not? (In 
this case, the clever Medea is ironically outwitted by the cleverer 
Pittheus.) If the notion that Medea herself bore children to Aegeus 
was prevalent in Athens, it might seem that she hopes to marry 
Aegeus as soon as she gets to Athens, but Aegeus' statement that he 
already has a wife in Athens militates against that assumption. A pos
sible composite story might be that after the potency promised by the 
oracle was used up on Aethra, Aegeus' barren wife was eventually 
discarded and replaced by Medea, who bore children and then tried 
to protect their interests by plotting against Theseus when he arrived 

90 U. Kron, LJMC s.v. Aigeus. In the version presented in Callimachus' 
Hecale, the poisoning attempt and recognition precede the exploit of the bull: 
Hollis on fragments 3-7. 

91 Many have assumed that Eur. 's Aegeus was produced earlier than Afedea. 
But the grounds for believing this are insecure: (1) the allusiveness of the 
Aegeus-scene in Afedea (this might presuppose general knowledge rather than 
a particular play, and Sophocles also wrote an Aegeus); (2) the strict metrical 
style of the fragments (but there are too few to judge reliably); (3) Attic vase
paintings with Medea's poisoning attempt dated to 450-430. See Jouan and 
Van Looy (1998) 1-13; Cropp and Fick (1985) 71. Sophocles' play (date un
known) apparently contained some of the same elements as Eur. 's, but there is 
no evidence of Medea in the meagre fragments. 
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years later. But few audience members would bother to push their 
inferences so far. The only thing that seems clear is that the notion of 
Medea as future threat to Theseus is evoked for the audience: per
haps it casts an ironic light on Medea's promise to Aegeus of future 
children and lends poignancy to Aegeus' generosity to Medea. 92 

,vhen Medea predicts the manner of Jason's death in 1387 ('struck 
on your head with a remnant of the Argo'), we cannot determine 
exactly what story Eur. expected his audience to recognize from this 
allusion, or whether it is an ad hoe invention. One scholion on the 
passage mentions a version in which Jason died when the akrostolion 
(stern- or prow-ornament) of the Argo, dedicated to Hera, fell off the 
temple wall to which it had been attached and struck him. A com
parable motif is seen in the story of the statue of Mitys (Arist. Poetics 
1452a7-10): 'the man responsible for the death of Mitys was killed by 
the statue of Mitys in Argos when it fell on him while he was looking 
at it (or attending a festival)'. Staphylus of N aucratis, a Hellenistic 
writer active before 150 BCE, recorded another version: :Jason was 
killed in a certain sense by Medea. For she urged him to go to sleep 
like this under the stern of the Argo, when the ship was about to col
lapse because of the passage of time. At any rate, when the stern fell 
on Jason, he died' (FGrHist 269 F 11 Jacoby, from the Hypothesis to 
Medea). A similar motif is found in the tale of a sleeping hunter killed 
by the head of a boar he had suspended from a tree as an impious 
dedication to himself (Diod. Sic. 4.22.3, Pfeiffer (1934) 15-17). An
other scholion tells this story more briefly: 'when Jason was sleeping 
beneath the Argo, which had grown rotten with the long passage of 
time, a piece of it fell off and struck him on the head'. 

Let us turn finally to those features of the plot that might be -in
novations. Here too there is little certainty to be attained. 

(1) The visit of Aegeus to Corinth looks like an innovation of 
Attic drama, whether by Eur. or by Neophron (see next section): 

92 Less probable is the view of Burnett (1998) 224 n. 130, who argues that 
the story of Medea's attempt to poison Theseus need not have been known to 
the audience in 431. Sfyroeras (1994) argues that the evocation of Mcdca's 
stepmotherly attack on Theseus provides a parallel for Medea being turned 
by Jason and herself into a virtual stepmother to her own sons, paving the 
way for her to kill them. 
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the oracle to Aegeus and the story of the conception of Theseus at 
Troezen did not require such a detour. It may also be observed that 
the synchronization of Aegeus' oracular inquiry with Medea's crisis 
in Corinth implies a chronology in which Medca spends about 18 
years in Athens before being expelled, whereas if this synchroniza
tion is not present, then Medea's time with Aegeus can be more 
vaguely defined and felt to be shorter. 

(2) The motif of Jason's betrayal and remarriage could have been 
present in earlier versions in which Medea caused Creon's death, al
though one may imagine other circumstances for that violence (such 
as a threat from the king to Jason and Medea, or to Medea alone). 93 

Any story involving betrayal through remarriage would necessarily 
have included the princess. 

(3) The specific means of killing Crean and his daughter with a 
poisoned robe delivered by the children could be a new feature, ex
ploiting a motif known from the myth of Deianeira and Heracles; 
but the incorporation of this motif could have occurred earlier as 
well. 

(4) The escape in the flying chariot is probably an invention for 
the theatre, as it exploits a device and convention specific to the the
atre. (On the question whether the crane-prop used by Eur. showed 
winged serpents see 131711.). 

\Ve know that Eur. (like the other tragedians, and other Greek 
poets) modified and extended Greek legends with great freedom and 
creativity. One may cite the apparent invention of Polymestor as 
killer of Polydorus in Hecuba, Electra's marriage to a poor farmer in 
Electra, the transposition of Heracles' murder of Megara and their 
children to the end of his career in Heracles, the journey of Orestes to 
the land of the Taurians and Iphigeneia's return from there in lplii
geneia in Tauris. The poets made their innovations more satisfying and 
'convincing' by interlocking them with mythic events and details 
known from previous sources. So in Afedea the allusions to the Argo
nautic adventure and the death of Pclias root this particular plot in 
the framework of the tradition, and the allusions to Medea's future 

93 So von Fritz (1959) 38-9 suggests a version in which r--.tedea kills Creon 
because the king wishes to respond to the hostility of the Corinthians to her 
personally by exiling her. 
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sojourn in Athens and to future cult-practice in the precinct of Hera 
Akraia in Perachora demonstrate to the audience that, whatever may 
be new or surprising in the plot itself, the enacted events allow for 
reinsertion into the tradition and are validated by some connection 
to the present-day world (see 1379-83n.). 

If one believes that the Neophron fragments are post-Euripidean, 
then the hypothesis involving the maximum of invention on Eur. 's 
part would be as follows: Eur. invented the princess, the new mar
riage, the involvement of Aegeus, the means of killing the princess 
and Crean, the deliberate murder of the children, and the means 
of escape by flying chariot. But given the lacunose nature of the 
evidence, it is prudent not to have too much confidence in every 
detail of this hypothesis. And if the N eophron fragments are pre
Eu ripidean, then almost all of these apparent innovations are antici
pated there. 

5 NEOPHRON'S MEDEA 

Testimonia94 

A. Hypothesis Eur. Medeae 25-7 Diggle (11.138, 8-10 Schwartz= TrGF 
15 T 2, Aristotle fr. 635 Rose= fr. 774 Gigon, Dicaearchus fr. 63 
Wehrli) 
TO 6po:µa 6oKei VlTO~OAE0"60I napo: Neo<j>povo; 6100-KEVO:O"OS, ws 
Ll1Kaiapxos (ev ... ) TOV TT)S 'E;\Ao:6os ~iov Kai 'AplO"TOTEATJS EV 
vnoµv~µao-1. 

'Euripides seems to have passed off the drama as his own, taking 
it from Neophron with modifications, as Dicaearchus says (in Book 

,. A new piece of evidence that may or may not be relevant to Neophron 
is provided by a papyrus to be published in the Oxyrhynchus Papyri by Dr 
Daniela Colomo. Through the kindness of Peter Parsons this much may be 
reported here: 'a rhetorical declamation ... describes Euripides correcting 
and reworking a ,\fedea so as to eliminate the on-stage murder of the children'; 
it is unclear from the fragments who was said to be the author of the version 
being reworked; Neophron is not named in the surviving scraps, and the 
author draws a parallel to the two Hippolytus plays. (Murdering the children 
'on stage' is of course attested in Seneca's /ifedea, and he may have derived it 
indirectly from a Greek tragedy other than Eur.'s.) 
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One?) of The Life of Greece and Aristotle in his Commentaries (Hypo
mnemata).' 

B. Suda v 218 (= TrGF 15 T 1) 

NEocppwv TJ Neocpwv, LIKVWVIOS, Tpay1Kos· ov cpacnv eivm TTJV TOV 
Evpmi6ov M116e10v· os TIPWTOS eicr11yaye Tim6aywyovs Kai oiKETWV 
!30:0"aVOV. e616a~E 6e Tpayw161as pK'. 

'Neophron or Neophon: from Sicyon, an author of tragedy; the 
one whose work they say the Medea of Euripides is; the one who was 
first to introduce to tragedy pedagogues and interrogation of slaves 
under torture; he produced 120 tragedies.' 

C. Diogenes Laertius, 3.134 (= TrGF 15 T 3) 
TOVTa 6' EO"Tiv 'Axmov EK TTJS O"OTVplKTJS 'Oµcp6:t..11s· WO"TE TITOIOVO"IV oi 
t..eyoVTES µ116ev a\JTOV 6:veyvwKEVa\ TIATJV TTJS M116eias TTJS Evpmi6ov, 
ftv EV\01 NEocppovo,; EIVO\ TOV LIKVwviov cpaaiv. 

(in life of Menedemus of Eretria, c. 350-278) 'These verses are by 
Achaeus, from his satyr-play Omphale. So they are in error who claim 
that Menedemus read nothing except Euripides' Medea, which some 
people say is the work of Neophron of Sicyon.' 

Fragments 

1. LB Med. 666 (= TrGF 15 F 1) 

Aeyovo-1 TOV Aiyea eis Tpo1l;fiva EAT)AV0evm 610: TO 6e601Kevm ml;fi1 
TIO!Eicr0m TTJV 1ropeiav, Iiv16os KaT' EKEIVOVS TOVS xwpovs ETillTOAO:l;ov
TOS. NEocppwv OE eis K6p1v6ov TOV Aiyea <1>110-i Tiapayevfoem 1rpos 
M116e1av EVEKa TOV cracp11v10-6fivm a\JTWI TOV xp11crµov tm' aVTTJS [ TTJS 
M116eias], yp6:cpwv ovTw· 

Kai yap T1v' a\JTOS T]AV0ov AVO"IV µa0eiv 
crov· TTv0iav yap ocrcrav, ftv exp11cre µ01 
<l>o1!3ov 1rpoµaVTIS, crvµl3at..eiv a:µ11xavw· 
croi 6' eis Myovs µot.wv av T]Aml;ov µa0eiv ... 

'They say Aegeus travelled to Troezen because he was afraid to 
make the journey (to Athens) by land, since Sinis was active in those 
regions. But Neophron says that Aegeus came to see l'vledea in order 
to receive clarification of the oracle from her; Neophron writes: 
"Indeed I myself have come to learn some solution from you. For I 
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am at a loss to interpret the Pythian oracle that the prophetess of 
Phoebus gave to me. By coming to speak to you I hoped that I would 
learn ... "' 

2. Stobaeus, Anthology 3.20.33 (section ;repi 6pyfis, 'on wrath') 
(= TrGF 15 F 2) N£ocppovo; EV MT16Eia1· 

EIEV' Ti 6po:cre1s, 6vµe; l3ovi\evcra1 Kai\ws 
1rpiv e~aµapTeiv Kai Ta 1rpocrq,1i\foTaTa 
ex61crTa efoem. ;roi TIOT' E~T]J~as, To:i\as; 
KO:TIO"XE i\fiµa Kai cr6evos eeocrTvyes. 
Kai ;rpos Ti TaVTa 6vpoµa1, lflVXTJV EµT]V 5 
6pwcr' EpflµOV Kai ;rapflµEi\flµEVflV 
;rpos WV expfiv T]KJaTa; µai\6aKoi 6e 6'17 
T01avTa y1yv6µecr6a ;ro:crxovTES KaKo:; 
ov µT] 1rpo6wcre1s, 6vµe, craVTOV EV KaKois; 
oiµo1, 6e60KTaJ· ;rai6es, EKTOS oµµo:TWV 10 
o:;rei\eET'· fi6Tl yap µe q,01via µeyav 
6e6VKE i\vcrcra 6vµov. W XEPES XEPES, 
;rpos OIOV epyov e~o;ri\1l;6µea6a· q>EV, 

TO:Amva TOAµTls, ~ ;roi\vv TIOVOV l3paxei 
61aq,6epovcra TOV eµov epxoµm xp6vw1. 15 

'So then: what will you do, heart? Consider it well before you 
make a mistake and before you consider what is dearest to be most 
hateful. To what extreme have you rushed, wretched heart? Check 
your emotion and a violence hateful to the gods. - To what purpose 
am I lamenting like this, when I observe that my life is deserted and 
neglected by those by whom it ought least to be? Am I going to prove 
to be soft when suffering such wrongs? Don't betray yourself, my 
heart, amidst these sufferings. - Alas, the decision is made. Children, 
go into the house. For now already murderous madness has entered 
my great heart. Oh hands, hands, for what a deed we are arming 
ourselves! Alas, I am wretched for my daring, who now go to destroy 
my long toil in a short moment.' 

3. 2 8 Med. 1386 (= TrGF 15 F 3) 
oi µev i\eyovcr1 KaTO: Mfl6Eias [x6i\ov fi] KEAEVO-IV VTIO TT]l ;rpvµVfll TT]S 
'Apyovs KaTa6ap6eVTa TOV '16:crova TEAEVTT]O-al EµTIEaOVTOS aVTWI 
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~VAOV. Nt:o<J>pwv 6e ~EVIKWTEpov ayxovT)l <j>T)O-i TEAEVTficrm· TT)V yap 
Mti6e1av 1Tapcxye1 ,rpos aVTOV ei,roOcrav· 

TEA.OS <j>6epeis yap OVTOV aicrxio-TWI µopwl, 
6EpT)l !3poXWTOV cxyxoVT)V E1TI0-1TCXO-as. 
Toia 0-E µoipa 0-WV KOKWV epywv µEVE!, 
6i6a~1s CXAAOIS µvpias ef ,iµepas 
6ewv V1TEp6e µti1ToT' aipecr6a1 !3p0Tovs. 

'Some say that at Medea's command Jason fell asleep beneath the 
stern of the Argo and died when a piece of wood fell on him. But 
Neophron, in a rather strange version, says Jason died by hanging 
himself. For he brings on Medea saying to Jason: "For in the end 
you will destroy yourself in the most shameful death, tightening the 
knotted noose around your neck. Such a portion awaits you from 
your evil deeds, a lesson for other men for countless days that mortals 
should never raise themselves above the gods."' 

It is clear that in the scholarly literature of the fourth and third cen
turies BCE the claim was made that Eur. 's Medea was heavily depen
dent upon another Afedea that was believed to have been written by a 
tragic poet named Neophron (A). This scholarly claim is carelessly 
(or maliciously) reflected in the statements that Eur. 'splay is actually 
Neophron's work (B, C). It is the claim made by A that requires 
serious evaluation. 

Dicaearchus was a student of Aristotle (who died in 322) and 
Theophrastus (c. 371-c. 287). His own dates of activity cannot be 
more precisely specified. He was later respected as a very learned 
scholar, and he wrote on philosophical topics as well as publishing 
scientific, philological, and biographical works. His Life of Greece was 
a treatise in three books on cultural history, based on biographical 
researches on the poets, thinkers, and other \\Titers of the past. 95 

Aristotle's Commentaries was apparently a collection of miscellaneous 
historical observations and is elsewhere referred to as 'Aristotle's or 

95 It is also relevant that he wrote a work 'On the myths of Sophocles and 
Euripides': for the controversy over whether this work is or is not to be iden
tified with the ancient epitomes (dubbed by some modems 'Tales from Euri
pides') see l\lastronarde, comm. on Phoen., p. 140 n. 1. 
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Theophrastus' Commentaries'; 96 the work is generally regarded as a 
collection of notes by members of the Peripatos that may or may not 
reflect ideas or statements of Aristotle or Theophrastus himself. Since 
serious data-collection and archival research went on in the Peripa
tetic School, a citation in this source deserves some respect, even if 
its author is not identifiable. 

The Suda reports that Neophron wrote 120 dramas. Entries in the 
Suda similarly report 160 dramas for Choerilus, 50 for Pratinas, 70 for 
Aristarchus of Tegea. These numbers, like the numbers given in an
cient sources for Aeschylus, Sophocles, and Eur., appear to be based 
on the collection of official didaskalic data that took place in the 
fourth century and that formed the basis of the datings found in 
dramatic hypotheses and on inscriptions (see TrGF 1 3-16, 22-31). 
Therefore, it should be taken as established that there was a fifth
century tragedian named Neophron who competed very often at the 
Dionysia. For a reputable scholar to argue for the influence of Neo
phron upon Eur., there must have been not only very striking sim
ilarities in plot and conception between two plays entitled Medea, but 
also some reason to think that Eur.'s play came later than the other. 
It is a likely inference, therefore, that the didaskalic lists contained an 
entry for a Afedea of Neophron in a year earlier than 431. Since there 
are such similarities between our fragments 1-3 and Eur., we may 
plausibly assume that Dicaearchus was indeed looking at the play 
from which these fragments come. 97 If these are actually from the 
fifth-century play, then we must accept that (1) the deliberate murder 
of the children by their mother was known or invented before Eur. 
treated the story in 431; (2) the connection of Aegeus to the critical 
events of Medea's departure from Corinth was also a pre-existing 
feature; (3) the whole conception of l\kdea as determined on revenge 

96 See Rose (1863) 561-3, and Aristotle fr. 631 Rose= fr. 772 Gigon 
(Athenaeus 173e-f), fr. 632 Rose= fr. 991 Gigon (654b-d). Gigon (1987) 214 
notes that in cases of such alternative authorship the less 'spectacular' name is 
the more likely to be true. 

97 One may consider the possibility that the claim of borrowing or adap
tation was based on a slander in comedy taken as historical truth. A number 
of ancient writers were guilty of such gullibility. But Dicaearchus seems to 
have been a scholar of higher quality. 
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but torn by her maternal feelings had been anticipated, at the mini
mum, by one earlier author. 

The weakest link in the evidence is the identification of the play 
from which fragments 1-3 are drawn as the Medea of Neophron that 
was, on this reconstruction, recorded in the didaskalic lists before 
431. For it is possible that the Medea on which Dicaearchus based his 
conclusion and from which our fragments come was not in fact a play 
written by Neophron earlier than 431, but a post-Euripidean play 
wrongly (or fraudulently) labelled as the work of Neophron. 98 There 
are three types of argument that have induced many to embrace this 
possibility. 99 

(1) The reputation of a classic author like Eur. creates among 
scholars an almost unconscious assumption of creativity and superi
ority. It is all too easy to assume that the process of canon-formation 
that led to the study and partial survival of the works of Aeschylus, 
Sophocles, and Eur. correctly winnowed out as inferior the work of 
other authors. Eur. himself is generally regarded as an innovator, so 
that scholars have been ready to assume that many mythical combi
nations and variants were his own invention, even though so much of 
the evidence for earlier versions is lost to us. It is in fact extremely 
unlikely that there were no plays at all written by other authors that 
approached the interest and quality of works of the great three. 
Moreover, it is likely that some assumptions about Euripidean origi
nality are unjustified. 100 

(2) In studying variant sources, it is a common method to assess 
the probabilities of sequence and descent. One asks which version is 

98 On problems of attribution of works in the fourth century and in 
Alexandria, see Griffith (1977) 232-45. 

99 On the other side of the debate, some believe that Afedea requires only 
two actors (unlike any other surviving tragedy of Eur., if we exclude Alcestis as 
'prosatyric'; but that seems an arbitrary exclusion in this regard). They sug
gest that this is a result of imitating an older play from the time when two
actor plays were prevalent. It seems, however, that three actors are actually 
required in 96-105 (see section 3 above and 89n.), and one cannot assume in 
any case that the roles were played by two actors instead of three. 

100 Note the case of the survival of Jocasta in Phomissae and her attempt to 
reconcile her quarrelling sons: Stesichorus' Thebaid (PMGF fr. 222b) shows 
that the reconciliation attempt is not wholly new and that Jocasta's survival 
might not be either (the name of the mother is not extant in the fragments): 
Mastronarde on Phom., pp. 25-6. 
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more likely to be the extension of or reaction to the other. The falli
bility or inconclusiveness of this method is amply demonstrated by 
the long debate over the chronological sequence of the Electras of 
Sophocles and Eur. Nevertheless, most critics have felt that the pro
vision of an explicit motivation for Aegeus' arrival in fr. 1 is easily 
understood as a reaction to Eur. 's lack of the same, especially if there 
was in fact criticism of Eur. on this point in his lifetime or in the 
fourth century (663-823n.). And fr. 2 may be seen as a shortened 
version of Medea's monologue in Eur., depending for its effect on its 
allusion to the fuller scene, but declining to imitate it too closely or at 
equal length. 101 Indeed, if fr. 2 is post-Euripidean, one may detect 
many allusions to Eur.'s play, and not just to the famous monologue 
of Medea (line numbers in bold refer to Neophron): 1, 9 address to 
6vµe ~ 1056; 2-3 Ta TTpocr<j>1i\fo-TaTa I ex61crTa efoem ~ 16 vOv 6' 
exepa TTClVTa Kai vocrei Ta cpii\TaTa, 572-3 Ta i\WIO"Ta Kai Kai\i\10-Ta 

TToi\eµ1wTaTa I Ti6ecr6e; 3 Tai\as ~ 1057 Tai\av; 8-9 µai\6aKOI ... 
y1yv6µecr6a ~ 1052 TO Kai TTpocrfo-6m µai\6aKovs i\6yovs <j>pevi, 1246 
µT) KaK1cr6f]1s; IO oiµo1, 6e6oKTal ~ 1236 <j>C\m, 6e6oKTOI Tovpyov; 13 
TTpos oiov epyov E~OTTi\1l;6µecr6a ~ 1242 a.i\i\' ei' OTTi\il;ov, Kap6ia; 14 
Tai\aiva TOAµTjs ~ 1028 w 6vcrTai\aiva TT)S eµfis av6a6ias; 13-14 
TToi\vv TTOVOV ••• 61acp6epovcra TOV eµ6v ~ 1029-31 ai\i\c.vs exp' vµas, 
w TEKv', E~E6pEl¼JClµTjv, I ai\i\c.vs 6' eµ6xeovv Kai KaTE~aV6TjV TTOVOIS I 
crTEppas eveyKovcr' EV TOKOIS ai\yTj66vas. 

(3) Page listed a number of linguistic and stylistic features of 
fragments I and 2 that he judged unlikely to be found in a tragedy 
written before 431. Thompson (1944) argued against Page's claims, 
and there is in fact too little comparative evidence for tragic authors 
other than Eur. and Sophocles for them to be cogent. 102 

101 Michelini (1989) argues that in the monologue Eur. modified the sim
plicity of Ncophron to his own technique of exaggeration and paradox and 
that in his less motivated use of Acgcus Eur. deliberately emphasizes the sur
prise and arbitrariness of the end of the play. 

102 The story of the Corinthians' payment to Eur. for transferring the 
blame for the children's deaths to Medea (Y..Med. 9) has as its premise the no
tion that Eur. was the first to do this. But it would be imprudent to rely on the 
inventors of such an anecdote to guarantee either that Eur. really invented 
the deliberate infanticide or that the Ncophron fragments are post-Euripidean. 
In later times, Eur.'s treatment was the famous one, and both the inventors of 
the anecdote and its intended audience would not have been experts on liter
ature outside the canon. 
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In conclusion, the evidence does not support a dogmatic conclu
sion and disagreement will no doubt continue. On the balance of 
probabilities, however, it seems more likely that the fragments as
cribed to Neophron come from a post-Euripidean play. 

6 MEDEA AFTER EURIPIDES AND THE 
INFLUENCE OF HIS MEDEA 

Whether or not Eur. was preceded by any other poet (Neophron or 
unknown) in his depiction of Medea as the deliberate murderer of 
her children, it was evidently the growing authority of his depiction 
in the decades after his death that exercised the decisive influence on 
post-classical imaginings of Medea's character and of her most fa
mous action. In the literary realm, Medea was a popular title for trag
edies and comedies of the late fifth and the fourth centuries, and this 
may be due to the fame of Eur. 's play. But there are two reasons for 
caution. First, plays with this title are already ascribed to Epicharmus 
and Deinolochus, authors of Sicilian comedy who were active in the 
first half of the fifth century, decades before Eur.'s production. Sec
ond, the fragments or testimonia are so spare that we often cannot be 
sure whether such plays handled the Corinthian episode of Medea's 
life or her famous actions in Iolcus or Athens (where Eur. 's lost Pel
iades and Aegeus, or other plays, may have been influential). Of other 
fifth-century tragedians, a Medea is ascribed to another Eur. (TrGF 17) 
and Melanthius (TrGF 23) and the apparently fifth-century Neophron 
(see previous section); in the fourth century Dicaeogenes (TrGF 52), 
Carcinus II (TrGF 70), Theodorides (TrGF 78A), and Diogenes (or 
Philiscus) (TrGF 88) wrote under this title, as did later the undated 
Biotus (TrGF 205). If the fragments ascribed to Neophron are really 
post-Euripidean, they are probably from the fourth century. The 
close similarity of fr. 2 to Eur. 's play implies the fame and probably 
also the currency in performance of the older play in the fourth cen
tury, and the changed motivation of Aegeus' entry may perhaps at
test to critical discussion of Eur. 's technique (see 663-8230.). An
other fourth-century play (or the play of one of the authors named 
above) is presumably the source of the famous Apulian crater dis
cussed below as no. (4) (cf. TrGF adesp. 6a). Finally, papyrus frag
ments of a play involving Medea, Jason, Creon, and a chorus of 
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Corinthian women may also be from a fourth-century tragedy 
(CGFPR dubia 350). 103 

Among comic treatments, the early examples by Epicharmus (test. 
35 and p. 55 K-A) and Deinolochus (test. 3 and frr. 4-5 K-A) have 
been mentioned, and later in the tradition of Doric comedy the same 
title is found for Rhinthon (third century: fr. 7 K-A). The attested 
authors of Afedea plays in Attic Old and Middle Comedy are Can
tharus (late fifth century: fr. 1-4 K-A), Strattis (active end of fifth 
century into fourth: frr. 34-6 K-A), and in the fourth century Anti
phanes (fr. 151 K-A) and Eubulus (fr. 64 K-A = fr. 64 Hunter). 
Strattis fr. 34 mentions gifts to a bride and so it is likely that this 
comedy exploited Eur.'s tragedy. A similar inference has been made 
from the mention of two kinds of chiton in Antiphanes fr. 151, but 
this is much less secure. The fragments of Cantharus and Eubulus 
are unrevealing. 104 

Roman tragedians also treated the theme. Some fragments of 
Ennius' Medea exul show an extremely close adaptation of Eur., and 
he wrote another Medea which took place in Athens and could have 
followed Eur.'s Aegeus.105 Accius' A1edea, however, took place in Col
chis and had the alternative title Argonautica (TrRF, pp. 216-20). The 
later Roman versions may never have been performed as theatrical 
pieces, but still attest to the vogue of this classic story. Ovid's Medea 
met with great approval, but is lost to us (Quintilian 10.1.98, Tacitus 
Dial. 12.6). Seneca's Afedea survives, but two or three others also from 
the first century CE are lost: those of Lucan (unfinished, according to 
Suet. vita Lucani), Curatius Maternus (Tac. Dial. 3.4), and perhaps 
Bassus (Martial 5.53.1: Colchida quid scribis, quid scribis, amice, Thyesten?). 

By the late fourth century BCE, then, and probably somewhat 
earlier, Eur.'s treatment was a 'classic' ,1°6 both the starting-point for 
adaptation or variation and the shared background that poets as-

103 For the ascription to tragedy rather than satyr-play or comedy, as some 
have suggested, see Hunter (1981). 

104 For ingenious speculation connecting the Eubulus fragment to parody 
of Eur. 's Mtdta, see Schiassi (1955) 114. 

ios See Jocelyn's commentary on Ennius frr. cm-cxVJ. 
106 Hunter on Eubulus' Aftdta cites the casual quotation of famous lines 

from Euripides' play in Philemon fr. 82.1 K-A (Mtd. 57) and Machon 173, 407 
Gow (Mtd. 1358, 1346). 
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sumed in most of their readers. Thus Apollonius' portrayal of both 
Medea and Jason is to be read with the tragic Euripidean future 
in mind, 107 and Ovid's Epist. Heroidum 12 likewise exploits the cul
tured reader's familiarity with Eur. 108 Medea's vacillation between 
maternal feelings and impulse for revenge was the feature of the 
play that most impressed philosophers from the Stoic Chrysippus 
onward, who quoted lines 1078-9 and analysed Medea's ethical 
failure. 109 

The iconographic tradition tells a similar story of the develop
ment of 'classic' status for Eur. 's treatment. 110 Before Eur., illustra
tions of Medea in vase-painting relate to her magical actions in Col
chis or lolcus or her threat to Theseus in Athens. For the Corinthian 
episode, there are no Attic vase-paintings either before or after the 
production of 431 BCE. Some see this as indicative of the lack of suc
cess of Eur. 's play in Athens, others as not unexpected in view of the 
rarity of fifth-century Attic vases that definitely can be tied to theat
rical inspiration. But vases produced in South Italy from c. 400 on
ward show a pronounced openness to inspiration from the stories 
featured in Attic tragedies, Medea among them. 111 In vase-paintings 
theatrical inspiration may be inferred from the incidents portrayed 
and the way figures are dressed, but the painters have their own way 
of presenting a story synoptically, by inclusion of more characters 
in one scene and by the interpretive addition of divine figures ob
serving or guiding the action. The most telling examples involving 
Medea herself are the following: 

(1) Policoro hydria, Museo Nazionale 35296, c. 400 [LIMC no. 35; 
Taplin (1993) pl. 2. 103]: Medea in foreign costume (ornate robe and 
Phrygian cap) aloft in a chariot drawn by serpents, and below, the 

107 See Hunter's comm. on Book 3, pp. 18-19. 
'
08 See Bessone (1997). In addition, the first half of Book 7 of Afetamorphoses 

presents most incidents of Medea's life, but the episode at Corinth is abbre
viated to only four lines (7.394-7). 

'
09 See Appendix. 

11° For previous and more detailed discussions, see Page's comm., pp. 
lvii-lxviii; Sechan (1926) 396-421; Simon (1954); and M. Schmidt, LIMC s.v. 
Medeia. 

111 Taplin (1993) 6-8, 21-9; Simon (1954). 



MEDEA AFTER EURIPIDES 67 

bodies of her children, mourned by a kneeling figure (the tutor), and 
Jason with drawn sword; at either side, Aphrodite 112 and Eros. 

(2) Cleveland calyx-crater, Cleveland Museum of Art 91.1, c. 400 
[LJMC no. 36 = Taplin (1993) pl. 1.101]: Medea in foreign costume 
(ornate robe and Phrygian cap) aloft in a chariot drawn by serpents 
(all within a nimbus of sun-rays), with a demon to either side; below 
the bodies of her children on an altar, mourned by an old woman 
and a man (the nurse and tutor), and Jason looking up. 

(3) Naples amphora, Museo Nazionale 81954 (H 3221), c. 340 
[LJA1C no. 37]: Medea in Greek costume in a chariot drawn by ser
pents, with one child's body on the floor of the chariot, the other on 
the ground below; a fire-bearing demon in front of the chariot, be
tween it and Selene; to the left, young men pursuing, one on horse
back, two on foot. 

(4) St Petersburg bell-crater, Hermitage 6 2083, second half of 
fourth century [ LIA1C no. 39]: Mede a in Greek dress in a chariot 
drawn by serpents, holding the body of one child in each arm. 

In (1)-(3), the correspondence to Eur. is inexact (body or bodies left 
behind, mourning figure(s); serpents unmentioned in the text -
1317n.), and this divergence may be due to the creativity of the painter 
(for compositional or iconographic reasons, or to give a more synop
tic view of the event and its effects) or to inspiration by a different 
play (probably modelled on Eur. 's). 113 Nevertheless, theatrical inspi
ration seems secure because of the appearance of the chariot, not 
earlier associated with Medea. (4), in contrast, is easily taken as an 
illustration of Eur. 's own finale, or at least of a finale that followed 
his faithfully. 

(5) Munich volute crater, Antikensammlung 3296 (J 810), c. 330 
[LIMCno. 29]: in an upper band Creon clutching his dying daughter 
(collapsed on a throne) and other characters mourning or running to 

112 Less plausibly, this figure with a mirror is identified as the princess
bride in L/MC s.v. Kreousa 11, no. 24 (Berger-Doer). 

m Taplin (1993) 22-3 suggests as another possibility that the placement of 
the bodies might reflect a local staging of Eur.'s play in which his intention 
was overridden (for practical reasons). This seems less likely. 
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help; 114 in a lower band Medea in foreign costume about to stab one 
son while a serpent-drawn chariot steered by the demon Oistros 
(Frenzy) awaits her, and to the left a young armed man shields the 
eyes of the other son and apparently guides him away to safety, 115 

and to the right the ghost of Aeetes looks on. The relation of this 
depiction to Eur. 's play has long been debated, but it seems clear 
that the painter was inspired by a treatment that was modelled on 
Euripides but introduced significant variations and complications 
(TrGF adesp. 6a). 

(6) Paris rope-handled amphora, Cab. Med. 876, c. 330 [L/MC 
no. 30]: Medea in foreign costume, reaching back to restrain a flee
ing son by grasping his hair, while the other son already lies dead on 
an altar to her right, and with the mourning tutor at upper right. 

(7) Paris rope-handled amphora, Louvre K 300, c. 330 [L/MC 
no. 31]: Mede a in Greek costume stabbing one son before a colon
nade and a column topped with a statue of a god. 116 

All three of these, (5)-(7), show a quasi-theatrical interest in the 
moments of violence (though these would presumably have been 

11• There are one or two earlier depictions of the princess that do not 
include Medea. The definite case is a Naples crater, Museo Nazionale SA 526, 
c. 360-350 [LJMCs.v. Kreousa u, no. 16]: the girl has slipped from her throne 
and struggles to remove her crown as the first flames appear; the pedagogue 
guides the children away, an Erinys looks on, Creon rushes toward his 
daughter, and a distraught woman (the mother?) runs away; also shown are 
the chest in which the gifts arrived and a mirror. This surely derives from 
Eur.'s version or a version very similar to it. The doubtful case is a Paris bell
crater, Louvre CA 2193, c. 390 [LIAIC no. 1], which shows a robe being pre
sented to a young bride by a female slave (who also holds a small chest) as an 
older man with a sceptre watches on the left (her father?) and a pensive or 
worried slave (pedagogue?) on the right. The stance and pensiveness of the 
figures suggest that the viewer was expected to supply the tragic story of the 
princess' death, and that story apparently owed its fame to Eur. 

115 M. Schmidt in L/MC s.v. l\ledeia (v1 1.396) speculates that this depic
tion need not entail that the second son escaped, but that the young man's 
gesture may simply be a solution to the problem of what to do with the other 
son while l\ledea is killing the first son. This is an unnecessary hypothesis. 

116 The god has been identified as Apollo, who has no connection to the 
story in the known versions. Theoretically, this could be some other child
killer, but the existence of other stabbing Medeas in fourth-century vase
paintings favours the hypothesis that this too is l\fedea. 
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narrated and not seen on stage in a tragedy). 117 The last two in par
ticular point to the distillation of Medea's action to the horrible 
moment of killing her children. The vase-painters do not, however, 
respond to, or do not try to express, Medea's anguished indecision 
before the deed. But just as her debate with herself became a topos 
for Hellenistic and later philosophers, a Hellenistic painter in an
other medium seems to have depicted this effectively, and this lost 
work is assumed to be the ultimate source of one type of the wall
paintings from Pompeii that show Medea in a thoughtful pose, usu
ally with the children nearby (L/MC nos. 7-14). 118 These arc not so 
much illustrations of Medea's monologue as depictions in purely vi
sual form of the idea of her hesitation or anguish. 

Since the re-emergence of Greek tragedy in the Renaissance, 
!dedea has inspired adaptations in stage-drama, opera, film, and the 
visual arts. 119 Among stage versions by writers of some fame may be 
mentioned Pierre Corneille's Afedee of 1635, Franz Grillparzer's Das 
goldene Vliess of 1821 (the third play of this trilogy is entitled Medea and 
covers the Corinthian episode), Jean Anouilh's Medee of 1946 (first 
performed in 1948 in Germany 120 and 1953 in France), and Robinson 
Jeffers' Medea of 1947. Notable films inspired by the Medea story and 
Eur. in particular are Pier Paolo Pasolini's Afedea of 1969-70 and 

117 Sec, however, above n. 94, for the possibility of showing the murders 
on stage. 

us The type with standing Medea (and hands tensely intertwined) is be
lieved to derive from an original of the third century; there is also a type with 
l\iedca sitting. A famous Medea-painting by Timomachus of Byzantium was 
purchased for a large price hy Julius Caesar, and this painting inspired a 
number of epigrams: sec Gow and Page (1968) 11 43-4 on Antipater 29. Pliny 
(35.136) makes Timomachus a contemporary of Caesar, probably rightly, 
while some scholars have wished to make him the master of the assumed 
third-century original. 

n 9 For a lengthy tabulation sec Reid (1993) 11 643-50 s.v. l\iedca: the 
treatments earlier than the mid-sixteenth century (when translations of Eur. 
first became available) are inspired by Latin sources, especially Ovid. 

120 Reported by Simon (1954) 223 n. 4 ('der Erstauff'tihrung von Anouilhs 
l\fedea am 7. 11. 1948 in Heidelberg'), but not listed in Hall, Macintosh, and 
Taplin (2000) 245-6. An English translation of Anouilh's play is printed in 
J. L. Sanderson and E. Zimmerman, eds., ,\ledea: myth and dramatic form (Boston 
1967). 
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J1Jks Dassirr's A /)rr.am r!f /'aJ.11011 of 19711.m Mention may also be 

111adl' of tlH' l!J'.J(i 11ovcl Merlra hy the (East) German author Christa 

Wolf. in These a11d otlwr adaptatiorrs attest to thl' enduring fascina

tiorr of tlw , lassie story a11d usl'folly highliglrt tire differences of the 

1-'.uripidrarr vrrsiorr. Lat<·r authors often modify the motivations of 

both M,·dea a11cl .Jason, rcndcriug them either more or less sympa

tlwtic. Moreovf'r, as alrf'ady i11 the: Scm:c:an version, ctlrnic difference 

is usrrally accentuated more fon:cfully tlran in Eur., and tlrerc is rnu,h 

morf' refrrl'11ce to tlw dl'tails of past ,·vents, which arc to he read 

as indicators and d,·tcrmi11a11ts of present attitudes and actions. By 

contrast, Eur. 's play is 11otcwortlry for the sparseness and indctermi-

11a1·y of i11formatio11 about the past and leaves a more difficult and 

opc11-1·1ul('(l pro!'ess of i11tcrprctation for its audierrce. 123 

7 TII E TEXT 

During thl' final dl'cades of Enripid<"s' career, copies of plays written 

or1 papyrus rolls were available not only to professionals working in 

theatrical production hrrt also to a f1•w interested amateurs (Ar. Frogs 
52 3). As a book-bas!'d culture became better established in the fourth 

century, readers' copi<'s became more prevalent, hut the transmission 

was also affrct<"d by tire copies usl'd by troupes of actors, as is clear 

from tire pr<"s<"nce of additions to the text ('interpolations') that carr 

plausibly lw ascribed to actors. 111 Around :no, ollicial copies of the 

works of Acscliyl11s, Sophocles, and Eur. were assembled in the Athe

nian state ard1ivf's (l'lutard,, Mor. 81.111 ), aud a story was told that 

about a ,1·ntury latl'r Ptolcrny Ill Eung<"tes (who nrl1•d 217 221) 

borrow1·d these copies for his Alrxanclria11 library and did 1101 return 

tlre111, insl<"ad forfeiting his deposit and S<'ndirrg back newly-made 

transcriptions (Galen 17a:(io7-II Kilhn = CMG 5:10:2:1.71!-Bo).m It is 

121 St·r l\1cD011ald (1i1ll:1) cliR. 1 \l, 
122 Tra11Rlatrd liy .Joh11 C111lr11 :JR Mrdra: fl modrm rrtrlli11~ (Nrw York 19911). 
,,, On 111odrrn varialio11~ 011 the l\frdra s1ory, Rrr von Fritz (195!J), Fric-

dricl1 {l!J(ill), l>ililc (1~1?fi) a11d (1977), l\1i111orn-Rui1. (1!)112), Cai:11.1.a (191!9 93), 
Mcl>o11ald (1992) and (1!J!J7), Knrii,:a11 (l!J!JG), all(I <'~fl. l lall, l\lad11to~h, and 
Tapli11 (21mo) wi1li a111plr additio11al liililioi,:rapliy. 

1" l'ai,:r (i!J:H); l\taRtronanlr 011 l'hom,, pp. :l<) '1D· 
m FraR('I' (1!)72) I :r.15; l'frifli-r (I!J(ill) ll\l, 
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unknowable how good the Athenian state copies were, whether the 
story in Galen is true, and (if true) how important these copies 
were to the subsequent textual tradition. In the fourth century 
Aristotle and his pupils studied tragedy extensively, and Hellenistic 
scholars followed their lead, cataloguing and writing commentaries 
and producing 'editions' based on comparison of a number of 
copics. 126 

The earliest books had almost no lectional aids: no space between 
words, no consistent punctuation, no explicit identification of the 
speakers (changes of speaker were marked with dots and horizontal 
strokes). The lyrics might have been written out with each stanza as 
one long paragraph. Aristophanes of Byzantium, active in the early 
second century, is credited with arranging the lyric passages in shorter 
lines - an arrangement that was transmitted thereafter with little 
change and thus forms the basis of the lyric layout in modern edi
tions.127 After the second century BCE copies of tragedies generally 
presented the form of text given authority by the Alexandrian scholars 
(which included doublets and lines judged by them to be of doubtful 
authenticity), but further corruption occurred in transmission, and 
additional 'interpolations' entered the text through the activities of 
readers and teachers, and possibly actors as well. 

Between 200 and 400 CE tragedies, like other genres of classical 
literature, were assembled into collections that fit conveniently in 
codices (bound volumes of folded sheets), replacing transmission in 
rolls containing one play each. We have no idea who made the se
lections that survive and on exactly what grounds. Probably such 
factors as popularity in the educational system and with readers, 
availability of helpful annotations, and currency in the repertory of 

126 For fuller treatments of the history of tragic texts, sec Barrett's edition 
of llippolytus, 45-57, and Griffith (1977) 226-34. 

127 But it is not certain whether Aristophanes really deserves the credit. 
Although no early papyrus of tragedy has been identified that contains the 
familiar layout of lyric cola (and the Strasbourg papyrus of Euripidcan lyrics, 
like the famous Timothcus papyrus, shows the absence of such layout), the 
lyrics of the Lillc Stcsichorus arc set out in that way, apparently prior to the 
career of Aristophanes of Byzantium (sec Turner (1987) plate 74 with discus
sion). 



72 GENERAL INTRODUCTION 

performers played a role. 128 For Eur. this selection included ten 
plays, one of which was Medea. During late antiquity and the early 
Byzantine period, excerpts from pre-existing separate commentaries 
were compiled in the margins of the pages of codices, and these an
notations are the scholia (or scholia vetera, so called to distinguish them 
from revised, expanded, and added notes written in the thirteenth 
and fourteenth centuries). 129 In the medieval manuscripts short notes 
and definitions or synonyms (glosses) are often written between the 
lines in addition to the marginal annotation. 

Whereas for Aeschylus and Sophocles we are limited to selections 
of seven plays, for Eur., by good fortune, we have nine additional 
complete plays to go with the selection of ten, because a portion of a 
complete collection of his plays in alphabetical order also survived to 
be copied in medieval times. Of the select plays of Eur., the three 
most frequently read and studied in Byzantine times (Hecuba, Orestes, 
Phoenissae) are transmitted in JOo-350 handwritten copies dating from 
the tenth century to the sixteenth. The other plays of the selection 
survive in many fewer copies. For A1edea, the 13 manuscripts that are 
not simply copies of other surviving manuscripts have been carefully 
studied by Diggle (1983), and reliable information about their read
ings may be found in his Oxford Classical Text (vol. 1 of 1984). The 
manuscripts fall into two groups, with H and B (the two oldest) joined 
by most of the others on one side, and L and P on the other. Medi
eval copyists and readers frequently compared texts with each other 
and so the tradition is characterized by contamination, that is, read
ings are shared 'horizontally' from one complete copy to another 
complete copy as well as 'vertically' from an exemplar to a new copy 
made from it, so that affiliations between surviving witnesses are in
consistent or impossible to establish and good readings may occa
sionally survive in isolation even in later copies. For !11edea there are 
also over a dozen papyrus fragments dating from the third century 

128 See Easterling (19976) 224-6. On the process of formation of corpora 
in late antiquity see Cavallo (1989). The speculations reported in Blanchard 
(19896) about the formation of the selections of the dramatists are to be re
garded with extreme scepticism. 

129 The scholia vetera of Eur. are published in E. Schwartz, Scholia in Eur
ipidem (Berlin 1887-91); the scholia on Medea are in his vol. 11, 137-213. 
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BCE to the sixth century CE that give us glimpses of the text. In addi
tion, quotations in ancient authors (testimonia) occasionally provide 
variant readings of interest (as in 1078). 

The text adopted here differs from the Oxford Classical Text of 
Diggle in the following places: 5 6:picnwv, 12 q,vyas 'TTOA\Tats, 43 line 
retained, 106 6' 6:pxiis, 159 evva:Tav, 320 o-oq,6s, 334 no obeli, 355-6 
lines retained, 444 Twv TE, 474 o-e unemphatic, 549 o-oi emphatic, 600 
µeTev~171 (with question mark), 777 TavTa Kai Kai\ws yaµei, 838 µeTpi
ovs, 850 µn' a.i\i\wv, 890 XPTJ, 910 obeli for last word only, 938 
O'.'TTaipoµev, 1012 KaTT}q>EIS, 1037 7' 6:ei, 1077 npos o-q,as, 1056-80 re
tained (but 1062-3 deleted), 1218 a:TIEO"TT}, 1221 line retained, with 
obeli, 1243 µ,i ov, 1316 line retained, 1359 line retained. In addition, 
there are minor differences in punctuation or orthography in the 
following lines: 37, 104, 120, 223, 380, 401, 414, 434, 452, 466, 496, 
579, 581, 585, 678, 679, 820, 927, 933, 1084, 1111, 1214, 1242, 1259, 
1280, 1353. 



STRUCTURAL ELEMENTS OF 
GREEK TRAGEDY 

1 Lyric vs dialogue and the registers of tragic utterance 

The alternation of song and speech was basic to the genre of tragedy 
from its inception. The contrast between sung lyric metres and 
spoken metres (iambic trimeter, or occasionally trochaic tetrameter) 
parallels to a large extent the contrast between chorus and actor(s), 
but crossover does occur. The head-man of the chorus (koryphaios) 
speaks iambic trimeters, sometimes in a short dialogue with an actor 
(as Med. 811-19) and sometimes (esp. in couplets) as a pause or artic
ulation after a long speech by an actor (as Med. 520-1, 576-8, 906-7, 
1231-2). On a few occasions, other individual members of the chorus 
speak iambic lines to indicate indecision (as in Aesch. Ag. 1346-71, 
Eur. Hipp. 782-5). Actors sometimes sing either short exclamatory 
lyrics (as Medea in 96-167) or an extended aria (as Hippolytus in 
Hipp. 1347-88). A lyric exchange or lyric dialogue (amoibaion) may 
involve two actors or the actor(s) and chorus. Both participants in 
such an exchange may be lyric voices (esp. in a kommos, a quasi-ritual 
lament, as at the end of Aesch. Pers.), or one voice may be confined to 
iambic trimeter to provide a calmer counterpoint to the emotion ex
pressed in the other voice's lyrics (as Soph. Ant. 1261-1346; Eur. IT 
827-99, Helen 625-97). Sometimes the relative emotional levels of 
the two voices vary during the scene, as Aesch. Ag. 1072-u77 (where 
Cassandra's emotion infects the chorus), 1406-1576 (where Clytem
nestra first responds in trimeters, then joins in the lyrics). A similar 
contrast of registers is conveyed in the juxtaposition of l\1edea's 
singing with the nurse's chanting in Med. 96-172. 

The main dialogue metre is the iambic trimeter, discussed below 
in PM 16-20. In some plays, trochaic tetrameters function as a by
form of dialogue. This metre is based on a fifteen-syllable pattern 
that is closely similar in rhythm to the shorter, twelve-syllable pattern 
of the iambic trimeter. Trochaic tetrameters seem to have been used 
frequently in early tragedy (some blocks of dialogue in Aesch. Pers. 

74 
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are in tetrameters: 155-75, 215-48, 697-758), then were very little 
used in the mature period of tragedy, and were revived in many 
plays of Eur. 's last decade. In ethos the tetrameter was regarded as 
more dance-like and potentially less serious; it often accompanies 
more agitated action or emotion than is found in adjacent iambic 
scenes. 

Another metre that may express an emotional register between 
the level of spoken trimeters and sung lyric is 'marching' anapaests, 
discussed below in Pl\I 22. In Afedea these are used by actors: by the 
nurse both in response to Medea's (lyric) cries from within in the 
scene leading up to the entrance of the chorus and in her exchange 
with the chorus; and by Jason and Medea in their final expostulations 
and insults. Sometimes anapaests chanted by a chorus serve as a long 
prelude to an entrance-lyric (Aesch. Ag. 40-103) or as a short prelude 
or transitional form leading to choral song (Aesch. Ag. 355-66), or 
announce an entrance at the end of a choral song (Aesch. Ag. 783-
809). In Medea brief choral anapaestic passages accompany the de
parture of Creon and Aegeus from the stage (358-63, 759-63), and 
an extended anapaestic interlude serves in place of an act-dividing 
lyric at 1081-1115. At the end of a play, a transition to anapaests 
often provides a modulation in pace and rhythm to accent the con
clusion of the play. 

Formally, the lyric portions of the plays, particularly choral songs, 
are normally written in antistrophic composition. That is, stanzas are 
grouped in pairs (each pair being of unique form): the first stanza of 
a pair is called a strophe, the corresponding stanza with the same met
rical pattern is called the antistrophe. It is unfortunately uncertain how 
the dance movements accompanying a strophe and antistrophe cor
responded or contrasted with each other. The number of pairs is 
variable, but in mature tragedy the majority of choral songs have two 
or three pairs (the stasimons of Aiedea all have two pairs). Usually 
the antistrophe follows immediately after its strophe, but occasionally 
a short stanza called a mesode appears in between, or responsion 
occurs over a distance (as with Hipp. 362-72 = 669-79), or some 
unusual order occurs (as in the kommos in Aesch. Cho.). Sometimes 
a choral ode will end with an additional stanza not in corresponsion 
(not paired), called an epode (Med. 205-12 is formally an epode). 



76 STRUCTURAL ELEMENTS OF GREEK TRAGEDY 

2 Divisions of a play 

The basic structure of a tragedy may be viewed as one of acts and 
act-dividing songs, the beginning of a new act normally being ap
parent from the entry of a new character after a song. 1 There is also 
a traditional terminology that has been used since antiquity in the 
description of Greek plays. 

Prologue: in its wider sense, the part of the play preceding the entry 
of the chorus, usually two scenes (sometimes three, rarely one). The 
first of these scenes may be a prologue-monologue (or prologue in its 
narrower sense), especially common in Eur. and rare in Sophocles. 
The monologue-speaker may be a god, a minor character, or a (the) 
major character. Such a speaker normally addresses the audience 
more or less directly (though not quite so informally as in comedy), 
and full dramatic illusion does not take hold until the conclusion of 
the speech. In a few plays there are no prologue-scenes and the ex
position begins immediately with the entrance of the chorus (Aesch. 
Pers.). 

Parodos: entry of the chorus and the name of the song they sing as 
they enter (or of the chanted anapaests plus following song). Often 
the chorus enters with the stage empty of actors, but in some plays an 
actor is present and may or may not be acknowledged in their song. 
In Afedea and in several late fifth-century tragedies, the parodos takes 
the form of an amoibaion involving the actor(s). 

Episode: the scene(s) between the parodos and the first act-dividing 
song or between two act-dividing songs. In fifth-century tragedy the 
length and the number of episodes vary with considerable freedom. 
During the fourth century the structure of five dialogue-acts (µepT'), 
'parts') divided by four choral interludes (including what had been 
called the parodos) apparently became standard: it can be seen in 
Menander's comedies (since New Comedy apparently assimilated 
its structure to that of fourth-century tragedy) and in the Hellen
istic literary theory reflected in Horace, Ars Poetica 189-90. An epi
sode may contain lyric elements such as aria or amoibaion as well as 
dialogue-scenes. 

Stasimon: any extended song of the chorus after the parodos; al-

1 See Taplin (1977). 
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most always in antistrophic form. The stasimons tend to get shorter 
as the play proceeds. In late fifth-century tragedy, with the diminu
tion of the dramatic weight of the chorus, the interval between sta
simons is sometimes very long, and the number of true antistrophic 
stasimons may be small (as in Eur. Helen, Soph. Phil.). 

Exodos: the scene(s) following the final stasimon. In many plays of 
Eur. (and in Soph. Phil.) there is a divine epiphany in the exodos, 
with the god appearing on the crane (Introd. 3) or emerging on the 
sklne-roof from below. Medea's appearance on a winged chariot ex
ploits this convention in a striking way (1293-1419n.). 2 

3 Formal elements ef dialogue-scenes 

a. Extended speeches 
Rhesis: a rhesis is an extended speech in trimeters (or, rarely, tetra
meters), often formally organized in its rhetoric. Long speeches are 
always dramatically noteworthy and may serve a variety of functions: 
self-justification, revelation of values and character, persuasion, in
vective, lamentation, bidding farewell, reviewing one's life and mis
fortune, critique of the conditions of society or human life, etc. In 
Medea Eur. gives Medea a remarkable series of speeches, climaxing in 
the great speech expressing her divided impulses (1021-80). Two spe
cial varieties of extended rhesis deserve attention: 

Agon logon: the 'contest of speeches' is a recognizable form in both 
Sophocles and Eur. Generally, there are two speeches, each followed 
by a couplet from the koryphaios. The two debaters may be per
forming in front of a third actor who serves more or less as 'judge' 
(sometimes the 'judge' closes the scene with his or her own rhesis). In 
many cases the rheseis of the debate are followed by argumentative 
short dialogue which sharpens the opposition and shows that nothing 
positive has been accomplished. See 446-626n. 

Afessenger-rhtsis: critical news from offstage (inside the building or 
at a distant location) is usually conveyed in a scene of reporting to 

2 Ancient scholars also used the term epiparodos to describe the scene in 
which and song with which a chorus returns after, exceptionally, leaving the 
stage in the middle of the action: Aesch. Eum. 244ff., Soph. Ajax 868-960, Eur. 
Ale. 861ff., Hdm 515ff. (where, extraordinarily, the chorus had gone into the 
palace). 
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the chorus alone or to an appropriate character along with the 
chorus. The messenger-scene usually appears about two-thirds to four
fifths of the way through the play, but earlier messenger-scenes are 
found (Aesch. Pers., Ag.) and some plays have two messenger-scenes 
(Eur. IT, Bacch.). Typically, the messenger conveys the essential news 
and relieves the tension in a short dialogue and then is asked to give 
the whole story, which he does in a leisurely rhesis extending up to 80 
or even 100 lines. See 1116-125on. 

b. Dialogue in shorter speeches 
For short stretches the actors (or actor and koryphaios) may converse 
in speeches of varying lengths. The formality of the genre normally 
requires that each speech end at the end of a full trimeter. Antilabe, 
the breaking of a line between two speakers, is not found in Aeschy
lus (there is a possible case in Prom.) and is used only for special effect 
in most of Sophocles and Eur. (in some of late Sophocles antilabe 
seems to produce only informality or 'naturalness', not a shock ef
fect). For the one instance in A1edea, see 1009n. 

Another aspect of the formality of tragedy is that very commonly 
dialogue in shorter speeches is arranged in regular patterns. 

Stichomythia is line-for-line dialogue, sometimes lively and com
pressed, sometimes casual, gradual or roundabout. Syntactic ellipsis 
and suspension are frequent (see LS 29). Any extended exchange be
tween actors usually tends toward the regular pattern of stichomy
thia. An extended stichomythia often begins or ends (or has its tran
sitions marked) with an irregularity such as a couplet. Stichomythia is 
found in trochaic tetrameters as well as iambic trimeters. 

Distichomythia is an extended sequence of two-line speeches in 
alternation. 

Continuous antilabe presents a series of trimeters in which each is 
divided between the two speakers (A:B :: A:B :: A:B :: etc.). This usu
ally occurs within or at the end of a stichomythia to quicken the pace 
and heighten the excitement. In some passages one can see a subtle 
artistic effect in the gradual shortening of speaker A's portion of the 
line (Soph. OT 1173-6). Continuous antilabe is not usually carried on 
for long; but in late Eur. it may be extended more easily when used 
in the longer trochaic tetrameters (e.g. Orestes 774-98). 
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4 Ana!Jsis of the structure of Eur. 's Medea 

PROLOGUE 1-130 

(1) prologue-monologue of nurse 1-48 
(2) iambic dialogue of nurse and tutor 49-95 (irregular, with short 

distichomythia 74-81) 
(3) anapaests of nurse and Medea (indoors) 96-130 

PARODOS 131-213 
actors' anapaests (nurse and Medea) interspersed with choral song 
(astrophic entry-stanza, one pair of corresponding stanzas, and an 
astrophic stanza (epode) sung after nurse's departure) 

(1) Medea and the chorus 214-70 (major rhesis 214-66) 
(2) dialogue-scene, Medea and Creon 271-356 (supplication sti

chomythia 324-39) 
(3) Medea and chorus 357-409 (choral anapaests 357-63; major 

rhesis 364-409) 

FIRST STASIMON 410-45: two pairs of stanzas 

SECOND EPISODE 446-626 
agon logon of Medea and Jason: opening rhesis of Jason, paired 
debate-rheseis 465-575, followed by irregular dialogue 

SECOND STASIMON 627-62: two pairs of stanzas 

THIRD EPISODE 663-823 

(1) dialogue of Medea and Aegeus 663-763 (stichomythia 667-
707, followed by irregular dialogue; choral anapaests 759-63) 

(2) Medea and chorus 764-823 (major rhesis 764-810, followed 
by irregular dialogue) 

THIRD STASIMON 824-65: two pairs of stanzas 

FOURTH EPISODE 866-975 
Medea and Jason (children brought out by tutor at 894) (irregular 
dialogue; major rhesis 869-905) 

FOURTH STASIMON 976-1001: two pairs of stanzas 



80 STRUCTURAL ELEMENTS OF GREEK TRAGEDY 

FIFTH EPISODE 1002-80 

(1) tutor and Medea 1001-20 (irregular dialogue) 
(2) Medea's great monologue (rhesis) 1021-80 

ANAPAESTIC INTERLUDE 1081-1115: in place of a stasimon 

SIX TH EPISODE I 116-1250 
messenger-scene (irregular dialogue, messenger-rhesis 1136-1230, 
short rhesis of Medea 1236-50) 

FIFTH STASIMON 1251-92: two pairs of stanzas with incorporated 
trimeters 

EXODOS 1293-1419 

(1) dialogue of Jason and chorus 1293-1316 (stichomythia 1308-
13) 

(2) iambic dialogue of Medea (ex machina) and Jason 1317-88 (ma
jor rhesis of Jason 1323-50, stichomythia 1361-77) 

(3) anapaestic dialogue of Medea and Jason 1389-1414 (choral 
exit-tag (anapaests) 1415-19] 



INTRODUCTION TO LANGUAGE 
AND STYLE 

The Attic tragedians wrote in an artistic literary language which de
liberately set itself apart in many ways from colloquial Attic and 
formal Attic prose, although the language used in the dialogue por
tions of tragedy is relatively closer to ordinary Attic than that of the 
lyric portions. \\Then considering the language and style of Euripides, 
one must be aware of three main levels of differentiation from 'nor
mal' (non-poetic) speech. First, in many respects the tragedians are 
continuing the traditions of high-style poetry and thus they inherit or 
share forms and constructions found in epic, choral lyric, and other 
archaic genres. Tragedy's debt to various lyric genres is especially 
heavy in the choral odes, while messenger speeches tend to feature 
more prominently certain epicisms. Second, there are distinctive ele
ments of tragic style that seem to be common to all its practitioners, 
features that one might find in Aeschylus or Sophocles or other tra
gedians of the fifth century (or even later). Finally, there are the fea
tures and mannerisms specific to Euripides himself, some of which 
represent simply extensions or greater frequency of stylistic features 
already found in the tradition (such as various forms of verbal repe
tition), and some of which are more clearly innovative or idio
syncratic (such as the admission of more colloquialisms• and the 
extension of tragic vocabulary through the allowance of additional 
word-shapes within the iambic trimeter and through greater open
ness to contemporary intellectual and technical vocabulary). 2 In 
contrast to Aeschylus (especially) and to Sophocles, Euripides was 
regarded by ancient readers as simpler and clearer in style. 3 

Although this comparative assessment is valid, particularly for the 

1 On colloquial expressions see Stevens (1976). 
2 On Euripidean vocabulary see Breitenbach (1934), Clay (1958-60), Lee 

(1968) and (1971), and Schmid (1940) 792-5. For the relation of Euripidean 
vocabulary to that of Thucydides sec Finley (1967). For developments in the 
vocabulary of Sophocles, whose career overlapped with Eur.'s for almost 50 
years, see Long (1968). 

' Note already Aristophanes, Frogs 907-79, 1056-8, 1119-79, 1434. 

81 
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dialogue portions, where the language is plainer and metaphor much 
less prevalent, it must be emphasized that Euripides' language is still 
poetic and in many ways artificial, sometimes straining the normal 
semantics of common words, word-order, and syntax. 

The following presentation is intended for the student who has 
been trained in the morphology and syntax of Attic prose and who 
may be reading poetry or tragedy for the first time. Examples are 
drawn from Medea whenever possible (with citation by bare line 
number). 

MORPHOLOGY 

Dialectal peculiarities 
1. In those aspects in which the everyday Attic dialect is most 'pro
vincial' (different from common Greek or Ionic), tragedy favours a 
common Greek or Ionic (or old Attic) colouring in the dialogue. 

a. Common Greek -aa- appears instead of Attic -TT-. E.g. O:TTO:A
M:aaovao: (27), 60:M:aa1os (28), <j>vt-.6:aaea6' (102), Kpeiaaov (123), 
TTpo:aao1Te (313), riaaov (318). 

b. Common Greek -pa- is used instead of Attic -pp-. E.g. 6:paevwv 
(428), 60:pae1 (926), Tvpa71vi6os (1342). 

c. Certain sequences of long vowel and short vowel found in 
common Greek (e.g. M:6s) are replaced in Attic by similar vowels in 
the sequence short-long (e.g. 1-.ews). In tragedy Attic forms showing 
this shift (quantitative metathesis) are either avoided or coexist with 
the non-Attic forms. 'Temple' is vo:6s (Andr. 162), not vews. For t-.o.6s/ 
t-.ews 'men, army, people' (Andr. 1089 vs Andr. 19) and for proper 
names such as 'Aµq>10:po:os, -6:pews, Mevet-.6:os, -et-.ews both forms are 
used (for metrical convenience). The Doric forms of the gen. sing. 
and pl. of vo:vs occur in both dialogue and lyric (vo:6s, vo:wv, 523, Tro. 
122), while the Attic forms are seen in dialogue only (vews, vewv, Tro. 

1049, 1047). 
d. Open, uncontracted forms of adjectives and nouns may be 

used as well as the contracted forms: (1) adjs. with contraction: xpv
aeos (632) as well as xpvaovs (u6o, u86); (2) sigma-stem nouns and 
adjs.: gen. sing. (in lyric) Teixeos (Phoen. 116) vs Aexovs (491), ~iq>ovs 
(1278); neut. nom./acc. pl. (in lyric) Teixeo: (Hel. u62) vs Teix11 (Hee. 
11). The gen. pl. of sigma-stems is written in the open form and the 
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ending is sometimes counted as two syllables (in lyric cxxewv 647, 
Tia6ewv 658, in trimeters Te1xewv El. 94) and sometimes as one by 
synizesis (PM 5) (Te1xewv in El. 615).4 

e. In verb forms, the epic-Ionic contraction of eo or eov to ev 
(instead of Attic ov) is found very rarely, as in 423 vµvevcrai 
(<vµveovcrai), Hipp. 167 CXVTEVV. 

2. In the lyrics of tragedy, the language is given a superficial Doric 
colouring by the use of a for T] when the T] represents an original a of 
early Greek. E.g. 96b 6vcrTavos = 6vcrTT]VOS, 98 6:i\oiµav = 6:i\oiµT]V, 

II I TA.aµwv = TA~µwv, I 13 µaTpcs = µT]Tpcs, 131 q>wvav, l3oav, 144 
Keq>ai\as, 146 KOTOAVcraiµav, 147 l310Tav, 162 EV6T]craµeva. 

3. \Vords which are not native to Attic may appear exclusively in 
their Doric form, even in dialogue: e.g. oTia6cs (53), eKaTt (281), Kv
vo:y6s (Hipp. 1397), i\oxaycs (Tro. 1260). 

4. For metrical convenience an epicism like TITCAIS (Andr. 699) for 
TICA IS may be admitted (also aTIToi\eµovs (643) = aTioi\eµovs). 

Inflection 
5. Nouns and adjectives 

a. a-declension: in lyric, the gen. sing. of masc. nouns or com
pound adjs. in -as/-TJS is -6: (<-ao, Doric), as in "A16a (981), Oi6mc6a 
(Phoen. 813), x1i\1ovavTa (IT 141); in lyric, the gen. pl. of nouns (all 
types) and adjs. is -av (<-awv, Doric), as in Ka6apav (660), iKeTav 
(863), ava6ecrµav (978); in dialogue and lyric, the dat. pl. is, according 
to metrical convenience, -ms, -a1cr1, or -aicriv, as in 6ai\iais (192), va
Tia1cr1 (3), eKTiovovµeva1cr1v (241). (In Aeschylus, the old Attic -T]cr1/-acr1 
is also found.) 

b. a-declension: in lyric, the gen. sing. is sometimes -oto, as 61yc
voto (Hipp. 560); in dialogue and lyric the dat. pl. is, according to 
metrical convenience, -01s, -01cr1, or -01cr1v, as in yaµo1s (18), q>ii\01cr1 

(521), TEKVOICYIV (11). 
c. consonant-declension: TICA IS has for gen. sing. both TI0AEWS and 

Tici\eos (Held. 94, 95); sigma-stems (neuter nouns in -os, adjs. in -TJS, 

• Note that tragic texts often have the open spelling even when the metre 
shows that a contraction is necessary: thus xaAKeo1s (Phoen. 1359) and o:xea 
(Phom. 1513) may be disyllabic. 
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-es) may have open forms along with contracted forms (see 1.d 
above). Some nouns show variation between a stem ending in a con
sonant and a shorter stem that lacks the consonant: just as in normal 
Attic one may find a-stem comparative forms like µei~w (43, 534), 
µei~ovs (w83) (alongside nu-stem forms µei~ova, µei~oves), so in trag
edy one may find acc. yeAwv (383, w41) as well as yeA<:.vTa (404, w49); 
acc. eiKw (1162) instead of prosaic eiK6va (also gen. sing. eiKovs (He/. 
77) and acc. pl. eiKovs (Tro. 1178)); gen. xpo6s (Hipp. 1359) as well as 
XPWTOS (1403), dat. xpoi (787, 1175) as well as xpc.vTi (Andr. 259), acc. 
xp6a (Ale. 159) as well as XPWTa (Hee. 406). A similar phenomenon 
may be seen with the acc. sing. of dental stems varying with i-stems: 
xaplTa (El. 63) and normal xap1v (186, 227), opv16a He/. 1109 and 
opv1v Hipp. 733. 

d. Adjs. may show variation between declension with two endings 
(with a common form for masc. and fem.) and with three endings (with 
separate fem. form). E.g. fem. µwpos (61) vs µwpav (Soph. El. 890), 
fem. 6T}AOS (1197), cpoviav (1260) vs cp6v1ov ... 6iKT}V (Andr. I002), and 
probably µETpiovs ... avpas (839-4on.). Some poetic compound adjs. 
regularly have three endings (fem. evaAia as in IT 255, 1240), and 
others may be used either with common masc./fem. or with separate 
fem. (6iaVTaia Aesch. Septem 894, but fem. 6iaVTaios Ion 766; ~a0fo 
Hipp. 750, but fem. ~a6eo1 Tro. w75). 

6. Pronouns 
a. Article: rarely, the nom. pl. masc. and fem., when used in a de

monstrative sense, take the alternative epic forms Toi (Aesch. Pers. 18) 
and Tai (Andr. 284). 

b. The forms of the article which have initial tau are occasionally 
used as relative pronouns, when this form is metrically convenient. In 
Eur. this usage is almost confined to lyric passages (as Hipp. 747 Tov 
"ATAas exe1) and rare in dialogue (El. 279, Baeeh. 712). 

c. Gen. sing. of first and second pers. personal pronouns may be 
eµe0ev (lyric only, as Tro. 260) or o-e0ev (lyric or dialogue, as 65, Hipp. 
826). 

d. Dual personal pronouns are found: first person nom./acc. vw 
(He/. 981), gcn./dat. vw1v (871); second person nom./acc. o-cpw (Ale. 
405), gen./dat. o-cpw1v (w21). 

e. Third person pronoun: in addition to oblique forms of a1iT6s, 
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there are gen. sing. E6Ev (Aeschylus only); dat. sing. oT or enclitic oi 
(Aeschylus and Sophocles only; indirect reflexive use in Eur. El. 924) 
(and possibly cr<1>1v is sing. in Soph. OC 1490, Aesch. Pers. 759); acc. 
sing. (any gender) v1v (92, 180) or cr<!>E (33); dat. pl. cr<1>icr1(v) (Soph. OC 
69) or cr<i>tv (399); acc. pl. enclitic cr<1>as (1378) or (any gender) viv (1312) 
or cr<!>E (394). 

7. Verbs 
a. In lyrics and anapaests (as in epic or archaic lyric) augment is 

sometimes omitted, both syllabic (xopEVO"E Ale. 583, TEKETO Phoen. 649) 
and temporal (cxiov 205, o<!>EAOV 1413, CXVTEVV Hipp. 167). Much more 
rarely, the syllabic augment is omitted in dialogue, where omission is 
confined mainly to extended narratives like messenger-speeches and 
to the initial position in the line: in Eur. only in Bacchae (767 vhpaVTo, 

1066, 1084, I 134). 
b. For metrical convenience, the personal ending of the first pl. 

mid.-pass. may be either -µEcr6a (78, 315) or -µE6a (334, 338). 
c. The shorter (epic) third pl. active secondary personal ending -v 

replaces -crav in a very few cases: (in lyric or anapaests) E'3av for E'3f1-
crav (e.g. Andr. 287) and CXTTE6pav for cxTTE6pacrav in Soph. Ajax 167; in 
dialogue only EKpv<1>6Ev for EKpv<1>6ricrav in Hipp. 1247 and foTav in 
Phoen. 1246 (both messenger-speeches). 

d. In the optative the third pl. mid.-pass. ending is sometimes 
-01aTo or -a1aTo instead of -01vTo or -atvTo (metrically convenient at 
line-end). E.g. oixoiaTo IT 1341, avT16eupricraiOTo Hel. 159. 

8. Prepositions 
a. Both Eis (82, 362) and ES (2, 56) are used according to metrical 

need; where metrical need does not decide, editors differ in their 
practice (in the OCT Diggle always prints ES unless Eis is required by 
the metre, and the same convention is followed in this book). Same 
variation in compound verbs in Eicr-(41, 264) and in adverb foeu/Eicreu 
(89, 100). 

b. Both ~vv (11, 240, 463) and crvv (25, 71, 114) are found; where 
metre does not decide between the forms, editors usually follow the 
manuscripts, which are inconsistent. 

c. All three tragedians use {mai for VTTO (but rarely; Eur. only in 
El. 1188); Aeschylus alone uses 61ai for 61cx a few times. 
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9. The dual number: as in colloquial Attic and in Aristophanes, the 
dual number of both nouns and verbs survives in Attic tragedy. Ex
amples: 370 xepoiv, 1289 1rai601v, 1073 ev6aiµovohov. Note that the 
authors feel free to combine dual subject with plural verb form, and 
to shift back and forth between dual and plural in reference to the 
same persons or things (Smyth §1045): for example, in one sentence at 
969-72 vocative TEKva, participle eicreA06vTe, imperatives iKETEVETE, 
e~aneicr0e, participle 6166VTes. 

SYNTAX 

Case usage 
10, Genitive 

a. Various adnominal genitives (i.e. relating one noun to another) 
are much more frequent than in prose: for instance, the defining 
gen., as in I 'Apyovs ... CJ"Ka<J>os, 174-5 µv0wv ... av6a0EVTWV ... 
oµq>av, Hipp. 802 f,p6xov ... ayx6vTJs. 

b. The gen. may depend on compound adjs. or substantives, in 
an objective or separative sense (esp. with adjs. formed with alpha 
privative). E.g. 673 evvf\s a~uyes yaµT]Aiou, Hipp. 743 6 1TOVTOµe6wv 
,ropq>upeas Aiµvas, Phoen. 324 CX1TE1TAOS q>apewv AEUKWV, Supp. 810 
TEKVWV a1Ta16a. 

c. The gen. of cause (Smyth §1407), rare in prose, is more com
mon in poetry, esp. with an exclamation, as in 96 6vcrTavos eyw µeAea 
TE 1TOVWV, 358 q>eu q>eu, µeAEa TWV crwv axewv. 

d. The gen. of separation may be used directly with a verb 
of motion, without a preposition (an early Greek usage maintained 
in high-style poetry; Bers (1984) 99-101): 70-1 1rai6as yf\s eAcxv 
Kop1v6ias ... µeAAOI, 166 WV amvacr0riv. 

11. Dative 
a. The dative may be used in a locative sense without a preposi

tion more freely than in prose (another old usage inherited from 
earlier poetry; Bers (1984) 86-99): 397 µuxois vaioucrav, 440 'EAAcx61 
TCXI µeyaAal. 

b. The dat. is used (rarely) with a verb to express the direction or 
goal of motion: e.g. Ion 1467 aeAiou avaf,AE1TEI Aaµ1racr1v, 'looks up 
toward the torchlight of the sun'. 
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c. The dat. may depend on a noun (adnominal dative), sometimes 
expressing interest (advantage, possession) and sometimes by analogy 
to the use of the dat. with a verb of related meaning (Smyth §1502): 
478-9 E1TIO-TOTT]V ~evyAaio-1, 597 epvµa 6wµao-1v. 

12. Accusative 
a. The internal accusative is very frequent in tragic style (e.g. 

Hipp. 32 epwcr' epwT' EK6T]µov; 571 Tiva 6poeic; av6av; 587 yaµeiv yaµov 
Tov6'). 'The acc. in apposition to the sentence' (or in fact to any ver
bal phrase) is a form of internal acc. and is typical of tragic style: e.g. 
645-8 µT) 6fJT' O'.iTOAIS yevoiµav TOV cxµrixaviac; exovcra 6vcrm\paTOV 
aiwv·, oiKTpOTOTOV cxxewv, 'may I not become cityless, having the 
life of helplessness, hard to live through - [ a fate (sc. being ci tyless 
and helpless) that is] most pitiful of woes'; Hipp. 756 e1r6pevcrac; ... 
KaKovvµcpoTaTav ovao-1v, 'you brought ... [ and this bringing was] a 
benefit that was no more than ill fortune in marriage'; also 1035 
~T]AWTOV cxv6pw1ro10-1, 1341 Kfi6oc; ex6p6v (both in apposition to infin
itive phrases). 

b. The acc. without a preposition (eic;, 1rp6s, e1ri) expressing the 
goal or direction of motion (Smyth §1588) is common in tragedy as in 
other high-style poetry (Bers (1984) 62-85): 7 1rvpyovc; yfis foAevcr' 
'lwAKias, 668 oµcpaAOV yfic; 6ecrmw16ov EO-TOAT]S, 771 µOAOVTES 0:0-TV Kai 
iTOAIO"µa TTaAAa6os, 920-1 TEA.OS µoAOVTa<;. 

Verbal aspect 
13. The 'dramatic' or 'tragic' or 'instantaneous' aorist (Smyth §1937). 
Usually in dialogue, but also sometimes within a connected speech, 
the aor. of the first person may be used in what is called a 'perform
ative' utterance (in which the pronouncing of the words itself per
forms an action): for instance, 791 w1µw~a is a performative utterance 
replacing exclamation oiµo1. In English translation the present tense 
is usually appropriate. This usage has traditionally been explained as 
denoting an instantaneous reaction or sudden access of new emotion, 
as the event is considered from the point of view of its sudden in
ception. Lloyd (1999) has offered a new explanation, emphasizing the 
pragmatic distancing effect of using the performative aor. rather 
than a present or an exclamation: such aors. connote greater emo
tional control or greater 'politeness' or concern for the effect on others 
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present. This is an important new observation, but in some particular 
cases there is still room to dispute how emphatic such an aor. may be, 
and the notion of instantaneous reaction may still be relevant (the 
speaker slightly distances himself or herself from the action by repre
senting it as just performed). Other examples in Medea include 223 
fpvea', 272 6:vei1rov; elsewhere words like cxTTETTTvaa (see Barrett on 
Hipp. 614). Another idiomatic use of the aor. seen in dramatic dia
logue has sometimes been included with the 'dramatic' aor. of the 
type just described, but is in fact not performative, but descriptive, 
indicating an action that has just been (perhaps very quickly) com
pleted (see Lloyd (1999) 43-4): so 64 µETeyvwv. 

14. The aor. participle (in the nom.) is sometimes used with a main 
verb in the aor. (or future) to express coincident action. There is no 
cause-and-effect relation between the action of the part. and the 
action of the main verb; rather the two verb-forms describe the same 
action or different ingredients of the same action. E.g. 432-5 ETTAEvaas 
... 616vµovs 6piaaaa TT6vTOV TTETpas, 650-1 6aµeiT)V ... cxµepav Tcxv6' 
e~avvaaaa. 

15. The gnomic aor. (Smyth §1931) is used in generalizations and is 
to be translated into English as a present: 130 cxTTe6wKev, 235 ETTavae, 
629 TTOpEOWKOV. 

16. Historical present: m narrative (e.g. prologues, messenger
speeches) the historical present is often used side by side with the aor. 
to denote factual occurrences in the past: e.g. (in the messenger
speech) 1141, I161, II63. 

17. Registering present (or imperfect): permanent facts of kin
relationship, naming, and the like are often expressed in the present 
(less often the imperfect), although the English translation will nor
mally use a simple past tense. E.g. TiKTEI, yaµei, ETIKTEV, wv6µa~e. 

Infinitive 
18. The epexegetic infinitive ('added to explain'), expressing pur
pose or result (without ws or waTe), is common in tragedy. E.g. 257-8 
ov µT)Tep', OUK CX•EA<f>ov, ovxi avyyevfi µe0opµiaaae01 Tfio-6' exovaa 
avµ<f>opcxs, 316 Mye1s CXKOV0-01 µa;\06:K', Hipp. 78-81 (;\e1µwva) ai6ws 
... KT)TTEVEI ... TOVTOIS 6peTTea0at. 
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19. The inf. of indirect discourse is used somewhat more widely 
than in prose (e.g. it is found with the active of i\eyw). Compare also 
594n. for inf. with oI6a. 

20. Sometimes the acc. of the articular inf. is used where prose would 
use a simple complementary inf. (e.g. Soph. OC 442-3 To 6pav ovK 
,i0ei\T)o-av) or an inf. with WO-TE (e.g. Hipp. 49 To µii ov 1rapao-xEiv). 

Verbal periphrasis with the participle 
21. With Eiµi: a present participle is sometimes used periphrastically 
·with Eiµi, esp. when the participle is quasi-adjectival: IT 1368 1rvyµai 
6' ~o-av eyKpOTOVµEvaI, Phoen. 66 4wv 6' foT' EV oiKOIS. See Aerts (1965) 
5-26. 

22. With EXw: a nom. act. participle periphrasis with exw is used to 
emphasize a permanent result for the object (in contrast, the perfect 
tense of classical Greek normally serves to emphasize a permanent 
result for the subject). E.g. 33 cmµ6:o-as EXEI, go epf)µwo-as EXE, Hipp. 
932 61a~ai\wv EXEi. See Aerts (1965) 128-60. 

Article 
23. Tragedy follows the tradition of the earlier language and of es
tablished poetic genres in frequently preserving the original force of 
the article as a demonstrative pronoun. The pronominal use is com
mon when 6, TJ, TO is followed by µev or 6e (as in 140, 216-17, 303-5, 
1141, 1215-16) and is also seen with prepositions (1rpo Tov 696, EK 
6e Twv Ale. 264, 1rpos 6e Toio-1 Supp. 207). Aeschylus and Sophocles 
occasionally use this pronoun before yap or without a following 
particle. In its articular use, the article is much less common than in 
prose or everyday speech, being optional when a noun is particular
ized or generic. 

Prepositions 
24. Anastrophe: In prose anastrophe is sometimes found with TTEpi 
(the noun precedes the preposition). In tragedy all two-syllable prep
ositions except avTi, 6:µq,i, 616: can follow their noun, and in that case 
the accent is thrown back to the first syllable. E.g. 34 o-vµq,opas i:mo, 
66 TWV6E ... TTEpl, 224 aµa0ias VTTO. Note that in dialogue the prep
osition in anastrophe is normally at the end of the trimeter. 
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25. The word-order noun-preposition-adjective (210 'D.;\a6' es 
o:VThropov, Hipp. 30 TTETpav TTap' aVTTJV TTa;\;\a6os) or adjective
preposition-noun (69 creµvov 6:µq,i TTeipTJVT)S v6c.vp, Hipp. 17 x;\c.vpo:v 
6:v' VAflv) is quite common, and in the former case the preposition is 
not treated as if in anastrophe. 

26. TTapa (1347, 1408), ev1 (Hipp. 966), µha (Hipp. 876) are used for 
TTapecrT1 (TTape1cr1 ), evecrT1 (eve1cr1 ), µhecrT1. The shift of accent marks 
this special use of these prepositions. 

Conjunctions and particles 
27. Particles are very heavily used, singly and in combinations, es
pecially in close dialogue and stichomythia. Many express a collo
quial liveliness or a vehemence that would be unusual in formal prose 
and oratory, but is at home in comedy as well as tragedy and in the 
dialogues of Plato. Here are listed some of the livelier and less pro
saic uses, with references to notes containing further details and 
citation of Denniston. 

o:;\;\a, in addition to the common uses, has an elliptical use in the 
sense 'at least' (912n.); also noteworthy are the elliptical combination 
o:;\;\o: yap (1085n.) and the similar o:;\;\o: ... yap (252n., 13om.), and 6' 
o:;\;\a (942n.) and a;\;\' ovv (619n.), which mark an alternative or fall
back position. 

o:pa (postpositive) expresses lively realization (78n.) and is used 
idiomatically with past tenses to express recognition of a fact pre
viously unacknowledged (703n.). 

o:pa introduces questions (901, 1294). 
o:Tap, 'but', is a poetic conjunction (Son.). 
yap (postpositive) has in tragedy a variety of uses other than the 

explicit explanatory use: anticipatory yap (Son.); imprecise connec
tions involving understood intermediary thoughts (5911., 122n., 689n.); 
clauses that give the reason for uttering the previous phrase (234n., 
137on.); yap in stichomythia implying assent or dissent with what has 
just been said (329n.); yap introducing the content of a statement 
(656-7n.); the so-called progressive use in stichomythia (1312). 

ye (postpositive) often adds emphasis, especially to personal or 
demonstrative pronouns (80, 88, 500, 1361) and adjectives (1250; with 
adjs. used ironically, 504n.); it is also commonly added in close dia-
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!ague to phrases in which one speaker adds an element to the syntax 
begun by the other (6, 1397, 1398). In other uses ye is !imitative (867, 
1247, 1369). Also noteworthy are combinations with other conjunc
tions and particles, such as ei ... ye (88n., 512), emi ... ye (495), Kai 

... ye (608, 687, 944), 6e ... ye (81811.), ye µEVTOI (95n.), OVTOI ... ye 

(44, 1365), TJTOI ... ye (1296-7n.). 
yoiiv (postpositive) is a stronger alternative to !imitative ye (123n., 

1408). 
6ai (postpositive) is a colloquial particle (common in comedy, rare 

in tragedy) added to interrogatives to express emphasis or connection 
(1012n.; cf. 339n.). 

6ti (postpositive), 'indeed', adds emphasis especially to verbs, adjs. 
of quantity, and relative and interrogative pronouns, and also com
bines with other particles as in Kai 6ti (386n., marking imaginary 
realization of a proposed action, cf. llo7; 1 l!8n., marking sight of 
entering character), yap 6ti (722, 821, 1067, 1334). 

6fiTa (postpositive) commonly intensifies negatives ('indeed', 336, 
1048, 1056, 1378) and expresses logical connection with interrogatives 
('then', 674, 678, 929, 1290). In stichomythia it may be used to em
phasize a repeated word cast back at the interlocutor (1373, see r361-
78n.). 

TI introduces a strong asseveration (579; reinforced with µtiv in 
1032). 

KaiT01, 'and yet', is an adversative that is somewhat abrupt and 
combative, at home in lively speech (187, 199, 1049). 

µevT01 (postpositive) may be emphatic (703n.) or very strongly ad
versative, often replacing 6e (72, 790, 1147, II67). An even stronger 
adversative is ye µeVTOI (95n.). 

µtiv (postpositive) occurs in the combination TI µtiv (see above) and 
in Kai µtiv, which marks argumentative reversal (1375, 1361-78n.) 

µwv (a contraction of µ'11 ovv) lends a tone of incredulity or reluc
tance to questions (567n., 606, 733, 1032). 

vvv (enclitic, emphatic or logical rather than temporal in force) 
often accompanies imperatives (105n.). 

ov6e and µti6e are used in tragedy (unlike Attic prose) as sentence 
connectives even when the preceding clause is not negative (36, 93, 
638, 1091). 

ovv (postpositive) exhibits, in addition to normal logical uses, an 
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idiomatic use in questions of the type TTWS ovv; (1376n.), and combi
nations such as 6' ovv (breaking off and concentrating on what is 
essential, 306n.), 61111' ovv (see above), ye ... ovv conveying irony 
(504n.), and yap O\JV (533n.). 

;rov (postpositive) is idiomatic in questions with ov ;rov (incred
ulous, 69511.) and with ri ;rov (sarcastic or bewildered, 1308n.). 

TOI (postpositive), a frozen form of the so-called ethic dat. of the 
second-person sing. pronoun, often marks a direct appeal for agree
ment or understanding, 'you see', 'you know' (344n.; 1116n.); but it 
also combines with other particles, usually adding emphasis, as in 
ovT01 and µf1TOI and ,iT01. 

To1y6:p, 'therefore', is a poetic particle inherited from epic (458, 
509, 622). 

Srylistic features 
28. Asyndeton is the absence of connective words between individ
ual terms or clauses. Since Greek in general favours constant con
nection of clauses, asyndeton stands out more in Greek and normally 
has a stylistic or rhetorical effect. Adjs. in groups of two or three in 
asyndeton usually express pathos or vehemence: 255n. Paired verbs 
in asyndeton likewise have heightened intensity (1258-9 Ko:Te1pye Ka
TO:TTavaov): see Diggle (1994) 99-100 (lyric exx.), Mastronarde on 
Phoen. 1193 (verbs expressing violent action paired at the start of a 
trimeter). When one clause follows another in asyndeton, the second 
is often explanatory of the first, equivalent to a yap-clause (Smyth 
§2167b): 157n., 413n., 717n.; cf. 698n. (equivalent to a result-clause). 
Or the asyndeton may reflect emotion or vehemence, especially in 
combination with other rhetorical effects like anaphora (765-7n.). 

29. Suspended, borrowed, and elliptical syntax: in stichomythia (or 
rapid lyric exchanges) the grammatical construction may be sus
pended across the intervening comment, or one speaker may com
plete the syntax of the other (68on.), or a line may be internally in
complete in syntax because some elements of the sentence are 
understood to be carried over from the other speaker's line (606-7n., 
698n., 748n.). See Mastronarde (1979) eh. 4. 

30. Tragic style uses more nouns and adjs. (particularly compound 
adjs.) than a formal prose style. This makes the language more con-



INTRODUCTION TO LANGUAGE AND STYLE 93 

crete and descriptive. In addition, there is more frequent use of the 
'nominal sentence', that is, a sentence with subject noun and predi
cate term with no copula expressed. According to some linguists, this 
form tends to express timeless truths or the ascription of a settled, 
intrinsic quality to a subject (as perhaps in 824-30), but in Eur. it is 
also sometimes used with no such implication. 5 The omission of the 
copula may be extended even to subordinate clauses (as in 72, 82, 
200-1, 332), and occurs in first- or second-person sentences as well 
(first pers. as in 612; second pers. as in Hipp. 949). 

31. The vocabulary of tragedy has several distinctive features. (1) 
There are words and forms that are 'poetic', such as 2 afo. This as
pect of vocabulary is already described by Aristotle in Poetics 21 and 
is classed as 'defamiliarization' by modems. (2) Greek vocabulary is 
naturally extensible by many types of word-formation, and tragic au
thors frequently coin new words (or seem to do so to us, who are able 
to look only at the literature that has survived) (e.g. 4 epETµwcrm, 423 
amo-Tocrvvav). (3) A word with a standard everyday meaning may be 
used (especially in lyric passages) in an unusual sense (e.g. 19 ai
crvµva1, 109 µeyaA6cr1rAayxvos, 434-5 opicracra), or a word's meaning 
may be stretched in figures of speech that are characteristic of poetry 
(for instance, synecdoche (use of whole for part or part for whole), as 
in 1 o-Ka<t,os = vavs; or metonymy (use of a word for another that it 
suggests in any way), as 651 riµepa, 'daylight' for 'life'). (4) The use of 
abstract formations to refer to a person is a favourite device: e.g. 
/1.aTpevµa = servant; AEXOS = wife; /1.oxevµa = child. (5) Many com
pound and double-compound verbs are used for greater expressive
ness; but at the same time some simple verbs which have died out 
in Attic prose (replaced by compounds) are retained in tragedy (e.g. 
~Ka, o-Tepoµa1, 6v1110-Kw, KTeivw). (6) Variety is obtained by using 
Ti6riµ1 in many places where prose would use 1ro1ew (e.g. 66 cr1yriv ... 
611croµa1 ); 6paw supplements TIOIEW and Trpacrcrw; TiiTVW alternates 
with TiiTITw; Tpect,w is often used more or less synonymously with exw. 

32. Tragic style usually favours circumlocution, fullness, even re
dundancy. Especially in lyric, but also in iambics and anapaests, 

~ See Guiraud (1962), but also Lanercs (1994). 
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an element of a compound epithet may be almost synonymous with 
the modified noun, and sometimes a gen. of related meaning will be 
added: e.g. 200-1 EV6EITTVOI 6aiTes, 204 axcxv ... TTOAVCJTOVOV yowv 
(for fullness in lyric in general see Breitenbach (1934) 186-96). Often 
when a fuller expression is used, there is a deliberate variation of 
positive and negative statements of the same idea (412-13n.). Finally, 
related items may be grouped in a series of increasing length or 
weight. Thus, with two elements, 27-8 ovT' oµµ' ETTaipovcr' ovT' aTTai\
i\acrcrovcra yfis I TTp6crwTTov; but most commonly with three elements 
(rising or ascending tricolon), as in 21-3 (half-line clause, one-line 
clause, one-and-a-half-line clause) and 257 (ov µTJTEp', ovK a6ei\<p6v, 
ovxi crvyyevfi). 

33. The 'poetic' plural is used for the singular with various effects 
(see Bers (1984) 22-61). The plural may connote dignity or general
ization or may simply be convenient for variation or metrical fit (e.g. 
244 Tois ev6ov, 308 ES Tvpavvovs a:v6pas, 367 TOicrt KTJ6EVCJOCJIV). When 
a woman uses a first person plural verb of herself, the modifiers too 
may be plural and also masculine (see 314-15n.). 

34. The relation of sentence structure to the structure of the iambic 
trimeter is worth noting. In a high proportion of lines a major or 
minor punctuation occurs at line-end: this tendency is most pro
nounced in Aeschylus and is reduced in the more supple sentence 
structure of Sophocles and Eur. Enjambment may be classified in 
much the same way as for the Homeric hexameter: (1) no enjamb
ment (e.g. 16, 36); (2) periodic enjambment (that is, a subordinate 
structure is complete at line-end, and another subordinate structure 
or the main clause begins the next line: e.g. 17, 26); (3) optional en
jambment (that is, the sense is apparently complete with the end of 
the line, but dispensable modifying elements are added in the next 
line: e.g. 7, 10, 14, 18); and (4) integral enjambment (that is, the sense 
is incomplete at line-end and what follows is indispensable to the com
pletion of the sense: e.g. milder versions at 1, 22, stronger versions at 
4, 5, g, 21, 28). Within a line, there is often at least a mild break in 
phrasing at the caesura (e.g. 2, 5, 16, 19). When a syntactic unit 
carries over into the next line, there is often punctuation at the cae
sura of the next line (e.g. 3-4, 5-6, 21-2, 31-2). Almost go per cent 
of major punctuations occur either at line-end or at one of the two 
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caesura positions; the next commonest positions after these are after 
the third or the second element of the trimeter (e.g. 28, 44, 47, 48, 
234, 263). 

35. Although Greek word-order is highly flexible even in prose and 
the everyday spoken language, poetry is characterized by even more 
varied order and by more frequent (and at times artificial) separation 
of elements that would tend to be adjacent outside of poetry. 6 For 
instance, an adj. or dependent gen. may be separated from its noun: 
in 7 yiis fo>.evo' 'lwAKias the verb intervenes (cf. 70, 71, 76), while in 8 
there is the more artful separation of epWTI at line-beginning and 
'laoovos at line-end (cf. 240, 340). The postponed second element of a 
phrase may in fact be relatively unemphatic, an optional or easily 
anticipated addition or specification (as in 714-15 epws ... TTai6wv, 
1309 TTai6es ... oe6ev; more complex pattern in 1294-5 exp' ev 66µ0101v 
TJ Ta 6eiv' eipyaoµevfl I M176e1a To1oi6', where both enjambed words 
are predictable). Occasionally there is a more elaborate interlacing 
of elements, as in 362-3 (see n.), 391 66>.w1 µhe1µ1 T6v6e Kai 01y,i1 
<j>6vov, 473-4 eyw TE yap AE~aoa KOV<j>1061700µ01 I 4'VXTJV KaKWS OE Kai 
ov AVTTTJO-fll KAvwv (double chiasmus and strong enjambment: see n.). 
Sometimes the word-order is chosen in order to produce an expres
sive juxtaposition of terms (as in 76 TTaAma Ka1vwv, 79 veov TTaAa1w1 ). 
Another exception to routine word-order is the placement of words 
belonging to a subordinate clause in front of the subordinating con
junction, as in 72-3 6 µeVT01 µ06os ei oa<j>17s o6e I ovK 016a, or post
ponement of a conjunction (as with fi in 847). Similar is the promo
tion of emphatic words in an interrogative sentence to the front of the 
clause, before the interrogative word, as in 309 ov yap Ti µ' ti6iKT)Kas; 
and 701 6i6wo1 6' avTw1 Tis; (also 500, 502, 565, 682); on this topic see 
in general Thomson (1939). 

6 Certain kinds of separation, or apparent displacement ('hyperbaton'), 
also occur in classical Greek prose, but the instances in poetry differ in fre
quency (since adjectives are in general more densely present in poetry) and in 
kind. Poetry allows in hyperbaton all kinds of adjectives, including those that 
are descriptive or non-contrastive, as in 1148 AEVKT\V T' cxTTfo-TpElfl' eµTTaA1v 
TTap,ii6a. For technical discussion, see Devine and Stephens (2000) 112-15, 
202-3, and also 88-140 for a survey of typical types of hyperbata. 



96 INTRODUCTION TO LANGUAGE AND STYLE 

36. Various forms of repetition provide rhetorical emphasis or 
emotional intensification. These are more common in lyric passages, 
but occur in trimcters as well. Anaphora may be heightened by 
placement of the repeated words at the opening of successive metra 
or cola (in lyrics) or as first word of a trimeter and first word after the 
caesura (lyric: 99 KIVEi Kpa6iav, KIVEi 6e xor.ov, 131 EKAVOV cpwvav, 
EKAVOV 6e [306:v, 978-9 6e~ETQI vvµcpa xpvaewv ava6eaµav I 6e~ETQI 
6vaTavos CXTav; trimeter: 467 ~r.ees -rrpos ,iµas, ~r.ees ex0iaTOS yeyws). 
Note also polyptoton or paregmenon (475 EK Twv 6e -rrpwTwv -rrpwTov, 
513 µ6vT] µ6vo1s, 579 iror.r.o: iror.r.ois, 1165 iror.r.o: iror-MK1s) and ana
diplosis (650 eavCXTWI eavCXTWI, 111 ETTa0ov TAaµwv foaeov, 1273 
CXKOVEIS [300:v CXKOVEIS TEKVWV, 1282 µiav 6~ KAVW µiav TWV -rrcxpos). On 
this topic see in general Fehling (1969). 



INTRODUCTION TO PROSODY AND 
METRE 

1. Greek metre is quantitative, that is, it is based on a pattern of 
'long' (or 'heavy') and 'short' (or 'light') 1 syllables. To determine the 
quantity of the syllables within a given metrical line, one must treat 
the words as continuous and divide into syllables that are either 
'open' or 'closed' (a syllable is closed if it ends in a consonant, open if it 
ends in a vowel). For metrical purposes,2 a single consonant between 
vowels goes with the following vowel. Most double consonants be
tween vowels are divided between the two syllables (likewise triple 
consonants). 3 The first line of Afedea, Ei6' w4>eA' 'Apyovs µ11 61a1TTCX0'-

6a1 o-Ka:<jlos, is to be divided into syllables for metrical purposes as 
follows: 

I 2 

Ei ew 
3 4 
4>e t..'Ap 

5 
yovs 

6 
µ11 

7 
61 

8 9 10 II 12 

aTT Tao- 6010- Ka: 4>os 

In this example syllables 1, 2, 3, 6, 7, and 11 are open, while sylla
bles 4, 5, 8, 9, 10, and 12 are closed. 

2. A syllable is metrically short only if it is open and contains a short 
vowel. The open syllables in positions 3, 7, and 11 above contain 
short vowels and thus scan as short. A syllable is metrically long if it is 

1 The terms 'heavy' and 'light' avoid confusion between the quantity of 
the vowel within a syllable and the metrical weight of the syllable; but the 
terms 'long' and 'short' are so firmly established, esp. for describing metrical 
patterns and for reading the symbols - and u, that it is convenient to retain 
them. For a key to the metrical symbols used in this book, see the final page of 
this section. For a fuller introduction to Greek metre see West (1987) or West 
(1982). For more technical treatment of prosody see Devine and Stephens 
( 1994). 

2 The articulation of words and elements of words for morphological or 
phonological purposes is not necessarily the same as the articulation implied 
by metrical practices. 

s For this purpose the double consonants l;, ~''+'are treated as cr6, xcr, «per. 
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closed or if it is open but contains a long vowel or diphthong.4 Of the 
open syllables in the above example, those in positions 1, 2, and 6 
contain long vowels and thus scan as long. The pattern of long and 
short in the example is thus: long, long, short, long, long, long, short, 
long, long, long, short, long (or - - u - - - u - - - u - ). 

3. Complications are introduced into the basic scheme just described 
(1) by the treatment of certain combinations of consonants and (2) by 
the conjunction of consecutive vowels in certain circumstances. 

4, In ordinary Attic (and in Aristophanes except when he is being 
paratragic), when a plosive (1r, T, K, 13, 6, y, q>, e, x) is followed by a 
liquid or nasal (A, p, µ, v), the two consonants cohere and together 
begin the following syllable, leaving the preceding syllable open 
unless another consonant precedes. Thus TTaTpos is usually divided 
1ra 1Tpos and the first syllable is short. In epic the two consonants 
usually do not cohere and thus a closed (long) syllable is created 
(1raT1p6s). In tragedy either scansion may be used for metrical con
venience (and sometimes the alternatives appear in the same line, as 
Soph. Phil. 296 a.AA' ev TTE1Tpo1cn TTET1pov eKTpil3wv µ0A15). There are 
limitations on this freedom of choice: (a) voiced plosives 6 and y fol
lowed by µ or v are always treated as double, not cohering (61

µ, 61v, 
y 1

µ, y 1v); with voiced 13 and y, the liquid A usually forms a double 
consonant, not cohering (l31A, y 1A ); (b) initial plosive and liquid nor
mally cohere and leave a preceding syllable open (the exceptions in 
tragedy are all in lyric passages: 246n.); (c) conversely, if the plosive 
and liquid are in separate words (or separate parts of a compound), 
they cannot cohere and must be treated as double (eK Aoywv and 
EKAmeiv must be scanned - u - ). 

5. Certain adjoining vowels in the same word (esp. ew in gen. -ews or 
-ewv) may contract in pronunciation to form one long vowel. Such 
contraction is called synizesis. Thus in Med. 1200 ocrTewv is disyllabic 
by synizesis (but in 1207 the same word is trisyllabic); and forms of 

• For the purpose of metrical scansion final at or 01 counts as long, just as 
other diphthongs do; this differs from the phenomenon of accentuation, for 
which final at or 01 usually counts as short. 
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8e6s may be monosyllabic (Med. 493, 528, 670, 879, 919) instead of 
disyllabic. 

6. \Vithin certain words internal correption (shortening) of a1 or 01 be
fore a following vowel is found: in dialogue, the 01 of TOIOVTOS and 
TT01eiv is sometimes shortened (thus A1ed. 626, 810 To10VT- scanned 
v- ); in lyric or anapaests, the m of 6eii\mos and yepm6s may be 
shortened (Med. 134 yepmcx scanned vv-). 

7. Shortening of a final long vowel or diphthong before the initial 
vowel of the next word is termed epic correption (because this is a reg
ular practice in the Homeric dactylic hexameter). In tragedy this is 
found in lyric metres that feature double-short movement (dactyls, 
anapaests, ionic, aeolic, dochmiac): thus, in Med. 427 -Twp µei\ewv 
emi cxv(Tax11cr'), final El is shortened before initial a in a dactylic ele
ment -vv-vv-(--). 

8. The features just described are not normally reflected in the 
spelling of the text, but some other prosodic peculiarities are usually 
reflected graphically. In Attic poetry there is a general avoidance of 
hiatus ('gaping'), the conjunction of a final vowel and an initial vowel 
in which both vowels retain their full pronunciation. In tragedy, hia
tus is found within a metrical line only in the sequence Ti ov/ovv and 
rarely after ,; (no instance of either in Med.). 

9. With a final short vowel other than v hiatus is avoided by elision 
(indicated by an apostrophe: oµµ' = oµµa). 5 Elision is common in 
inflectional endings, 6 disyllabic prepositions, and various adverbs, 
conjunctions, and particles (examples in the opening lines of A1ed. 
include eie(e), w<;>ei\(e), µ116(e), 6ecrTT01v(a), ETTAEvcr(e), EKTTAayeicr(a), 
,; 1cr8eT( o )) . 

10. Much less common is prodelision (elision from in front), whereby 
the initial epsilon of a preposition is suppressed after a final long 
vowel (Med. 754 µii 'µµevwv = µii eµµevwv). 

s Final at in middle-passive endings is sometimes elided in comedy and 
other Greek poetry, but apparently not by any of the three tragedians {a few 
possible examples seem to be the result of corruption of the text). 

• In tragedy elision of dative singular ending -1 is avoided. Thus there is 
no ambiguity in elisions such as T1v' = T1va or µflTep' = µflTEpo: (257). 
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11. \\There elision is impossible, hiatus is avoided by contraction of 
the vowels across the boundary between the words. This is called 
crasis, 'mixing'. In familiar combinations the syllable is written to 
show the contraction,7 with a coronis (identical in appearance to a 
smooth breathing) over the contracted vowel: Afed. 39 eyw16a = eyw 
016a; 43 Karrena = Kai errena; 686 CXVTJP = o OVTJp.8 Poets are also 
able to avoid hiatus (and take advantage of alternative word-shapes) 
by adding the optional nu (nu movable, paragogic nu, nu ephel
kustikon) to various inflectional endings: e.g. eT"'l-..e/e1"'1-..'/eT"'l-..ev, KaKois/ 
KOKoia1/KaKoiow. 

Verse structures: period and synapheia 
12. \Vithin the metrical unit known as a verse or period, the prosody is 
continuous, that is, the determination of metrical syllables and met
rical length is independent of punctuation or even at times change of 
speaker. This condition is called synapheia, 'continuity'. At the end of 
a verse or period synapheia ends, and there is a metrical pause 
(symbol II), which allows the final syllable of the sequence to count as 
long no matter whether it is open or closed or its vowel long or short 
(pause also makes hiatus allowable). There is a tendency for metrical 
pause to coincide with semantic or syntactic pause, but it is no more 
than a tendency, and it is also possible for words that belong together 
to be separated by metrical pause. 

13. A larger metrical composition is constructed of a series of verses 
or periods. \\Then a speech or a scene or a whole poem is built up 
from an arbitrary number of repetitions of the same metrical line, 
with each line being a period, ending in metrical pause, the metre is 
termed stichic (from cr-rixos, 'row, line'). Stichic composition is found 

7 Sometimes the crasis is not indicated typographically: for instance, in 
1\1ed. 35 µ,; cx1T0Aehrecr8ai must be pronounced and scanned as five syllables, 
µf11TOAeimcr8ai. 

8 If the first vowel in crasis has rough breathing, then only a rough 
breathing is shown over the contracted vowel, and the coronis is omitted. This 
is the convention in modern typography, based on the practices of some me
dieval scribes (in MSS instances of crasis are often corrupted or indicated in 
various other ways or not at all). 
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m the Homeric epics and other poetry written in dactylic hexam
eters. Tragedy has two stichic metres used in its dialogue scenes, the 
common iambic trimeter and the much less common trochaic 
tetrameter catalectic (not found in A1edea). 

14. A uniform rhythm in variable lengths is seen in the chanted 
anapaests of tragedy, in which an arbitrary number of anapaestic 
metra are strung together to form a period, with the period-end 
normally marked by catalexis, a contrasting modification of the final 
metron (most often by the omission of an element at the end: the 
Greek term implies 'ending early'). The adjective corresponding to 
catalexis is 'catalectic' (see below, 22 and 24). 

15. Lyric compositions, on the other hand, are structured in strophes 
or stanzas containing one or more periods; the periods within a 
stanza are rarely all identical, and most stanzas written for tragedy 
are unique combinations of elements. Some lyric stanzas are self
standing, without responsion (astrophic), but most are arranged in cor
responding (strophic) pairs in which a strophe and antistrophe share 
the same metrical pattern. A typical choral ode in Euripides consists 
of two strophic pairs (thus all five stasimons in Medea). 

Iambic trimeter: the verse of tragic dialogue 
16. The iambic metron is x - v- (where x represents an element 
that may be long or short, termed anceps, 'doubtful'); verses may be 
built from various numbers of iambic metra (esp. 2, 3, or 4). The 
trimeter ('three-metron length') is found in archaic poetry from Ar
chilochus and Scmonides to Solon and became the most important 
dialogue metre of tragedy and comcdy. 9 

X V - X V (:)- V - II 

SChemC 2 3 4 5 6 7 8 9 10 11 12 

17. Caesura, 'cutting', is a regular position of word-break (and often 
also a mild or strong semantic or syntactic break) within the line, di
viding it into unequal subunits. In iambic trimeter caesura is most 

9 For the associations between iaµ~eiov (iambic metre) and iaµ~os (lam
poon, invective) sec West (1974) and Rosen (1988). 
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common after the fifth element (penthemimeral, indicated by : in the 
scheme), but if no word-break occurs there, then there will be cae
sura after the seventh element (hepthemimeral, (:) in the scheme). 10 

18. Porson's law (also known as law of the final cretic or Parson's 
bridge) concerns a constraint upon the third anceps of the trimeter, 
the ninth element. This constraint applies to the more formal uses of 
the iambic trimeter, so that it is observed in tragedy, but not in 
comedy. Unless the ninth element is a monosyllabic word, it may be 
long only if it belongs to the same word or word-unit as the following 
long (element 10) - hence the union symbol joining the long of 9 to 
the long of 10 in the above scheme. Stated conversely, this means 
that if the final 'cretic' (long, short, long) of the line is realized in a 
trisyllabic word, the preceding syllable must be short (unless it is a 
monosyllable). See, e.g., Med. 45, 239, 255, 264 for 'final cretic' pre
ceded by a polysyllabic word with short final syllable; 16, 21, 40, 44, 
54 for 'final cretic' preceded by a monosyllable; 1, 2, 4, 5 for long 
elements 9 and 10 belonging to the same word. 11 

19. The iambic trimeter is in theory a 12-syllable line, but a higher 
number of syllables may appear in tragedy because of resolution, the 
substitution of two shorts for a long element (position 2, 4, 6, or 8; in 
later Eur. also JO) or for the first anceps. 12 To accommodate a proper 
name, the second or third anceps (positions 5 and 9) may be resolved, 
or two shorts may be substituted for the single short at positions 3 
and 7 ('anapaestic substitution'). In most of Attic tragedy, including 
the plays of Euripides written before c. 425, 13 resolution is not very 
common, and there is usually no more than one resolution in any 

10 In a very few lines in tragedy, the verse has no penthemimeral or heph
themimeral caesura but is instead bisected by word-end (with elision) after the 
sixth element (see Med. 237, 470, 1014); even more rarely, in Aeschylus and 
Sophocles, such mid-line division is not accompanied by elision (e.g. Soph. 
OT738). 

11 For a technical discussion of the theoretical basis of this rule see Devine 
and Stephens (1984). 

12 Comedy is even freer in resolution and other substitutions. 
" After that date, resolutions become more common in Euripides, and he 

also becomes freer in their positioning and in the word-shapes in which they 
are admitted: see Cropp and Fick (1985). Sec also above, lntrod. 1. 
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given line. There are about 75 resolutions in about 1030 iambic 
trimeters in A1edea, for an average of one resolution every 14 lines. 
Three lines contain two resolutions each (324, 710, 1322: the first two 
of these occur in earnest supplication, but the third is probably 
spoken without particular agitation). More than half of the reso
lutions occur at position 6 (e.g. 18, 21, 31), less than a quarter at 
position 8 (e.g. 9, 75, 224), the rest at positions 2 and 4 (e.g. 10, 273, 
324, 375) or at position 1 (e.g. 6, 397, 486). There are no cases of 
anapaestic substitution in lvfedea. 

20. Here is a sample of scansion, 1\1ed. 483-7 (with commas added to 
the scheme to help the beginner perceive the three metra): 

--u vu,u:-u -,u - u - II 
O:VTTJ 6e lro:Tepo: Ko:i 66µovs ,rpo6o0o' eµovs 

- u -,u : - u - , u - u - 11 

TTJV TT,iAtWTIV eis 'lwAKOV iKoµ,iv 

u -, - : - u - ,u - u - 11 

crvv croi, irp60vµos µo:AAov ii cro<;>wTepo:· 

--uu - u -, - : - u - - u -

TTeAio:v T' CXTTEKTEtV', wcrirep o:AytcrTOV 60:veiv, 

u -, - - u - ' - - u -

iro:i6wv i:m' O:VTOV, lTCXVTO: T' e~eThov 66µov. 

Anapaests 

(resolution of 
position 4) 

(resolution of 
first anceps) 

21. The anapaestic metron in Greek is basically v v - v v - , but -
may regularly be substituted for vv and vv for - within certain 
limits, producing anapaestic metra of the forms - v v - - and 
- -vv- and - - - - and -vv-vv (the rarer forms - - -vv 
and vv- -vv are not found in Afedea). Many passages in Greek 
tragedy consist of extended chains of various numbers of anapaestic 
metra. There are two kinds of anapaestic passages: (1) 'marching' 
anapaests and (2) sung anapaests. 

22. Marching anapaests were probably chanted rather than sung, 14 

and derive their name from the fact that they often accompany the 
entrance or exit of the chorus and some other entrances and exits, 

•• Compare the contrast between recitative and aria in classical and ro
mantic opera. 
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although they are also found in other passages which in emotion and 
ethos fall between the spoken trimeter and fully lyric rhythms. In this 
type of anapaests, the substitutions of vv and - are limited by the 
avoidance of a sequence of four shorts. In addition, there is regularly 
word-break (diaeresis, 'division') after every metron (symbol I), and 
Attic eta is usually retained. Marching anapaests run continuously in 
'systems' which arc by convention presented in texts as dimcters 
(sometimes with occasional monomcters), but an anapaestic period 
has no standard length. Period-end in an anapaestic period is usually 
signalled by a concluding shortened (catalectic) dimeter, called a 
paroemiac. The paroemiac is vv-vv-vv- - (substitutions are 
possible in the first metron, not in the second, and word-break may 
be absent between these metra): cf. Afed. 110 (no diaeresis), 130, 143, 
170, 172. In some longer chains, it is possible that there is also period
end at a full metron (so certainly in conjunction with change of 
speaker at 1396, and perhaps at other points - see 184-20411.). 

Here is a sample passage scanned (Medea 105-10): 
u u - - - I - u u -- I 

he vvv, xwpei6' ws Taxos efow. 

- -1--uu-l 

6fii\ov 6' apxfis e~a1p6µevov 

uu---1-uu--l 

VEq>OS oiµwyfis ws Tax' OV04JEI 

-uu--luu -uu-1 

µei~OVI 0vµ4':>· Ti 1TOT' epyacrETOI 

uu- -1-uu -I 
µeyai\ocr1Ti\ayxvos 6vcrKOT01TOVCTTOS 

-uu--11 

4JVX~ 6T]x0eicra KOKoicr1v; (catalcctic dimcter or 
paroemiac; no diaeresis) 

23. Sung anapaests (also called melic, threnodic, or lyric anapaests) 
belong to a higher emotional register and unlike the chanted variety 
admit sequences of four shorts, may feature the Doric long alpha 
in place of eta, occasionally omit word-break between mctra, and 
more frequently use catalectic lines and lines with many long clc
ments.1~ Not all of these features need be present. In contrast to the 
chanted anapaests of the nurse in 98-110, I15-30, etc., the anapaests 

" See Dale (1968) 47-52. 
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of Medea in 96-7, lI 1-14, etc. are presumably sung: although they 
lack the other diagnostic features, they do have Doric long alpha and 
sung anapaests would suit the representation of .Medea as emotion
ally distraught and out of control. 

Lyric verse 
24. A lyric stanza consists of one or more lyric periods (stretches 
of verse featuring synapheia within and metrical pause at the end). 
In order to understand fully the structure of a stanza and of its 
musical accompaniment, it is necessary to determine the division 
into periods, but unfortunately this division cannot always be estab
lished. Two indicators of period-end are hiatus (final vowel ending 
one period followed by initial vowel at the start of the next period) 
and brevis in longo (in full, syllaba brevis in elemento longo, 'short syllable in 
a position that is long in the metrical scheme'). A third indicator is 
catalectic structure (see above 14 on catalexis), and the end of a 
stanza is also always a period-end (symbol Ill). For convenience of 
layout on the page and often to display parallelisms of partial inter
nal structure within a period, periods are divided into shorter units 
called cola (singular colon, 'limb'). There does not have to be word
end at colon-end, and between cola within a single period there is 
synapheia. 

25. Many of the cola found in tragic lyric are common and have 
well-established names; others are unique or rare and nameless. Cola 
are generally classified according to the general character of the 
rhythm: iambic x - u -; trochaic -u - x; dactylic - uu; anapaes
tic uu-uu-; ionic uu--; choriambic -uu-; dochmiac 
x--x-; aeolic ( ... -x) -uu- (x- ... ). Some cola have a ten
dency to appear at period-end because, within a given family of cola 
or a particular sequence of cola, they provide a sense of conclusive 
contrast (catalexis in the broadest sense). A colon with this character 
may be called a clausula. The paroemiac (anapaestic dimeter cata
lectic) is a good example - it is the clausula in systems of marching 
anapaests, as seen above. 

As a sample of a simple lyric period, here is the scheme for 
the final period of the second pair of stanzas in the first stasimon of 
Medea (435-8 = 442-5). The period is built of cola that are familiar 
units of aeolic verse. The telesillean may be viewed as a glyconic with 
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a shortened beginning and the pherecratean as a glyconic with a 
shortened end (that is, catalexis: see next paragraph). The division of 
the period into cola serves to highlight the familiarity and the simi
larity of the subunits of the period: 

~ - u u - u - I telesillean 
- - uu - u - telesillean 

- - -uu- u - glyconic 
- ~ -uu- u - glyconic 
- u - uu - -Ill pherecratean (clausula) 

Most of the lyrics in A1edea fall into three categories: aeolic, 
dactylo-epitritc, and dochmiac. 

26. Aeolic verse features a mixture of double-short and single-short 
movement (in contrast to the purely double-short movement of dac
tyls or anapaests and the single-short movement of iambic and tro
chaic). Aeolic cola all contain a double-short choriamb (-uu -) as 
kernel. Attached to this kernel are various lengths of different form 
(similar to a short piece of single-short movement, but including ele
ments that feature successive longs, like the spondee - - or the bac
chiac u - -). Some of the more familar aeolic cola are shown here 
( o o means two syllables that can be realized as - - or - u or u - , 
but not as uu). It is not important for a beginner to master the 
recondite names, but rather to recognize the affinity of the many 
variations of aeolic. 

glyconic (gl) o o- uu-u-

hagesichorean x -uu-u- -

(hag) 
hipponactean oo-uu-u- -

pherecratean o o - u u - -
(ph, pher) 
telesillean x - uu - u -

aristophanean - u u - u - -

rC1z1anum x - uu - x 

8-syllable symmetric 
8-syllable asymmetric 

g-syllable 
7-syllable (= catalectic 
glyconic, usually clausular) 
7-syllable 
7-syllablc 
6-syllable (= catalectic 
telesillean, usually 
clausular) 
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Aeolic cola are found in the parodos and in the second halves of the 
first three stasimons. 

27. Dactylo-epitrite is a somewhat different strain of rhythm m1xmg 
double-short and single-short movement. This verse-form seems to 
have originated in the great mythological lyric poems of Stesichorus 
and was much used in the epinicians of Pindar and Bacchylides. 
1\fedea is the surviving tragedy with the greatest concentration of 
dactylo-epitrite elements. Dactylo-epitrite verse may be analysed as 
built of certain familiar units of dactylic and iambo-trochaic struc
ture. The most common dactylic unit is -uu-uu-, which in iso
lation is called a hemiepes (because it is the shape of the first half of 
an epic hexameter up to one of the common points of caesura in that 
line - the 'masculine' caesura); within a larger structure this unit is 
represented by the symbol D. The common iambo-trochaic pieces 
are - u - (symbol e), the extensions of this made by adding anceps 
before and/or after x-u-, -u-x, x-u -x, and the paired unit 
- u - x - u - (symbol E). Dactylo-cpitrite periods can be built up by 
an accumulation of these units, with or without a 'linking' anceps 
element between them: for instance, the opening lines of the first 
pair of the fourth stasimon may be denoted by the symbols 
-D-e(ll?)e -D-11. Dactylo-cpitrite cola are featured in the parodos 
and the first four stasimons. 

28. Dochmiac verse is a form virtually unique to Attic drama and is the 
verse-form most clearly expressive of a consistent ethos, that of ex
treme agitation or excitement, whether resulting from grief or fear or 
joy. The basic scheme of the dochmiac metron is x - - x - . Because 
of the frequency of resolution of the longs (esp. the first) and the 
various permutations of the two anceps elements, there are theoreti
cally 32 possible versions of the dochmiac metron, but some do not 
occur at all, and several are quite rare. The most common variations 
include: u--u-, uuu-u-, and -uu-u-. The fifth stasimon 
is largely written in dochmiacs. 

KEY TO METRICAL SYMBOLS 

long clement 
u short element 
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uu two short elements resulting from resolution m a long 
position 

x anceps element (position allows long or short) 
A element suppressed in syncopation 
o o the paired initial elements in many aeolic lines, which 

may be - - or - u or u - , but not u u 

11
7 

Ill 
anap 
ba 
er 
D 
d' 
d2 
da 
dochm 
E 
e 

sp 
tro 

mark of caesura in the iambic trimeter 
mark of diaeresis between anapaestic metra or word-end 
coinciding with colon-division within a period 
period-end (previous element counts as long, regardless 
of vowel-length) 
period-end accompanied by hiatus (if in the scheme for a 
pair of stanzas, in one or both of the pair) 
period-end accompanied by brevis in longo (if in the 
scheme for a pair of stanzas, in one or both of the pair) 
period-end possible, but not certain 
end of lyric stanza 
anapaest (uu-uu-) 

bacchiac ( u - - ) 
cretic ( - u - ) 
- uu - uu - (in dactylo-epitrite) 
- uu - (in dactylo-epitrite) 
uu - (in dactylo-epitrite) 
dactyl (-uu) 
dochmiac ( x - - x - ) 
- u - x - u - (in dactylo-epitrite) 
- u - (in dactylo-epitrite) 
iamb (x-u-) 
spondee ( - - ) 
trochee (- u - x) 

When one symbol of metrical length is placed over another, this 
indicates that the upper symbol applies to the strophe of a corre
sponding pair and the lower symbol applies to the antistrophe. Thus, 
u u indicates a long syllable in the strophe corresponding to a pair of 
short syllables in the antistrophe. 



A NOTE ON THE CRITICAL 
APPARATUS 

The apparatus criticus for this edition is extremely brief. Those re
quiring specific information about individual manuseripts, papyri, 
and testimonia should eonsult the Oxford Classieal Text of Diggle; 
fuller information about testimonia may be found in H. van Looy's 
Teubner edition. Here medieval witnesses are not specifically identi
fied. Readings of papyri are mentioned only when a variant is of in
terest, and no inference should be made from silence (specific identi
fication of papyri may be found in the OCT, except for the papyrus 
cited at lines 1056a-87, published by Luppe (1995)). Variants are re
corded only where they make some difference to the sense or receive 
discussion in the notes. All emendations accepted here are recorded, 
but otherwise only the most important of those discussed in the notes 
are listed. Orthography has tacitly been adjusted to the form estab
lished for tragedy by modern research. 

Symbols in the apparatus: 

o reading of all the manuscripts 
p reading of one or more of the manuscripts 
II reading of a papyrus 
~ reading attested by a seholiast 
YP~ reading mentioned as variant (ypo:q>ETOI = 'is read') by 

scholiast 

Abbreviations in the apparatus: 

add. addidit 
corn. conieeit 
del. delevit 
om. omisit 
s.l. supra lineam 
transp. transposuit 
trib. tribuit 
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TA TOY t.PAMATOZ: TTPOZ:WTTA 

TPO<l>OZ: 
TTAlt.Arwroz: 
MHt.EIA 
XOPOZ: fYNAIKWN 
KPEWN 

IAZ:WN 
AlfEYZ: 
ArrE/\OZ: 
TTAlt.EZ: MHt.EIAZ: 



MH6EIA 

TPO<J)Or 

EiO' W<pEA0 'Apyous µ1) 6101n6crOa1 O'KCXq>os 
K6Axwv ES aTav KVavfos rvµTTAT')yCX6as, 
µf)6' iv vcx1ra1cr1 TTriAiov TTEcrEiv TTOTE 
TµriOEicra TTEVKT'), µri6' EpETµwcrai XEpas 
av6pwv ap1C7TWV oi TO TTayxpvcrov 61:pos 
TTEAia1 µETf\Mov. OU yap av 6foiro1v' Eµfj 
M~6E1a TTvpyovs yi'\s ETTAEvcr' 'lwAKias 
EpWTI Ovµov EKTTAayEicr' '16crovos· 
ou6' av KTavEiv TTEIO'acra TT1:A166as Kopas 
TTOTEpa KaTWIKEt T~v6E yf1v Kop1vOiav 
~uv 6v6pi Kai TEKV01cr1v, c:xv66vovcra µEv 
<pvyas TTOAITOIS WV 6cj>iKETO x06va 
avTw1 TE TTCXVTa ~vµqilpovcr' 'l6crov1 · 
tiTTEP µEytcrTT') y1yvETa1 crc,nrip1a, 
OTav yvvii TTPOS &v6pa PfJ 61xocrTaTf'i1. 
vOv 6' exOpa TTCXVTO Kai vocrEi TO' cj>IATaTa. 
TTpo6ous yc:xp OUTOV Tf.Kva OEO'TrOTIV T0 lµriv 
y6µ01s '16crwv r,acr1A1Kois tuv6~ETa1, 
yiiµas KpcovTOS TTai6', OS aicrvµvai xOov6s. 
M~6oa 6' ii 6ucrTT')VOS fJTlpacrµcvT') 
r>oai µEV opKOVS, 6vaKaAr.T Of. 6E~1&s 
TTIO'Ttv µEyicrTriv, Kai 0Eovs µapTvpETOI 
oias 6µ01r>f\s l~ '16crovos Kvpr.T. 
KEiTOI 6' CXO'ITOS, crwµ' v<pEio' 6Ayri66cr1v, 
TOV TTCXVTO O'VVTTJKOUO'O 6aKpvo1s xp6vov 
lmi TTPOS 6v6pos fi100t-r' fJOIKT')JJtVT'), 
OUT' oµµ' ETTatpovcr' OUT 0.TTOAACXO'O'OUO'a yf1s 

;) 

10 

'.lO 

'i l.,pl(7'TC.JV f), op1a'Tic.,v Wakd1.-ld 12 ,i,vyb~ TIO~hr11~ l'i.-r11111 (110~1 HJIS 
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Tp. 

EYPITTlt.OY 

TTpocrWTTOV' ws 8e TTETpos fi 0ai\.6:crcrtos 
KAv8wv o:Kove1 vov0EToVµEvT) q>ii\.wv, 

fiv µ11 TTOTE crTpElf)acra TTO:AAEVKOV 8epT)v 
OVTT) TTpos OVTT)V TTOTEp' CXTTOlµW~T)I q>ii\.ov 

Kai yaiav oiKOVS 0', OVS TTpo8oucr' aq>iKETO 
µET' av8pos as crq>e vCiv c:n1µ6:cras EXEi. 
eyvwKE 8' ii TO:Aatva crvµq>opo:s VTTO 
oTov TTaTpw1as µT) CXTTOAEITTEcr0at xeov6s. 
O"TVyei 8e TTOi80S OU8' opwcr' EVq>patVETat. 
8e8otKa 8' OVTT)V µ11 TI f3ovi\.evcrT)t VEOV, 

[f3apeia yap <PPllV, ov8' CXVE~ETat KOKWS 
TTo:crxovcr'· eyw18a T11v8e, 8e1µaivw TE VIV 

µ11 0T)KTov wcrT)t q>6:cryavov 81' T)TTOTOS, 

crtyfit 8oµOVS Ecrf30:cr' iv' EcrTpWTat AEXOS, 
fi Kai Tvpavvov TOV TE y11µaVTa KTO:VT)t] 
KO:TTEITO µeil:w crvµq>opo:v i\.6:[3T) I TI v6:. 
8e1v11 y6:p· OVTOI pat8iws ye crvµf3ai\.wv 
exepav TIS avTfit KOAAIVIKOV 0:IO"ETOI. 
ai\.i\.' oioe TTai8es EK Tpoxwv TTETTOVµEVOI 
O"TEIXOVO"I, µT)TpOS OU8EV EVVOOVµEVOI 
KOKWV' vfo yap q>poVTiS OUK ai\.yeiv q>ti\.ei. 

TTAlflArwror 

TTOAOIOV oiKWV KTfiµa 8ecrTTOIVT)S eµfis, 
TI TTpos TTVAOIO"I T11v8' &yovcr' EpT)µiav 
EcrTT)KOS, aVTT) 0peoµEVT) crauTfit KaK6:; 
TTWS crov µOVT) M118e1a AEITTEcr0at 0ei\.e1; 
TEKVWV cma8e TTpecrf3v TWV '16:crovos, 
XPTJO-Toicrt 8ovi\.01s ~vµq>opo: TO: 8ecrTTOTWV 
KOKWS TTITVOVTO Kai q>pevwv av06:TTTETat. 

30 

35 

45 

55 

38-42 del. Barthold (38-43 Dindorf; 41 Musgrave, 42 Valckenaer et Pier-
son) 42 Tvpavvov o: Tvp6:vvovs Hermann 45 aioeTai l\1uretus: oioeTa1 
0 46 Tp6xwv o: Tpoxwv Trypho apud Ammonium 
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eyw ya:p ES TO\h' EKl3El3f]K' aAyT]66vos 
wcre· 1µep6s µ' V1TfjA0E yfi1 TE KOUpavw1 
AE~al µor-.oVcrf]l 6e0po 6Ecr1TOIVT]S Tvxas. 
ov1rw ya:p ~ Tar-.mva TTaVETOI y6wv; 

~T]AW cr'· EV apxfi1 TTfjµa KOUOETTW µecroi. 
w µwpos, ei XPll 6ecr1r6Ta<; ei1reiv T66e· 
ws ou6ev 016e TWV VEWTEpwv KOKWV. 
TI 6' EcrTIV, w yepme; µ17 q,66ve1 <ppacral. 
ou6ev· µETeyvwv Kai TO: 1rp6cr6' eipf]µEva. 
µ~, 1rpos yeveiov, KpVTTTE crvv6ovr-.ov cre0ev· 
criy17v yap, ei XP~, TWVOE e~croµm TTEp!. 
T]KOVcra TOV r-.eyoVTOS, OU OOKWV KAVEIV, 
TTEcrcrovs 1rpocrer-.6wv, evea 617 TTOAOITEpO! 
eacrcrovcr1, creµvov aµq,i lle1p~VT]S 06wp, 
ws Tovcr6e 1rai6as yfis er-.av Kop1v6ias 
crvv µT}Tpi µEAAOI Tfjcr6e KOlpavos xeovos 
Kpewv. 6 µEVTOI µ00os ei craq,17<; o6e 
OUK 016a· l3ovr-.01µT}V 6' av OUK E\Va! TOOE. 
Kai Ta(h' 'lacrwv TTai6as E~OVE~ETOI 
TTacrxovTa<;, ei Kai µT}Tpi 61a<popa:v exe1; 
TTOAOICX Ka!VWV AEITTETOI Kf]OEVµaTWV, 
KOUK EcrT' EKEivos Toicr6e 6wµacr1v <plAO<;. 
CX1TWAOµecr0' exp', ei KaKOV 1Tpocro1croµev 
vfov 1rar-.mw1, 1rpiv T66' E~TJVTATJKEva1. 
c.na:p crv y', OU ya:p Ka1pos ei6evm TOOE 
0Ecr1TOIVOV, ~crvxa~E KOi cr1ya r-.oyov. 
w TEKV', CXKOVe0' 010<; eis vµo:<; TTOT~p; 
OAOITO µev µ~· 6Ecr1TOTT]S yap EcrT' eµ6s· 
aTa:p KaK6<; y' wv es q,1r-.ovs ar-.1crKETm. 
TI<; 6' ouxi 0VT]TWV; apT! y1yvwcrKEIS TOOE, 
ws TTO:S TI<; aVTOV TOV 1rer-.a<; µo:r-.r-.ov q,1r-.ei, 
[ oi µev 61Ka1ws, oi Se Kai KEp6ovs xap1v,] 

68 iraAahepot Pierson (c[ Chr. pal. 1181): iraAahaTot o 
(cf. ~) 
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ei TOVcr6e y' evvf\s OVVEK' OU crTepye1 1TaTT]p; 
h', EU yap EO"Tat, 6wµc:XTWV fow, TEKVa. 
crv 6' ws µcxAlcrTa TOVcr6' EpT)µWcras EXE 
Kai µT) 1TEAa~E µT)Tpi 6ucr0uµouµevT)t. 
,i6T) yap ei6ov oµµa VIV TavpouµEVT)V 
Toicr6', ws TI 6pacreioucrav· ov6e 1Ta1JcrETOI 
XOAOU, cracp' oi6a, 1rpiv KaTacrKf\4'ai TIVI. 
exepovs ye µEVTOI, µT) cpir,.ous, 6pcxcrEIE TI. 

M H b. EI A (foweev) 

iW, 
6vcrTavos eyw µEAEa TE 1TOVWV, 

iw µoi µ01, 1TWS CXV OAoiµav; 
To6' EKEivo, cpir,.01 1Tai6es· µTJTT)P 
Ktvei Kpa6iav, Ktvei 61: xor,.ov. 
0"1TEV6ETE eacrcrov 6wµaTOS eicrw 
Kai µT) 1TEACXO"T)T' oµµaTOS eyyvs 
µT)6E 1TpocreA0T)T', O.AAa cpur,.cxcrcrecre' 
cxyptOV Tj00S O"TUyepcxv TE 4>vcr1v 
cppevos av0cx6ous. 
he vuv, xwpeie' ws TCXXOS eicrw. 
6T)AOV 6' apxris el;mp6µevov 
vecpos oiµwyf\s ws Tax' O.VCX4'El 
µei~ov1 euµw1· TI 1TOT' epycxcrETOI 
µeyar,.6cr1TAayxvos6vcrKaTcx1TaucrTOS 

4'VXT) 6T)x0eicra KaKoicr1v; 
MT). aiai, 

E1Ta0ov TAcxµwv E1Ta0ov µeycxr,.wv 
cxl;i' 66upµwv. w KaTcxpaTOI 
1Tai6es OA01cree crTvyep&s µaTpos 

crvv 1TaTpi, Kai 1r&s 66µos eppo1. 

94 T1v1 Blomfield: T1va o 
ci-rr'Diggle 

JOO C7TTEV0ETE p: C7TTEVC70TE p 
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iw µoi µ01, iw TATjµWv. 
Ti 6e 0"01 irai6es 1TOTpos aµirAaKias 
µETexovcr1; Ti TOVcr6' ex0e1s; oiµo1, 
TEKVa, µTj TI 1TC:X0T]0' ws V1TEpaAyw. 
6e1va TVpavvwv ATjµaTa KOi 1TWS 
OAiy' apx6µevo1, 1TOAAa KpaTOVVTES, 
XOAE1TWS 6pyas µETal3aAAOVO"IV. 
TO yap ei0icr0ai l;fjv e,r' icro1cr1v 
Kpeicrcrov· eµoi yovv E1TI µ17 µeyaAOIS 
OXVPWS y' EiT] KOTOyT]pC:XcrKEIV. 
TWV yap µETpiwv ,rpwTa µev eiireiv 
TOVVOµa VIKOI, xpf\cr0ai TE µaKpWl 
AWIO"TO l3p0Toicr1v· Ta 6' virepl3aAAOVT' 
OV6EVa KOlpov 6VVOTOI 0VT)TOiS, 
µeil;ovs 6' chas, oTav 6py1cr6f\1 

6aiµwv oiK01s, aire6wKev. 

XOPOI 

EKAVOV <pwvav, EKAVOV 6e j3oav 
TOS 6vcrTC:XVOV KoAxi6os· ov6E1TW 
fimos; aAA', w yepa16, Ae~ov. 

aµ<pmVAOV yap fow µeAa0pov y6ov 
EKAVOV, ov6e O"VVTJ60µai, w yvva1, 
aA yecr1 6wµaTOS, 
eirei µ01 q>IAia KEKpaTal. 

OVK eicri 66µ01· <ppov6a Ta6' fi6fl. 
TOV µev yap exe1 AEKTpa Tvpavvwv, 
TJ 6' EV 0aAaµo1s TTJKEI j310TT]V 
6fo1ro1va, <ptAWV ov6evos ov6ev 

irapa0aA1TOµEVT] <ppeva µv001s. 
MT]. aiai, 
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61a µov KE<pai\as <j>i\o~ ovpavia 

pairi· TI 6e µ01 ~f\v ETI KEp6os; 
<pEV <pEV" eavCXTC,JI KaTai\vcraiµav 

l310TCXV crTvyepav TTpoi\movcra. 

CtlES, w Zev Kai ra Kai <j>ws, 

axav OlaV 0. 6VcrTaVOS 
µei\1m vvµ<j>a; 

TIS croi TTOTE TCXS CXTTACXTov 

KO!Tas epos, w µaTaia; 

O"TTEIJO"EIS eavCXTOV TEAEVTav; 

µTl6EV T06E AIO"O"OV. 

Ei 6e cros TTOO"IS Ka!VCX i\exri crepi~EI, 
KE\VvJI T06E µ~ xapacrcrov· 

Zevs crOI TCX6E crvv61K~O"EI. 
µ~ i\iav TCXKOV 6vpoµeva O"()V E\JVCXTav. 

w µeyai\a 8eµ1 Kai TTOTVi' 'i\pTEµI, 

AE\Jcrcre0' CX TTCXO"XW, µeyai\OIS opKOIS 
ev6ricraµeva TOV KaTapaTOV 
TTOO"IV; ov TTOT' eyw vvµ<j>av T. ecri601µ' 

aVTOiS µei\a0po1S 61aKValOµEVOVS, 
01' EµE TTp6cr0Ev Toi\µwcr' a61KEiv. 

w TTCXTEP, w TTOAIS, WV CXTTEVacreriv 
aicrxpws TOV eµov KTEIVacra KCXO"IV. 

KAVE0' OIO AEYEI KCXTT1/30CXTal 
8eµ1v E\JKTaiav Zfjva e', os opKWV 

8VT1TOiS TaµlaS VEVOµlcrTal; 

ovK foT1v oTTws ev T1v1 µ1Kpw1 

6EcrTTOIVa XOAOV KaTaTTa\JO"EI. 

TTWS CXV ES 04'IV TCXV aµETEpav 
ei\001 µvewv T. av6a0EVTWV 
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oe~an' oµcpav, 
Ei TICuS ~apu0uµov opyav 

Kai t-.fiµa q>pEVWV µE0EiT}; 
µT]TOI TO y' eµov npo0vµov 
q>IAOIO"\V CXTIEcrTCu. 

CXAAa ~acra VIV OEVpo nopEvcrov oiKeuV 
E~eu· q>!Aa Kai Tao' mioa, 
crnEvcracra TI npiv KaKwcra1 
TOVS foeu· TIEV0os yap µEyat-.eus Too' 6pµcha1. 

opacreu Tao'· O:Tap cpo~os Ei TIEIO"Cu 
OEcrTIOIVaV eµriv· 
µoxeov OE xap1v TT]VO' emowcreu. 
Ka\TOI TOKaoos oepyµa AEalVT}S 
CXTIOTavpovTa\ oµeucriv, OTav TIS 
µv0ov npo<j>epeuv TfEAas 6pµT}6fi1. 
O"Ka\OVS OE t-.eyeuv KOVOEV TI cro<j>ovs 
TOVS npocr0E ~poTovs OUK CXV a:µapTOIS, 
ohlVES vµvovs ETii µEV 0at-.la\S 
eni T' Eit-.aniva1s Kai napa oeinvo1s 
TJVpoVTo ~ieu1 TEpnvas o:Koas· 
crTvyiovs OE ~poTWV OVOEis AUTias 
TJVPETO µovcrT}I Kai TIOAVXOPOOIS 
w1oais TiaVEIV, E~ WV eavaTOI 
OEIVai TE TVXOI crcpat-.Aovcrl o6µovs. 
Ka\TOI Taoe µEV KEpoos CXKEicr6a1 
µot-.naicr1 ~poTous· iva o' EVOEITIVOI 
oaiTES, TI µaTT}V TEIVOVO"I ~oiiv; 
TO napov yap EXEi TEp'flV 6:4>' a\JTOV 

oanos TIAT]peuµa ~p0Toicr1v. 
o:xav 0:IOV TIOAVO"TOVOV yoeuv, 

t-.1yupo: o' O:XEa µoyEpO: ~Oal 
Tov ev AEXEI npoooTav KaKovvµcpov· 
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120 EYPITIILlOY 

0EOKAVTEi 6' CXOIKa 1Ta0ovcra 
TaV Z17vos opKiav 8eµ1v, a VIV el3acrEv 
'EAAcx6' ES CXVTiiropov 
61' a.Aa vvx1ov e<j>' cxAµvpav 
TTovTOV KAfi16' CX1TEpCXVTOV. 

MHL\EIA 

Kopiv01a1 yvvaiKES, e~fiMov 66µc.uv 

208-9 

2!0 

211-12 

µ11 µoi TI µeµ4'17cr0'· 016a yap 1TOAAOVS l3poTWV 215 

crEµvovs YEYWTaS, TOVS µEv 6µµCXTC.UV CX1TO, 
TOVS 6' EV 0vpaio1s· oi 6' cx<j>' ticrvxov 1TOOOS 
6vcrKAE1av EKTT)cravTo Kai pai0vµiav. 
61K17 yap OUK EVEcrT' EV 6<j>0aAµois l3poTWV, 
OO"TIS irpiv cxv6pos 0"1TAcxyxvov EKµa0Eiv craq>ws 220 

O"TVYEi OEOopKWS, OVOEV flOIK1lµEvos. 
XPTl OE ~EVOV µEV KCXpTa irpocrxc.upeiv 1TOAEI. 
ov6' CXO"TOV T)IVEcr' OO"TIS au0cx617s YEYWS 
mKpos 1TOAITalS EcrTiv cxµa0ias V1TO. 
eµoi 6' CXEA1TTOV irpayµa irpocrirEcrov TOOE 225 

1-J,'VXT)V 61e<j>0apK'· oixoµai OE Kai l3iov 
xcxp1v µE0Eicra KaT0aveiv XPTJl~C.U, q>tAal. 
EV WI yap ~v µ01 1TCXVTa, y1yvwcrKC.U KaAWS, 

KCXKIO"TOS avopwv EKl3el311x' ovµos 1Tocr1s. 
1TCXVTC.UV 6' ocr' ecrT' eµ'+'vxa Kai yvwµ17v EXEi 230 

yvvaiKES ecrµEv cx0AIWTaTOV q>VTov· 
as 1TpWTa µEv OEi xp17µCXTC.UV V1TEpl30Afi1 
TTOO"IV npiacr0a1 OEO"TTOT17V TE crwµaTOS 
Aal3eiv· KaKOV yap TOUT' h' cxAy1ov KaKov. 
KCXV TW16' aywv µey1crTOS, ~ KOKOV Aal3Eiv 235 

~ XP1lO"TOV. OU yap EVKAEEiS CXTTaAAayai 

212 cmepCIVTOV l\1ilton: cmepaVTOV o: cmepaTOV Blaydes 215 µeµ4'- p: 
µeµq>-p 224 ,roil.hats p: lTOAiTT}s p 228 y1yvwaKCu Canter: y1yvwa-
KEIV o 234 Toih' h' Brunck: Toih' p: Toii6' h' p: TOVTO y' p 
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MHLlEIA 

yuvm~iv ou6' oT6v T' 6:vrivacrem 1TOO"IV. 
ES Kmva 6' fi617 Kai v6µous 6:cp1yµev17v 
6ei µo:vT1v eivm, µ11 µa6o0crav oiKo6ev, 
oic.:H µo:A1crTa XPrJcrETat ~uveuvh171. 
KO:V µev To:6' iJµiv EK1Tovouµevmcr1v EU 

1TOO"IS ~UVOIKfi1 µ11 !3101 q>Epu>V ~uyov, 
~flAWTOS aiwv· ei 61: µri, eaveiv XPEWV. 
6:v11p 6', OTav TOIS ev6ov o:x617Tm ~uvwv, 
E~W µoAwv ElTaUcrE Kap6iav o:cr11s 
[ii 1TpOS q>IAOV T1v' ii 1TpOS T]AIKa Tpa1TEIS]" 
iJµiv 6' 6:vo:yK17 ,rpos µiav 41ux11v l3AE1TEIV. 
Aeyoucr1 6' iJµo:s ws o:Kiv6uvov l3iov 
~wµev KaT' oiKous, oi 61: µ6:pvavTm 6opi, 
KaKWS cppovovvTEs· ws Tpis o:v 1rap' 6:cr1ri6a 
crTfivm 6eA01µ' CXV µo:AAov Tj TEKEIV cma~. 
6:t-.A' OU yap aUTOS 1rpos cre Ko:µ' TJKEI t-.6yos· 
croi µev 1TOAIS e· fi6' EcrTi Kai TiaTpos 66µ01 
l3iou T' ov17cr1s Kai cpit-.wv cruvoucria, 
EYW 6' ep17µos 0:1TOAIS oucr' ul3pi~oµm 
1rpos 6:v6p6s, EK yf\s l3apl30:pou AEA171crµev17, 
OU µ17Tep', OUK 6:6et-.cp6v, ouxi cruyyevf\ 
µe6opµ1cracr6at Tficr6' EXOUcra cruµcpopo:s. 
TOcrOUTOV ouv crou Tvyxo:vEIV l30UArJcrOµm, 

fiv µ01 1r6pos TIS µ17xavri T' E~Eupe6f\1 
lTOcrtV 6!KflV Twv6' O:VTITElcracrem KaKWV 
[ TOV 66vTa T' aUTWI euyaTep' fiv T' EYTJµaTO], 
cr1yo:v. yuv11 yap TO:AAa µev cp6!3ou lTAEa 
KO:Kfl T' ES o:AK11V Kai cri617pov eicropo:v· 
oTav 6' ES EUV11V -ri61K17µev17 KUpf\1, 
OUK EcrTIV o:AAfl cpp11v µ1mcpovwTepa. 
6po:crw To:6'· EV61KWS yap EKTEIO"fll 1Tocr1v, 
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M~6e1a. TTEv0eiv 6' OU cre eavµal;w Tuxas. 
opw 6e Kai KpeoVTa, Tf\cr6' &vaKTa yf\s, 
O"TEIXOVTa, KalVWV &yye11.ov f,ov11.evµaTWV. 

KPEWN 

cre TT)V crKv0pwm':>V Kai TTOO"EI 0vµovµEVTJV, 
M~6et', CXVEITTOV Tfjcr6e yf\s E~u) TTEpav 
cpvya6a, 11.af,ovcrav 61crcra crvv cravTf\l TEKVa, 
Kai µ~ TI µEA/1.EIV" ws eyw f,paf,evs 11.6yov 
Tov6' eiµi, KOIJK CXTTE1µ1 TTpos 66µovs TTCX/1.lV 
TTpiv &v cre yaias TEpµ6vwv E~w [3611.w. 
aiai· TTavWATJS T) TaAaiv' a1r611.11.vµa1· 

exepoi yap E~ICXO"I TTCXVTa OT) KCX/1.WV, 
KOVK foTtv OTTJS ev1rp6cro1crToS EKf3acr1s. 
ep~croµai 6e Kai KaKWS TTacrxovcr' oµws· 
TIVOS µ' EKaTI yf\s CXTTOO"TE/1./\EIS, Kpeov; 
6e6otKCX cr', ov6ev 6ei 1Tapaµ1Ticrxe1v 11.6yovs, 
µ~ µoi TI 6pacrl)IS TTai6' CXV~KEcrTOV KaKOV. 
crvµf,aA/1.ETaJ 6e TT0/1./1.CX TOVOE 6eiyµaTa 0 

croq>T) TTE<pVKaS Kai KaKwv 1ro11.11.wv i6p1s, 
11.VTTfjl 6e 11.EKTpwv av6pos EO"TEpfjµEVTj. 
K/1.IJ(A) 6' CXTTEl/1.EIV cr', ws a1rayye11.11.ovcri µ01, 

Tov 66VTa Kai y~µaVTa Kai yaµovµEVTJV 
6pacre1v TI. Ta0T' ovv 1rpiv TTa0eiv cpv11.6~oµa1. 
KpElcrO"OV OE µ01 VVV TTpoS cr' CXTTEX0Ecr0aJ, yuvai, 
T) µa11.6aK1cr0eve· VcrTEpov µETacrTEVEIV. 
q>EV q>EV. 
O\J vvv µe TTpWTOV a/I.ACX TT0/\/1.CXKIS, Kpeov, 
Ef3Aa4'E 66~a µeya11.a T' eipyacrTaJ KaKa. 
XPTJ 6' OVTTo0' OO"TIS apTi<ppwv TTE<pVK' CXVT)p 
TTai6as TTEptcrcrws EK616acrKecr6a1 crocpovs· 

'1-70 
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xwpis yap a:AAT}S ris exova1v 6:pyias 
<f>06vov irpos 6:aTwv a:A<f>a:vova1 6vaµevft. 
aKalO!al µev yap KOIVa ,rpoa<f>epc.uv ao<f>a 

66~EIS 6:xpeios KOU ao<f>os 1TE<f>VKEVOI' 
TWV 6' au 6oKOVVTWV ei6evm TI 1TOIKI/I.OV 
Kpeiaawv voµ1a0eis tv ir6Ae1 Av1rp6s <f>avft1. 
Eyw 6e KauTii Tfta6e KOIVWVW Tvxris· 
ao<f>ii yap ouaa, TOIS µev eiµ' ETTi<f>0ovos, 
[Tois 6' ,iavxaia, TOIS 6e 0aTEpov Tp61rov,] 
TOIS 6' au 1rpoaa:VTT}S" eiµi 6' OUK a:yav ao<f>11. 
au 6' ouv <f>ol3ft1 µe· µii Tl TTAT}µµeAES ir6:0ri1s; 
oux w6' EXEi µ01, µii TpEaT}IS ,iµa:s, Kpfov, 
waT' ES Tvp6:vvovs a:v6pas e~aµapTO:VEIV. 
au yap TI µ' ,i6iKT}Kas; e~e6ov Kopriv 
OTC.UI ae 0vµos rjyev. 0:/1.A' eµov 1Toa1v 

µiaw· au 6', 01µ01, aw<f>pOVWV e6pas T0:6E. 
Kai vvv TO µev aov OU <f>0ovw Ka/1.WS exe1v· 
vvµ<f>evET', EV ,rpa:aaone· T11v6e 6e x06va 
EO:TE µ' oiKEIV. Kai yap ,i61KT}µevo1 
a1yria6µea0a, Kpeiaa6vwv v1Kwµevo1. 
AEYEIS O:Kovam µa;\06:K', 0:/1.A' fow <f>pevwv 
oppw6ia µ01 µ11 TI l3ovAEVT}IS KaK6v, 
Toaw16e 6' rjaaov fi ir6:pos 1reir0106: ao1· 

yvvii yap o~v0vµos, ws 6' aVTWS 6:v11p, 
p6:1wv <f>vA6:aae1v fi aiwTTT}AOS ao<f>6s. 
O:AA' e~10' ws TO:XlaTa, µii A6yovs ;\eye· 
ws TavT' a:pape KOUK exe1s TEXVT}V OTTWS 
µEVEIS TTap' ,iµiv ouaa 6vaµeviis eµoi. 
µ11, 1TpOS aE YOVO:TWV TT}S TE veoya:µov KOpT}S. 
Aoyovs 6:vaAois· OU yap O:V ,reiams TTOTE. 
0:/1.A' E~E/1.a:IS µe Kou6ev ai6eari1 /1.ITO:S; 
<f>lAW yap OU ae µa:/1./1.0V T] 66µovs eµovs. 
W 1TaTplS, WS aOV KO:pTa VVV µveiav EXW. 
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TIATJV yap TEKVWV eµo1yE <t>iATOTOV TIOAU. 
<J>EU <J>Ev, ~poTois epwTES ws KOKOV µeya. 
OTIWS &v, oiµm, Kai 1rapaaTwa1v TVXOI, 
ZEv, µri Aa601 OE Twv6' os ah1os KOKWV. 
EpTI', w µaTaia, Kai µ' cmaAAa~ov TIOVWV. 

1rovovµEv rJµEiS Kou 1r6vwv KEXPTJµE0a. 
Tax' E~ cma6wv XElpos wa0iiafll ~im. 
µri 6fiTa TOUTO y', aAAa a' O:VToµm, Kpeov. 

oxi\ov 1rapE~EIS, ws EOIKOS, w yuva1. 
<j>EV~OVµE0'· OU To00' iKETEVaa aou TVXEiv. 
Ti 6' au ~1al;T]l KOUK 0.1TaAAaaaT]I XEPOS; 
µiav µE µEivm TTJv6' foaov riµepav 
Kai ~uµ1rEpo:va1 <j>poVTi6' ~1 <j>Ev~ovµE0a 
Timaiv T' a<j>opµTJV Tois eµois, ETIEI TIOTTJP 
ou6ev 1rpoT1µ01 µT]xavriaaaem TEKVOIS, 
OIKTlpE 6' aUTOVS' Kai au TOI 1rai6wv TIOTTJP 
TIE<J>VKOS' eiKOS 6e a<J>1v E\JVOlaV a' EXEIV. 
TOUµou yap OU µ01 <J>poVTiS, Ei <J>EU~OVµE0a, 
Keivovs 6e KAaiw auµ<J>opo:i KEXPflµEvous. 
~KIOTa TOUµov i\fiµ' e<J>u TvpavvlKOV, 
ai6ovµEVOS 6e TIOAAa 6ri 61e<J>6opa· 
KOi Vl/V 6pw µev E~aµapTavwv, yuvm, 
oµws 6e TEU~T]I TOU6E. TipOUVVETIW 6e ao1, 
El a' TJ 'mouaa Aaµm:xs Ol.j.lETOI 0EoU 
Kai 1rai6as EVTOS Tfja6E TEpµ6vwv xeov6s, 
eavfi1· AEAEKTOI µ00os O.l.j.lEU6TJS o6E. 
Vl/V 6', Ei µEVEIV 6Ei, µiµv' e<J>' riµepav µiav· 
OU yap TI 6paaEIS 6EI vov WV <j>6~os µ' EXEi. 
<J>EV <J>Ev, µEAEO TWV awv axewv, 
6UOTT]VE yuva1, 
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34° 

345 

355 

336 avToµai Wccklcin: aiToOµai o 
Housman xep6s Wilamowi1z: 
ecniv o 355-56 dcl. Nauck 

339 6' au p; 6' O\JV p: Sri Elmsley, 6ai 
xeov6s O 345 Se CJ4'IV Vi1elli: 6' 
357 posl 358 1rai. Barihold; om. p, del. 
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M17. 

MH6EIA 

1TOi TTOTE Tpe41171; TIVO TTPOS ~eviav 
ii 66µov ii xe6va crc,.nfipa KaKwv 
[e~evp11cre1s]; 
ws eis cmop6v O'E KAv6wva 6e6s, 

M116e1a, KaKwv eTTopevcrev. 
KOKWS TTETTpaKTOI TTOVTaxfi 1· TIS O:VTEpei; 
6:i\i\' OVTI TOVTTJI TOVTO, µ~ 6oKehe TTW. 
h' eicr' 6:ywves Tois vewcrTl vvµ<j>io1s 
Kai TOicrt K176evcracr1v OU crµ1Kpol 1T6vo1. 
6oKeis yap &v µe TOV6E 6WTTEVO'OI TTOTE 
ei µ1) Tt Kep6aivovcrav ii TEXVwµev17v; 

125 

OV6' CXV TTpOO'EiTTOV ou6' CXV T]4'0:µTJV XEpoiv. 370 

6 6' es TocrouTov µwpias 6:<j>iKeTo 
WO'T', E~OV OVTWI To:µ' ei\eiv l3ovi\evµaTa 
yfis EKl3ai\6VT1 I TT)v6' e<j>fiKEV ii µepav 
µeivai µ', EV ~I Tpeis TWV eµwv exepwv VEKpovs 
e11crw, TTOTEpa TE KOi KOpTJV TTOO'IV T' eµ6v. 375 

TTOAAo:s 6' exovcra 6avacriµovs OVTois 66ovs, 
OUK 016' OTTOlat TTPWTOV eyxe1pw, <j>ti\at· 
TTOTEpov v<j>6:41w 6wµa vvµ<j>IKOV TTVpi, 
ii 617KTOV wcrw <j>6:cryavov 61' TJTTOTOS, 
crtyfi1 66µovs ecrl30:cr' iv' EO'TPWTat i\exos; 380 

6:i\i\' EV TI µ01 TTpocraVTES" ei i\17<j>611croµat 
66µovs V1Tepl3aivovcra Kai TEXvwµev17, 
6aVOVO'O 61)0'W TOiS EµOiS ex6pois YEA.WV. 
KpO:TIO'TO T~V ev6eiav, ~ 1 TTE<j>VKaµev 
cro<j>oi µo:AIO'Ta, <j>apµO:KOIS OVTOVS ei\eiv. 385 

eiev· 

Kai 6~ TE6vo:cr1· TIS µe 6e~ETOI 1Toi\1s; 
TIS yfiv &crvi\ov Kai 66µovs exeyyvovs 
~EVOS TTapacrxwv pvcrETat TOVµOV 6eµas; 
OVK EO'TI. µeivacr' ovv ETI crµ1Kpov xp6vov, 

359 irpos ~Eviav p: irpo~Eviav p 361 E~EVPTJO'EIS de!. Elmsley 373 ecf>f\KEV 
Nauck: acf>f\KEV o 385 aoci,oi Tate, Dalzcl: aoci,ai o 
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Xo. 

EYPITTlt:.OY 

TJV µEV TIS ,iµiv TTVpyos o:crq>ai\17s q>avf\1, 390 
66i\w1 µhe1µ1 TOVOE KOi cr1yf\1 cpovov· 

fiv 6' e~ei\avvri1 ~vµcpop6: µ' o:µrixavos, 
aUTT) ~iq,os i\a~oOcra, KEi µei\i\w eaveiv, 

KTEVW crepe, Toi\µris 6' Elµl 1rpos TO KapTEpov. 
OU yap µa TT)V OEO"TTOI vav ,iv eyw cre~w 395 
µo:i\lcrTa TTO:VTWV KOi ~VVEpyov Eii\oµTjV, 
'EKO:TTJV, µvxois vaiovcrav EcrTias eµf\s, 
xaipwv TIS aUTWV TOUµov o:i\yvvei KEap. 
TTIKpOVS 6' eyw crq>IV KOi i\vypous 0TjcrW yo:µOVS, 

TTIKpov OE Kf\6os KOi cpvyo:s eµo:s xeov6s. 400 
ai\i\' Ela cpei6ov µTjOEV WV ETTIO"Tacral, 

Mri6e1a, ~ovi\evovcra Kai TEXVWµevri· 
ep1r' ES TO 6e1v6v· vC,v aywv eu41vxias. 
opfos ex n6:crxe1s; OU yei\wTa 6ei cr' ocpi\eiv 

Tois Lcrvcpeio1s Toicr6' '16:crovos y6:µ01s, 405 
yeywcrav ecr0i\o0 TTOTpos 'Hi\iov T' OTTO. 
ETTIO"TOO"al 6e· 1rpos OE KOi TTEq>VKaµEv 
yvvaiKES, ES µev fo0i\' o:µrixavwTaTOI, 
KOKWV OE TTO:VTWV TEKTOVES croq>wTaTal. 

&vw TTOTaµwv iepwv xwpoOcr1 nayai, 
Kai 6iKa Kai TTO:VTa 1r6:i\1v crTpEq>ETa1· 

6:v6p6:cr1 µev 66i\101 ~ovi\ai, eewv 6' 
oUKETI 1ricrTIS &papev· 

TO:V 6' eµo:v EVKAEIOV EXEIV ~IOTO:V crTpe41ovcr1 
cpo:µa1 · 

EPXETOI TlµO: yvva1KEIWI yeve1· 
OUKETI 6vcrKei\a6os q,6:µa yvvaiKas E~El. 

µ00cra1 OE 1rai\a1yevewv i\ TJ~Ovcr' 6:016wv 
TO:V eµo:v vµveOcral O:TTlcrTocrvvav. 

[<np. 410-11 

415-16 
417-18 
419-20 

(cxv,. 421-2 

405 ,oio-6' Herwerden: ,ois .' o 413 6' o: .' Elmsley 
Elmsley: O''TpE<pOVO'l O 421 cxo16wv p: cxo16av p 



MH~EIA 

OU yap EV aµETEpat yvwµm Aupas 
WTTaaE efomv ao16av 

<t>oil3os ay-r]TC.Vp µEAEC.VV' ETTEi CXVTax11a' CXV uµvov 
apaevc.vv yevval. µaKpos 6' aiwv EXEi 

lTOAAa µev aµETEpav av6pwv TE µoipav EiTTEIV. 

au 6' EK µev oiKC.VV TTaTpic.vv ETTAEVaas 
µmvoµevat Kpa6ia1, 616vµovs 6piaaaa TToVTOV 

TTETpas· ETTi Se ~EVat 

Va!EIS x0ovi, TO:S avav-
6pou KO!Tas oAeaaaa AEK
Tpov, TCXAatva, <pvyas Se xw
pas aT1µos EAauv111. 

l3el3aKE 6' opKC.VV xap1s, ou6' h' ai6ws 
'EAACXOI Tai µEyaAat µEVEI, ai0Epia 6' CXVETTTa. 
aol 6' OVTE TTaTpos 66µ01, 

0UaTaVE1 µE0opµtaa-

a0at µoxec.vv TTCXpa, TWV TE AEK
Tpc.vv aAAa l3aaiAEla KpEia-
ac.vv 66µ01a1v ETTEaTa. 

I AH.u N 

ou vvv KaTEi6ov TTpwTov aAAa TToAAaKtS 

TpaxEiav opy~v ws aµ~xavov KaKOV. 
aol yap TTapov yftv T~VOE Kai 66µovs EXEIV 
Kovq>c.vs q>Epova111 KpE1aa6vc.vv l3ovAEvµaTa, 
Aoyc.vv µaTaic.vv OVVEK' EKTTEaTJI xeov6s. 
Kaµoi µev ou6ev TTpayµa· µ~ TTaUaT)l lTOTE 
Aeyova' '16:aov' ws KCXKlaTOS EaT' av~p· 
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M11. 

EYPITTlt.OY 

a 6' ES TUpcxvvous EcrTi 0'01 AEAEyµeva, 
lTOV KEp6os i)you l:11µ1ouµEVT) 4>uyf)1. 
KCXYW µev aiei l3acr1AEWV 0uµouµevwv 
opycxs cx4>r11pouv Kai cr' ef3ouA6µ11v µEVEIV' 
O'\J 6' OUK cxvie1s µwpias, Aeyoucr' cxei 
KOKWS TUpcxvvous· T01ycxp EKTTEO'T)I xeov6s. 
oµws 6e KCXK Twv6' OUK CXTTElpT)KWS q>iAOIS 
T)KW, TO O'OV 6e irpocrKOTTOUµEvos, yuvm, 
ws µT)T' cxxpT)µwv O'\JV TEKVOIO'IV EKTTEO'T)IS 
µT)T' ev6ET)S Tou· TTOAA' Eq>EAKETm 4>uy11 
KOKO ~UV OUTT)I. Kai yap ei O'U µE O'Tuyeis, 
OUK cxv 6uvaiµ11v croi KOKWS q>poveiv TTOTE. 
w irayKCXKIO'TE, TOUTO yap cr' eiireiv exw 
YAWO'O'T)I µey1crTOV eis cxvav6piav KOKOV, 
~Mes irpos i)µas, ~Mes ex81crTOS yeyws 
[0eois TE KCXµol lTOVTi T' cxv0pw1TWV yeve1]; 
OUTOI 0pcxcros T66' EO'TIV ou6' EUTOAµia, 
q>iAous KOKWS 6pcxcraVT' evaVTiov j3AE1TEIV, 
CXAA' i) µeyicrTT) TWV EV cxv0pw1TOIS VOO'WV 

lTOO'WV, cxvai6ei'. EU 6' E1Toi11cras µoAwv· 
eyw TE yap AE~acra KOUq>1cr8T)O'Oµm 
'f'VXflV KOKWS cre Kai cru AVTTT)O'T)I KAvwv. 
EK TWV OE 1TpwTWV 1TpWTOV ap~oµm AEYEIV' 
fowcrcx cr', ws icracr1v 'EAAT)VWV 00'01 
TOUTOV O'UVEIO'El3T)O'OV i\pyw1ov O'KCXq>os, 
1TEµq>0EvTa Tavpwv ,rupirv6wv ElTIO'TCXTT)V 
sEVyAalcrl KOi O'lTEpouvTa 8avcxcr1µov yVT)V' 
6pCXKOVTCX e·, os ircxyxpucrov cxµirexwv 6epos 
crireipms fow1l:e 1TOAVTTAOK01s auirvos wv, 
KTEivacr' CXVEO'XOV 0'01 q>CXOS O'WTT)plOV. 
OUTT) OE lTOTEpa Kai 66µous irpo6oC,cr' eµous 
TflV TT11A1wT1v eis 'lwAKov iK6µ11v 
O'\JV croi, irp60uµos µaAAOV fi croq>wTepa· 

468 dd. Brunck 480 8'p: 6'p 

455 

475 



MHt.EIA 

TTEAlaV T' C:XTTEKTEIV', WO"TTEP aAylcrTOV eavei'v, 

1rai6wv tm' auToO, TTC:XVTa T' e~eThov 66µov. 
Kai Ta06' Vq>' TjµWV, W KC:XKIO"T' av6pwv, TTa6wv 
1rpov6wKaS ,iµas, Ka!Va 6' EKTTJO"W A.EXT), 

129 

1ra16wv yeywTwv· ei yap ricre' cmms ETI, 490 

crvyyvwcrT' av riv 0"01 To06' epacr6i;vm Mxovs. 
opKWV OE cppov6T) TTIO"TIS, ou6' exw µa6Eiv 
ei eeovs voµ1l;e1s TOVS TOT' OUK apxe1v ETI 
ii Ka!Va KEicr6m 6foµ1' av6pwTTOIS Ta vOv, 

ETTEi crvvo1cr6a y' Eis eµ' OUK EVOpKOS WV. 495 

cpeO 6e~1a xeip, ris crv TTOAA' EA.aµl3avov 
Kai TWVOE yovaTWV, ws µaTT)V KEXpw1crµe6a 
KaKOV TTpos av6p6s, EATTi6wv 6' ,iµapToµev. 
cry', ws 4>iAw1 yap OVTI 0"01 KOIVWcrOµal 
(6oKo0cra µev TI 1rp6s ye croO TTPC:X~EIV KaAws; 500 

oµws 6', EpWTT)6Eis yap aicrxiwv cpavi;1)· 

vOv TTOi Tpa1rwµa1; TTOTEpa TTpos TTaTpos 66µovs, 
ovs croi 1rpo600cra Kai TTC:XTpav aq>IKOµT)v; 

ii 1rpos TaAaivas TTeA1a6as; KaAws y' av ovv 
6E~mvT6 µ' oiK01s wv TTaTepa KaTEKTavov. 505 

EXEi yap OVTw· Tois µev oiKo6ev 4>it..01s 
exepa Ka6EcrTT)x', ovs OE µ' OUK expiiv KaKWS 
6pav, cro\ xap1v q>epovcra TTOAEµIOVS EXW. 
To1yap µE TTOAAais µaKap1av 'EAAT)VIOWV 
E6T)Kas C:XVTI Twv6e· eavµacrTOV OE O"E 510 

exw TTOO"IV Kai TTIO"TOV ii TaAmv' eyw, 
ei cpev~oµa1 ye yaiav EKl3El3AT)µEVT), 
q>IAWV EpT)µos, crvv TEKVOIS µOVT) µ6vo1s· 
KaA6v y' ove16os TWI vewcrTi vvµcp1w1, 
TTTWXOVS aA.acrem TTai6as ,; T' fowcra O"E. 515 

w ZeO, TI OT] xpvcroO µev os K1l36T)AOS 111 
TEKµTjp1' av6pw1ro1cr1v WTTacras cracpi;, 

487 T' p: 6' p 66µov p: cp6l3ov p 493 ei Reiske: fi p: ~ p 509 eAAT]-
vi6wv p: Kcx8' (vel cxv) eAA6:6cx p 514 TWI ... vvµcp1w1 p: Twv •.. vvµcpiwv p 
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Xo. 

la. 

EYPITTl~OY 

av6pwv 6' OTWI XPTJ TOV KaKOV 6m6evm 
ou6eis xapaKTTJP EµTTE<PVKE crwµaT1; 
6e1v~ TIS 6pyT] Kai 6ucria-ros TTEi\E1, 
o,av <Pii\01 <Pii\010-1 cruµf3aAwcr' Epl V. 

6Ei µ', ws EOIKE, µT] KaKOV <i>vvm i\eye1v, 
ai\i\' WO",E VaOS KE6VOV oiaKOO"Tpo<PoV 
aKpo1cr1 i\ai<i>ovs Kpacr1TE601s UTTEK6paµEiv 
,T]V O"T]V O"Toµapyov, W yuvm, yi\wcrcrai\yiav. 

eyw 6', ETTEl6T] Kai Aiav TTvpyois xcxp1v, 
Kl'.mp1v voµi~w ,fjs eµfjs vaVKAT]pias 
O"WTE1pav EIVat eewv TE Kav0pWTTWV µOVT]V. 

croi 6' fo,1 µev vous AETT-r6s· ai\i\' ETTi<t>0ovos 
Aoyos 61ei\6eiv ws NEpws cr' rivayKacrEv 

,6~01s a<PVKTOIS -rouµov EKcrWcrm 6eµas. 
CX/\/\' OUK CXKp1f3ws av-ro ericroµm i\iav· 

OTTT]I yap O\JV wvricras OU KaKWS EXEi. 
µei~w ye µEVTOI -rfjs eµfjs crw-rripias 

Eii\ri<PaS ~ 6E6wKaS, WS eyw <t>pacrw. 
TTpw-rov µev 'Ei\i\a6' av-ri f3apf3apou xeovos 

yaiav Ka,01KEIS Kai 6tKT]V ETTtcrTacrm 

VOµOIS ,E xpf\cr0at µT] TTpOS icrxuos XCXPIV' 
TTCXVTES 6e cr' ~1cr6ov-r' oucrav "Ei\i\T]VES cro<PTJV 

Kai 66~av foxes· Ei 6E yfis ETT' EO"XCXTOIS 
opo1cr1v WIKEIS, OUK &v ~v i\oyos cre0Ev. 
EiT] 6' eµo1ye µ~TE xpucros EV 66µ01s 
µ~T' 'Op<t>EWS Kai\i\1ov uµvfjcrm µei\os, 
Ei µT] 'TTicrriµos ~ TVXTJ yevon6 µ01. 
-rocra(ha µEv 0"01 ,wv eµwv TTOVWV TTEpl 
EAE~'· &µ1i\i\av yap cru TTpou0riKaS i\6ywv. 

a 6' ES yaµous µ01 f3acr1i\lKOVS wvei61cras, 
EV -rw16E 6ei~w TTpw-ra µEv cro<Pos yeyws, 
ETTEt-ra crw<i>pwv I eha croi µeyas <Pii\os 

Kai TTalcrt ,OIS EµOIO"IV' ai\i\' EX' T]O"VXOS. 

531 TO~OIS O:q>VKTOIS p: TTOVWV O:q>VKTWV p 543 KO:AAIOV p: ~EATIOV p 
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Xo. 

MTJ. 

MHt.EIA 

ETTEi µETEO"TT]V 6Evp' 'lwi\K1as xeovos 
1Toi\i\as Eq>EAKWV crvµ<j>opas aµrixavovs, 
TI Tov6' av EVpT]µ' T]Upov EUTVXEcrTEpov 

T] 1Tai6a yf\µa! [3acr\/\EWS <j>vyas YEYWS; 
oux, ~I crv KVl~T]I, crov µi:v EX6a1pwv i\exos 
Ka!Vf\S 6/: vvµq>T]S \µepw1 TIETIAT]yµevos 
ou6' Eis &µ1i\i\av TIO/\VTEKVOV 0"1TOV6T]V exwv· 
&i\1s yap oi YEYWTES ou6E µeµ<j>oµa1· 
ai\i\' ws, TO µi:v µey1crTOV, oiKoiµEv Kai\ws 
Kai µT) cr1rav1~01µrn6a, y1yvwcrKWV OT\ 
TIEVT]Ta q>EvyE1 m:xs TIS EK1ro6wv <j>1i\ov, 
1rai6as 61: 6pe1.J1a1µ' a~1ws 66µwv Eµwv 
O"TIEipas T' a6Ei\<j>ovs Toicr1v EK cre0Ev TEKVOIS 
ES TaUTO 0E!T]V Kai ~vvapTT]cras yevos 
EV6a1µovolf]V' O"OI TE yap 1rai6wv TI 6Ei; 
Eµo1 TE /\VE\ TOicrl µei\i\ovcr1v TEKVOIS 
TO'. ~wVT' ovf\cral. µWV [3E[3ovi\EVµa\ KaKWS; 
ov6' av crv <j>alT]S, El crE µT) KVl~OI i\exos. 
ai\i\' ES TOO"OVTOV T]KE0' wcrT' 6p0ovµEVT]S 
Evvf\s yvvaiKES TiaVT' EXEIV voµl~ETE, 
fiv 6' au YEVT]Tal ~vµ<j>opa TIS ES i\exos, 
TO'. i\w1crTa Kai KCX/\/\\crTa TIO/\Eµ\WTaTa 
T10Ecr0E. xpf\v yap ai\i\o0ev 1T00EV [3poTOVS 
1rai6as TEKvovcr6a1, 0f\i\v 6' OUK E\Va\ yevos· 
xovTWS av OUK ~v ov6i:v av6pw1ro1s KaKOV. 
'lacrov, EU µEv Tovcr6' EKOO"µT]cras i\6yovs· 
oµws 6' EµOIYE, KEi Tiapa yvwµT]V EpW, 
60KEiS 1rpo6ovs O"T]V ai\oxov OV 6iKa\a 6pav. 
~ TIO/\/\CX lTO/\/\OiS EiµI 61a<j>opos [3p0Twv· 
eµoi yap OO"TIS a61KOS WV cro<j>os i\eyEIV 
TIEq>VKE TI/\EIO"TT]V ~T]µiav o<j>i\1crKCXVff 
yi\wcrcrT]I yap auxwv Ta61K' EU TIEplcrTEAEiV 

561 cpiAov Driver: cpi,.os o 
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la. 

la. 

la. 

la. 

MT). 

la. 

MT). 
la. 

EYPITTlt.OY 

ToAµai TiavoupyEiv· foT1 6' ouK ayav croq,6s. 

ws Kai au· µ17 vuv Eis eµ' Eucrx17µc.vv YEVT)l 
AEYElV TE 6E1v6s· EV yap EKTEVEi cr' E'ITOS' 

xpfiv a', EiTIEp ~crea µT) KaKOS, 'ITEIO"aVTCl µE 

yaµEiv yaµov TOv6', a.AA.a µT) myfj1 q,it-.c.vv. 

KaAws y' av, 01µ01, Tw16' V'ITT)pETEIS t-.6yc.v1, 

Ei 0"01 yaµov KaTEi'ITOV, T)TIS ou6e vOv 

TOAµais µE0Eivm Kap6ias µeyav XOAOV. 

OU TOVTO cr' EIXEV, a.AA.a f3apf3apov AEXOS 

Tipos yfjpas OUK EU6o~ov E~Ef3a1ve 0"01. 
EU vuv T66' io-01, µT) yuvmKOS ovvEKa 

yfjµai µE AEKTpa f3aO"JAEC.VV a vOv exc.v, 
a.AA', WO"'ITEp El 'ITOV Kai Tiapos, O"WO"OI 0EA<.vv 

OE, Kai TEKVOIO"J Tois eµois 6µoo-TI6pous 

q,Ocrm TUpavvous Tiai6as, epuµa 6wµacr1v. 

µ17 µ01 yevoJTo AVTipos EU6aiµc.vv f3ios 

µT)6' oAf3os OO"TIS TT)V eµi)v KVl~OI q,peva. 

ofo0' ws µETEV~T)I Kai croq><.vTEpa q,avfj1; 

Ta XPT)O"Ta µ17 0"01 A UTT pa q,ai vecr0ai 'ITOTE, 
µT)6' EUTvxoucra 6vo-TVXT)S Etvm 6oKEiv. 

uf3p1~, E'ITE16T) croi µev foT' O.'ITOO"Tpoq,17, 

eyw 6' EpT)µos T17v6E q>EU~ouµa1 xe6va. 
aUTT) Ta6' EiAov· µT)6Ev' a.AAOV aiTIW. 

TI 6pwcra; µwv yaµoucra Kai Tipo6oOcra o-E; 

a.pas TUpavvo1s a.vocrious a.p<.vµEVT). 

Kai O"OiS a.pata y' OUO"a TVYXCXVC.V 6oµOIS, 
ws ou Kp1voOµm Twv6e 0-01 Ta TIAEiova. 

a.AA', Ei TI f3ovAT)1 Timcriv fi cravTfj1 q,uyfis 

Tipocr<.vq>EAT)µa XPT)µaTC.VV eµwv Aaf3Eiv, 

Aey'· ws ETOlµos a.q,06vc.v1 6o0vm XEpi 

59° 
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M11. 

la. 

MH~EIA 

~EVOIS TE TTEµTTEIV crvµJ30A', oi' 6pacrovcri cr' EU. 
Kai TaVTa µT) 0EAOVcra µwpavEiS, yvvm· 
AT)~acra 6' opyi)s KEp6avEiS aµEivova. 
a1'.iT' CXV ~EVOIOI Toicri crois xp11craiµE8' CXV 

ol'.h' &v TI 6E~aiµEcr0a, µ116' i)µiv 6i6ov· 
KaKOV yap av6pos 6wp' OVT)OIV OUK EXEi. 
ClAA' ovv EYW µev 6aiµovas µapTvpoµm 
ws 1Tave· tmovpyEiv croi TE Kai TEKVOIS 0EAW' 
croi 6' OUK apEcrKEI Tayae·, at,X au0a6im 
cpiAovs aTTw0i) 1 · TOI yap aA yvvi) 1 TT AEOV. 
xwpEl' 1r68w1 yap TT)S VEOOµT)TOV KOpT)S 
aipf)1 xpovi~wv 6wµaTWV E~wmos. 
vuµcpEv'· icrws yap, OVV 0EWI 6' EipT)OETOl1 

yaµeis TOIOVTOV WOTE 0pT)VEicr0m yaµov. 
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Xo. EpWTES VlTEp µev &yav EA00VTES OUK EUOO~iav [c7Tp. 627-8 

ou6' apETav TTapEOwKaV av6pacr1v· Ei 6' C:XAIS 
eMo, 629-30 

Kv1rp1s, OUK CXAAa 0EOS Evxap1s OVTW. 
µi)TToT', c:, OEcrlTOIV', Elf' Eµoi xpvcrewv TO~WV 

acpEi T)S 
iµepw1 xpicracr' a<pVKTOV oicrTOV. 

crTepyo1 OE µE crwcppocrvva, 6wp11µa KC:XAAIOTOV 
0Ewv· [ cxVT. 636 7 

µT)OE TToT' aµcp1A6yovs opyas ClKOpEcrTC:X TE 
VEiKT) 

8vµov EKTTAT)~acr' hepo1s ETTi AEKTpo1s 
1rpocrJ3aAOI OEIVa Kv1rp1s, CllTTOAEµovs 6' EUvas 

crEJ3 i~ovcr' 
o~vcppwv Kpivo1 AEXT) yvvmKWV. 

626 8p11veicr8a1 Dodds: d cxpveicr8a1 o 634 acpei11s Naber: ecp(e)i11s o 
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MT]. 

A1. 
MT). 
A1. 

Mfl. 
A1. 
MT). 

EYPITllt.OY 

W lTOTplS, W 6wµaTa, µ17 
6f\T' &no111s yevoiµav 

[cnp. 645 

TOV O:µT}xavias exovcra 6vcrnepaTOV aiwv', 
oiKTpOTOTOV 6:xec.vv. 

eava:TC.V\ eava:TC.V\ na:pos 6aµEIT}V 
a:µepav Ta:v6' E~avvcra-

cra· µ6xec.vv 6' OUK O:AAOS VlTEp
eev ~ y&s TiaTpias O'TEpEcr0a1. 

ei6oµEv, OUK E~ hepc.vv 
µ00ov EXC.V q>pa:cracr0al' 

cre yap OU lTOAIS, OU q>iAWV TIS oiKTlpEi na0o0crav 
6E1VOTOTO na0ec.vv. 

6:xa:plcrTOS 011010' OTC.VI na:pEcrT\V 
µ17 q,i11ovs T1µ&v Ka0apo:v 

6:voi~aVTa KAf\16a q>pEvwv· 
eµoi µev q>IAOS OVlTOT' EcrTOI. 

AlrEYL 

M~6E1a, xaipe· TOV6E yap npooiµ1ov 
Ka:11111ov ou6eis oi6e npocrq,c.vveiv q,f11ovs, 
w xaipE Kai crv, Tiai cro<j>oO TTav6iovos, 
AiyeO. n60Ev yf\s Tf\cr6' ElT\crTpc.vq,0:1 ne6ov; 
<t>oij3ov na11a1ov EKAmwv XPflCTT~p1ov. 
TI 6' oµ<j>aAOV yf\s 0ecrmc.v16ov EcrTO'.AT}S; 
nai6c.vv epevvwv crnepµ' OTIC.VS yevO\TO µ01. 
npos eewv, O'.TIOIS yap 6e0p' 6:ei TEIVEIS j3iov; 
0:1TOl6es ecrµev 6aiµov6s TIVOS TVXfll. 
66:µapTOS OVCTT)S ~ 11exovs O'.lTElpos wv; 

660 

645 6wµaTa Nauck: 6wµa o 648 aiwv' o: a!w Wilamowitz 649 o!K
TPOTOTOV Musgrave: oiKTPOTO:TWV O 655 µv6ov Nauck: µv6wv O 657 
oiKT1pei fere Wieseler: WIKTElpe(v) o: WIKTicrev l\tusgravc 651l 6e1v6TaTa o: 
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At. OUK foµev euvfis o:svyes yaµ171dov. 
M17. Tt 6fiTa <t>oil3os efoe 001 TTa16wv TTEpt; 
At. cro<j>wTep' ii KaT' o:v6pa crvµl3aAeiv fo17. 675 
M17. 0eµ1s µev 17µ0:s xp17crµov ei6evat eeov; 
A1. µo:AtcrT', ETTEi Tot Kai cro<j>fis 6eha1 <j>pev6s. 
M17. TI 6fiT' exp11cre; AE~OV, ei 0eµ1s KAVeiv. 
At. O:O'KOV µe TOV TTpovxoVTa µ17 AVO'al TT06a 
M17. TTpiv &v TI 6p6:cr171s ii Tlv' E~IKT]l xe6va; 6Bo 

At. TTpiv av TTaTpwtav av01s EO'Tlav µ6Aw. 
M17. O'V 6' ws TI XPlllSWV Tl7V6E vavcrTOAeis xe6va; 
At. TTiT0evs TIS EO'Tl, yfis ava~ Tpos11v1as. 
M17. TTais, ws Aeyovcrt, TTeAOTTOS, eucrel3ecrTaTOS, 
At. TOVTWI eeov µo:VTEVµa KOIVWO'Ol 0eAw. 685 

M17. cro<j>os ycxp cxv17p Kai Tp1!3wv TCX TOt6:6e. 
At. KCXµOI ye TTO:VTWV <j>1ATaTOS 6opv~EVWV. 
M17. CXAA' EUTVXOIT]S Kai TVXOIS OO'WV epo:1s. 
At. TI yap O'C>V oµµa XPWS TE O'VVTETT]x' o6e; 
Mri. Aiyev, KO:KIO'TOS EO'TI µ01 TTO:VTWV TTOO'IS, 690 

At. T1 <j>171s; cra<j>ws µ01 cro:s <j>p6:crov 6vcr0vµ1as. 
M17. 6:6tKEi µ' '16:crwv ou6ev E~ Eµov TTa0wv. 
At. TI xpfiµa 6p6:cras; <j>p6:se µ01 cra<j>EOTEpov. 
M17. yvvaiK' e<j>' 17µiv 6EO'TTOTIV 66µwv EXEi. 
At. OU TTOV TETOAµ17K' epyov aicrx1crTOV T66e; 695 

M17. cr6:<j>' icrO'· O:T1µ01 6' ecrµev oi TTpO TOV <j>tAOI. 
At. TTOTEpov epacreeis ii O'C>V exea1pwv Aexos; 
M17. µeyav y' EpWTa' TTIO'TOS OUK e<j>v <j>tAOIS, 
At. iTw vvv, EtTTEp, ws Aeye1s, ecrTiv KaKOS. 

M17. 6:v6pwv Tvp6:vvwv Kfi6os ,ip6:cr017 Aal3eiv. 700 

At. 616wcr1 6' auTwt Tis; TTEpa1ve µ01 Myov. 
M17. Kpewv, os &pxe1 Tficr6e yfis Kop1v01as. 
At. crvyyvwcrTO: µEVTo:p' ~V O'E AVTTEfo0at, yvvat. 

M17. OAWAa· Kai TTp6s y' E~EAavvoµat xeov6s. 
At. TTpOS TOV; T061 &XA.o KOIVOV au Aeye1s KaKOV. 7°5 

G78 KAVEiv West: KAUEIV o G95 ou ,rov Witzschcl: ~ ,rov fcrc o 7°3 
IJEVTcxp' I lnmann: IJEV yap p: yap J> 
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Mri. Kpewv µ' E/\aVVEI <j>vy6:6a yiis Kop1v6ias. 
At. Eat 6' '16:crwv; ou6e TaCrr' ETTT)tvecra. 

Mri. i\6yw1 µev ouxi, KapTEpEiv 6e f3ovi\ETal. 
ai\i\' O:VToµai O"E TT)O"OE TTPOS YEVEIO:OOS 
yovaTWV TE TWV O"WV iKEcria TE yiyvoµat, 
oiKTtpov oiKTtp6v µE TT)V 6vcr6aiµova 

A1. 

Mri. 

Kai µii µ' epriµov EKTTEcrovcrav Eicri6ri1s, 
OE~at OE xwpat Kai 66µ01s Eq>EcrTIOV. 
OVTWS epws 0"01 1rpos 6Ewv TE/\Ecr<j>opos 
YEVOITO 1rai6wv KaUTOS oi\f31os 66:vo1s. 
Evpriµa 6' OUK oicr6' oiov TJVPTJKaS TOOE" 
TTavcrw ye cr' ovT' 0:TTatOa Kai 1rai6wv yovas 
O"TTEipai O"E 6T)O"W0 TOI0:0' 010a <j>apµaKa. 
TTO/\/\WV EKaTI TT)VOE 0"01 6o0vat x6:p1v, 
yvvat, 1rp66vµ6s Eiµ1, TTPWTa µev 6Ewv, 
ETTEITa 1rai6wv WV ETTayyei\i\T)t yov6:s· 
ES TOVTO yap OT) <j>po066s Eiµ1 m:xs Eyw. 
OVTW 6' EXEi µ01· crov µev Ei\6ovcrris xe6va, 
TTEtpacroµai crov 1rpo~EVEiv 6iKatOS WV. 
[Tocr6v6E µEVTOI 0"01 1rpocrriµaivw, yvvm· 
EK TT)O"OE µev yfis OU cr' o:yEtv f3ovi\iicroµa1.] 
EK Tficr6E 6' auTr, yfis a1rai\i\6:crcrov 1r66a· 
aUTT) 6' EO:VTTEp eis eµovs ei\6ri1s 66µovs, 
µEvEiS o:crvi\os Kou crE µr, µE6w T1v1· 
avaiTIOS yap Kai ~EVOIS EIVat 6ei\w. 
EO"Tat Tao'· ai\i\a TTicrTIS ei YEVOITO µ01 
TOVTWV, exo1µ' av TTO:VTa 1rpos cre6Ev Kai\ws. 
µwv OU TTETTOt6as; T1 Ti crot TO 6vcrxepes; 
TTETTOt6a· TTEi\iov 6' EX6p6s EcrTi µ01 66µos 
Kpewv TE. TOVTOIS 6' opKio1cr1 µev svyEis 
o:yovcr1v OU µE6Ei' o:v EK yaias eµe· 
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Mri. 

A1. 

Mri. 

A1. 

Xo. 

MH~EIA 

i\6yo1s OE crvµl3as Kai 0Ec7:>v 6:vwµoTOS 
q>IAOS yevo1' CXV K0'.1TIKT]pVKEVµacr1v 
TCXX O'.V 1rieo10· Taµa µev yap 6:cr0Evfj, 
TOIS 6' oi\l3os EO'Ti Kai 86µos TVpavvtKOS, 
1roi\i\17v EOEt~as ev i\6yo1s 1rpoµri61av· 
ai\X, Ei OOKEI 0'01, 6pav Ta6' OUK a<j>1crTaµa1. 
eµo1 TE yap Ta6' EO'Tiv acrq>ai\EO'TEpa, 
O'Kf\\f'IV Ttv' ex0pois crois exovTa OEIKVVVat, 
TO cr6v T' &papE µai\i\ov. E~T]yov 0rnvs. 
oµvv 1TEOOV rfis 1TOTEpa 0' 0 Hi\1ov 1TOTpos 
TOVµov 0Ec7:>V TE O'VVTt0Eis 0'.1TOV yevos. 
TI xpf\µa 6pacrEIV ii TI µ17 6pacrE1v; i\eyE. 
µTjT' aVTOS EK yfis crfis eµ' EKl3ai\Eiv 1TOTE, 
µiiT' ai\i\os ~v TIS TWV eµwv ex0pc7:>v ayEIV 
XPTJl~fll µE0TjcrEtv ~c:7:,v EKovcr1c.:>1 Tp61rw1. 
oµvvµ1 r aiav <j>c7:>s TE i\aµ1rpov 'Hi\1ov 
0Eovs TE 1TO'.VTOS eµµEVEIV a O'OV Ki\vw. 
apKEI' TI 6' opKCA:>l TWIOE µ17 'µµevc.:,v 1r6601s; 

O'. TOIO'l OVO'O'El30VO'l y1yvETat l3poTWV, 
xaipwv 1TOpEvov· 1TCXVTa yap Kai\c7:>s EXEi. 
Kayw 1r6i\1v cr17v ws TCXXIO'T' 6:cpi~oµm, 
1Tpa~acr' O'. µEi\Ac.:> KOi TVXOVcr' O'. l3ovi\oµa1. 
ai\i\6 cr' 6 Maias 1roµ1raios &va~ 
1rEi\acrE1E 66µ01s wv T' e1r1vo1av 
0'1TEVOEIS KOTEXCA:>V 1rpa~E1as, ETIEi 
yEvvaios avrip, 

AiyEv, 1Tap' eµoi OEOOKT]O'Ol. 

MT]. w ZEv Ll!Kfl TE Zrivos 'Hi\1ov TE <j>ws, 
VVV Kai\i\lVIKOI TWV EµWV ex0pc7:>v, <j>1i\at, 
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yEvricr6µecr0a KO:S ooov f3Ef3riKaµEv, 
V\JV EATIIS EX0povs TOVS Eµovs TEiCYEIV oiKriv, 
OVTOS yap 6:v~p ~I µ6:AtCYT' EKO:µvoµEv 
Alµ~v TIEq>aVTal TWV Eµwv f30VAEVµO:TWV' 
EK Tovo' 6:vmp6µecr0a 1rpvµvriTT1V KO:AWV, 
µoAoVTES o:crTv Kai 1r6A1crµa TlaAAo:oos. 
fiori OE TIO:VTa To:µ6: CYOI f3oVAEVµaTa 
Ae~w· oexov OE µ~ 1rpos ~oov~v t..6yovs. 
1reµ41acr' Eµwv Ttv' oiKETWV '16:crova 

ES 0411v EA0Eiv T~v Eµ~v aiTricroµm. 
µoAOVTI o' aUTWI µaA0aKOVS AE~W Aoyovs, 
ws Kai OOKEi µ01 TaUTO: Kai KaAws yaµEi 
y6:µovs TVp6:vvwv ovs 1rpooovs ~µas EXEi, 
Kai ~uµcpop' El Vat Kai KaAws Eyvwcrµeva. 
Tiaioas OE µEivm TOVS Eµovs aiTricroµm, 
ovx ws AITIOUCY' CXV TIOAEµias ETTi xeovos 
[Ex0pofo1 Tiaioas TOVS Eµovs Ka0v[3picrm], 
o:AA' ws 06Ao1cr1 1raioa f3acr1Aews KT6:vw. 

1reµ41w yap aUTOVS owp' EXOVTas EV XEpoiv, 
[vvµcpri1 cpepoVTas, TfJVOE µ~ q>EVYEIV x06va,] 
AETITOV TE TIETIAOV Kai TIAOKOV xpvcrriAaTov· 
Ko:VTIEP Aaf3o0cra Kocrµov o:µcp16f\1 xpoi, 
KaKws 6t-EiTm 1ras e· as av eiyri1 Kopris· 
TOtofoOE xpicrw q>apµO:KOIS OwpriµaTa. 
EVTa00a µEVTOI Tovo' O:TiaAAO:CYCYW Aoyov. 
w1µw~a o' oiov epyov ECYT' Epya<YTEOV 
TOUVTEU0Ev ~µiv· TEKVa yap KaTaKTEVW 
Texµ'· OVTIS ECYTIV OCYTIS E~atpricrETat' 
Ooµov TE TIO:VTa CYVYXEaCY' '(o:CYOVOS 
e~E1µ1 yaias, q>tATo:Twv 1raiowv cp6vov 
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MT). 

Xo. 
MT). 
Xo. 
MT). 

Xo. 

MH~EIA 

<j>evyovcra Kai TAacr' epyov O'.VOO'IWTaTOV. 
OU yap yel\acrem TAT)TOV E~ exepwv, <j>il\m. 
[iTw· TI µ01 l,;fjv Kep6os; OUTE µ01 TTaTpis 
ouT' oTKos EcrTIV ouT' 6:1rocrTpo<j>ii KaKwv.] 
iiµapTavov To6' TJVIK' E~EAlµTTavov 
66µovs 1TaTpw1ovs, 6:v6pos SEAAT)VOS l\6yo1s 
1TElcr6efo', os iiµiv crvv 6ew1 TEIO'EI OIKT)V. 
OUT' E~ eµov yap 1Tai6as 01.jJETai lTOTE 
l,;wVTas TO AOllTOV OUTE Tf\S veol,;vyov 
vvµ<j>T)S TEKVWO'EI 1Tai6', ETTEi KaKT]V KaKWS 
6aveiv cr<j>' avayKT) TOIS eµofo1 <j>apµa:KOIS. 
µT)OEIS µe <j>aVAT)V Kacr6evfj voµ1l,;hw 
µT)6' iicrvxaiav 6:l\l\a 6aTepov Tp61rov, 
j3apefov exepois Kai <j>IAOIO'IV euµevfj· 
TWV yap TOIOVTWV EUKAEEO'TaTOS j3ios. 
ElTEllTEp iiµiv Tov6' EKoivwcras l\oyov, 

cre 7' w<j>el\eiv 6el\ovcra Kai v6µ01s j3poTWV 
~vl\l\aµj36:vovcra 6pav cr' 6:1revve1rw Ta6e. 
OUK EO'TIV O.AAWS" croi OE crvyyvwµT) l\eye1v 
Ta:6' EO'TI, µii 1Tacrxovcrav, ws eyw, KaKWS. 
O'.AAO'. KTaVEIV crov cr1Tepµa TOAµT]O'EIS, yvvm; 
OVTW yap O'.V µa:AIO'Ta OT)X6EIT) 1Tocr1s. 
O'\J 6' O'.V YEVOIO y' a6AIWTO'.TT) YVVTJ. 
iTw· lTEplcrcroi lTO'.VTES O\JV µfowl ;>..6yo1. 
6:;>,.;>,.' Ela xwpe1 Kai Koµ1l,;' '16:crova· 
ES lTO'.VTa yap OT] croi TO'. lTIO'TO'. xpwµe6a. 
AE~T)IS OE µT)OEV TWV eµoi 6e6oyµevwv, 
efoep <j>poveis EU OEO'lTOTalS yvv17 7' e<j>vs. 

'Epex6ei6m TO TTaAmov ol\!3101 
Kai 6ewv 1Ta\OES µaKapwv, iepaS 
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xwpas 0:1TOp0T)TOV T' CX1TO, q>Epf36µevo1 
KAEtVoTaTav croq,iav, aiei 610: Aaµ1rpoTaTov 
f3aivovTES cxf3pws aieEpos, foea 1ro0' cxyvcxs 

EVVEa Tltepi6as Movcras AEyovcrt 
~aveav 'Apµoviav q>VTEVcrat· 

TOV Ka/\Atvaov T' ETTi KT]q>tcroO poais 
Tcxv Kv1rp1v KAT)tl;ovcr1v 6:q,vcrcraµfoav 

xwpas KOT01TVEVcrat µETptOVS CXVEµWV 
,i6v1rv6ovs avpas· aiei 6' emf3aAAoµfoav 
xaiTatO"IV EVW6T] po6EWV 1TAOKOV 6:v0EWV 

Text Ioq,im 1rapE6povs 1reµ1re1v NEpwTas, 
1TOVTOIOS apETCXS ~VVEpyovs. 

1TWS O\JV iepwv 1TOTaµwv 
rt 1r6A1s rt q,iAwv 
TIOµmµos O"E xwpa 
Tcxv 1rm60AETEtpav E~Et, 

TCXV ovx ocriav µET' a/\Awv; 
crKE'flOI TEKEWV TIAayav, 
crKElflat q,6vov o Tov ai PTl 1. 

µT\, 1TpOS yoVO:TWV O"E 1TO:VTat 
TiaVTWS iKETEvoµev, 

TEKVa q,ovevcrT)tS. 

1r60ev epacros t rt q,pevos rt 
xe1pi TEKVWV crE0Evt 
Kap6ia1 TE AT)lflT]I 
6EtVCXV 1rpocrayovcra TO/\µav; 

1TWS 6' oµµaTa 1rpocrf3aAovcra 
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la. 

Mri. 

MH~EIA 

TEKvo1s o:6aKpvv µoipav 
crxiicrE1S cp6vov; ou 6vv6:crrp 
1rai6wv iKETO:V TilTVOVTWV 
TEy~m xepa cpo1viav 

TAO:µov1 6vµw1. 

T]KW KEAEVcr6Eis· Kai yap ovcra 6vcrµEVT]S 
OU TO'.V aµo:pTOlS TOVOE y', a_'),,.;\' O.KOVO"Oµm. 
Ti xpiiµa !30VATjl Ka\VOV E~ eµov, yvvm; 
'lo:crov, aiTouµai crE TWV Eipriµevwv 
crvyyvwµov' Eivm· TO:S 6' eµo:s opyo:s q>EpElV 
EiK6S cr', ETTEi vw1v 1r6;>..;>..' VTIEipyacrTm cpiAa. 
eyw 6' eµaUTT)l 610: ;>..6ywv aq>lKOµTjv 
Ko:A0166pricra· LXETAia, Ti µaivoµm 
Kai 6vcrµEvaivw Toicr1 !3ovAEvovcr1v Ev, 
exepo: OE yaias Ko1p6:vo1s Ka6icrTaµm 
1TOO"El e·, os ,iµiv 6po:1 TO: crvµcpopwTaTa, 
yiiµas Tvpavvov Kai Kacr1yVT]TOVS TEKVOlS 
eµois q>VTEUc.vv; OUK a1TaAAaxericroµm 
6vµov; Ti ,ro:crxw, 6Ewv 1rop1~0VTC.VV KaAws; 
OUK Eicri µev µ01 1Tai6ES, oi6a OE xe6va 
q>EvyoVTas ,iµo:s Kai crTiavi~oVTaS cpiAc.vv; 
TavT' EVVOTj6Eicr' ,i1cr66µriv a!3ovAiav 
1TOAAT]V exovcra Kai µO:TTJV 6vµovµev11. 
vvv ovv ETimvw crwcppovEiv TE µ01 6oKEIS 
KT)OOS T66' ,iµiv 1rpocrAa!3wv, eyw 6' o:cppwv, 
ri1 xpiiv µETEIVa\ TWVOE TWV !3ovAEVµO:TWV 
Kai ~vµ1rEpaivE1v Kai ,rapecrTo:vm AEXEl 
vvµcpriv TE KTJOEvovcrav fi6ecr6a1 cre6Ev. 
6:;>..;>..' ecrµEV oi6v ecrµEv, OUK epw KaKOV, 
yvvaiKES' OVKOVV XPTl cr' 0µ01ovcr6a1 KaKois, 

141 

865 

880 

885 

890 

862 ci,ovov p: ci,ovov p 864 xepa 4>01viav Triclinius: xeipa ci,oviav fere 
o 867 ov Tav Porson: ovK av o 882 evvoT)8eici p: ewoticracr' p 887 
~vµmpaive1v p: ~vyyaµeiv 001 p 890 XPTl p: xpfiv p 
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Xo. 

la. 

EYPITlll!.OY 

ov6' CXVTITEIVEIV v~m· CXVTi vrpriwv. 
1rap1eµea0a Kai q,aµEV KaKWS q>poveiv 
TOT', ali..li..' aµEIVOV vvv l3el3ovli..euµm TCXOE. 
w TEKVa TEKVa, 6evpo, AEITTETE aTeyas, 
E~EA0ET', aa1raaaa0e Kai 1rpoaei1raTE 
TTaTepa µe0' r,µwv Kai 61ali..li..axefle· aµa 

TfiS 1rp6a0ev ex0pas ES q,ili..ovs µflTpos µha· 
O"TTOVOai yap r,µiv Kai µE0EaTflKEV XOAOS, 
li..a[3ea0E xe1pos OE~IOS oiµo1, KaKWV 
WS EVVOOUµm 0~ TI TWV KEKpuµµEVWV. 
o:p', w TEKV', OVTW Kai TTOAVV c';wvTES xp6vov 
q>IAflV ope~ET· WAEVflV; TCXAmv' EYW, 
ws apT!OaKpvs eiµ1 Kai q,6[3ov TTAEa. 

xp6vw1 OE VEiKOS TTaTpos E~mpovµEVfl 
01.fJIV TEpE1vav T~v6' ETTAflO"a OaKpvwv. 
Kaµoi KaT' oaawv xli..wpov wpµ~0fl OCXKpv· 
Kai µr, 1rpol3aifl µeic';ov TJ TO vvv KaK6v. 
aivw, yuva1, Ta6', ov6' EKEiva µeµq,oµm· 

EiKOS yap 6pyo:s 0fili..v TTOIEia0m yevos 
yaµous TTapEµTTOAWVTOS CXAAOIOVS t TTOO"EI t. 
ali..li..' ES TO AWIOV aov µe0EaTflKEV KEap, 
eyvws OE TflV VIKWaav, CXAAO: TWI xp6vw1, 
[3ovli..~v· yvvmKOS epya TaVTa awq,povos. 
uµiv OE, TTaioes, OUK aq,povTiaTWS TTaTflP 
TTOAAflV E0flKE avv 0eois O"WTflpiav· 
01µa1 yap uµo:s Tfia6E yfis Kop1v0ias 
TO: TTpwT' foeaem avv Kaa1yv~TOIS ETI. 
ali..li..' av~avea0e· TCXAAa 6' E~Epyac';ETal 
TTaT~P TE Kai 0ewv oaT1s EaTiv euµev~s· 
i601µ1 6' uµo:s EUTpaq>eis fil3TlS TEAOS 
µoAOVTaS, EX0pwv TWV Eµwv VTTEpTepovs. 

goo 

905 

910 

894 6evpo Elmslcy: 6evTe o 910 yo:µovs ... o:AAoiovs p: yaµov ..• o:AAoiov 
p rr6cre1 o: eµov histrioncs sccundum L: 66µ01s Digglc 915 crw
TT)piav p: rrpoµT)6iav p 



Mri. 
la. 
Mri. 

la. 
Mri. 

la. 

MHt.EIA 

aUTT), Ti XAc.:>pois OaKpuo1s TEYYEIS Kopas, 
aTpE41aaa AEVKT)V EµTiaA1v 1rapriioa, 
KOVK aaµEVTJ Tova' E~ Eµov OEXTJI Aoyov; 
OVOEV. TEKVWV Twvo' EVVOOVµEVTJ TIEPI. 

8apae1 vvv· EU yap Twvo' EYW 811aw TIEp!. 
opaaw Tao'· OVTOI aois CXTIIO"TT)O"W Aoyo1s· 
yvvT) OE 8fiAv KaTii OaKpvo1s E<pV. 
Ti ofiTa Aiav Tofoo' ETIIO"TEVEIS TEKv01s; 

ETIKTOV aVTOVS' l;fiv 6' cd E~TJVXOV TEKVa, 
eafiA8E µ' OIKTOS Ei YEVT)O"ETal TCXOE. 
a.AA' WVTIEp OVVEK1 Eis eµovs T)KEIS Aoyovs, 
Ta µEV AEAEKTal, TWV 6' eyw µvria811aoµa1· 
ETIEi TVpavvo1s yfis µ' Cf.TIOO"TEl/\a! OOKEI 
(Kaµoi TCX01 EO"Ti AWIO"Ta, y1yvwaKW KaAWS, 

µT)T1 eµTIOOWV 0"01 µT)TE Ko1pavo1s xeovos 
vaie1v· OOKW yap ovaµEVT)S E!Va! 60µ01s) 

r,µEIS µEv EK yfis Tfiao' a1raipoµev q,vyfi1, 
TialOES 6' OTIWS av EKTpa<pWO"I afi1 XEPi 
ahov KpfoVTa TT)VOE µT) q,evye1v xeova. 
OUK oio' av ei TIEIO"aIµI, TIElpaaem OE XP'll· 
O"V 6' aAAa O"'T)V KEAEVO"OV CXVTE0"8aI TiaTpos 
yvvaiKa Tiaioas TT)VOE µT) <pEVYEIV xeova. 
µaAIO"Ta' Kai TIEIO"EIV YE oo~al;w aq,' EYW, 
ei1rep yvva1Kwv eaT1 Twv aAAwv µia. 

O"VAAT)lflOµm OE TOVOE 0"01 Kayw TIOVOV" 
1TEµ41w yap avTfil owp' a KaAAIO"TEVETal 
TWV vvv ev avepwTIOIO"IV, oio' EYW, TIOAV 
[AmTOV TE TIETIAov Kai TIAOKOV xpva11AaTov] 
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93° 

935 

945 

naioas q,epoVTas. aAA
1 

OO"OV Taxos XPEWV 950 

Koaµov KOµtl';Elv OEVpo 1rpoaTIOAWV TIVCX. 

926 TWV6' eyw 811crw p: TWV6E 811croµa1 p: Twv6e VVV 811croµai p 929 31 
post 925 transp. Ladewig 929 6i;Ta Aiav p: 6~ TCXAa1va p 930 E~TJVXOV 
Scaliger: -xovv O 938 CXTTaipoµev o: cmapovµev Elmsley 942 aVTecr8a1 
Weidner: aiTeicr8a1 o 945 lasoni continuant p: l\lcdeae trib. p 949 
del. Bothe 
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EV6atµOVT]O"EI 6' ovx EV a/1./1.a µvpia, 
av6pos T' aptcrTOV O"OV TVXOVcr' oµEVVETOV 
KEKTT"]µEVTJ TE Kocrµov ov no0' ffHA1os 

1TaTpos 1TOTTJP 6i6wcrtv EKYOVOIO"IV ois. 955 

Aal;vcr0E q>Epvas Tacr6E, nai6ES, ES xepas 
KOi Tfil TVpaVVWI µaKaptat VVµq>Tll 60TE 
<j>EpOVTES" OVTOI 6wpa µEµTITa 6E~ETat. 

la. TI 6', w µaTaia, TWV6E cras KEvois XEpas; 
6oKEiS crnavil;E1v 6wµa !3acr1/\E1ov TIETI/\wv, 960 

60KEiS 6e xpvcrov; crwll;E, µT] 6i6ov TCX6E. 
EinEp yap ,;µ&s a~toi /\oyov TIVOS 
yvvii, npo0iicrEI XPTJµCXTWV, crcx<j>' oT6' eyw. 

M11. µT] µ01 crv· 1TEl0EIV 6wpa Kai 0EOVS /\oyos· 

XPVO-OS 6e KpElO"O"WV µvptWV /\Oywv !3p0Tois. 965 

KEIV'TlS 6 6aiµwv, KEiva vvv av~EI 0EOS, 
vea TVpavvEi- TWV 6' eµwv nai6wv <j>vyas 
l.jlVXfiS CXV a/\/\a~aiµE0', OU xpvcrov µ6vov. 
al\/\', w TEKV', EicrEMOVTE 1T/\Ovcriovs 66µovs 
1TaTpos veav yvvaiKa, 6rn1TOTIV 6' eµriv, 97° 
iKETEVET', E~atTEicr0E µT] q>EVYEIV xe6va, 
Kocrµov 616ovTES" TOV6E yap µa/\lcrTa 6Ei, 
ES XEip' EKEIV'TlV 6wpa 6E~acr0at TCX6E. 

ie' ws TCXXIO"TO" µTlTPI 6' WV ep&t TVXEiv 
evayyE/\01 YEVOlcr0E npa~aVTES KO/\WS. 975 

Xo. vvv eAni6es ovKETI µ01 nai6wv l;6as, [<np. 976 

OVKETI" O"TEIXOVcrl yap ES <j>ovov fi611. 
6E~ETOI vvµ<j>a XPVO"Eu)V ava6ecrµav 
6e~ETOI 6vcrTavos CXTav· 
~avefo 6' aµ<j>i KOµat 0T]O"EI TOV ffA16a 980-81 

KOcrµov avTa xepoiv. 

963 eyw p: OTI p 970 6' Elmsley: T' 0 976 ~6as Porson: ~was O 978 
cxva6ecrµav Elmsley: cxva6ecrµwv o 982 xepoiv Nauck: xepoiv ;>..al3ovo-a o 



MH.1EIA 

TIEicrEI xap1s aµl3p6cr16s T' avya TTETTAOV 
xpvcr6TEVKT6v (TE) crTecpavov 1TEp10fo0m · 

VEpTEpO!S 6' T)6T) TTCXpa VVµq>OKOµT)O-El. 
Toiov Eis epKOS TTEcrE1Ta1 
Kai µoipav 0avaTOV 6VcrTaVOS" CXTaV 6' 

ovx VTTEKq>EV~ETaJ. 

crv 6', w TCXAav w KaK6vvµcpE KT)6Eµwv 
TVpCXVVWV, 

TTmcriv OV KaTEJ6WS 
OAE0pov l310Tco ,rpocrayE1s a?-.6xw1 

TE 0-0:1 0-TVyEpOV 0avaTOV. 
6vcrTaVE, µoipas OcrOV ,rapoiXT)l. 

µETacrTevoµa1 6e crov a?-.yos, w TCXAaJVa 
nai6wv 

µa:TEp, a q>OVEVO-EIS 
TEKva vvµcp16iwv EVEKEV AEXEWv, 

a cro1 npo?-.mwv av6µws 
a?-.?-.m ~vvo1KE1 n6cr1s crvvEvvw1. 

TTa. 6EcrTTOIV', aq>EIVTal 1Ta16ES oi6E 0-01 q>vyf\S, 
Kai 6wpa vvµq>T) l3acr1?-.is acrµEVT) XEpoiv 
e6e~aT'· EipT)VT) 6e TCXKEieEv TEKVOIS. 
fo. 
Ti crvyxv0Efo' EcrTT)Kas T)ViK' EVTvxeis; 
[Ti cr~v ETpE41as eµTTaAJV napT)i6a 
KOVK acrµEVT) T6v6' E~ eµoO 6EXf11 ?-.6yov;] 

MT). aiai. 

145 

[cxVT. 

985 

987-8 

989 

[cnp. 990-1 

995 

[cxVT. 996-7 

1000 

1005 

983 1TE1TAOV Elmsley: 1TE1TAc.:>v p: ,re,rAou p 984 xpuooT- pI: xpuoeoT- p 
TE add. Reiske 989 VlTEKcpev~eTal p: vmpcp- fere p 993 OAe6pov p: 
6Ae6p1ov p l310Tcx1 p: !310Tcxv fere p 1005 ea paedagogo continuat p 
(coni. Kirchhoff): Med. trib. p 1006-7 del. Valckenaer 
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TTa. To:6' ou ~uvw160: Toicr1v E~TlYYEAµEvo1s. 
Mri. aiai µ6:i\' av01s. na. µwv TIV0 ayyEi\i\wv TVXTJV 

OUK oi6a, 66~T)S 6' em1>6:i\riv EvayyEi\ou; IOIO 

Mri. f'iyyE1i\as oi' 1iyyE1i\as· ov crE µEµq>oµa1. 
na. TI 6al KOTT)q>EiS oµµa Kai 6aKpvppoEis; 
MT). 1TOAAT) µ' avo:yKT], 1Tpfol3v· TaUTa yap ecol 

Kayw KOKWS q>povoucr' EµT)XOVT)O'O:µT)V, 
na. 06:pcrEI' KO:TEI TOI Kai crv 1Tpos TEKVWV ETI. 1015 

Mri. &i\i\ous KOTO:~W 1Tp6cr6Ev ti TO:Aalv' Eyw. 
na. OVTOI µ6vri crv crwv CX1TE~VYTJS TEKVWV' 

Kovq>ws q>EpE1v XPTl 6VT)Tov ovTa crvµq>op6:s. 
Mri. 6p6:crw To:6'· ai\i\o: f3aivE 6wµo:TWV fow 

Kai 1Ta1crl ,,-6pcruv' ofo XPTl KaO' f)µEpav. 1o·io 

w TEKva TEKva, crq>w1v µEv EOTI 6ti ,,-6i\1s 
Kai 6wµ', EV WI Al1TOVTES a6i\tav eµE 
oiKT)crET' aiEi µT)Tpos EO'TEpT)µEVOI' 
EYW 6' ES &i\i\T)v yaiav E1µ1 6ti q>vy6:s, 
1Tplv crq>WIV 6v6:cr0ai KCX1T16Eiv Eu6aiµovas, 
1Tplv i\ovTpo: Kai yuvaiKa Kai yaµrii\ious 
EVVO:S ayf\i\a1 i\aµ1To:6as T0 avacrxEOEiv. 
w 6ucrTo:i\a1va Tf\S Eµf\s au0a6ias. 
&i\i\ws &p' uµo:s, w TEKv', E~EOpEl.l)O:µT)V I 

&i\i\ws 6' EµoxOouv KOi KOTE~o:VOT)V 1TOVOIS, 
crTEppo:s EVEYKOucr' EV TOKOIS ai\yT)66vas. 
~ µriv 1ToO' ti 6vcrTT)VOS Eixov EA1Tt6as 
1Toi\i\o:s EV uµiv, yT)pof3ocrKT)O'EIV T' eµe 
Kai KaTOavoucrav XEpcrlv EU 1TEp1crTEi\Eiv, 
~T)AWTOV av6pW1TOIO'I' vuv 6' oi\wi\E 6ti 
yi\vKEia q>povTis. crq>w IV yap EO'TEpT)µEVT) 
i\u,,-pov 616:~w pioTOV ai\yE1v6v T' CXEI. 
uµEis 6e µT)TEp' OVKET0 oµµacrlv q>ii\01s 
Ol.l)Ecr6', ES a.i\i\o crxf\µ' CX1TOO'TO:VTES piou. 

""5 KCXTEI Pnrson: KpaTEiS o 
F. W. Schmiclt: eµoi o 

10:30 

111:n 6d 



Mlti'\flA 

<f>EV <f>EV' TI TTpoa6EpKEa0E µ' oµµaaiv, TEKVa; 
Ti 1rpoayEAOTE TOV TTOVVOTOTOV yli\wv; 

aiai· TI 6p6aw; Kap6ta yap oixETOI, 
yvvaiKES, oµµa 4>a16p6v ws ET6ov TEKvwv. 
OUK av 6vvaiµT')V' xa1phw f3ovAEVµOTO 
Ta TTp6a0EV' a~w 1rai6as EK yo/as i:µovs. 
TI 6ei µE TTOTEpa Twv6e Tois TOVTWV KOKois 
AVTTOVOOV OVTT]V 6is TOOO KTaa0a1 KOKO; 
OU 6fjT' eywyE· xa1phw f3ovAEVµOTO. 
KOITOI TI TTaaxw; f3ovi\oµa1 yEAWT0 64>i\Eiv 
EX0povs µE0Eiaa TOVS i:µovs CX~T')µtovs; 
ToAµT')Teov Ta6'· ai\i\a Tns EJJns KOKT')s, 
TO Kai TTpoafo8a1 µai\0aKovs i\6yovs cppEv/. 
xwpEiTE, TTai6es, ES 66µovs. OTWI 6e µri 
8i\µ1s 1rapEiva1 Tois Eµoia1 0vµaaiv, 
OVTWI µEATJOEI' xEipa 6' ov 61acp8Epw. .... a a. 
µT] 6fjTa, 0vµE, µT] au y' i'.pyaaT')I T06E· 
foaov avTovs, w TOAav, <!>Eiaa1 TEKvwv· 
EKEi µE0' tiµwv ~WVTES Evcppavovai OE. 
µex TOVS TTap' "A16T')I VEpTEpovs 6.i\aaTopas, 

1 ·17 

I "·I" 

If ''1 ', 

111:,5 

OVTOI TTOT0 EOTOI ToO0' OTTWS cx0pois lyw 10(,11 

TTOi6as TTaptiaw TOVS eµovs Ka0vf3piaa1. 
[TTOVTWS a<j>' 6.vayKT') KOT0avEiv· emi 6£ XPTJ, 
tiµEis KTEVOVJJEV ofoep E~E<J,uaapEv. j 

TTOVTWS 1renpaKTOI TOVTO KOVK EK<f'(V~ETOI' 
Kai 6ri 'TTi KpaTi OTE<f>avos, EV TTETTAOIOI 6e wli:, 

vvµ<f>T') Tvpovvos OAAVTOI, aacp' oT6' eyw. 
6.i\i\', EIIJI yap 6ri TAT')POVEaTClTT')V 666v 

''''1'i ,i,01Z.p6v p; 1tpTTv6v p 111,J,J xoipnvJ p: lpphw p ro;1'.l upoolo001 
lladli,1111 (1 r L): TTpofoOa1 (I <1>rrvr p. <l>PEV6~ p ,w,,1 OvµClrJIV p: liwµa-
OIV p 1,,:-,r,;1 a a ,,111. fl 10;/• 1111 drl. llrr~k, H.rrvr; 1or,1, 1,,i dd. 
Kovar 1 ''':i'• llf] ov y' p µfj 110-r' p 1oln 1,:1 11111. II, ,1,.1, l'ir·r-
1011 rof,,1 1rlnp<.1K101 p, II i11 li11ra: nlTTp1,>1a1 p: UlioK101 n K.I. 1rdi:, 
ral r..ri o: (ir..11 II N.I. 
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Xo. 

EYPITTl~OY 

Kai Toucr6e m\µ41w TA.T)µOVEcrTEpav h1, 
1rai6as 1rpocremeiv l3oul\oµa1 · 66T', w TEKva, 
6oT' 0:0"1TO:cracr6a1 µT]Tpi 6E~IO:V xepa. 1070 

w <j>IATO:TT] xeip, <j>iATOTOV 6e µ01 O"TOµa 
Kai crxfiµa Kai 1rp6crw1rov euyeves TEKVWV. 
eu6a1µovoiTov, O:A.A.' EKEi· TO: 6' ev66:6e 
1TOTT)P 6:<j>ei;\.ET'· w yAvKeia 1rpocrl30Afl, 
w µaA.6aKOS XPWS 1TVEuµ6: e· 1761crTOV TEKVWV. w75 

xwpeiTe xwpeiT'· OVKET' eiµi 1rpocrl3A.E1TEIV 
Ola TE 1TpOS O"<j>O:S, O:A.A.O: VIKWµal KaKois. 
Kai µav66:vw µev oia 6pav µEA.AW KOKO:, 
6uµos 6e KpeicrcrWV TWV EµWV j30UA.EUµO:TWV, 
ocr1rep µeyicrTwv ah1os KaKwv l3p0Tois. w8o 

1TOA.AO:KIS ,i6ri 610: AE1TTOTepwv 
µu6wv eµoA.OV Kai ,rpos a:µiAAas 

riMov µeil:ovs fi XPTl yeveav 
6fi;\.uv epeuvav· 
O:A.A.O: yap EO"TIV µoucra Kai f)µiv, 
ii 1rpocroµ1;\.ei cro<j>ias EVEKEV, 
1TO:O"al0"1 µev OU, ,raupov 6e yevos 
(<µiav) EV 1TOA.A.ais eupo1s av icrws) 

ovK 6:1r6µoucrov TO yuvmKwv. 

Kai <j>T]µI j3poTWV oh1ves eicr1v 
1r6:µ1rav a1re1po1 µri6' e<j>uTeucrav 
1Tai6as 1rpo<j>epe1v eis EUTuxiav 
TWV ye1vaµevwv. 
oi µev O:TEKVOI, 61' cme1pocrUVT)V 
eie' f)6V j3poTOiS EiT' O:Viapov 
1Tai6es TEA.e6oucr' ouxi TVXOVTES, 

1TOA.A.WV µ6xewv 0:1TEXOVTal' 

w90 

w95 

1071 cn6µcx p: KO:pcx p !077 TE TTpos crcpcxs Page: TE ,rpos vµcxs fcre p: T' ES 
vµcxs p 1078 6pcxv µEAAc..> p, teslimonia: TOAµl)Oc..> p w87 yevos Rciskc: 
61) yevos p: TI yevos p: TI 61) yevos n (coni. Schocmann) 1088 µicxv add. 
Elmslcy w89 ovK n (coni. Reiske): KOVK o 



MHl1EIA 

oicri 6e TEKVWV EcrTIV EV oiKOIS 
yr-.vKEpov l3r-.a:crT1w', Ecropw µEAETTll 
KaTaTpvxoµevovs TOV O:TTaVTa xp6vov, 
TTPWTOV µev C>TTWS 0pE4'0Vcrl Kar-.ws 
l3ioT6v e· 6n60ev r-.Ei4'ovcr1 TEKvo1s· 
ETI 6' EK TOVTWV eh' ETTi cpr-.avpo1s 
eh' Eni XPTlcrTois 

µoxeovcr1, T66' EcrTiv a:6rir-.ov. 
EV 6e TO TTO:VTWV r-.oiae1ov fi6ri 
TTO:cr!V KaTEpw evriToicri KaK6v· 
Kai 6,i yap O:AIS l3ioT6v e· rivpov 
crwµa: T' ES fil3riv fir-.vee TEKVWV 
XPTlO-TOI T' EYEVOVT'· ei 6e Kvpricra1 
6aiµwv ovTw, cppov6os ES ·A16ov 
86:vaTOS npocpepwv crwµaTa TEKVWV. 
TTWS O\JV AUEi npos TOIS O:AAOIS 
TT]v6' ETI r-.vnriv a:v1ap0Ta:TT1V 
nai6wv EVEKEV 

0VTlTOlcrl eeovs E1T1l30:AAEIV; 

Mri. cpir-.m, TTO:AOI TOI npocrµevovcra TT]V Tuxriv 
Kapa60KW TO:KEi0Ev oi npol3iicrETa1. 
Kai 6,i 6e6opKa Tov6e Twv '16:crovos 
0-TEIXOVT' C>TTa6wv· TTVEUµa 6' TjpE01crµEVOV 
6eiKvvcr1v ws TI Kmvov a:yyer-.ei KaK6v. 

ArrEAor 

[w 6e1v6v epyov napav6µws eipyacrµevri,] 
Mri6e1a, cpevye cpevye, µT]TE vaiav 

AITTOiicr' O:TTT]VTlV µT]T' oxov TTE6ocrT1l311. 

149 

1100 

1103 

1103a 

1105 

1110 

I 115 

1120 

1103 • Aavpo1s p: q>avAOIS pil I 106 KOKOV p: KOKWV p 1107 pioTOV e· 
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Mri. 
Ay. 

Ay. 

Ay. 

EYPITTll:IOY 

Ti 6' o:~16v µ01 Tfjcr6e Tvyxave1 <j>vyfjs; 
OAWAEV T] Tvpavvos o:pTiws KOpT] 
Kpewv 0' 6 <j>vcras <j>apµaKWV TWV cr&v VTIO. 
KaAAIOTOV EITIOS µv0ov, EV 6' euepyhais 

TO AOITIOV fi6ri Kai <j>IAOIS eµois EOT]I. 
TI <1>ii1s; <j>poveis µev 6p0o: KOU µaivri1, yvval, 
T7TIS, Tvpavvwv ecrTiav T]IK!crµevri, 
xaipe1s KAvovcra KOU <j>o~fjl TO: TO!a6e; 
EXW TI KO:YW TO!crl OOIS EVOVTIOV 
Aoyo1cr1v eineiv· O:AAO: µri crnepxov, q>IAOS, 
AE~OV 6e· TIWS WAOVTo; 6ls TOcrov yap av 
TEp'-j)Ela<; iiµas, ei TE6vacr1 nayKaKW<;. 
enel TEKvwv cr&v ~A0E 6inTvxos yovri 
crvv TiaTpl Kai napfjA0E vvµ<j>IKOVS 66µovs, 
17cr6riµev oinep crois EKaµvoµev KaKois 
6µ&es· 61' WTWV 6' eu0vs ~v TIOAVS Aoyos 
cre Kai TIOOIV crov VEIKOS EOTIE!cr0ai TO npiv. 
KVVEI 6' O µev TIS XEip', O 6e ~av0ov Kapa 
nai6wv· eyw 6e KaUTOS ii6ovfjs VTIO 
crTeyas yvvaiKWV crvv TEKVOIS &µ' Ecrn6µriv. 
6fono1va 6' 17v vvv o:vTl crov 0avµal;oµev, 
npl v µev TEKvwv cr&v eicr16eiv ~vvwpi6a, 
np60vµov e1x' 6cp0a;\µov eis 'lacrova· 
ETIE!Ta µEVTOI npovKaAV'-jlaT' oµµaTa 
AEVKT]V T' O:TIEcrTpE'-jl' EµTiaAIV naprii6a, 
nai6wv µvcrax0efo' eicr66ovs· TIOOIS 6e cros 
opyas T' 6:q,ii1pe1 Kai xoAov veav18os, 
Aeywv Ta6'· Ou µ11 6vcrµevris EOT]I cpiAOIS, 
TIOVOT]I 6e 0vµov Kai TiaAIV crTpE'-j)EIS Kapa, 
q>IAOVS voµil;ovcr' ovcrnep av TIOOIS cre0ev, 
6E~T]I 6e 6&pa KCXI napa!TT]OT]I TiaTpos 
<j>vyo:s 6:q,eivai TialOI Tofo6' eµiiv xap1v; 
ii 6', ws EcrEi6E Kocrµov, OUK T]VEOXETO, 

1125 

1130 

1135 

1145 

1150 

1130 fo·riav p: oiKiav p ~IKIO-µEVT} p: -µEVT}V p I 132 TOio-1 p: Tois ye p 
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Cl.AA.' ~1vecr' av6pi -rrcxv,a, Kai -rrpiv EK 66µeuv 
µaKpav O.irEIVa\ -rra,epa Kal -rrai6as cre0ev 
Aaj3ovcra irEirAOVS irOIKiAovs ,;µ-rrecrxe.o, 
XPVO"OVV "TE 0efoa O""TEq>aVOV aµq>1 j3ocr,pvxo1s 1160 

Aaµ-rrp&1 Ka,6-rr,peu1 crxrwa,i~E"Ta\ Koµ11v, 
CX4'VXOV eiKw -rrpocryeA&cra crwµa,os. 
KCXirEl"T' avacr,cxcr' EK 0p6veuv 61epxe.a1 
cr,eyas, cxj3pov l3aivovcra -rraAAEVKCul -rro6i, 
6wpo1s v-rrepxaipovcra, irOAAa irOAACXKIS 1165 

,evov.' ES 6p0ov oµµacr\ O"KO-rrovµev11. 
,ovv0ev6e µev,01 6e1vov ~v 0eaµ' i6eiv· 
xpo1av yap O.AAcx~acra Aexpia irCXAIV 
xeupei ,peµovcra KWAa Kai µOAIS q,6cxve1 
6pOV0\0"\V EµirEO"OVO"a µ~ xaµai irEO"EIV. I !70 

Kai "TIS yepaia -rrpocr-rrOACuV, 66~acrcx -rrov 
i\ TTavos opyo:s ~ "T\VOS ee&v µoAeiv, 
O.VCuAOAV~E, -rrpiv y' opal 61a cr,6µa 
xeupovv.a AEVKOV aq,p6v, oµµcx,euv ,· cx-rro 
Kopas cr,peq,ovcrav, aiµcx ,· OUK EVOV xpoi· 1175 

eh' O:VTiµoA-rrov ~KEV OAOAvyi;s µeyav 
KCuKV"TOV. evevs 6' ~ µev ES -rra,pos 66µovs 
wpµ11crev, ~ 6e -rrpos "TOV ap,ieus -rr6cr1v, 
q>pcxcrovcravvµq,11scrvµq,opcxv·&-rracra6e 
cr,ey11 irVKVO\cr\V EK"TVirEI 6paµ~µacr1v. 1180 

~611 6' b.veMwv KWAOV EK-rrAe0pov 6p6µov 
,axvs l3a61cr,~s ,epµ6veuv CXV ~ir"TE"TO" 
~ 6' E~ avav6ov Kai µvcraVTOS oµµa,os 
6e1vov cr,eva~acr' ~ ,aAa1v' fiyeipe.o. 
6mAOVV yap av,i;1 -rri;µ' EirEO",pa,EVE"TO" 1185 

xpvcrovs µev aµq,i Kpa,i KEiµevos irAOKOS 
eavµacr,ov ie1 vcxµa -rraµq,ayov -rrvp6s, 
irEirAOI 6e AE-rr,oi, cr&v "TEKVCuV 6eup~µa,a, 

1181 cxveMwv Lenling: CXVEAKWV O EK7TAE8pov p: EK7TAE8pov p: EK7TAe8pov 
Reiske I 182 O'.V fl"TTTETO Musgrave: CXV8fl7TTETO O I 183 ii 6' o: c>T° n 
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AEVKT)V e6aTTTov cro:pKa TiiS 6vcr6aiµovos. 
<pEvyE1 6' o:vacrTo:cr' EK 0p6vwv TTvpovµevT), 
crEiovcra xah11v KpO:TO: T' aAAoT' aAAocrE, 
pil.j)m 0eAovcra O"TE<pavov· o:AA' o:papoTWS 
crvv6ecrµa xpvcros EIXE, TTVP 6', ETTEi KOµT)V 
ecrElcrE, µo:AAov 6is Tocrws EAo:µTTETo. 
TTiTVEI 6' ES ov6as crvµ<popo:1 VIKWµEVT), 
TTAT)v TWI TEKOVT1 Ko:pTa 6vcrµa0T)s i6Eiv· 

a1h' oµµo:TWV yap 6fit-.os ~v KaTO:O"Tacris 
a1h' EV<pVES TTpocrWTTOV, a1µa 6' E~ O.Kpov 
EcrTal;E KpaTOS crvµTTE<pvpµevov TTvpi, 
cro:pKES 6' o:TT' ocrTewv wcrTE TTEVK1vov 66:Kpv 
yv6:001s o:611Ao1s <papµo:Kwv O:TTEppEov, 
6EIVOV 0eaµa. TTO:O"I 6' ~V <poi3os 01yEiV 
VEKpov· TVXT)V yap EixoµEV 6166:crKaAov. 
TTaTflP 6' 6 TAT)µwv crvµ<popas 6:yvwcrim 
&cpvw TTapEA0Ci>V 6wµa TTpOcrTTITVEI VEKpWl. 
WlµW~E 6' Ev0vs Kai TTEpllTTV~as xepas 
KVVEi TTpOcraV6WV TOI0:6'· .,.Q 6VO"TT)VE TTai, 
TIS cr' w6' O:Tiµws 6mµ6vwv O:TTWAEcrEV; 
TIS TOV yepoVTa TVµl3ov op<pavov cre0Ev 
Ti011criv; oiµo1, crvv06:vo1µi cro1, TEKvov. 
ETTEi 6e ep11vwv Kai y6wv ETTavcraTo, 

xp111l;wv yEpmov E~avacrTficrm 6eµas 
TTpocrEiXE0' WO"TE KIO"O"OS epvEO"IV 66:<pVT)S 
AETTToicr1 TTETTA01s, 6E1va 6' ~v TTaAaicrµaTa· 
6 µev yap fi0EA' E~avacrTficrm y6vv, 
T) 6' 0:VTEAo:l;vT'· Ei 6e TTpos l3iav ayo1, 
crap KOS yEpmas EO"TTO:pacrcr' o:TT' ocrTEWV. 
XPOVC.UI 6' O:TTEcrTT) Kai µE0fix' 0 6vcrµopOS 
I.J)VXT)V' KaKOV yap OVKET' ~v VTTEpTEpos. 
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1195 

1200 

1205 

1210 

1215 

1201 yv6:801s Blaydes: fcrc yva8µois o 1205 irapeA8wv Nauck: irpooeA-
8wv O 1206 xepas p: 6eµas p 1218 CXTTEOTT] o: CXTTEOj,T] Scaligcr 
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MH~EIA 

KEiV'Tat 6e VEKpoi TTais 'TE KOi yepwv TTO'TT]p 
TTEAaS, t TT00ElVT) 6aKpuo1cr1 cruµq,op6:. t 
Kai µ01 'TO µev crov EKTTo6wv Ecr'TW Myov· 
yvwcr111 yap OU'TT] s11µias ETT1cr,poq>11v. 
'TO: ev11,cx 6' OU vvv TTPW'TOV ,iyoOµat O"KIO:V, 
ov6' 8:v ,pfoas EITTOlµl 'TOVS croq,ovs l3po,wv 
6oKouv,as eTvai Kai µep1µvri,cxs t-.6ywv 
'TOV'TOVS µeyicr,11v µwpiav oq>A lcrKO:VElV. 
ev11,wv yap ov6eis EO"'TIV ev6aiµwv 6:v11p· 
ot-.l3ov 6' emppvev,os ev,uxfo,epos 
O.AAOV yevod 8:v O.AAOS, ev6aiµwv 6' 8:v OU. 
fo1x' 6 6aiµwv TTOAACX ,f\16' EV ,iµepat 
KaKcx ~vv6:1r,e1v ev6iKWS '16:crovt. 
[w TAf\µov, ws crov cruµq,opcxs oiKTipoµev, 
Kop11 Kpfov.os, TlTlS eis "A16ov 66µous 
01x111 y6:µwv eKa'Tl Twv '16:crovos.] 
q>IAat, 6e6oK,al ,ovpyov ws TO:XlO"'TO: µ01 
TTai6as KTOVOUO"T)l ,f\cr6' 6:q,opµo:cr0at xeov6s, 
Kai µri crxot-.riv o:yovcrav eK6oOvai TEKva 
o:AAT)l q,oveucrat 6ucrµEVEcrTEpa1 xepi. 
TTO:V'TWS crq,' 6:vo:yKT) KaT0aveiv· ETTEi 6e XPTl, 
,iµEis KTEVovµev oiTTep E~Eq>vcraµev. 
o:AA' eT' OTTAlsov, Kap6ia· 'TI µeAAoµev 
TO: 6ElVCX Ko:vayKaia µT) <ou) TTpO:crO"ElV KOKO:; 
o:y', w ,6:Aatva xeip eµ11, t-.al3e ~iq,os, 
Ao:l3', EpTTE TTpOS l3at-.l3i6a AVTTT)pcxv l31ou, 
Kai µri KaK1cr0f\1s µ116' 6:vaµv11cr0f\1s ,eKvwv, 
ws q>iATa0', ws ETIKTES, o:AAcx TT]V6E ye 
Aa0ov l3paxeiav ,iµepav TTai6wv cre0ev 
KO:TTEl'Ta 0pT]VEI' Kai yap Ei K'TEVEiS crq>', oµws 
q>IAOI y' eq,vcrav· 6vcr,vxris 6' eyw yvv11. 
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Xo. 

Xo. 

EYPITTlt.OY 

iw ra TE Kai TTaµq>aT)S 
o:KTIS 'AAiou, KaTi6ET' i6ETE Tav 
oAoµevav yuvaiKa, TTpiv q,01viav 
TEKVOIS TTpocrf3aAEIV xep' aUTOKTOVOV' 

cras yap xpucreas CXTTO yovas 
ef3AaO-TEV, 0eov 6' aTµa (xaµai) TTITVEIV 
q,6[3os l'.m' 6:vepwv. 

o:AAa VIV, w q,aos 61oyeves, KOTElp-
ye KaTaTTavcrov, e~eA' oiKwv TaAa1-
vav q,oviav T1 'Ep1vuv t VTT1 o:AacrT6pwvt. 

µaTaV µ6x0os eppEl TEKVWV, 
µaTav &pa yevos q>IAIOV ETEKES, w 
KUaVEO:V Amovcra 2VµTTAT)ya6wv 
TTETpav CX~EVWTO.Tav ecrf30Aav. 

6e1Aaia, Ti 0-01 q,pevof3apT)S 
x6t-os TTpocrTTiTve1 Kai l;aµEVT)S ( q,6vou) 
q,6vos 6:µeif3ETa1; 

xaAma yap f3poTois oµoyevi) µ10-
crµaT' teTTi yaiavt aUTOq>OVTa!S ~UVWl-
6a 0e60ev TTITVOVT1 ETTi 66µ01s CXXT), 

TT A I 2 (fow0ev). 

iw µ01. 

CXKOVEIS f3oc:xv CXKOVEIS TEKVwv; 
iw TAaµov, w KaKOTVXES yuval. 

[ 0-Tp. 

1255 

1260 

[oVT. 

1270 

1270a 

[o-Tp. 1273 

1274 

1252 'A11iov Hermann: oe11fov o 1253 ~01viav editio Aldina: ~oviav o 
1255 xpvo-eas OTTO l\fosgrave: OTTO xpvo-eas O 1256 aTµa p: aiµOTI vel aTµa 
TI p xaµai add. post Hermann Diggle 1259-60 Tcxi\aivav ~oviav T' 
Seidler: ~ovfav TCXAOIVCXV T' 0 1262 µCXTOV apa Musgrave: apa µCXTav p: 
µCXTOV p 1265 ~pevo~apris Seidler: ~pevwv ~apvs O 1266 ~aµevris Por-
son: 6vo-µevris o: 6aiµEVT)S n s.l. ~6vov add. Wecklein 1270a 1w1 µ[01 Il: 
om. o 1273-4 transp. Seidler, et ante et post 1271-2 habet Il: 1273-4 post 
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TTa.0 oiµo1, TI 6pacrw; rroi <j>uyw µT]Tpos xepas; 1271 
fla.13 OVK 016', a6EA<j>E <j>IATaT'· OAAUµecr0a yap. 1272 

Xo. rrapeA0w 66µous; apf\sm <j>ovov 1275 

6oKei µ01 TEKvo1s. 
fla. 0 

Val, rrpos eewv, apiisaT'· EV 6eoVTI yap. 
fla.13 ws Eyyus ti6TJ y' Ecrµev apKVWV s1<j>ous. 
Xo. TaAmv', ws &.p' ~crea rrhpos ~ cr16a-

pos, o:TIS TeKvwv 1280 

ov ETEKES &.poTov avT6xe1- 1281 

p1 µ01pm KTeveis. 1281a 

µ1av 6~ KAVW µ1av TWV rrapos [a:VT. 

yuvaiK' EV <j>IAOIS xepa ~aAeiv TEKVOIS, 
'lvw µavefoav EK eewv, oe· ~ ~IOS 
6aµap VIV ESETTEµTTE 6wµaTWV O.AOIS" 1285 

TTITVEI 6' a TaAmv' ES o:Aµav <j>6vw1 
TEKvwv 6ucrcre~ei, 

aK,f\S urrepTe1vacra rrovT1as rr66a, 
6uoiv TE rra1601v suveavovcr' CXTTOAAUTal. 
TI 6f\T' ov yevon' av ETI 6e1v6v; w 1290 

yuvmKwv ::\exos 
TTOA\JTTOVOV, 00"0 ~pOTOiS EpE- 1292 

sas T16T] KaKa. 1292a 

la. yuvaiKES, ai Tf\cr6' Eyyus fo,aTE O"TEYTJS, 
ap' EV 66µ01cr1v ~ TCX 6e1v' eipyacrµEVT] 
Mii6e1a To1cr16' ~ µe0ecrTTJKEV <j>uyf\1; 1295 

6ei yap VIV TlTOI yf\s ye Kpv<j>0f\vm KCXTW 
~ TTTT]VOV apm crwµ' ES aieepos ~aeos, 
ei µ~ TUpCXVVWV 6wµacr1v 6WO"EI 61Kf]V. 

1281 ov n (coni. Seidler): wv o µoipa1 o: ToAµai n (coni. Nauck) 1285 
e~hreµm p: E~E1TEµ4'E p 1285 OAOIS n: OAT]I fere o, n s.l.: O:AOI n al
tera 1290 6fiT' ov n (con i. Hermann): Sri TToT' ovv o 1292 ooa Seidler: 
oo(o)a 6T] on 1295 T01oi6' Canter: TOiolV pil: Toio6e y' p 1296 
yfis ye n (coni. Elmsley): yfi(s) oc;,e o 
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Xo. 

la. 
Xo. 
la. 
Xo. 
la. 
Xo. 
la. 

Mri. 

la. 

EYPITTlllOY 

mhro16' 0:1TOKTE!Vacra K01p6:vovs xeovos 
6:6w1os aVTT) TWVOE cj>EV~E0'601 86µwv; 
0:/1./1.' ov yap aVTT)S cppoVTi8' ws TEKVWV exw· 
KEIVT)V µEv ovs eopacrEV ep~OVO'IV KaKWS, 
eµwv OE 1rai8wv ~A6ov EKO'WO'WV ~iov, 
µT) µ01 TI 8p6:crwcr' oi 1rpocrT)KOVTES yevE11 

µT)Tpw1ov EK1Tp6:crcrovTES 6:v6cr1ov cp6vov. 
c1 T/1.fiµov, ovK oicr6' oi KaKwv EAT)Av6as, 
'15:crov· ov yap TOIJO'O' &v ecp6ey~w Aoyovs. 
TI 8' ecrT1v; ~ ,rov Ko:µ' 0:1TOKTEiva1 6EAE1; 
1TaiOES TE6VO:O'I XElpi µT)TpWlOI O'E6EV, 
oiµo1, TI /1.E~EIS; ws µ' 0:1TW/I.EO'as, yvvai. 
ws ovKh' ovTwv crwv TEKvwv cppovT1sE 011. 
1roO y6:p v1v EKTE!v'; EVTOS fi '~w6Ev 86µwv; 
1TVAas 6:vo1~as O'WV TEKVWV 04'T)I cpovov. 
xa/1.0:TE KAT)!Oas ws TO:XIO'Ta, 1rp6cr1To/l.01, 
EKAVE6' cxpµovs, ws iow 011T/I.OVV KaKOV, 
TOVS µEv 6av6VTas, TT)V OE - TEIO'Wµai OIKT)V. 

TI TO:O'OE KIVEiS KO:vaµox/1.EVEIS 1TVAas, 
VEKpovs EpEVVWV KO:µE TT)V EipyacrµEVT)V; 
,ravcrai 1TOVOV To08'. Ei 8' eµoO XPE1av EXEIS, 
/1.ey' Ei TI ~OV/1.T)I, XElpi 8' ov 4-1aVO'EIS 1TOTE' 
T016v8' oxriµa 1TaTpos 

0

HA1os 1TaTT)P 
OIOWO'IV T)µiv, epuµa 1TO/I.Eµ1as XEPOS, 
W µicrOS, W µey1crTOV ex610'TT) YVVOI 
6Eois TE KO:µoi 1TaVTI T' O:v6pW1TWV YEVEI, 
T)TIS TEKVOIO'\ croicr1v eµ~a/1.Eiv ~icpos 
ETAT)S TEKOUO'a Ko:µ' cmai8' 0:1TWAEcras. 
Kai TauTa 8p6:cracr' T)A16v TE 1rpocr~/I.E1TEIS 
Kai yaiav, epyov T/1.0:cra OUO'O'E~EO'TaTov; 
o/1.oi'. eyw OE vOv cppovw, TOT' ov cppovwv, 
cd EK 86µwv O'E ~ap~6:pov T' 0:1TO xeovos 

1308 11 TTov fere 0 1 n s.l.: ov TTov n (coni. Barthold) 
Ticrwµat 6iKT}V p: Ticroµat 4>6vw1 p 

1316 de!. Schenk! 
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la. 

MHt.EIA 

"Ei\i\T}v' ES OIKOV riy6µT}V, KaKOV µeya, 
1TaTpOS TE Kai YTJS npo60TIV TJ a' e6pE4'aTO. 
TOV aov 6' ai\aaTop' eis eµ' EaKT}4'aV eeoi· 
KTavouaa yap 611 aov Kaai V napEUTIOV 
TO Kai\i\inpwtpov Eiae[3T}S 'Apyous aKa<t,os. 
fip~w µev EK TOIWV6e· vuµq>eu0eiaa 6e 
nap' av6pi TWl6E Kai TEKOUaa µ01 TEKVa, 
EUVTJS EKaTt Kai i\exous aq>' anwi\eaas. 
ouK EaTtV TJTIS TOUT' av 'Ei\i\T}vis yuv11 
ET/\T} noe·, WV ye np6aeev ri~iouv Eyw 
yfJµat aE, KTj60S EX0pov oi\e0ptoV T' EµOI, 
i\emvav, ou yuvaiKa, TTJS TupaT}vi6os 
LKU/\/\T}S exouaav ayptWTEpav q>ua1v. 
ai\i\' OU yap &v aE µvpio1s 6vei6ea1v 
6aK01µ1· To16v6' Eµneq>vKE a01 0paaos· 
epp', aiaxpo1TOIE Kai TEKVWV µ101q>6ve. 
Eµoi 6e TOV Eµov 6aiµov' aia~EIV napa, 
os ovTE i\eKTpwv veoyaµwv 6vriaoµa1, 
OU nai6as ous eq>vaa KCl~E6pe41aµT}V 
E~W npoaemeiv ~WVTas ai\i\' anwi\eaa. 
µaKpav CXV E~ETE\Va Toia6' EVaVT\OV 
i\6yo1a1v, Ei µ11 Zeus 1TaTllP TJ1TlaTaTO 
oT' E~ Eµou 1TE1Tov0as Q\C( T' ripyaaw. 
au 6' OUK EµE/\/\ES Taµ' OTlµaaas AEXfl 
TEplTVOV 61a~EIV [310TOV EYYEAWV Eµoi 
ov6' ii TUpavvos, ou6' o aol npoaeeis yaµous 
Kpewv avaTEi Tfia6e µ' EK[3ai\Eiv xeov6s. 
npos TaUTa Kai i\fo1vav, Ei [3oU/\fll, Ka/\El 
Kai LK\J/\1\aV fi TupaT}VOV WIKT}aEV ne6ov· 
TTJS afis yap ws XPTJV Kap6ias cxv6T}4'ClµT}V. 
KaUTTJ ye i\unfi1 Kai KaKwv Ko1vwvos El. 
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1356 ov6' ... ov6' Elmsley: ov8' ... ov8' o 1357 avcrrei p: ch1µov p 1359 
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Mf1. cr6:cp' io-01· AUEi 6' o:Ayos, ~v crv µ~ 'yyeAo:1s. 
la. 
Mf1. 
la. 
Mf1. 
la. 
Mf1. 
la. 
Mf1. 
la. 
Mf1. 
la. 
Mf1. 
la. 
Mf1. 
la. 
Mf1. 

la. 

w TEKVa, µf1TPOS ws KaKfiS EKvpcraTE. 
w 1rai6es, ws wAecr0e 1raTpw1CX1 v6crw1. 
ovT01 v1v ~µ~ 6e~16: y' o:TTwAecrev. 
o:AA' vl3p1s oi TE croi veo6µfiTES y6:µ01. 
Aexovs cr<j>e K~~1wcras OVVEKa KTaveiv; 
crµ1Kpov YVVO'.IKI TTfiµa Toth' EIVO'.I 6oKeis; 
~TIS ye crw<j>pwv· croi 6e TTO:VT' EO"T\V KOKO:. 
oi6' OVKET' eicr1· TOVTO yap cre 6Tj~ETOI. 
oi6' eicr1v, 01µ01, crw1 Ko:p0'.1 µ16:crTopes. 
icracr1v ocrT1s ~p~e TTf1µovfis 0eoi. 
foacrl 6fiTa O"TJV y' O:TTOTTTVO"TOV <ppeva. 
O"TVYEI' TTIKpo:v 6e !30'.~IV ex0a1pW cre0EV. 
KO'.\ µ~v Eyw O"TJV' po:16101 6' O:TTOAAayai. 
TTWS ovv; TI 6p6:crw; Ko:pTO'. yap Ko:yw 0eAw. 
06:1.jJ0'.1 VEKpovs µ01 Tovcr6e Kai KAaVcr0'.1 m:xpes. 
ov 6fiT', ETTEi cr<j>as Tfi16' Eyw 06:l.jlw xep1, 
<j>epovcr' ES 0 Hpas Teµevos 'AKpa1as 0eov, 
ws µTj TIS avTovs 1r0Aeµ1wv Ka0vl3p1crf11 
Tvµl3ovs o:vacrTTWV' yfi1 6e Tfi16e L1crv<j>ov 
creµv~v eopT~v Kai TEAf1 1rpocr6:1.j1oµev 
TO Aomov O:VT\ Tov6e 6vcrcrel3ovs <j>6vov. 
O'.VT~ Se yaiav Elµ\ T~V 'Epexeews, 
Aiyei crvvo!KTJO"Ovcra TWI Tlav61ovos. 
crv 6', WO"TTEP eiK6s, KaT0avfi1 KOKOS KOKWS, 
'Apyovs Kapa crov AEll.jlO'.VWI TTETTAf1yµevos, 
TTIKpo:s TEAEVTO:S TWV eµwv yo:µwv i6wv. 
o:AAa cr' 'Ep1vvs oAEcrEIE TEKVWV 
<j>ov1a TE Ll1Kf1. 
TIS 6e KAVE\ crov 0eos ~ 6a1µwv, 
TOV l.jlEV6opKOV KOi ~EIVOTTO'.TOV; 

la. <j>ev <j>ev, µvcrapcx Kai TT0'.160AETOp. 

1375 

1365 OVTOI v1v p: ovT01 vvv fere p y' Hermann: act>' o 1374 0Tvye1 Weil: 
0-Tvy,;1 o 1375 pa:16101 p: p6:61ov p 1382 1rpoo6:4'oµev p: -oµai p 



Mri. 
la. 

Mri. 
la. 
la. 
la. 

Mri. 

Mri. 
la. 

MHllEIA 

cneixe ,rpos oiKovs Kai ecmT' CXAOXOV. 
cneixw, 61crcr&v y' cxµopos TEKVWV. 
OVTT<,.) 6priveis· µeve Kai yfipas. 
w TEKva <piATaTa. Mri. µT]Tpi ye, crol 6' ov. 
KO'.TTen' eKaves; Mri. cre ye TTTJµaivovcr'. 
wµo1, <plAIOV xp111l;w O'TOµaTOS 
,rai6wv b TaAas ,rpocrTTTV~acr6a1. 
vvv cr<pe ,rpocrav6a1s, vvv cxcr,ral;ri1, 
TOT' CXTTWO'Oµevos. la. 66s µ01 ,rpos ee&v 
µaAaKOV XPWTOS 41avcra1 TEKVWV. 
ovK ecrT1· µaTriv eTTos eppmTa1. 
Zev, Ta6' CXKOVEIS ws O'.TTEAavv6µe6' 
oTa TE TTOO'XOµev EK TT}S µvcrapas 
Kai TTa16o<p6vov Tficr6e Aeaivris; 
CXAA' cm6crov yovv TTapa Kai 6vvaµa1 
T06E Kai 6pTJVW KCXTT16eal;w, 
µapTvp6µevos 6aiµovas ws µ01 
TEKva KTeivacr' cxTT0KwAve1s 
4'CXVO'al TE XEpoiv 6a41a1 TE VEKpOVS, 
ovs µT}TTOT' eyw <pvcras O<pEAOV 

,rpos O'OV <p61µevovs em6fo6a1. 

[Xo. TTOAAWV Taµias Zeus EV 'OAvµTTWI, 
TTOAAa 6' cxeATTTWS Kpaivovcr1 eeoi· 
KOi TO 60KTJ6EVT' OUK ETEAE0'6TJ, 
TWV 6' cx60KT}TWV ,ropov TJVPE ee6s. 

T016v6' CXTTE~TJ T06e ,rpayµa.] 
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1398 eKaves Elmsley: eKTaves o 
Ka:m0e6:~w Blomfield: -606:~w o 
Hartung 

1404 foos p: 6' foos p: Myos p 1409 
1410 µ01 p: µov p 1415-19 de!. 
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1-130 Prologue 

The opening scenes of the play ('prologue' in the wider sense defined 
in Poetics 12, 1452619-20, as 'the whole portion of the drama preced
ing the entrance-song of the chorus': SE 2) offer some sparing hints 
of the past history, expose the distraught and emotional state of 
Medea under the pressure of Jason's betrayal, and introduce the new 
event (the decree of exile) that motivates the action (conceived, as 
usual for Greek tragedy, as events completed within a single day: 
Poetics 1449612-13). The sequence may be divided into three parts by 
variations in form and by entrances and exits (SE 2): 1-48 nurse 
alone in iambic monologue, 49-95 (entrance during 45-9) iambic 
dialogue of nurse and tutor (with silent boys), 96-130 (gradual de
parture indoors during 89-105: 89n.) anapaests, chanted by nurse 
outdoors and sung by Medea indoors. This third part in fact flows 
almost seamlessly into the parodos (SE 2), since the chorus' lyric is 
interspersed with more anapaests from both the nurse and Medea, 
the chorus being alone only for 204-13. 

1-48 Monologue of the nurse 

Eur. routinely begins his plays with a single speaker addressing the 
audience more or less directly, a technique that permits the clear 
presentation of background details and that openly acknowledges the 
theatrical situation and the role of the audience as interpreters 
witnessing an enacted sequence of events (compare the remarks of 
Aristophanes' 'Euripides' in Frogs 946-7, 1122). When the prologue
speaker is a human being, delivery of the prologue by a major char
acter provides that character with immediate access to the sympathy 
of the audience. In kfedea, however, the speaker is a minor character, 
one who will not be seen again after the prologue-scenes (see 204n., 
82on.): this technique distances the audience from quick emotional 
involvement with the protagonist(s), but arouses ominous anticipa
tion (compare Aesch. Ag. and Eum., and the comic counterpart of this 
technique in Ar. Wasps and Peace). So the nurse shows anxiety about 

160 
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Medea's distraught state and fear about her potential for harming 
others; these concerns are reinforced in the conversation with the 
tutor and then borne out by the cries heard from within. Medea thus 
does not appeal directly to the audience for sympathy, and the sym
pathy elicited for her by her well-disposed nurse is tempered by the 
fears the nurse expresses. The audience must wait until line 214 to 
observe l\ledea directly, appealing to others (the chorus, Aegeus) and 
manipulating all who converse with her. 

1-8 By opening with a contrary-to-fact wish, the nurse immedi
ately sets a tone of strong regret and introduces the note of heroic 
achievement gone sour. The two major triumphs of the Argonautic 
expedition are alluded to: passage of the Clashing Rocks (which im
plies their becoming fixed, opening the Black Sea to other seafarers) 
and capture of the Golden Fleece. But in despair the nurse wishes 
not only that the ship had never come to Colchis, but that it had 
never even been built (compare ll. 5.62-4, Phereclus built Paris' 
ships, which were 6:pxeKo:Kovs, 'the origin of evils'). Unlike many 
other Euripidean prologue-speakers, the nurse does not dwell on the 
more remote details, and so the audience is given no third-party 
narrative against which to judge what Medea and Jason themselves 
later claim about their past. 

I E'i8' w<J>d.': wqiei\ov with the infinitive is, from Homer onward, a 
standard alternative to expressing a contrary-to-fact wish with a par
ticle such as eiee and a past tense of the indicative (or in Homer 
sometimes the optative): Smyth §1781; Goodwin §§734-6. The re
dundant addition of the particle eiee, found mainly in poetry, adds 
emphasis. 

'Apyov~ ... axacf>o~: 'Apyovs is gen. sing. of 'Apyw, an a-stem 
of the type of m16w or IaTTq>W (Smyth §279). Periphrasis consisting 
of a noun in the gen. ('defining gen.') dependent on another noun is 
very common in tragedy (see LS 10.a); same phrase at 1335 and with 
adj. 'Apyw1ov at 477. o-K6:q>os is literally 'hull', but in tragedy often 
'ship' by synecdoche (see LS 31), with or without a defining gen. (vews 
o-K6:q>os IT 742 and elsewhere). 

6La1t.aa8cu is aor. middle inf. of 61amhoµm (61eTTTO:µT)v), 'fly 
through', governing IvµTTi\T)y6:6as. The metaphor of flight for the 
propulsion of a ship is traditional, esp. with TTTep6v or the like used 
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of oars or sails (see West on Hesiod, WD 628), but the vivid verb here 
may allude to the heroic effort needed to speed the Argo through the 
dangerous passage. 

2 Ko)..xwv i~ atav 'to the Colchians' land'. Aeetes was originally 
lord of Aia, a mythical land on the Ocean stream at the eastern edge 
of the world (Lesky (1948)); in the historical period the Greeks iden
tified this with Colchis, the territory at the eastern extreme of the 
Black Sea, around the mouth of the Phasis River (modern River 
Rioni, whose mouth is at Poti, Georgia). Gen. plural proper noun+ 
preposition+ aTav is a stereotyped tragic phrase, but it is possible 
that Euripides is punning here on the proper name ATa (which may 
be etymologically the same and could not, of course, be distinguished 
in ancient writing). 

xuavea~ I:uµ.1tAYJya6a~: the Clashing Rocks were in origin a 
mythical obstacle to passage from the everyday world to a distant 
magical realm (compare ancient conceptions of the Hyperboreans, 
the Pillars of Heracles with the impassable seas near them, or the 
Aethiopes); in archaic times they were located at the Bosporus, fa
mous for its treacherous currents, on the assumption that the rocks 
no longer moved (their magic having been terminated by the Argo's 
successful passage: Pindar, Pyth. 4.210-11). For discussion, bibliog
raphy, and the relation of Symplegades to Planctae ('Wandering 
Rocks'), see Heubeck's note on Od. 12.55-72; for ancient geogra
phers' claims about the rocks, see Tozer (1893) 198-9. The name 
Symplegades happens to be extant first here; 'Dark Rocks' (Kvcxvea1) 
is an alternative name first found in Hdt. and the tragedians. 

3 IIYJAtou: Mt Pelion in Magnesia (Thessaly) towers over the 
north end of the Gulf of Pagasae (modern Gulf of Volos), where 
Iolcus (modern Volos), Jason's family home and the starting-point of 
the voyage of the Argo, is situated. The ancient associations of the 
mountain include Centaurs, especially Chiron as educator of heroes 
(Achilles, Jason), and Peleus (wrestling match with Thetis, famous 
ash-spear, marriage attended by the gods). The story of the construc
tion of the Argo was presumably narrated in lost epic sources: Od. 
12. 70 'Apyw TTacnµEAovcra, 'the Argo, in which all take an interest', 
alludes to the fame of the Argonautic saga in epic recitations earlier 
than and contemporary with the Od. 
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4 EpeTµwacu: the word was probably coined for this passage, in a 
typically bold usage, 'equip with oars' with 'pine tree' as subject (the 
verb reappears in late epic in various senses, normally with persons 
as subject); for similarly innovative use of derived verbs, cf. TEKv6w in 
Her. 7, Phoen. 869, and see LS 31. 

5 a:v6pwv a:ptaTwv: the company of Argonauts was made up of 
select volunteers, heroes eager to show the world their mettle (Pin
dar, Pyth. 4.188 VOVTWV OWTOS; Ap. Rhod. 1.229 cxptcrTfias; Theocr. 
13.17-18 cxptcrTfies ... TTOO"O:V EK TTOAIWV 1rpo;\e;\eyµevo1 WV oq,eMs TI). 
[Diggle accepts \Vakefield's cxptcrTEWV, from cxptcrTEVS, an easy cor
ruption; but the tragic parallels do not permit any clear choice: Phoen. 
1267, Rhes. 409, Soph. Aj. 1380, Ant. 197 vs IA 28, Rhes. 479, Phil. 
997.] 

5-6 TO 1ta.yxpuaov 6ipoc; I ... µeTYjA8ov: the quest is often re
ferred to in these terms, but with epic Kwas for 6epos: Hdt. 7.193.2 ETTi 
To Kwas fo;\eov; Ap. Rhod. 1.4 xpvcre1ov µETcx Kwas; Theocr. 13.16 To 
xpvcre1ov ETTAEI µETCX KWOS, 

6 IleAicu: dat. of interest, 'to fetch for Pelias, to give to Pelias'. 
Pelias was the brother of Aeson, Jason's father, from whom he had 
seized the throne. In the usual fashion of such myths, he assigned a 
quest as a condition of Jason's recovery of the throne, in the hope 
that Jason would die trying to complete it. Pindar, Pyth. 4.156-68 
tells the story of Pelias' demand; more briefly already Hes. Theog. 
994-6. 

7 1tupyouc; yijc; .•. 'lwAxicxc; 'towers of the Iolcian land' is not a 
colourless periphrasis for 'city of Iolcus', for 1rvpyos implies that 
Iolcus is a protecting refuge for Jason and Medea in their flight from 
Colchis. For the acc. of the goal of motion without a preposition see 
LS 12.b. 

8 EpWTl ... 1a.aovoc;: for the separation of the gen. from the 
noun it depends on, see LS 35. Later in the play Medea and Jason 
dispute the degree to which either of them is now motivated by sex
ual attraction or jealousy, but for the earlier stage of their relation
ship the extant sources agree in the view that Medea acted out of 
infatuation with the handsome hero - an infatuation attributed to 
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the will of the gods (Pind. Pyth. 4.213-19; Hes. Theog. 992-4). See 
Introd. 4. 

8uµ.ov £><1ti..ayt:fo': 6vµ6v may be loosely termed an acc. of 
respect (Smyth §§1600-1) with EKTTAayEio-a (aor. pass. part. of 
EKTTA~TTW), but the construction has its origin in the Homeric use of 
acc. objects of the whole and the part (Smyth §985), the acc. of the 
part being retained when the person representing the whole becomes 
the subject of a passive verb form. 

9-10 ><Tavt:iv • • • Ilt:i..1a6at; xopat; 7t0:'t€pa: it IS not clear 
whether, upon Jason's return with the Golden Fleece, Pelias fulfilled 
his pledge to give him the throne or resisted. In the former case the 
murder of Pelias appears to be an aggressive extension of the familial 
enmity, in the latter retaliation for further injustice on Pelias' part. 
As far as we can tell, Medea was acting on Jason's behalf and not for 
a personal motive (she lists it as one of her services to Jason in 486-7, 
507-8). For more details see lntrod. 4. 

><«Tw1xt:1: heroic myth is full of incidents of exile, and many 
are explained by the need to expiate blood-guilt, whether through 
an agreed temporary absence (as for Theseus in Troezen for a year, 
Hipp. 37) or by permanent exile serving to remove the killer from 
relatives bent on revenge (Theoclymenus in Odyssry 15.223-78) or to 
free the land from pollution (Oedipus). For Jason and Medea exile 
from lolcus is permanent and shared: from 552-67 it is apparent that 
Jason cannot divorce Medea and return to lolcus as though the guilt 
attached solely to her. 

II av6avouaa fJ,€V is answered by OVTWI T •... ~vµ<j>epovo-' in 13, with 
TE instead of 6e perhaps indicating the similarity of the two actions, 
which involve the familiar Greek pairing of polis and oikos as con
trasting but also parallel arenas of social interaction. The fact that 
Medea has a relationship with the citizens of Corinth is one of the 
marks of her assimilation of male norms and privileges (lntrod. 2(b)). 
The nurse's testimony to these amicable relations prepares for the 
chorus' declaration of friendship (138) and Medea's remarks about 
the circumspect behaviour required of an outsider (222-4). The 
scholiasts offer as one explanation of acceptance of l\ledea the fact 
that she cured a famine by her spells; this could be ad hoe invention, 
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but if it is a tradition older than Eur., he seems to have suppressed 
the exact details in order to downplay l\ledea's magical powers, but 
mentioned favourable reception to enhance her status. 

12 <J>uya; 1to°Ai-raL; 'pleasing (in her behaviour) as an exile to the 
citizens to whose land she had come'. This reading combines Pier
son's emendation <pvy6:s for <pvyfi1 with the dative TToAhms derived 
from the scholiasts' attempt to explain the unsatisfactory TTOAITWV. 
This is the simplest correction that makes good sense, but a deeper 
corruption may be present. Diggle (1994) 273-5 shows the problems 
with various interpretations of the transmitted text and justifies TTO
AITOIS, and Harrison (1986) supports <j>vy6:s. 

13 au-rwl intensifies '16:crov, in antithesis to 'the citizens'; unless a 
deeper corruption is present in 11-12, transmitted aVTTJ has no point, 
since Medea 'herself' is also the agent responsible for 'pleasing the 
citizens'. 

mxv-ra !;uµ<J>ipoua': possible connotations are 'assisting in all 
matters' (as in Soph. Phil. 627), 'yielding to, following the lead of, in 
all matters' (as in Soph. El. 1465), and perhaps even 'agreeing with in 
all matters' (like middle crvµ<pepecr601 ). The ambiguity matches the 
divergent interpretations of Medea and Jason themselves: is she a 
valuable agent to be treated as an equal, or is she a mere tool to be 
assumed to be subordinate? 

14 ~1t€p is fem. by attraction of gender to the predicate noun (be
fore attraction it would be cmep, 'which very thing', since the neuter 
pronoun is used when the antecedent is a previous proposition or 
action - here TO crvµ<pepe1v): Smyth, §§2501a, 2502d. 

yiyvnal 'proves to be' or 'shows itself to be' or the like is fre
quently the best English equivalent for yiyvoµm followed by a pred
icate noun or adj. 

15 6Lxoa-ra-rijl: 61xocrTaTeiv and 61xocrTacria belong to the lan
guage of civil strife, so that the verb here again points to the analogy 
between the city and the family. By making the wife the subject of 
the verb, the nurse adopts the culturally approved hierarchy familiar 
in other maxims about the subordination of women to men, as if 
obedience from the subjected side is the only desideratum. But the 
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political metaphor may suggest that just as civic concord depends on 
isonomia and the checks and balances of constitutional procedures, 
so a harmonious marriage is more likely if there is a two-sided re
lationship of respect, consultation, and compromise. The praise of 
harmonious marriage is more balanced in Odysseus' famous words to 
N ausicaa ( Od. 6. 182-4): 'there is nothing better and finer than this, 
when a husband and wife as a pair keep a household, sharing one 
mind (0µ04>poveoVTe)'. 

16 vuv 6' 'but as things are now'; this answers the rosy picture 
painted in the participial continuation of the sentence 9-13, with its 
appended maxim in 14-15. In the glide from the regretful 'nor would 
she have killed Pelias and now be dwelling here in exile' to the posi
tive evaluation of Medea's previous success as a resident of Corinth, 
we find a rhetorical compression that is easy enough to follow (Ko
vacs' assumption of a lacuna to make room for an explicit transition 
is not needed). 

EX8pa nav'Ta xai voaEi 'Ta <ptA'Ta'Ta 'now all (between them) is 
full of hatred, and (what was) the closest tie of affection is diseased'. 
Elsewhere TO: 4>iATaTa is a tragic idiom referring to a person one 
holds dear (husband, daughter, son) or to one's own life (Ale. 340, 
Hipp. 965); but neuter adjectives can be used as substantives with 
great variety and freedom, and the particular sense here is created 
contextually by the polar contrast with exep6:. 

17 1tpo6ou; is a strong condemnation by a third party, later 
matched by the judgment of the chorus (578) (Aegeus is also strongly 
disapproving at 695, 699, but does not use the term 'betrayal'). Me
dea herself uses the term four times of Jason (489, 606, 778, and 206 
- quoted by chorus), but also notes that she herself is a betrayer of 
her father and house, for Jason's sake (483, 503; so too the nurse at 32 
and Jason at 1332). Similarly, the nurse and chorus agree with Medea 
that she is a victim of injustice on Jason's part: 26, 157, 165, 207, 267, 
578. The opinion of such humble, nameless figures as the nurse and 
the chorus is often in tragedy a useful pointer to the viewpoint the 
drama is designed to shape and elicit in the audience. 

mhou 'TE><va: the nurse agrees with Medea's view that Jason 
wrongs his children as well as her; for Jason's claim that his actions 
will help his children, see 559-67 with 565n. 
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19 y~µa~ is aor. act. part. of yaµew, 'marry' (cf. 42 y11µavTa). In 
poetry yaµos and yaµew can refer to rape and illicit sexual union as 
well as the sanctioned bond of 'marriage', but the belief of Medea 
and her supporters that she is truly a wife to Jason can be taken se
riously because the play operates in the heroic world and does not 
reflect precisely the legal conditions of contemporary Athens. In the 
world of the play, it is not proper to excuse Jason on the grounds that 
Medea was not given by her father or that she is a foreigner (Athe
nians were discouraged from marrying non-Athenians by the citi
zenship law of Pericles passed in 45 r). 

atauµviiL: only here in tragedy (later in poetry only Call. lamb. 
2, fr. 192.6), used by Eur. as a recondite synonym for l3acni\evE1 or 
cxpxe1, which is possible since the word is foreign to everyday Attic 
(though probably a prosaic word in places where the office of ai
symnetes was known: see OCD s.v. aisymnetes). 

20 ~-nµaaµivYJ: a significant part of Medea's assimilation of he
roic and male traits is her attitude toward honour and dishonour and 
her competitive insistence that others regard her with respect or fear. 
For the TIµ- root, see CXTlµa[;w here and 33, 1354, CXTlµos in 438, 696, 
µ~ T1µav in 660. For related terms, see 383n. (avoidance of mockery), 
lntrod. 2(b). 

21-2 :rv1edea has a claim upon decent treatment from Jason on the 
basis of being his wife and mother of his children, but she and others 
frequently cite additional claims based on her unusual autonomy and 
power within the heroic enterprises of Jason's life. At a normal Greek 
wedding, both the bride's father or legal guardian, as giver, and the 
groom, as receiver, made formal statements that accomplish the 
union ('performative utterances'), but the woman's voice had no role in 
the ceremony. t-.fedea's connection to Jason, however, is represented 
as an exchange between the spouses-to-be, sanctified by solemn in
vocation of the gods. Likewise, the physical linking of hands in a 
Greek wedding is a gesture of equals between father of bride and 
groom (Oakley and Sinos (1993) 2, and fig. r), but hierarchical be
tween the newlyweds themselves, as the groom takes the bride's arm 
(at the wrist: Oakley and Sinos (1993) 32, and figs. 84, 85, etc.; 
Verilhac and Vial (1998) 317) and guides her toward his own dwell
ing, into his own power (gestures alluded to in the final scene of 
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Alcestis). But Medea has exchanged with Jason the hand-clasp of 
equals, of male philoi, 'a mighty pledge'. See Introd. 2(c) and (d). 

21 [3ocit µicv opxou;: 'shouts in protest about their oaths' is an 
adequate English paraphrase; the internal object opKovs actually 
represents a 'quotation' of the cry of protest w opK01 (so too in 31, 
168-9; see Mastronarde on Phoen. 1154-5). On the tricolon crescendo 
that begins with this short phrase see LS 32. 

23 oi'.cx; aµoL[3Yj; 'what a shabby return'; it is characteristic of 
Greek idiom to use vague demonstrative, interrogative, and relative 
pronouns or adjs. and leave their specific nuance to be inferred from 
the context (and tone of voice?), but English idiom generally prefers 
more concreteness and specificity. 

24 xEi-rcxL 6' aaL-co;: loss of appetite and inactivity, such as stay
ing in bed, arc signs of severe psychic turmoil (from grief or love); see 
the fasting of Achilles in Iliad 18-24, Penelope worrying over Tele
machus (Od. 4.788 Keh' ap' aonos), Ajax after realizing his situation 
(Ajax 323-5), Phaedra at the beginning of Hipp., Simaetha in Theocr. 
2.85-90 (also Orestes in Or. 39-42, from a combination of madness 
and remorse). 

u<J>Efo' CXAYYJ60aLv: an unusual USC of vcpi1w1, apparently imply
ing 'passively allowing to be subject to', the same connotation as in 
Ale. 524 KOT6aveiv vcpe1µevriv, 'freely submitting to die'. 

25 "COV mxv-ccx auv-c~xouacx 6cxxpuoL; xpovov: 'consuming all the 
time dissolved in tears' catches the sense, but this is an odd usage, 
conflating the consumption of time (normally 61aye1v or avaAicrKw) 
with the wasting away of the person crying (crVVTTJKEcr6a1 ). TTJKEI !31-
0TT)V is easier (14111.), and the inverse construction in IA 398 (eµe 6e 
crvvTTJ~ovcr1 vvKTES 1Jµepa1 TE 6aKpvo1s) is more natural. Since phrases 
like Tov TTOVTa ... xpovov arc often found as acc. of time, there is 
some temptation simply to hear crvvTT]Kovcra as intransitive, but there 
is no parallel for that in the usage of TTJKW and compounds. 

26 1tpo; av6po;: in poetry (and occasionally in prose) np6s + gen. 
may express personal agent with a passive verb (1J61Kriµevri). 

27-8 ou-c' oµµ' ••• I 1tpoaw1tov: downcast eyes arc a means of 
avoiding or withdrawing from interpersonal contact, and the gesture 
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fits many situations or emotions, including modesty, shame, dejec
tion, and grief. Here it fits l\1edea's self-absorption in her distress and 
refusal of admonition or comfort from others. For the fullness of ex
pression and structure of this phrase, see LS 32. 

28-9 nhpo; ~ 8aAaaaLO; I x).u6wv: from Homer (e.g. ll. 16.34-5 
(Patroclus to Achilles) yAaVKTl 6e cre TiKTE 6cx/\acrcra TIETPOI T' TJAi[3a
TOI, OTI TOI v6os ecrTiv CXTITJVTJS, Od. 23.103) onwards, rock and sea (and 
iron: 1279 below) are emblems of what is harsh, cruel, inflexible, or 
insensitive. For failure to respond, cf. in particular Prom. 1001, Hipp. 
304-5, Andr. 537-8 Ti µe 1rpoo-1riTve1s, cxAiav 1rhpav fi Kvµa Anais ws 
iKETEVWV; 

29 cp().wv goes with cxKove1, though by its position it also suggests 
'when admonished (by her friends)'. 

30 ~v µ.~ nou: the exception, 'unless she ever ... ', 'except when 
' follows upon the understood thought 'with no response at all' 

implied by 'listens like a rock'. 
a't"pE~aaa 1taAA£uxov 6ipYJv: whether or not she makes any eye

contact with those trying to console her, Medea turns away before 
speaking even to herself, to avoid any semblance of contact (923n.). 
1rcxAAEVKov here is probably not emphatic, but simply a metrical vari
ation on AEVKOS, a standard epithet in reference to parts of the female 
body (e.g. neck or cheek at 923, 1148, Hipp. 1171, El. 1023, IA 875), 
since respectable females were expected to spend almost all their 
time indoors or well veiled. 

33 act,£ 'her'; for this pronoun, see LS 6.e. 
cinµ.ciaa; EX,£L 'has dishonoured'; 'has put m a state of dis

honour' would convey the force of the periphrasis: see LS 22. 

34 auµ.cpopii; u1to: v1r6 + gen. of abstract nouns (esp. emotions) 
expresses cause or agency or attendant circumstances; even with an 
active verb there is often a connotation of passivity ('under the com
pulsion of'; here, 'taught by'). For anastrophe of the preposition, see 
LS 24. 

35 oiov 'what a valuable thing' (23n.); ecrTi is understood and its 
subject is inf. µii cx1r0Aeimcr601 (µii ex-forms one syllable by crasis: PM 
11). 
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36 lVIention of l\Iedea's attitude toward her children is brief and 
undeveloped here, after long sections on her attitude toward Jason's 
betrayal (20-8) and her regret about her betrayed homeland (28-35). 
Barthold deleted the line, and there are certainly difficulties in the 
following lines (see next note). But the brevity is probably purposeful: 
it prepares for the important theme of the children, but does not 
anticipate the fuller revelation of the nurse's anxiety in the next 
scene. 

37-45 The passage has long been subject to the suspicion that it 
has been padded by interpolation, that is, by the deliberate or ac
cidental insertion of verses that do not belong. Deliberate interpola
tions may be due either to actors who altered a repertory text in later 
productions or to readers who supplemented a passage they found 
elliptical or obscure. Accidental interpolation results when a parallel 
passage or an explanation written in the margin is inserted into a text 
by a later scribe who mistakes its nature. The main reasons for sus
picion here are (1) the appearance at 379-80 of lines almost identical 
to 40-1 (only wcrri1/wcrc.v is adjusted to each context); (2) clumsy rep
etitions (of yap-connection and fear-words) and obscurities in the 
lines; (3) the anticipation (viewed as premature by many) of Medea's 
scheme. For general remarks on repeated lines and interpolation, see 
Mastronarde on Phoen. 143, with refs. 

Three solutions deserve the most consideration. (1) The deletion 
of 38-43 (Diggle following Dindorf and many others) eliminates all 
the obscurities, and may be correct, but it leaves the sequence of 37 
to 44 rather bald. It may be preferable to delete only 38-42 (with 
Barthold). The nurse vaguely hints that l\Iedea will plot something 
and thereby bring even more trouble upon herself. 43 is an after
effect of the positive action of 37, and thus 6e1vii y6:p explains 37. (2) 
The deletion of 41 alone (Musgrave) has been defended in detail by 
Willink (1988). On Willink's view, line 40 means 'lest she thrust a 
sharpened sword through her own liver', a reference to the possibility 
that Medea may commit suicide (cf. I\Iedca's own wishes in 97, 114, 
144-7). Then fJ Kai in 42 introduces a true alternative, killing her foes 
instead of herself (with Hermann's Tvp6:vvovs = 'the king and the 
princess', all three are implied in one line), which would lead to re
tribution (43), including (an audience might think) retaliation by the 
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Corinthians against her own children. But a sword-thrust to the liver 
is familiar in reference both to suicide (Trach. 931, Ant. 1315, Her. 1149, 
El. 688, Hel. 983, Or. 1063: in all these passages a pronoun or pos
sessive or the preceding context makes reference to suicide clear) and 
to the killing of others (often in combat in Homer, and in combat or 
murder in Eur. Her. 979, Phoen. 1421, frs. 495.29, 979.2). Since 40 by 
itself is not at all clear about whose liver is meant, and since the lead
up to 40 suggests that Medea may harm others, as she has in the past, 
a reference to suicide is unlikely. If murder is intended, whose liver is 
to be stabbed? If it is the princess', this becomes somewhat clear only 
retrospectively, if 41 is retained or if 42 (with TVpavvov) eliminates 
Creon and Jason as potential victims in 40. One scholiast suggests 
that the liver is the children's, but that too is an unclear reference 
and would make 42-3 anticlimactic. (3) For those who can tolerate 
the repetitions, the deletion of 42 alone may be attractive: the refer
ence of 40-1 then is to murder of the princess. 

37 6i6ouca 6' a1h~v µ~: the pronoun is a 'proleptic' object, an
ticipating the subject of the dependent clause (Smyth §2182; cf. bib
lical 'I know thee who thou art'); here this is not merely a rhetorical 
figure, but provides a pointed emphasis. 

vfov: as often, the adj. connotes an unpleasant or dangerous 
novelty (LSJ s.v. 11.2). 

38 civi;£Tal: future middle of cxvexw, 'will put up with, will en
dure', with supplementary participle (Smyth §2098). 

39 iyC:H6a T~v6£ seems to have little point, and the expedient of 
setting it off as a parenthesis, with Willink, does not remove the ob
jection. eyw16a = eyw 0160 (crasis: PM 11). 

6uµatvw TE vLv after 6e601Ka 6' aVTTJV two lines earlier seems an 
unusually weak repetition. For pronoun v1v see LS 6.e. 

40 WOYjl: aor. subj. of w6ew, 'push, thrust'. On the liver as site of 
fatal wounds, see 37-45n. 

41 aLyi'jL is a clue (for many who retain this line: 37-45n.) that ivlc
dea is to make a stealthy entry into the royal palace to attack the new 
bride. For those who refer 40 to suicide, this word alludes to Medea's 
need not to be prevented by her servants from committing suicide, 



172 COl\11\lENTAR Y 

and l\ledea's seeking of her marriage-bed would be a conventional 
motif (seen in the suicide of Deianeira in Trach.). 

rv•: iva is often used with the indicative in poetry (but very rarely 
in Attic prose) in the sense 'where' (so too in 200). 

£aTpwTcxL is perfect mid.-pass. of cnpwvvvµ1, 'spread'. 

42 ~ xcxl. Tupcxvvov T<>v n y~µcxvTcx: Kai is not coordinated with 
TE, but goes closely with f\, marking addition or climax. If the pre
ceding lines refer to an attack on the princess, then Tvpavvov will be 
her father and 'him who married (her)' will be readily understand
able as Jason. But for those who remove the reference to the princess 
by deletion or interpretation, two difficulties arise: Crean (the most 
obvious referent of TVpavvov) would be mentioned instead of the 
princess, and Tov yriµavTa would be less clear with no recent refer
ence to the princess to suggest its object. Some solve these difficulties 
by understanding Tvpavvov to be fem. (see 87711.; Kayser emends Kai 

to TTJV) or by emending to Tvp6:vvovs (Hermann). 

43 ><CX7t€LTcx fL€L~w ••• nvci: KO:TTEITa = Kai ETTEITa (crasis); µeil;w is 
alternative acc. sing. masc./fem. form for µeil;ova (LS 5.c). The in
definite T1v6: helps express a reluctance to be more specific. 

44 ouToL: TOI here simply adds strength to the negation. 

44-5 auµ(3cx>.wv I £,c8pcxv ••• cxuTTjL 'engaging in enmity with her' 
or 'clashing in enmity with her'; similar idiom in 521 <j>ir.01 <j>ir.01cn 
avµl36:r.wa' ep1v. The accentuation shows that this is the noun ex8pa 

(also 897), not the adj. ex0p6s (16, 95, passim). 

45 ><CXAALVL><ov cxLa€TcxL: a:1aETa1 is future of fo6w, the contracted 
(ordinary Attic) form of 6:ei6w. With Kar.r.iv1Kov understand cuc;µa or 
µer.os from the verb, 'the song of fair victory', an allusion to the prac
tice of hailing Heracles (prototype of the athletic victor) with the cry 
TT)VEAAa Kar.r.iv1KE. With oiana1 (MSS), 'will win for himself as prize', 
an article would be needed for Kar.r.iv1KOS to be understood as a sub
stantive. See Stinton (1990) 291. 

46 Action: the nurse calls attention to the group of the tutor and 
the two young children of Medea, who are entering from the side that 
is imagined to lead to the city-centre (marketplace, fountain (69n.), 
and palace): lntrod. 3. 
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46 he 'Tpoxwv rtErtcxu!J-EVoL 'having finished their running'; that is, 
the tutor had taken the boys to an open area or gymnasion to get ex
ercise; the same phrase in fr. 105 refers to a group of adults who have 
completed their exercises, and Aristophanes fr. G45 K-A expresses a 
similar meaning with e~ CXTTOTp6xwv. Tryphon, a scholar of the first 
century BCE cited in Ammonius, de voc. dijf. 47B Nickau, may have 
interpreted TPOXWN as Tpoxwv from Tpox6s, 'wheel, hoop', as if 
the boys have finished playing with hoops (which would then be a 
prop brought back to the house). Hoops are seen as toys or exercise
equipment for youths on many Attic vases, esp. in scenes of Gany
mede (LlJ\fC s.v. Ganymedcs, nos. 12, 19, 25, 27, 31, etc.), and Roux 
(1972) 44-6 makes an eloquent case for the suitability of such a toy 
for the young children here, visually evoking their childish innocence. 
But the two parallels cited favour 'running'. 

48 vfo ... <f,pov'TL(j 'a young mind', 'a child's mind'; this sense of 
q,povTIS (normally 'concern', 'anxiety') is found elsewhere only a few 
times in Soph. (LSJ s.v. n). 

49-95 Dialogue of nurse and tutor 

49 oixwv ><'Tij!J-cx: gen. and noun form one concept, 'household 
possession', and the possessive gen. 6ecrTTotvT)S is then applied to the 
whole. 

50 'T~v6' ciyoua' Epljµ.(cxv 'being alone like this'; this unique junc
ture is based on idioms like T)O'VXtav &ye1v, crxoi\11v &ye1v (LSJ s.v. 
&yw A.Iv.3). 

51 8pEOJLEVlJ ••• xcxxa: the tutor is understood to have overheard 
some of the nurse's remarks while entering, since he can identify the 
content as KOKO. 6peoµar is a poetic verb found only a few times in 
Aeschylus and Eur., used of women crying out loudly or, as here, 
sp1·aking with special anguish (it is the shocking content, not volume 
of voice, that makes tire chorus use 6peoµevas of Phacdra's revelation 
in I lipp. 363). 

52 aov µ.ovlJ 'alone without you', with gen. of separation, as 
also in Soph. Ajax 511, OC 1250; the gen. here is also felt with i\eiTTecr-
0ar. 
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53 bmx6i: for the form with 'Doric alpha' in dialogue see LS 3. 

54 XPYJ<1To"iat 6ou'-.ot;: for the concept of the 'good slave', defined 
by loyalty to the master's interests and espoused by slaves themselves, 
compare Andr. 56-9, 87-90, Ion 850-8, Hel. 726-33, 1641, frr. 85, 93, 
529. The loyal slave has literary precedent in Eumaeus, Philoetius, 
and Eurycleia in Od., while the disloyal slave, first exemplified in 
Melanthius and Melantho in Od., is not portrayed in tragedy (but lies 
behind the tricky slave of the comic tradition). The concept is largely 
a projection of what slave-owners would like to believe, and in liter
ature often reflects on the worthiness of the master to whom the slave 
is loyal, but it may also be correlated to a behaviour that could be 
adopted by some privileged slaves (esp. nurses and tutors, those en
trusted with the care of the master's children) as the best available 
mechanism for coping with their status. Claims of 'virtue' by slave
characters in tragedy, however, fit with the questioning or destabili
zation of categories that is characteristic of the genre. On slaves in 
general see Carlan (1988), esp. 146, 192, and for slaves in tragedy and 
in Eur., Vogt (1965) 14-15, Synodinou (1977), esp. 61-76, and Hall 
(1997) ll3-18, 123-4. 

55 xcxxw; 1thvoncx 'when they turn out bad', 'when they suffer 
reversals'; the metaphor is from games involving dice or knuckle
bones. 

56 E; Toih' h(3i(311><' cx"-y116ovo; 'I have reached such an extreme 
degree of anguish' ('extreme' translates the force of EK-); this is a 
Euripidean variant on a prosaic idiom in which a verb of motion is 
used with ES T66e/Toiho/Toao0To + gen. of abstract noun, followed 
by a result clause (see Mastronarde on Phoen. 963). 

57-8 It is a dramatic convention that the characters of Greek 
tragedy hold their conversations and even their monologues out
doors, and insertion of realistic motivations is optional and inconsis
tent (like many gestures toward realism on the tragic stage). Here the 
interest of the narrative and the nurse's evident anguish have been 
enough to engage the audience's full attention, and the motivation is 
supplied only retrospectively in answer to the tutor's challenge. The 
desire to share one's strong emotions with the external elements may 
have some basis in the Greek way of life, where so much activity took 
place out of doors (Barrett on Hipp. 601). 
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11-· unjjA8€ •• 1. !'-OAOUO'Y)l: µ' is elided µe, not µ01 (µ01 is not elided 
in tragedy). The dat. participle referring to the nurse results from 
a phenomenon that is not uncommon in Greek when an infinitive 
depends on an impersonal verb or similar expression: both dat. and 
acc. are often permissible with such verbs, and modifiers of the sub
ject of the inf. (esp. participles) may shift freely between the acc. 
(default case for subject of an inf.) and the dat. (by attraction to the 
dative of the person that is frequent with impersonal expressions and 
thus mentally available even in a passage where the acc. has just been 
used instead); compare 1236-7 below and see K-G 11.1n-13. 

xoupavGH: Kai ovpavw1 (crasis). 
).i;al: the inf. may be regarded either as in apposition to iµepos 

or as complementary with the whole verbal phrase, which is equiva
lent to 'I became eager' (Smyth §§1987, 2001). 

59 yap is used in a variety of ways in dialogue to connect one 
speaker's utterance to the previous statement (LS 27). Here, it ex
presses the tutor's inference from the nurse's emphasis on her mis
tress' misfortune: 'So then, the unhappy woman does not yet give up 
her lamentations?' 

60 ~YJAW a': ironic, 'I envy you' (sc. for your simplicity, that you 
can believe she might be close to ceasing her sorrows). 

h apxjjl ••• !'-€aot: the terminology of beginning and middle is 
probably medical, while rrfiµa is a poetic variation on the physicians' 
terms rra8os/m:x8rwa; cf. Aesch. Pers. 435 µ116errw µecroOv KOKOV. 
Greek physicians recorded the course of a disease, from onset to 
middle phase to crisis and resolution (e.g. µeaoOVToS 6e TOV xp6vov in 
Hippocr. Epidem. 7.50, 51 = v.418 Littre; [Hippocrates] Epist. 18 'The 
physician ought to examine the patterns as much as possible, and 
consider whether the illness is beginning or in the middle or ending' 
(rr6Tepov apxo1TO TO rra8os TI µECTCl'.~01 TI A,iyo1)). 

61 11-wpoc;: fem., referring to Medea (LS 5.d). To judge from 
other instances (Soph. El. 1326, OC 592) and from the following 
'apology', the tone of this exclamation must be very strong, express
ing impatience that Medea has not by now come to grips with the 
troubles she already knows of. w µwpos is nominative of exclamation 
(Smyth §1288), a use derived from predication to an understood verb 
('oh, [she is] foolish!'): so too 96 6VO"TOVOS eyw. 
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EL X.P~ 'if it i:-, propn', 'if it is permitted', a softened sense occa

sion:illy found Ill tragcdy (Soph. ()'/ 1110, Eur. m. 300, /Irr. 141, IT 
1'..!BB, 11"tio/1r v.17 TGFS). 

6Ecnt<>'t'ac; cindv 't'06E '11sc this word of onc's masters', with T66e 

internal arc. l'('fi.•1-ri11g to the word 'fool'. Co111parc dw construction 

or the idiom KCXKCX Aeye1v TlVCX. 

62 we;: b('tter takcn as <·xclama1ory than as causal: 'how iguorant 

she is of the 111cir1· recent trouble'. 

64 Carri<·rs of had news arc ol'ten reluctant to reveal it: this in

rrcascs s11spe11s<· for the n-cipi('nls and the audience and 1111derli11cs 

the gravity or the news. Exan1plcs include Tciresias in OT and l'lwfll., 
messcngns in Ag. and l'/iom., and Cadn111s and Amphitryon dealing 

with Agavt' and Ilcracles in /1ar:d1. and /Irr. 
fJ.E't'c:yvwv xal 't'a npoaO' dpYJµc'.va: Kai responds to the refusal of 

explanation conveyed in ov6ev, '(I'll i.ay 110 11101'<':) I rt'grel (saying) 

cv1·11 what I said just now.' The aor. µETeyvwv represent i. the action 

as already co111plctc, perhaps in a11 att1·111pt to portray thc change of 

mind as irrevocable (LS 13). 

65 npoc; yEvdou: i.tandard phrases with TTp6s + gen. arc used 

both with expressed v!'rbs of supplication or req11esl and with ellipsis 

of the vt'rb, as here. Trani.late 'I appeal to you hy yo11r chin'. This is 

a stereotyped, weakened sort of supplication, not the strong form in 

which the s11pplia11t clings insistently lo the supplicated (sec 324-
5111.). In staging, it is probably suflicient for the· nurse to reach her 

hand briefly toward the tutor's face. 

aiOEv: for this gen. pronoun, i.ee LS 6.c. 

66 a1y~v ... O~aoµai: t'(Jnivalt'nl lo 01y~croµcx1, since in poetry 

the middle of TiOrw1 is often used with a verbal noun ai. a periphrasis 

for a simple vcrh (in prose the equi,·aknt idiom uses the middle of 

TTOlEW with vnbal 1101111, ai. at 909 below). 

nipi: anastrophc (LS o;?,J). 

67 ~xouaa 't'ou • • • x'.AuE1v: the two difft'rent vnbs are 11sed 

merely for rht'torical variation here, although there arc some con

texts in which a distinction bt·twt'cn 'h!'ar' and 'pay attt'ntion to' is 

clearly present. TOV is the alternative gen. form or indt'finite T1vos. 
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6B 1uooov; '1h,· plan'. wh,:rc draughts an: play,·d', pn:s11rnably a 
11ec1ion of some public space c:quipp1·d wi1h lwr11 hrs. Cratir11Js fr. 7 
K A also rrw11tions a place callrd nEoooi. For this habit of 11arni11g 
an area from 1hc activity that occurs 1hcn:, cornpan: TO µvpov for the 

perfume rnark1·t, TO OlflOV for fishr11ark1:1 (more cxx. in K (; 1.12). For 

a diiu:ussio11 of garrws usi11g 1TE0001 src Kurkc (l!J!J!J) '..117 !JH, with an 
illustrarion of game pi<'.U'.I! in llf'r fig. !J, p. 274. For a gathrring of 
dcJns to play gamr:11 in a public space one may compare the mod1:r11 
chess and dH:ckn players a11d c.011trs1ant,i in houlr.J or hoar. who may 

he seen in thr piazza of a Mcditi:rranca11 1ow11, in lhc parks of Ma11-
batta11, or on the bcaclu:s of Florida. 

69 ocµ.vov 6:µ.1,i. Ilup~v11; u6i..,p: l'cin:rn: is 1hc mosl famous 
spring of Corimh, the one asso1.;iatcd with imporlant ri1ual func:tiom, 
such all 11upplying water for pn:-wcdding baths or funerals (h1:ncc 

oEµvov). In dassir:al times tlw 11arw: probably applied only to the 
spring right by the city-centre described by l'ausanias '..l.3.2 3: sec 
Hill (1~Jf,4), In the Roman pcrio,I, thuc was also an upper 11pri11g 

l'eircnc 011 Acrocorinth: 11cc Stillwell (1!J3'>) 31 Go. 

70 y~; cAiiv: the gen. of 11cparatio11 depends directly on the verb: 
I~<; 10.d. 

72 et or.t4'~;: for the postponed conju11ctio11, 11,:c LS 35; for the 
omission of EoTl even in a 11ul,ordina1c clause sec LS 3<>. Nore that 

004>11s oftrn connotr.ll rdiahility, accuracy, and truthfulru:ss rather 
than 11imple clarity. 

73 OVl< (lVr.lU after ~ovi.0µ01, OTJe cxpectll µ11 with an inf., hut OVK 

fiu the metre and µ11 docl! not; possible explanations of the licc:ncc 
arc that Eur. asllimilatr:s the phrase to OVY. &v ~ovA01µ11v or tliat he: 
treats ovY. dvot a, a unitary concept, 'be fahc'. Ar. Frois HGG prcsr:ntl! 
a aimilar licence. 

74-5 nr.tT6a; c~r.tvc:~n,u n&:ozonr.t;: 11upplemc11tary participlr 
(3Hn.) agrer.ing with the nbject nnun, 'will he put up with his sous 
1uffrring this?' or 'will hr. all<,w hi~ s<rn~ to 11uffcr tl1i~?'. 

75 c{ xr.ti1 this comhinati<m ofti:n intro,Iucr:11 a11 a conditi,rn what 
i, an admittr.d fact, 'even though' ('even if it i~ al110/indcr:d true 
that'). 
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76 1taAau1 xaLvwv AEL7tETaL: note the expressive juxtaposition of 
the antonyms 'old' and 'new' (LS 35); so again in 79. Understand 
Kf18evµaTa with na;\a1cx. The gen. is one of exchange (or price and 
value: Smyth §1372), as found more commonly with cx;\;\cxo-o-w and 
compounds: 'is abandoned in favour of'. 

77 xoux: Kai ovK (crasis). 

78 a1twAoµEa8' ap': &pa often expresses a lively realization; the 
combination with cxnw;\oµriv or -µe6a is also found in Ale. 386, Andr. 

74, Or. 1271, and Ar. Birds 338 (deleted by Dunbar). This idiomatic 
aorist expresses an event which is viewed as inevitable and thus vir
tually complete, although it actually refers to the future and may be 
combined with a future indicative in a condition (or in an explana
tion in asyndeton). See Smyth §1934, Schwyzer 11.282. 

1tpoao(aoµEv is future indicative of npoo-q>epw, 'add (to)'. 

79 El;Y)VTAYJXEVaL: perf. act. inf. of e~aVTAew; the metaphorical use 
of cxvTAEw and e~avTAew is a Euripidean mannerism (elsewhere only 
Aesch. Cho. 748, Prom. 375). From 'bale out the bilge-water' it 
comes to mean 'drain to the dregs', 'suffer to the bitter end', or just 
'suffer'. 

80 aTap: this strong adversative (like cx;\;\cx) is a carry-over into 
tragedy of a traditional poetic conjunction (also colloquial, in com
edy and Plato, but not used in formal Attic prose). 

yap here has its anticipatory use, that is, its clause explains what 
follows, intervening parenthetically between the subject and the 
verbs that carry the meat of the sentence. Compare 89. See Dennis
ton 68-9. 

82 oioc; ELc; uµac; 1taT~P 'how badly your father behaves toward 
you' (2311.). 

83 OAOlTO µev µ~: the effect of the word-order and of µev may be 
expressed in a paraphrase like 'I don't go so far as to curse him, for 
he is my master, but ... ' The postponement of the negative lets the 
temptation to utter a curse be seen, but the phrase as a whole is a 
suppression of a curse, set in contrast (µev) to the judgment she will 
go on to declare. 
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84 wv ... aAtaxnat: supplementary participle with o:Aio-Koµo:i, 
'to be caught or detected' doing something bad (LSJ 11. 1). 

85 ·de; 6' ouxi OvYJ-rwv; '\Vhat mortal does not [sc. get caught 
treating his friends badly]?' As more commonly in stichomythia (SE 
3b; LS 29), the tutor's utterance assumes syntactic elements from the 
previous speaker's line. 

86 1tcic; nc;: stronger than m:i:s alone, 'every single one' or 'every
one, no matter who'. 

-rou 1tEAac;: gen. of comparison with µo:AAov. 6 TTEAO:S and the 
more common oi TTEAO:S are used in poetry and prose, esp. in ethical 
contexts, to refer to 'other people' or 'one's fellow men' (cf. 'Love thy 
neighbour'). 

[87] This line weakens the rhetorically necessary universal force 
of 86 and obscures the connection between 86 and 88; the scholion 
shows that ancient scholars already objected to the line as intrusive. 
It apparently intruded from a marginal quotation where a line simi
lar to 86 may have been followed by 87, both drawn from a context 
that admitted such a distinction in motivation. 

88 Et ••• y' .•• ou: ye here marks the condition as virtually causal 
(Denniston 142), and the causal, factual nature of the proposition 
explains why ov is used instead of µT) (Smyth §2698b, d). 

Euvjjc; ouVEx': the tutor assumes, like Medea, that there is a sex
ual element in Jason's decision to take a new bride (lntrod. 2(b)). The 
use of ovveKo: (originally a conjunction, ov EVEKo:) as a preposition is 
common in both tragedy and comedy. 

89 i-r': the movement of the children and tutor in response to this 
command is clearly gradual, as they do not disappear indoors until 
shortly after 105, the third command after 89 and 100. The slowness 
is first occasioned by the nurse's continuation in 90-5 with instruc
tions and then by l'vlcdea's cry. The children may mime fear and re
luctance during 96-105. See Mastronarde (1979) 109. 

EU yap fo-rat: this insistently parenthetic (Bon.) reassurance 
that 'things will be all right' seems to be an attempt to soften the 
truth for the children, since the nurse is in fact afraid for them (36, 
9o-5). 
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90 wi; µaALa-.a: superlative with ws (6vvaTal or the like under
stood), 'as much as possible' (Smyth §1086). 

EpJJµwaai; EX£ 'keep them in isolation'; for the perfective force 
of this periphrasis see LS 22. 

92 oµµa ••• -.avpovµivJJv: the sense is clear, although one can
not be sure whether the participle is middle, 'making her own gaze 
bull-fierce', or passive, 'being (made) bull-like in respect to her gaze'. 
For the glance of the bull as emblematic of ferocious anger, see 188 
below and Ar. Frogs 804 (of angry Aeschylus) e~AE4'E yovv rnvpT)6ov 
eyKv41as KCXTw; also related are the rolling eyes and askance gaze of 
the agitated, resisting bull in Hel. 1557-8 or of the maddened Hera
des likened to a bull in Her. 868-g, and the playful use in Plato 
Phaedo I 17b (Socrates) wamp eiw8e1 TaVpT)6ov VTTO~AE4'as. 

93 -.oia6': this may be translated 'at them', 'toward them', giving 
the direction of the gaze, but is actually a dative of disadvantage 
(Smyth §§1485, 1532). For the enjambment and pause after first sylla
ble, which is not necessarily emphatic, see 793n. 

6paadovaav 'being eager to do', 'be on the verge of doing'; the 
suffix -aeiw (used once in Homer, occasionally in drama and Thucy
dides among Attic authors) creates a desiderative verb (Smyth §868). 

94 xa-.aaxij~a( -.LVL: in prose the unexpressed subject of such an 
inf. would normally be the same as the subject of the main clause, but 
in poetry it may be supplied from another noun of the previous clause, 
so xoAov is to be understood here. KaTaCJKT)TTTW carries the image of a 
lightning-strike (cf. 106-8), but it frequently has wrath, disease, or 
demonic visitation as its subject: e.g. µfiv1s in Hdt. 7.134, 137, opyal in 
Hipp. 1418. The verb is elsewhere absolute or followed by eis + acc. or 
rarely the dat. (Hdt. 7.134; possibly Anaxippus fr. 3.6 K-A (corrupt)). 

95 y£ µiv-.oL: the combination is strongly adversative, as again in 
534 below (Denniston 412). 

96-130 Anapaests of Medea and the nurse 

Metre: an anapaestic scene serves as a transition between the dia
logue of the second prologue-scene and the entrance of the chorus 
(SE 1). Medea's cries intensify the nurse's anxiety, so that she matches 
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Medea's anapaestic rhythm, but there is still a contrast between the 
unrestrained emotion of Medea in her sung anapaests 96-7 and 111-
14 and the more controlled chanted anapaests of the nurse (98-1 JO 

and u5-30). Period-end is marked by the paroemiacs at IIO, 114, and 
130, but there is presumably also period-end at full metron 97 in the 
sung anapaests (for the possibility of period-end at full metra w4 and 
II8, see 184-204n.). See PM 21-3. 

96 (fow8€v): cries from inside the skene are found in many plays, 
esp. at a moment of murder (1272-8 below; Aesch. Ag. 1343-6, Cho. 
869 are the earliest examples) or discovery of a suicide (e.g. Hipp.): 
see Hamilton (1987) (with refs.) and 1270a n. This instance is unusual 
because Medea sings four passages of anapaests spread over the con
clusion of this scene and the first half of the parodos. Her cries of 
distress confirm what the nurse has been saying about her and de
velop suspenseful expectation of her eventual appearance to the au
dience. Compare Soph. Ajax 333-43 (Ajax in his tent, three separate 
exclamations, then a couplet in trimeters), Eur. Bacch. 576-95 (Dio
nysus in the palace, four short lyric utterances, mainly pherecratean 
and dactylic). It will have required considerable skill on the part of 
the actor to make his lines clear to the large outdoor audience when 
singing from within, although this would be easier with the tempo
rary wooden skene (perhaps with panels of fabric rather than solid 
wall construction) used in the fifth century. 

96a tw is extra metrum, that is, outside of the metrical scheme of 
Medea's sung anapaests. Exclamations are often (but not always) so 
treated in Greek drama: so too 111a and 144a aiai, and 1270a iw µ01, 

and in dialogue 292a 4>ev 4>ev, 386a EIEV, w56a a a. 
96b 6ua-ravo,;: note the Doric alpha (Ionic-Attic 6vcrTT]VOS), a 
marker of a fully lyric voice and of the greater emotional excitement 
of Medea. See LS 2, PM 23. 

novwv is gen. of source or cause, as commonly with exclaimed 
adjs. meaning 'wretched' and the like (LS IO.c). 

97 nw,; av OA01µav: a potential opt. question introduced by TTWS 

is often in tragedy an equivalent of a wish (Smyth §1832), sometimes 
more anguished than the opt. of wish, as here, and sometimes more 
restrained (as in 173-4 below). 
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98 -i-06' E><Eivo 'this is just what I feared' or 'this is just what I was 
saying'; for the former connotation see Soph. El. 1115 (cf. Eur. Tro. 

624), for the latter compare the 'I told you so!' use seen in Ar. Ach. 41 
and Lysistrata 240, TOVT' EKeiv' ovyw 'i\eyov. T66' EKeivo is a variation 
(for metrical reasons) on the colloquial expression TOOT' eKeivo, which 
conveys a simple recognition (Arist., Rhet. 1371b9, 1410b19), but often 
with various lively connotations ('This is it!' Ar. Birds 354; 'That's the 
way!' Peace 516; 'Here we go again!' Ach. 820; 'There's your answer, 
then!' Ion 554). 

99 x1vEi ... x1vEi: for the anaphora, see LS 36. 
xpaMav: following Homer and the lyric poets, the tragedians 

sometimes use the form Kpa6ia (instead of Kap6ia) in lyric passages 
where it suits double-short rhythm. So too in 433 below. The two 
forms derive from alternative vocalizations of syllabic r (Schwyzer 
1.341-2). 

100 6iiaaov: this comparative adverb (from Taxvs) is frequently 
to be translated into English with the positive form 'quickly', al
though it is clear that originally it had an intensive meaning in con
texts of impatience or urgency (K-G 11.306). 

103-4 ciyp1ov Yj6o~ ••• I <J>p€VO~ au6ci6ou~: both cxyp1os and av-
6cx6ris are the sorts of words characteristically used of the so-called 
'Sophoclean hero' in his or her ferocious temper and stubborn self
will (see Knox (1964) 23, 42-3). For cxyp1os see Soph. OT 344, Phil. 
1321. For the root av6a6- see esp. Prom. (7 times), Soph. Ant. 1028, OT 
549. Although Medea takes pains to dissociate herself from the av-
6cx6ris in 223, Jason uses the term av6a6ia against her in 621 and 
Medea herself laments her own av6a6ia in 1028. 

105 tu vuv: the enclitic vvv is constantly used with imperatives to 
convey emphasis ('please') or mild logical connection ('then, so then'). 
In this line the combination lends emphasis to the following impera
tive (like plain he or like i61 vvv in comedy and prose), 'come on 
then, go in'. Cf. Antiope fr. v. 109 TGFS he vvv, KpaTVVET' cxVT' eµoO 
Tficr6e x6ovos. 

w~ -i-cixo~ 'as quickly as possible' (lit. 'as (there is) swiftness', 
with ecrT1 understood), an idiom esp. common in tragedy, usually with 
commands; compare 950 ocrov Tcxxos. 
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rn6-8 6ijAov 6' apxiic; ><'t'A. 'it is clear that soon with greater pas
sion she will kindle the cloud of lamentation that is now rising from 
its birth' (Page). Understand ecni with 6fi;>..ov and observe that ws is a 
postponed conjunction (LS 35), actually introducing the clause that 
begins with cxpxfis. The prominent position of the object phrase 
cxpxris e~01p6µevov vecpos oiµwyfis serves to build up a picture, the 
towering and darkening growth of a thunderhead cloud as it ap
proaches; then the verb phrase brings a climax, with the flash of 
lightning in the dark cloud. The cloud is the ominous cries and la
ments heard by the nurse before the play began and just heard by the 
audience; the lightning is the violent action that the nurse fears will 
soon come from Medea (cf. 94). Diggle (1994) 276-7 objects to the 
unqualified use of plain apxris here and proposes 6fiAoV a-rr' apxris, 
which he takes as 'it is clear from the beginning, as it arises'; this 
seems too prosaic a sense in a passage of such intensity (marked by 
imagery, word order, and the weighty pair of epithets in 109). 

rn7 vicpoc; otµwyijc;: for this metaphor (a 'synaesthetic' one, com
bining sight and sound) see Bond on Her. 1140 and Mastronarde on 
Phoen. 1308, 1311. 

ava~El 'will kindle, make flash with lightning' (so too, probably, 
Phoen. 250-1 vecpos ... cp;>..eye1 suggests flashing lightning). Diggle 
(1994) 278 argues that Eur. here intends not the lightning, but the 
thunder that, by the theory of some Greek philosopher/ scientists, is 
caused by the effect of fire on a cloud. But it seems doubtful that Eur. 
alludes to such a specific theory, and what concerns the nurse is not 
just the climactic boom but also the destructive flash - Medea is 
going to hurt someone else. 

109 µEyaAoa1tAayxvoc; 6uaxa't'a1taua't'OCj: a weighty juxtaposition 
of rare, long compound adjs., restating Medea's intransigent 'heroic' 
character (103-4n.). The first adj. is virtually a poetic coinage (vari
ation on µeycx0vµos, µeyaAT}TWp, µeya;>..6cppwv) since it is otherwise a 
technical term of medicine in a literal sense; the second is shared in 
extant fifth-century texts only with Aesch. Cho. 470 ('hard to check' is 
the sense in both places; LSJ errs). See LS 31. 

110 ~ux~: the 'spirit' or 'heart' is here virtually identified with 
the whole person or personality, as is clear from its being subject of 
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'whatever will she/it do? (epyaaETOI ). Cf. 247 irpos µiav \J'VXT)V ~AE-
1TElV with n. and cf. Soph. Phil. 712-13 w µeAea \J'VXTJ, os KTA. 

6YJx8€iaci: aor. pass. part. of 6aKVW, 'to bite, sting'. 

111 E1tci8ov ••• E1tci8ov: the repetition is structurally similar to 
those in 99 and 131, but in this case there is a true syntactic redun
dancy that is characteristic of emotional 'doubling' in lyric (anadi
plosis, Smyth §3009, or epanalepsis) - a stylistic trait more frequent 
in later Eur. (e.g. in the monody of the Phrygian slave in Or. 1369-
1502) and readily mocked by Aristophanes (Frogs 1336, 1352-5, with 
Dover on Frogs 1329-63 (p. 358)). See also 976-9n. 

112 cx;L': a~ia, 'things (woes) worthy of extreme lamentation'. 

112-14 Medea's passionate cursing address to her own sons is 
striking, and her imprecation is fulfilled in an ironic way by Medea 
herself, as Medea separates herself from the 'house of Jason' and 
becomes the destructive agent that undoes it (608, 1333). 

113 a-ruyepci; µ.ci-rpo;: (with nai6es) 'of a hateful mother' (strongly 
expressing Medea's self-loathing and suicidal mood); a milder mean
ing of the adj., 'wretched' (LSJ s.v. 1.2) is not firmly established (Soph. 
Trach. 1017 is textually uncertain, but probably includes 'hateful life' 
because Heracles desires death; Ar. Ach. 1207 O"Tvyepos eyw could 
imply 'I am hated by the gods'). 

116 6i: the conjunction is used to link the question to Medea's 
curse; for the postponement of the connection caused by an excla
mation or vocative see Denniston 174, 189. 

aoL 'in your eyes', 'in your judgment', dat. of reference (Smyth 

§1496). 

117 -roua6': neither this demonstrative nor the vocative TEKva in 
the next line need imply that the children are still visible to the au
dience; indeed, the content of Medea's curse would suggest that she 
has seen the children back in the house, despite the nurse's wish that 
they be kept from her sight. 

118 mi8YJ8': na8TJTE elided (subj. in µii-clause depending on vmp
aAyw treated as verb of fearing). 
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we; v1apa).yw: ws is exclamatory, 'how much I fed painful anx
iety for (you) (vmp-)' or possibly 'how cxcccdiugly (vmp-) I suffer 
painful anxiety'. There arc parallels for both mcauings of the vcrh, 
hut in the latter sense classical authors tend to use it of" grirving 'too 
much' or beyond a norm, a connotation that docs not suit here. 

119-30 The nurse ends the scene with a generalizing reflection 
that emphasizes the distance in behaviour and perspective between 
the heroic elite individuals and humble anonymous persons like her
self, the tutor, and the chorus. This dichotomy parallels the contrast 
between the aristocratic values of the heroic world and the prevailing 
civic ideology of the Athenian citizen; hut an audience will have felt 
attraction to both sets of values (cf. In trod. 2(b)). It is typical of Euri
pides to extend even to slave- and women-characters the ability to 
analyse, criticize, and gcncrali7.C about human life and to speak for 
an ethical point of view that may represent the view of the 'ordinary 
person'. 

I 19 6uva .•• ).~µ.a'Ta: understand EO'TI (LS 30). 
'TVpavvwv: in many passages in tragedy, Tvpavvos and its de

rivatives arc clearly synonymous with ~aa1Aevs and its derivatives 
and they carry no negative connotation for the speaker within the 
play or for the audience member who is used to distinguishing 
between the cultural tradition of high poetry (and myth) and the po
litical discourse of the contemporary city. Yet in that political dis
course, Tvpavvos was clearly a term fraught with negative associa
tions, and even ~aa1Aevs may have hcen an odious term to Athenians, 
at least when applied to contemporary humans other than the a:pxwv 

~aa1Aevs. In the proper context in tragedy, therefore, the poet may 
be exploiting the resonance of these terms. Here the criticism of 
kingly wilfulness is traditional (going hack to IL. 1.78-83), hut the crit
ical stance of the nurse as commoner may he slightly strengthened by 
the use of Tvp6:vvwv. On the problem of the connotations of Tvp

avvos, sec O'Neal (1986); Hall (1989) 155 n. 184. 
xa[ nwc;: the particle nws here makes the whole statement a lit

tle less forceful: 'and somehow it comes about that kings .. .' Com
pare Soph. Phil. 448 g Kai nws TCX µev navovpya Kai naA1vTp1~ii I 
xaipova' ovaaTpe<j>oVTES E~ "A16ov KTA. 
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120 oi..(y' a:pxoµ£vol, 1toi..i..a xpaTouvT£~ 'because they are ruled 
in few matters, but hold full sway in many' (internal aces.). This im
balance is in contrast to a widespread Greek view in the classical city
states that the good citizen should be capable equally of ruling and 
being ruled, cxpxe1v Kai cxpxecr6at (Arist. Pol. 1277a25-b32). 

121 )C<lA£7tW~ opya~ µnaf3ttAAOUGlV 'with difficulty do they alter 
(overcome, control) their passionate anger'. Compare Il. 1.80-1, 
where Calchas is complaining to Achilles that if king Agamemnon is 
annoyed by Calchas, the king will retain his wrath and eventually get 
his revenge. Eustathius, who links these two passages, notes that the 
mighty, once angered, are 6vo-KaTaAAaKT01, 'hard to bring to peace
ful reconciliation' (cf. 109, 103-4 with n.). Others understand the pre
sent phrase as 'change their purpose/will with difficulty' or 'change 
their mood roughly, harshly' (taking 6pyas in a neutral sense). 

122 ycip: the connection is imprecise; what is implied is 'kings 
behave in this undesirable way because they lack a proper sense of 
limits, and it is better ... ' See Denniston 61; LS 27. 

£i.8(a8aL: perfect mid.-pass. inf. of e61½c.u, 'to habituate, accus
tom'. 

E:1t' i'.aolalv 'on equal terms' or 'in conditions of equality' (LSJ 
s. v. ETTi B.111.3). 

123-4 E:µoi. youv • , I, £LT) 'may it be granted to me, in any case', 
with inf. KaTayripcxo-Ketv as grammatical subject (this is the optative 
version of foTt + inf., 'it is possible'). yovv here is !imitative, slightly 
stronger than ye, implying 'even if others may not be content with 
moderation, I think it is better and so I wish etc.' 

123 E:1ti. µ~ µ£ycii..ol~ 'in moderate circumstances', 'in conditions 
of no greatness or excess'; same use of ETTi as in ETT' io-010-1v. Because 
the phrase is within a wish, the negative µ~ is used with the adj., even 
though the adj. is used factually ('circumstances that are in fact not 
great'): Smyth §§2735, 2737. For rejection of great power or wealth, 
compare Archilochus 19 \Vest ov µ01 TCX rvyec.u TOV TTOAvxpvo-ov µEAEI 
KTA.; and other rejections of tyranny (Mastronardc on Phoen. 549), 
and Hdt. 1.30-2 (Solon and Croesus). This text is Barthold's neces
sary correction of ei µ,i µeya11c.us. The MSS text would apparently 
mean 'if I cannot live in greatness, may I at least grow old securely', 
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but it completely spoils the argument of 119-30 if the humble nurse 
admits to any longing for greatness. 

124 oxupwc; y': ye is emphatic, marking the adverb as the essen
tial point: the great may seem to have things their way, but their 
prosperity and power is not secure. This is a fundamental feature of 
the archaic and classical world-view, whether the danger to the great 
is regarded as an amoral force of limitation on mortals (the phthonos 
of the gods) or the precariousness of prosperity is moralized by the 
assumption that the prosperous inevitably overstep and bring de
struction on themselves. 

125-7 'For first of all the mere name of what is the moderate wins 
first prize in the speaking of it, and (secondly) in action moderation is 
by far the best thing for mortals.' The infinitives eimiv and xpfio6a1 
are thus taken as epexegetic, and Ta µhp1a is understood from Twv 
µETpiwv as subject of t-.w10Ta (eoTi). But one cannot rule out a differ
ent analysis of the syntax, with essentially similar meaning: with the 
infinitives as subjects, 'For first of all simply speaking the name of 
what is the moderate wins first prize, and (secondly) to act with 
moderation is by far the best thing for mortals'; in this analysis, Tois 
µETp101s is understood from Twv µETpiwv and the neut. pl. appears as 
predicate of an infinitive subject (384-5n.). For µev balanced by Te 
compare 11-13. The word/deed polarity emphasizes the complete
ness of the superiority of moderation. Compare the proverb µhpov 
6:p10Tov ascribed to Cleobulus of Lindos (one of the Seven Wise 
Men), the Delphic µTJ6ev 6:yav, and Aesch. Eum. 530 ;ravTi µfow1 TO 
Kpcnos 6eos w;raoev; for the contrast of the lot of kings with the 
middling life of an average citizen, see Pindar, Pyth. 11.52-3 Twv yap 
6:vo: TTOAIV evptO"Ku.>V TO: µfoa µaKpOTepu.>1 I OA~u.)I TE6at-.6Ta, µeµ4>0µ' 
afoav Tvpavvi6wv. For praise of the name as a prelude to praise of 
the concrete effects compare the argument for isonomia in Hdt. 3.80, 
TTt-.i;6os 6e apxov TTPWTO µev ovvoµa TTO:VTWV KO:AAIO"TOV exe1, ioo
voµiTJV, 6evTEpa 6e KTt-..; Cicero Phil. 2.113 et nomen pacis dulce est et res 
ipsa salutaris; and conversely Hee. 357-9 (Polyxena) 'but now I am a 
slave: firstly, the name itself, being unaccustomed to me, makes me 
long to die; secondly, etc.' 

126 't"OUVOµa: TO ovoµa (crasis). 
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l'.l.7 'Xi:">1aTa: s11pnlativ<' or tl11· al"l'hai<' <·0111parativr "Awfwv/ 
Aw1wv, 'lll'll<'r' (1111 positiv1· l'orn1 fro111 tl1is root); lioth words an· 
111ai11ly p<wti(', 

l'.l.ll ou6tva ><CllpOv 6uvaTa1: a hold and dillindt 1·xprnsio11; tl11· 
g1·1wral sr11s1· is rll'ar {l'Xrl'ssivl' powl'r or prnspnity is 1101 1Tally good 
for mortals), hut th<' pn·risl' syntax is 1111<·1·rtai11. l'ossil>h- i11tnprl'ta
tio11s, i11 drsrr11di11g onl1·r or pr1•rnl'1H·1·, incl11dl': (1) 'holds sway with 
110 propl'r 1111'as11n·' (tn·ati11g Ka1p6v as a11 i11trr11al ace,, 'has a pow1·r 
that is 110 dul' 1111·as11rc'); (:.1) 'is 1101 ahl1· to rrl'atl' (or prnvi1k) a11y d111' 
llll':ts11rl'' (Ka1p6v a dirl'rt ohjcct, with a hrarhylogy 01· pn·g11a11t us,· 
or 6vvaµa1, possihly s11pportl'd hy 0111· mag<' i11 l'lato, l'hlb. :.13d9 10 
616Kp1c11v 6uvaµlvou ('a tlii11g alill' to provi1k a sl'paration'), for which 
Bury ad loc, a11d Ast, /,r.,·. /'la/. s.v. 6vvaµai rite as paralh·ls only i11-
sta111·1·s with 111·11I. pro1101111 ohj<·<·ts, which an· 1110n· !'asily 1111dnstood 

as intl'l'nal ol\jl'rts; (:i) '11u·ans 110 due nwas11n·' or '111<'aw1 1111 profit/ 
adva11tag1•' (h11t this S('IIS(' or 6vvaµa1 is highly prosair and tl'd111ieal, 
a11d i11 this <'01111·xt Kaip6s is l:1r morl' lik,·ly to hi' 'd111· 11u·asm<'' than 
'prolit', although tl11· lattn S<'IIS!' is corrl'ctly srr11 i11 A/1(/r. 1:11 a11d 
Soph. /'hit. l!il). In arrhair a11d po<'tic 11sag<' Kaip6s rrl'<]ll<'lltly n·frrs 
lo 'd111· 1111'as11r1'' or 'right dl'gr1·1·' with 110 ro1111olatio11 of time (s1·1· 
ll:11T1·tt 011 llt/'/1, :1IHi 7; Rae<' (1~1!11)). 

l'.l.9 µd~ou;: alt<'l'llati\'I' arr. pl. 111:isc./li·m. (µd~ovas): LS 5.c. 
opy100~11 aor, pass. suhj. or 6pyi~oµa1, with incq>ti\'(' S('IISI', 

'h<·rm111·s 1111gry'. The a11g<'r of divine pow!'r against th!' lw11s1· prob
ably implies that tlw prnspno11s 1110rtal has 111ishd1a\'!'d, and this was 
pr!'s11111ahly also i11t!'1Hlcd in ou6lva Ka1p6v in tlw pn·vious linl', 

130 an(6ll))(EV 'gi\'l'S i11 r!'t11r11' 01' 'hri11gs in n·t11r11', \\'ith tl11· ('()II• 
11otatio11 that it is an ow!'d or just n·,·1·rsal; this is a gnomic ;rnrist 

(LS •~i). 

131 :.· '.'>' I ',mu/as 

'1'111· parodos (SE:.?) or .Hrilra is closl'ly i11t!'gratl'd i11to th<' strnrtun· of 
th!' pr<'rl'di11g sc1·1w: thl' nms1· n·111ai11s p1Ts1·11t nnd intnacts with th1· 
chorns i11 a lyric/anapai-stic dialog11<'; thi- imprt"cations or l\11-di-:'I 
lll'ard from indoors i11 the prc\'io11s sr1·111· an· !ward ag;iin d11ri11~ tlH· 
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parod111, and tlir, r.arli,:r, rir.• ;1r,:, i1,:d a~ 1J1r, ,;au~r: l,,r 1f1r. arrival ,,f 
11J,-C11rintl1iari worur.JJ, wli,, UJ1111: ,,, a,cr-r1air1 Mr:dr,a'• c:urrr:rll 111a1r: 
and ,,, 1J1lrr 11yrnl'arl1y. l11q11iry and •yruparl1y :irr: 111anda1d r.lr.111,:111• 
,,f mariy ,.li,,ral r.ntrir.11, and likr:wi,r. tlir: adm1J11iri,m t" rr:•1rai11 v,ri,·f 
;wd dr:11pair i, a typii:al m,,1if ,,f 1f1r. lrav,i,: c,li,,ru,, a11 tlir- m,,,l,:ra1i,,11 
,,J 1hr. a111J11yrn,,u" u,ll,;, riw: i11 111J,,wri in ,.,11u11r.q,,,iri1 ,,, tlir. lir.r,,i,. 
i11dividual11 wirl1 tlit:ir lllrtHJV, pa•~i,m11. 

Mr-dr.a'• liw::'I •unv, frc,m i1111idr. 1urr1 tlir: par,,d,n int" a rlirr-r.-way 
,·x,.liariv,,:. Mr:dr:a i11 al,v,rl,r:cl in lir.r c,wr1 r-m,,ti,,11• arid lia11 rH, awar,:
nr:u ,,f hr:r li11r:11r.n :111d tlu:ir c:r,rnmr.rll• a11 •lir- ,.0111iuu1:• 1,, 11iuv, i11 
ariapar:11••· 'J'lir. diorin' part 1,r.v,iu, with ar1 a111r11pliic .,:,.ti,m 1ha1 i• 
1.ornparal,lr. 1,, 1f1r. d1ar1tr:d anapar.111.11 tli:it arr: f,mnd l,di,r,: 1hr: ••rr,
phic lyri,.• in •ornr- par,,d,,i, l,111 hr.rr. 1hr. d1m1n i, quirr. av,it,llr:d 
from 1f1r. uart, arid tlir: l,mv,-alplia vowr:h :rnd 1hr: 'luid: tramiti,m 1,, 
otlir,r rhy1fum ir1dica1r: 1lia1 tlir:11r. t:JJtry-;rnapai:11111 ar,: •unv,. Tlir: 
nunr., who i• m,11,: rr-flr.uivr. and mr,rr. kw,wlr.dv,r:al,lr., r;,rnti11ur.• 
wirh f1r.r rdativr-ly r:alrn,:r dia111r:d anapar.11111. 

Mttr,: 
M t:trkal a ualy•i,: 1 f,r: a" r c,pliic. ,,pr.riiJJ1t, ( 1 '.'i I ll) wmi••• c,f a pr:riod 
of r, 1u11v, anapar:•t• (l'M ',./",), u,nrairiinv, wi1lii11 ir a plira11r: (Ko11x1ios 
ovUm,> f1mos) tf1at ar11ic..ipatr.• tlir: d1i11 ,,, purr: d,H.lyli,; d1ythrn iJJ 
thr. r1,;xt pr:riod. Tlir. da1nula, in 1hr. rr.xt a,;r;r:ptt:d lir.rr., i• an ar.,,lic 
u,lrrn, a forr.ta•rr. c,f tlir. rhythm of 1f1r: •tr11pf1it: pair. (Witli a difli:rr:111 
rr:xt, thr: da,nula i• iaml,ic,) Tlir. ••ariza i• ofrr:ri ari:ily•r:d dilfr.rr.r11ly; 
f,,r tlii11 arialy•i• aud tlir, rr:av,ri11 f,,r it, 1r:r: Div,v,lr. (l'J'H) '.l7l~ H:1, 
,, lir:r,; i, r:pir. u,rrr:pri,,r, (l'M 7) iri l'~'.l 3 ov1,hrr,) ftmo-; :rnd IWJf,,#; ;,. 

1:1" 7 auv1V.,ow:11, ;;, yuv,:,1, 011yv11. I II 1:n y1.pu1& ;, 1r;:111nr.d uu -
wi1f1 intr-mal ,.orrq,ri,in (PM(,). 

Thr. 1,h,,r u•' 11r,,pliic.. pair ( 11g !',H - 11:1 f~'.1) i• 1urro1mdr.d 1,y 
rum r,f ariapar.•••: riurv. (dwntr,d) l'.1') 1'.~ (parr,r.mia,. 11'1), Mr:rlt::1 
(•UJJl(,J 114 7 (parr,,:miar. 117), •troph,: (SE 1), Mr:cka (1uriv,J 1(,r, 7 
( prr,l,al,ly pr:ri,,d-r:nd witf,,,ut r:at,tJr:,:i• at d,;inv,r: ,,f •pr:akr.r d,7), 
nun<- (d,anrr:dJ 1(,H 7'.l (parr,,:rniau 17,, and 17'.l), ,,n1h1rr,pf11: (SI~ 1)1 

JIIJrV. (d1aJ1tr-dJ 1fl1 '.104 (pa11,t:miar; ',ll)1; V.t: l,d,,w 1H1 'l01fl. r,,r 
tlir. p,,._il,ility 11f pr-rir,d-r-nd wi1f1r,ut ,.a1alr.xi1J. Likr. tf1,: prr:u:dinv, 
a11rr,pf1i<. 1t::tnza, tfir: 11ropliir: 11.,rnza 111art• ,,If wirh anapar:•h (!', rnt:• 

tra, wi1f1r,111 ,_aralr.xi•, l,ut r-ridinv, with tfirr:,: fully •p"ridair: mr:llaJ, 
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but here the remainder of the stanza is in aeolic rhythm (PM 26), 
with the hagesichorean used repeatedly and the reizianum as clau
sula at 154/ 179 (confirmed by hiatus). There are at least three periods 
in the stanza, but the two sequences of hagesichoreans create uncer
tainty. A colon with the dragged close u - - is usually clausular, but 
in a sequence such as 151-4 the hagesichorean seems to be non
clausular (but Dale, MATC m.279 treats 151-4 as four periods); in 
155-7 a similar sequence is probably repeated with a different clau
sula, although the rhetorical phrasing might perhaps support recog
nition of a separate period for each colon. 

After the nurse goes in to fetch Medea, the chorus sings another 
astrophic stanza (204-12), which may be felt as an epode (SE 1) to the 
preceding pair, though this relationship is obscured by the long in
tervention of the nurse. The opening seems to carry on the aeolic 
strain of the strophic pair, but via an ambiguous transition the sin
gle-short and double-short elements are then articulated somewhat 
differently, in cola that are classed as 'dactylo-epitrite' (PM 27), the 
type of rhythm that is featured in most of the remaining songs of this 
chorus. In this stanza, the affinity to aeolic is revived at the end by 
the clausula of pherecratean shape. In the following scheme, 207 
could also be interpreted as a modified hagesichorean (one with ex
tended kernel and with anaclasis or reversal of relative positions of 
elements: symbol ··hagd). In 205 o:1ov is treated as lacking temporal 
augment (as in Hipp. 362); if iax6:v is read here, the colon may be 
viewed as diomedean + er (ltsumi (1991-93)). 

uu-- -I u u- uu -I 

EKAVOV <1>c...w6:v, EKAVOV 6e !300:v 131 2 anap 
----1-uu-uul 

,as 6vo--r6:vov KoAxi6os· ov6brc.u 132 2 anap 
- u u - - I u u - - - llb 
fimos; aAA' w yepa16:, Ae~ov. 133 2 anap 
-uu -uu -uu -uul 

aµ<1>mvAOV yap foc.u µeM6pov y6ov 
- u u - u u -u u - u u I 

EKAVOV" ov6e o-vviJ6oµa1, w yvva1, 

- u u- u u I 

O:AYE0-1 6wµa-ros, 137 2 da 
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u - - u u - u - - 111 

hrei µ01 4>1i\ia KEKpa,01. 

- u u - - I - - uu - I 

cues, w Zeii Kai ra KOi <;>ws, 
-rrws o:v ES 0\/'IV ,av o:µnepav 

----1----1 

CX)(CXV oiav a: 6vcnavos 
ei\801 µv0wv ,-' av6a0ev.wv 

- - - - 111 

µeATTEI vvµ4>a; 
6e~an' 0µ4>6:v, 
--uu-u- -I 
,is croi TTO,E ,o:s O:TTAO:,OV 
Ei TTWS !3apv8vµov opycxv 

--uu-u--1 

Koi.as EpOS, W µa,aia; 
Kai AT]µO 4>pevwv µe0eiT}; 

--uu-u--1 

cr-rrevcre1s 0av6:,ov ,ei\ev,6:v; 
µT],01 ,-6 y' eµov -rrp60vµov 

U -U U - -lib 

µT}6ev ,66e i\icrcrov. 
4>ii\01cr1v 6:-rrfo,w. 

- u - u - -u u - u- - I 

ei 6e cros -rr6cr1s KOIVCX AEXfl cref,il;e1, 
o:AACX f,o:cr6: v1v 6eiipo -rr6pevcrov oiKwv 

--uu-u--1 

KEiVWI ,06E µT] xapo:crcrov• 
E~w• 4>ii\a Kai ,o:6' av6a, 

-- uu - u - - I 

Zeus (JOI ,-6:6e crvv61Kf1CJEI. 
cr-rrevcracr6: ii -rrpiv KOKWCJOI 

- u - - - - u u - u - - - 111 
µT] i\iav 10:KOV 6vpoµeva CJOV EVVO:,OV. 
,ovs fow· -rrev0os yap µey6:i\ws ,-66' 

opµO:TOI. 

138 hipponaetean 

148 2 anap 
173 

149 2 anap 
174 

150 anap 
175 

151 hagesiehorean 
176 

152 hagesiehorean 

177 

153 hagesiehorean 
178 

154 reizianum 
179 

155 (er, hipponaetean) 
180 

156 hagesiehorean 
181 

157 hagesiehorean 
182 

158-9 (er, glyeonie, sp) 
183 

191 
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- -uu -u-u -u- I 

axav CX\OV 1TOAVO"TOVOV yowv, 

uu--.u uuUu u ....... uu - I 

A1yvpcx 6' cxxea µoyepcx l3oi;x 

u-u-uu-uu--111 

TOV EV A.EXEi 1tpo66Tav KOKovvµcpov· 

u~u u - u u~u u - u I 

6EOKAVTEi 6' cx61Ka 1Ta6ovcra 

--u-u-uu-uu-u I 

TCXV ZTJVOS opKiav 8eµ1v, & V\V el3acrev 

-uu-uu-1 

'EAAa6' es cxVTi1topov 

u u~u u u~u u - u - I 

6i' a"Ao. V\J)(IOV E<p cxAµvpcxv 

-- - u u - - Ill 
TToVTov KAfi16' a1TepavTov. 

204 II-syllable 
aeolic (telesillean, ia) 

205 2 ia (uE) 

206 11-syllable 
aeolic (AeuD-) 

207 2 tro (Eu) 

208-9 iambelegus 
+u (-euDu) 

210 hemiepes (D) 

211-12 2 ia (uE) 

213 pherecratean 
(eA d-) 

131 exAuov <J>wvav, exAuov 6E f3oa:v: anaphora of the verb, par
allel syntax of the two metra, and 'rhyming' ending of the almost 
synonymous nouns all mark the emotional engagement with Medea's 
plight declared by the chorus in its opening stanza. The initial entry 
of a Euripidean chorus is often motivated by a sense of sympathy 
and concern, sometimes explained by the chorus' having heard of the 
distraught or threatened condition of a major character (Ale., Hipp., 
Andr., Or., etc.; cf. Soph. Trach.); and in other cases a chorus is sum
moned to share in lamentation (Troades, IT, He/.). This instance is 
unusual in that the chorus responds to the same cries the audience 
has just heard, but Medea is not in a condition deliberately to sum
mon the chorus. Nevertheless, she subsequently manipulates the 
chorus' sympathy more effectively than characters generally do in 
other plays. 

exAuov: the sing. verb is not evidence for the number of speak
ers of an anapaestic or lyric choral part; rather, since the chorus is by 
convention a collective group, there is usually indifferent variation 
between sing. and pl. verbs and pronouns in such utterances of the 
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chorus (note, e.g., 173 aµETepav followed by 178 eµ6v; 654 ei6oµev 
followed by 655 exw). Conversely, actors may shift between sing. and 
pl. in addressing the group (e.g. 214, 252, 253, 259). See in general 
Kaimio (1970). 

132 KoAxi6o;: the chorus' first reference to Medea is by the eth
nic adj. that emphasizes her exotic origin; and since the Athenians 
associated songs of lamentation with foreign origin (Garvie on Aesch. 
Cho. 423-4; Hall (1989) 128-33), the ethnic may have additional force 
here. But any interpretation that lays emphasis on Medea's foreign
ness must also acknowledge the features of the drama that downplay 
its importance or that undercut any sense of the superiority of 
Greeks. See lntrod. 2(c). 

133 ~mo;: for treatment of the adj. as of two terminations see LS 
5.d. When used of persons, ~mos normally denotes a settled disposi
tion of mildness, gentleness, kindness. The sense here is instead 
'calm', 'soothed', almost 'recovered from her passionate distraction', 
and this is probably a medical use of the word: cf. LSJ s.v. 1.3; Thuc. 
2.59 el30VAETO eapo-Ovai TE Kai c.mayaywv TO 6py1~6µevov Ti;S yvwµris 
rrpos TO ~TTIWTEpov Kai a6eeo-Tepov KaTao-Ti;o-a1; Hippocrates, Epid. 
5.20 ~rriwo-e TWI o-wµaTI. See 6on. ov6errw ~mos must be treated as a 
question; otherwise the request Ae~ov makes no sense. 

135-6 &µ<J>muAou y<Xp fow µE:Aa.8pou yoov I EXAuov 'for I heard 
her lamentation inside the two-gated structure'; it seems best to un
derstand that the structure is Medea's house and that fow µeAa0pov is 
thus an attributive modifier of y6ov; some interpreters instead take 
the phrase as adverbial with eKAvov, referring to the women's own 
houses. aµq,irrvAos (extant only here and in the scholia on this line) is, 
like aµq,ievpos in Lysias 12.15, an adj. referring to the fact that a Greek 
house might have two doors, not only the main front door between 
the street/plaza and the internal courtyard, but also a small rear 
door. The point of referring to the existence of the second door is to 
suggest that the sound of iv!edea's cries reached her neighbours 
through the back alley and they have as a result gathered before her 
house to make inquiries. The MSS transmit err' aµq,mvAov ... fow 
µeAa0pov, and I gives the unlikely rendering 'I, being nearby the 
vestibule, heard her cry inside her house' (whose vestibule? I seems 
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to intend Medea's, Wecklein understands the women's). The elimi
nation of br' both clarifies the syntax and makes the metrical struc
ture smoother. yoov, Elmsley's emendation, is needed for the metre 
(f3oav could easily have intruded from 131). For discussion of the text 
and meaning see Diggle (1994) 278-83. 

138 cplAltt ><e><ptt-rttl 'a tie of friendship has been blended', with 
KEKpaTm, perf. pass. of KEpavvvµ1, 'mix, blend'. <ptA1a is Parson's 
emendation; he cited passages with <ptAla as object of ava- or crvy
Kepavvvµ1 (Hipp. 253-4, Hdt. 4.152.5, 7.151; he also cited Aesch. Cho. 
344 veoKpcna <p1Aov, which probably has a different explanation: see 
Garvie). The idea of mixing is perhaps borrowed from the mixing of 
wine for libations ratifying peace or alliance or for the 'cup of friend
ship' (LSJ s.v. <ptAOTT)crtos 11). (The MSS have <p!Aov KEKpa(v)Tm, 
which would be 'the house (6wµa) has been accomplished (or or
dained?) as dear to me' (with an inappropriate use of Kpa1vw and 
dubious predicate adj. construction) or 'the house has been blended 
as dear to me'). 

139-43 The nurse recapitulates for the chorus some key points of 
the prologue: 139 ~ 16, 140 ~ 18, 141 ~ 24-6, 142-3:::; 28-9; so too 
171-2 ~ 37 + 44-5. 

139 oux etal 60µ.oL 'the house is undone' or 'the house is no 
more', as in IT 153 ovK efo' oiKot TTaTpw101; compare, with the more 
explicit OVKETI, Hipp. 357 OVKET' eiµ' eyw; Hee. 683 OVKET' eiµi 6ri. 

-ra.6' 'what we had here'. 

140 AE><Tptt -rupcivvwv: better taken as 'marriage with the royal 
family' than as 'the bed of the princess' (with poetic pl. for sing.). 

141 T~><u l3Lo-r~v 'wastes away her life-force'; cf. Held. 645 41vx11v 
ETT)KOV, Od. 19.264 µT) 6vµov Ti'\KE. See 25n. 

142-3 «plAWV ou6evoc; • • 1. µu8ol<;: the word-order is almost 
concentric, with ov6ev6s depending on µv601s. For qipeva see 811. 

144 cpAol; oupttvLtt: a tragic periphrasis for 'lightning bolt from 
Zeus'; for such a suicidal wish, cf. Prom. 582 (lo to Zeus) TTVpl µe <pAe~ov, 
Eur. Supp. 831 TTVpos TE <pAoyµos 6 6.10s EV Kapa, TTEcrOI, Andr. 847. 
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145 !3ci1YJ is aor. opt. of l3aivw in a wish. 
-r1 H µ01 l;;ijv E-r1 ><Ep6oc; 'What profit is there for me any longer 

in living?' (Syntactically, l;fJv is subject of understood ecn1, and Ti 

Kep6os is predicate.) Tragic characters in desperate straits commonly 
question why they should live on. For Kep6os in such contexts, see 
Prom. 745, Ale. 960, Her. 1301 (the motif is also seen in [798-9): see 
n.). 

146 xci-rciAuaci1µciv: intransitive or absolute in sense, 'may I take 
my rest' like a weary traveller at an inn (from the notion of undoing 
one's baggage or unyoking one's team). 

148 w Zd; xcii ra xcii cf>wc;: the final two elements of the triplet 
suggest the universalizing polar opposites earth and sky, so that Zeus 
as a person and the whole natural world are invoked; for similar 
invocations see Mastronarde on Phoen. 1290. Although it cannot be 
ruled out that coes is addressed to Zeus, it is more likely that the 
question is self-addressed (the vocatives being an emotional excla
mation). Choruses often call attention to a sight or sound by such a 
question or imperative, and the second person sing. and pl. are used 
indifferently: see Kaimio (1970) 137-43. 

149 axciv was restored here by Elmsley for iaxo:v: fully spondaic 
metra are characteristic of strongly emotional lyric anapaests, the 
syllables 1a- in iaxri are not certainly double short in any passage in 
tragedy (although double short is found sometimes in verb io:xw and 
noun i6:x11µa), and iaxo: is a frequent corruption of 6:xo: (see Mas
tronarde on Phoen. 1040). The same correction is needed in 204 be
low, where a single syllable before the choriamb of the aeolic colon is 
somewhat more likely. 

150 vuµ<f>ci: this term alludes to the nubile or sexually attractive 
status of a girl or woman (mostly used of young women just before 
and after marriage, but also of, e.g., Andromache in Andr. 140 and 
Helen in Tro. 250), and elsewhere in this play always refers to the 
princess, so there is some pathos when the chorus uses the term of 
Medea here. 

151-2 -riic; an).ci-rou xo1-rcic; 'the terrible bed of rest', that is, 
death; the chorus is shocked by Medea's death-wish, and extends the 
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metaphor she used in 146 KaTaAvcraiµav. Elmsley restored the sense 
required by the context by recognizing that transmitted o.TrAacrTov/ 
o.TrAflcrTov, taken as 'insatiable' by the scholiasts, is the very common 
corruption of o:TrAflTos/cmAaTos, literally 'unapproachable' (cf. TrE
AaS, TrAflcriov). Although excessive eros is one of the strands of moti
vation thematized in the play (Introd. 2(b)), this does not justify the 
defence of 'insatiable bed' by Gentili (1972), following Wilamowitz. 

w µ.aTaia: literally 'foolish woman', but like some other ad
monitory addresses, µaTaia 'combines pity and reproach in varied 
proportions' (Gow on Theocr. 15.4): here the chorus is urging mod
eration, suggesting that no sensible person would wish for death; at 
333 Creon addresses the same vocative to Medea to suggest she is 
wasting her time, and Jason uses it in 959 to imply Medea's lack 
of logical calculation of the relative resources of herself and the 
prmcess. 

153 G7t€UG€l', 8avchou 1"€A€UTav 'will you hasten the end that is 
death?' A second-person question is best here, since the point must 
be that death will come soon enough for a mortal, so one should not 
seek it out. Blaydes' crTrevcre1s, a small change of the variant crTIEVcrEI, 
is needed; adjusting crTIEVcrEI to unambiguous second person crTrevcrri1 
is less attractive because the middle is unlikely (the active appears 
over 70 times in tragedy, the middle once in Aeschylus). Some follow 
Weil in altering to TEAEVTa and keeping crTrevcre1 as third person 
(Kovacs: 'death will come all too quickly'), but this is less attractive 
because O"Trev6w normally has an animate subject and emphasizes 
intentional speed. Least likely is the interpretation of the scholiasts, 
who treat the verb as third person with epos as the subject. 

156 xdvwl To6€ µ.~ xapaaaou 'do not be sharpened in anger at 
him on this account'; a rare usage (elsewhere in classical authors only 
Hdt. 7.1, b.apeiov ... µeyo.AuJS Kexapayµevov TOicrl 'A6rivaio1cr1; cf. the 
active 'arouse, torment' in Eur. fr. 431.3 (·Epws) Kai eewv O:VuJ 41vxas 
xapacrcrEI ); eriyw and O~VVuJ have a similar metaphorical use. T06E is 
internal acc., to be translated adverbially. 

157 ZEuc; ... auv6lx~a€ll independently of Medea's own claim 
on the gods' support (22), the Corinthian women assume that Zeus is 
on Medea's side. The asyndeton is explanatory (LS 28). crvv61Keiv is a 
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technical legal term for the action of a third party who assists in a 
court case by delivering a supporting speech (so Apollo comes both to 
be witness and ~vv61KiJcrwv in Aesch. Eum. 579). Thus Medea will be 
in an exceptionally strong position if Zeus, who is also the ultimate 
judge/juror, plays the role of crvv61Kos as well. 

159 £uvci-rav, the minority reading, is a form of the noun recorded 
in Hesychius and found as a variant in Or. 1392. This form responds 
more exactly to 183 6pµcna1, and there is some doubt whether the 
penultimate syllable in an aeolic verse of this type can be anceps (lt
sumi (1984) 78-80), as it would be with the majority reading evvhav. 
It is typical of the richness of poetic vocabulary that tragedy also uses 
evvcnwp and EVVT)TTJp. 

160 8iµl ... vApuµL: Themis is a personification of established 
law and custom (same root as Ti61iµ1) and so symbolic of the gods' 
concern for the moral behaviour of mortals (including oath-breaking). 
Artemis has no particular connection to oaths, but has close con
nections with the life of women (childhood, marriage, childbirth) and 
so may be invoked here as a protector of female rights. Artemis is 
also sometimes identified with Hecate, with whom Medea has a spe
cial connection, as she herself later declares (397). 

1611 h6riaaµiva: the metaphor of binding by oaths, familiar in 
English, does not appear to be common in Greek (elsewhere Hdt. 3.19 
6pKio1cri •.. µey6:Ao1cr1 ev6e6fo6a1 ). 

164 au-roic; µ£).ci6polc; 'together with their house', 'house and all'; 
for this idiomatic use of the dat. of a noun accompanied by intensify
ing avT6s, see Smyth §1525, LSJ s.v. 1.5. 

6la><valoµivouc; 'violently destroyed', with the connotation of 
laceration and torment, but perhaps not a strongly imagistic word 
(the verb is used to allude to Alcestis' death in Ale. 109 Twv o:ya6wv 
61aKVOIOµevwv). 

165 or' ••• a6Lx£iv 'what sort of injustice they dare to commit 
against me'; ofo is internal acc. with 6:61Keiv, and the clause, exclam
atory in origin, may be translated in English with causal force, 'be
cause they dare to commit such injustice' (Barrett on Hipp. 877-80). 
Kaibel's emendation o'i' eµe, reported in Bierl, Calder, and Fowler 
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(1991) 38, gives a more forceful sense than oi y' sµs: relative with ye 
would appropriately connote cause, but the combination is rather 
prosaic, otherwise found in trimeters only. 

1tpoa8t::v: in Greek thinking, causing harm first, without provo
cation, is almost definitive of injustice, whereas causing harm second, 
in retaliation, is widely sanctioned as legitimate revenge. See Burnett 
(1998) xv-xvi; Dover (1974) 180-2. 

166-7 This couplet echoes the nurse's report in 31-5 and prepares 
for the subsequent references to Medea's lack of safe anchorage from 
her woes (255-8, 441-3). 

166 wv a1tt::vaa8Yjv: the separative gen. depends on the preposi
tion in the compound. The connotation of relocation in the verb 
(which is aor. pass. of cmovaiw) is important thematically: 'which I 
left (for a new home)', 'from which I have been parted'. 

167 aLaxpwc; is probably best taken with 6:mv6:cr8flv, and then 
the following participial phrase explains the adverb. Others attach 
'shamefully' to KTEivacra so that it alludes to the manner of the kill
ing, but how Medea killed her brother may not have been clear to 
Eur. 's audience. 

><Tdvaaa xaaLv: the death of Medca's brother (Apsyrtus in most 
sources) is alluded to only here (vaguely) and in 1334, where a par
ticular version is implied (see lntrod. 4). Medca's utterance ends in a 
full anapaestic dimeter, and some critics believe some words have 
been lost that would restore a parocmiac, as at 114 and 14 7 (another 
way to obtain a paroemiac is by transposition, but Heimsoeth's pro
posal WV KO:O'IV aicrxpws J TOV sµov KTEivacr' 0:TTEV0:0'8flV produces an in
ferior word-order). But 97 is also a full dimeter at the end of an ut
terance by Medea. It is impossible to say whether there is period-end 
at 97 and/or 167 (see 184-204n.). 

168-9 xamf3oiiTaL I 0iµLv t::u><TaLav 'she shouts an invocation of 
Thcmis' (2111.); Kai en1~00:Tai (crasis), and EVKTaiav predicative in 
sense, 'so that she is invoked in her present utterance' (cf. Or. 213-14 
/\~el'l KOKWV .•. TOicrl 6VO'TVXOVO'IV EVKTaia ee6s). Others interpret 
EVKTaiav less probably as either 'invoked in the evxai that once ac
companied the oaths' or 'guardian of oaths'. 
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169 Zijva: in epic and high-style poetry, including trag1:dy, the 
declension Zeus, Z17v6s, Z17vi, Zfiva provides convenient alternative 
forms for Zeus, ti16s, etc. It was a l;17T17µa (interpretive puzzle for an
cient scholars) to explicate why the nurse refers to an invocation of 
Thcmis and Zeus when Medca has just called on Themis and Arte
mis. Various far-fetched answers arc given in the scholia, and Nauck 
proposed Z17vos os for Zfiva e· os (cf. 209). The likely explanation is 
that the mention of the oaths violated by .Jason may be taken to call 
upon the attention of Zeus opK1os, whose role is paraphrased in the 
relative clause os ... Taµias vev6µ10-ra1 (cf. 209 -rav Z17vos opKiav 
8eµ1v with n.). 

171 oux i::a·t"lv onw;: an emphatic periphrastic negation, more 
forceful than ov6aµws, 'there is no way how'. Similar periphrases 
may be formed with other indefinite relatives, and ouK foT1v ooTIS 
(more forceful than ov6eis) is the most common (Smyth §§2515, 2557). 
Compare 1339 OUK foTtV TJTIS, 793 OVTIS foT1v 00T1s. 

t:v "t1v1 µ1xpw1 'in some small deed' or 'in some trivial gesture'. 

173-4 nw; av ••• I t:>..601: equivalent to 'I wish she would come' 

(97n.). 

174-5 µu6wv "t' au6a6£V"tWV I 6i~a1"t' oµ<f>a.v 'would accept fi.e. 
not ignore, as up to this time, 29, 142-3] the sound of spoken words'. 
For the defining gen. phrase sec LS 10.a. 

176-7 £i nw; . •I• µt6d-,p '(so that we may sec) if somehow she 
might let go .. .' ei TTWS here may be taken to introduce a prospective 
indirect question, as if 'to find out' or 'to show' were understood (the 
idiom is equivalent to English 'in case'). Sec K-G 11.534 Anm. 16. 
µe6eif} is third sing. aor. act. optativc of µe6i11µ1 (µe-ra + i17µ1), 'let go, 
slacken'. 

>..ijµa <f,ptvwv 'the strong passion of her mind', that is, her wish 
for suicide and wish to do harm to her enemies. 

178 "toy' iµov npo6uµov 'my cager good will', equivalent to ii eµ,i 
1rpo6vµia, since in a variety of styles and genres in Greek the neut. 
adj. may be used as an abstract substantive (Smyth §1023). 

179 ania"tw: third sing. imperative of cme1µ1, 'be absent'. The 
dat. is one of interest/ disinterest. 
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181 cp(Aa xal -ca:6' au6a 'tell her that our attitude too is support
ive', with Tcx6e meaning 'the situation here', hence 'our presence' or 
'our attitude' and Kai implying 'in addition to' the supportive stance 
of the nurse and others in the household. 

182 anEuaaaa: -cl nplv xaxwaal: in accordance with a tendency 
of enclitic position in Greek (and related languages), TI is drawn to 
the second position in the participial phrase, even though it belongs 
with the subordinated TTpiv-phrase as internal object of KaKwo-01. 

183 -couc; fow: that is, the children; the audience may assume that 
the chorus heard Medea call her sons 'accursed' and wish for their 
destruction (112-13), or may view this as a natural fear either because 
of the mythological parallel of Procne and ltys or because such be
haviour was known in everyday life (as it is in modern society). In any 
case, Eur. clearly prefers to anticipate the eventual turn of the plot 
rather than make it a complete surprise (if it was an innovation: see 
lntrod. 4). 

184-204 This passage contains 37 anapaestic metra before the fi
nal paroemiac, an unusually large number of full metra delivered by 
one voice, esp. since this seems a relatively calm recitative. Compare 
the nurse's earlier generalizing passage at 115-30, with 30 metra 
before paroemiac. Through these two speeches, Eur. maintains the 
more intense emotional register of the sequence 96-213 while mak
ing the nurse a spokesperson for generalizations important to the 
themes of the play. Other long runs are less reflective and often por
tray some vehemence or defiance or breathless accumulation of add
on items: Soph. Phil. 1452-68 (32), Soph. Ajax 1402-16 (27); and with 
changes of speaker, Hipp. 208-38, El. 1308-31 and 1334-56. The 
changes of speaker in the latter passages raise the possibility of (un
detectable) period-end without catalexis. In passages of anapaestic 
dialogue there are a few cases of elision (as in 1398 below) or cor
reption (as in El. 1331) across change of speaker, proving synapheia; 
but there are also a few cases of hiatus and brevis in longo at change of 
speaker, proving period-end without catalexis (so 1396 below). Thus 
the extent of the nurse's two runs could be reduced by positing a 
pause at 189 before the long criticism of poetry, or at 118 before the 
generalization about the kings (and within 98-110 at 104). 
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184 4>0'30~ d 1tdaw: an unusual construction with indirect ques
tion (Smyth §2234) equivalent to the fear-clause µ11 ov miaw: 'I fear I 
will not persuade her', 'I strongly doubt whether I'll persuade her'; 
similarly Held. 791 cp6f3os yap ei µ01 ~WO"IV ovs eyw 0EAW. For Medea's 
resistance to suasion or to any conversation at all, see 27-31, 142-3. 

186 im6waw 'give in addition (to my previous toils)'; perhaps 
there is a connotation also of 'give freely' (LSJ s.v. e1T16i6wµ1 1.3). 

187-8 TO><a6o~ 6ipyµa A€ttiVY)~ I (X7t0TtXUpoihaL 'she glares with 
savage ferocity, like a lioness with newborn cubs', or more literally, 
'she makes herself bull-like with respect to her gaze, so that it is the 
gaze of a lioness with newborn cubs' (middle-passive verb in reflexive 
sense, with accusative of respect and proleptic modifying genitive; or 
possibly middle verb with acc. object and proleptic modifier). This 
mixed image is an intensification of the proverbial bull-like glance 
(92n.). Lions are fierce opponents in Homeric similes and 'strongest 
and boldest' among animals in Hdt 3.108, and the lioness is the em
blem of a savage woman in Aesch. Ag. 1258 (Cassandra speaking of 
Clytemnestra); Jason will throw this accusation at Medea at the end 
of the play (1342, 1407). TOKaoos reflects the knowledge that wild an
imals protecting their young are most dangerous to humans; and 
lions were particularly believed to be protective of their young (II. 
17.133-6, 18.318-22, Callimachus, Hymn Dem. 51-2 \°mof3;\em1 ... 
AEOIVO wµOTOKOS, TO:S cpaVTi 1TEAEIV f3;\oavpWTOTOV oµµa). It is ironic 
that Medea will display the ferocity of a lioness (1342 ;\emvav ov yv
vaiKa), but direct it toward her own children. On animal imagery in 
the play see lntrod. 2(1). 

190-204 Here is another extended reflection by the nurse (see 119-
3on.). This one features a rhetorical gesture typical of Euripidean 
characters, finding fault with the disposition of the world, whether 
viewed as the arrangement created by the gods or as a usage sanc
tioned by human custom (sec Leo (1912) 113-17). To cite examples 
only from Medea and the nearly contemporary Hipp., compare 516-19 
(same pattern as here: why is there a test for false coins, but not for 
false human character?), 573-5, Hipp. 191-7, 616-24, 916-20, 925-
31. The observation here has a metatheatrical or metapoetic thrust, 
since it is a given of Greek poetics from the earliest times that song is 
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a delight to mortals, even songs of destruction and misery so long as 
the audience is at a remove from the events depicted. Tragedy itself 
is a musical performance conducted amidst festivities, and audience 
enjoyment is one of its effects and goals. The nurse is too directly 
involved in the event to derive solace or pleasure from music, and 
her attack is matched by the chorus' claim in the first stasimon (see 
410-45n.). For the sake of her argument, she alleges that no songs 
have been invented to stop grief, but the epic tradition assumed oth
erwise (Hes. Theog. 98-103; Achilles' singing in /I. 9.186-9 may be 
viewed as a distraction from his vexation, and Dcmodocus' song 
in Od. 8 contributes to defusing a situation of strife). :rvlorcover, the 
Greeks did have cathartic music (for a literary representation of 
which, sec Helen 1301-52). 

190 axaLouc; 'unintelligent, misdirected', an extension of the 
widespread cultural stereotype of lcfthandedness as clumsy or 'sinis
ter' in antithesis to the 'dexterity' of the right hand: Lloyd (1962), 
Lloyd (1966) 37-42. For crK016s/ croq,6s in antithesis, see also 298 be
low, Held. 458-9, El. 972, Her. 299-300, frr. 290, 657.2. 

190-1 AEywv .1 . . aµapToLc;: just as in English maxims like 'you 
can't win them all' or 'you can't take it with you', in Greek the sec
ond sing. may provide a generic, imagined addressee (with masc. as 
universalizing gender, as usual), an alternative to generalization us
ing a third-person verb with TIS; so too in 298-301. The participle 
Aeyc.:,v is supplementary with cxµcxpT01s ('you would not err in saying'), 
but may also be translated as conditional ('if you should say'). 

xou6Ev: Kai ov6ev (crasis). 

192 ohLvEc;: a relative clause may be causal in sense ('because 
they ... ') (Smyth §2555); compare TJTIS in 589, 1130, 1234. 

bti µh 8aAiaLc;: µev is balanced by the 6e of 195; one expects 
something like 'but in times of unhappiness', but the construction 
shifts from relative clause to new main clause (a common shift in 
Greek idiom: Smyth §§2517-18), the subject changes, and T}VpoVTo 
and T\VPETO have different constructions. 

194 TJUPOVTO ~iwL Hp1tvac; cixoac; 'invented for our life as de
lightful things to hear'; ~ic.:,1 is Page's emendation of ~iov, which 
would give the sense 'invented as life's delightful aural entertain-
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mcnt', in which the loose gen. ('belonging to life') is odd, hut perhaps 
possible. 

195 [3po-rwv: it is uncertain whether this is to be taken with ov6eis 
(a very common combination) or with aTvyiovs ... Mnas (where it 
has greater point). 

199 xip6o;: understand eaTi, 'it is a profit' or 'it is a benefit', with 
the acc. and inf. phrase 'that mortals cure these banes with their 
songs' as true subject. 

200-1 i'.va 6' €u6u1tvo1 I 6ai'.u;: eiai is to be understood (LS 30; 
for iva 41n.), and the similarity of meaning in the noun and in the 
root of the accompanying adj. is typical of tragic style (fullness, LS 
32). 

201 -rdvoua1 f3oiiv 'make taut', so 'make shrill their loud voice', 
'modulate their voices in loud song' (not 'extend (in time), draw out 
long', as suggested in LSJ ). 

202-3 TO 1tapov ••• 16a1-ro; 7tAY)pwµa 'the ready-to-hand fullness 
of the feast'. 

204-13 The chorus' epodc-likc stanza provides a conventional 
cover for the time during which the nurse goes in, finds Mcdca, and 
delivers her message, and Medca makes her way to the door. The 
content of the lyric is mainly recapitulation of previous details. 

204 axciv: sec 149n. For the fullness of expression in axav 
TTOAVO'Tovov y6wv, sec LS 32. 

205-6 ALyupci 6' ax€a µoy€pci [3oci1 I TOV €V Hxu 1tpo60-rav )((l)(()

vuµ4>ov 'she shouts out shrill grievous cries of woe about the evilly 
married one who is betrayer of her bed'. axea is the internal object 
of !3001, and Tov KTA. may be considered either the external object of 
the whole previous phrase (342-3n.) or the content of the cry (2rn.), 
since the article Tov indicates that the chorus is citing Mcdea's words. 
ev AEXE• is literally 'in respect to the marriage-bed' (LSJ s.v. ev 1.7). 
The article and word order imply that KaK6vvµ<;>os is a substantive 
here, and npo66Tav is used adjectivally or in apposition. Note the 
difference in meaning (contextually determined) between KaKovvµ<;>os 
here ('ill-married (because harming Mcdea)') and in 990 ('ill-
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married (because of the harm he is bringing upon himself, his chil
dren, and new bride)'). Such variation is typical of tragic style. 

208-9 -rav ZY]v<>; opxiav 0kµtv: both this passage and Aesch. 
Supp. 360 seem to make Themis the daughter of Zeus, on the alle
gorical basis that Zeus is the sponsor of law and order (see Lloyd
Jones (1983)). The more usual genealogy makes Themis a Titan 
(daughter of Gaea) and one of the early 'wives' of Zeus (Hes. Theog. 
901-6). Another possibility is that 'Zeus' Themis' means merely that 
she is agent or helper of Zeus. Friis Johansen and Whittle on Aesch. 
Supp. 360 prefer this interpretation, judging that the plain genitive 
(without a word for 'daughter' or 'offspring') does not 'suffice to 
convey this novel relationship'. 

a vtv iif3aa£v 'who made her travel', that is, it was the solemn 
oath of Jason that induced Medea to leave her homeland. e[3T)cra is 
transitive weak aor. of [3aivw with a causative meaning, an inheri
tance from epic, absent from Attic prose. 

210 civ-ri1topov: either 'on the other side of the sea crossing' or 
'that lies across the strait' (referring specifically, as elsewhere, to the 
narrow divide between Asia and Europe at the Hellespont and 
Bosporus). 

211 vuxtov implies flight by night, a time when most Greek ships 
did not travel. 

212-13 €cp' aiµupav I Ilov-rou XAYjL6' a1t€pav-rou: probably an 
elaborate periphrasis for the Bosporus, 'toward the salt-water closure 
of the impenetrable(?) Pontus', alluding (as elsewhere: 1263-4n.) to 
the crucial boundary between different worlds and different cultures 
that Medea has crossed. The text and meaning have been much dis
puted. cxmpcxVTOV (the poet Milton's emendation) is stylish, giving 
one epithet to each noun in the phrase. Since there may have been 
some conflation of different senses in words featuring 1re(1)p- and 
mpa(1)v- (see Fraenkel on Aesch. Ag. 1382 cme1pov, Griffith on Prom. 
1078-9), it seems best to interpret cxirepcxvTov as 'not to be traversed 
or penetrated', hence 'not to be travelled', alluding to the notion that 
the Pontus is inhospitable to travellers (cx~e1vos, whence by euphe
mism ev~e1vos). The usual sense is 'limitless, immense', which is not 
entirely apposite here (though some have seen an allusion to //. 
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24.545 'EAATJO-TIOVTOS amipwv). The .MSS present am\paVTOV agree
ing with KAfi16', which makes no sense if the meaning is 'immense' but 
is perhaps possible with the meaning 'impenetrable' (but the barrier 
was no longer impenetrable after the outward voyage of the Argo). 
airepaVTov and airepaTov are often confused in .MSS (Griffith on 
Prom. 154), so it is a small step to accept Blaydes' airepaTov, as 
Kovacs does, translating 'a gateway few traverse'. 

><AijL6': note the general sense of KATJIS, 'closure, barrier' rather 
than specifically 'bar' or 'key': see also 661 and compare the tragic 
use of KAfi18pov (Barrett on Hipp. 577-81). 

The opening of the play emphasized Medea's emotional and intran
sigent nature and contrasted the excesses of her status and moods 
with the moderation of the ordinary citizen. But the expectations 
created by this build-up are sharply challenged by her actual ap
pearance in the first episode (SE 2). She emerges under her own 
power (unlike Phaedra in Hipp.) and launches a lengthy, closely rea
soned iambic speech to solidify the favour of the women of the cho
rus. And when Creon arrives to inform her of her exile (news con
cealed from her by her servants for fear of her reaction), she controls 
her response and applies her verbal skill again to winning a tempo
rary reprieve. 

Some questions of staging affect the impact of this and following 
scenes. On Medea's costume, see lntrod. 3. On the presence and 
number of her silent attendants (probably two), see lntrod. 3, where 
it is also argued that they are nameless figures distinct from the 
nurse, against the belief of many that the nurse is addressed in 820 
and thus must return to stage with Medea at this point. 

214 Kop(v8LaL yuvai><t:~: this is more formal than simply to ad
dress the chorus as yvvaiKES or 4>iA01, and it both shows (a calculated) 
respect and prepares for Medea's careful deployment of her status 
as a non-Corinthian. Compare Phaedra's formal address Tpo~f1v1a1 
yvvaiKES (Hipp. 373) when she begins her great rhesis (SE 3a) to the 
chorus, attempting to take control of her situation after rising from 
her sick-bed. 
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215-24 Medea uses a heavy concentration of generalizations, at 
once displaying to the chorus her command of the dynamics of social 
life and deflecting many possible sources of distrust without directly 
ascribing them to the women present. She concedes that there are 
people who deserve reproach before she expands on one kind of un
deserved reproach (not the kind that applies in her case), and the 
unfairness of hasty judgment in such cases is preparatory foil for the 
duties of the proper xenos - the point at which she homes in specifi
cally on her own situation. 

216 aeµvou;: the use of o-eµv6s with negative connotations 
('haughty, pompous', of human beings or their attributes) seems to 
be a reflection of the egalitarian ethos of Athenian democracy, as 
this sense emerges in Soph. Ajax 1107 (Ta o-eµv' e1r17, Teucer to Mene
laus), Eur., and comedy (note esp. the play on positive vs negative 
sense in Hipp. 88-99). 

yeyw-ra;: contracted form of yeyaws (the epic perf. part. of 
y1yvoµa1 ), a poetic alternative to prosaic yeyovws. The participle 
sometimes is equivalent to TIEcj>vKws, to express an innate quality 
(Barrett on Hipp. 995), but may also, as here, bear the sense 'having 
shown oneself to be' or 'having proved to be' (so also 467, Ale. 860, 
Hel. 1030, etc.). With the following division of circumstances, this 
seems to make better sense than 'are by nature', 'are really'. 

oµµa.-rwv &no 'out of sight', 'out of the public gaze', a sense that 
is more common with verbs of motion and with E~ (Ale. 1064, IA 743, 
etc.; but Tro. 1093 Koµi~OVO"l ... O"E6Ev cm' 6µµcneuv), but clear here 
from the contrast with ev 6vpaio1s, 'among people out in public'. 
Medea will not offend either by keeping herself inaccessible or by 
acting haughtily toward the women assembled before her. 

217 oi 6' 'others' (besides those who are haughty). 
cxq,' ~auxou no6o; 'by behaving quietly', 'by lack of visible pub

lic activity'. For 1rovs in metaphorical phrases, compare Soph. Phil. 
91 E~ EVOS 1ro66s, 'acting all alone'; Hipp. 661 O"\JV lTOTpos µo;\wv 1To61, 
'coming when my father arrives'. ~o-vxia and the related adjectives 
refer to values that were contested in fifth-century Greece. For aris
tocratic, oligarchic, and conservative states or persons, they refer to 
tranquillity, to peaceful acceptance of the hierarchical status qua, to 
non-interference with the traditional prerogatives of others. The op-
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posite is noAvnpayµoo-vvT), a dangerous meddling in the affairs and 
privileges of others. From the democratic viewpoint, however, noAAcx 
npa-rTe1v is no cause for shame, but rather rio-vxia is scorned as lazy 
or hostile inactivity, the cmpcxyµwv is disparaged for failure to par
ticipate in the communal functions of the democracy and the Athe
nian empire. See Collard on Supp. 324-5, Bond on Her. 266, Ehren
berg (1947), and Carter (1986). 

218 6ua><AElttv ••• ><ttl pttl8uµLttv 'a bad reputation and (a repu
tation for) sloth' = 'a bad reputation for sloth', hendiadys (see San
sone (1984)). 

220 oan;: a sing. indefinite relative sometimes follows an ante
cedent that is collective (as ~poTwv here): Hee. 360, El. 934, Phaethon 
226; Smyth §2502c. 

anAa.yxvov 'inmost organ/heart/soul', that is, one's true nature 
that may (in some cases) be concealed by surface appearances (or 
verbal camouflage). For the traditional anxiety about determining the 
real character or intentions of those one associates with, compare 
516-19 and 659-61 below, Hipp. 925-31, the Attic skolion PMG 889 
(quoted on 661), Theognis 87-96, n9-24, ll. 9.312-13 (see Leo (1912) 
II4-15). 

221 6E6opxw;: perfect of the poetic verb 6epK0µ01; this perfect is 
normally equivalent to a present, allowing it to be used as a variation 
of 6pcxw, as in I II8 Kai 6ri 6e6opKa TOV6E .. I O-TeixoVT'. Note the em
phasis lent by the rhetorical ring-structure in which 6e6opKC.:,S picks 
up 6~6aAµois and ou6ev 1161KT)µEvos expands 6iKT) ... OUK EVEO-T'. 

222 ;Evov µEv is phrased as if cxo-Tov 6e ('a citizen should be pleas
ant to his fellow citizens') were to follow, but the shift in construc
tion allows Medea to assert her own solidarity with the community's 
values. 

npoaxwpEiv noAEl 'make himself agreeable to the city' by com
plying with its customs and demands; the verb connotes taking sides 
with someone in a dispute, following a lead and not asserting an in
dependent stance. For recognition of the circumspection expected of 
metics or xenoi, compare Supp. 892-5 (esp. AV'TTT)pos OUK f\V ou6' eni
~eovos n6Ae1 ), Aesch. Supp. 195-203 (esp. µeµvT)o-o 6' eiKEIV), Soph. OC 
171-2 cxo-Tois io-a XPTl µeAeTa:v, eiKovTaS & 6ei KcxKovovTas. 
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223 ~Lvea': probably to be classed as a 'dramatic' aorist (LS 13), 
as in Her. 222 ov6' 'E11M6' fpvecr'; Lloyd (1999) 41 explains this instance 
as polite and tentative and that in Iler. as moderating, but both seem 
quite emphatic - the speaker turns with emphasis to a new point and 
speaks as though the sense of disapproval has just come over her or 
him (Stevens on Andr. 785 offers a somewhat different analysis). With
out a negative, the 'dramatic' aor. i\1vecra is often used by Eur. in 
stichomythia (Ion 1614, IT 1023, etc.). 

224 aµa0(a; u1to: for anastrophe and the sense of the prep., see 
34n. cxµa6ia often combines simple ignorance with morally culpable 
neglect of norms accepted by better people (see Denniston on El. 
294-6). So here the citizen who is by nature self-willed earns re
proach because he is not sensitive enough to adjust to the demands of 
social interaction in an egalitarian society. 

225 eµoi 6': Medea finally turns to her own case: having dis
tinguished herself from various types who attract the resentment of 
their neighbours, she now explains how she has found herself in a 
position to attract so much attention and concern. 

a.eA1t't'ov is perhaps better taken as predicative than as attributive: 
'this situation, having befallen me unexpectedly' (similar construction 
in fr. 964.G vewpes rrpocrrrecr6v, 'having befallen as something fresh 
and unanticipated'). 

226 oi'.xoµaL: as with f3ef3TJKO (439n.), this verb develops from 
Homeric usage into tragic style so that it can be used absolutely to 
mean 'be dead' or 'be as good as dead', 'be undone'; compare the 
more explicit idiom oixe-rai/oixoµai eavwv, as in Tro. 395, Soph. 
Phil. 414, etc. 

228 ev wL: the relative clause is 'prepended', as often in Greek, 
the antecedent being 'my husband' in 229; translate 'the one in 
whom all my hopes rested' or 'the one on whom I totally depended'. 

yLyvwaxw xaAw;: like parenthetic crcxf 016a, this phrase em
phasizes the preceding words (so at 935 below and Held. 982). 
y1yvwcrKw is Canter's emendation of y1yvc.ocrKe1v, which yields no 
suitable sense and was already recognized as defective in ancient 
times (whether or not the ancient commentators were right to ascribe 



CO 1\1 M ENT ARY 209 

the fault to actors). One might have expected the emphasis on real
ization to go with 'has turned out to be the worst of men'; but Medea 
is presenting herself as fully aware of the importance of the man in 
marriage, in agreement with the nurse's comment in 13-15 and in 
preparation for her own in 241-7. Page preferred the smaller change 
y1yvwcrKE1 (subject Jason; Medea asserts that he is not acting in 
ignorance), but the parenthesis is then less idiomatic and gives too 
much prominence to an ad hominem point in a context in which Me
dea concentrates on self-presentation and generalization to the fate 
of all women. 

229 EX'3Ef3JJx' ouµ.o;: that is, EKf3Ef3TlKE 6 Eµos (elision and crasis). 
For EKf3aivw ='turnout' with a predicate adj., ef. 592, Phoen. 1479. 

230-51 This section of the speech provides a general demonstra
tion of the unfair inferior status of women. For Medea's purpose it 
is rhetorically effective in appealing to the ordinary women of the 
chorus, proving her emotional and intellectual solidarity with them 
(note the first-person pl. forms in 231, 241, 247-9), even though some 
of the details do not apply to her own case. Yet this exposition en
courages a listener (not just the chorus) to classify Jason's mistreat
ment of l\ledea as a further instance of an unfair social structure, 
and for the audience it also shows Medea to be an acute observer 
with independent judgment. 

230-1 For the generalization compare ll. 17.446-7 (Zeus speaking): 
'there is certainly nothing more wretched than a man, of all things 
that breathe and move upon the earth'. Medea challenges traditional 
wisdom by claiming the superlative state of wretchedness for women 
in particular; compare the challenge in 248-51 below. 

230 yvwµ.JJv EXEL 'have an intellectual faculty' is a crucial addi
tion, since women arc not dumb beasts (who are also Eµ\f'vxa) but arc 
fully aware of their mistreatment. 

231 4>uTov: the sense 'creature' is rare and normally disparaging 
or contemptuous, as in Hipp. 630 O:Tflpov ... 4>vT6v (of a bride taken 
into one's home), Alexis fr. 145.1 K-A Eh' ov tTEpiEpy6v EO"TIV av8pw
TTOS 4>vT6v ... ; , [Men.] Sent. 304 (women an evil), Theodectas TrGF 
72 F Ja (imitation of this passage). 
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232 XP'IJ(..1-ttTwv u1t€pl30:>..rj1: in the heroic world, a bride's family is 
won over or compensated by gifts from the successful suitor (ee6va), 
but it is a normal 'anachronism' of tragedy to view the heroic world 
through the lens of the contemporary custom of dowry (property 
from her family that accompanies the bride into the marriage) -
although there are also signs of dowry in Homer. From the oppo
site point of view, Hippolytus refers to this custom as a proof of 
the worthlessness of women (Hipp. 627-9). For a general discus
sion of aspects of anachronism in Greek tragedy, see Easterling 

(1985). 

233 1tpiaa6cu: aor. inf. of the defective verb brp1aµ11v (listed un
der *rrpiaµa1 in LSJ), 'buy'. Compare, in another woman's complaint 
about the harshness of the experience of marriage, Soph. fr. 583.7 
w6ovµe6' E~W Kai 61eµTT0Awµe6a. 

234 'For (I add the notion of getting a master of our bodies be
cause) this is a second evil even more painful than the first (paying to 
get a husband).' The yap-clause here gives the reason for uttering the 
previous phrase; the same use is seen in 465, 663, and 1370: Dennis
ton 60. 

235-6 xcxv Tw16': Kai ev (crasis) 'and in this act', that is, acquiring 
a husband. 

cxywv µiy1aTo~ 'the stakes of the contest are of supreme impor
tance'; for this and related phrases see Mastronarde on Phoen. 860. As 
elsewhere, cxywv is defined by the inf. in apposition (here, with 'either 
... or', equivalent to an indirect question). 

><axov • , I. XP'IJ<1Tov: rr6ow is understood. 

236 ou ... €U><AHi~ cx1ta:>..:>..ayai: a woman caught in adultery 
could be sent back to her father's house by the wronged husband. A 
wife could also choose to return to her father's house because of ob
jectionable behaviour of her husband, or in unusual circumstances a 
father might apply pressure for her to do so (as in Menander's Epi
trepontes and the comic fragment of the Didot Papyrus, adesp. fr. 1000 
K-A, also printed on pp. 328-30 of Sandbach's OCT of l'vlenander). 
But the divorcing wife might not be welcomed by her old family (for 
economic or social/political reasons) and would be subject to de
faming rumour abetted by the sexual double standard prevalent in 
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Greek as in other societies. Anaxandrides fr. 57 K-A are the words 
of a father telling his daughter that the path back to a father's house 
is very difficult, 'for the return-leg (from husband to father) is one 
that carries shame'. On divorce, see Harrison (1968) 38-45, Garland 
(1990) 236-7, Cohn-Haft (1995). 

237 010v T': for 016v TE (ecn1) = 'it is possible' see LSJ s.v. ofos 111.2 

(Te in this idiom is a survival into ordinary Attic of 'epic Te': Dennis
ton 520-8). 

civ~vaa8a1 noa1v: the sense is probably 'refuse a husband', that 
is, refuse him his 'marital rights' to sexual intercourse, which makes a 
separate point following up on 6ecrTT6TTJV crwµaTos. The notion that a 
husband has rights to intercourse regardless of his wife's wishes is 
prevalent in many cultures, ancient and modern, and the legal con
cept of 'spousal rape' was established with difficulty only in the re
cent past. This interpretation best fits the aorist aspect (usually 'say 
no to a specific request or order addressed to one'), and the meaning 
is paralleled in later Greek: Philip, Anth. Gr. 9.307.1 <t>oil3ov avriva

µevri 6c'.x4>vri; Oppian, Cyneg. 3.375 c'.xvrivaµevri 4>evyri1 4>1AOT~O"IOV E\JV~V 

(cf. 3.525); epigram in the vita Homeri Herodotea, 417-18 Allen, 6os 6e 
yvvaiKa I T~v6e vewv µev c'.xv~vacr0a1 4>1AOTTJTa Kai evv~v; Harpocra
tion s.v. avaivecr0m· KOIVWS µev TO apveicr0m, i6lws 6e ETTi TWV KaTa 
TOVS yaµovs Kai Ta a4>po6icr1a i\eyETm; compare the present ('con
tinuously shun') in Hipp. 14 avaivETm 6e AEKTpa KOV 41ave1 yaµwv. 
Kovacs translates 'refuse wedlock' in the sense 'not marry in the first 
place', but Medea does not seem even to contemplate that possibility 
here, and one would perhaps expect 'marriage' or 'suitor' as object 
rather than 'husband'. \Vecklein understands the phrase as referring 
to divorce, in a restatement of the previous clause. 

239 µ~ µa8ouaav o'ixo8£v 'without having learned (the necessary 
skills) at home' (µ~ with the factual participle because it depends on 
an inf. phrase: Smyth §§2728, 2737). For the strong contrast between 
the carefree (ignorant) life of the unmarried girl in her father's home 
and her new life in marriage, compare Soph. Trach. 141-52, Soph. fr. 
583 = Tereus II TGFS. Greek girls sometimes married shortly after 
menarche: see Garland (1990) 26. For the desirability to some Greek 
men of an unformed, inexperienced girl as bride, see Xenophon, 
Oeconomicus, eh. 7. 
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240 oi'.wL µ.ai..LaTa xp~at:Tal ;uvt:uVETJJL 'with what manner of 
man in particular [sc. of all the possible types] she will have to deal 
as a husband'. The bridP. must figure out for herself the best way to 
live with the stranger who is now her husband. xp~creTal is here 'deal 
with, cope with'. The transmitted text 0Tw1 µaA1crTa is unacceptable; 
Musgrave proposed oiw1, and Meineke onws, and in either case µa
A1crTa will have to have the sense 'precisely, in particular' that it 
sometimes has (esp. in dialogue) with relative, demonstrative, or in
terrogative (Soph. OT 1005, OC 6y.2, 90!, Ichneutae 257; Ar. Birds 1072, 
Wealth 966), and the adverb seems to follow up on the bewilderment 
implied in 6ei µavT1v e1va1. A more obvious expression with onws 
would be onws cxp1crTa (Barthold), adopted by Kovacs; but Medea is 
perhaps referring to the initial stage of adjustment of married life, 
not to the long haul of living with a husband. 

241 xav = Kai CXV (eav). In the balancing condition in 243, where 
the verb is omitted, it is normal to have ei 6e µ~ instead of ecxv 6e µ~ 

(Smyth §2346d; Goodwin §478). 
t:x1tovouµ.ivaLaLv: the middle of this verb is rare; here it implies 

that women must work hard at these tasks 'for their own good'. 

242 µ.~ [3tal 'without compulsion (being applied to him)', that is, 
tamely and voluntarily; !3101 can express either the cause that com
pels one to do something (here, 335, Ale. 829, etc.) or the violent 
manner in which one does something (Ale. 69, Held. 234, etc.). 

244 Toi~ Ev6ov: Tois is masc. for common personal gender, pl. for 
generalization, though 'the people in the house' refers primarily to 
the wife. 

245 E1tauat: xap6tav aaJJ~: Eur. probably expected his audience 
to hear the medical connotations of the last word, which is extremely 
rare in literature: 'nausea' often in the Hippocratic corpus, cxcr17 nepi 
T~v Kap6iav in Epid. 7 .10. See Page ( 1955) 6. cxcr17s is gen. of separa
tion with enavcre, and the verb is an instance of gnomic aorist (LS 15). 

[246] The transmitted reading ,iA1Ka Tpamis involves metrical 
lengthening of final vowel (short alpha) before mute and liquid (Tp) 
in a separate word, a phenomenon that scholars agree is impossible 
in the spoken verse of tragedy and that is extremely rare in tragic 
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lyric (some editors emend all of the few lyric examples). This fault 
could be repaired by Porson's fi::\1Kas (now found in a late MS of no 
great authority), but the rhetorical contrast of Tois ev6ov in 244 and 
e~w µo::\wv in 245 does not require this elaboration. Wilamowitz 
thought that e~w µo::\wv meant 'go out to have sex with a prostitute or 
courtesan' and that 246 was added by a schoolmaster to eliminate 
such indelicacy; but Medea's language is deliberately vague. 

247 1tpo; !J-lClV \jJux~v !3H1tuv: 4'VXTJ suggests not just 'one per
son' but also 'one fixed personality'. For !3::\fow rrp6s with the con
notation 'depend on' see Her. 81; more common in this sense is 
!3::\errw eis, IT 1056, Soph. Ajax 514, Ant. 923. 

248-51 Hyoual 6'~µii;: a mild form of hypophora, the posing of 
a counter argument that might be expected from an opponent, fol
lowed by its rebuttal. For the modern reader of Attic tragedy (and 
probably for the ancient audience as well, depending on how often 
and how early Aeschylus' Oresteia was reperformed), the intertextual 
allusion of this passage is to that famous trilogy, where the contrast 
between 'stay-at-home' women (and womanized Aegisthus: Ag. 1625-
7) and warriors toiling abroad is repeatedly developed: see in partic
ular Cho. 919 µT) EAEYXE TOV TTOVOVVT' fow Ka6riµevr1, 921 Tpeq>EI 6e y' 
cxv6pos µ6x6os iiµevas fow. The traditional misogynistic view asso
ciates men with the toil and risk of war, athletics, politics, and agri
culture and belittles women as idle consumers sitting safe at home. 
Medea cleverly focuses the contrast on a parallelism promoted by 
public ideology: serving as a soldier is the fulfilment of a man's life in 
the polis, and bearing a child is the fulfilment of a woman's, and 
death in childbirth was creditable just as death in battle was (Garland 
(1990) 65-6). 

248 ~µii;: proleptic object (37n.). 
cbdv6uvov: l\ledea's rebuttal probably refers quite broadly to 

the pain and toil of childbirth and not exclusively to the risk of death 
in childbirth, though this risk was substantial (Garland (1990) 65; 
Demand (1994) 71-86). 

250 xcxxw; <l>povouvTE;: KaKWS q>poveiv (and its opposite ev q>po
veiv) can apply either to intellectual quality, 'have bad (good) sense', 
'think imprudently (wisely)', or to disposition (with dat. or eis), 'be 
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ill(well)-disposed toward'. The former is the sense here and in 1014 
and (e.g.) Ale. 303; for the latter, see 464, 823, 892. 

w~ 'for, because'. 

250-1 -rpl~ av • - I• 8€'.AoqL' av: the two separate tendencies for the 
modal particle to gravitate, as a postpositive, to an early position in 
the sentence (here after the emphatically placed adverb) and to at
tach itself closely to the verb form it modifies often lead to a redun
dant repetition of &v in a sentence (Barrett on Hipp. 270): see also 
616. 

nap' aan(6a a-rijvaL 'stand in the line of battle', a locution based 
on the close formation of Greek hoplites, who form a continuous 
barrier with shield side by side with shield; in the ephebic oath one 
swore ovoe 11Eilj-1w Tov 1rapacrTCXTflV (see Mastronarde on Phoen. 1073-

4). 

252 a:n.· OU yap: this combination of particles probably arose 
from an ellipsis and often has the effect of dismissing a previous topic 
and moving on to a more decisive point (Denniston 100-3; LS 27; 
13om.): 'but what I have just discussed is beside the point, for'. Me
dea devotes 252-8 to the special liabilities of her isolation as a for
eigner: divorce may be difficult for a normal woman, but within her 
own community such a woman will still have some social connections 
that could provide refuge or leverage. 

au-ro~ ••• xiiµ': crasis, 6 a\JTOS and Kai eµ' (eµe). 

254 !31ou -r' OVYJGL~: recalls Medea's opposite condition, 226-7 
~iov xap1v µe6eicra. 

255 EpY)µo~ ano'.AL~: the asyndeton expresses vehemence or pathos 
(LS 28), although this instance is a little unusual: more typical is a 
triplet like Hee. 8u cx1roA1s epriµos 6:6A1wTcxTf1 ~poTwv or an alpha
privative pair like Hipp. [1029] a1roA1s ao1Kos. Medea uses epriµos of 
herself repeatedly (also 513, 604, 712). epriµos varies between two
ending and three-ending declension (LS 5.d) even in prose. 

u(3p(~oµaL: the passive of this verb suggests a violation of status, 
being treated as insignificant by someone who overestimates his 
strength or the privileges of his status; thus it reflects Medea's sense 
of being denied the honour due her (2on.) and her sensitivity to the 
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superior attitude of her enemies (383n.). At 603 Medea tells Jason 
vl3p14, 'go ahead and enjoy your advantage' or 'insult me with im
punity', and at 1366 she insists that Jason's vl3p1s led to the death of 
their sons. The need to prevent her enemies from killing her sons (1061 
Ka8vl3picrat) or defiling their grave (1380 Ka6vl3picrrJ1) is closely re
lated to Medea's insistence that her enemies not be able to laugh at 
her (383n.). On hybris in general see Fisher (1992). 

257 The line features a rising tricolon structure (LS 32), with ana
phora of ov (Fehling (1969) 210). 

258 µ.t8opµ.£aaa8al ·dja6' •.. auµ.<J>opac,;: epexegetic inf. and sep
arative gen., 'having no mother, no brother, no kinsman, to whom I 
could shift my anchorage, away from this misfortune'; this phrase is 
echoed by the chorus in 441-3. On storm- and sea-imagery see In
trod. 2(1). 

259 -coaou-cov ouv: the logical connection implied is 'since our 
situations are different and I must act on my own (as you would not 
have to)', but there may be a subtle suggestion of 'since I am so alone, 
I deserve some help from you'. As often, TocroiiTov means 'just this 
much and no more', 'just this little thing'. 

(3ou).~aoµ.al: the future makes the request more contingent (as 
if expression of the desire depends on the listeners' permission) and 
thus more gracious than the present (Lloyd (1999) 34): compare 
Soph. oc 1289-90 Kai TaiiT' cxcp· vµwv, w ~EVOI, l30VAT}CYOµat I Kai 
Taiv6' cx6eAcpaiv Kai TTaTpos Kvpeiv eµoi, Antiphon de chor. 8 EiTEITa iTEpi 
TWV CI.AAWV WV OVTOI KaTTJYOpoiicr1v, ecxv vµiv ti6oµevo1s, !30VAT}CYOµat 
cxTT0AoyT}cracr6a1 ). For a somewhat different use of this future see 
726n. 

261 noalv 6t><YjV ... avn-cdaaa8al 'exact a penalty for these 
wrongs from my husband'; double acc., external object of the person 
and internal object of the penalty (various other constructions are 
also possible with Tivw/Tivoµai ). 

[262] Although l\ledea has been heard by the chorus cursing the 
princess as well as Jason (and her anger against the royal family is 
publicly known, as Creon soon declares), her argument in the speech 
has concentrated on the imbalance between husbands and wives and 
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the particular offences of her husband Jason. Thus, the most logical 
(and manipulative) conclusion to her persuasion would be to mention 
vengeance against Jason alone. Since the transmitted text is also un
idiomatic (see below), it is best to regard this line as an interpolation, 
of the same officious nature as that in 38-42, anticipating the content 
of 288 Tov 66VTa Kai y~µaVTa Kai yaµovµsvriv. On the other hand, 
one should not ascribe much weight to the realistic concern that the 
chorus might not go along with vengeance against their own king, as 
they make no objection to this subsequently and attempt dissuasion 
of Medea only in regard to the plan to kill the children. 

~v T' ey~µaTo would have to be 'and the woman that he (my hus
band) married', but this is contrary to Greek idiom (a man 'takes a 
wife' (yaµsi), the woman 'gives herself in marriage to' (yaµsha1 )); it 
is not likely that the meaning should be 'and the woman that he 
(Creon) gave in marriage', since this is unparalleled (yaµfoo-na1 is 
not likely to be correct in II. 9.394, but even it would refer to the 
groom's father picking a bride for his son). Porson's ~ T. sy~µaTo, 
'and the woman who married (Jason)', corrects the idiom; but it is 
better to delete the line. 

263 atyiiv: since Greek tragedy by convention takes place out
doors and since the chorus is normally present continuously from its 
entrance to the end of the play, it is often a dramatic necessity for the 
actors to request the silence of the chorus (see Barrett on Hipp. 710-

12 for a survey of examples). At times the chorus' complicity is well 
motivated by the development of a strong rapport between a char
acter and the chorus (as in Hipp. or IT or Aesch. Cho.), at other times 
the agreement is treated in a more perfunctory way (IA). While ini
tially the silence of the Corinthian women is well justified by their 
sympathy for Medea and by her persuasive appeal, there is some 
strain, if we judge in naturalistic and psychological terms, when the 
silence continues after the scope of l\1edea's revenge becomes wider 
(unlike the chorus in Hipp., they are not under oath). The tragic 
chorus is not, however, solely or consistently a 'character' within the 
dramatic world with full psychological motivation (Mastronarde 
(1998) and (1999)), and the other functions of the chorus were im
portant enough to outweigh for the tragedians and their audience 
any pull toward complete naturalism. 
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yuv~ ya:p ><'t"A.: l\Iedea's concluding generalization, offered as a 
justification for expecting the chorus' accession to her request for 
complicit silence, raises the problem of misogynistic statements put 
in the mouths of female characters in tragedy. Are they due to un
reflective insertion of the dominant group's stereotype (or widely ac
cepted 'gnomic wisdom') into the represented female, are they an 
imitation of real women who have accepted the status quo and speak 
out to preserve it, or are they spoken with awareness of the incon
gruity, on the part of either the audience or the speaker? A further 
possibility here is that in her effort to establish and maintain her he
roic status Medea may be envisioning 'all that is female as despica
ble' (Foley (2001) 264-5). Another complication here is that Medea is 
striving to evoke and strengthen solidarity between herself and the 
chorus, and so rhetorically tailors the maxim to her audience, over
simplifying her own situation: she is different, she has already acted 
bravely and murderously before being wronged by Jason, and the 
wrong she complains of may be viewed as more than sexual in nature 
(lntrod. 2(b)). 

't"CXAAa µiv 'in (all) other matters'; acc. ofrespect (crasis, Ta aAAa). 
n'Ha: fem. of Attic TTAEWS, 'full of'. 

264 xaxiJ 't' €<; cx).x~v xai. aL6Y)pov daopciv: probably 'cowardly in 
regard to battle and unable to look upon weaponry of iron' (that is es 
aAKTJV and oi6ripov eioopav are separate complements of KOKTJ) rather 
than 'bad at looking upon battle and cold steel', since eioopav almost 
never takes a preposition (never in tragedy). For eioopav in the sense 
'look upon steadily, without fear, without flinching' see Aesch. Pers. 
111 eoopav TTOVT1ov a:Aoos, and compare the use of 6pwv in Tyrtaeus 
12. II and l3AETTE1 TE KavT16epKET01 in Her. 163. 

265 ~6L><YJJL€VYJ xupjjL: Kvpew is a poetic verb, synonymous with 
Tvyxavw in its various senses and constructions. The periphrasis is 
more emphatic than simple a61KfiTm: 'when she has in fact been 
wronged' or 'when she finds herself to have been wronged'. 

267 €v6(xw;: the chorus had already accepted the injustice of 
Jason's position in 157 and 208. Now they indicate their approval of 
'bloody murder' in retaliation, for Mcdea's appeal has ended with 
the striking and emphatic µ1a14>ovwTepa. 
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268 nEv8Eiv 6' ou aE 8auµcx~w 't"uxac;: indirect discourse acc. and 
inf. after 0avµal;uJ is a rare, poetic construction (K-G n.73-4); com
pare Ale. 1130 CXiTIO-Teiv 6' ov 0-E 0avµal;uJ TVX1ll. 

269 Action: Crean enters from city-side, recognizable at least by 
the splendour of his costume (the actor could also carry a sceptre, 
and there might be a crown on the white hair of the wig attached to 
the mask) and by his being attended by silent extras (Introd. 3). We 
cannot be sure how many attendants are present: the minimum is 
probably two, but a king coming to enforce a decree might make a 
larger show of force. See Stanley-Porter (1973). 

xa£ marks the sight of Crean as a new point to attend to, but is 
barely translatable into English ('but, look here, I see Crean' is a bit 
too strong). 

270 )((llVWV ayyEi..ov !3oui..rnµcx't"wv: the audience already knows 
why Crean has come, having heard the tutor's report in 67-73; the 
chorus-leader correctly infers from Creon's official appearance with 
attendants that he has come to announce some decision. 

271 aE 't"~v axu8pwnov: 'a peremptory and belligerent mode of 
address, in sharp contrast to the customary civilities of tragic dia
logue' (Griffith on Prom. 944-6, with further exx.; see also Barrett on 
Hipp. 1283-4). The acc. phrase is governed by cxveiTTov. 

axu8pwnov 'grim-faced' or 'sullen'; Medea's unchanging mask 
is presumably of sad and wasted appearance, but a good actor can 
also intensify an appearance of hostility by posture and subtle tilting 
of the head. 

272 M~6u', a:vEinov: this is a redivision of what the MSS present 
as Mri6e1av ehrov; such division has no ultimate authority because the 
texts were without division between words for over a millennium and 
without lectional signs for about two centuries (in any given case, in 
fact, the breathings and accents may have been absent until the ninth 
century CE). The vocative is idiomatically necessary after o-e TTJV KTA. 

and cxveiirov (pres. cxvayopevuJ) is the precise term for proclamation 
of an order. cxvei;rov is here a performative 'dramatic' aor. (LS 13): if 
Lloyd (1999) is right about the relative politeness of such aors., then 
Creon shows a 'combination of superficial brusqueness with polite 
diffidence'. 
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274-5 [3pa[3Eu; i..oyou I -rou6' 'enforcer of this order'; the noun 
may have referred originally to the umpire of an athletic contest, but 
in tragedy and fourth-century prose extended uses are found for this 
noun and derived words. 

278 k!;1iia1 miv-ra 6~ ><ai..wv: Ka:Aws is a brail (the noun is to be 
distinguished from adjective KaA6s, 'beautiful', by its accentuation). 
Brails 'were a series of lines made fast at fixed intervals along the foot 
[bottom of the sail], whence they traveled up the front surface of the 
sail guided by fairleads [loops or rings], over the yard, and then 
down to the deck aft. Sails could be taken in quickly and efficiently 
merely by hauling on the brails, which bunched the sail toward the 
yard much in the manner of a venetian blind' (Casson (1971) 70; also 
229-31 and figs. 89-91, 144). To let out every brailing-rope is to 
expose the entire sail to the wind, to push for maximum speed, and 
thus metaphorically to make the fullest effort (also Ar. Knights 756 vvv 
6ii cre TTCXVTa 6ei Ka:Awv e~1eva1 creavTov; further exx. in Page). See 
524n. 

279 Eunpoao1a-ro; E><f3aa1; maintains the nautical imagery, since 
eKl3aive1v is often 'disembark' and eKl3acr1s 'landing-place', and ev
TTp6crotcrTos, 'easily accessible', may call to mind, among the many 
meanings of TTpocr<1>epe1v and TTpocr<1>epecr6a1, 'put into harbour' (Xen. 
Cyr. 5.4.6). There may possibly be a suggestion, in view of O:TflS, of 
'easily applied', from TTpocr<t>epetv 'to apply a remedy'. The adj. is 
extant only here, but cmp6crotcrTos in Aesch. Pers. 91 and 6vcr
TTp6cro1crTos in Soph. OC 1277 are also unique. 

280 ><ai ><a><w; nciaxoua' oµw;: oµws, 'nevertheless', will be at
tached in English translation to the main verb, but in Greek phrasing 
is sometimes placed with the participle phrase, as here: see LSJ s.v. 
11.2, Smyth §2082. 

281 £><a-r1: not a native Attic word, absent from prose; tragedians 
and Aristophanes use the form with long alpha from the lyric tradi
tion (LS 3), not the epic form EKflTt. 

282 napaµnLaxuv i..oyou; 'deceptively (TTap-) cloak my meaning'. 
For the connotation 'aside (for the true path), astray, amiss' of TTap6: 
in compounds, compare, e.g., TTap6:yw, TTapaKovw, TTapaKOTTTW. 
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284 avµ'3aAAt:'t"aL 6t: noAAa 't"ov6t: 6dyµa"C"a 'many points of evi
dence for this fear come together'. (LSJ's definition of CEiyµa is mis
leading; the primary sense should be 'proof, evidence, demonstra
tion', with 'example' as a secondary sense.) The MSS have TOVCE 

CEiµaTos, which some have wanted to interpret as 'many things con
tribute to this fear of mine', which makes fine sense in the context; 
but it is not at all likely that Eur. would have chosen to use such an 
odd construction when the idiomatic TTOAAcx TWICE CE1µaT1 is metri
cally identical. Schone emended to TWICE CE1µaT1, but Wieseler's 
emendation more convincingly explains how the corrupt reading 
arose (assimilation of case and psychological error from 6ec01Ka). 

285 xaxwv 'means of harm', 'harmful devices', alluding rather 
vaguely to her magic powers, which Eur. downplays to the extent 
possible (Introd. 2(c)). 

286 fonpYJµEvYJ: perf. part. of cnEpew, 'deprived'. 

287 ><Auw ... cinayyiAAova( µoL: this refers to events before the 
play began, but fits fairly closely with the audience's own knowledge, 
even if the allusions to harming Creon in 42 and 262 are inauthentic 
(37-45n., 262n.): see 44-5 and esp. 163-4 (against Jason and the 
princess, 'house and all'). 

288 y~µav't"a xai yaµovµEVYJV: for the usage of active and mid
dle, see 262n. 

290 cint:x8fo8aL: aor. mid. inf. of cmEx6cxvoµai, 'incur enmity'. 

291 µaA8axLa8iv8': doing harm to others was viewed as legiti
mate when it was in response to the prior harm done by them (165n.), 
but the Greeks were more ambivalent about the morality of the 
'preemptive strike' (289 TTpiv TTa6Eiv q>vAcx~oµai ), and so Creon tries 
to buttress his position in his own eyes by putting his action in terms 
of manliness vs cowardice. This attempt may form a pattern with the 
pugnacity of his opening address to Medea (which, to Page, 'reveals 
his inward disquietude') and the self-deception of his parting speech 
(355-6n.). 

uanpov µt:"C"aa't"£vuv 'afterwards groan in regret' (µETCX-imply
ing changed attitude), not simply 'groan afterwards' with redundant 
µna-, although redundancy can be idiomatic (Diggle (1994) 210-11, 
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referring to Renehan (1976) 61-2). In the variant µeya CiTEVEIV, µeya 
would follow up on 283 cxvi)KeaTov KaK6v. 

292a <pE:u <pE:u: an extra metrum exclamation (91a n.). 

292 ou vuv fLE: 1tpc,rrov: l\1edea cleverly refrains from a direct at
tack on Creon's reasoning and instead adopts a tone of more general 
regret and works slowly toward reassurance and false flattery before 
asking that the decree of exile be rescinded. 

293 µ.E:ya).a ·r' E:ipyaa-rc:tt xaxci: the verb is middle in sense, with 
66~a as subject and µe and KaKc'x as the two objects, epyc'x~oµai being 
used in the same way as TT01ew or 6pc'xw. 

294 XP~ 6' ou1to8': even though the negative logically belongs 
with the inf. EK616c'xaKea6a1, the negative with XPT1 is often ov instead 
of µi) because of conflation with constructions where the negative 
truly belongs to XPT1 (Smyth §2714). 

295 7tc:t'i6c:t; ... h616aa><E:a8c:tl ao<pou; 'have his sons taught to be 
exceptionally clever' (ao<j>ovs predicate adj.). For use of the middle 
voice of a verb such as 616c'xaKw and TT016evw in a causative sense, see 
Smyth §1725; K-G 1.108. 

296 xwpi; ... ClAAlj; ~; €)CO\JOlV apy{a; 'apart from the other 
disadvantage, namely, idleness', not 'apart from other idleness' in the 
sense that <j>66vos is a type of idleness. This is an idiomatic apposi
tional use of cxAAos, here reinforcing xwpis (cf. 444n.). T)S is gen. by 
attraction (from iiv): Smyth §2522. The association of idleness with 
intellectual pursuits is clear in Aristophanes' treatment of intel
lectuals in his comedies, and the same theme was developed in the 
debate between Zethos and Amphion in Eur. 's late play Antiope (see 
frr. 187-8 N = 1-11 TGFS). The beginnings of this attitude may go 
back to an earlier period, but it would have been intensified greatly 
in the Athenian context both by egalitarian ideology and by the offi
cial attitude toward service to the polis. See Carter (1986) chs. 6-7, 
esp. 146-7. 

297 a).<pavoua1 'earn, bring in'; the aor. of this verb is found in 
literary texts exclusively in Homer (four times) until late Greek, and 
the present is extant in very few places (in Eur. also fr. 326); two comic 
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uses (Ar. fr. 339 K-A, Eupolis fr. 273 K-A) refer to auctions and 
/G 13 84.15 has OTTOOT)V CXV o:A<J>T)l µicr6wow TO Teµevos, so CXA<J>cxvw 
was not poetic, but perhaps rather a term of commercial lan
guage (an archaic survival?) that Eur. (alone?) admitted into tragic 
trimeters. 

298-301 The dual charges that were said in 296-7 to come gen
erally 'from one's fellow-citizens' are now analysed in terms of sepa
rate subgroups, the uneducated and the clever. For the second
person verbs see 190-in. 

299 xou: crasis, Kai ov. 

300 6' au is a somewhat stronger complement to µev than plain 
6e, although at times it is used instead of 6e simply for metrical 
convenience. 

301 xpdaawv voµ.ta6Eic; EV 7tOAEl Au1tpoc; <J>avijt 'if you are con
sidered in the city (or, by the citizens) superior to those who seem to 
have some special knowledge, you will seem annoying (to them)'; 
the dative of reference needed to balance crKa1oicr1 (66~e1s) is to be 
supplied from Twv ... 6oKovvTwv. 

302 xau-.~: crasis, Kai aVTT). 

303-15 In this section, when Medea argues 'I am not so wise and I 
am not a danger', her sentences and clauses become much shorter 
and often feature strong punctuation in mid-line and enjambment. 
After the composition by well-rounded couplets in 292-301, this gives 
a semblance of simplicity and artlessness. 

303 + 305 have the rhetorical structure called KVKAOS, starting and 
ending with the same word. This structure reinforces Medea's argu
ment, as she admits to being cro<J>ri but suggests that the major prob
lem with this quality arises from unfair judgments by the outside 
world, not from an inherent danger, and then concludes that she is 
'not really so very clever'. The µev-6e contrast in the heart of this pe
riod resumes the contrast made in 298-302, in chiastic order: 'to the 
one group (the other clever people) I am an object of envy, to the rest 
(the uneducated masses) I am irksome'. Since it is clear that e;r1-
<1>6ovos must apply to the clever rivals, a listener has no trouble in-
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terpreting -rrpocraVTTJS as a vaguer term describing the average cltl
zen 's disapproval of the idleness and uselessness of the intellectual. 

[304] This line (very similar to 808) could have been added by 
someone who wanted a more explicit resumption of apyia and axpei
os than -rrpocraVTTJS gives. Tois 6' ~crvxaia gives that explicitness, but 
the second half of the line makes no sense in this context and Tois 6' 
av -rrpocraVTTIS is deprived of its point. 

305 npoaa.v-rl);: not 'hostile' (as LSJ) or 'adverse' in an active 
sense, but rather in a passive sense, 'irksome', like the senses 'in the 
way', 'serving as a hindrance', 'objectionable' seen in 381, IT 1012, 
Or. 790. 

306 au 6' ouv: the particles indicate that Medea is breaking off 
from the generalizing section and concentrating on Creon as the one 
whose opinion is essential: Denniston 462. 

307 oux w6' E)CEl µol: ambiguous, since it could mean 'I am not 
in a condition to do wrong against a king' (admitting weakness, but 
not denying the desire to do wrong), or 'the situation is not such in 
my judgment that I would do wrong against a king' (implying that 
Creon is not to blame and she has no desire to hurt him). The latter 
is the sense Medea intends Creon to understand, as 309-11 explain. 
She does not go so far as to deny that she has been wronged or that 
she hates Jason, but tries to distinguish Creon from Jason and to 
show that she has finally learned her lesson. 

308 -rupa.vvou; civ6pa;: generalizing poetic pl. (LS 33). 

309 <JU y<1p -rt: most of the MSS have Ti yap crv, which is a typi
cal error of transmission - substitution of the simpler word order for 
the expressive fronting of the pronoun and postponement of the in
terrogative (LS 35). 

E;E6ou: second sing. aor. mid. ind. of EK6i6wµ1; the active of this 
verb is commoner in the sense 'give in marriage', but the mid. is not 
only metrically convenient here, it also suits Medea's rhetoric 'you 
gave outyour own daughter in your own interest'. 

313 vuµcf>Eun': after cr6v in 312, the plural is vague, 'you and 
yours'; and 'have your marriage' may be literal (Medea giving her 
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consent to what has already taken place) or used in an extended sense 
('keep on enjoying and celebrating the newly consecrated tie'). 

314-15 ~6ucl)µ.Evol I ... vucwµ.evol: in tragedy, when a female 
uses a first-person pl. verb as equivalent to sing., any nom. modifiers 
may be either in the generalizing masc. pl. or in the fem. sing.: 
Smyth §1009. 

315 CJlYlJGO!J,EG8a, xpuGCJovwv Vl><wµ.evol: with this weighty con
cluding line consisting of only three long words, Medea seems to 
agree to abandon the loud complaints and threats that have worried 
her friends and alarmed her enemies, and 'being subdued by those 
who are more powerful' seems to acknowledge defeat and accept the 
conventional hierarchical relationship in which women are inferior 
to men (lntrod. 2(c)). 

316 axoifoal µ.a)..8ax' 'words that are mild (or soothing) to hear' 
(epexegetic inf.), but perhaps an undertone of 'cowardly, unag
gressive, non-belligerent' is present and the word contributes to the 
pattern of language highlighting Medea's appropriation of male 
prerogatives. 

ECJw cf>pevwv 'within your heart'; that is, the phrase is part of 
the µ~-clause, moved forward in the sentence for greater force; 
this interpretation gives a sharper antithesis and one more relevant to 
the ethical concerns of the play. Others interpret as 'within my 
heart', but the antithesis 'your words soothe my ears, but in my heart 
I am very afraid' (cf. Soph. Ant. 317-19) is weaker and somewhat 
frigid. 

317 oppw6{a: Eur. is the only poet who uses this rare term for ex
treme fear (see Mastronarde on Phoen. 1388-9). 

!3ouAEUlJl~ 'may be currently planning', pres. subj., with present
stem aspect (Elmsley's emendation). Transmitted aor. subj. !3ov
Aevcn11s would be 'may form a plan'. The pres. is clearly more appo
site since Creon suspects Medea is concealing evil intentions behind 
soothing words. 

319 w~ 6' aihw~ av~p: after Homer ws and OVTWS coalesced into 
one word, wcravTWS, but the form divided by 6e continued as an al
ternative choice in a minority of instances in poetry and prose. Eur. 
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has the divided form at Andr. 673 (the same half line as here), but 
wo-avTws at /T833. 

320 ~ a1w1tTJAo; aoc:j>o; 'than a clever person who keeps silent 
(about his or her angry intentions)'; under the influence of the par
enthetic addition 'and likewise a man (who is quick to visible anger)', 
the comparandum is generalized or attracted to the masc. Diggle 
emends to o-1wTT17Aos o-ocp~ (with the rare adj. treated as of two ter
minations: LS 5.d), which maintains agreement with yvv~, Creon's 
major focus, and would very easily have been corrupted to o-ocp6s. 
This may be right. 

321 µ.~ Aoyou; 1o.iy£: 'do not keep on speaking futile words', with 
a deprecatory sense of 116yo1 (see Diggle on Phaethon 59, Bond on Her. 
76-7). 

322 apap€: intransitive perf. of cxpapio-Kw, 'be firmly fixed and 
secure'; cf. 413, 745. 

xou>< £Xu; -rixvTJV ortw; 'and you have no device (or, trick) by 
which'; the cmws-clause here may be classed with the normal object 
clauses with verbs of effort and striving (Smyth §§2209-11). 

324-51 Supplication of Creon 

There are at least two ways to stage this passage, depending on 
whether the first words of supplication in 324 are accompanied by 
full supplicatory action or not. (1) At 324 Medea kneels at Creon's 
feet and touches or grasps at least his knees at this point. She then 
remains kneeling, and Crean makes no move to get away from her, 
during nine lines of stichomythia (SE 3b) in which Medea in fact 
breaks off direct dialogue contact (328n.). Crean shows impatience in 
333-5, but then Medea strengthens her supplication by clinging to 
his hand (336-9). (2) At 324 Medea merely steps closer to Crean and 
extends her arm toward his knees, in what Gould calls a figurative 
supplication (see Gould (1973) 77, and 85-6 on this passage). Crean 
says 'you are wasting your words' because only words have so far 
been used. Only at 336 does Medea fall at Creon's feet and grasp 
his hand. The latter seems preferable. In either case, it is uncertain 
when l\ledea releases Crean and stands up again, but this probably 
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happens at 351, since the ritual seems to require her to maintain 
contact until Creon consents in 351. See Gould (1973); Kaimio (1988) 
49-61, esp. 51. 

324 µ.ii, rtpo; oE yovciTwv: doubly elliptical, lacking the verb with 
µ~ (e.g. TovTo 6p6:cn11s) and the verb governing cH (iKeTevw); the latter 
omission is common when ;rpos is used with the gen. in strong ap
peals in the sense 'by your knees (chin, hand, etc.)'. The earnestness 
of the appeal is perhaps also marked by the double resolution in the 
line (PM 19). The intrusion of the enclitic cH between the preposition 
and the noun governed by it is an example of the tendency of enclitic 
words in Greek (as in some other lndo-European languages) to attach 
themselves to the first word of the clause, regardless of syntactic or 
semantic affinity (see Barrett on Hipp. 10 6 yap µe 0ricrews TTais; also 
250-m.). 

Tij; TE vEoyciµ.ou ><<>pYJ;: in addition to supplicating by knee or 
chin or hand, one may supplicate in the name of someone especially 
dear to the person who is supplicated. 

326 aL6EaYJl AlTci;: for ai6ws as the proper attitude of the suppli
cated toward suppliants, compare Hipp. 335 cre[3as yap xe1pos ai6ov
µa1 To cr6v (with Barrett's note), and (for anyone confronted with a 
suppliant to the gods) Held. IOI eiKos eewv iKTfjpas ai6efo6a1. See also 
348-911. and Cairns (1993) 277-8. 

327 cpli..w ycip ou ot: ><TA. 'Yes, because my affection goes not to 
you more than to my fami(y'. ov yap <j>1Aw cre would also have fit the 
metre, but the word order chosen here highlights 'loving' as the topic 
and puts 'you' in stronger contrast with the 'house'. 

328 w rtaTp(;: the apostrophe here and in 332 and the exclama
tion in 330 are all signs that Medea is withdrawing from dialogue 
contact with Creon, temporarily abandoning her plea (this makes 
more sense if she is still standing than if she is at Creon's knees: 324-
5m.). Creon nevertheless makes capping remarks to the first two lines 
and reacts to the threatening third one with a direct order. 

329 ycip: as often in stichomythia, a speaker assents to the state
ment just made by the other speaker by giving a reason for agree
ment: Denniston 73-4. 
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<j>iA-ra-rov 1t0Au: the notion that one's own homeland is dear or 
beloved is a commonplace: Phoen. 359, 388, 406-7, Held. 506-7, fr. 
360.53-4; for rating this love before or after that of children (or pa
rents) see also Erechtheus fr. 1 TGFS. 

331 01tWCj av, oiµa1, xai 1tapaa-rwa1v -ruxa1 '(no, the nature of 
love varies), I suppose, in whatever way events in fact attend one.' 
Compare 627-44 (the chorus contrasts excessive love with a moder
ate and safe experience of Aphrodite), and the motif of the bitter
sweet nature of love, e.g. Sappho 130 L-P "Epos ... yAvKvmKpov 
6:µ6:xavov opTTETOv; Hipp. 347-8 (<l>A) TI T006' 8 611 Aeyovcnv 6:v6pw
TTOVS epo:v; I (TP) fi61cnov, w TTai, TOVTOV o:Aye1v6v e· cxµa. 

332 oc; ai-r1oc;: ecni is understood, and the clause introduced by 
the simple relative is equivalent to an indirect question (although it 
can also be analysed as a relative clause with the antecedent 'the one' 
implied): Smyth §2668. 

333 w µa-raia: 151-2n. 

334 novouµEv ~µEic; ><-rA.: Medea reacts sharply to Creon's com
plaint about his 'toils', emphatically spitting the word back at him: 
the sense is either 'Toils are what I have, and I have no shortage of 
them!' or (Elmsley's idea, with a bitter jest) 'Toils are what I have, 
and I have no need of more (from your supply)!' Kexp11µe6a in the 
sense 'be in want of' governs the gen. while KEXp11µevovs (347), 'ex
perience', governs the dat. 

335 -rax' frequently introduces in tragedy threats of physical vio
lence that are not in fact carried out, but forestalled by argument or 
intervention (Aesch. Supp. 906, Ag. 1649, Soph. OC 834, Eur. Hel. 452, 
IA 311, 0cl. 210). 

i; cma6wv xupoc; 'by my attendants' hands'; the addition of 
xe1p6s reinforces ~iat, since xeip itself may connote the use of force 
(LSJ s.v. 11.5.d-e, 11.6.e). 

wa8~a"l1: future passive of w0ew, 'push, thrust'. 

336 µi) 6ij-ra -rou-ro y': 6p6:a111s or KEAeva111s is understood; the 
ellipsis in passionate denial is perhaps somewhat colloquial (Hel. 939, 
Phom. 735, Soph. Phil. 762, 1367, five times in Aristophanes). 
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av·rnµcu: this is \Vecklein's correction for aiTovµa1, which lacks 
the needed object of the thing asked for (see Diggle (1994) 283-4). On 
the action accompanying this line, see 324-5m. 

337 oxAov ncxpkl;u; 'you're going to make yourself a nuisance', a 
colloquial expression (Stevens (1976) 56). 

338 Toii6' ••• aou 't'UX£'iv 'to obtain (receive) this from you' (LSJ 
s.v. Tvyx6:vw B.11.2.b-c). TOVTO replaces µ11 cpevye1v, the neuter de
monstrative's meaning being inferred from the context. 

339 't't 6' au: if this reading is correct, then av may be taken as 'in 
turn', 'on the other hand', with the particles conveying exasperation, 
'if you are not appealing your exile, then what in turn is it that makes 
you continue to apply compulsion and refuse to let go of my hand?' 
Less likely, av may mean 'again' (if Medea grasped Creon's hand at 
324-6 and let it go (at 328?) and then grasped it again at 336), but if 
the first supplication is physical instead of figurative (324-5m.), it 
would be rather half-hearted. Several editors accept Housman's TI 
6a1 (1012n.), but 6a1 is a colloquial and informal particle. That might 
be suitable if Creon showed signs of relaxing and said simply 'what 
then is it you want?', but the use of !316:~fll and the elaborate KOVK 
aTia/\Ao:crcrf11 xep6s suggest continued tension and a serious tone. 

~lCl~l]l: for the compulsive force of supplication, compare Hipp. 
325 TI 6po:1s; !316:~fll, xe1pos E~apTwµEVT]; As long as there is no physi
cal contact, it is much easier for the supplicated to turn away and 
dismiss the suppliant's appeal. But once physical restraint is present, 
it requires a more concrete shunning by the supplicated (or voluntary 
withdrawal by the suppliant) to end the appeal, and thus the suppli
cated whose hand is held may feel more in jeopardy of attracting the 
resentment of the gods. See Cairns (1993) 277-8. 

X£po;: a few recent editors retain xeov6s (MSS), but the emen
dation xep6s is necessary. As in Hipp. 325, reference to clinging to the 
hand is needed to clarify the specific sense of !316:~fll. With xeov6s, if 
Creon asks 'why don't you leave the land?' after just acknowledging 
that l\ledea wants to ask for something other than remaining in 
Corinth, he would appear to be rather dense. 

340-7 contain a perceptible alliteration of m and p, perhaps ex
pressive of l\frdea's earnest tone. 
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341 ~uµnep&vat: the compound here means 'bring to full com
pletion' (o-vv- as prefix of completion), but in 887 'assist in accom
plishing' (o-vv-of association). 

~l <J>eu~ouµe8a: ambiguous between 'by what road we shall go 
into exile', 'in what manner we shall go into exile', and 'in what 
manner we shall live in exile'; Creon is to understand the first or 
third, the audience may also hear the second. Kovacs' 'my plans for 
exile' catches the ambiguity in English. 

342-3 1tata£v -r' a<J>opµ~v x-ri...: best taken as object of the phrase 
~vµmpava1 4>povTi6a in (unbalanced) pairing with the clause 111 
4>ev~ovµe6a: 'complete my planning for resources for my sons'; for 
a verb-and-object phrase treated as a verb governing another noun 
as object, see Smyth §1612 and Diggle (1981) 58. Some instead take 
a4>opµiiv as object of ~vµnepava1, 'complete', in parallel with 4>pov
Ti6a. Others have preferred to punctuate after npoT1µ01 and thus 
make µTJxaviio-ao-601 govern a4>opµiiv, but this requires emendation 
of TEKvo1s (Earle's T1va is adopted by Kovacs, but the separation of 
TIVa from its noun is then unusually large). 

ou6ev nponµ&t JLYJxav~aaa8at 'does not care to contrive any 
aid at all' or perhaps, with ov6ev doing double duty, 'does not care at 
all to contrive any aid'. npoT1µaw implies ranking and preference, so 
the word suggests that Jason does not set a high enough value on his 
children. In the next episode, Jason does in fact come spontaneously 
to offer financial assistance to the exiles (460-4, 6w-15). 

344 ><al au -rot: TOI here probably marks a soothing and persua
sive tone (Denniston 540-1). 

345 eixo; 6e a<J>tv: understand E<rTi: 'it's only reasonable that you 
should bear good will toward them'. 6e o-4>1v is Vitelli's emendation. 
The MSS have eiKos 6' eo-Tiv or eiK6S EO"TIV, but Eur. frequently uses 
eiK6s without eo-Ti, and the specification 'toward them' (as opposed to 
me) is very much needed here. 

346 -rouµou: crasis, TOV eµov; gen. of neut. TO eµ6v, in tragic style 
an approximate synonym of 'me', but more weighty and always 
widening the reference in some way; here 'my own situation'. See 
Mastronarde on Phoen. 774-7. 
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348-9 -rupavvt><ov, I ai6ou1uvoc;: kings and tyrants are assumed 
to be self-willed and unaccustomed to taking into consideration the 
interests and feelings of others. ai6ws is essentially a quality of social 
tact, in that one shows ai6ws in acknowledging the status of others by 
limiting one's own behaviour, as in a woman's modesty in the pres
ence of males or a youth's silence and physical deference in the 
presence of elders; see in general Cairns (1993). Absolute rulers are in 
a grossly unequal (superior) social position in which ai6ws potentially 
plays no part. But Crean has been manipulated by Medea into al
lowing his sense of ai6ws to come to the fore. 

349 no:>.} .. a 6~ 6ticp8opa 'I have often managed matters 
ruinously.' 

352 ~ 'mouaa )..aµnac; ... 8€ou 'the coming [bnoOcra, prodeli
sion: Pl\110] torch of the god', 'tomorrow's sun'; for 6e6s of the sun, 
see Diggle (1994) 405-6. The periphrasis adds solemnity to the 
warning. 

354 A£A€><-rat µu8oc; a41£u6~c; 06€: phrases like eipT),at Myos are 
formulas of conclusion and are sometimes the last words of speech 
(see Mastronarde on Phoen. 1012). The variation we see here is, how
ever, not a simple 'I've no more to say,' but a declaration of the 
certainty of the threat just made. 

355-6 Nauck deleted this couplet because he found Creon's rea
soning absurd and he took 354 to be a formula of closure; Diggle has 
followed him. What we have here, however, is a forced claim of con
fidence, self-deceiving and tragically ironic, that fits well with the 
bluster and vacillation that Crean has shown. 

356 n ... wv 4>ol3oc; µ' llxu: 'any of the terrible things that I 
fear', lit., 'anything [of those things] fear of which possesses me'. 

358-63 Instead of a couplet from the chorus-leader to articulate 
the episode at the departure of Crean, the chorus chants a brief pas
sage of anapaests (if 357 is kept and 361 deleted, 9 metra and a con
cluding paroemiac): see SE 1, PM 22. This kind of minor interlude 
within an episode is not very common, but Eur. uses it twice in this 
play (see 759-63n.). In both cases there is sharp contrast between the 
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chorus' naive understanding of the situation they have just observed 
and Medea's true intention, revealed just after the anapaestic pas
sage. Thus l\Iedea's difference from the norm and her manipulative 
power are underlined. 

358-7 The transposition puts q,ev q,ev in its normal pos1t10n for 
Eur., who otherwise has this exclamation at the opening of a speech 
or sentence (there are a few cases of parenthetic q,ev q,ev in lyric pas
sages of Aesch. and Soph.: Sept. 135, Ag. 1483, Cho. 396, Aj. 958). The 
words 6vcrTOVE yvvm (6vcrTf}VE Diggle, because these are normal 
chanted anapaests) are missing in part of the MS tradition; after ac
cidental omission, the words were presumably restored in the wrong 
position: Diggle (1994) 266-8. 

358 µeHa ... axewv: 96n. 

359-60 'tLVa 1tpo~ ;ev£av I ... ~ xBova: with the deletion of 
361 (see n.), the chorus follows up iroi TpElj)f}t with more specific 
questions with the same verb understood: 'to what relationship of 
guest-friendship or to what house or land ... ?' 

360 xBova aw't~pa xaxwv 'land providing rescue from your trou
bles'; the appositive noun crc..:>Tfjpa is treated as an adjectival modifier 
of x66va: for other examples see Mastronarde on Phoen. 1569 (µacrTov 
... IKETlV). 

361 [e;eup~aet~]: the verb is most likely an addition made by a 
reader or actor who did not understand the adjectival use of crc...:>Tfjpa 
in 360 and so added a verb that could govern it as a predicate noun 
(the interpolator may also have failed to take Tiva irpos with all three 
nouns, understanding 'what house or land for guest-friendship ... '). 
For this type of syntactic addition, compare the addition of i6w in 
some ancient copies at Phoen. 167. Kovacs keeps the verb and accepts 
the minority reading irpo~eviav, but this noun (found in Pindar) is not 
attested in tragedy or comedy, perhaps because it was too closely as
sociated in the Attic context with the official diplomatic language of 
the city. 

362-3 ><Au6wva •I•. xaxwv: the metaphor of a 'sea of troubles' 
is common in tragedy: with KAv6wv also Tro. 696, Soph. OT 1527, 
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Acsch. Pers. 599 (and seven passages with TTEAayos). See Introd. 2(f). 
By an artful interlacing, the two words referring to Mcdea are en
closed in the phrase 'inextricable sea-swells of woes'. 

364 xaxwc; 1te1tpax-ral 'the situation is bad', 'the fortune that has 
hcen experienced is bad', with an impersonal passive use of npacrcrw. 
er. Rhesus 756; Acsch. Ag. 551 has EV yap TTETTPOKTOI. For the imper
sonal passive in Greek sec K G 1.125 Anm. 2, Schwyzcr 11.239-40 
(Smyth §1746 is somewhat misleading). 

avupd: supplctive future of avT1Aeyw, more common than 
CXVTIAE~W. 

365 oun -rau-rlJl -rau-ra, µ~ 6ox€'i'-rE nw 'by no means will these 
things go along in this path (that you expect), don't assume that 
yet'. A verb like yeviicreTai or efot is understood. The brief elliptical 
and alliterative phrase is an effective token of Mcdea's hidden 
strength, answering (bitingly?) to the more regretful alliteration in 364. 

367 -roial XJJ6€uaaalv: presumably poetic pl., 'him who made the 
marriage-tic' (Crcon), since Jason is included in 366 vvµ<1>io1s, 'new
Iyweds'. Kri6evw has a very general sense 'form a (marriage-)tie' and 
can have bridegroom or father of the bride as subject. 

aµLxpoi: this form is archaic and poetic, also used frequently by 
Plato, while the Attic orators generally avoid it in favour of µ1Kp6s. In 
tragedy it is probable that forms without initial sigma are used only 
when metrically required (Digglc (1994) 146). 

368 6oxdc; yap av µ€: postpositivc CXV is attached to 6oKEiS as the 
first word of the sentence (note the order of precedence of the three 
postpositives), but syntactically it goes with 8wnevcra1, the indirect 
form of e8wnevcra av (contrary-to-fact condition, with the condition 
in participial form). Cf. 250-111. 

369 d. µ~ n X€p6aivouaav: because of its use in many elliptical 
expressions in which it can often be translated as 'except', ei µii be
comes frozen as a unit, and so is used here with the conditional par
ticiple instead of plain µii (as a clause it would be ei µii TI eKep601vov). 

370 ou6' ... ou6' 'I would not even have spoken to him, 110T ;·rt 
would I have touched him with my hands' (not the same as ovTE ... 
OVTE ... ). 
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X£poiv: dat. (dual) 'with my hands' rnthn tha11 g-c11. '(touch) his 
hands', sinrc· this dat. is very con1111011 in tragic stylr with verbs of 
grasping, holding, and touching (romparc already the supplieation in 

//. 20.4G8 TJ1TTETO xeipecr1 yovvwv, ro.454 ,",), a11d the supplica11t uses 
both hands hut need grasp 011ly one· hand of the supplicated person. 

371 i; 't'OOOU't'OV µ.wpicx; cxcpixno: SC!' 5011, 

372 i!;ov ... t:A£iv: acc. abs. part. of au i111personal verb (S111yth 
§207G), 'although it was possible for him to disarm my plotting'. For 

the srnsc of et.eiv, compare the nll'ani11gs 'seize, catch' and 'capture, 
overcome'; for ~ovt.evµaTa as ol~jcct of such a verb cf. I ldt. 9.2.2 
E~EIS cm6vws CX1TOVTO TCX EKeivwv ~OVAEVµaTa. Texµ' is frou1 TCX eµcx 
(crasis). 

373 h!3cxMvn: the object µe is understood fron1 Texµ' in 372. 
£«plj><£V: for the S('l)S(' 'pnmit, allow' sec LSJ s.v. e<jl11iµ1 11.r.c, 

Soph. El. 631 em16~ croi y' E<jlfjKa 1TCXV t.eye1v. The MSS read cx<jifiKev: 
although cx<jl11iµ1 can take an cpexegetir inf. such that the meaning is 
almost 'permit' (L~J s.v. 1v.1), this applies only in contexts where the 
srnsc of dismissal and srnding away from onesrlf is present, as it is 

not here. (Sec Digglc (1991.) 2/14-5, who also gives cxx. of e<jlfjK-/ 
cx<jifiK-confusio11 in MSS; also G33-511.) 

374 -rp£i; ••• V£><pou;: VEKpovs is predicate acr.: 'make three of 
my enemies into corpses'. If line 262 is deleted (as argued above), this 
is the first open statemrnt by Mcdea that she intrnds to kill all three 
of her enemies, hut Crcon said in 2/17-9 that he had heard of her 
threats against all three (the nurse also mentioned the danger of Mc
dca's vengeance, hut the specific reference to Creo11 and his daughter 
is widely regarded as not genuine: 37 4511.). !\lcdca's enumeration 
maintains in the audie1wc·'s mind the false cxprctation that Jason will 
he a victim of his angry wife, like Aga111en111on. Eur. puts no objec
tion or romment on the wider plan in the chorus' mouth at this point 

or in the next stasimon. 

379-80 are almost identical to 40 1; sec 37-4511. for the argument 
that 40-1 an· spurious. Both lines arc intrgral here: the reference 
to 'many ways' in 376 and the a/1oria cmoiar ,rpc:;:nov in 377 arc 
rlc·arly rlwtorical preparation for the consideration of more than one 
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alternative; the standard pair of fire and sword (see Mastronarde on 
Phoen. 1557-8) are contemplated as separate possibilities, then an ob
jection is raised, so that Medea must turn in climactic fashion to 
poison as means. Deletion of 380 (Willink (1988)) spoils the rhetorical 
development and removes the preparation for 393-4. 

Although Medea has just mentioned three victims, the idea of 
sneaking into the bridal bedchamber and using a sword apparently 
accounts for two victims, Jason and his bride. In hearing so briefly of 
this rejected plan, an audience has neither the time nor the pedantry 
to ask how Medea would then kill Creon. 

381 EV n: EIS TIS is often indefinite, 'some (unspecified) one', 'any 
one at all', but sometimes, as here, more definite or emphatic, 'a 
certain single thing' or 'just one thing': compare Her. 207 ev Ti cr' 
riyoOµm crocp6v (IT 999, if sound), Lysias 31.1 em1617 6e ovx ev TI 
µovov aAAa TTOAAa TOAµT]p6s EcrTIV, Xen. Oecon. 2.10 6pw yap crE ... EV 
TI TTAOVTT]pOV epyov ETTlcrTaµevov TTEp1ovcriav TTOIEiv. 

1tpoaav-n:; '(serving as) a hindrance' (30511.). 

382 6oµou; u1tE:p{3a£vouaa 'entering the house', with the prefix 
vmp- implying crossing over the threshold (see Barrett on Hipp. 782-
3). 

383 8,iaw -roi; Eµoi; EX8poi; yiAwv 'I'll afford my enemies an 
opportunity for mockery.' It is usually male heroes, engaged in a 
contest for recognition and supremacy, who are extremely sensitive 
to the possibility that their enemies may have a laugh at their ex
pense (see esp. Soph. Ajax 79, 303, 367, et passim, Ant. 483, 647). The 
theme of escaping mockery, repeated from here to the end of the 
play, is thus a part of Medea's engagement in male categories of value 
and social standing: lntrod. 2(b). (See Knox (1964) 30-r.) 

yiAwv: for this alternative acc. form see LS 5.c. 

384-5 xpana-ra • •I• E:AE:iv: understand EcrTi, 'it is best ... to de
stroy them by poison drugs'; the neut. pl. predicate adj. with inf. as 
subject seems to be an archaic construction, retained esp. in poetry 
and Thucydides (Smyth §1052; K-G r.66-8). 

TYJV E:u8E:iav: adverbial acc., 'along the straight path', 'by direct 
means', used as if a fem. participle meaning 'proceeding' and refer-
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ring to Medea were present. Compare Aesch. fr. 195.1 ev6eiav ep1Te 
TTJV6e (sc. 666v). 

~L ••• I aocJ,ol. µa:i..LaTci: the relative clause anticipates q>apµaK01s 
rather than defining TflV ev6eiav; both adverbial elements are vague 
and create rhetorical 'suspense' that is resolved by q,apµaK01s: 'using 
the means in which I am most skilled, kill them with poison'. With 
the emendation aoq,oi, Medea is speaking only of herself (for masc. 
pl. of Medea alone, see 314-15n.): she is by nature skilled in magic 
drugs because of her descent from Helios and kinship with an exotic 
family (Circe is her aunt). The MSS have croq,ai, which gives 'in 
which we women (in general) are by nature skilled', but this is neither 
true nor as pointed, although the use of drugs and poison, as a learned 
skill, was associated with females rather than males in male-domi
nated Greek thought. 

386 >ccil. 6~ u8viiaL 'granted then, they are dead'; for this force of 
Kai 6ti compare Hipp. 1007 Kai 617 TO awq,pov Tovµov ov mi6e1 d· hw, 
Hel. 1059 Kai 6ii TTapeiKev· eha TTWS avev vews KTA.; see Denniston 253 
(imaginary realization). 

387-8 yjjv aaui..ov • •I• 1tcipciaxwv 'by granting ( to me) a land 
that allows no seizure and a home reliably secure'; LSJ s.v. acrvAos 11 

is somewhat misleading. The general assumption in many Greek 
mythic narratives (and to a great extent in real life in the separate 
poleis) is that a foreigner has no rights except through a personal lo
cal representative or by consent of the local authorities. Thus a crim
inal or an enemy could be pursued and seized in foreign territory un
less the locals objected. This need for protective refuge is answered 
for Medea by the opportune arrival and ready consent of Aegeus 
(663-823n.). 

388 puaETClL Touµov 6iµci; 'will protect my person'; the verb is 
future of epvoµm/pvoµm (LSJ epvc.u (B); cf. epvµa 597, 1322); tragedy 
often uses 6eµas in dignified periphrases, among which are eµov 6eµas 
and aov 6eµas. TOVµov is from TO eµov (crasis). 

391 On the interlaced word order see LS 35. 

392-4 Medea reverts to the plan of direct violence, ignoring 
the obstacle pointed out in 381-3. Such an inconsistency is better 
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understood in terms of narrative or dramatic goals of the text than in 
terms of psychology or elaborate inferences about a character's un
expressed reasoning. Here the audience is left with the impression 
that l\1edea's use of drugs is not yet completely planned out, and 
suspense is maintained about what exactly is going to happen. 

394 'rOAfJ,J)c; 6' ElfJ,l 1tpoc; -ro xap-rEpov 'I'll go forth to bold vio
lence', literally, 'I'll advance to the forceful part of daring', probably 
a metaphor from moving forward toward the enemy in battle. Kap
-rEpov implies brute force, and is contrasted with 667'os also in Prom. 
2 12-l 3 ws O\J Km' icrxvv ov6e ;rpos 'TO Kap,Epov I XPEl 17, 60/\Wl 6e, 'TOVS 
VTIEpcrx6v,as Kpaniv, Hdt. 1.212. 

397 'Excx-rJJv: Hecate is a minor goddess who is associated with 
doors and pathways, especially crossroads, and has connections with 
the underworld, ghostly epiphanies, the night, and the moon. On 
account of the latter aspects she is also a patron of witchcraft. This is 
the only allusion to the goddess of magic in the play, a sign of Eur. 's 
restraint in showing the sorceress aspect of Medea: Introd. 2(c); 
contrast the treatment of magic in Seneca's A1edea, where Hecate is 
named four times. In Greek cult Hecate was worshipped outdoors, in 
streets, and at crossroads, so Medea's statement that the goddess dwells 
within her house, virtually in displacement of Hestia, conveys both an 
exotic transgression of the norm and a special personal intimacy. 

µuxoic; vaiouaav: locative dat. without preposition (LS 11.a). 

398 xaipwv: ov xaipwv with a future indicative verb is a widely 
used idiom for 'you won't get away with doing X' or 'he'll be sorry 
for doing X' or the like (LSJ s.v. xaipw 1v.2). Medea's resolve and ve
hemence is conveyed rhetorically by the long oath separating ov in 
395 and xaipwv here. 

399-400 mxpouc; ... ycxµouc;, mxpov 6E xjj6oc;: the emphati
cally placed predicate adj. mKpos, strengthened further here by ana
phora, is found in other threatening expressions (again of the 'you'll 
be sorry!' type); compare 1388 TI!Kpcxs 'TE/\EV'TCXS 'TWV eµwv yaµwv 
i8wv. For other exx. see Mastronarde on Phoen. 949-50. 

400 <J>uycxc; iµcxc; x8ovoc; 'my exile from this land' (mKpas is un
derstood). 
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401-7 Medea addresses herself, strengthening her own resolve. At 
this point in the play, there is no hint that Medea is reluctant and 
that such self-exhortation is needed to overcome hesitation. But this 
rhetorical stance shows a woman capable of stepping back to observe 
herself and thus prepares for the more emotionally fraught instances 
of self-address in 1056-8 and 1242-50. 

401 aA'.A° da often marks a shift from comment to command or ex
hortation. LSJ gives eia with smooth breathing, but the rough 
breathing is established by ancient papyri of Sophocles (Mastronarde 
on Phoen. 970). 

4>d6ou µ.Y)6iv: also in Hee. 1044, Her. 1400, Soph. Aj. 115, Ar. 
Birds 987. 

µ.Y)6ev wv Enta-raaal: attraction of the relative, 'none of the 
things that you know'. 

402 f3ou'.AEuouaa ><ai -rExvwµ.ivY): this first participle recalls ~ov
AevµaTa in 372, and the other is the third appearance of the form in 
34 lines (371, 382). Following the name Medca, they allude to the 
apparent etymological meaning of her name: cf. µT)60µ01, µT)6ea. 
Greek poets are fond of alluding to the suitability of the (actual or 
forced) etymology of a proper name: sec Dodds on Bacch. 367 and 
Griffith (1978) 84 n.5. 

403 Ep1t' E; 't"O 6uvov· V\IV aywv EU"'ux£a;: the latter half of the 
line certainly evokes miltiary action and the bravery to which men 
are exhorted before battle (e.g. Tyrtacus fr. 10.13-18, 11.3-6 West), 
and the first half too perhaps alludes to advancing toward dreadful 
battle (Kovacs: 'Into the fray!'), although a more general sense seems 
present in Soph. fr. 351 OO"TIS 6e TOAµT)I -rrpos TO 6E1VOV epxETal, I 6p6T) 
µev T) yAwcrcr' ecrTlv, 6:cr4>aAT)S 6' 6 vovs. 

404 yi'.Aw-ra ••• 04>'.AEi:v: for Medca's concern with being mocked 
by enemies, see lntrod. 2(6); 04>A1crK6:vw (aor. w4>Aov), 'incur', has a 
technical legal meaning (581n.), but is often used metaphorically with 
undesirable objects like yeAWS (LSJ s.v. JI); see also 122711. for an ex
tended use of this idiom. 

405 I:Lau<J,doL;: a contemptuous synonym for 'Corinthian', since 
Sisyphus was once king of Corinth; he was a notorious trickster, 
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clever with deceptive oaths, so perhaps there is some implication of 
Jason's faithlessness. The adj. is also contemptuous in IA 524, but 
there it alludes to the nasty story that Laertes was a cuckold and that 
Odysseus was begotten by Sisyphus (as also Soph. Aj. 190, Phil. 417, 
1311). 

yciµ.ou; is dat. of cause (a subclass of instrumental dat.), Smyth 

§1517. 

406 a1to: anastrophe (LS 24). 

407 €1tLa-raaaL 6£. 'and you do know how' (sc. to plan and devise 
wiles). This adds nothing significant, merely sets the stage for the 
addition that follows. The rhetorical force is similar to 'and apart 
from your knowledge, there is also the fact that ... ' 

1tpoc;: here adverbial, 'in addition'. 

407-8 1tt:<J>uxaµt:v yuvai'.><Et; 'we have been born (and endowed 
with the nature of) women'; in favour of the interpretation of yv
vaiKES as predicate (with Elmsley and Paley) are parallels like IT 
1061-2 yvvaiKES ecrµev, cp1i\6cppov ai\i\~i\ms yevos, CJWl~EIV TE KOIVCX 
TTpayµaT' acrcpaAECJTaTm, fr. 276 yvvaiKES ecrµev· Ta µev OKVWI VIKW

µe6a, TCX 6' OVK av ~µwv 6pacros vmp~aAOITO TIS (cf. below 823, 890). 
Some editors print no comma after yvvaiKES and some interpreters 
take the noun as subject ('we women are by nature ... '), as is true of 
yvvaiKES ecrµev in 231 above and Andr. 353. 

408-9 Et; fJ-€\1 fo8).' CXf.1-"IJXavw-ra-raL, I xaxwv 6€ 7tCXV"t"WV "t"EX"t"OVEt; 

ao<J>w-ra-raL 'completely without resources for noble actions, but the 
most skilled contrivers of every form of harm'. \Vith ecr6Aa Medea 
refers bitterly to the displays of valour on which men pride them
selves (248-52), from which women are excluded by the restrictive 
conditions of their lives, leaving them only with the arena of KaKa 

(underhanded and ignoble actions) in which to compete (see von 
Fritz (1959) 59-62 = (1962) 361-4). This final generalization is a kind 
of defiant appropriation of a misogynistic stereotype (263-611.), and 
the notions of competition between genders and the unfair position 
of women prepare for the themes of the following stasimon. The 
similar endings of 407 and 408 (homoioteleuton) are reinforced by 
the further contrast of fo6i\' and KaKwv (Fehling (1969) 314). 
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410-45 First stasimon 

Choral songs often step back from the action and speeches just wit
nessed through the use of opening devices such as gnomic state
ments, myth, and apostrophe. In addition, a stasimon (SE 2) may 
hark back to the opening of the previous episode rather than take off 
from its end (cf. the first stasimon of Soph. OT). Here the chorus and 
audience have just been made privy to Medea's plans for violent re
venge, but the Corinthian women at this point show no response to 
the revelation. Instead their subject is the moral crisis caused by 
Jason's betrayal of his oath to Medea and the change in gender
relations that this implies for the whole Greek world. The women 
thus not only reinforce the passionate cries about justice and oaths 
that they heard from Medea in the parodos but also accept and ex
tend Medea's assertion, offered in her first speech on-stage, that the 
relative positions of men and women are unfair. Ironically, caught 
up as they are in the mythical moment of their drama, they proclaim 
the arrival of a new discourse about women and men, while with its 
wider perspective the audience understands that this anticipation of 
female fame is doomed to frustration. In accord with a structure 
common in many choral odes, the second pair of stanzas shifts more 
particularly to Medea with initial crv 6'. Even in this part, however, 
they continue to echo complaints made by Medea in the first half of 
the previous episode and to elide the plotting of violence that ended 
it. Thus the song functions on several levels: the theme of Jason's 
treachery is given great prominence (it is not merely a personal 
offence against Medea but a more general one against the gods and a 
Greek cultural institution); dramatic tension over the revenge-plot is 
deferred so that the attention may be focused for the moment on the 
themes to be explored in the following agon; the chorus' skewed re
sponse attests to the manipulative power of Medea, and may reflect 
what might be called a moral disconnection of the chorus from the 
actions before them. 

In the opening stanza the trickery and faithlessness of men are 
regarded as a symptom of a world turned upside down, a world in 
which the traditional misogynistic discourse will be reversed. The 
second stanza particularizes the source as specifically the authorita
tive poems of the male-dominated tradition, and the singing women 
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(who arc in fact, by Grt'ck theatrical convention, men dressed as 
women) paradoxically present their own sex as deprived of the skill 
for poetry, but assrrtivdy point out that women poets would be able 
to construct an equivalent anti-male disrnursc (42411.). The third 
stanza then addresses l\lcdca to rehearse her disadvantages, but the 
moral complaint of the first stanza returns insistently in the first two 
lines of the final stanza, with its Hcsiodic echo of justice abandoning 
a corrupt world. The final stanza thus reiterates in miniature the 
structure of the first three stanzas. 

,\letre 
The first pair of stanzas is written in dactylo-cpitritc (Pl\1 27) and 
appears to consist of six periods in seven lines, perhaps a slow and 
dignified mo\Tlllcnt, with pauses closely matching the largely asyn
detic sentence-structure. The dactylic clement is probably meant to 
recall epic (and perhaps narrative choral lyric such as the work of 
Stcsichorus), since one theme of these stanzas is the representation of 
women in the authoritative poetry of the past (note also the epic tags 
in .po and 425, other cpicizing features in 423). The scrnnd pair also 
features rnla with mixed single-short and double-short rhythm, but 
their character is acolic (PM 26), and the stanza is built of only two 
or three periods, with the extended length of the final period perhaps 
expressive of greater emotion. The final period is analysed by some 
without word overlap, giving the sequence tclcsillean, 3 hagesichor
cans, rcizianum; such a sequence of hagcsichorcans would be com
parable to sequences in the parodos (131-21311.), but because this 
would involve triply repeated period-end without rhetorical pause, it 
seems slightly less attractive than the division shown here (see Stinton 
(1990) 331-2). 

~ - V V - V V - - - V - - II' 
cxvw lTOTaµwv iepwv xwpoOcn ,rayai, 
µoOoai 6e lTOAOIYEVEWV Af)~ovo' cxo16wv 

- V - - - V V - V V - llh 
Kai 6iKa Kai ,rcxvTa 1rcxA1v 0Tpe<;>eTa1· 
TCXV eµcxv vµveOoa1 CXTTIO"TOO"VVOV. 

- u u - uu - - - u-

cxv6pcxo1 µev 66A1ai l3ovAai, 6ewv 6' 
ov yap EV cxµETepa1 yvwµai Avpas 

410-11 xD-e-
421-2 

412 e-D 

42 3 
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-uu-uu--11 

OVKETI nicrTtS cxpapEV" 414 D-
WTIOOE 8fomv 6:0166:v 425 
- u - - - u u -u u - - -u - - 11"" 

TO:V 6'Eµo:v EVKAEtav EXEIV l3tOTO:V 415-16 e-0-c-
OTpEljJOVOI cpcxµat. 

<Doil3os 6:y~Twp µEAEWV" ETTEi 0:VTO:XT]O' 426-7 
O:V VµVOV 

- u - - - u - - - u - llh 
EPXETOI Ttµo: yvvatKEiwt YEVEI" 
6:poevwv yevvat. µaKpos 6' aiwv EXEi 

- u u - u u - - - u - u - - 111 

OVKETt 6voKEt-.a6os cp6:µa yvvaiKaS e~Et. 
TIOAAO: µev o:µETEpav 6:v6pwv TE µoipav 

EiTIEiv. 

u - u - - u u - u - - 11' 

ov 6' EK µev oiKwv TIOTpiwv ETIAEVOOS 
l3el3aKE 6' opKwv xo:pts, ov6' h' ai6ws 

- u u - u u - u u - u u - u - - 111 

µatvoµevat Kpa6iat, 6t6VµOVS opioaoa 
TT6vTov 

'Et-.t-.6:61 Tc;t µEyo:t-.at µevEt, ai8Epia 6' 
0:VETITO. 

--uu-v-1 

nhpas· ETTi 6e ~evat 
ooi 6' OVTE TIOTpos 66µ01, 

--uu-u-

vaiEtS xeovi, TO:S avcxv-
6voTOVE, µE8opµioa-

---uu-u-

6pov KoiTas 61-.foaoa AeK-
0801 µ6x8wv ncxpa, awv TE AEK-

- !,,! - U U - U -

Tpov, TCXAatva, cpvyo:s 6e xw-
Tp<.vv 0:1-.1-.a l3aoit-.Eta KpEio-

417-18 E-c 
428-9 

419-20 D-c, ba 
430-1 

432 ia, aristophanean 

439 

433-4 aristophanean 
with triple dactylic 
extension (ar3d) 
440-1 

435 tclesillean 

442 

436 telesillean 

443 

437 glyconic 

444 

438a glyconic 

445a 
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- u- u u - - Ill 
pas CXTlµos EAavvrp. 
crwv 66µ01cr1v ETTECJTa. 

cor-.n.lENT AR y 

4386 pherecratean 

4456 

410-11 avw ••• :xwpou<n: the imagining of a violation of the 
natural order to express surprise, shock, or outrage is a common 
figure of Greek poetry (the so-called adynaton, cf. in general Canter 
(1930), Dutoit (1936); on this passage Dutoit 16-18). The notion of 
the reversal of the natural flow of water is taken up in many later 
examples in Latin poetry: see Sentieri (1919) 180-1. The phrase avw 

TIOTaµwv was proverbial for reversals (cf. Radt on Aesch. fr. 335), but 
it is unclear whether the proverb was a shortened version of a phrase 
structured like Eur. 's phrase here (TioTaµwv dependent on a noun) or 
was self-standing (TioTaµwv depending on &vw); if the latter, then 
Eur. playfully quotes the proverb and immediately creates his own 
syntactic variation. 

noTcxµwv LEpwv: the epithet is traditional (Od. 10.351, Hes. Theog. 
788), but has specific relevance in 846 and probably here as well, 
since allusion to the divine power in the rivers suggests the cosmic 
significance of their change of course. 

413 o:v6pcia1 µiv: this µev is balanced by 6' in 414 TO:V 6' eµo:v KTA. 
('my' implies 'of us women' in contrast to 'men'), not by 8ewv 6'. 
There is no contrast between 'men' and 'gods' here (see next note); 
rather, 412-15 follow 410-11 in explanatory asyndeton (LS 28), spec
ifying the change in human affairs that causes the chorus to posit 
cosmic reversal. Thus a colon is preferable at the end of 414, and 
Elmsley's 8ewv T' has some attraction. av6pacr1 is dat. of posses
sion, 'men have deceptive counsels'. Since deception is associated 
with women (408-9n., 419-2on.), the present claim reverses a 
stereotype. 

413-14 8£wv - I•. nianc; '(men's) pledges made in the name of 
the gods', with the gen. as in 8ewv opKOS (Hipp. 657, 1037 opKovs "TTO
pacrxwv, TiiCJTIV ov crµ1Kpav, 8ewv; Soph. OT 647). This clause is a 
restatement in negative form of the same thought as the preceding 
clause. 

414 apc:tp€v: 322n. 
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415-16 -rav ••• I <J>aµal 'Common report will turn my life about, 
so that it has good fame.' exe1v is epexegetic. The interlaced word 
order is typical of high-style lyric. The future is Elmsley's emenda
tion of transmitted cnpe<Povcn: responsion of short to long in this an
eeps position would be acceptable, but the future goes better with the 
following e~e1 and ATJ~ovcr', and the present might be a little too con
fident. It is also possible to take crTpE4'0Vcr1 as intransitive (LSJ s.v. o ), 
yielding 'common report will turn about, so that my life has good 
fame (or so that good fame holds my life)', but it would be unusual 
for such a long result-infinitive phrase to precede the governing verb. 

417-18 yevu: dat. of advantage shading into dat. of goal of mo
tion (LS 11.b). 

419-20 6vaxe).a6o; <J>ciµa: the 'ill-sounding repute' alludes to 
the misogynistic tradition in Greek poetry, including the treatment 
of Clytemnestra in the Odyssey, Hesiod on Pandora (Theog. 570-89, 
WD 60-95) and women in general (Theog. 590-612, WD 373-5, 698-
705), Semonides (fr. 7 West) on the types of women, Aleaeus 42 L-P 
on blameworthy Helen, the myths of the first stasimon of Aeseh. 
Cho. (585-651). In Greek thought woman herself is a dolos, and cun
ning and deception are in many contexts marked by association with 
the female rather than the male: see Detienne and Vernant (1978); 
Zeitlin (1996), chs. 2 and 3. 

423 vµvevaal: fem. nom. pl. present active participle of vµvec.v, 
supplementary participle with ATJYC.V, a synonym of TTavc.v. For the 
contraction see LS 1.e and Barrett on Hipp. 167, who notes that in 
other eases the unusual contraction occurs in poetic verbs not native 
to Attic. That explanation does not apply here, where the form is 
chosen for epic colouring to suit the subject-matter of these lines. 

cima,oavvav: extant only here in literature, coined as a metri
cally convenient and weightier alternative to 6:mcrTia. 

424 yap: as in 122, the connection is imprecise: 'they will cease 
what they always did in the past, and they were able to do what they 
did before because Apollo gave poetic skill to men, but not to wom
en'. As with the nurse's complaints about music (190-204n.), the 
chorus' claim does not accurately fit the poetic tradition known to the 
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audience, in which there were at least a few female poets (Snyder 
(1989)\. Sappho. Praxilla, and Telesilla \\Tote earlier than .\fedra, and 
possibly Corinna as well ther date is disputed: West (1990), Stewart 
(1998) 278-81). Of Sappho enough surYives for us to detect at times a 
distinctly female. or anti-male, point of view; for the others any such 
judgment must remain highly speculatiYe (:\kClure (1999a) 36-7 
with refs.). 

424-5 Aupa,; I -.. 8iamv CXOL6av 'god-inspired song accompanied 
by the lyre', with a loose gen. of connection; efomv 6:0166:v is a ver
batim imitation of the Homeric line-ending applied to Phemius and 
Demodocus in Od. 1.328, 8.498. 

426-7 cl>oi:'30,; ayirrwp µEAiwv: for this concept compare the 
epithet Movcr11yh11s and the splendid description of Phoebus leading 
the l\Iuses in Hom. H_rmn Ap. 182-206. TJYTJTWP is a specifically epic 
word, used only here in extant tragedy - another bit of deliberate 
epic colouring. 

ind 'since (if the gods had granted poetic skill to us women)'. 
cxv't"axYJa av 'I would have sung in opposition' (aor. of 6:vTf'lXEW 

with Doric alpha). 

430-1 7t0AACX fJ-EV CXfJ-E't"Epav cxv6pwv 't"E µoi:pav El7tEi:v: the con
struction is unbalanced, starting as if the contrast were to be TTOAACX 
µev a:µETepav (µoipav), lTO/\/\CX 6e 6:v6pwv µoipav, but using TE instead 
as if the phrase were TT0/\/\0: a:µETepav TE 6:v6pwv TE µoipav. lT0/\/\0: is 
the object of EXEi, and eimiv is epexegetic (with acc. object in sense 
'say about'). 

432 au 6': this narrowing of focus to the particular indi,-idual 
(often, as here, the actor present on stage) is a typical strategy of 
choral odes, whether the preceding lines are generalizations or first
person statements of the chorus (intended as ethically exemplary) or 
other comments on the situation: see 656, 848, 990, Andr. 302, 790, 
Soph. Trach. 126, El. 1084, etc. 

433 µaLvoµivaL ><pa6(aL: dative of manner, 'with heart crazed 
with love'; the same phrase occurs in Hipp. 1274, also of one stricken 
by love, and was earlier applied (without ref. to love) to Oedipus in 
Aesch. Sept. 781; compare µ01v6A01 6vµw1 in Sapp ho 1. 18 L-P, 9pEcri 
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µa1voµev111a1v in //. 24.114, 135 (Achilles) and µmvoµevms <J>paaiv in 
Pind. Pyth. 2.26 (Ixion). 

434-5 6 t6U(J-OU(i op1aaaa Ilov-rou I 7tE-rpac;: the 'twin rocks' are 
the craggy shores of the Bosporus. opiaaaa, 'marking the boundary 
between', is used with a pregnant force typical of tragic style ( esp. in 
lyric: LS 31) to imply 'travelling between' (LSJ misleads by turning 
this implication into a separate rubric). Compare Aesch. Supp. 544-6, 
where Friis Johansen and Whittle explain avTiTTopov yaiav ... 6pi4e1 
(of lo) as 'mark out the boundary of Asia by giving her name to the 
Bosporus'. The aorist participle is here 'coincident' with the action in 
ETTAevaas (LS 14). For 6i6vµos treated as an adj. with two endings see 
LS 5.d. 

436-7 -riic; civav I 6pou xo1-rac; o)..foaaa AE><-rpov: lit., 'having lost 
the bed of your husbandless marriage-tie', with the modifier used in 
a proleptic sense, hence, 'having lost your marriage-bed, which is 
now abandoned by your husband'. K01TaS AEKTpov could be a case of 
tragic fullness (synonymous defining gen., as Ale. 925 AEKTpwv K01Tas), 
or K01Tas may add (or clarify) the implication of sexual union. For 
proleptic adj. in attributive position with article, see Soph. OC 1200 
TWV crwv 6:6epKTWV oµµcnwv Tl)TWµevos, 'being deprived of your 
eyes, which are now sightless'. 

438 anµoc;: the adj. may carry a connotation from its use in con
temporary civic/legal discourse ('without citizen rights', 'punished 
with diminution of civic rights'), in which case it contributes to Me
dea's assimilation of male prerogatives (since 'civic rights' belong to 
and are lost by Athenian men, not women), but its primary force is to 
pick up 6:vav6pov and refer to l\1edea's abandonment, a dishonour
ing of the role of wedded wife (20n.). 

439-40 This couplet clearly recalls Hes. WD 180-201, the de
scription of the future deterioration of the Iron Age that will bring 
destruction from Zeus: esp. 190-1 ov6e TIS evopKOV xap1s foaeTal ov6e 
61Kaiov I ov6' 6:ya8ov, 192-4 61Kl) 6' EV xepai· Kai ai6ws I OVK EOTal, 
l3Aa4'EI 6' 6 KaKOS TOV 6:peiova <J>WTa I µv801a1 OKOA10is EVETTWV, ETTi 6' 
opKOV 6µeiTa1, 197-200 Kai TOTE 611 TTPOS ·oAvµTTOV ... iTOV TTpOAI
TTOVT' 6:v8pwTTOVS I Ai6ws Kai Neµea1s. 
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439 ~E~axe: the absolute use of perfect j3ej3T)Ka to mean 'has dis
appeared', 'is gone', sometimes even 'is dead and gone', is a man
nerism of tragic style (cf. tragic use of 01xoµ01, 226n.). 

xapu; suggests both 'charm, enchanting force' and 'amiable re
ciprocal connection/ attitude'. 

440 'E)..)..a6l "tal µeyaAal 'in the (whole) wide expanse of Greece' 
(locative dative without preposition, LS 11.a); Eur. uses the same 
phrase in Tro. 1115 and has in IA 1378 'EMos TJ µeyicrTf1 TTaaa. The 
prosaic use of this phrase for Greek Italy (Magna Graecia) is first 
extant in Polybius, but he describes it as a name used at the time of 
the Pythagorcans (late sixth and early fifth centuries). 

441 ai8ep(a 6' a:vfo>ta: the adj. has predicative force, and like 
many Greek adjs. of time and position is equivalent to an adverbial 
phrase (eis Tov ai6epa). cxveTTTa is third-person sing. aor. act. of ava
TTEToµa1 (cf. 1 61aTTToa601 ). 

442-4 ou"tE ••• "te: for this unbalanced combination (mainly a 
poetic construction), see LSJ s.v. ovTe u-4-

443-4 µe8opµ(aa I a8al µox8wv: cpcxegetic inf., 'you do not have 
available your father's house, to shift to a new anchorage there, clear 
of your toils'. See 25811. 

1tapa: because of the separation of this word from both aoi and 
66µ01, it cannot be determined whether it stands for m:xpe1a1 (with 
plain separative gen. as in 258 or as with µe6opµ1ei in Ale. 797-8) or is 
the preposition in anastrophe with µ6x6wv (eiai being easily under
stood with aoi ... 66µ01 ). 

444-5 'And another woman, a royal princess, superior to your 
wedding-bed (or marriage), has taken control of your house.' cxAAOS 
with noun in apposition is used idiomatically (296n.): not 'another 
queen' (like you), since the chorus, unlike the nurse, docs not dwell 
on Medea's royal parentage and treats Mcdea like an ordinary 
woman. With aoi 6' at the head of the sentence, Twv TE (Elmsley for 
transmitted Twv6e) AEKTpwv can be taken as 'your bed', gen. of com
parison, with the most common meaning of Kpeiaawv. Some have 
interpreted Kpeiaawv rather as 'mistress of' or 'ruling over', as if 
synonymous with KpaTovaa (the gen. is then virtually objective), and 
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have translated 'your marriage' (although :Jason's marriage-bed' 
might also be understood). But this construction is not securely es
tahlished (107911. and Appendix). Parson's crwv -re (prclc-rn·d by 
Digglc and Kovacs) would make the standard construction as gen. 
of comparison almost unmistakable and would add emphasis to 
Medca's ownership of what the princess is usurping. brfo-ra is 
strong (intransitive) aor. of e<j>(crTriµr, with Doric alpha; for the' sense 
see LSJ s.v. B.11. 

446-626 Second episode 

This episode is dominated hy the agon logon, a standard dramatic form 
in Sophocles and Euripides (SE 3a; sec further Duchemin (1945), 
Lloyd (1992)). The agon commonly presents antithetic views of a 
major conflict. The form has analogues in the serious business of the 
Athenian assembly and courts, hut also in the practice of the con
temporary higher education in argumentation and speech-making 
offered by the sophists, in which high value was placed on the ability 
to argue skilfully on hoth sides of a question, to argue for a para
doxical thesis, or to put forward the best possible arguments for a 
position rejected by conventional mores. Euripides' agon speeches 
show a great degree of self-conscious rhetorical structuring and do 
indeed appeal to the taste for display and iconoclastic argumentation 
associated with the sophists. But in the best examples, as here, there 
is also a serious depiction of contrasting modes of life and values (sec 
Scodcl (2000)). The debate is not designed to depict one party sway
ing the other through argument, hut to show how the speakers on the 
two sides lack the basis for mutual understanding and talk right past 
each other. Many debates exacerbate tensions, a result that may he 
evident formally in the argumentative shorter dialogue (sometimes 
stichomythic or distichomythic: SE 3b) that follows. 

446 Action: Jason enters unannounced and launches into his criti
cism of Mcdea without addressing her directly - a brusqueness typi
cal of the superior attitude he adopts throughout the scene. The lack 
of announcement from Mcdca is unsurprising, since an actor already 
on-stage announces a newcomer mainly when some special eagerness 
is portrayed. The chorus' failure to note the new arrival emphasizes 
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their concentration on Medea's plight and close identification with 
her position. Even before Jason names himself indirectly in the sev
enth line of his speech, his identity will probably be obvious to the 
audience from his rich costume, his age (as indicated by his mask and 
hair), and his arrival from the direction of Creon's palace. It is un
certain whether Jason is attended by silent extras: see lntrod. 3. 

446-7 A general observation as prelude to a specific application (to 
Medea, 448 aoi yap) is a rhetorical strategy very common in speech 
in many genres (so e.g. above 215-25, 231-52, 294-302) and is some
times used as here in contemptuous criticism of an opponent (e.g. 
579-84, Hipp. 616-51, Andr. 184-6, 319-24, 693-703). 

447 'tpaxEtav opy~v: proleptic object (3711.); so again 'laaov' in 

45 2 • 

448 napov: acc. absolute (37211.), 'although it was open to you to 
keep dwelling in ... ' 

449 xoucpwc; «pEpOU<JY)l ><pEl<J(JO'\IW'II (3oUAEU!J-a'ta: the metaphor 
in 'bear lightly' is of compliant animals under the yoke (24211.), and 
this form of imagery is characteristic of tyrants and overbearing 
rulers in tragedy (e.g. Aegisthus in Ag. 1624, 1639-42, Creon in Ant. 
291-2, 477-8). In using Kpe1aa6vwv Jason presupposes a strongly hi
erarchical relationship, whereas Medea has been emphasizing the 
relationship between peers sanctified by pledges and oaths (lntrod. 
2(a) and (b)). l3ovi'.evµma, finally, is the first hint of Jason's facile as
sumption that he has deliberated and planned extremely well while 
Medea, a woman and prey to her emotions, seems to him incapable 
of such action. 

450 Aoywv µ.a'tatwv: Jason insists on regarding Medea's resent
ment as foolish: 457 µwpias, 600 ofo6' ws µeTev~ri1 Kai ao4>wTepa 4>avfi1, 
614 µwpaveis. Cf. 151-211. on µaTmos and 866-97511. on l'v1edea's de
ception of Jason by a pretended admission of her folly. 

E><1tEajjL: eKni-rnw serves as the passive of eKl3ai'.i'.w, 'to be cast 
into exile'. 

451 ou6t:v npiiyµ.a 'a matter of no consequence', 'no big deal'; 
probably colloquial, since the phrase occurs also in Ar. Thesm. 244 
and several times in Plato (Stevens (1976) 55). 
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453 a 6' i; -rupa:vvou; io-ri 001 AEAEyµeva: 'as far as concerns the 
statements you have made against the king'; the relative clause at the 
head of the sentence with unexpressed neuter antecedent may be 
treated as a kind of acc. of respect announcing a topic vital to the 
sense of the main clause. Cf. 547 below, Hel. !009 a 6' o:µ<pi Tvµ[3w1 
Tw16' 6ve161i'.;e1s TTmp6s, I riµiv 06' avTos µ00os, and Soph. OT 216 a 6' 
aheis KTi\. 

001: dat. of agent with the perfect passive verb (Smyth §1488). 

454 7tCXV ><ep6o; ~you ~YJfLIOUfLEVYJ cpuyij1 'consider it entirely a 
profit that you are being punished (merely, with no more than) 
exile'. 

455 f3ao1Hwv: poetic plural for Crean alone, as again m 458 
Tvp6:vvovs. 

456 acpiJ1pouv 'kept trying to assuage, diminish'. The audience 
has only Jason's word for this claim (Crean made no mention of 
Jason's role in his decision), but in tragedy an audience may be in
duced to doubt such a claim either directly by an explicit contradic
tion by another character or indirectly (and so more uncertainly) by 
the speaker's flagrant display of unattractive behaviour. The latter 
perhaps applies in Jason's case. 

457 av1E1;: imperfect of 6:vhw1, in the intransitive sense 'let up 
on', 'cease from' with separative gen. (LSJ s.v. 11.8.c). 

458 E><1tEoij1 x8ovo;: there is probably something smug in the 
repetition of these words from 450, with To1y6:p underlining the con
clusion of the neatly antithetic demonstration in 451-8. 

459 ><a>< -rwv6' 'even in these circumstances' (literally, 'even as a 
consequence of these things'). Ko:K crasis, Kai EK. 

art€1pYJ><w;: perf. act. participle of defective verb 6:miTTov / 
o:TTefpriKa, in the special intransitive sense 'fail, tire, give up from ex
haustion' (LSJ s.v. 1v.3), here with dat. of interest, 'having given up 
on my loved ones' or 'failing my loved ones'. 

460 -ro oov 6e 1tpooxo1tOUfL€VO; 'looking out for your interest'; 
compare Andr. 257 Kou TO o-ov TTpocrKey;oµa1, Phoen. 473-4 with Mas
tronarde's note. 
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464 xaxw; <f>pov€iv: 250n. 

465-519 Medea's speech is a small masterpiece of rhetorical in
vective, combining clear structure and self-consciousness with a jus
tified and controlled display of emotion. The proem in 465-74 fea
tures the strongly emotive terms nayKo:K1crTe, cxvav6piav, cxvai6e1' and 
vehement anaphora (467n.) but also evinces the analytic in the two 
yap-clauses and in the insistence on distinction between terms in 469-
72. The second section of the speech (475-87) forms a kind of narra
tion (Medea's services to Jason), but incorporates argumentative 
details (citation of witnesses against Jason in 476-7, comment on 
her misplaced good will in 485). In the third, directly argumentative 
section, 488-515, Medea exposes the injustice of Jason's return for 
her favours, with lively variety (direct address, apostrophe to her own 
hand, ironical suppositions, sarcastic use of positive terms like µa
Kapiav, 6avµacrT6v, mcrT6v, KaA6v), ending with an echo of the open
ing of the narration (515n.). Finally, there is a typical concluding gen
eralization in the form of an address to Zeus involving a critique of 
the ways of the world 516-19n.). On this speech see Lloyd (1992) 41-3 
(but he unnecessarily judges that the emotional qualities of Medea's 
speech are in conflict with her rhetorical control); McClure (1999b). 

465 nayxaxtaT€: this vehement vocative is found twice in Sopho
cles and seven times in Eur. (who also uses nom. o nayKaK10"TOS once); 
the adj. does not reappear until the Roman period (where many of 
the uses imitate or allude to tragic style). 

465-6 TOUTO yap . . 1. xaxov 'for this is the worst abuse which my 
tongue can speak against your unmanliness'. yap is used because the 
parenthetic clause (the vocative leads to the incredulous question in 
467) explains why Medea has blurted out the strong epithet (234n.). 
cre is the overall object of her insulting address (eineiv KaKov + acc. of 
person), and eis specifies the particular area of criticism. For exw + inf., 
'be able to', see LSJ s.v. A.III.I.a. yAwcrcrri1 is added somewhat re
dundantly to suggest the contrast word vs deed, as if Medea were to 
add 'since I, a woman, can't punish your betrayal by physical force'. 

467 ~A8€; ... ~A8€;: for the emotional force of this structure see 
LS 36; cf. Fehling (1969) 177. For yeyws see 216n. 
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468 is identical to 1324, and such repetition within a single play is 
usually suspect (37-45n.). In the latter passage the extension of the 
hatred earned by the malefactor (Medea) to gods and the whole race 
of men is a due reaction to the killing of the children. Here such ex
tension intrudes on 1\-Iedea's sense of personal grievance and need
lessly anticipates the citation of the gods in 492-5. The line could 
have been added for melodramatic effect by actors, or added in the 
margin by a reader. 

469 8paao;: in prose and in a majority of poetic usages 6pcxaos is 
opposed to 6cxpaos/6cxppos as rashness and over-confidence to cour
age and confidence, but for metrical convenience poets sometimes 
use 6pcxaos in the 'good' sense, as here. 

470 6paaan' ivav·dov f3"-irtuv: the inf. phrase is in apposition to 
T66'; 6pcxc;aVTa agrees with the unexpressed subject, and i:vavTiov is 
adverbial acc. For the 'mid-line caesura' with elision, see PM 17 (with 
footnote). 

4 73-4 iyw -r£ yap "-i;aaa . - I• ><"-uwv: the interlaced word-order 
in the first limb (ABba) lends emphasis to the participle and verb, 
which are answered chiastically in AVTTTJCTTJI KAVWv. Kov<j>1a6iiaoµa1 
has a medical connotation, reinforced by its pairing with AVTTTJCTTJI. 
AVTTTJCTTJI is passive in sense, a normal use of the so-called 'future 
middle' form (Smyth §§802, 807-9; Schwyzer 1.756). 

'.Aurt~O'YJL x'.Auwv 'you will feel pain as you listen to it'; \Vest 
(1984) 174 argues for aor. KAvwv here on the ground of parallelism 
with the preceding aor. Ae~ac;a, but the present aspect is better in 
accompaniment with the feeling provoked by hearing (cf. West (1984) 
176). See 678n. 

4 75 h "t"WV 6€ rtpw-rwv rtpw-rov: it is common for Euripidean 
speakers engaged in lengthy argumentation to call attention self
consciously to the rhetorical structure of the rhesis, esp. in its open
ing phases, emphasizing their control of themselves at a moment of 
great tension and implying the efficiency and completeness of their 
argument (Lloyd (1992) 19-36, esp. 34-5; Scodel (2000), esp. 134, 
138-9). In the narration (61iiyria1s) of a forensic speech a litigant will 
often claim to tell the whole story from the beginning (e.g. Lysias 1.5, 
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12.3, Dern. 21.12). So Medea begins with TO: TTpc7na, 'our first inter
actions'. For the juxtaposition TTPWTWV TTpc7nov see 51311. 

4 76 This line was parodied as an example of Eur. 's excessive ac
cumulation of sigmas in a short space by Plato Com. fr. 29 K-A, 
Eubulus fr. 26 K-A. Both here and in Ion 386 (Creusa reproaching 
Apollo, os y' o(n' fowcras TOV O"OV ov crwcrai cr' expfJv) the alliteration 
seems to reflect vehemence or exasperation. For statistics on 'sigma
tism' in Greek poetry and evidence for its avoidance, see Clayman 
(1987). 

fowaa: for the mythic event alluded to, see lntrod. 4. The lan
guage of salvation recurs in 482 and 515, and then in Jason's attempt 
at refutation, 528,531, 534. 

477 'tau'tov: crasis, TO avT6, with optional nu for metrical conve
nience (though TOVTOV is also found in Attic prose, esp. Isocrates and 
Plato). 

4 78-9 1tEµ4>8iv'ta ... E1tla't<X'tYJV I ... a1tEpouv'ta: the predicate 
noun emcrTO:TT)V is equivalent to 'to be the supervisor/ controller' and 
is thus easily paired with crmpovVTa, the future participle which is 
used idiomatically with a personal object of mlµTTetv to express the 
purpose of the mission (Smyth §2065). The dependent nouns are 
probably to be construed as adnominal dat. sevy1101cr1 governed by 
emcrTo:TT)V (by analogy to the normal construction of emcrTaTew: LS 
I 1.c) and gen. Tavpwv modifying sevy1101cr1: 'sent to control the yoke
loops (or by synecdoche, yoke) of the fire-breathing bulls'. If Tavpwv 
depends directly on ETTIO"TO:TT)V, which is normally used with an ob
jective gen., then sevy1101cr1 would be an adnominal instrumental dat., 
a harsher but not impossible construction (Smyth §1510; Schwyzer 
11.166). 

8avaaLµov yuYJV 'the deadly field', that is, 'sow the field with a 
deadly crop' (the armed men who sprang from the sown teeth). 

482 x'tdvaa': on the various traditions about the killing of the 
guardian serpent see lntrod. 4. Unless 'having killed' is meant as 
shorthand for 'gave you the means to kill', this detail may magnify 
i\1edea's service to Jason. 

aviax.ov aol <J>ao; aW't~pLov: light is a familiar symbol of salva
tion from danger and death (e.g. Iliad 18.102, Aesch. Cho. 961 TTo:pa 
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,-6 cpws ioeiv, Eur. Her. 531 w cpaos µoi-.wv TIOipt). avexw is frequently 
used of holding aloft a torch, so the metaphor that Medea uses 
may remind an Athenian audience of Eleusinian initiation, at which 
torches provided light in the great dark hall of the Telesterion and a 
sudden blazing light in the darkness was a climactic moment in the 
path toward ritual salvation. 

483 cxu't"~ 'by myself', 'by my own choice', 'of my own accord' 
(LSJ s.v. m'.n6s 1.2). Pindar too emphasizes Medea's power to decide 
her own course, Pyth. 4.250 KAEl.j.lEV TE MTJOEIOV crvv av,at. 

npo6oifo': see 17n. 

485 npo8uµo; µiiAAov ~ ao<J>w"Tipix 'acting with friendly zeal 
rather than wisdom'; it is Greek idiom to use the comparative in the 
second limb of such a comparison (Smyth §1080). 

486 wamp aAyla't"OV OixvEiv: the inf. is epexegetic, and wcrmp 
goes only with adverb &i-.y1cr,ov, a more emphatic variation on ws 
&Ay1cr,ov, 'in the most grievous manner possible'. 

487 na:v't"cx 't"' E;EiAov 6oµov: Medea's method goes beyond elimi
nating the particular wrongdoer Pelias: his daughters are made the 
agents of his death and (instead of tending his body in ritual mourn
ing) are responsible for its mutilation. In Eur.'s Peliades, unlike earlier 
sources, Pelias apparently had no male offspring (cf. masculaeque prolis 
defectu in the summary of Moses Chorenensis, quoted in Nauck). 
Thus, 'destroyed the entire house' is ajustified boast, and the fullness 
of the revenge will be matched by how she deals with Crean and 
Jason. The variant cp6f3ov ('I removed the entire source of your fear', 
but 'from you' should have been expressed), if not an accidental 
substitution, perhaps originated in a pedantic concern about the lit
eral accuracy of Trana ... 66µov. 

489 npou6w><ix;: TrpoeowKas with crasis (editorial conventions 
vary; sometimes TrpovowKas is printed, with the coronis). See 17n. 

490 nix(6wv yEyw't"wv: since the culturally sanctioned purpose of 
marriage was the begetting of legitimate (male) children to carry on 
the family, lack of offspring (assumed, as in many cultures, to be the 
woman's fault) was an accepted cause for dismissal of a wife and 
remarriage. Conversely, the provision of an heir normally solidified 
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the position of the wife and represented a pledge of a lasting marital 
bond (see Mastronarde on Phoen. 16). 

491 auyyvwa•e: for the neuter pl. predicate adj. with inf. subject 
sec 384 5n. 

492 opxwv 6t: <j>pou6JJ TCLanc; recalls 412-13 and 439 in the previous 
stasimon, which prepared for Medea's indictment of Jason. 476-91 
made the point that Jason has failed the test of human x6:p1s by 
returning treachery for benefactions. 492-5 turn to the oaths and 
Jason's offence against the gods who oversee them. 

493 8Eouc; ••• Touc; T<>T' 'the gods who were in power then (when 
we exchanged our oaths)'. 

494 xalva xEia8al 8foµt': 6foµ1ov /6foµ1a is a rare and solemn 
poetic synonym of v6µos, etymologically suggesting fixity, so that 
Katv6: may be somewhat paradoxical. The phrase is thus a version of 
the common v6µos KEhat (LSJ s.v. Keiµat rv.3), in which the verb 
stands in for the perfect passive of Tt61iµ1. For the notion of a change 
in the rules of human life established by the gods (treated as an im
possibility), compare Hipp. 459-61, Her. 655-6. 

Ta vuv: better taken as independent adverb (He!. 631, Or. 436, 
660, etc.; also TO: vvv Ta:6e, Held. 641, Her. 246) than as attributive 
with 6foµ1'. 

495 auvoLa8a: c;vv- may here be intensive, 'you know full well', 
or, if the dat. reflexive pronoun is understood, may suggest guilty 
knowledge (cf. Latin con-scientia) and imply that Jason could bear 
witness against himself. The same possibilities exist in the famous line 
Or. 396 11 O"VVEO"tS, OT! O"VVOt6a 6e1v' eipyac;µevos (in answer to TI xpfiµa 
TT6:crxe1s; TtS c;' a:TT6AAvcr1v v6cros;). 

497 xai Twv6E yovchwv: this is added in coordination with T)S as 
another object of e;\aµf36:vov, 'as you also did my knees'; compare ovs 
... Kai TTO:Tpav in 503. There is no parallel for taking it with <j>ev: ex
clamatory gen. and exclamatory voc./nom. arc alternatives never 
combined elsewhere. 

><EXPWLaµE8a: LSJ misleadingly places this under the rubric 
'taint, defile' (s.v. xpwt~c.:> 3), whereas it is simply 'we have been 
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touched (in supplication)', as in Phoen. 16-25 y6vaTa µ17 xpw1l;av eµcx 

(cf. He!. 831 ovK cxxpwaTa y6vaT'). The negative connotations of the 
whole phrase derive from µCXTT)V and KaKOV rrpos cxv6p6s. 

498 1tpoc;: 26n. 

499 ay' demands Jason's attention again after the brief partial 
withdrawal of the self-address in 496-8. yap then explains why she 
has turned back to Jason. 

we; <j>i1..w1 .•• xo1vwo-01.1-a1: it is a duty of friendship to offer ad
vice when a friend faced with a problem seeks counsel: so Aegeus is 
on his way to his friend Pittheus (685-7); on a more humorous note, 
Sostratos consults Chaireas in the first scene of Men. Dysc. 

500 6oxoifoa !J-€V Ti: the rhetorical question is spoken in a dis
believing tone, and is thus equivalent to a negative statement, 'not 
that I am expecting that I'll get any benefit fromyou!' The emphasis 
on 6oKo0aa leads to the postponement of the interrogative (LS 35). 

501 OIJ-W(j 6': understand KOIVWO"Oµai or i\e~w. 
<j>avij1: second sing. fut. mid. of q,aivw, 'you'll be clearly shown 

to be' (understand wv with aiaxiwv). 

504 xaAW(j y' av ouv: the two particles mark Kai\ws as ironic: 'Oh, 
they'd receive me really well'; see Denniston 449, and compare 588 
below, where Kai\ws y' accompanied by oIµai has a similar tone, and 
514 Kai\6v y'. 

507 xa8€0"TYJX': Ka6foTT)Ka, 'I have become'. 

508 6piiv, aoi features an uncommon position for punctuation 
(793n.), which here contributes to the emphasis on aoi (6pav is not 
particularly emphatic, since it can easily be anticipated). 

509 noAAaic;: dat. of reference, 'in the eyes of many', 'in the 
judgment of many'. 

1.1-axap1av: the epithet alludes bitterly to the portion of the wed
ding in which the bride was pronounced blessed by her kin and their 
guests (makarismos): Garland (1990) 221. Cf. 957 µaKapiai vvµcpria. 

510 civTi Twv6E 'in return for these favours' (performed in Col
chis and lolcus, 503-8). 



256 COMMENTARY 

512 d <j>eu;oµ.a[ ye: the particle makes the condition virtually 
causal and implies that this is the only fact that really matters (Den
niston 142). 

513 µ.<>VYJ µ.ovol~: this rhetorical strengthening by juxtaposition of 
different forms of the same word is called polyptoton or paregmenon 
(for similar exx. see Fehling (1969) 182). 

514 xaiov y': ironic (504n.). 

515 ii ·r' eawaci ae: short for eµe TE T] ci fowo-a. Medea ends the 
argument with Jason on the note with which she began the exposi
tion in 476, with fowo-6: a' (ring composition). What follows is a gen
eralization, a typical feature of closure of tragic rheseis, esp. agon 
speeches: see Friis Johansen (1959). 

516-19 contain a suggestion for better arrangement of the world 
that is typical of Euripidean characters (190-204n.). With the direct 
address to Zeus, this case is one of those in which the gods are criti
cized most explicitly as responsible for the imperfections of the world: 
cf. Hipp. 616-24, and for the poetic tradition of prayers to Zeus that 
are critical or even insulting, such as /l. 13.631-9, Theognis 373-80, 
731-52, see Labarbe (1980) and Pulleyn (1997) 196-216. Since the 
Hesiodic view of woman is that she is the quintessential fair surface 
concealing a false interior, what Hippolytus calls Ki~6T]AOV ... KaKov 
in Hipp. 616, Medea's use of this imagery in complaining about Jason 
is an aspect of the overturn of tradition heralded by the chorus in the 
previous stasimon. For comparable passages, see 220n. Most similar 
is Theseus' complaint in Hipp. 925-7 <pEO, xpfiv ~p0Tofo1 Twv q,ir.wv 
TEKµT]plOV I o-aq,es TI KEfo6a1 Kai 616:yvwo-1v <ppEvwv, I OO'TIS T' CXAT]6T]s 
eo-T1v os TE µTJ q,ir.os. 

516 :xpuaou: tragedy uses metaphorical language from coinage, 
but avoids direct allusion to coins, maintaining the distance of the 
heroic age by referring to uncoined metal and especially to gold as a 
medium of exchange (classical Athens issued no gold coins, only sil
ver, and temporarily at the end of the Peloponnesian \Var silver
coated bronze). See Easterling (1985) 6-7; Seaford (1998). 

o; x[f36YJ).o; ~l: in tragedy a general relative clause may some
times have the subjunctive without av, a construction inherited from 
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Homer (Smyth §2567b; Bers (1984) 142-64). Kif36rit.os properly de
scribes adulterated metal, and in Greece the adulteration usually 
took the form of concealing a base-metal interior within a noble
metal shell. The analogy between deceptive coinage and deceptive 
human speech, behaviour, or character was widespread (as early as 
the sixth century if certain passages of 'Theognis' are that old, and 
found in Herodotus and Democritus closer to the time of Medea). See 
Kurke (1999) 53-8. 

517 nxµ~p1' ••• aa<J>jj: Eur. uses this combination also in Hipp. 
925 and fr. 382.2, and Xenophon has it thrice. The tests used in 
classical Greece for purity of gold and silver included the more 
elaborate process of melting and heating and more widespread, ac
cessible tests such as visual inspection, 'ringing' for aural clues 
(Kw6wvi~e1v), use of a touchtone (f36:cravos), and precise weighing in a 
balance. The primary reference here is probably to the touchstone, a 
rock on which the tester scratches both the coin/metal to be tested 
and a known sample in order to compare the colour of the traces: see 
Lord (1936-37); Bogaert (1976). 

518 av6pwv may be taken with both Tov KaK6v (partitive) and 
O"WµaTI (possessive). 

61E16iva1: see the passages cited in 220n. 

519 x,apax-r~p ( < xap6:crcrw) is the design stamped on a corn to 
identify it as the official issue of a polis, thus certified to be of the 
proper purity and weight; but it was in fact possible to counterfeit the 
stamp, as is proved by an Athenian law of 375/ 4 (Stroud (1974)). Meta
phorical uses of this term begin in tragedy and fifth-century prose. 

520-1 Major rheseis in tragedy are usually followed by a couplet 
spoken by the chorus-leader, allowing the performance to 'sink in' 
before it is answered by an opponent or followed up with further 
questions. In agon-scenes, the leader's contributions often are rather 
bland or comment on the vehement spirit of the argument rather 
than on the facts of the case, pointing up the contrast between the 
intensely involved heroic characters and the remotely involved ob
servers. This couplet is more relevant to a long-term perspective on 
the situation than to the details of f..fedea's speech. 
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520 6uv~ Tl;: the addition of TIS to the adj. here makes it more 
emphatic, 'quite terrible'. 

521 auµ(3a)..wa' Eplv: see 44-5n. 

522-75 Jason's speech answers Medea's in many details, as is often 
the case with debates in tragedy. 522-5 are a self-conscious opening 
that carries invective against Medea's vehemence (seen esp. in her 
opening lines 465-72). Medea began with her role as saviour (475-6), 
so Jason in 526-33 first diminishes this role, by attributing sole credit 
to Aphrodite and assigning Medea's action to compulsion rather 
than voluntary choice (cf. 483, 488). To Medea's claim of benefac
tions Jason next opposes in 534-44 the benefits she has herself re
ceived from him: this is the most telling passage for the wide gulf 
between his understanding of the world and hers and for the chal
lenge of the play to conventional thinking, as Jason takes for granted 
points that have already been convincingly denied by Medea and the 
chorus (superiority of Greece and its laws and justice, importance of 
being recognized as cro<j>ri, paramount value of 66f;a). 545-6 provide 
a self-conscious transition, and then 547-67 give an extended reply to 
489-91, arguing that his remarriage demonstrates multiple virtues. 
Finally, he reduces Medea's motivation to sexual jealousy alone 
(568-75), ending in a complaint about the arrangement of the world 
that answers her conclusion by its restatement of the Hesiodic cal
umny. The language of profit, economics, and commerce (lntrod. 
2(1)) is used insistently by Jason: 527 vavKAT\pias, 532 cxKp1!3ws 0ricro
µai, 533 WVT\O"OS, 535 EiATt<j,as, 6e6wKas, perhaps 533 EVpT\µa T\Vpov, 
560 c;rrav14oiµecrea, 561 ITEVT\TO, 565 ev6aiµovoiT\v, 566 AVE!, 567 ovi\
O"OI. This is in sharp contrast to Medea's concentration on salvation 
and on traditional values such as loyalty, plzilia, and adherence to 
oaths. Similar contesting world-views espoused by exemplary charac
ters may be seen in Sophocles in the contrasts between Ajax and 
Odysseus, Philoctetes and Odysseus, and Antigone and Creon. 

522 µ~ xaxov <t>uval AEyuv: <j,vvai, a poetic synonym of yevfoeai, 
here 'prove myself, show myself', is inf. with 6ei; µ,i KaK6v is litotes 
for cxya06v, so this is an alternative phrasing of 6e1vos AEYEIV, 'skilled 
at speaking'. 

523 vao; is gen. sing. of vavs with Doric vocalism (sec LS 1 .c). 
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oLa><oa-rpocpov: given its numerous islands and lengthy coastline, 
it is no surprise that in ancient Greece similes and metaphors from 
seafaring were common (cf. Introd. 2(J)), and directing the course of 
a ship was a skilled job, often metaphorical for political leadership. 
Greek ships of the classical period were steered with dual steering
oars (1rr166:111a) fixed on either side at the back of the ship, each con
trolled by a tiller bar called oia~, but the latter term was also applied 
to the whole assemblage. See Casson (r97r) 224-8 and figs. 146, r47, 
r79. The man in control of the helm is termed Kv[,epv17TT)S, or (in 
poetry) npvµVTJTT)S, oiaKocrTp6cpos or oiaKov6µos. 

524 axpoLaL Aaicpouc; ><paa1te60Lc; 'by using just the very fringes of 
the sail'; that is, the sail is rolled up (using brails: 278n.) almost com
pletely on its yard, leaving only a small surface exposed to a strong 
wind; this is the prudent sailor's practice, referred to with the verbs 
crvcrTe1111e1v and vcpiecr6ai, while an imprudent sailor, eager to sail 
faster, leaves too much sail exposed, risking capsizing or damage to 
sail and mast. 

525 't"YJV O'YJV a-roµapyov ... yAwaaaAyiav: the etymological play 
and reinforcing redundancy is mocking in tone, 'your uncontrolled 
incessant tongue-blather'. The suffix -apyos in crT6µapyos apparently 
derives from the form y11wcrcrapyos (extant in a Pindaric frag
ment and TrGF adesp. 562), which is formed by dissimilation from 
y11wcrcra11yos. Apart from the Pindaric use, both roots are found only 
a few times in the tragic texts and then in much later Greek. 

526 xai: the particle could simply add emphasis to 11iav or 
11iav nvpyois, but it may be what Denniston 297 calls responsive 
Kai in inversion, 'I for my part, since you also on your side build up 

527 Kv1tpLv: because the name 'Aq>po6iTT) has a metrical shape 
that is difficult to fit into strict iambic verse (v v - - ), it is confined to 
lyric passages until the later plays of Euripides, and instead Kvnp1s, 
'the goddess from Cyprus', is the name more commonly used m 
tragedy. 

vau><AYJpiac;: Jason means by this simply 'voyage', in the ex
tended meaning of the root vavKAT)p-found elsewhere in tragedy; but 
its etymological and everyday meaning refers to shipowning and 
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trading by ship, so within Jason's speech an undertone of commer
cial, unhcroic activity may possibly be heard. 

528 awH1pav: on the repetition of this motif in the two speeches 

sec 476n. 
9€WV TE xciv8pw1twv µov11v: this is an extreme claim by Jason, 

typical of eristic rhetoric, for in traditional versions Jason had the 
important support of Athena and Hera; moreover, for the Greeks, 
acknowledging the favour and support of the gods did not exclude a 
simultaneous recognition of the importance of any special human 
achievement (e.g. El. 890-2 eeovs µev tiyov TTpc;nov, 'HAEKTpa, TVXTJS 
I CXPXTJYETOS Ti;cr6', EITO Kaµ' ETTaivecrov I TOV TWV eewv TE TT}S TVXTJS e· 
VTTTJ p ETTJ V). 

529 aol 6' €0"rl jJ-EV vou,; A€1t-ro,;: the µev-clause, as often, has 
concessive force: 'as for you, you do have, to be sure, a subtle mind; 
but .. .'. In Homer AETTTT} as an epithet of µf}TtS means 'scant, weak' 
(Il. 10.226, 23.590), but in the fifth century the adj. denotes an intel
lectual quality admired by some, probably under the influence of 
'Sophistic' notions of mental agility, and denigrated by others. The 
adj. occurs a few times in Eur. and, along with AETTTOTTJS and AETT
ToAoyeiv, is mockingly associated with Euripides and Socrates in Ar
istophanes' Clouds and Frogs. Subsequently AETTTos/AmTaAeos became 
a catchword for the refined and subtle style of Alexandrian poets: see 

Cameron (1995) 323 with n. 104. 

529 e1ti<j>8ovo,; )..oyo,; 61€A8€iv w,; 'it is a story invidious to go 
through in detail (to tell) how'; the inf. is cpcxegctic. 

531 -ro!;o1,; ci<j>ux-ro1,;: for Eros' inescapable arrows see 633-5n., 
63511. Strengthening tivcxyKacrev, this phrase clearly reinforces Jason's 
point better than the variant TTovwv cxq>VKTWv (going with EKcrwcrai ). 

532 cixp1(3w,; au-ro 8~aoµa1: probably a term of accounting: 'I 
shall not make too exact an entry of the item' (implying that an exact 
entry would give all credit to Aphrodite and none to Medea). 

533 yap ouv emphasizes the essential point, 'where you really did 
help me' (Denniston 446), but the context implies that this was not so 
much, so the compliment is backhanded. 
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wvriaac;: aor. of 6vivriµ1, 'benefit, help'; cf. aor. act. inf. ovfiam 
in 567; for the middle intransitive use see 1025, 1348. 

534 Y£ µ.ivToL: 95n. 
Tijc; iµ.ijc; aWTT)ptac;: gen. of exchange (76n.), 'in return for my 

being saved'. 

535 we; iyw cppciaw: note the self-conscious reference to the per
formance of the argument, and compare 522-5, 548-50; see 475n. 

536-8 Jason smugly refers to the superiority of Greece and its laws 
to barbarian lands and their lack of justice. Although this reflects a 
xenophobia or sense of ethnic superiority that can be paralleled in 
other contemporary texts, it would be wrong to see this as proof of 
tragedy simply reinforcing the dominant ideology of the culture in 
which it is written, for the claim is certainly undercut here by the fact 
that Jason's betrayal of his oaths has been described in terms of total 
moral decline in Greece (439-40) and that Medea has no legal re
course for bringing him to justice (see also In trod. 2(c)). The denial of 
'justice' to barbarian lands results from two types of opposition be
tween the Greek polis and non-Greek communities: on the one hand, 
there are tribes and nomads who lack polis-culture and may lack 
written laws as well; on the other hand, there are the eastern king
doms and empires with highly organized societies in which the 
Greeks notice most of all the absolute power of one ruler, which is 
antithetic to the ideology of the classical polis. See in general Hall 

(1989). 

538 µ.~ npoc; Laxuoc; xcipLv 'in a way that does not give free reign 
to force' (literally, 'not with a view toward gratification of force'). Cf. 
Hesiod's fable of the hawk and the nightingale in WD 202-12 (also 
192 6iKTJ 6' ev xepai) and Odysseus' question about those he encoun
ters (e.g. Od. 6.120-2 fi p oi y' v!3p1aTai TE Kai &yp101 ov6e 6iKa101, I ~e 
<;>1M~e1vo1 Kai ac;,1v voos eaTi 0eov6~s;). 

539-40 ~La8ovT' ..• aocp~v ><ai 66;av £a)t£c;: this is another de
tail that is particularly ill-suited to the addressee of the argument, 
since Medea explained earlier (292-305) the disadvantages of repu
tation and of being brought up to be, or being believed to be, wise/ 
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clever. For the high value ascribed to fame, see next note and com
pare Cassandra's paradoxical consolation of Hecuba in Tro. 394-
402. 

542-4 Jason reveals his primary commitment to fame, honour, or 
glory by putting it ahead of other possible goods in life. Medea cor
rectly taunts him on this in 591-2. The goods mentioned in this pas
sage suggest the tripartite scheme of human values and pleasures that 
is familiar in Plato and Aristotle, but is already implied in an anec
dote about Pythagoras related in Diogenes Laertius 8.8 ('he said that 
life is like a festival gathering: just as some come to this to compete, 
others for commerce, and the best people as spectators, so in life 
some are slavish pursuers of fame or of great wealth, but those who 
love wisdom are pursuers of truth') and is identified in Pericles' ora
tion in Thuc. 2.40.1 by Rusten ad Joe. Here gold stands for the life of 
wealth and bodily pleasure; poetic skill as a subspecies stands for the 
life of the intellect; and Jason's choice is clearly the life of honour. 

542 £i'.Yj: for a prayer of this type, see 123-4 with note; here a noun 
subject is coordinated with inf. subject, vµvfio-01, 'the ability to sing'. 

543 'Opc:f>iw; xa:AAlov: either 'more beautifully than Orpheus' 
with adverbial KCXAA1ov, or 'sing poetry more beautiful than (that of) 
Orpheus' with adjective and compendious comparison (Smyth §1076, 
K-G 11.310-11). There is some irony in Jason's referring to Orpheus, 
famed for his loyalty to his wife Eurydice; see l\lezzabotta (1994). 

544 d µYj maYjµo; ~ 'tUXYJ yivom> µol 'if my lot in life should not 
turn out to be conspicuous'; note the prodelision in µ~ ETT10-1wos (P.M 
10). 

546 aµlAAaV ... ).oywv: this quasi-metatheatrical acknowledg
ment by the character of the nature of the debate scene is found in 
other Euripidean agiin-scenes as well: Held. 116 ,rpos TovTov 6:ywv 
o:pa TOVOE TOV Myov, Hipp. 971 Ti TOVTO crois 6:µ1;\;\wµa1 Myo1s ... ;, 
Supp. 427-8 emi 6' 6:ywva Kai 0-V Tov6' 11ywvicrw, I O:Kov'· o:µIAAOV yap 
0-V TTpotr6T}KOS ;\oywv, Andr. 234, Her. 1255. 

547 & 6' ... wvd61aa;: 'in respect to the reproaches you made'; 
for the construction see 453n.; here the introductory idea is picked up 
by EV TWICE. 
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548 6d!;w ••• yEywi; 'I'll demonstrate that in this matter I have 
been first of all wise, etc.' For the nom. supplementary participle 
construction sec Smyth §2106. 6Ei~w probably evokes the common 
use of cmo6ei~w. hn6Ei~w, and 6Ei~w in oratory, where it reflects the 
speaker's self-consciousness of his argumentative task. Jason's dem
onstration is mostly about his prudence in arranging a more secure 
future; this is what he is most proud of and this is the point he 
concludes with in 567 µwv f3Ef3ov11.Evµa1 KaKws. The proof of being 
crwcppwv lies only in his claim not to have acted from desire for a new, 
young sexual partner. His 'friendship' is closely based on his unilat
eral and self-centred planning for the future. 

550 a).).' EX.' ~aux.oi;: predicate adj. with intransitive EXE, like Eng
lish 'stay calm' or 'keep calm'. The same phrase occurs in Hipp. 
1313, IA 1133, Ar. Clouds 1244, Wealth 127; compare Or. 1273 &cpof3os 
EXE and the phrase ex' cXTpeµa(s). l'viedea has reacted physically to the 
outrageous µeyas cpi11.os, as if about to break in on Jason's speech. It is 
impossible to judge how busy or how statuesque the movements and 
gestures of the bystanders (actors and chorus) were when another 
actor was performing a long rhesis; but they may have been in gen
eral less frequent, less mimetic, and less distracting than might suit 
the taste of many modern directors, actors, and audiences. Occa
sionally, when a gesture is highly significant, it is referred to in the 
words of the speaker, as here. The gestural style of the speaking 
actor himself was varied and probably became more lively in the late 
fifth century and fourth century: see Aristotle Poetics 1461b34-62a1, 
Pickard-Cambridge (1968) 171-6. 

553 ~ou6' ... Eupl]µ': EVpT)µ' here has a pregnant sense, not simply 
'plan or idea (discovered)', but 'plan to remedy (my distress)', as in 
Hipp. 716 evpT)µa 6~ TI Tficr6e crvµcpopo:s exw. Although To06' might 
refer to the whole content of 552 and be objective gen., it is more likely 
gen. of comparison, preparing for T) yijµa1 (same sequence of To06e 
and f\ ·with inf. in Held. 297, Supp. 1120, cf. Lys. 10.28, Plato, Cn"to 45c). 

555-65 This whole passage runs on from the nom. subject of yfiµa1 
in 554, first with negated causal participles, then after 0.11.11.0. with the 
balancing purpose clauses. In English one may simply supply 'I did 
this' to introduce 555. 
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555 oux, ~I au XVl~YJI, aov fJ,EV £x8a[pwv AEXO~ 'not - the point 
by which you are nettled - because I loathed your bed'; the pre
pended clause is in apposition to the idea of the following participle 
phrase (compare 384). The quick reference to l\fedea's sexual jeal
ousy prepares for 568-72. 

557 d~ aµ.1AAav 1toA1JT£xvov a1tou6~v £XWV 'setting my heart on 
a competition [sc. with other men] to beget a multitude of children'. 

561 7t€VY]Ta q>£uyu mi~ TI~ £X1to6wv cpiAov: for the idea that bad 
fortune and poverty lead to abandonment by friends, see Phoen. 403 
TO'. q,L>..wv 6' ovoev, fiv TIS OVCJTVXTJI, Her. 55-9 (with Bond's note on 
55-7), Theognis 209-10 ovoeis TOI q,evyoVTI q,L>..os Kai TTICJTOS haipos· 
I TTJS oe q,vyi'Js ECJTtv Tot!T' avtfJpoTEpov; for the effect of poverty see 
also El. 1131 1TEVTJTOS ovoeis l3ovAETOI KT0:<1601 q,L>..ovs. This last line is 
the inspiration for Driver's emendation q,L>..ov, which gives a sharper 
point and more elegant wording than the MSS' q,L>..os (and in any 
case if the friend is to be the subject, then ,ras TtS q,L>..wv would be the 
more idiomatic expression). 

563-4 Toia1v Ex a£8£v T£xvo1~ I £~ TauTo 8dYJV 'I might hold 
them in the same esteem as my sons by you'; TEKvo1s is best taken as 
dat. with TaVTo (Smyth §1500), though it cannot be excluded that it is 
also felt to be a dat. of interest with crTTeipas. 

565 £u6a1µ.ovo1YJv: the sing. may strike us as very self-centred, but 
it is fully consonant with Jason's attitude in the speech, and this fea
ture should not be softened by emendation (ev601µovoiµev Elmsley). 
There is also a naivete in this claim, similar to that in Jason's praise 
of Greek justice and law (536-8n.). The audience will have been 
aware of myths in which murder and strife afflict children born of 
different mothers (for instance, the murder of Phocus by Peleus and 
Telamon) or second wives persecute the children of the first wife (for 
instance, Ino and the first children of Athamas, ldaea and the first 
children of Phineus; apparently Medea herself in Eur. Aigeus, fr. 4, 'a 
wife married second is somehow hostile to previous children'). More
over, there were presumably in Greek culture real tensions in blended 
families (Garland (1990) 259-61). 

1tai6wv: Jason apparently means 'additional children', corre
sponding to what he says of himself in the next line; but the line, so 
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baldly expressed, can also be heard ominously as 'what need have 
you of (our present) children?', as though they are more dispensable 
to her than to him. 

·d is postponed because of the contrastive force of croi TE ... eµoi 
TE (LS 35). 

566 AUEt: idiomatic impersonal use (LSJ s.v. v.2), 'it is profitable', 
'it is worthwhile', a shortened form of TEAT) AVEt, 'it discharges a debt 
or assessment', the origin of the prosaic AvcrtTEAew and AvcrtTEATJS, 

-rixvo1;: persons may be used in the dat. of means, as here, 
when they are regarded as instruments. But it is indicative of Jason's 
cold and calculating approach to human relationships that he uses 
this construction. 

567 -ra l;wv-r' 'living' in contrast to 'those who will be born' (in
stead of in contrast to 'the dead') is an unusual usage, perhaps again 
chosen by Eur. for an ironic effect at Jason's expense, who has no 
idea at all that the boys could be in danger (though the nurse was 
able to sense this). 

OVYJ<1a1: 533n. 
µwv {3E{30UAEUfLaL xaxw;: µwv (a contraction of µ~ oi'.iv) here 

expresses incredulity at the thought of a positive answer: 'surely, I 
ha\'e not laid my plans badly, have I?' (On the use of µwv in general 
see Barrett on Hipp. 794.) The verb used here is significant, for Me
dea will throw it back at Jason in her deception (874, 882, 886, 893); 
moreover, the root f,ovAEV- has been and will be instrumental in 
Medea's own course toward revenge and matricide (37, 317, 372, 402, 
769, 772, 1044, 1048, 1079; see Introd. 2(a)). 

569 £; -roaoihov ~xE8' 'you women have arrived at such a point' 
(that is, of overvaluation of the sexual tie); compare English 'you go 
so far'. Further exx. of this idiom in Mastronarde on Phoen. 1328. Sec 
also 560. 

570 miv-r E):Etv 'to be fully satisfied', 'to have all one needs or 
could desire', compare 732 below, Ion 1018, Rhesus 605, Soph. Ant. 498. 

573 -r18Ea8E 'consider, regard' (LSJ s.v. 11.1). 
XPYJV 'it ought to be the case' (but is not) - imperfect of un

fulfilled obligation, Smyth §§1774-8. Compare the uses in similar 



266 COMMENTARY 

complaints about the arrangement of the world (190-204n.) by Hip
polytus and Theseus, Hipp. 619, 925. Hippolytus has a more detailed 
version of Jason's fantasy of reproduction without women, Hipp. 
618-24. 

yap: the implied connection seems to be 'I criticize women 
so vehemently because I can imagine a better arrangement without 
them, but as things are they make life miserable.' Cf. 122n. 

575 xo,hwc;: crasis, Kai ovTws. 

576-8 The chorus-leader recognizes the split between the rhetori
cal skill of the speech (eu ... eK6crµ17cras) and the morality of its claims; 
this was a major concern in late fifth-century attitudes toward the 
professional rhetorical training offered by the sophists. Compare the 
famous choral couplet that follows Eteocles' praise of tyranny /king
ship, Phoen. 526-7 OUK EU i\eye1v XP11 µ11 'TTi Tois epyo1s Kai\ois· I OU yap 
Kai\ov TOtiT', ai\i\cx Ti'\I 6iK171 TTIKpov (see Mastronarde ad loc.). 

577 ><El 1tapa yvwµYjV epw 'even if what I shall say is contrary to 
your judgment', 'even if I offend you'; that is, the leader will be 
forthright in criticizing the male hero, unlike the many choral com
ments that are deferential to the powerful. Aesch. Ag. 931 T66' eiTTe µ11 
TTapcx yvwµ17v eµoi, 'tell me this without concealing what you really 
believe', suggests that if yvwµ17 were that of the chorus leader instead 
of Jason, the meaning would be 'speak contrary to what I really think' 
(unsuitable here), not, as Verrall claimed, 'contrary to my better 
judgment', 'indiscreetly', which seems quite inapposite to the stance 
of the chorus. 

578 1tpo6ouc; ou 6L><aLa: for judgment of Jason as betrayer 
and unjust, see 17n. 

579 7tOAAa 1tOAAoic;: expressive polyptoton (513n.); TToi\i\cx is acc. 
of respect, 'in many respects', 'in many judgments'. See 1165n., 
Fehling (1969) 182. 

580 eµoL 'in my judgment', 'to my mind' (dat. of reference). 
ao<f>oc; AEYElV is a variation on 6e1vos i\eye1v, found also in fr. 

189.2; cf. Rhesus 625 voeiv cro<1>6s, Soph. fr. 524.7 eu <t>poveiv cro<1>w
Tepos. 
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581 ~YJµ(cxv o<j>'.ALaxci:vEL: both words have technical legal mean
ings, 'incurs a penalty' assessed as a fine on conviction of a charge in 
court. 

582 cxuxwv: not 'boasting loudly' or 'saying brazenly', but 'be
lieving (over)confidently' or 'feeling (unjustifiably or foolishly) confi
dent', as Ale. 95, 675, Held. 333, Tro. 770, Bacch. 310 (see Barrett on 
Hipp. 952-5). 

583 eaTL 6' oux ciycxv ao<j>oc;: relying on the unstated premise that 
wrongdoers cannot be totally and permanently successful, Medea 
implies that the over-confident villain will in fact be confuted on some 
point and thus lose the protection of his glib rhetoric. This half-line 
is reminiscent of .Medea's eiµi 6' OUK &yav croq,11 (305), and in a play in 
which the roots croq,-, [3ouAeu-, and the like are so important the rep
etition is unlikely to be accidental: it apparently points to the fact 
that Medea will share with Jason the fate of being damaged by the 
results of her own cleverness. 

584 we; xcxi au· µ-rj vuv: many editors have accepted this as a 
continuous clause, as in the other tragic instances of ws Kai cru (Hipp. 
651, Andr. 703, Soph. El. 1086), but those passages contain indicative 
verbs illustrating the claim made before ws. Here the prohibition and 
the presence of µ11 vuv (elsewhere always first in its clause) make a 
difference, so an ellipsis should be assumed: 'as your case too illus
trates'. 

EuaxiJµwv YEVYJL 'put on a seemly fai;ade'. 

585 E><TEvEi": fut. of EKTeivw, 'lay out flat', apparently a metaphor 
from wrestling (or boxing?), though this verb is not elsewhere so used. 
Cf. EK1TeTacroucr1 in Her. 887 of Heracles brought down by Furies. 
No proof is available that either verb was a technical term, as 
Wilamowitz on Her. 890 declared. 

586 xpijv: 573n. 
·I 

587 ycxµEi"v yci:µov: for this idiomatic internal acc. construction 
see 626, 777-8, LSJ s.v. yaµew 1.1, and compare 594n. 

aLyijL <j>('.Awv 'in secrecy from your dear ones', on the analogy of 
the more common Aa8pa1 + gen.; compare Hdt. 2.140.1 cr1yij1 Tou 
Ai8io1ros . .Medea assumes that her relationship with Jason was one of 
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equals, the sort of <j>it-01 who share their plans and consult each other 

(499n.). 

588 xaAw,; y' oiµa1: for the ironic force of KOAWS y', see 
50411.; for ironic 01µ01, sec IIcld. 511, 968. 

589 ~-n,;: the indefinite relative is used with a specific antecedent 
because the clause conveys a characteristic of the antecedent (Smyth 
§2496), which may also be regarded as causal ('since not even now 
you ... '); compare 1130, 1234, 1280. 

591 ou -roi:i-ro a' cixcv 'this is not what was on your mind', TOVTO 
meaning 'your concern about how angrily I might react if you told 
me'. Another possible translation is 'this is not what was restraining 
you (from seeking my consent)'; but the sense 'check, restrain' is 
normally conveyed by foxov, not e1xov. 

592 1tpo,; yijpa,; 'with the approach of old age', virtually 'in old 
age' (so too Pindar, Nem. 9.44; but 'up into old age', 'until old age' in 
Supp. 917, Plato, Laws 888c). 

OU>< cu6o;ov c;il3a1vi ao1 'was going to turn out (22911.), as you 
saw it, of insufficient status'; the imperfect here is equivalent in sense 
to eµeAAE eK[,~crecr601 (a conative use: Smyth §1895a). Jason's keen in
terest in high position in the community is evident in 544, 552-4, 
562 -5. 

593 µ~ yuva1xo,; ouvcxa: note the disjunction between Mcdca's 
and Jason's perceptions of the situation: l\1edea was accusing Jason 
of social climbing, but in rebuttal Jason focuses on her use of AEXOS 
and denies only a sexual cause, in fact confirming l\ledca's diagnosis 
by the phrase <j>vcro1 Tvpavvovs noi6os (597) even as he claims he 
wanted to keep her safe. The negative of the indirect statement is µ~ 

because it is a strong, emotional asseveration (Smyth §2725). 

594 yijµai µc Ac><-rpa l3aa1Acwv: for the inf. of indirect discourse 
after 0160 (much less common than participial construction or 0T1-
clausc), sec LSJ s.v. ei6w B.4 and Smyth §2139 (but the construction is 
assisted here by T66', since the inf. can be felt to be in apposition to 
the pronoun). AEKTpo is internal acc., used as a synonym of yaµov: 'I 
made a marriage with the royal family'; cf. 140 AEKTpo Tvpavvwv with 
n., and 587n. 
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595 8e:>..wv: nom. by attraction to the subject of nearby ehrov, 
even though logically it goes with µe lo balance µ11 yvvaiKOS ovveKa. 

awaaL carries an extraordinary claim, as though Medca was in 
danger before Jason sought marriage with the princess (the aor. is 
'rescue from danger', while the present would bC" 'keep secure' or 
'maintain in safety'). There is no indication of such danger in Eur. 's 
version, although some ancient versions (lntrod. 4) and many mod
ern adaptations exploit the notion that Mcdca is distrusted and dis
liked by the Corinthians or threatened with surrender to Pclias' kin. 
This seems to be a shameless exaggeration 011 Jason's part: not only 
did Medea not save him, he has worked lo save her. 

596 ae: the enjambment and mi11or punctuation after the first 
syllabic of the line here seem to reinforce the exasperated tone (793n.). 

597 €puµa 6wµaaLV: the adnominal dat. of interest (LS 11.c) is 
used instead of the objective gen. seen in 1322 epvµa 1rot.eµias xep6s. 

598 µiJ jLOl yevo1TO AU1tpoc; €U6atµwv f3toc; 'may I never get a 
prosperous life that is painful (to my spirit)'; for the need to under
stand wv with one of the adjs. in brachylogic sentences like this, sec 
Mastronarde on Phoen. 442 TTEVT)S yap ov6ev EVYEVT]S CXVT)p. 

599 ><vt~o1: third appearance of this word withi11 50 lines (555, 
568); the verb of the relative clause is optativc by attraction lo the 
optative of wish of the main clause (Smyth §2186a). 

600 ofo8' we; µ€T€U;YJ1: µe,-evxoµai, 'change one's prayer', is ex
tant only here (and in the scholia here). Digglc accepts Ehmley's 
emendation to aor. imperative µhev~a1, which was proposed for 
conformity with the idiom oTc:r8' ovv 8 6p&c:rov and some similar 
phrases, found about a dozen times in Euripides and comedy. In this 
idiom an originally interrogative oTc:r8' ws or oTc:r8' o has become fro
zen as a lively lead-in to 6p&c:rov or other imperatives meaning 'do' 
(1ro1ehw in Ar. Ach. 1064, Troiric:rov in Men. fr. 649 K A, c:rvµ1rpa~ov 
in Held. 451). But it is not certain that the idiom should be carried 
over to a verb like µnevxoµa1. Eur. has other variations, but with forms 
of 6p&v: IT759 oic:r8' o 6pac:rw, Supp. 932 oic:r8' o 6pav OE (3ovAoµa1. 

601-2 <J>atv€a8a1 ••• 6ox€i'v: the infs. depend on 'pray' under
stood from µe,-ev~ri1: 'pray that what is good never appears to you to 



'I I II C!JMMI-.N'I Al<Y 

lw ,,.11111111, :11111 111;11 y1111 rl11 1H,I lwli,·v,· y1111 :111' 111il11r11111at1· wlw11 

y1111 l1.1v•· v,,11,d lfll 111111·'. '1'111' :id1111111i1i1111 i'I Wl'akl'11rd /11111wwl1:it ii" 
.J,1'11111 li1111~•·lt 11111'1~ 1111' i11q11"1.111v1·'1 (MSS Ii.iv,· 1,a1vi.a0w a11cl 661<lt) 

,11 d11 I I I di~• 11111 'II', 

fio1 ,1,n,~oGp.,111 1111' 1111111:i, 11·d 11111111· i/1 11111 1111111d i11 /\r111 l1yl11/I 

111 S11pl 1111 In, I ,11 I l·:111., I I k,· i\ 1 i~I 1 ,pli;1 Jll'/11 11/ln ,1,1 v~oOpoi ;i 11d ci,1_v~

ol°1pdJ,, ;1'1 w,·11 a'I 11111111111 a, 11'11 ,1,1vl,opu1 a11d ,1,1v~611100o. N11n11:illy 

1111', 111,i, ,. , 11111111111~ 111 1111·11 i, al 111·11'/l/lily (/11·1· :M 1, :11li, _r11•i), 11111 l1nl' 

;111d i11 /\1. 11,h 'Jll'l w,· 1111d ,111vf,1JOµr11 wlll'1•· 1111'.,~0µ01 would :ii/lo 

HI ,111, ,11111i111/1/1/1. '"'l'l w1· 111111111\/~01',µ1000 wlJl'JI' .p1v~6prn0o wo11lcl 
M ;111 (11111 1111·11· 1/1 MS va1 ia1i1111 i11 all 1111 ,.,. pla, 1'/1), 

fio:; r,(·n1-;',i /lf'f 111111 Nilll!,, 111 l'Hl'l11 111iddl,·-p:i.'l/liVI' i111p. or oh 1601101, 
'l,l.11111'', 

fiofi-7 N11 111,1i11 Vf'il1 i'I JJ'l•·d i11 1111'/lf' li111"11, a/I lllf' p;1rlil'ipll'/I all 

d1·1w11d 1111 1111' 'l1il,j1·, 1 111 1i>..ov i11 /,o_r1, a lypil'al 11Jf'll111d 111', 11111i1111i11g 

;11111'lli;11111,-: 'ly111.11 lie· HIJJ1f'll111• i11 ~1id111111y11Jia (l,S '.l!J). 

fiofi 11.i.1v yu11,0Gnr11 II 11· /1;11 f'a ~Ii,· I 11111' i'I 111 J f'I 1gt llf'llf'd I ,y I lir 

i111pli1 .1111111 111' cliHlll'li,·1 i11 p,;,v a11d l1y Mrd,•:1 111 :iclopti1111 or 1111' 

,111ivl' v11i1 ,. 111' yop/,,i ('11ii1,·cl li11· till' 111:il,·: •.di•,lJJ,) :J/1 11lw all11dr11 to 

.J:1'1111J1 N 11w11 111i'ld1"1°rl'I: 'y1111 1111";111 1,y 111y 1;1ki111-: a wil'r a11cl lir1r:1yi11g 
y1111;'' 

Goll ,wl noT~ ripr.dri y'1 1111' p;11 lid,·H prnvidl' 111·par:i11· 1·11qil1.1/ll'11, 

i<nl i111plyi11v, 'y11111 111111'11' 11111 (:1'1 wrll :J/1 llw J'lly:il l:1111ily)' and yr. 

('yl'H, •. .') 111:11 ki111-: llw :1clj, :J/1 ;1 ripoHlr 111 6pc,iµlvt). N1111· tli:11 :J:1N1111'11 

l11111N1'1 i111pli1°'1 liiN 1111'/l(II i11µ;: alll1011gli .J:1'11111 lii111Nl'II' NIHIW/1 1111 :iw:1n·-

111·N'I at ;ill 111' d.111w·r 10 l1i'I d1ild11"111 1111' :111di1·111'1' rn11 n·r1:ii11ly lirar 

llir l1,1cl 111111·11 i11 llll'Nc· w111dN, wl1l'llwr it 1111N(W1111111:11 J\lrclra li:111 al-

11·:idy li,1ld11"d a pl:111 111 (l.11n) :JNNJ11111·11 111111 Nl11· tlii11b 111' killi11g llw 

< l1ilcl11·11 011ly :ilfrr /\l'f-',''11N1 viNil ( 11111111I. •,1(/,)), 
,11;nr, -ruyxciv1,1 i/1 IH'J f' j11'II a 1111'1111 i, :illy 111111 I' wri1,1l11y 11y111111y111 

1111 il11I: Nf'(' /'/ 11117 a11cl l.~J N.V ·1vyx6vw A.II.I, 

fio!I 1:,~ 111'11', ,11 1111' 01w11i111-: 111' ,1 H(lf'l'f'l1, i111111d1111·11 a Nl11111g ;i,'I• 

Nf'\'f'J,1li1111, and flllf' 111;1y ,JNNIJIIII' ,Ill l'llipHl'I 111' IV Too,, 'k11ow wrll', or 

1111' likl' (l>iJJ,v,1,· {•!tllt) 1111). C:f111l1:1NI W\ 'lw, ,Jll'lr', '1'11r' i11 ti1•.1, 
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><p1vou1uxi Ta 1tAdov<11 1111· 111iclclll'•1'·1ssi,·1• i..r1v0Vpl\l 11w,111~ 
'disp11l<'

0

, li111 \\'ith 1111· i111pli1°alill11 ':illll\\' 111p1·ll' lo lw j111l1,:1·cl i11 ,1 
c111111·s1 wilh yo11', ,J:1s1111 is si111ply l'lllli11g oil' l'lll'llwr cll'h.111·, ~n 11, 
lTAeiova i.~ pnhaps si111ply a 1111·1rir:illy 1·1111\01•11in11 :din 11a1i,·1· 111 pl.ii11 

lTAElova (rrnnparl' Em. rr. ,117 .. 1. Niu.,, 711); 1',1gl', hnwc·,·1·1·, Sllf,~f,:•·~1, 
1ha1 lhl' i111plira1i1111 is '1111· 111111'1' 1h:11 11iigh1 1'11ll11w', 

611 1tpou1u<J,tAY)µa XPYJfllXThlV c1u71v1 11(10lJC.llj•l>-11111x is ('\l,1111 1111 
whnT rlsl'; XPIWCITWV 111:1y lw l:1k1·11 wilh >.ap1i11 as g1·11, 111' s11111·, c· 
('f"rn111 111y Wl'ahh') rn· parlili\'I' ('s111111· 111' 111y \\01·,il1h'), 01· lc·ss lik1·ly 
as a drli11i11g gl'II, with 1111' 11111111, ';1s.~i.~1:1111·1· alli,nlc•cl 1,y 111y \\T,1'!11', 

Nolirr 1h:11 Jasrnl again foils i111n a 1·11111·1·111r:ilin11 111' q11,1.~i li11:11wi.il 
tn111s: xp,iµcxTwv, &q,06vw11 Krp60111is. 

612 Hy'1 1111' si11gll' syllalill' al li1ll'-h1·f-:i1111i11g wi1h lnll11wi11~: 
p1111l't11atio11 i., d1yd1111il'ally 111111s11:il :111cl i11 11,is c·:1sl' 1'111l,.1hly r111• 

ph:ilic (7!J:i11,). 
cT01µ0~1 clµi is 1111dnsl11111l wi1h I his acl,j, hc·11· and c·lsnvlw11· (s1·1· 

LS :10, and J\las1ro11anll' n11 / 1/111m. !)fill !I), 

613 uliµpo).'1 .~vmhola :11'1' f'orn11·cl f'rn111 any pl1ysil'al 1nkc·11 clivicl1·cl 
i11 twn :111cl kl'pl :wparnlc·ly l1y 1111' p.1rtil's lo :111 :igr1·1·11w111 or lr,111s 
ar1ic111: 1111' lwo pir1·1·s l'rnilcl lain Ill' n·,j11i11C'cl lo \'r1 il'y llwir 111 a11cl 
so :111d11'11lirall' 1111' 11dgi11 111' a 1111·ssagr, K1111c kl1·l111111·s and 111111·1· 
s111:11l itl'111s 1·011lcl srrVI' 1liis p11rp11sr, 

oi 6p&uovu11 tlw 1'111. i11clil':11iw in :i I l'!:11ivr d,111sc· 111,1y c 1111v1·y 

purpos1· (S111yll1 §:.1r,.r,,1), 

616 o~·t'av ••• XPYJ<rnl1uO'tiv1 f'III' d111il1l1• &v srr '.1;111 Ill, 

617 6i6ov: 1111' 111Ts1·111-s11·111 :isp1·c·1 111' 1hi, i111pn,11iv1· c 1111v1·yH 
'clo11't 1·vc11 olli-r 1111· a11y1hi11v.' or 'd1111'1 lry 111 give· 1111· 1111yll1i11g', 

61H J\lrdra's gr11rrnli1a1i1111 is Hii11ilar lo S11pli. ,1,. fifir, fxorr.,v 
o6wpa 6wpa KOUK 6v~o111a, wliic h rl'lll'I 1, d1r 111yll1i1· 11111lir 111' ap 
p:m·111 gil'ts 1"111111 1'111·111i1·H 1l1al prncl111·1· cli,,1slc-1 (c·,g. I In l111'H Hw111cl 
giVl'II lo Ajax, 1111' 'l'rn_ja11 I ICll'HI', 1111' v.il't of' Nc•H~IIS 111 I >c-i,11ll'i1 ,1), 11111 
Mrd<'a HJH·:1k., 11111 111' c·11n11i,·H, 11111 111' 'a lia,c• 111:111' and 11111s fin 
< 11111pl:ii111 1 r1·,dl~ :11 i,111nalir 'l'l1l'11g11icll'1111 n1111f1l,1i11IH al,11111 tlw 
11m11i1:il1ili1y 111' Kov.ol a, l'ri1·111l, a11cl c 11111p,111i1111~ ('l'lw11g11i, 'JI 11, 
1111 l'.11 :111;> 11, I lfi,r1 /)), 
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619 ttAA' ouv: after l\1edea's rejection of his offer, these particles 
mark a breaking off and turning to a fallback position in which 
Medea's consent is no longer needed (compare Denniston 442-3). 

6a£µovac; µap'TupoµaL: invocation of the gods as witnesses is a 
common rhetorical and social device to emphasize that one has done 
all in one's power to satisfy claims against one and to address the 
issues of a dispute, but that the other party has not been flexible and 
must be held accountable for future violence and suffering (cf. e.g. 
Thuc. 1.78.4, 2.74.2). 

621 au6a6LaL: see 103-4n. 

622 ttAyuvijL: second sing. future middle (as the accent shows) in 
passive sense, 'you will be pained'. 

623 xwpt:L: Jason has probably begun his movement on his own 
accord, and Medea adds mocking encouragement and then a threat 
spoken behind his back: compare Electra speaking behind Cly
temnestra's back in El. 1139-46, or Amphitryon behind Lycus' in Her. 
726-33 (see Taplin (1977) 221-2). 

vt:o6µ~'Tou: coined as a variation on ve66µT]s (1366, Hom. Hymn 
Aphr. 231) and imitated a few times in later poetry; there is perhaps 
a mocking hint of the docility of the young bride in contrast to the 
fierce independence of the mature Medea. 

624 £l;wmoc;: a Euripidean coinage, literally 'out of the sight of' 
(Ale. 546), but serving as a convenient variation on e~w here and Supp. 
1038, a usage recognized as peculiarly Euripidean by Ar., Thesm. 881, 
884. 

625 auv 6t:wL 6' dp~anaL: eipT]crETOI is future perfect mid.-pass. 
indicative from eipT]Ka, eipT]µa1. This phrase (also in Ar. Wealth 114) 
seems to be a more confident form of a pious expression meaning 
'may it be said with the gods' favour': compare parenthetic epex
egetic inf. crvv 6ew1 eimiv in Soph. fr. 479.1-2, Plato, Theaet. 151b4, 
Protag. 317b7, Laws 858b2; also Hdt. 1.86 ws oi eiT] crvv 6ew1 eipTJµevov. 
The piety of the expression is a foretaste of the collusion of the 
gods in Medea's violence, and the confidence of the future tense (in 
place of an optative of wish) is a hint of l\Iedea's almost prophetic 
power. 
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626 yaµd'; ... yaµov: 5870. yaµeis may be present or future; if 
future, it perhaps has the pregnant meaning 'you will find that you 
are making a marriage ... ' 

'tOtOU'tOV wa-r€ 6pl)V€la6at yaµov 'such a marriage as will make 
you lament' (instead of celebrate, as is normal), with rare middle 
6p17veicr6ai as in Prom. 43, Soph. Aj. 852. This is Dodds' emendation 
for transmitted wcrre cr' 6:pveicr0ai y6:µov, which is taken to mean 'such 
a marriage that you would renounce it' (but in what sense would 
Jason be disavowing the marriage?) or 'such a marriage that you 
would deny it is a marriage' (because it has turned into a funeral?) 
- a rather weak scene-ending. 

627-62 Second stasimon 

As in the first stasimon the chorus here remains fixed in its stance of 
sympathy for Medea and disapproval of the treachery of Jason. This 
song provides a suitable closure to the intervening agon between 
Jason and Medea and again avoids any forward reference to planned 
or feared actions. Here too the opening shows a deliberate distancing 
from the preceding lines, as the chorus begins with a gnomic claim 
about love and continues with first-person wishes that take an apo
tropaic form. Apotropaic prayer or wish is a common device in cho
ral odes of all three tragedians, underlining the contrast between the 
extremes experienced or embraced by the heroic individuals and the 
relative safety and quietism of the humble collective. The wish for 
safe marriage and moderate love is clearly conceived in contrast to 
Medea's situation, but the chorus does not specify this connection. 
Rather, they turn in the second pair of stanzas to the theme of an 
exile's helplessness, again wishing never to experience such a disad
vantage, and this is the theme that is explicitly tied to Medea in the 
final stanza. It re-emphasizes the pressure put upon Medea by Creon's 
decree and by her refusal of Jason's aid and recalls Medea's need for 
a safe haven just before that need is to be obviated by Aegeus. 

The themes are the same as in the first stasimon, but in a different 
balance. There, the main theme was faithlessness and broken oaths, 
with a brief allusion to the erotic tie and more attention to the theme 
of separation from family and fatherland. Here erotic passion and 
erotic rivalry loom larger, the theme of exile is as prominent as 
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before, and the disapproval of false friendship forms the brief coda. 
The two stasimons thus provide alternating support for the two ways 
of looking at the conflict between Medea and Jason (lntrod. 2(b)). 
The final curse echoes Medea's own complaint about counterfeit 
friends (516-19) and thus has a backward reference to Jason. But 
there is a forward reference that the chorus cannot be aware of: 
Aegeus enters as a friend and open-heartedly shows himself to be a 
friend in need, grateful for a promised favour - thus the opposite of 
Jason; on the other hand, Medea, whom the chorus considers a 
friend, deals with Aegeus with concealment and trickery, proving 
herself as counterfeit as Jason. 

Metre 
As in the first stasimon, we find here a first pair written in dactylo
epitrite (3 periods, or 4 if there is also period-end after the first colon) 
and a second pair consisting of aeolic and enoplian cola (2-4 shorter 
periods and a final longer one): see PM 26-7. The ethos of the 
dactylo-epitrite pair is perhaps more stately, that of the aeolic pair 
more agitated or emotionally expressive, as there is a shift from the 
regularity of the D elements ( - v v - v v - ) to the many variations in 
the aeolic lines - the double choriamb that opens the stanza, the 
kindred opening of the diomedean (a headless D), and the changing 
position of the choriambic kernel in other lines. 

647-8 and 650 are compound cola of a type discussed by Itsumi 
(1991-93). One would expect period-end at 648, and it is possible to 
obtain it there by changing aiwv' to aiw (Wilamowitz (1921) 540 n. 1), 
an alternative acc. form found in Aesch. Cho. 350 (u62n.). With a 
different choice of reading 649 = 658 could fit well as hemiepes 
(649n.); the dodrans shown here is the reversed form ( - v - vv -
for -vv-v- by anaclasis). The final period 651-3 = 660-2 is div
ided by some as ro-syllable aeolic + glyconic + aristophanean (an 
approximate echo of the first period of the stanza), but the division 
here reflects an alternative offered by Dale, A1ATC r.53 that keeps 
662 eµoi µev in the same colon. 

~ - u u - u u - - - u -- - u - I 
epwTES VTTEp µev ccyav eA66VTES OUK ev6o~(av 
O-TEpyo1 6E µE crw<;,poCTVVO, 6WpT]µO 

KCCAAICTTOV eewv· 
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- u u - u u - "=' - u u - u u - - 111 

ou6' apETCXV TTape6wKav av6pacnv· ei 6' CXAIS 
et.eo, 

µ176e TTOT' aµqllMyovs opyas CXKOpECJTCX TE 
VEIKll 

-u - - - u u - u u - -II' 

KvTTplS, OUK aAAa 0eos evxap1s OVTW. 
0vµov EKTTA~~acr' hepo1s ETTi AEKTpo1s 
- u - - - u u - uu - - - u - -

µ~TTOT, w 6ECJTTOIV', ETT' eµoi XPVCJEWV TO~WV 

aq,ei llS 
TTpocrl3aA01 6e1va KvTTplS, CXTTTOAEµovs 6' 

euvas crel31l.;ovcr' 

- u - - - u - u - - Ill 

iµepw1 xpicracr' aq>VKTOV oicrTOV. 
o~vq,pwv Kpivo1 Mxri yvvmKWV. 

-u u - - u u - I 

W TTaTplS, W 6wµaTa, µ~ 
ei6oµev, OUK E~ hepwv 

-uu-u--11 

6f\T' aTTOAIS yevoiµav 
µv0ov exw q,pacracr0m· 
u u-u u-u -u-u - u--

TOV aµrixavias exovcra 6vcrTTEpaTOV aiwv', 

CJE yap OU TTOAIS, OU q,it.wv TIS oiKTlpEi 
TTa0ovcraV 

- u .;-'u u u - 11
1 

oiKTpOTOTOV CXXEWV. 
6e1VOTaTa TTa0EC.VV. 

uu-uu-u-u--111 

6avchw1 0avaTWI TTapos 6aµe117v 
axci:p,crTos ot.o,e· 0Tw1 TTapecrT1v 

- u- - - uu-

aµepav Tav6' E~avvcra-
µ~ q,iAovs Tlµav Ka0apav 

645 2 choriambs 

654 

275 

646 aristophanean 

655 

647-8 diomedean + 
ithyphallic 
656-57 

650 diomedean + sp 

659 

651 wilamowitzian 
660 
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u- -~-uu-

cra· µoxewv 6' OVK O:AAOS vmp-
6:vo i~aVTa KAfj16a q,pevwv· 

u - - u u - u - - Ill 
0ev ii yas TTaTpias CJ"TEpecr6a1. 
eµoi µev q,it.os OVTToT' ECJ"Tal. 

652 wilamowitzian 
661 

653 hipponactean 
662 

627-44 The compulsive, violent, and destructive force of Eros 
and Aphrodite is featured impressively in other tragic choral odes: 
Soph. Trach. 497-530, Ant. 781-800, Hipp. 525-64, 1268-82, IA 543-
89. 

627 €pwn; u1t€p µ.h ciycxv EA0ovn; 'loves that come in very 
great excess'. vrrep is probably to be heard as in tmesis (Smyth 
§1650-1) rather than as an adverb, since the few other possibly ad
verbial uses may also be explained as instances of tmesis: Aesch. Pers. 

113, Soph. Ant. 518 (but cf. Aj. 1231). vmpeA0ovTwv is used in the 
sense 'excel' in Pindar, 0/. 13.15; in drama a number of compounds 
in vmp- are reinforced by o:yav (Held. 388 Twv ayav vmpq,p6vwv; 
Aesch. Pers. 794, 827, Sept. 238, Eum. 824, Soph. Aj. 951, Ar. Wealth 
354; cf. adverb V'TTEpo:yav, common in the Roman period but not ex
tant earlier). epwTES is positioned first as the topic of the whole con
trast, but the contrast is artfully unbalanced, with participle an
swered by ei-clause and epwTES resumed by K\'.mp1s. 

629 1tttpi6wxcxv: 'bestow', gnomic aor. 
cxv6pa:aLv 'mortals', 'human beings' generically, as often in po

etry, whereas in the first stasimon (413, 431) the chorus used o:v6pes of 
'males' in opposition to women. 

630-1 €l 6' ttAL; €A0oL I Ku1tpL;: compare IA 554-7 ei17 6e µ01 
µETpia µev xap1s, 1To601 6' 00"\0l, Kai µETexo1µ1 TCXS 'Aq,po6has, 'TTOAAO:V 
6' 6:rro0eiµav, the conclusion of a stanza that may be compared as a 
whole for its contrasting of moderate experience of love with de
structive excess. 

633-5 µ.~1to-r' .. , . oLa-rov 'may you never, lady goddess, shoot 
against me from your golden bow an inescapable arrow, having 
anointed it with desire'. The arrow of love represents involuntary 
imposition of compulsive desire, not a moderate experience of Aph-
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rodite. Elsewhere, arrows are the weapon of Eros, the son and agent 
of Aphrodite: first explicitly in literature in Eur. (530-1 above, IA 
548, and esp. Hipp. 530-2 OVTE yap TTVpos OVT' acnpwv VTTEpTEpov 
~E/\OS oiov TO TCXS 'Aq,po6iTas i17cr1v EK xepwv "Epws 6 Li16s TTais), al
though metaphors of missiles and archery are applied to desire in 
Aesch. Supp. 1004-5 and Prom. 649-50; in artworks Eros the archer 
appears first in a lekythos of c. 490 (LIMC s.v. Eros, no. 332), al
though the motif is rare until the fourth century. Here either the 
weapon is transferred to Aphrodite, or we are to assume Eros' agency, 
aq,ei17s being more or less causative in sense. For the wish, compare 
Hipp. 528-9 (addressed to Eros) µ,i µoi TTOTE crvv KaKw1 q,avei17s µ176' 
appv6µos eA601s. 

a<J>e(T)c; is an emendation of MSS' eq,ei17s (for the interchange of 
these prefixes see 373n.), preferred because the separative gen. To~wv 

is more readily understandable and the variation in eq,' ~µiv ... cxq,eiT)s 
is more elegant; but eq,ei17s is not impossible. 

635 a<J>ux-rov ota-rov: the chorus' phrase actually echoes Jason's 
words in 531 T6~01s cx<J>VKT01s. Unerring arrows are also ascribed to 
Artemis (Hipp. 1422 T6~01s a<J>vKT01s) and Heracles (Soph. Phil. rn5). 

636 a-repyol 6e fJ-E aw<J>poauva: this is an unusual reversal of con
struction, since normally a person as subject 'accepts gladly' some 
abstract noun as object. The effect of the reversal is, first, to suggest 
almost a personification of moderation/self-control, since the verb is 
sometimes used of divine favour (Aesch. Eum. 911, Ar. Frogs 229), and, 
second, to acknowledge the gods' potential control of a person's 
mindset, a pious stance seen in other apotropaic prayers (e.g. Hipp. 
1111-19, Soph. OT863-5). 

638-44 'And may the dread Cyprian goddess never impose (upon 
me) quarrelsome anger and insatiable strife, stunning my heart with 
desire for another bed; may she rather, showing respect for marriage
beds free of conflict, determine with keen intelligence the liaisons of 
women.' The chorus continues to use what may be called the 'ethical' 
first person to espouse moral positions that are meant to be exem
plary of what is to be expected of all decent persons. There is, 
however, a curious dislocation in the relation of the chorus' wish 
to the situation of l\1edea and Jason. Medea got herself into her 
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predicament partly because of her passion for Jason, and now feels 
so strongly about abandonment partly because of her passion. But 
the anger and strife the audience has just witnessed are caused by 
Jason's straying to 'another bed', and this is in fact the 'normal' social 
pattern: a woman who pursues a lover outside of marriage does not 
simply have strife with her husband, she is divorced from him (or in 
myth some other disaster follows, such as death of the husband or 
doom for the unfaithful wife). Strife within the marriage is caused 
rather by the husband's infidelity, a motif as old as Od. 1.429-33, 
where Laertes avoids his wife's anger by never sleeping with Eury
cleia, and used by Eur. in Hipp. 151-4 (the chorus speculates whether 
Phaedra is sick because Theseus has an extramarital affair) and Andr. 
(esp. 464-70). This blurring of the positions of the two genders may 
result partly from the role of the chorus as conveyer of gnomic wis
dom and be an effect of the chorus' wish to dissociate itself apo
tropaically from the excesses of both Medea and Jason. But it per
haps also reflects the sense of reversal about which the women sang 
in the previous stasimon, and resonates with Medea's assumption of 
male terms and values. 

640-1 8uµov £><1tA~!;aa': this verb is used of various strong emo
tional upsets, especially fear, shock, and surprise, but for the erotic 
sense compare 8 above and Hipp. 38. AEKTpo1s here provides the 
specification that in the other two instances is given by epwT1 and 
KEVTpo1s epwTos. 

hipou; €1tl :>.ix-rpou; 'because of another bed (sexual union)', 
other than my husband's, with eni of cause or occasion (LSJ s.v. 
B.111.1). Compare Pindar, Pyth. 11.24 hepw1 AEXEI 6aµal.;oµevav of 
Clytemnestra, 'made subject to another bed' (Aegisthus'); Andr. 487 
hepw1 t-.exe1, 'her husband's other sexual union', 'her rival' (An
dromache). Some have wished to make the chorus' wish directly 
parallel to Medea's situation (638-44n.) by understanding 'because 
of (my husband's) other bed' (see Meridor (1986)); but the proper 
antithesis of the speaker's sophrosyne is her own inappropriate erotic 
infatuation (0vµov EKTTATJ~acr'). 

642-3 6€Lvcx KunpL~: the same epithet is used of Cypris in Hipp. 
563 (in the same ode from which other parallels for this song have 
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been cited); in both cases it can be translated adverbially, 'with 
dreadful power'. 

anTOAEµout;: for this form of 6:rr6r.eµos see LS 4; this is the only 
occurrence of TTTor.eµ-in extant drama. 

644 o!;ucf>pwv: extant here alone until late Greek; the adj. is 
predicative, equivalent to an adverb, 'using keen intelligence'. 

><ptvo1 AEX.TJ yuva1xwv: this 'judgment' of Aphrodite is to be 
understood as her general disposition for mortals of their fortune and 
experience of sexuality. The chorus is asking that the goddess recog
nize (as the chorus themselves do) the superior value of peaceful 
unions and determine her apportionment of sexual experience in
telligently, in accordance with that recognition. Once again, as at 
516-19, we have an implied criticism of how the gods run the world: 
the influence of Aphrodite on human life suggests that she has no 
compunction about causing human misery and does not respect 
peaceful marriages. This final clause is thus a rephrasing of 630 or.is 
er.601, a wish that the goddess 'come in sufficiency' and not in excess 
and transgression. Page is mistaken in seeking a narrow relevance 
to Medea's experience and concluding that the wish should refer to 
the period after marriage: 'showing respect for marriages that (she 
observes) are (already) peaceful, may she shrewdly judge women's 
unions', that is, may she judge between different married women and 
not 'choose the victims of her malice among the peaceful' - this 
would make the chorus accept the goddess' persecution of women 
who are already unhappy in marriage. 

647-8 TOV aµJJx.av1at; ••• 6UCJ7tEpaTOV atwv' 'having the life of 
helplessness, hard to live through (or, hard to escape from)'; the ar
ticle here has the force 'the one that exile entails'; since rrep6:w may 
refer to motion across an expanse or motion across a limit and thus 
out of an expanse, it cannot be determined which sense is foremost 
here in 6vcrrrepaTOS. 

649 OL><TpOTaTOV CXXEWV: the MSS transmit oiKTpOTO:TWV axewv, 
which does not correspond metrically to 658 6e1v6TaTa rra6ewv. 
Triclinius (a Byzantine scholar of the first quarter of the four
teenth century who understood strophic responsion and emended 
many dramatic texts on the basis of this rare knowledge) made 658 
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conform to 649 by changing to 6e1v6TaTov na0ewv (the line is then a 
hemiepes, perfectly suitable in this context). But oiKTpoT6:Twv o:xewv 
gives somewhat feeble rhetoric, as a descriptive genitive that adds 
little to the striking phrasing of 648. Musgrave's change of oiK
TpOTCXTwv to oiKTpOTaTov produces much better sense (apposition to 
aiwv' or (better) to the whole verbal phrase TOV ... exovo-a ... aiwv' 
(LS 12.a)) and requires no change in 658. The line is then a dodrans 
with resolved long, in the analysis given above; some consider it 
rather a continuation of the rhythm of the ithyphallic ending of 647-
8, treating 6:xewv and na0ewv as disyllabic by synizesis, but an iso
lated 'pentapody' (-vvvv-) is hard to accept (this pattern is either 
associated with dochmiacs as the hypodochmiac or repeated in a 
syncopated iambo-trochaic context as a short colon). 

650 8avci-rwt 8ava:-rwt: anadiplosis for emotional effect (LS 36). 

651 aµ.ipav -ra:v6' il;avuaaaa 'bringing my life's daylight to an 
end' (Kovacs); the participle is in the 'coincident aorist' (LS 14); for 
,iµepa in metonymy for 'life' cf. LS 31, LSJ s.v. 1.2. 

652-3 OU>< aAAO«; U7t€p I 8£v: understand µ6xeos with CXAAOS (from 
partitive µ6x0wv) and eo-Ti; vnep0ev is equivalent to predicate adj. 
vnepTEpos. For the sentiment see 329n. 

654 ou>< il; hipwv: for this way of emphasizing direct experience 
and knowledge, cf. Aesch. Pers. 266-7 Kai µT)v napwv ye Kov Myovs 
CXAAWV KAVWV, TTepo-a1, q>p6:o-a1µ' av; Soph. OT 6-7 61Ka1wv µT) nap' 
6:yyet-.wv, TEKVa, I CXAAWV 0:KOVEIV avTOS w6' EAT)AV0a; Eur. Supp. 684, 
Tro. 481-3, /T901; Diggle (1994) 81 n. 60. 

655 £XW cppaaaa8at: probably a mere var1at10n (for metrical 
convenience) on the very common exw q>p6:o-a1, 'I am able to tell', 
esp. since q>p6:~e1v often takes t-.6yov, µv0ov, or the like as object. Eur. 
has no other middle-passive form of q>pcx~w except Hee. 546 eq>pcxo-611, 
'she perceived', and the middle is absent from comedy (except for 
mock-oracles) and from Attic prose. The middle is thus a feature of 
older poetic styles, and Aeschylus and Sophocles have half a dozen 
instances with meanings like 'beware', 'perceive', 'plan', 'reflect'. 
Page thinks that this middle too must have the standard poetic 
meaning and translates 'reflect upon'. 
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656-7 yap is used to introduce the content of the statement (µv-
6ov): see Denniston 59. 

Ol><"tlp€i': the l\[SS have the imperfect, which does not fit the 
metre. Emendation to the future is best since the chorus is thinking 
forward to 11edea's future fate (and thus preparing for Aegeus' en
trance); l\lusgrave changed instead to aor. w1KT1crev, but the state
ment is not then strictly true (the chorus has been a 'friend' and ex
pressed pity; no city has yet been asked to show pity for Medea). 

658 6uvo"ta"ta: for uncertainty about the metre and text here, see 
649n. 

659 a:xa:pla"toc; oAol6' o"twl ><"tA. 'May he be destroyed, any un
grateful man who has it in his heart not to open up the doors of a 
pure mind and show honour to his friends. Such a man will never be 
a friend to me.' Understand wv with 6:xap1crTo<;, just as is done with 
KOKO<; in phrases like 1386 KoT6ovij1 KOKO<; KoKw<; (see 805-6n., and 
LSJ s.v. KoKo<; D.'2). This adj. is predominantly active in sense in clas
sical authors and is unlikely to mean here 'unloved' (Kovacs, in a 
predicative use). For the use of impersonal no:pecrT1 here of character 
trait or disposition (instead of opportunity or ability), compare Soph. 
Aj. 1010-II (of Telamon's severity) OTC.VI no:po µTj6' evTvxovvTI µT}6ev 
ft61ov yeAo:v. 

661 a:vo£;av"ta ><Aijl6a cpp€vwv: for the participle in the acc. in
stead of dat. in agreement with 0Tc.v1, see 57-8n. For the image of 
opening up the heart or mind and the general thought of this sen
tence, compare the Attic skolion PMG 889 ei6' e~ijv cmoios TI<; f\V 
EKOO'TOS I TO O'Tij6os 61eAoVT·, ElTEITO TOV vovv I ecr160VT0, KAEicroVTo 

no:A1v, I a:v6po ct,iAov voµi~e1v 6:60Ac.v1 ct,pevi, Soph. fr. 393 \jJVXiiS 
6:voi~m TflV KEKATJiµevT}v 1TVATJV, and see 22on., 516-19n. For KAT\IS as 
'closure, door' see 212-13n. 

662 iµ.oi. µ.iv: µev solitarium with the personal pronoun (Denniston 
381-2), implying 'whatever others may judge, in nry case'. 

663-823 77zird episode 

Traditional criticism of this episode has been preoccupied with the 
judgment of Aristotle in Poetics 1461b19-21: 'censure directed at both 
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improbability (ai\oyiai) and depravity of character (µox6TJpiai) is 
correct whenever, despite a total lack of necessity to do so, a poet 
uses the irrational (Tw1 ai\6yw1 ), as Euripides uses Aegeus, or bad 
character (Tij1 TTOVT)piai), as that of Menelaus in (Euripides') 
Orestes'. Aristotle's preference is for the connection of scenes and 
events by 'probability or necessity', and thus many plot-devices or 
patterns in Eur. that depend on surprise or on parataxis of parallel 
or contrasting scenes are frowned on by critics of an Aristotelian 
bent, but more appreciated by critics who recognize the legitimacy of 
a variety of dramatic forms (see, e.g., Pfister (1988) on 'open' forms 
of drama). We cannot be sure exactly what Aristotle had in mind in 
this example (it is even possible that he was referring not to Medea but 
to Eur.'s Aegeus). If he meant that Aegeus' entrance is unnecessary 
because Medea's escape is later assured by other means, the criticism 
is ill founded, since the audience has no notion at this point that 
Helios will provide a flying chariot and Eur. is in general down
playing the special powers of Medea. More likely, Aristotle had in 
mind the fact that not only is there no preparation whatever for the 
entrance of Aegeus in particular, but Aegeus' journey is not intrinsi
cally related either to Corinth or to Medea (it is only at her prompt
ing that he shares with her his uncertainty about the oracle) and he 
departs with his ignorance uncured (although with more hope about 
a cure for his childlessness). Since the plot of Medea is otherwise con
centrated and single, Aegeus' arrival stands out sharply (contrast the 
situation in plays of looser construction, for instance with the arrival 
of Orestes in Andr., the appearance of Evadne in Suppl., or the arrival 
of Pylades in Or.). Nevertheless, it was open to the original audience 
to regard Aegeus' arrival not as a matter of blind luck, but as a con
trivance of the gods in answer to Medea's pressing needs (see lntrod. 
2(e)) - a view that Aristotle would have been loath to countenance. 
Both here in Medea and in the equally convenient and unprepared 
arrival of the Corinthian messenger in Soph. OT, either one can see 
the god-like manipulation of time and event by the poet to produce a 
tragic plot, or one can see the divine intervention that makes the 
world of the play more organized and transparent than the world 
of everyday life. The preference for viewing Medea as a case of the 
former and OT as a case of the latter reflects a bias toward an orga-
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nized and somehow 'just' world-view and against a chaotic and amoral 
one - a bias that not everyone need share. 

In any case, the dramatic advantages of the scene are clear. (1) 
Aegeus supplies an independent voice of judgment about the injus
tice of Jason's behaviour. (2) The interaction confirms Medea's view 
of her status among the elite: Aegeus recognizes her sophia in a posi
tive way, he regards her as a philos, and he exchanges an oath with 
her as with an equal, establishing a tie of xenia. (3) His arrival solves 
the problem that Medea had described as a temporary obstacle to 
her plan (386-94), thus resolving a plot-tension. (4) Aegeus' deep 
concern for his childlessness either suggests to Medea the idea of 
hurting Jason through destruction of his present and future progeny 
or solidifies an idea that has already been developing in her mind. (5) 
l\1edea continues to demonstrate her verbal and strategic dominance 
over the male characters she encounters. (6) Aegeus provides a model 
of an upright oath-taker, in contrast to the Jason of the past, but at 
the same time Medea (now taking on Jason's qualities) is engaged in 
a deceptive manipulation of oaths and philia, keeping her own inten
tions secret from her partner in the way criticized at the end of the 
preceding stasimon. (7) Aegeus provides a connection of the story to 
Athens and to what is familiar to the theatre audience. For discussion 
of the Aegeus scene see Buttrey (1958), Dunkle (1969), Kovacs (1993) 
58-9. 

The scene clearly relies on the audience's familiarity with portions 
of the life of Theseus, in particular the circumstances of his birth 
and the attempt of Medea, when married to Aegeus, to bring about 
Theseus' death; but Eur. leaves it up to the audience to make what 
assumptions they will about this distant future (lntrod. 4). 

663 action: Aegeus enters, attended by silent extras dressed as 
guards/servants, both a mark of his status and a necessary feature of 
his travels. 

663--1 M~6ELa • - I• <J>(1ou;: Aegeus' greeting is striking in at least 
two ways. First, it is unusually brief and uninformative about the 
reason for his arrival: there has been no summons or anticipation of 
his arrival, there is no announcement by Medea or the chorus-leader, 
and Aegeus himself incorporates no details in his first speech, unlike 
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many other entering characters. Second, the greeting implies that 
Aegeus already knows Medea, even knows where in Corinth she 
dwells, and considers her a friend. 

663 1tpooiµ1ov 'opening', a term that originated in reference to 
musical and poetic preludes or forepieces, is used more widely in 
tragedy of first statements and introductions, and eventually became 
a technical term of rhetoric (our 'proem'). The noun is here internal 
acc. with npocr<1>wveiv ('make a fairer opening than this in addressing 
friends'). 

665 w xatpE xal au: Medea shows self-possession in suppressing 
her own troubles and immediately eliciting information from Aegeus. 
A character absorbed in her own grief might have reacted to the 
greeting with a comment on the impossibility of her 'rejoicing', 
with a play on xaipe1v such as is seen in Hee. 427 (Hecuba) xaipovcr1v 
o:AA01, µ,iTpi 6' ovK foT1v T66e, Phoen. 618 (Jocasta) xapTo: yoOv 

n6:crxw. 
ao<f>ou Ilav6iovo;: Pandion has no known mythology of his 

own, but is referred to mainly as the parent of figures who do have 
stories attached to them (Procne and Philomela; Aegeus, Nisus, and 
Pallas). On the level of character, Medea's calling him 'wise' seems 
to be a bit of indirect flattery of Aegeus, a prelude to further ma
nipulation; on the level of the poet's voice, it is the sort of detail that 
ancient critics might have regarded as 'flattery of the Athenian au
dience', but note the irony of the contrast that emerges in this scene 
between the wisdom of the oracle (675), Pittheus (686), and Medea 
herself (741) and the gullibility of Acgeus. 

668 oµ<f>a).ov yjj; 6Eamw16ov fo-ra.A'I];: Delphi was deemed to be 
the centre of the earth. According to a myth told by Pindar, Zeus 
located the spot by releasing two eagles, one from the cast and one 
from the west, and noting where they met as they flew toward each 
other (Strabo 9.3.6). The place was memorialized by the omphalos
stone in the temple of Apollo (for illustration, see LIMC s.v. Erinys 
nos. 46, 51, 58, Orestes at Delphi). 6ecrmw166s, a tragic coinage, is 
elsewhere used of persons, but in tragic style compound adjectives 
are always subject to contextual reinterpretation: so here 'where 
oracles are sung'. ecrTo:A,is is intransitive aor. pass. of crTEAAw, with 
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the meaning 'travel', and here governs the acc. of goal of motion (LS 
12.b). 

669 EpEuvwv 01tw; yivo1'To: the subordinate clause may be 
classified as a purpose clause, an indirect prospective question, or a 
cmwc;-clause with a verb of effort, but it makes little difference to the 
sense. 

670 1tpo; 8Ewv, cimu; ya.p: yap connects Medea's question to the 
previous line ('because you are still childless?' or 'are you still child
less?'), but the interjection 1rpoc; 6ewv is allowed to intervene before 
the yap-clause (compare Ti 6' in Ale. 1089 and q,eO in El. 969; Den
niston 80). 

6Eup' cid: in this tragic locution 6e0po is temporal, '(con
tinuously) right up to this point in time' (see Mastronarde on Phoen. 
1209). 

671 6cx(µ.ov6; 'T1vo; 'TU")(JJI: in phrases of this kind, TVXTJ refers to 
an experience over which the human subject has no control, but 
which is rather a gift or intervention or disposition of fortune deter
mined by an unseen power. 

673 Euvij; ci~uyE; yttfJ-JJAiou: for the gen. of separation with the 
alpha-privative adjective see LS 10.b. The metaphor of yoking is 
often applied in tragedy to marriage (LSJ s.v. (;evyvvµ1 11.1), and a:(;v~ 
alone can mean 'unwed' (e.g. of Athena or young girls). For applica
tion to males, see IA 805 ovTec; a:(;vyes yaµwv, Cresphontes fr. 1.11 TGFS 
a:1ra16a y' ovTa Kai yvva1Koc; 6:(;vya. Apollodorus 3.16.5 names Meta 
daughter of Hoples and Chalciope daughter of Rhexenor as wives of 
Aegeus from whom no children were born. 

674 For a vase-painting of Aegeus standing before the Delphic 
priestess (named Themis), see Fontenrose (1978) 205 = L/MC s.v. 
Aigeus no. 1. 

675 ao<t>w'TEp' ~ xtt'T' civ6ptt auµ.(3ttAEi:v E7t7J '(he spoke) words too 
clever/wise for a mere human to understand'. KaT' a:v6pa (and else
where also KaT' a:v6pw1rov) means 'after the fashion of a human being', 
that is, 'commensurate with the nature of a human being' (in con
texts where the limitations of the human condition are an issue): cf. 
LSJ s.v. KaTa B.1v.3. For the use after a comparative see Plato Ap. 
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2od9-e1 OVTOI 6e ,6:x' &v ... µei~w TIVO: fi Ka,' &vepwTTOV cro4>iav 
0-04>01 eTev. crvµ[3aAeiv is here an epexegetic infinitive (LS 18); for the 
sense see LSJ s.v. 111.3. 

676 8E1u; µEv: the particle marks the question as preliminary to 
any further discussion (as if the contrast 'if not, there's no more to 
say about' were in the air): Denniston 367. For this polite way of in
viting someone to share information (often oracular) while acknowl
edging that they may be entitled to refuse, see IT 938 (oracle), Hyps. 
141 TGFS (fr. 1.iv.39 Bond), Aesch. Ag. 97-8, 263, Prom. 765 (virtually 
an oracle), Soph. OT 993 (oracle), Men. Perik. 799. 

677 hd 't"OL xa£: ,01 adds emphasis, mutually reinforced by the 
following Kai (Denniston 546). 

ao<j>ij; ••• <j>pcvo;: Medea's reputation for intelligence (292-
305) is taken for granted by Aegeus, who himself has no pretensions 
to acumen. 

678 xi..uc1v is equivalent in sense to µa6eiv, hence the accentuation 
as an aor. infinitive is appropriate: West (1984) 172-80, esp. 178. 

679 As in many other literary /legendary oracles, the advice is 
given by the god in a riddling metaphorical form that requires care
ful interpretation (Fontenrose (1978) eh. 1 passim). Here the full re
sponse would have been something like 'You ask for a child. I'll give 
you offspring. Do not loosen/discharge the projecting foot of the 
skin-bag/wine-skin before you return to your own hearth.' The 
meaning not understood by Aegeus is that the skin-bag is the belly (so 
too a:crK6s in Archilochus 119 West) and its projecting foot the penis: 
the god is guaranteeing that the next time Aegeus has intercourse 
with a woman, she will conceive a son. The story is told in Plutarch, 
Theseus 3, where a hexameter version of the oracle is given (a:crKov 
,ov TTpovxov.a TT06a, µeya <f>epTaTE Aawv, I µ11 AVO-T}IS TTplv 6fiµov 
'A6rivewv eicra4>1Kecr6a1; cf. Apollodorus 3.15.6), presumed to be older 
than Euripides' version by Parke and Wormell (1956) 11.48, no. 1 IO 

(see also 1.300-1). For TTOVS of the neck or 'spigot' of an a:crK6s, com
pare TTOCEWV in Hdt. 2. 122.6 I emcr,r6:cravTa TWV 0:0-KWV 6vo fi Tpeis 
iro6ewvas aVTOV AVEIV. 

1tpOUXOV't"a: CraSis, TTpOEXOVTa. 
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µ.~ '.Auaa1 is an indirect command, depending on exp110-e, under
stood from Medea's question. 

680 cooperatively continues the syntax of the line that Medea in
terrupts, a typical feature of stichomythia (LS 29; Mastronarde (1979) 
57). For TTpiv av with the subj. in a temporal clause referring to the 
future, see Smyth §§2443-4. 

H;i><YJ1: second person sing. aor. middle of e~1Kveoµa1, 'reach, 
arrive at'. 

682 we; ·d XPYJL~wv: ws here goes with the participle and marks, 
as often, the reason or motive of the subject. For postponement of 
the interrogative, see 309n. and LS 35. 

vauaTo'.Adc;: the easiest route from Delphi to points in the 
eastern Peloponnese is by ship from Itea (the port serving Delphi) 
to Lechaion, the western harbour of Corinth on the Corinthian 
Gulf. 

683 Il1T81;uc; Ttc; foT1: Aegeus' reply is given by the combination 
of 683 and 685, with the introduction of Pittheus as starting point in 
683 and the conclusion linked by the demonstrative TOVTWI in 685 
(for such a gradual answer, see Mastronarde (1979) 43). Pittheus is 
known only through his genealogical connection to Theseus and has 
no separate mythology that is extant today (but Pausanias 2.31.3 
mentions that Troezenian sources say Pittheus taught Aoywv TEXVTJ). 
Both here (evo-el3eo-TaTos) and in Hipp. 11 (6:yvov) he is credited with 
piety; yet in some versions he deceived Aegeus into impregnating his 
daughter Aethra (an embarrassment to Plutarch, Thes. 3 0:6171,.ov ovv 
0 TI VOTJO"OS 6 f11T6evs ETTEIO"EV OVTOV ii 6117TTO:TTJO"E TT)\ Ai0pa1 o-vyye
veo-601 ). 

686 civiip: crasis, 6 6:vT)p. 
Tpi(3wv 'skilled in, experienced in', used either with gen. or with 

acc. of specification, as here; the short iota differentiates it from 
present participle of TpiJ3w. This adj. is perhaps from a relatively low 
register of language, as Eur. alone among the tragedians uses it and 
in classical Greek it is otherwise extant in Hdt. 4.74 and Ar., fVasps 
1249, Clouds 869-70. 

687 ><aµ.oi: crasis, Kai eµoi. 
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688 a.AA.' EUTUXOLYJ~: there is perhaps some concluding force in 
these words, since a'A'Aa often has break-off force (Denniston 14-16) 
and this phrase is elsewhere in Eur. a parting blessing. But something 
in Medea's tone of voice or in the gesture or tilt of head that she 
adopts attracts Aegeus' notice and prompts him now to ask about her 
situation. 

689 TL yap: the question explains Aegeus' sudden realization that 
all is not right with Medea, conflating the observation and the re
quest for its reason (cf. Denniston 78); Aegeus' new awareness may 
also be marked by a gesture, including pointing (86e). 

auvTETYJx': avvTETTJKe, intrans. perf. of avvTTJKW, 'has wasted 
away' (25n.). 

691 «ppaaov: the aor. refers to the simple action 'explain', while 
Aegeus follows up with the present cppa~e in 693, 'go on explain
ing, keep explaining'. For a similar sequence compare Ar. Frogs 109-
19: initial request 109-12 iva cppaae1as ... cppaaov, 117 insistence 
on an answer cppa~e, 119 rejection of certain specific advice (µii) 
cppao-T]IS. 

692 ou6ev e; eµou 1ta8wv: see 165n. 

693 Tl xpijµa 6paaa~: Ti xpf\µa with a form of 6pa:v is a common 
formula (colloquial: Stevens (1976) 21-2) for follow-up in stichomy
thia (cf. 748 below). 

695 ou 1tou: this combination introduces incredulous questions, 
referring to what the speaker cannot believe or would prefer not to 
believe (Denniston 492). Transmitted ri TTOV conveys the wrong tone 
(Denniston 286); for the error see 1308n. 

696 1tpo Tou 'previously', 'before this', a frozen phrase in which 
the old demonstrative force of o survives even in Attic prose (LS 23). 

698 µeyav y' ep<,na: ye is commonly used in answers in which the 
reply merely adds an element to the previous speaker's syntax (LS 
29). Here epc..>Ta is internal acc. with epao-8eis; for a cognate word 
added in such a reply, compare Hel. 1633 ii µe TTpov6wKev - Ka'Ariv ye 
TTpo6oaiav, 6iKa1a 6pa:v; Bacch. 960-70 Tpvcpa:v µ' avayKaae1s - Tpv
cpas ye To1ao-6 '. The asyndeton that follows this phrase is similar to 
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explanatory asyndcton (LS 28): '(so great that) he was not a faithful 
friend to his dear ones'. 

699-700 Acgcus' dismissive hw vvv (798-9n.) and his reference 
back to Ivtcdca's first claim {K6:K1<1TOS 690) give the impression that he 
is concluding his inquiries, but Medea ignores the suggestion of clo
sure and gives a more precise description of Jason's 'love', prompting 
further questions from Acgcus. 

701 6£6waL ••• ·d;: the postponement of the interrogative (LS 35) 
is the result of contrastive emphasis; here Acgeus' 6i6wcr1 follows 
directly on Mcdca's ;\a~eiv to inquire about the other side of the 
transaction. 

703 µiv-rap YjV: crasis, µevTOI o:pa; the first particle adds strength 
to the declaration ('truly') and the second marks the force of infer
ence or conclusion. The imperfect ~v with o:pa denotes the realiza
tion that something was true all along: 'I sec that it is understandable 
(and was understandable from the beginning, if I had had the 
facts) that you feel aggrieved.' See 1279n., Smyth §1902, Goodwin 
§39. For the neuter pl. predicate with the inf. phrase as subject, see 

384-5n. 

704 xal npo; y': TTpos is here adverbial (as in 407), and the whole 
phrase, meaning 'and what is more', appears several times in Eur. 
(colloquial: Stevens (1976) 57). 

705 1tpo; -rov 'by whom?' (Tou 1s the alternative form of inter
rogative Tivos). 

ClAAO ><aLVOV av: O:AAO av is an intensifying pleonasm (see Mas
tronardc on Phom. 417), here reinforcing Ka1v6v. 

707 ov6k is adverbial, 'this too I do not approve' {in addition to 
what he condemned in 695-9). 

in~Lv£aa: sec 223n. and LS 13. 

708 AOYWL µh ovx£, xapHp£LV 6k ~OVA£'t'al 'In words he docs 
not permit it (argues against it), but (in reality) he is eager to 
"endure" it.' KapTEpeiv is spoken in a contemptuous, ironic tone, as 
Mcdca wishes to indicate that Jason wants her out of the way and 
that any reluctance is only feigned. 
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709-10 av'toµat • - I• ixEaLa 'tE y(yvoµat: for the second time in 
the play, Medea uses supplication (see 324-5m.). If it is actual sup
plication, then she must kneel to touch Aegeus' knees at this point. 
But in that case, when does she rise again? More likely, this is figur
ative supplication, and Medea merely gestures to Aegeus' chin and 
knees. In that case, her erect posture fits the way she controls the rest 
of the scene, extracting Aegeus' oath and quickly sending him on his 
way thereafter. On the double resolution in 710, see PM 19. 

711 oi'xnpov oi'xnpov: emotional repetition (LS 36). 

712 EpJJµov E><1tEaouaav 'cast into exile in a desolate state'; the 
adj. is predicative (cf. 513, 604); for the verb see 450n. 

713 e<j>fo'ttov: the sense of this adj., when applied to persons, 
varies from 'guest of one's hearth' to 'protected suppliant', from the 
ordinary obligation of a host to a guest to the more specialized obli
gation of a protector of a suppliant. Aegeus seems to realize that 
Medea will be more than a casual guest, since he is careful about not 
taking her with him and anticipates that she may be sought by ene
mies, but he cannot foresee that she will arrive with new blood on her 
hands. 

714 01hw; 'so', that is, 'if you grant my request' (LSJ s.v. 1.3). 

715 1ta(6wv goes with Epws; on the word-order see LS 35. 
xau'to;: crasis, Kai avTos. 
o'.A(3to; 8ci.vot;: that is, 'may your prosperity and good fortune 

continue all the way to the moment of your death'; the wish alludes 
to the Greek maxim that one should not count any mortal happy 
until one has seen his final day and ascertained that his good for
tune continued to that day (Andr. 100-2, Aesch. Ag. 928-9, Soph. 
Trach. 1-3, OT 1528-30, Hdt. 1.32.5, Simonides 521 PMG) as well as 
to the notion that leaving behind male offspring to continue the 
family is an essential element of a good life (Hdt. 1.30.4, on Tellus of 
Athens). 

717 1tauaw yE: the clause in asyndeton explains T66e (41211.), and 
ye here lends emphasis to the causal force (Denniston 144-5). ye is an 
emendation of transmitted 6e, which would have to be an instance of 
6E used with the force of yap (so taken by Denniston 169), but that 
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is not idiomatic after T66e. The asyndeton m the next line 1s also 
explanatory. 

720 1tpw-ra µt:v 6iwv: the gods are sponsors of the institution of 
supplication, and ignoring the pleas of a suppliant risks offence; but 
Aegeus may also feel that the gods are implicated in Medea's situa
tion both in that she has been treated unjustly and in that pity for the 
unfortunate shows a due respect for the nature of human fortune. 

722 i; -roiho yap 6~ <f>pou6o;: demonstrative TOUTO vaguely 
refers to 'getting children' or 'my longing for children'; 671 adds 
emphasis to yap (Denniston 243); the use of <j>po06os in the sense 
'ruined', 'utterly undone' is rare (cf. in Eur. also awµa <j>po06ov in 
Held. 703, Or. 390), but is comparable to tragic uses of oixoµm and 
[3E[3T]KO (226n., 439n.). 

725-30 As ordered in the medieval manuscripts, these lines con
tain some repetition that most critics have rightly found feeble and 
suspect. It appears that some kind of doublet or alternative version 
has been incorporated into the text. The text printed here (following 
Diggle}, with 725-6 bracketed as spurious and 729 placed before 727-
8, is found in a papyrus of the third century CE. A possible explana
tion for the trouble is that a reader or actor thought that the µev-limb 
in 723 needed the elear contrast of a first-person statement to balance 
the aou and so 725-6 were added to replace 729 (the line may then 
have been restored in the margin in some copies and later trans
mitted after 728 in our MSS); Gunther (1996) 21-2 explains 725-6 
instead as intended to replace 723-4 and 729. But the contrast need 
not be solely with the word that precedes µev: it is rather a contrast 
between the whole sentences, between what Aegeus will do (onee 
Medea gets to Athens) and what Medea must do for herself (get out 
of Corinth and to Athens). 729 after 723-4 expresses this contrast. 
The repetition of avTT} in 727 after 729 will have to be translated as 
follows: 'but make your way out of this land yourself; if all by yourself, 
without my aid, you eome to my house ... ' Yet the repetition of avTT} is 
still odd, and this solution is not certain. In defending the retention 
of the whole in the order of the MSS, Page argued that the repetition 
serves to highlight the important new point that Medea must find 
her own way out of Corinth and to Athens, raising suspense that is 
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answered only when she appears on the winged chariot at the end. 
Other critics have deleted various parts of the passage (Kirchhoff 
725 8; Hirzd 723 4; Kvicala 723-4 and 729-30; Prinz 723-4 and 
729, with 730 placed after 72G). 

[725] seems somewhat bombastic, less suitable to Acgcus than the 
vaguer and more polite OVTW 6' exe• µ01 in 723. 

[726] ~ouAfiaoµaL: the future here may be a colloquial substitute 
for the present under the innucnce of the futurity of the action con
templated (compare Ar. Wealth 290, 319); sec 259n. 

729 ci:1taAAcr:aaou 1to6a: cxrraJ..J..cxcrcroµai by itself often means 
'depart from', and the addition (here only) of rr66a as acc. of respect 
(or acc. of the part retained with passive verb) is possible as a Eur
ipidean mannerism, comparable to his use of l3aive1v rr66a and simi
lar phrases (Digglc (1981) 37; Mastronardc 011 Phoen. 153G-8); thus it 
is not certain that the unique usage can be regarded as a sign of in
terpolation, as some critics have felt it to be. 

728 xou ... µ~ µ£8w: ov µt) with the aor. subjunctive expresses a 
very strong denial (Smyth §§2754-5). 

730 ci:vai·no; . . . xai ;ivo1;: the (aristocratic) 'gucst-fricuds' 
whom Aegcus does not want to offend arc evidently Jason and Creon, 
particularly the latter: if Acgcus were to take Mcdca under his pro
tection within Corinth itself and escort her out of the city, it would 
announce publicly his disagreement with the treatment of Mcdca 
and threaten his aristocratic peers with loss of face. If ~evo1s also in
cludes the kin of Pclias, then again the positive action of escorting 
Mcdca to safety might be regarded as more offensive than the more 
passive role of accepting a suppliant at one's own hearth. 

731 i:a-ra1 -rcr:6': a formula expressing agreement with a request, 
common in Euripides. 

733 µwv ou 1t£1to18a; 'surely you don't doubt my word?'; on the 
reluctance or incredulity implied by µwv sec 5G7n. 

735-6 't'O\l't'OL; 6' opxio1a1 µ£v ~uy£i; ><'t'A. 'to these enemies, if 
you arc constrained hy oaths, you would not surrender me if they 
were trying to take me from your land'. As the position of µev in-
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dir.atr.11, TOVT01s a111l 6pKio1a1 do 1101 g11 l11gcthrr. w01(µa1 (pr.OETo i11 
11rc-011d 11i11g. aor. rnid. opt.) i11 the 11c1111r 'let go of'' 1111r111ally takr11 tlw 
gr11. (wlwrra11 active µcOiriµ1 takrM tlw al'.c,), 110 011c 111igli1 arg11c that 
f.µe i11 the olijcrt 011ly of' participle &youa1v and fr11r11 it l·1Jov i11 1111-
drrstood willi µ1,0do; 11111 tlii11 111ay lw 1011 artifil'ial (1101c tlic 1111e of' 
activl' µEOTJOEIV i11 a phra11r of' idc111i1·al r11ca11i11g al 7,:,1; 111·1: f'11rtlu-r 
Ma11lro11ardc 011 l'/wm. 5•~1 ~o). 

737-9 AOyou; 6c OU(J.f3ai; ••• I -rax' av nl0010 '11111 havi11v, givc11 
agrrcnw11t i11 word11 only a111I 1101 liri11g u11dcr a11 oatli m:11lr i11 1l1c 
11amc of the god11, you rnight iihow youri11·lf' tlwir f'ricud a111I yo11 
would prrhap11 lwcd their heralded dcmall(l11'. TOIJTOIS co111i1111c11 lo 
l,c frlt witli the 6l-li111li of' thr. co11tra111, providing a dative co111plc-
111r11t for cp(Aos all(I allowi11g 1hr c1wmieii lo lie 11ndcn1tood a11 the a11-
tl1or11 of the lmK11puKcupaTa. The MSS pr1·111·11t lv&JµOTOS a11 a variant 
and rr.:11! KOTTIKT)puKr.uµaTa I OUK &v 1d0010, l,11t tlw 11d1olia iiliow tliat 
:111 alternative n:ading wa, cxta111 i11 a111iq11i1y, and tlic rcq11in:d Hr1111c 
i11 bc11I Nerved 1,y 1111: text adopted hcrr, wit Ii r111e111latio11 ·rox' &v (111·e 
further i11 l'agc'11 comm.). 

741 t6u~ai;1 the MSS read lAc~as, l,111 '11pcak f'on:tl1011gl1t' i11 u11-
idiorna1ic, and tl1c variant11 lv A6yo1s a11d w yuva1 arc l,r.iit 1:xplai11cd 
if the for1111~r i~ tl1c oriv,i11al, di11placcd a11 too d11111iiy af'tcr Hio~as wa11 
c:orruptrd to tAc~as. 

742 6p&v -ra6' OU)( atj,l,nr.t(J,llll the c111nplr111c111;1ry i11f'. with thi11 
vrrl, i11 tlic N<"lll!C '11hrink fro111', 'rrfu11c' iii a rare poetic co1111lruc1io11, 

11("("11 al~o i11 ""'· 53(i OTTCO'TTJV TOUT !pWTT)OOI ao,t,ws. 

744 ixov-ra agrr.r,11 with µc all 1111drr11tood 1111lijcc.:t of' i11f. 6e1Kvuva1 
and i, 1111pplc11w11tary participle (direct fon11 i'.xc,Jv 6d~c,J): 'for rnc 
to 11l1ow your r11rrnic11 that I have i10111r lrv,itirnatc cxcuiir. (fi,r 11ot 
1urrr11drri11g you)'. For 11liif1 from dat, lµo( to al'.c. 111:c r:,7 1111. 

7'15 a.pap<l 3n11. 
l~YJyoG fJtoui; 'diuatr the god11 (1,y wh1J111 I 11liould 11wrar)' 

(11rcond 1i11g. pn·11r111 111id.-p:·1NI!, i111prra1ivr: of' l,~11yl.oµa1, 'lead thr 
w:-ty'). 

748 For tlir. pairi11v, of Earth a11d S1111, cor11pan: tlic cl1orn11' appral 
lo Earth aJ11l Sky 111 11B (11.). 
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747 8Ewv H auvn8Eic; a1tav yivoc; 'and the whole race of gods, 
including them in one group', 'counting them all together' (yevos is 
object of both oµvv and crvVT16Eis); in ritual contexts the Greeks often 
add such a generalizing formula to be sure that no relevant power 
has been omitted from the prayer. 

748 -ci xpijµa 6paauv: 693n. The inf. depends on deliberative 
'am I to swear?' understood from Medea's imperative in 747 (LS 29). 

749 hl3a)..eiv is not aorist, but future, as is normal in an oath. 

750 aHoc; ~v nc; "CWV Eµwv EX8pwv: take O:AAOS in apposition: 'if 
someone else, one of my enemies, wants to ... ', not 'if some other of 
my enemies' (445-6n.). 

751 l;wv is not strictly logical but adds intensity to the oath, as in 
the English promise-phrase 'as long as I shall live'; EKovcriw1 Tp6nw1 
is likewise a rhetorically more weighty substitute for EKwv or EKovcr1os. 

752 <J>wc; -cE )..aµ1tpov 'H)..iou: the sense is certain, but the reading 
is not. MSS present readings based on Aaµnpov T)Aiov TE q>ws, which 
is metrical but involves a postponed TE that is very doubtful (since 
there is no particular cohesiveness between adjective and genitive). 
This transposition is Page's suggestion, but an alternative reading 
found at 746 (where it does not fit) may perhaps belong here, in 
which case the line should end 'HAiov fr 6:yvov crel3as (Diggle (1994) 
270-1). 

753 EµµEVELV a aou )(AIJW 'that I will abide by the prov1s10ns I 
hear from you'; the dat. object of eµµEvEiv that is the antecedent of a 
is not expressed, and the relative is not attracted into the dat. (at
traction is not mandatory: Smyth §2524). 

754 µ~ 'µµivwv: prodelision, from µT) eµµevwv (PM 10). 
1ta8olc; is optative of wish, exceptionally in a question, because of 

the artificiality of stichomythia: the standard oath is something like 
'if I fail to keep my promise, may I be destroyed', and here we have 
'if I fail ... , may I suffer what?'. 

758 -cuxoua' a l3ouAoµal 'attaining what I desire'; possibly like 753 
(gen. antecedent omitted, no attraction), but for acc. of ncut. pro-
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nouns after Tvyx6:vw see LSJ s.v. B.11.2.b, and compare the similar 
phrases in Phoen. 512, 992. 

759-63 1\1etre: seven metra of chanted anapaests closed by a par
oemiac. The use of anapaests for an envoi is similar to their use for 
announcing entrances (SE 1), and so this short anapaestic interlude is 
not quite parallel to the one that follows Creon's exit at 356. See 
358-63n. on the naive reaction of the chorus in contrast to Medea's 
understanding of what she has accomplished. 

759 o Ma(ac; rtoµrtaioc; ava; 'Maia's son (Hermes), the lord who 
gives escort'; in addition to his roles as conductor of the souls of the 
dead and as messenger of the gods, Hermes guides and protects both 
heralds and other human wayfarers. 

760-1 WV T' €7tlVOtav am:u6uc; xaT€XWV rtpa;uac; 'may you ac
complish those things toward which you eagerly direct your purpose'; 
cnrev6e1s is intransitive and absolute and KaTexwv ('hold fast', an in
tensified exwv: see Mastronarde on Phoen. 330) governs ETT1vo1av. 

763 6t:6<>><Y)aat: this perf. mid.-pass. of 6oKew is poetic (epic) and 
Ionic and is extant in drama only here and in Ar. Wasps 726 (also in 
anapaestic metre). But *6e6o~a1 happens not to be extant at all. See 
1417n. 

764 The invocation of Zeus and Justice recalls Medea's cries men
tioned or heard in the prologue and parodos (21-2, 148, 160, 168-9, 
208-9) and may suggest to the audience that Medea's progress to
ward vengeance has had divine support. Helios is a general witness 
of oaths (as in 746, 752), but his inclusion here also suggests that he 
may be helping Medea, and thus this invocation is a form of prepa
ration for the loan of his chariot at the end. 

765-7 vuv ... vuv: for the combination of anaphora and asyn
deton cf. 1401 vvv cnpe TTpouav6a:is, vvv a:uTT6:l;rp, and (with a similar 
anticipation of 'fair victory') Phoen. 1252-3 vOv TTOAEWS vmpµaxeis, I 
vOv Kat-.t-.1v1KoS yev6µevos CYKflTTTpwv KpaTeis. 

766 xac; o6ov ~E:~~xaµt:v 'I have entered upon the (required) 
path.' The force of the perfect tense is almost 'My foot is firmly 
placed upon the (required) path.' KO:S is crasis, Kai es. 
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7(ill riv~p: nasis, o 6vfip. 
~11 rf'laliv1· aclvnh, 'wlll'rl' 1

, 'i11 1111' poi111 where'. 

769-70 )..1µ~v • •I• npuµv~'t'')V ><ttA.wv: a1101hcr i11sla11re of the 
11a11til'al llll'taphor IISl'd f'arlirr hy thl' !'horns (,J,J.'J. 3) a11d M1·cli-a 
lll'l'Sl'lf' (·i:111), 111oori11g 0111·s1·lf' i11 a harl1011r that shi,·lcls Oil!' fro111 
da11g1·rn11s watns (l11trncl. 'J.(./)). KCXAWS lll'tT is 1101 us1·d i11 tire sp1·cific 
s1·11s1· as i11 'J.711, hut i11 tlw gl'rll'r:rl s1·11s1· 'rop1·', with the 111oclili1·r 
-irpvµv~·n1v lo procl111'1' 1111' s1·11s1· 'sll'l'll•l'ahli-' (for tyi11g tlw ship 11p 
sll'n1111ost to 1111' slron·). 

769 ).,{p,Y)V ••• 't'l.7,v cµt71v f3ou)..cuµchwv: this lll!'taphor is ,0111-

111011 i11 trag!'dy, a11d tlll' all:rl'lll'd g1·11. lllay have various co11strnc:-
1io11s: tlw had 1hi11g fror11 whirh lhl' harl1011r protc,ls m1c (A1·s,h. 
Su/1fi, '17' KOKCw; ;11/(/r, 11!)1 xdµa,os), tlll' vahll'cl thing that the h:rr
ho11r prnlc·c·ts (as IH'rc· a11d I Ml'11,J Smt, 11'1'1· ArµT)v vEWS opµos, piov 6' 
6AvTTia), or 1111' 1hi11g that prnvid1·s the slll'ltn (Soph. Ajax Gll3 ha1-
peias A1µt'1v, Or. l<>77 1.1eyas TTAOVTOV Arµ~v), 

771 cia't'u ><ai 1toA.1aµa lla)..)..tt6oc;1 this is a high-styk periphrasis 
for Atll!'11s, f'c-at111·i11g lll'111liadys (111!'1'<' is 110 s1•rna11tic disti11ctio11 hc
lwc·c·11 tll!' two 11m111s) a11d tlll' p1wtic 11sc· ol' 1r6A1crµa as a variation on 
TT6A1s; ('Olllf).tr!' /'/ 101,j n6A1crµ' ls naAAcx6os, /Irr, i:J'J.3, Mell. Samia 
'.J'J.;1 (q11oti11g Enr. 01'di/111s) w TT6A1crµa KEKpoTTias xOov6s. For the acc. 
S('(' LS I 'J., h, 

772 't'CXµa: nasis, TO lµcx, 

773 µ~ npoc; ~6ov~v 'with 1w plc•asnrc·', '(spokc•11, 1Tvcalc-d) not 
in a clircrtimr aiml'cl at pll'asme', For this us1· of' np6s sec 53lln. mi µri 
TTPOS tcrxvos xcxprv and ('Olllf>arc Soph. m. !)'J.l OV TTpOS 1)60Vl)V Aeyw, 
fr. G3, 1 TTCIV TTPOS ti5ovt'1v Aeycr. 

774 cµwv 't'lv· oi><C't'WVI f'or the id!'11lity of' the silrnt extra sc·nt to 
.Jaso11, s1·c· l11trod. :1• 

776 µa)..Oa><ovc; ••• )..oyouc; is rl'mi11isn·11t of Crro11's phrasl' ;,it 31G, 
AEYEIS CXKOVCJOI µaMcxK'. 

777-9 ', .. saying hoth that I agrc·1· with him and that it is writ that 
he n1ak1·s !hi' lllarri:rgc· with the royal l'a111ily which 111· now has, h;,v-
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irrg IH'lrayl'cl IIK, a111l Kayi11g dial wl1;11 Ill' l1a11 clo11r iK aclva11la~:ro11K 
a11d Wl'll dcTidrd'. 'f'lw rrp1·1i1io11K111·KK 11l1ow11 a 1111,c ki11g prr1,·11, ,. of' 
11till!wrvi,·11n· (11i111ib1r to wl1at J\1nl,·a will frig11 i11 ilw llf'Xt ,i,·,·1w), al• 
d1ouglt 1lw rc·lalivr da11Kr· i11 7711 iK Mrd,·;1 ',·di1orializi11g' fi11 1lw 
rltorm, 1101 pal'I of' wha1 iilw will iiay lo .Ja111111'11 f'an·. '/'lw 1,·xl ill 1111-
C'ntai11; wlia1 ill Jlli11trd lwrc i11volvrK lbr111·!!' n·i11lnJJ1Tlalio11 of 
1r:11mnit1rd TOVTO al! Toi'.rr6 (11ivial: 1111' 1ra11M11iit1f'CI dianilin hav" 
110 a111hori1y), llolk1·Mlri11'11 yaptT f'or MSS' f.XEI (1lw, on 11111io11, ,111lcl 
ltavr oc:currl'd 1·a11ily l,y n,11fu~io11 wi1li 1lw 1wxt li1w a11cl jwrhapK alKo 
1,y 1111romwi1111K rnni11iKr·c:1Hf' of' 1lw idirn11 r.a:>iws i'.x11), a11d tllf' a,
,.,.1'1a111T of a 11l1ift of' 1·rn1!!lrlll'lio11 fro111 0JS•r 1;111,ir'. i11 777 II l.o i11f'. of' 
i11dirrl't diKc:1111r,ic i11 77!J, will1 vag1": 11111·xp1·1·Kll''d ,i1d,j1·1 I i11fi-r1Tcl 
from till' n,nt,·xl (fi,r 1lw ,ihif1 of', 011Klrt1l'lio11, ,·a,ircl l,y 1lw i11ln· 
v1·11tio11 of tlll' rd:11iv1· c:la11Mr', tlwrc arr 111111w parnllc·l,i i11 '/'h11c:ydidc,i; 
iirc l'agf' 111 rnmm,·111ary a1HI /lolknll'ill (1!J1!J)). Thi,i ,iol111io11 IU-1'11111 
IH'llc:r tl1a11 l'agc:'!I 0)S .•. 601-:riv lJOI TOVTO ... i'.xuv (1111likdy ll!!C of' 
C:-,s = ovTvlS, ollJCrwi.~c irr l0:1Jr, 011ly will, op1a1iv,· or ir11pnaliv,·, or 
aK c:orrdativ,· i11 an C:Jlicim1, all /lru:d1. 10(,(i II). 11111 tlwrc 111ay l,c 
a drrl'n n,rr11plio11 or an i111,·rpola1io11 (l'or,io11 l11;lf'k1·1"d 7711 !J, 
Rrillkf' 7711 al,1111:, l'aw: ('1/IIKi,kr<"d l,11t rc:jc·/'IC:d rn11i11g 77!J alo111·), 

777 Tr1u'ttt: tlw <:OIIIJ1ara1ivc pltr:1.~c: 'aK lw dor,i' lo go wi1h '1111' 
iia11w' iK ra11ily 1111drr,itood aflrr 77(i, 

111-n yap.et I y&p.ous1 :,11711. 
y6:l'-r,us 'tup6vvt.,v: cf', '1" Alnpa Tvpovv,,,v, :,'M :>i(wrpo raaJ• 

:>ifow. 

781 Amou,J' iiv: tlw J1ar1icipial form ,orrl'.MJHJ111li11g 10 a JIOlf'11lial 
opt.: 'not a11 if I would l,·avr tlwrn i11 dw laud of' r11y 1·11,·111ir,i', Willi 
7'l2 cfcf,.tr:d, one might ,i11pJ1ly 'rrally' wi1h 'kavc' i11 1hi,i lra1111la1io11 
lo rcfJ,.c:1 thr: :111ti1lw1ic: f,,rc·,· of' 66Ao101 i11 dw pai1i11g of ovx ,~,-; ..• 
6:>i:>i' ws. 

[7U2] Brurwk <f,.ktrd tlti,i li111·. II i11 ,iimilar to 10(,0 1 om,>s /:xOpoTs 
f.yC:l I rroT6a-; rrop~ow Tovs foovs 1'00v(1piaa1 a11d, 0111ai11~ a11 1111rwc:• 
f'H!lary rl'pr1i1iorr of' rroTt.as "Tov-; lµov-; (al,io witl11,111 varia1io11 i11 dw 
11011n); i1 a111idpatc,i a latrr , 011!:r-nJ (the: , ho1111 and a11di"111 r ca11 
11111lr-rHlawl i-:00v~piao1 011ly af1rr M"clr-a rc·vi'.alK lwr pla11); a11cl i1 
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weakens the direct contrast of 781 and 783. If the line is kept, Ka6-
v~picra1 would be epexegetic inf., with the dat. of interest exepois 
providing its subject ('for my enemies to outrage'). 

[785] This line may have originated because someone wanted 
Jason's bride to be mentioned explicitly as recipient of the gifts, al
though that is actually clear enough from the mention of her in 783 
and from the description of the gifts in 786, so that Aa~oOcra in 787 is 
easily understood to refer to her. What is odd about this line is the 
addition of q,epoVTas in asyndeton after exoVTas, with both governing 
6wpa, and the epexegetic inf. phrase that requires a pregnant sense 
for 6wpa ('gifts meant to persuade') or for q,epoVTas ('offering gifts to 
win in return the concession'). Idiomatically, if one were trying to 
express purpose after 1TEµl.j'W, one would expect a future participle 
(thus emending the opening to e.g. aiTovµevovs TE is no help). 

786 The line recurs verbatim at 949, which makes it likely, though 
not certain, that it is not genuine in one of the two passages (see 37-
45n.). Here it is indispensable to specify what the gifts are so that 
Kocrµov aµq,16fi1 in the next line may be understood. See 947-5on. 

n'.Aoxov xpua~'.Aa-rov: here a 'plaited wreath' (cf. 1TAEKW) of in
tricate goldwork, elsewhere 1TAOKOS is a crown of greenery or flowers, 
as in 841 below (wild celery in Pind. 01. 13.33, myrtle in El. 778). For 
examples of golden diadems (some with vegetal motifs or leaves) see 
Marshall (1911) 170-6 with plates xxv11-xx1x; Andronikos (1984) 
172-3, 193, 196 (from the royal tombs at Vergina, Macedonia). A 
crown is a standard element of adornment of the bride and is often 
shown in vase-painting (e.g. Oakley and Sinos (1993) figs. 28, 82). 

787 )((XV7t€p ••• a:µ.q>L8Yjl: crasis, Kai avmp/eavmp; the verb is 
aor. act. subj. of aµq,n1611µ1. 

xpoi: alternative dat. sing. of xpws (Smyth §257D): see LS 5.c 
and cf. 1162 EiKw. 

788 o'.AEhaL: fut. middle (in passive sense) of 0Mvµ1; the verb is 
understood again with TTO:S. 

789 -roLoia6€ xp(aw q,apµ.a:xoL; 6wp~µ.a-ra: it seems that through 
carelessness or indifference Eur. did not give Medea a chance to 
perform this essential step. The fatal gifts are brought out between 
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950 and 955 by a silent extra who is ordered to fetch them quickly, 
and they are placed in the children's hands, and they do prove to be 
fatally poisoned. There are at least three ways to avoid this anomaly, 
but none is likely. (1) Make Medea silently whisper instructions to a 
mute attendant and direct her into the house to do the job for her 
(when? either immediately after this line, or at the end of the scene). 
But this would weaken the premise that Medea is the one uniquely 
knowledgeable in magic drugs, and it is anyway unlike the dramatic 
technique of Greek tragedy for such an action to be done without 
words (esp. in a context where Medea instructs a servant in the less 
crucial task, fetching Jason). (2) Have Medea go indoors for part or 
all of the choral ode in order to do the job herself. See 823n. (3) Have 
Medea perform some quick and surreptitious anointing during the 
handing over of the gifts to the children at 956-8 (956n.). There is 
insufficient time for this (and where would the poison suddenly come 
from?), and such an action would be totally uncharacteristic of Greek 
stage-technique. 

790 Tov6' a1taAAaaaw Aoyov 'I dismiss this topic' with an unusual 
use of this highly flexible verb; cf. LSJ s.v. A.1.3 (but 'bring to an end' 
is a slight over-translation). 

791 w1µ.w~a 'dramatic' aorist (LS 13), emotionally more con
trolled than letting out the cry oiµo1 (contrast 899): Lloyd (1999) 28. 

792 TouvTeu8ev: crasis, TO evTev6ev, adverbial acc., 'thereafter'. 

793 Taµ.: the enjambment perhaps adds emphasis to the posses
sive adj. (crasis, Ta eµa), and in any case the unusual punctuation of 
the line after the first syllable after carryover from the previous line 
suggests that the rhythm reflects some agitation in Medea. For the 
rarity of punctuation at this point in the trimeter, see Denniston 
(1936). Compare 612 (less striking because there is a comma at the 
end of 611) and the weaker pauses in 93, 508, 596. 

E~a1p~ana1 'will take them from my hands' or 'will rescue 
them'. 

794 60µ.ov TE navn auy:xfoa': the phrase recalls 487 TTCXVTO T
0 e~

eThov 66µov and points up the similarity of Medea's revenge upon 
Jason to the way she previously treated his enemy on his behalf. TE 
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Joms this clause to TEKva ... KaTaKTEvw, across the parenthetic as
severation. crvyxfocr' is fem. sing. nom. aor. act. participle of crvyxsw, 

'throw into confusion', hence 'obliterate'. 

795-6 <J>ovov I <J>e:uyouaa 'fleeing (the consequences of) the 
murder', similar to Supp. 148 aiµa crvyysvks q,svywv x6ov6s, 'fleeing 
his country in consequence of the pollution of kin-murder' and 
Soph. OT 355 TTOV TOVTO q,sv~meai 6oKsis; 'where do you imagine 
you will escape the consequences of this outrage?'; not the same as 
prosaic q,6vov 6iKl)V q,svys1v 'to be prosecuted for murder', 'to be 
tried on a charge of murder'. 

797 ou yap ye:),,iia8a1 "rAYJ-rov: on this motif of being laughed at 
by enemies, see 383n. 

[798-9) It is probably best to follow Leo (and Diggle) in bracket
ing this couplet as an interpolation. While the latter part of this 
couplet could apply to Medea, both the imperative hw and the 
question Ti µ01 ~f\v Ksp6os; are difficult to construe rhetorically. The 
implied subject of hw and its tone are unclear. This bare imperative 
may be defiant ('let it come', 'let it happen', 'so be it, I don't care') or 
dismissive and acquiescent ('let it go', 'never mind that'; what Dodds 
on Bacch. 363-5 calls 'the Greek for a shrug of the shoulders'). For 
the former see 819 below, Soph. Phil. 120; for the latter see 699 
above, Or. 793, Bacch. 365, Held. 455, Hipp. 1007. Here it is unclear 
whether the meaning is 'let it [ my killing of my children] happen 
anyway!' or 'Never mind [the horror of my planned deed]!' The 
question Ti µ01 ~f\v Ksp6os; is normal in contexts where despair leads 
to thoughts of suicide (or cessation of resistance to murderous ene
mies), but such despair is odd after the rejection of submission to 
enemies implied by 797, and it is hard to see how it fits into Medea's 
overall self-image of one who triumphs over her enemies. Here the 
meaning would apparently have to be 'with or without my children, 
what profit can I get in living?' If the lines are borrowed from else
where, that context presumably was one in which suicide was being 
argued for. 

[799) o:noa-rpo<J>~ xaxwv: if the lines are genuine, then in the 
context of this play, in which the audience has heard 31-5, 253-8, 
441-3, 502-3, 603-4, 645-9, it seems inevitable that following 'I 
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have neither fatherland nor home' these words will be heard in the 
sense 'refuge from my (pre-existing) woes', which again suits a con
text where suicide is contemplated, but not one in which a refuge has 
been provided by Aegeus. In another context cnrocnpoq>ri KaKwv 
might be 'means to turn aside (my impending) misfortune' (cf. Hipp. 
1036 aiTias cnrocnpoq>iiv, Prom. 769 Tfia6' o:1ToaTpo<1>ri TVXT)S). Kovacs 
adopts this sense in retaining the lines as genuine; Page prefers 'ref
uge from', but he too refers KaKwv to the misfortunes following upon 
the children's death. 

800 i;EAtµ.1tavov: A1µm:i:vw is an alternative present-stem forma
tion for AEiTiw (compare q>vyyavw and q>evyw and the standard for
mations µav6avw, Aaµ~avw, TIVv6avoµm, etc.), rare in classical Greek 
and rarer in Attic; on the extant evidence we cannot say whether it 
will have seemed colloquial or recherche. 

801 ffEAAYJvoc;: reversing the stereotype of the Greek as superior 
to the barbarian, Eur. allows Medea as foreigner to voice contempt 
for Jason as a Greek, as someone who should not have been trusted 
because he was from a different nation than she was, and perhaps 
also reflecting the notion of the clever and untrustworthy Greek 
(Aesch. Pers. 361-2 66).ov "EAAT)VOS 6:v6p6s, IT 1205 mc;Tov 'E).).o:s 
oT6ev ov6ev; cf. Hdt. 1.153, Cyrus' perception of the Greek agora as 
an institutional locus of perjury and deceit). See Hall (1989) 80, 122-
3 on the contrast between the cunning intelligence of Greeks and the 
slow-wittedness of non-Greeks; for the later stereotype of the tricky 
and unreliable Greek, see Polybius 6.56.13-15, Petrochilos (1974) 
4o-5. 

802 auv 8Ewl: see 625n. 

803-5 Medea's scheme answers neatly to Jason's emphasis on the 
blending of his projected two sets of children (563-7, 596-7). 

803 yap is postponed to the third position in the clause, for metri
cal convenience and to lend contrastive force to e~ eµov. For such 
postponement, see Denniston 96. 

lf>,f -to Aomov: adv. acc. or acc. of duration of time, 'in the 
future', 'hereafter' (also 1128, 1383). 
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805 vuµ.<f>YJ~ -rExvwaEL: either plain gen. of source, 'will father 
from his new bride', or e~ is understood from its parallel use in the 
previous limb of the o(n' ... ovTe pair (Diggle (1981) 23-4). 

805-6 )((l)(~V )((l)(W~ I 8avEiv: understand the participle ovcrav 
with KaKftv: 'being a wretch she must die wretchedly'; compare 1386 
below (spoken to Jason by Medea) KaT0avi'j1 KOKOS KOKWS. Both 
phrases are versions of a type of imprecation that draws strength 
from the juxtaposition of adj. and adv. from the same root: see LSJ 
s.v. KaK6s 0.2; Watson (1991) 35 n. 152; for occurrences in inscriptions 
and a defi-xio, see Strubbe (1997) nos. 31, 155; Voutiras (1998) 8. 

807 xo:a8Evij: Crasis, Kai acr0evi'j. 

808 8a-ripov -rportov 'of the opposite temper', that is, fierce and 
aggressive. 0aTepov is formed by crasis from TOV CXTEpov, cnepos 
being a byform of hepos that is seen in Attic only in crasis with the 
article (cnepos, cnepo1, 0aTepw1, 0cnepov, KTA.). 

809 ~apEiav ix8poi~ xal <f>£i..oLaLv Euµ.Evij: a vers10n of the fa
miliar Greek ethical principle that it is the virtue of a man to help his 
friends and harm his enemies: Archilochus 23.14-15 \Nest eiricrTaµoi 
TOI TOV q,1AEOVTa µEV q,1Aeiv, I TOV 6' ex0pov exeaipe1v TE Kai KaKo[crTO
µeiv?, Solon 13.5-6 West eiva1 6e yAVKVV w6e q,it.01s, ex0poicr1 6E 1TIK
p6v, I TOicrl µev ai6oiov, TOicrl 6e 6e1vov i6eiv, Theognis 869-72, etc. 
See Blundell (1989) eh. 2, Dover (1974) 180-1. 

810 EU><AEfo-ra-ro~ ~Lo~: another aspect of Medea's assimilation 
of masculine values is her positive attitude here toward fame: 
whereas she had earlier bristled at Jason's claim to have benefited 
her by making her famous throughout Greece, she now seems to 
prize fame in the same way that Jason himself does (542-4). 

812-13 voµ.oL~ ~po-rwv I !;vi..i..aµ.~avovaa 'offering my assistance 
to the laws of mankind', with a mild personification of 'laws'; for this 
sense of crvAAaµr,avw see LSJ s.v. VI.I and compare 946 ~vAAT)410µ01 
6e To06e cro1 Kayw 1TOVOV. 'The laws of mankind' is a concept whose 
content varies with the context and speaker, but refers especially to 
major cultural sanctions related to incest, kin-murder, treatment of 
suppliants, burial of the dead, and the like. See ()cl. 299 (suppliants), 
Supp. 378 (burial), fr. 346 (parents' love for their children). Thus, 
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Ta:6e probably refers entirely or predominantly to the killing of 
the children, as the follow-up in 816 and 818 suggests. The chorus 
does not object to the plot against the princess or the concept of re
venge in general (indeed, the right of revenge against the person who 
harms one first is sometimes called a 'law of mankind', e.g. in Dern. 
23.61). 

814 oux fonv aAAwc; 'it is not possible (for me to do/for events 
to happen) othenvise'. 

815 µ~ 1taaxouaav, we; Eyw, xaxwc;: for the acc. participle after 
ooi in the previous line, see 57-811. When a tragic character rejects 
the moderating advice of the chorus, the distance between the am
bitions, excesses, experiences, and responsibilities of the elite char
acter and the middling aspirations, caution, and relative safety of the 
humble collectivity is made clear. Compare Hipp. 722-4 (Phaedra); 
Aesch. Sept. 686-719 (Eteocles), Soph. Trach. 723-30 (Deianeira: esp. 
729-30 To1avT6: Ta:v AE~mv ovx o TOV KaKov I Kotvwv6s, a.AA' 001 µT)6ev 
EOT0 oiKOI (3apv). 

816 a1tcpµa: the sense 'offspring' (without defining gen. as in 669 
above) is characteristic of high-style poetry, e.g. (also of women's 
offspring) Aesch. Supp. 141, Soph. Trach. 204. 

818 6' ••• y': the addition of ye adds force to a lively rejoinder 
(Denniston 153). 

819 hw 'so be it', 'let it happen' (798-9n.). 
ouv fJ.£aWL AoyoL: (crasis, oi ev) 'the words in the interim', that is, 

from this moment to the moment when the planned action is com
plete. On unexpressed limits with ev µfowt see Mastronarde on Phoen. 
588-9. 

820 a:).).' da: 4orn. Medea turns to one of the silent attendants 
who entered by her side at 214 (and to whom she alluded in 774 eµwv 
Ttv' oiKeTc;w). For the argument that this faithful servant is not the 
nurse of the prologue, see lntrod. 3. 

821 ic; 1tav-ra ••• -ra ma-ra 'for all matters that require special 
trust', an extended meaning of moTOS not accounted for by LSJ. 

823 6£a1to-raLc;: poetic plural, referring to Medea alone (LS 33). 
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yuviJ ~• i:4>uc;: Medea's initial appeal to the chorus and the cho
rns' first stasimon have already demonstrated the assumption of the 

solidarity of women, and now Medea appeals to it explicitly in ad

dressing her servant. Compare lphigcncia's appeal to the chorus for 

their silence, IT 10G1 -'..,t yvvaiKES ecrµev, cp1t-.6cppov CXAA~AOIS yevos I 
O'Wl~EIV 'TE KOIVCX TTpcxyµa,' cxcrcpat-.EO''TO'Tat; the chorus-leader's statc

lllClll to Helen, /lel. 329 yvvaiKa yap 617 crvµTToveiv yvva1Ki XP~; fr. 

wB yvv17 yvvaIKI crvµµaxos TTE<!>VKE TTWS. 

823 Action: the attendant goes off city-side. Medea stands before 

the house, and the choral ode is addrt'ssed to her. Jason's first words 
on entry at BGG indicate that Mcdca is standing before the door as he 

approaches. Sec 7B911. on the problem of when or whether l\lcdca 
prepares the poisoned gifts. One may wonder whether it would have 
been possible for Meclca to go indoors for a very short time to pre

pare them: Wilamowitz, for instance, supplies in his translation stage 

directions for Mcdca to go in at this point and return from inside at 

84-5, in time to be addressed in the second pair of stanzas of the sta
simon. This certainly seems contrary to normal stage practice, and 

although it is possible for a chorus to address a character who is not 

present, a temporary absence during this stasimon consorts poorly 
with the persuasive intention of the song. It is better to assume that 

Eur. simply neglected this detail. 

824-65 TI1ird stasimon 

Again the chorus does not start its song with any obvious close con
nection to the final tense words of the scene just ended; instead it 

begins with an evocation of ideal beauty and calm. The Athenian 

choristers behind the choral masks arc praising their own city and its 
culture, but this is not an obvious case of patriotic flattery of the au

dience. To the chorus in its Corinthian character, Athens is evoked 

because of Aegcus' role in the previous scene, and the depiction of 
the special blessings enjoyed by Athens is reminiscent of the prayer 

for blessing that sometimes follows the reception or protection of a 

suppliant (Acsch. Supp. 625ff., Soph. OC GG8ff.; cf. Aesch. Eum. 91Gff.). 

On the one hand, the harmonious music and the moderate and safe 

influence of Aphrodite in support of sophia and virtue present a clear 
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alternative tfJ thr~ dillruptifJm in Corinth a musical tradition m re-
versal (415 30), excesllive Aphrodite (f,27-44), dangr:roull j(JJ,hia f2!:J4 
3'>5, 580-·3), and corrupted faith f410-14, 439 40, G59 ri:t;. On the 
other hand, there is the stark crmtra!lt between thill idr;alized purity 
and the murderer who will br'. welcomed intrJ it. J Ullt all A,:gr'.Ull ill thr; 
truer friend and ho\t whfJ i, alllo a dupr; of Medea'll llcheme, ll<J the 
glorious Athem of myth is expolled to irony by the collfJcation of a 
traditi<Jnal source of Athenian pride (thr; pr<>tectirm of pr:rsecuted 
suppliant!) with the disruptive pollution that will hr; carried therr; by 
~kdea. The chorm ill reluctant to bdievr; that Athr:m will receive 
h,:r or that she will in fact kill her sfJm, but the audi,:nce kn<>W11 the 
tradition that Aegeus did receive her and probably als<J storie11 in 
which the sons died in Corinth (ser'. Introd. 4). 

Afetre 
As in the previous stasimons, the rhythm <1f the first pair is dac
tylo-epitrite, and here the uy; of this mr:tre is not only stately (in 
contrast to the intensity of the questions and appr;a)s that follow in 
the second pair) but most directly reminiscent <>f iu use in the praise
poetry of Pindar. The second pair begim in similar rhythm but won 
~hifu to the aeolic measures (already prepared for in aeolic clausula 
834 = 845) that have alYJ appeared in the second half of earlier 
st.uimons. 

The period 11tructure of the first pair is hard to determine: there 
may be only two to four periods, with a long one 825-31 = 83f,-42 
(or more extensive), or, at the other extreme, each line could be a 
1eparate period (but the repeated lack of rhetorical pauv: at period
end is wmewhat unlikely). The v.cond pair ha., perhapll 11ix periods, 
with the longest at the start and then several short ones as the choru11 
em;sions (and aiJ.-_, ~fedea to envi.~ionJ the murder of the children. 
'fnere i1 epic correptirJn (P~f 7) in 862 ~6vov ov: for the correptirm 
coinciding with punctuation between thr. involved vowel, compare 
11,U. 768 EXEi' OVTTOiE, lie,. 449 cr,;,1~01,101; Tj. 

~- UV -U V - ~ - U - •' 

'EpexeeIB01 TO 1TOAOIOV OA~IOI 

TOV WAAIVO'OV ,., eni KTJ• IO'OV poois 

-.J---vv-vv-1 

Y.ai 6EC,v nai0E, IJOY.Op<,,v, iEp?S 
TOV Y.vnp1v yJ-fp~OVOIV crtvaaa1,1ivav 

824 /D/e 

835 
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u - - - u u - uu - I 

xwpas CXTTop6TjTOV T" OTTO, <pepf3oµevo1 

xwpas KOTOTTVEV0-01 µnpiovs aveµwv 

- u u - uu - - - u u - u u - I 

KAEIVOTO'.TOV o-o<piav, aiei 61a AaµTTpOTO'.TOV 
,i6vTTvoovs avpas· aiei 6' emf3at-.Aoµevav 

--u - - - u u - u u - - II' 

f3aivoVTES af3pwS ai6epos, ev6a TT06' ayvas 

xahmcnv evw611 po6ewv TTAOKOV av6ewv 
-uu-uu---u--111 

evvea TT1epi6as Movo-as t-.eyovo-1 

TOI LO<pia1 TTape6povs TTEµTTEIV ·EpwTaS, 

- - - u u - u - - Ill 

~av6av 'Apµoviav <pVTEV0-01' 
TTOVToias apETO'.S ~vvepyovs. 

O-uu-uu-1 

TTWS ovv iepwv TTOTaµwv 
TTo6ev 6pao-os t fi <ppevos fi 
-uu-u-1 

TJ TTOAIS TJ <plAWV 
xe1pi TEKVWV o-e6evt 

-u-u--1 

TToµmµos ere xwpa 
Kap6im TE ATJ4'T)I 

- - u u -u - - 111 

TCXV TTm60Ahe1pav e~e1, 
6e1vav TTpoo-6:yovo-a TOAµav; 

- - u u - u - - llb 

TCXV ovx oo-iav µn' aAAwv; 
TTWS 6' oµµaTa TTpoo-f3aAoiio-a 

--uu---111 

O-KE4'0l TEKEWV TT Aayav I 

TEKVOIS a6aKpvv µoipav 

826-7 -e-D 
(iambelegus) 
837-8 

828-9 D -D 
839-4o 

830-1 -e-D
(iambelegus 
extended) 
841-2 

832-3 D-e
(elegiambus) 

843-4 

834 hipponactean 

845 

847 dodrans 

857 

848 ithyphallic 
858 

849 hagesichorean 

859 

850 hagesichorean 
860 

851 telesillean 
861 
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- - u u- u - - II' 

OKE\J/01 <povov oTov aiprp. 
crxiicrEIS q,6vov; ov 6vvcxcrri1 
--uu-u--111 

µ,;, 1Tpos yovaTWV OE 1TCXVTOI 
1Tai6wv iKETO:V 1TITVOVTWV 

-- uu-u-1 

1TCXVTWS iKETEVOµEv, 
TEY~OI xepa <po1viav 
- u u - - Ill 
TEKVO <poVEVOfllS. 
TACXµov1 8vµw1. 

307 

852 hagesichorean 
862 

853 hagesichorean 
863 

854 telesillean 
864 

855 adonean 
865 

824-30 form a long nominal sentence (LS 30), with a series of pre
dicate terms attached to subject 'EpEX8Ei601: adj. o;\!3101, noun 1Tai6ES, 
cx1T6-phrase, two participles. Such a structure is typical of high-style 
lyric poetry, and perhaps the form here implies the timeless truth or 
the intrinsic quality of this characterization of the Athenians. 

824 'Ep€x8€i6a1 'sons of Erechtheus' is a poetic synonym for 
'Athenians' in Pindar, Eur., Sophocles, and later poets (and the sin
gular in a generic sense is used in mock oracles in Ar. Knights w,5 and 
1030); it is honorific because it alludes to the autochthony on which 
the Athenians prided themselves (825n.). In most passages the four
syllable form is guaranteed by metre, but the five-syllable form (with 
diaeresis of El) seems secure here and in Ion 1056. 

To na'.Aa1ov: adverbial acc., equivalent to ,rcx;\01, 'from of old'. 

825 8€wv nai6€c; µaxapwv: the Athenians claimed to be auto
chthonous (and thus superior to other Greeks, who had experienced 
migrations), and so they are in general children of the Earth (a god
dess). l\foreover, the titular founder of their line Erechtheus was, 
through conflation with Erichthonius, considered the son of He
phaestus and Earth, and in some sense even the child of Athena, since 
Hephaestus' seed was spilled in an unsuccessful assault on Athena 
and she took an interest in the baby. See Loraux (1993) eh. 1. 

825-6 l€pac; I ... a1top8~To\J: Attica is sacred because of the 
tutelage of Athena, while 'unconquered' alludes to the claim that 
unlike almost all other Greek communities the Athenians were never 
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forced by invaders to abandon their original homeland or accept the 
domination of immigrant groups (Thuc. 1.2.1, 1.2.5). 

827-8 <J>€pf3oµ€vol I ><AuvoTaTav ao<J>tav 'feeding themselves on 
most glorious knowledge', with uoq,iav as a bold internal acc. giving 
the content of the nourishment (LS 12.a). Attic sophia includes the 
crafts sponsored by the patron gods Hephaestus and Athena (build
ing, metalworking, sculpture, painting, weaving, seamanship) and 
poetry (the epic recitations established by the Peisistratids, the dra
matic festivals and dithyrambic contests of the democracy) and all 
the other intellectual pursuits that had gathered themselves by 
preference in Athens by the last third of the fifth century. The en
comium is thus anachronistic, or rather timeless, and properly com
parable to the praise of Athens in Thucydides' Periclean Funeral 
Oration. 

829-30 6l<x )..aµ1tpoTcxTou I ... atOipo; 'stepping with grace and 
luxury through the bright pure air', alluding to the notion that Attica 
has a wonderfully balanced and moderate climate, which was be
lieved by earlier and contemporary philosophers and physicians to 
have the best possible effect on the health, vigour, and intelligence of 
the inhabitants. (The climate of modern Athens is not the same, 
partly perhaps because of climate shifts since antiquity and mainly 
because of modern urbanization, industrialization, and petroleum
powered transport.) For belief in the benefits of a moderate climate, 
see Hippocrates, Airs, Waters, and Places 5; for praise of the climate of 
Athens see Eur. fr. 971.3-4 ovpavov VTTEP yf}s exoµev EV KEKpaµevov, I 
iv' otn' &yav TTvp ovTe xeiµa uvµTTiTVet, Plato, Tim. 24c 'so then, hav
ing at that time organized you [Athenians] in all this organization 
and arrangement, the goddess settled you on earth before other 
people, having selected the place in which you have been born, not
ing the temperateness (evKpauia) of the seasons in it and recognizing 
that this climate would bring forth men of supreme wisdom (q,po
v1µc,ncnovs)'. Further exx. of such praise are collected in Kienzle 
(1936) 14-18, 27-8. 

830 cxf3pw; here perhaps combines an active sense ('gracefully') 
with a passive one ('with an experience of luxury', the sensuous feel 
of living in such an ideal atmosphere). Words from the stem cx~p-
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traditionally had a positive connotation in the usage of the elite and 
in the high-style poetry they cultivated, but a negative connotation in 
the discourse of those devoted to egalitarian civic values (see Kurke 
(1992)). Eur. here is clearly drawing on the positive connotations, 
assimilating the whole populace of Attica to an elite dear to, and 
almost living like, the gods. Compare Pericles' confidence in defend
ing the <j>1AoKaAia of the Athenians (Thuc. 2-40.1 <j>1AoKaAoOµev ,e 
yap µe-r' EV"TEAeias Kai <j>IAOcro<j>oOµev CXVEV µaAaKias). 

832-4 Mouaa; • •I• 'Apµoviav <f>u"teuaaL: syntactically there is no 
way to tell which noun is subject and which object of 'begat, cre
ated'; but the genealogy of the Muses as daughters of Mnemosyne is 
so well known that Harmonia as subject seems unlikely, and with the 
l\Iuses as subject we have a more pointed claim: not simply a genea
logical fact, but an assertion that all artistic excellences come to
gether perfectly in Athens. (For the opposite view, see Most (1999) 20 
n. 1, who points to the epithet ~av8av and makes a stricter distinc
tion between concept and personification than seems appropriate for 
Greek lyric.) The Muses also feature in the praise of Athens in Soph. 
OC 691-2. Although Harmonia here verges on being a personifica
tion of an abstraction, Eur. is also relying on the mythological asso
ciations of Harmonia, daughter of Aphrodite and one of her atten
dants (Hom. Hymn Apollo 194-6, Aesch. Supp. 1041; LIMCs.v. Harmonia, 
nos. 12-15, vase-paintings from the late fifth century showing Har
monia in attendance upon Aphrodite along with Peitho, Eros, and 
similar figures). 

835 KTJ<f>Laou: praised also in Soph. OC 685-91, this is the major 
stream watering the plain west of Athens; it arises on Mt Parnes, is 
joined by tributaries from several directions, and empties into the 
Bay of Phaleron. 

836 Ku1tpLv: Aphrodite likewise is mentioned as favouring Colo
nus and Attica in Soph. OC 692-3. 

><A~ll;ouaLv: almost a synonym of Aeyovcrt, but this verb implies 
a sense of pride in the statement and the glory that results from the 
claim. 

o:<J>uaaaµivav 'drawing water', 'filling her pail'; 'from the 
Kephisos' is understood with this from the locative phrase in the 



310 COl\fMENTARY 

preceding verse (variants in some manuscripts show a mistaken effort 
to make the source more explicit). 

838-40 xwpac; ><aTa7tV€Uaal µ.np1ouc; • •I• aupac; 'wafts down 
over the land moderate sweet-smelling breaths of wind'; gen. xwpas 

goes with the KaTa- of the compound (Smyth §1384) and is Reiske's 
emendation of xwpav, which would require a double acc. construc
tion (external object and acc. of content) unparalleled for this verb. 
The form µETpiovs adopted here is based on the ending surviving in a 
papyrus (for treatment of a three-ending adj. as of only two endings 
in tragedy, see LS 5.d), although it could be due to assimilation to the 
ending of ,i6vrrv6ovs or to the presence of a noun other than avpas 

in the gap in the papyrus (the MSS' avpas involves an unusual re
sponsion, contraction of biceps in the D element corresponding to 
Ki\e1voTaTav cro<j>iav). 

840-2 im{3aAAoµ.ivav I xa1-raia1v 'putting upon her own hair' or 
'dressing her hair with' (Kovacs): for this sense of the middle, LSJ s.v. 
III.2. 

844 napi6pouc; • • • vEpw-rac;: the image suggests Sophia en
throned, with the Erotes seated beside her as powerful assistants; 
compare Soph. oc 1382 t.iKT) ~vve6pos lT)VOS apxa101s v6µ01s (Ant. 
796-9 describe Eros/Himeros as TWV µeyai\wv nape6pos EV apxais 

6ecrµwv, but the phrase is probably corrupt: see Griffith). 

845 nav-ro1ac; apniic; !;uv€pyouc; 'helpers in the creation of all 
manner of excellent achievement'; this positive assessment of Eros is 
in strong contrast to the image in the previous stasimon (627-9, ex
cessive Eros hinders good repute and excellence). 

846-8 l€pwv 7tOTaµ.wv I ~ 7t0Alc; ~ cp1AWV I 1toµ.mµ.oc; xwpa: 

the first fi is postponed by a licence of poetry (LS 35), and the sense is 
'either a city of sacred rivers or a land that gives escort to friends'. 
The first alternative refers back to the previous stanza; the gen. is one 
of description (see Diggle (1994) 418-19). The second alternative al
ludes to the notion of Athens as protector of deserving suppliants 
and solver of their problems. In the two most famous cases of which 
the Athenians constantly boasted in their epideictic oratory, the Ar
gives who died in the attack of the Seven on Thebes are granted their 
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burial after supplication of the mourners in Athens (Eur. Supp.), and 
the children of Heracles, persecuted by Eurystheus, can go on their 
way safely and with their goals met because of the help given by the 
Athenians (Held.). There may also be an allusion to the incident 
referred to by Aeschylus in Eum. 9-14: Apollo came from Delos to 
Athens, and the Athenians built a road and pacified the wild coun
tryside to escort the god to his new home in Delphi - Apollo too is 
their q,iAos. Kovacs emends to eewv ;roµmµos in order to make the 
allusion to religious purity clearer. 

849 -rav 1tal601,.hupav: the appositive is like an anticipated 
quotation of what people will say of Medea (so Jason hurls ;r0180Ae

Top at her in 1393). The fem. agent-noun may be a coinage of Eur. 
for this passage (imitated in Anth. Pal. 4.138, of Medea, and by Non
nus, Di,onys. 48. 748, of Procne). 

850 µE-r' riAAwv: this problematic phrase, if sound, is most likely 
to mean 'in the company of others (not similarly polluted)' (Bothe's 
interpretation); some take it more closely with e~e1 and translate 
'among its other inhabitants'; and Most (1999) provides a detailed 
discussion of various approaches to the problem and argues (im
probably) for 'along with the other suppliants (that Athens is famous 
for protecting)'. Diggle accepts the attractive emendation µhavAov, 

which would here be an ad hoe poetic synonym of µho1Kos, 'resident 
alien' (cf. ~vvavAos, 'dwelling with' in Soph. OT 1126, Ajax 611). Ko
vacs accepts Jacobs' µET' acrTwv, but this is not so likely as the origin 
of transmitted µET' aAAc.uv. 

852 cpovov ... aipYjl: aipTJl is a reinterpretation of MSS's aipft1 (a 
common confusion), and q,6vov aipecr6a1 (apparently unique) is prob
ably based on the more common TioAeµov (veiKos) aipecr6a1 (LSJ s.v. 
aeipw 1v.4), 'stir up, set in motion, undertake war', but one cannot 
rule out 'take upon yourself' (LSJ s.v. 1v.5), as with axeos in Or. 1-3 
or ;rev6os in Soph. OT 1225. 

853-4 miv,al I miv-rw;: TIO'.VTOI is adverb TIO'.VTT]I with Doric 
vowel; the nearly synonymous adverbs, 'in every way entirely', make 
a very strong expression, found about a dozen times in Plato and 
Aristotle and once in Parmenides. The MSS have TIO'.VTES TIO'.VTWS and 
corruptions thereof. 
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856-9 The passage is corrupt and not convincingly cured by any 
suggested emendations. Assuming that the first ii is postponed and 
the corruption lies in TEKvwv (e.g. µfoos Kovacs), we may guess that 
the sense was approximately '\\ 1hence will you acquire the daring of 
mind or the force for your hand or heart, executing a deed of dreadful 
daring?' Or, if the corruption is rather in ii <j>pEvos ii, one might 
consider Eis oAE6pov, yielding 'Whence will you acquire for your hand 
and heart the daring for the destruction of your children, applying 
dreadful boldness (to the act)?' There is a thorough review of past 
interpretations in Most (1999), whose own defence of the transmitted 
text does not convince. 

861-2 ci6axpuv µoipav axYJaw; q>ovou: from the context it is 
clear that this must mean something like 'how will you fail to weep at 
the prospect of murdering them?' and that the rhetorical question 
leads smoothly to the denial ov 6vv6:crri1, but it is not clear exactly 
how to construe the individual words of this phrase. Kovacs renders 
'how will you behold their fate with tearless eyes?'. This is perhaps 
the most likely view: µoipa is then that of the children, and µoipa 
<j>6vov is almost a periphrasis for <j>6vos, as Elmsley proposed, with the 
not quite satisfactory parallel of 987 µoipav 6av6:Tov; Page cites El. 
1290, but that passage actually supports the next choice. Meridier's 
version gives (in English) 'how will you take on without tears the lot 
of a murderer?' (µoipa is that of Medea); Wecklein's gives 'how will 
you have a tearless participation in murder (participate tearlessly in 
murder)?'; and other less probable explications have been offered. 

866-975 Fourth episode 

As she had manipulated Creon and Aegeus, now Medea manipulates 
Jason. Her meeting with him is an apparent reversal of that in the 
second episode. Adopting the stance of the weak, irrational female 
(for this strategy, compare Clytemnestra's deception of Agamemnon 
in Aesch. Ag.), she now echoes Jason's own positions and appeals to 
his vanity and sense of superiority to entrap him. She admits to, criti
cizes, and apologizes for her anger: 870 6py6:s, 878-9 ovK cmaA
Aax6iicroµai 6vµov;, 883 µ6:TTJV 6vµovµivri, answering to Jason's 447 
TpaxEiav 6pyriv ws 6:µiixavov KOKov, 615 6pyfis. She refers to Jason's 
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good sense and planning: 874 Toicn l3ovi\evovow ei'.i, 884 crwq,poveiv TE 
µ01 OOKeis, answering Jason's 548-9 croq,os ... crwq,pwv, 567 µwv 
l3el3ovi\evµa1 KaKws; She condemns her own folly: 873 µaivoµm, 882 
6:!3ovi\iav, 885 o:q,pwv, 891 vrpriwv, 892 KOKWS q,poveiv, answering 
Jason's 457 µwpias, 600 ws •.. croq>wTEpa q,avi'Jl, 614 µwpaveis. She 
claims now to be changed and as prudent as Jason: 886 µeTEivm 
TWVOE TWV l3ovi\evµcnwv, 893 o:µe1vov vOv l3el3ovi\evµ01 TO:OE. Jason 
swallows the bait entirely and replies with patronizing language 
about the expected behaviour of women and praises Medea for now 
acting like a 'sensible woman' (908-13). The silent children are 
brought forth again in this scene, and the secondary meanings of 
Medea's words and the momentary breakdown of her fac;ade that 
result from their presence give a foretaste of the internal struggle to 
come in the next episode. Jason's hopes and prayers for his children 
create a stark contrast between his ignorance of the impending di
saster and the knowledge of Medea, the chorus, and the audience. 
The fatal gifts form a significant prop in the scene, and Eur. teases 
the audience for a moment with the possibility that Medea's plot 
might be forestalled by Jason's objection to the offering of gifts, but 
this is of course soon overcome. 

866 Action: Jason enters, accompanied at minimum by the servant 
who was sent in the previous scene to fetch him and who now returns 
to l\ledea's side. See Introd. 3 for the unsolved problem of whether 
Jason has his own attendants in this scene. 

866 ~><w xd.wa8et;: Jason begins abruptly, postponing the 
brusque vocative yvvm to the end of his short speech, while l\fedea 
here feigns a polite approach, beginning with the vocative :Jason' in 
869. 

867 -rav: CraSiS, TOI O:V. 
-rou6i y' gets its sense from the whole previous sentence: 'my 

coming at your request'. 

871 vwLv ... une1pyaa-raL: vw1v is first person dual pronoun (LS 
6.d), here dat. of agent or dat. of interest. v1reipyacrTa1 is third sing. 
perfect mid.-pass. of v1repy6:~oµa1, 'many acts of affection have been 
done by us as preparation (for reasonable behaviour between us 
now)' (both for this passage and for Hipp. 504 LSJ s.v. vmpy6:~oµm 
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wrongly creates separate rubrics; both are metaphorical applications 
of the normal sense of the verb, 'work to prepare (for planting)'). 

872 Eµcxu·djl 6lCX )..oywv a<l>l><OµJJV 'I had a conversation with 
myself'; 616: + abstract noun of emotion or activity+ verb of motion 
is a favourite idiom of the tragedians as a periphrasis for the simple 
verb cognate with the noun (cf. I081-2). For the variations and 
meaning of such idioms, see Barrett on Hipp. 542-4. 

873 ><<XAOl60pJJaCX: crasis, Kai EA0166p11aa. 

876 'ta auµ<l>opw'tcx'tcx: Medea now pretends to accede to Jason's 
evaluation of her own advantage: cf. Jason's claim that his actions 
show him to have been µeyas ci>iAos to Medea and their sons, 549-50; 
also 572-3 Ta AWlaTa Kai KO:AAlaTa, 601-2 Ta XPT)O-To: and EVTV
xovaa. 

877 'tupcxvvov: here fem., of the princess, as also m 957, I066, 
1125, 1356. 

877-8 xcxalyv~'tou; - I•. <t>u't€uwv: cf. 563-7, 596-7. 

879 'tt mxaxw 'what's wrong with me?'; compare 1049 and Ion 
1385 KaiT01 Ti ,raaxw; this is a self-directed version of the more 
common colloquial Ti 1ro:axe1s; = 'what is the matter with you?' 
(Stevens (1976) 41). 

6€wv nopl~Ov'twv xcxAw;: Medea pretends to accept that what is 
happening is actually good fortune, as Jason claimed (evTvxovaa). 
The verb is used absolutely: 'when the gods are providing hand
somely'. 

880 oux goes with oT6a as well as with eiai, as the position of µev 
shows: 'is it not the case that I have children and I know ... '. 

882 EVVOJJ6€ia' is to be preferred to the variant evvo11aaa' because 
Eur. seems to favour treating this verb as deponent and because the 
familiarity of the active in other authors and in prose was likely to 
lead to the substitution of that form. 

886 ~l xpjjv 'who ought to have .. .'; imperfect of unfulfilled ob
ligation (573n.). 
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1tapEa,ci.val AEXEL: from a jealous rival, .Medea transforms her
self in this imagined scene into a virtual member of the bridal party, 
or servant of the groom's house. Sources say that the bride entered 
the marital bedchamber alone, leaving the vvµ<j>el'.np1a at the door: 
Erdmann (1934) 258-9; but some paintings show women at an earlier 
moment adorning the bed in preparation for the couple: Oakley and 
Sinos (1993) 35; Verilhac and Vial (1998) 324-5. 

888 vuµcf>Y)V u ><Y)6Euouaav ~6Ea6al a€6Ev: in the final exagger
ation of Medea's pretended attitude of compliance, she will not only 
attend the bride but enjoy it: 'to take delight in caring for your bride' 
(KT)6evovaav governs vvµ<j>riv and agrees with understood µe, subject 
of the inf.; for the shift of case from rj1 see 57-811.). Verrall's emen
dation vvµ<j>T]l gives a much weaker climax ('take delight in contract
ing a tie with your bride'). 

889 Eaµh olov EaµEv: for this type of reticent euphemism, 
sometimes deprecatory, sometimes resigned in tone, refusing to go 
into specifics, compare 1011 i\yye1i\a5 oT' i\yye1i\a5, Tro. 630 oi\wi\ev 
ws oi\wi\ev, El. 289 EKVpaev ws EKVpaev, Soph. OT 1376 ~i\aaTova' 
cmws e~i\aaTe (further exx. in Denniston on El. 1141; see also Fehling 
(1969) 293 and Johnstone (1980)). 

oux Epw xaxov: parenthetic, 'I won't (go so far as to) say a 
bane', alluding to the Hesiodic discourse of woman as a necessary 
evil (Theog. 603-12) and Jason's wish for a world free of the bane of 
women (573-5). 

890 xpiJ: this variant is more tactful than xpfiv and thus more 
suited to l\ledea's rhetoric here. xpfiv and XP~ are constantly con
fused in the MSS, and the corruption may occur in either direction. 
The imperfect would imply 'ought not to do X, as you are now 
doing' (573n.), and Medea would then be suggesting that Jason has 
been behaving on the same level as she herself, an honesty that is less 
in tune with her pretence here. 

xaxot;: generalizing masc. pl., 'people who are bad (like us 
women)'; some take it as neuter, giving the sense 'make yourself 
similar (to me) in faults'. Stadtmiiller replaces KaKois with <j>va1v in 
imitation of the closely similar passage in Andromache's speech to 
l\lenclaus in Andr. 352-4 ov XPTJ '-rri µ1Kpoi5 µeyai\a -rropavve1v KOKO: I 
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ov6', Ei yvvaiKES EO-µEV O:Tf)pOV KOKOV, I av6pas yvvai~iv E~oµo1ovo-601 
cpvo-1v (Ka:~0µ01ovo-601 cpvo-1v also in Soph . • -lj. 549). 

891 avnTELVElv v~m avTl VTJ1tLwv 'respond contentiously with 
foolish words in return for foolish words'; the Yerb inYoh-es a normal 
sense of TEive1v, 'stretch tightly, make forceful', and v,ima is object. 
(LSJ misleads.) 

892 1tapLEµEcr6a: middle of napi17µ1, in the sense 'I ask for par
don' (LSJ s.\". Y-1.2; Soph. OC 1666 ovK av napeiµ17v). Ko\·acs trans
lates 'I gi\"e in', but the sense of 'yielding' requires an e:x-plicit object 
(cf. LSJ S.\". IY.1). 

cppovEiv: indirect form of imperfect ecpp6vovv, as the ad\·erb 
TOTE makes clear. 

894 Action: ~fedea turns to the door and calls inside, and it is 
hard to guess how soon the children are actually \-isible: there could 
be a pause after 894 and they may emerge during 895; although 
~Iedea's words are meant as much for Jason as for the children, the 
emphasis in µEB' ,iµwv and µ17Tpos µha fits better if they are already 
present. But it might be possible to play the scene \,-ith the boys 
emerging as late as 898 in time for the command in 899. Although he 
is not referred to here in the text, the tutor seen in the parodos must 
come out \,-ith the boys and accompany them to the palace \\-ith Ja
son, for he returns \,-ith them at 1002. (That the companion is the 
tutor is an inference from his being male - 1009 6:yyeAAwv - and from 
the command ~fedea gi\"es him in 1020, nmo-i n6po-vv' oia XPTJ Ka6' 
,iµepav.) 

894 6Evpo is Elmsley's emendation of transmitted 6evTE, which is 
othen,-ise absent from tragedy (an epic word, also in Sappho and 
Pindar and Aeschylean sat)T-play, and then common in late Greek, 
including J\ T - hence perhaps too colloquial for tragedy). 

896-7 6laHax8TJ8' .1 .. EX8pac; EC, q>lAOIJC,! the gen. exepas ex
presses separation, 'be reconciled, make your peace, abandoning 
the former enmit)· toward a dear one'; ES ~iAovs (generalizing pl. for 
Jason) goes with ex_6pas. 

898 µE6EaTTJXEv: perfect of µe6io-T17µ1, intransiti\·e, 'has changed 
its stance' (911), and so 'has departed' (here and 1295). 
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899 Aa(3Ecr8E xupo; 6E!;La;: the hand they are to grasp is Jason's, 
and this is of course a gesture of bonding and good faith, the same 
gesture that was exchanged ...,;th ~ledea in the past and ,;olated by 
Jason's betrayal (see lntrod. 2(d)). This reminder causes ~ledea's 
emotional outburst, threatening to break the illusion of her perfor
mance for Jason, but through ambiguous language she covers up the 
slip. 

899-900 xcucwv I ... ~wv xExpuµ.µ.ivwv: for ~ledea, the refer
ence is forward, to the concealed evils she intends; for Jason, the 
reference must be to the past, to the unexpected sufferings that come 
upon humans like ~ledea and Jason because the course of human 
fortunes is concealed by the gods. 

903 ap·d6axpu;: for the non-temporal sense of 6:pT1- in this 
compound ('close to tears', 'ready to weep easily'), compare 6:pTi
KOAAOS, 'close-glued', 'close-fitted', and 6:pT1rniJs, 'ready of speech'. 

q>o(3ou 1tAEa: the same phrase was used in 263, in a striking 
concluding generalization in ~ledea's first speech. If the repetition is 
noticed, there is an interesting shift of meaning, from fear of facing 
,;olence and danger to fear of the consequences of her m,n ,;olence 
against her children. 

904 xpovw l 'after a time'' 'at long last'. 
vEixo; 1ta~po; 'my dispute ...,;th your father'; the gen. is objec

tive. 

905 6axpuwv: gen. pl. of 6cn<pv /6cn<pvov, since the upsilon must 
be short (participle 6CIJ<pvwv has long upsilon: Or. 950). 

906 xciµ.oL: crasis, Kai eµoi. 

x).wpov ••• 6cixpu: in the uses of XAwpos that do not clearly 
imply colour, the sense is usually 'fresh', that is 'moist' instead of 
'dry' (see Im;n (197+) eh. 2, esp. 52-6); but it cannot be excluded that 
there is also a ,;sual suggestion, either of 'glistening' surface or the 
swelling shape of droplets (cf. Pindar, Xmz. 8.40 XAwpais Hpaa1s and 
Soph. Trach. 847-8 6:61vwv XAwpav ... 6CIJ<pvwv o:xvav). 

!07 µ.~ 1tpol3aLJJ µ.Ei~ov ij ~o vuv xaxov 'may the trouble not 
proceed (and become) greater than the current one', if µei~ov is 
taken as predicate adj. ...,;th KCIJ<Ov as subject (another KCIJ<OV is 
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supplied with To vvv, or the phrase could be adverbial like Ta vvv). 
The meaning is essentially the same if, alternatively, one takes µeit;;ov 
as adverbial (or internal acc.) with the verb, 'proceed farther' (if so, 
TTpol3aive1v µeit;;ov is an unusual phrase and perhaps carries a more 
vivid image, 'take a greater stride forward', as in Hippocrates, De 
articulis 60). Without betraying the plot to Jason, the chorus hopes 
Medea's plot will not be carried out. 

908 Ta6' ... €xdva 'your present attitude ... the way you reacted 
before'. 

909 opyac; ••• 7t0l€'ia8al: periphrasis for 6pyit;;ecr6a1, In a com
mon use of the middle of TT01ew (LSJ s. v. A.11.5). 

910 yaµouc; nap€µnoiwvToc; ctAAOLouc; t noa€lt 'when a husband 
smuggles in (to the household) another marriage/sexual liaison'; 
probably only the last word is corrupt, and the line was originally a 
gen. absolute with its subject substantive unexpressed (for this con
struction see refs. given by Mastronarde on Phoen. 70). Not under
standing the construction, someone changed the last word to eµov 
(the scholiast ascribes this reading to actors, but such ascriptions are 
not necessarily to be trusted); and in the medieval tradition a gloss 
specifying the husband has ousted the original final word and been 
adjusted to the dat. TT6cre1. For the lost word Diggle's suggestion 
66µ01s is attractive. 

nap€µnoiwvToc; 'trafficking improperly', hence, 'smuggling in'. 
eµTToAaw itself can have a negative connotation in aristocratic dis
course, and the TTapa-prefix makes a pejorative sense utterly clear: 
here Jason uses language from the point of view (or 'focalization') of 
the angry woman. The compound is otherwise attested only in corn. 
adesp. 771 K-A, of one who has falsely claimed citizenship. One can 
avoid the momentary shift of focalization and seek a different cure to 
the corruption by adopting yaµov ... ar.r.oiov TT0O"El from the MS V (a 
reading which could, however, be a mere accident) and assuming that 
a different verb originally stood here: so Kovacs, mentioning TTap
eµmcr6VToS (probably too prosaic and bookish a verb for tragedy). 

ctAAOLouc;: although used by Homer and Pindar, this adj. is not 
found elsewhere in extant tragedy; here it seems little more than a 
metrical alternative to &r.r.ovs. 
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911 AWLOv: an archaic synomyrn for &µe1vov/~e?\T1ov (127n.). For 
µE6EO"TflKEV see 898n. 

912 a.AAa TWL xpovwL: aAAa may here be translated 'at least' or 
'at last', as if there is an ellipsis of 'not at first' or 'not previously'. 
See Denniston 13; LSJ s.v. aAAa 1.2.b. 

913 yuvc:tLXO',j epycx Tc:tihcx aw<J>povoi;: it is naturally the view of 
patriarchal males that prudence in a woman consists in meekly fol
lowing the lead of a supervising male, but one also finds such senti
ments put in the mouth of female characters (e.g. Andromache in 
Andr. 213-14 XPT\ yap yvvaiKa, KCXV KOKWI TIOO"EI 606fj1, I O"TEPYEIV 
&µ1/\Aav T' ovK exe1v <ppov~µaToc;). 

914 oux a.<J>povTL<JTwi;: Jason returns to his claims of intelligent 
planning (548-50, 567). 

915 no)..)..~v e8YJ><E auv 8eoti; awTYJpLcxv 'has created for you, with 
the favour of the gods, a high degree of security', spoken with terri
ble dramatic irony both in regard to the future safety of the children 
and in regard to the assumption of divine favour (which Medea 
seems to have preempted, 625, 802); see also 919. Note the poetic use 
of TieflµI in the sense 'make, create' (LS 31). 

917 TCl npwT 'the leading citizens', 'the primary powers', 'of the 
first rank' (LSJ s.v. irp6Tepos B.11.3). Most similar is Ar. Frogs 425 (the 
politician Archedemus) KCXO"TIV TO: ,rpwTa Tfj<; EKEi µoxeripiac;. 

918 el;epya~ETCXL: probably a confident 'dynamic' or almost 'pro
phetic' use of the present tense (rather than a conative one). 

920-1 TEAO',j I µ.oAovTcxi;: acc. without preposition with the verb 
of motion (LS 12.b). 

921 ex8pwv TWV eµ.wv U7tEpTepou;: the assumption that one's 
friendships and especially one's enmities will be carried on into the 
next generation is present in many heroic myths (e.g. the house of 
Atreus; Jason's own avenging of his father), but seems also to have 
been a fact of !if e in the competitive environment of Athenian families 
(esp. elite families). See Dover (1974) 182; Hunter (1997) 128-9. For 
superiority over one's enemies as essential to aristocratic success and 
reputation see 809n. 



320 COMMENTARY 

922 Action: the actor playing Medea perhaps showed some reac
tion as early as crwTT)piav in 915, but to the accumulation of futile 
hopes in h,, av~6:vecr6e, evTpaq,eis, fil3TJS TEAOS Medea responds with a 
strong miming of a breakdown into tears, using the conventional 
gesture of turning the mask away to portray distress (923). Real tears 
are impossible with a mask (and would have been unseen in any case 
by most of the audience because of the size of the theatre), so they 
are made real for the audience in the words of Jason's question. 

aU'tYJ: a brusque address, 'you there!', indicating Jason's sur
prise that Medea has become self-absorbed and stopped paying at
tention to him and the children. For this quasi-vocative use, see LSJ 
s.v. ovToS c.1.5; Stevens (1976) 37. 

XAWpo'i"; 6cixpuoL;: 906n. 

923 a'tpe~aaa ••• ncipYJt6ci: the turning of one's body or espe
cially of one's head is a typical sign of withdrawal from, or refusal of, 
contact with someone else in one's presence: for this motif see 30 
crTpE4'0C10 TIO:AAEVKOV 6epT)V, 1148 AEVKTJV T' O:TIEC1TPEI¥ eµTIOAIV na
pT)t6a, u51-2 ov µ11 ... n6:;>,.1v crTpE4'EtS Kapa, Hee. 343-4 np6crwnov 
eµTIOAIV crTpE<pOVT<X, IT 801 µT) µ' O:TIOC1Tpe4>ov, Hel. 78, Or. 720, Soph. 
OT728, OC 1272. 

924 xoux: crasis, Kai ovK. 

925-31 When Jason asks why Medea is still visibly upset, her initial 
answer in 925 is not a full answer, but an evasion (see next n.). Jason 
replies to this in 926 with blithe confidence. Medea's double assur
ance in 927 may well be accompanied by a struggle to comply and 
some continued weeping during 927-8. This struggle to stop weeping 
prompts Jason's renewed question and the emphasis of ;>,.iav in 929, 
and then Medea gives a fuller answer in 930-1. Some critics (Dyson J 
(1988); Kovacs) have accepted Ladewig's transposition of 929-31 to a I 
position between 925 and 926 in the belief that the sequence of dia
logue is smoother or more logical. They feel that Jason's renewed 
question about the reason for Medea's tears is odd after she has al
ready answered that she will heed his advice to 'take heart'. Although 
at first sight the changed order seems attractive, the repetition of 
Toicr6' ... TEKvo1s in a line immediately after TEKvwv Twv6' is (pace 
Dyson) unnatural idiom (TeKvo1s should not be there: compare 926 
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after 925 for the normal usage), and the renewal of the question is 
not objectionable if the lines are played as just described. 

925 ou6Ev 'it is nothing', implying 'don't be concerned'; an at
tempt to defuse Jason's curiosity before she actually offers a vague 
answer in the participial phrase that follows. 

926 'twv6' Eyw 8~aw nEpL 'I will arrange things well concerning 
these (boys).' There is variation in the MSS, but the sense of the 
line is not in doubt. The reading printed here gives welcome em
phasis to eyw, the accidental loss of which could account for the 
other readings. The idiom 'arrange well' may feature ev or KaAws 
and the active or middle of Ti6rw1, so these criteria give no help for 
choosing between the different readings: Diggle (1994) 262-5. It is, 
however, untypical (but not difficult to understand) that no object is 
expressed. 

927 6paaw "ta6': a formula of consent or agreement, 'I will do as 
you suggest.' Cf. 184, 267, 1019. 

ou"t"OL ••• ama't~aw: Medea continues to emphasize her new 
submission to Jason's guidance, but the emphasis of repetition and 

the use of the future may also reflect a struggle to stop crying (925-
3 m.). 

928 yuv~ 6t: 8ijAu ><anl 6a><puoL~ E<pU 'but a woman is a soft, weak 
thing and is naturally prone to tears.' 6fi11vs is from a root meaning 
'suckle' and shares many of the denotations and connotations of yvvii; 
compounds of 6T]AV-are often synonyms of compounds of yvvatK
(6TJAV~pwv /yvvatK6~pwv, 6T)Avµavew/yvva1Koµavew). The adj. is very 
readily applied to express qualities that the culture associates with 
the female. For connotation 'soft, weak' compare Soph. Trach. 1075 
(of Heracles crying for the first time in his life) vOv ... 6fi11vs T]VpT]µa1 
Ta:Aas; LSJ s.v. 11.2. bri + dat. here expresses purpose (LSJ s.v. 
B.m.2). 

929 'tt 6ij"ta Atav: for Ti 6fjTa in a question (sometimes with ex
asperated tone) seeking fuller information after an evasive or incom

plete answer, compare 678 above, Ale. 530, Her. 554. Some MSS have 
the reading Ti 6~ TO:Aatva, which would convey pity as well as curi
osity, but the brusqueness of Ti 6fiTa fits Jason's attitude in 922 avTT], 
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959 w µaTaia); the test of which reading is more likely to have been 
corrupted into the other may also favour TI 6i'jTa ldav. 

930 i!;riuxou: imperfect of E~evxoµat, referring back to 921-2. 

931 £L y£v~a£'t<Xl 'ta.6£: an indirect question, following OIKTOS, 
'pity (aroused by uncertainty) whether'. 

932 d; iµou; ~)(£l; Aoyou; 'you have come to speak with me'. 
Tragic idiom readily produces periphrases with a verb of motion and 
eis + abstract noun: compare Or. 998-9 ES Ko1vovs i\6yovs si\6wµev, 
Phoen. 771 croi ... ES i\6yovs 6:cpi~ETat, and see Mastronarde on Phoen. 
194-5. 

938 cinatpoµ£v: the verb is intransitive in the sense 'depart' (a 
development of a military sense, 6:1ra1pe1v vavs or o-TpaT6v); this is a 
'dynamic' present equivalent to the future (esp. common with verbs 
of motion, as generally with Attic eiµ1 ). Elmsley tentatively proposed 
future 6:.rapovµev, adopted by some editors, which would make a 
stronger statement of Medea's intention to obey the edict. 

939 £><'tpcxcpwaL: aor. pass. su bj. of EKTpecpw, 'raise'. 

940 cxhou ... µ~ <p£UY£Lv: .rai6as is understood as the subject of 
the infinitive from .rai6es in the previous line (where it is emphati
cally placed before the conjunction of the clause to which it belongs). 

941 oux oI6' av d ndacxLµL: in sense &v goes with 1reicr01µ1, a po
tential optative in an indirect question (almost the same phrase oc
curs in Ale. 48); its position is only partly conditioned by metrical 
need, since a similar displacement is found in prose (Plato, Tim. 
26b4-5 OVK CXV 016' Ei 6vvaiµ17v O:TTOVTO EV µvriµ171 TTO:AIV i\a~eiv). Here 
the tendency of &v to take the second position of the clause overrides 
the tendency to treat the clauses as independent speech-units (cola). 

942 6' ciAAa. introduces an alternative request after Jason has ex
pressed a doubt about the efficacy of the first request: 'well, then, 
instead' or 'well, then, at least' (Denniston 10). 

><£A£uaov: here 'exhort, urge' rather than 'order', or at least 
Jason takes it thus, since he speaks of successfully persuading his bride. 

livHa8cxL: this emendation is to be preferred to the MSS' ai
TEio-601 because the latter is not attested with a gen. of the person (cf. 
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940 aiTov KpfoVTa), while for a verb of supplication like aVToµm 
there is at least the analogy of 6foµa1. For a similar corruption see 
336n.; cf. Diggle (1994) 284. 

945 The MSS arc split between making this the second line of 
Jason's speech and making it the first of Medea's reply (a scholion 
explains it as the latter). As the second line of Jason's speech, the line 
shows Jason holding the stereotypical notion that women are more 
given to pity and concern for children than men, and the irony in this 
is his blindness to Medea's plan and her potential to suppress the 
feminine qualities he is so sure about. As the opening of Medea's 
reply, it would show Medea playing on Jason's vanity and sense of 
male superiority by implying that any normal woman would listen 
to her husband's suasion (or that any woman would listen to Jason?). 
If Mcdca is adding this line as a supplement to Jason's, it would 
be more idiomatic to have YE in the line (Herwerdcn adds y' after 
yvva1Kc':w). The former interpretation seems preferable (and the need 
to add YE weighs against the latter). 

946 xayw: crasis, Kai Eyw. 

947-50 7t£µ1.j,w yap au·djl 6wp' X'tA.: 947 is similar in phrasing to 
784, 949 is identical to 786, and <j>EpoVTaS is similarly placed in 950 
and 785, and so many critics judge that there is interpolation in one 
or both places. The similarities are decreased if it is correct to delete 
949 here and 785 in the earlier passage. Here 949 is less necessary 
than 786 in its context, and retaining 949 also makes the postpone
ment of -rraioas <j>EpoVTas even harsher: the words avTfi1 6wp' in 947 
initially seem to be the indirect and direct objects of the adjacent 
verb TTEµljlw, but after the relative clause & ... TTOAV they are under
stood to be governed instead by <j>EpoVTas. 

94 7 xaAAL<1't£U£'taL: the verb is attested in classical times only in 
Hdt. (active only), Eur. and TrGF adesp. 625.7; here it is presumably 
passive in sense, 'are considered most beautiful' (cf. adcsp. aywvwv 
TWV KEKOAAIO"TEvµ€vwv). 

950 oaov 'taxoc; 'as quickly as possible' (105n.). 

951 xoaµov: the gifts are repeatedly referred to as Koaµos, three 
times in the remainder of this scene (also 954, 972), and also at 787 
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(announcement of plan) and 982, 1156 (acceptance of gifts by the 
princess). For the relevance of this term to the Hesiodic theme of 
marriage and the Pandora story, see Mueller (2001). 

1tpoam>Awv 'l"tva: the couplet 950-1 docs not read like a shout 
directed indoors, so one of the silent attendants who came out with 
Mcdea at 214 either now goes indoors and very quickly reappears 
with the gifts, or goes to the door, gestures inside, and quickly re
ceives the gifts from someone else. On Eur. 's apparent failure to 
show how the poisoned gifts were prepared, see 789n. and 823n. For 
the question of how visible the gifts were to the audience and the 
suggestion that they were carried on trays or in small chests, see 
lntrod. 3. 

952 oux EV <XAAa µup1a: internal aces., 'not in just one respect, 
but in countless ways'. 

953 av6po; "C' apta"COU aou "Cuxoua OjLEUVE"COU 'having received 
you, a peerless man, as her bedmate' (oµevvhov predicative). 

955 616wa1v is an historical present (note TTo0') or possibly a 'regis
tering' present (LS 16-17). 

oI; 'his own', from epic possessive adj. os (cf. e6s, Latin suus), 
extremely rare in tragedy, extant only here in Eur.; the usage prob
ably lends solemnity to Medea's description of her gift. 

956 Aa~ua8E «pipva;: although the boys could take the props 
from the servant in response to this command, it would better express 
Mcdea's control of the process (and more literally suit Jason's crcxs 
Kevois xepas in 959) if (as M. Griffith suggests) she quickly conveys the 
items from the servants to her sons. Perhaps one son holds the robe, 
the other the crown (perhaps on trays or in chests: 951n.). Ao:~vµat is 
a poetic synonym of Aaµ~o:vw, and its use is an affectation of Eur. 
cj>epvas indicates that these gifts are to be added to the bride's 'trous
seau', the property she brings to the newly formed family. 

957 µaxap1a1 vuµ«pY)t: an allusion to makarismos (509n.). 

958 ou't"ot ••• µEµ1t't"a: litotes, 'no mean gifls', 'faultless gifts'; 
compare ov µeµTTTOS in Phoen. 425 and IA 712. 

959 w µa't"a(a: 151-2n. 
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><€voi;: second sing. prcs. act. ind. of verb Kev6w (dat. pl. mase./ 
neut. of the adj. Kev6s looks the same). 

960-1 6ox€i; ••• 1t€1tAWV, I 6ox€i; 6e xpuaou: the anaphora adds 
vigour to the incredulous question. 

963 1tpo8YJ<1€L )(p'l)µa-rwv 'she will consider (me, my desires) more 
important than rieh property.' For TTpoT16riµ1, 'rank ahead, rank in 
preference to' see LSJ s.v. 1v.3. The gen. is one of comparison, as in 
Hdt. 3.53 TIOAAoi TWV 61Kaiwv Tex ETIIEIKECYTepa npoT16eicn. 

964 µY) µot au 'please don't do that' (try to dissuade me); com
pare elliptieal µ11 au ye (Mastronarde on Phoen. 532); µ01 may be an 
ethie dative rather than the indirect object of an understood To1aiiTa 
AE~fllS. 

nd8uv 6wpa xal 8€ou; Aoyo; 'there is a saying that gifts per
suade even the gods'; the assumption of reeiproeity in relations be
tween human and divine (honorific or pious action by mortals earns 
favours from the divine) is basie to traditional Greek religion (and 
many other religions), although it is attacked as fostering an unwor
thy image of divinity in the philosophical tradition. Plato, Rep. 39oc3 
quotes a hexameter proverb 6wpa 61:ovs n1:i61:1, 6wp' ai6oiovs j3aa1-
A,ias. See Yunis (1988) 50-8. 

966-7 xdv'I); o 6a(µwv ... I vfo -rupavv€i 'to her belongs divine 
favour at this moment, her affairs god is now raising high, she in her 
youth [vea with long alpha] enjoys kingly power'. The sequence of 
short cola, the anaphora KelVflS ... Keiva, and the quasi-redundancy 
of the two halves of 966 arc expressive of Mcdca's (feigned) earnest
ness. \Vith the flexibility typical of the neuter demonstrative, Keiva 
means 'affairs over there, in the other, distant place' and can legiti
mately be translated into English as 'her affairs'. Nauck's deletion of 
966b-7a is misconceived. 

968 ~uxij; iiv aAAa!;atµ€8' 'I would take in exchange for my life' 
or (more naturally in English) 'for the (release from) exile of my 
sons, I would trade my life'; gen. of price or value (Smyth §1372). 
«pvyc:xs cxHcx~aa601 has pregnant force here: either the abstract noun 
is given an extended meaning derived from the context (cf. f ltc. 227 
yiyvwaKe 6' CXAK~v, where the noun means '(lack of) defensive 
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strength'), or the verb means 'buy off, ransom' rather than the usual 
'buy, acquire', on the analogy of e~a1Teicr6a1 or TTapa1Teicr6a1. 

969 da€A.8ov-.€: the dual participle is metrically convenient here 
and is freely combined in the same sentence with plural forms (LS g). 

1tA.oua£ouc; 6oµouc;: the epithet must be spoken honorifically to 
deceive Jason, but Medea's insistence on gold (965, 968) and wealth 
(like the detailed reference in 970, 'your father's new wife, and my 
mistress') also reflects her resentment of the prosperity that Jason has 
sought in betraying her, and her confidence that her enemies will 
soon be brought low. 

973 €c; )(€lp: we cannot determine whether this is xeipa or xeipe; 

xepoiv e5e~aT' is used in rno3-4, but singular xeip often has a quasi
collective sense. 

974-5 fl-YJ'tpl 6' wv €pcil 't"U)(€i:v I €t><xyy€AOl yivola8€ 'may you 
prove to be bearers of good news for your mother about those things 
she yearns to obtain'. The unexpressed antecedent of wv is an ob
jective gen. with evayye::\01 (cf. Aesch. Ag. 646 o-wTT]piwv 5e TTpay
µaTwv evayye::\ov). 

975 1tpa!;avHc; xaAwc; is intransitive, 'having been successful'. 

976-1001 Fourth stasimon 

The chorus ended the previous stasimon with the optimistic judg
ment that Medea would not be able to commit the murder she has 
planned. This optimism is abandoned from the first line of the fourth 
stasimon. The anticipation of the coming deaths in this ode may even 
induce an audience to expect that the next scene will bring a report 
of the princess' death and that the death of the children will quickly 
follow. Instead, the sequence of events is drawn out over two scenes, 
with Medea's monologue intervening before the messenger scene. 
The chorus' stance, however, contributes an air of inevitability to 
the coming horror, and this may affect how an audience reacts to 
Medea's own claim that the killing of her sons is now unavoidable 
(rn61-2n., 1238-9n.). 

The song is noteworthy for the shifts of focus, in the first pair 
starting with the children and then dwelling on the princess, and in 
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the second pair dividing attention equally between Jason and Mcdca 
(both apostrophized). There is an even distribution of sympathy: the 
girl is 6vcr,avos 979, 987, while Jason is invoked as ,aAav 990, 6vcr
,ave 995, and Mcdca as ,a/\a1va 997. The chorus' resignation is ex
pressed in other verbal repetitions: ovKEII ... ovKh1 and 6e~e,01 ... 
6e~e,a1 arc most forceful, but also relevant arc c'x.av 979 and 987, 
both times after 6vcr,avos; vvµq,a 978 and vvµ<j>OKOµT)O'EI 985; aµq,i ... 
0T}O'EI 980 and mp16fo6a1 984; xpvcrewv ava6ecrµav 978 and xpvcr6-
1EVK10V ... cr,eq,avov 984. The women acknowledge Jason's blind
ness to what is happening (990-5): in one sense Jason is already 
shown in the agon to be blind in his faith in his own plans, but the 
preceding scene makes his ignorance of his circumstances thoroughly 
obvious, and the chorus will comment on his mistaken assumptions 
again in 1306-7. Eur. thus prepares for some shift of sympathy to
ward Jason in the final scene, but it is significant that the chorus refer 
again to his guilt here in 1000- 1 and make his just suffering the chief 
point of their reaction to the messenger speech (1231-2). 

Metre 
The first pair of stanzas continues the motif of dactylo-cpitrite 
rhythm (PM 27) seen in the previous odes. If it is correct to under
stand the ethos of this metre as stately, that may reinforce the air of 
the chorus' resigned acceptance. In this stasimon the second pair is 
more similar in rhythm to the first than in the previous odes, just as 
its subject matter and tone are similar.This probably likewise reflects 
regretful acceptance (in contrast to the intense emotion of the doch
miacs that accompany the actual moment of child-killing). There arc 
no firm clues to the period-structure: the first pair seems to consist of 
four periods, the second pair could be one long period. 

- -u u-uu --- u -I 

vvv eAni6es ovKh1 µ01 nai6wv ~6as, 
TTEIO'El xcxp1s aµ~p6cr16s ,.· avya 'TTE'TT/\OV 

-u---uu-uu--11 

OVKEII" cr,eixovcr1 yap ES q,6vov fi611. 
XPV0'01EVK10V (,e) cr,eq,avov nep16fo6a1· 

-u - - - u u- u u - -II 

6e~e,a1 vvµq,a XPVO'EWV ava6ecrµav 
VEp,EpOIS 6' T}6T] 'TTCXpa VVµq>OKOµTJO'EI. 

976 -D-e 
983 

977 c-D-
984 

978 c-D-
985 
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-u - - - u - - II 
6E~ETa! 6vcrTOVOS CXTav· 
TOIOV eis epKo<; TIEcrEiTa! 

---uu---u--

~avefo 6' aµq,i KOµa! e~crEI TOV "A16a 

Kai µoipav eavc:nov 6vcrTavos· CXTOV 6' 

- u - - u - Ill 

Kocrµov OIJTCX xepoiv. 

ovx VTIEKq>EV~ETOI. 

u -vu -vu -u -u -u--111 

0-\J 6', W TCXAOV W KOKOVVµq>E KT]6EµWV 

TVpaVVWV, 

µETacrTEVOµa! 6e crov &i\yos, w Tai\a1va 

nai6wv 

- u - u - - II' 
Tia!criV OV KOTE!6W<; 
µihep, a q>OVEVO-EIS 

uu-uu-uu-uu-

oi\e6pov ~IOTCXI 1rpocraye1s ai\6xw1 
TEKVa vvµq,16iwv EVEKEV i\exewv, 

u- vu-vu- I 
TE 0-CXI crTvyepov eavaTOV. 

CC 0-01 npoi\mwv avoµws 

- - u - - u- u - - Ill 

6VcrTaVE, µoipaS 00-0V TiapO!XTJI. 
ai\i\m ~VVOIKEi TIOcr!S crVVEVVWI. 

979 E-(2 tro) 
986 

980-1 e"d 1 -e
(or D- e-, 
contracted 
elegiambus) 
987-8 

982 2 er 

989 

990-1 uDu + 
ithyphallic 
( erasmonidean 
+ ithyphallic) 

996-7 

992 ithyphallic 

998 

993 2 anap (vuDd 2
) 

999 

994 uD 
l000 

995 ia, ithyphallic 
l001 

976-9 ouxEn ••• I ovxEn ••• I 6E!;n·aL ••• I 6E!;E-raL: for these 
repetitions see LS 36, and for the latter type cf. the cxx. given by 

Diggle (1994) 370. 
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978 ava6Eaµ.iiv is Doric gen. plural (LS 5.a). avo:6foµT) is a rare 
epic term for 'headband', what Medea called TTAOKOS in 786. The 
word is defining gen. with cno:v, 'the destruction caused/ carried by 
the golden headband'. 

980-2 aµ.«pl ><OfL<Xl 8~aEL ••• I xoaµ.ov: probably an instance of 
tmesis, as the verb is an epic one often featuring tmesis and this in
stance recalls .Medea's Koaµov aµcp18fi1 xpoi (787). 

"tov "AL6a I xoaµ.ov 'the finery of Death' (Kovacs), that is, 'the 
fatal adornment'; for this use of 'belonging to Hades' compare Or. 
1398-9 ~icpea1v a160:pfo1a1v "A160:, Cycl. 396-7 Tw1 8eoaTvyei "A16ov 
µo:yeipw1; Aesch. Ag. 1235 "A16ov µT)TEp'. For the Doric gen. ending 
of "A160:, see LS 5.a. 

983-4 The MSS present a fault in responsion in 984 and the 
transmitted gen. TTETTAWV or TTETTAOV in 983 gives defective sense, as if 
the gleam of the robe makes the princess put on the crown. The best 
solution is to follow Reiske, who recognized that robe and crown 
should be in the same case and added TE, and Elmsley, who restored 
acc. sing. TI"ETTAOV (easily corrupted to gen. to go with x6:p1s or o:vy6:). 

985 vEp"t"EpoL; ••• mxpa: anastrophe (LS 24). 
vvµ.ct,oxoµ.~au: a rare verb, here only with the sense 'will wear 

her bridal apparel'. The image here evokes the idea of the death of 
, an unmarried girl as a marriage to death: see Soph. Ant. 654 with 

Griffith's note; Seaford (1987) 110; Rehm (1994) passim. Eur. else
where extends the motif: death instead of hoped-for marriage for the 
sons of Heracles in Her. 484; death of long-married Helen in Or. 1109. 

986 Epxo; 'net, snare, trap'. 

990 xaxovvµ.ct,E 'unhappily married', 'disastrously married' 
(206-70.). 

><YJ6Eµ.wv: in a stretching of language typical of tragic style (LS 
31), Eur. uses a word that normally means 'guardian, protector' as a 
synonym for KT)6EO"TT)S, 'kin by marriage', 'son-in-law'. 

992-3 1taLalv • •I• ~Lo"tiiL: both arc dats. of disadvantage with 
oAe8pov ... npoa6:ye1s, in a 'part and whole' construction typical of 
poetry (sec Smyth §985, K-G 1.289). In English one may translate 
either 'to the life of your sons' or 'destruction of life for your sons'. 
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995 µoipa; oaov 1tapoixJJ1 'how for you l1avc gorw a~idr from 
yonr d<·stiny', tlrat i~, 'how tli11rrn1gldy yon have foilrd to u11dn11ta11d 
what is al>o11t to happen'. Thi11 phras,· tlrm n·11tat<·~ 1lw poirrt of <J!J'..l 
ov KO,e16ws. For tlw nwtaphor, co,nparc A<·11rl1. Su/1/1. /4:i'..l ~ KOp,a 
vdKovs ,-006' eyw 1rapo1xoµa1, 'I am vny f'ar from 1111d<·r~ta11ding 
(knowing how to cop<· witlr) thi11 strifi-' (wlwrc vdKovs 11hould lw 
takr11 a11 gc11. of 11cparation, against the do1d1t11 of Frii11 .Joha11srrr 
arrd Whittl<· ad foe.). (L~J 11.v. 1rapoixo1m1 i11 111iskadi11g 011 thc11<'. 
passages.) 

996 µ£-raa-r«\voµa1 is takn1 l>y rno11I to 11wan 'rwxt, I la11w11t', but 
El,mley snggestcd that the meaning i11 rathn 'I 1d1an· with yon in 
larnc11ting', a11 attractiv<'. po~11il>ility. 

999-rooo vuµ,t>11ilwv CVC><CV :>..cxcwv, I a OOl 7tp0Al7t~)V avo

µw; 'h,•causc of your marriage IH'd, which, hmting you lcro1, clat. 
of disadvantagcj, your lru11hand lawlc11sly ah:111do1wd and ... '; tlw 
chorus n·calls again the theme of .Jason's betrayal. 

1001 a:>..:>..a1 ~uvo1xci ••• auvcuv<>H pnhap11 recalls the 11w11tion of 
rivalry for tire fwd at tlw <·ml of the first sta11i1non, 411 5 ,-C,v ,E 

AEK,pwv aAAa j3acriAera Kpeiacrwv. 

100:.1 /lo Fifih Pf!i,wrJ,. 

The shorte11t episode of the play lwgi1111 with rapid conlirmatio11 that 
Mecl<-a's plan ha11 worked rn1oothly to thi~ point: tire princ:c·1111 has 
accepted the giftM a11d as11urarrces have been giv<·n that the hoy11 
have hc<·n frn·d from the c·dict of <·xilc. As in the prcvion1111n·11c-with 
.Jaso11, tire dialogue plays npon the di11<'.rcpa111 awan·n<·11s of tlw tutor 
and Mccl<-a to hint at Mc·d<·a's cornp1n1cticms about lrcr plan. Tlwn 
M<·dca i~ left 011 stag<' with her clrilclrr11 and cngag<'s irr a long fan·
well with veiled rcfc·n·ncc 10 h<'r tnl<' plan. Slw co11H'll close to 
l>rraking down and alia11doni11g lwr pla11, arrd 11lw di11n1i11s<·s tlw l>oy11 
and s111n111on11 tlwrn ha('k, hut in tlw end they arr 11cnt irr for the la11l 
time and tlwir fate seents d<·,id<'d, although at the- <·rul of tlw 11c<·rr<· 
M<·dea still 11tarnl11 lwforc tlH' door, holding tli<" action irr smp<'1111ion. 

Tire SC<"IH' i11 do1ni11at<·d hy M<·<l<-a'11 fa111m1s 11u111olog1w (10'..l1-llo). 
Although s<·lf'-addr<'ss<·d 111><·c·<"lu·11 of drlil>eration in which two 



C0~1MENTARY :n1 

courses of action arc contemplated and one finally chosen arc already 
present in Homer (see e.g. Pelliccia (1995) eh. 2), the striking por
trayal of competing impulses in this speech both goes beyond any
thing in the extant earlier tradition and wa.<s immcmcly influential on 
later Greek and Roman authors (e.g. Apollonius' Mcdca, Virgil's 
Dido, a large number of female characters in Ovid's I leroides and 
,\fetamorphous). The speech is also controversial in the scholarly re
ception of the play, in terms of interpretation (sec notes on 105,, 
1053, 1059, 1060-1, 1064, 1078-80), authenticity (sec Appendix), and 
originality (on ::'\eophron see Introd. 5). 

1002 Action: the two boys arc shepherded in from the direction <Jf 
the palace by the tutor, who emerged with them at 894-8. Their 
empty hands already show visually that the gifts have reached their 
recipient. 

a.q>Ei'v-r,21: third pl. perfect mid.-pass. of a~i1iµ1. 

1004 -ca.xEi'0Ev 'the situation there', 'the attitude of the royal 
family', subject of the sentence, with hni understood. 

1005a fo: this exclamation (usually extra metrum, as here) gener
ally expresses surprise at a new aspect of the situation that the 
speaker ha,; just noticed. From it we can infer that, just a<s at 922, the 
actor playing ~Iedea hag mimed distress in stance or gesture, and as 
usual the words of the text also interpret this development for the 
audience. ~Iedea's emotional distress is conveyed by her initial 
silence (and gesture), by her uttering an extra metrum exclamation in 
1008a all by itself (that i.s, without following full trimetcr, aJ with the 
tutor's ea), by the antilabt (1009n.), and by the postponement of full 
dialogue-contact with her interlocutor (~la5tronarde (1979) 3!J). 

101'J5 auyzu0Efo': fem. sing. nom. aor. pass. participle of avyxi.w, 
here 'upset, troubled, distraught'. 

[1eO"e-7) The second line is identical to 924 and the firllt very 
similar to 923; moreover, 7pbrw i.s not elsewhere usr.d in such phraY:s, 
where cnpi~ is common (g23n.), and the couplet is too cxplic.it, 
spoiling the gradual development of the tutor'll perplexity. £ithcr 
this is an interpolation by actors, who padded thill Kenc with a bor
ro\'.ing from the earlier one, or 923-4 were quoted in the margin by 
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a reader and someone subsequently inserted them into the text and 
adapted the first line to the new context. 

1009 aLaL µa'.A' au8L;: µai\' av61s is a formulaic combination ap
pended to a repeated exclamation about a dozen times in tragedy: 
'woe, I say again!' The sharing of a single iambic trimeter between 
two speakers is known as antilabe; in early Eur. it is quite uncommon 
and occurs only at points of great emotional turmoil (compare Hipp. 
310, 352, crucial points in the nurse's uncovering of Phaedra's secret). 
On antilabe in general see Kohler (1913). 

µwv expresses the speaker's reluctance to believe his own surmise 

(567n.). 
-ruxYJv is here negative in connotation, 'misfortune'. 

IOIO 66!;Y); 6' Eaq>CXAY)V euayye'.Aou 'and have I been deceived in 
my expectation that I was bringing good news?' 

1011 ~yyeL'.Aa; 01' ~yyu'.Aa;: spoken with euphemistic resignation; 
for this kind of phrase, see 88gn. 

1012 -rL 6a(: 6ai is a very informal particle accompanying inter
rogatives ( esp. m';)s, Tis, Ti), common in Aristophanes but rare in 
tragedy; its colloquial tone is suitable here, as in the stichomythia at 
Ion 275 or Helen 1246. See 339n. 

xa-rYJq>et; oµµa 'are you downcast in your gaze?' Diggle prints 
Cobet's KOTfl<pES oµµa, 'why is your eye downcast and why are you 
crying?', but the resulting mixture of third-person phrase and second
person phrase is neither exactly like Held. 633 (Ti xpf\µa KEfoa1 Kai 
KaTfl<pES oµµ' EXEtS;) nor more attractive than the MS text. Eur. is the 
only tragedian who uses epic root KOTfl<p-. 

1013 1to'.A'.A~ µ' avay><YJ 'there is a strong compulsion that I do so' 
(inf. 6aKpvppoEiv or the like is understood), almost 'I have no other 
choice'; cf. Ale. 378 and Mastronarde on Phoen. 1674. 

1013-14 8eol I ><ayw: the recognition of the co-responsibility of 
supernatural causes and human action is typical of traditional Greek 
theology and story-telling (including epic and tragedy); but here the 
reference to the gods' part in contriving events is also an index of 
Medea's growing inclination from this point on to portray herself as 
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compelled by circumstances outside herself to carry her plan to its 
bitter conclusion. See also lntrod. 2(e). 

1014 Ef.LYJXCXVYJaciµY]v: the verb agrees in number with the closer 
subject (Smyth §§967-70); Page suggests that this agreement lays 
more emphasis on Medea's own responsibility, but see previous note. 

1015 xa.n:1: second sing. of Ko:Te1µ1 (eIµ1 ), 'you will return (here 
from exile)', with a common meaning of the verbal prefix KOTa
(compare LSJ s.v. KOTo:yoo 11, s.v. KOTepxoµ01 II). 

npo; "tE><vwv 'through the influence of your sons' (26n.), with 
KO:TEI being treated as equivalent to a passive ('be brought back'). 

1016 xcx"ta.;w: to be interpreted by the tutor as 'I'll sooner bring 
others back (from exile)' (a euphemism for 'I'll never return myself'), 
but understood by the audience and Medea herself as 'I'll first bring 
others (my children) down (to the underworld)'. 

1017 ou"to1 µ<>vYJ: it is a typical motif of rhetorical consolation to 
remind a sufferer that he or she is not the only one to experience such ( 
a loss (e.g. Ale. 892, Hipp. 834, Andr. 1041), but that it is the common 
fate of mankind, from which no one is entitled to except herself or 
himself. 

1018 8vYJ"t<>v ov"tcx: the masc. gender universalizes the statement 
('anyone who is mortal'). For the commonplace sentiment, compare 
Soph. fr. 585.1-2 xpeoov I TO: 6eia 6VT]TOVS OVTOS EVTTETOOS cpepe1v, Phoen. 
[ 1763] TO:S yap EK 6eoov 6:vo:yKas 6VT]TOV OVTO 6ei cpepe1v, [Men.] Sent. 
813 <pepe1v 6:vo:yKT] 6VT]TOV OVTO TT)V TVXTJV. 

1019 6pa.aw "ta.6': 927n. 

1020 Action: the tutor goes indoors, leaving the children on stage 
with Medea (for a different view, Burnett (1998) 210). There arc pre
sumably one or two silent (female) attendants standing nearby, as they 
have been throughout Medea's presence (see lntrod. 3). Although 
Medea addresses the children for part of this speech and in other 
parts they may be still visible and, naturalistically, capable of hearing 
what she says, as child characters they do not, by convention, have 
full dramatic status, and it is not appropriate to inquire too closely 
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into what they are making of Medea's cryptic words and shifting 
moods. See Battezzato (1991). 

1021 a<pw1v: second person dual pronoun (LS 6.d). 

1023 aid: like AmoVTES in the previous line, which is not strictly 
appropriate to those who are staying while Medea departs, the ad
verb is a clue that Medea is thinking of her sons' death. Compare 
perhaps pathetic aei in epitaphs, such as JG 13 1261 afiµa <Dpaa1KAeias· 
KOVPT\ KEKATjaOµat aiei, I CXVTI yaµov napa 6ewv TOVTO AaxoOc;' ovoµa 

and JG 13 1295 bis.5-8 µVT}µT\V yap aei 6aKpVTOV exovc;a, I TJAIKias TfiS 
afis KAaie1 CXTTO<p61µeVT\S-

1025-7 Although it is more common to speak of marriage as the 
telos of a girl (in contrast to serving as a warrior, the telos for a boy), 
female characters at least are often shown lamenting the loss of the 
fulfilment of seeing a son married and poised to carry on the family. 
Compare Megara's complaint in Her. 476-84, Hecuba's in Tro. u67-
9 and 1218-20. For the roles of mothers in weddings, see Erdmann 
(1934) 257-8, Oakley and Sinos (1993) 14-41 passim. 

ovaa6a1 is aor. mid. inf. of 6vivT\µ1, (intrans.) 'benefit from, enjoy' 
(+ gen.). 

1026 )..ou-rpa is Burges' emendation of AEKTpa, which is too repeti
tious with the following terms; moreover, the prenuptial bath is one 
of the activities most often associated with the mother of the bride or 
groom, and is often paired with the carrying of torches in the pro
cession. See Mastronarde on Phoen. 345, 347-8; Oakley and Sinos 
(1993) 15-16. 

1027 ayij)..a1: aor. act. inf. of ayaAAW, 'make splendid, adorn'. 
avaax€6Eiv: foxe6ov is an alternative epic form of the aor. fo

xov, occasionally convenient in tragedy. For the formation see Smyth 
§4900. 

1028 au6a6ta;: w3-4n.; gen. of cause with the exclamation (LS 
IO.c). 

1029 cinw; 'in vain' (LSJ s.v. 11.3). 

1030 xau;av61jv: aor. pass. of KaTa~aivw, lit. 'card (wool) thor
oughly', but frequently used in metaphorical senses in poetry and 

I 
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late prose (here 'torn', 'shredded'). Note the almost identical line in 
Tro. 760, in Andromache's farewell to the doomed Astyanax, µCX7T)V 6' 
eµ6x0ovv Kai K07e~cxv0T)v ;r6vo1s, and for the motif of vain nurture 
compare also Her. 901-3, Supp. 918-24, Tro. 381. For the importance 
of the physical pains of labour or of the care of an infant in the 
emotional attachment of a woman to her child, see Mastronarde on 
Phoen. 30 and 355-6. Medea's complaint in 1029-30 and the lost 
hopes described in the following lines continue the ambiguity of 1025-
7: they can be heard as the complaints of one who is to be perma
nently separated from her living children, but they are easily recog
nized by the audience as motifs of mourning for dead children. For 
complaints as a standard element of laments, see Alexiou (1974) eh. 8, 
esp. 182-4; Lattimore (1962) eh. 6. 

1033-4 YlJpo'3oax~auv . , I, EU mplG'tEAEi:v: it is a fundamental 
tenet of the Greek social system that children are to pay back the 
nurture they received as children by caring for their parents in turn 
when the parents are burdened with old age (0peTT7TJp10, 7poq>eia; 
Garland (1990) 261-2, Lacey (1968) 116-17), and that in a happy 
family the elders will receive all proper burial rituals from their living 
children. Compare Ale. 662-4 701yap q>V7EVWV TTOi6os OVKET' &v q>6cx
vo1s, I oi yT)poJ3ocrKTJCYOvcn KOi 0ov6VTo c;e I ;rep1cr7eAovc;1 KOi ;rpo0iJ
c;ov701 veKp6v; Tro. u82-6. 

1035 SlJAWT<>v av6pw1tolal 'a thing that inspires men's envy/ 
admiration'; neuter in apposition to the preceding inf. phrase (LS 
12.a). 

1036 a4>ii:Hv: 102m. 

1037 a)..yeLvov T' ad: the final word is uncertain, but F. W. 
Schmidt's 7' aei is attractive. The transmitted text 7' eµoi produces a 
false emphasis: since the context makes it completely clear that the 
life and the pain are Medea's, there is no point in 'and painful to me'. 

Contrast Bacch. 1327-8 CYOS 6' EXEi 6iKT)V I TTois TT016os a~iov µev, aA
YEIVT)V 6e croi, 'a punishment that he deserved, but painful to you'. 
Kovacs accepts Platnauer's emendation 7' eµ6v, which is an easy 
change but still seems to provide a superfluous qualification so late in 
the sentence. 
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1039 Ee; aAAo ax.Yjµ' ••• [3tou: the surface meaning for the boys 
themselves is 'another form of life' (that is, one with Jason and a 
stepmother and without Medea), but the phrase is again easily un
derstood as a euphemism for death (1016n.). Among the various, 
sometimes contradictory, beliefs the Greeks held about death are the 
ideas that the dead 'dwell' somewhere else forever and that at least 
some of the dead may enjoy some kind of blessed 'life' after death. 
See Vermeule (1979) eh. 1 and passim; Garland (1985) eh. 1 and passim; 
Rohde (1925). Compare Ion 1067 (Creusa will commit suicide and) 
eis O:AAas !316TOU KClTEIO"I µopqias, Hipp. 195 61' cnmpoaUV'T]V O:AAOU 
!316Tov, 'for lack of experience of another (form of) life' (in the 
underworld). 

1040-8 Medea's rehearsal of the motifs of mourning/separation 
has opened space for a softening of her resolve, and it is finally the 
simple glance and smile of her children that bring the first effort to 
step back from her plan. The shift is marked by the incorporation 
into her lines of the exclamations qiev qiev and aiai, by the delibera
tive question Ti 6pacrc.v;, by the turn in these lines from the children 
as addressees to the women of the chorus, and by the emphatic rep
etition at a short interval of xmphc.v l3out-.euµaTa, forming a ring 
around a series of mostly short, asyndetic sentences. From 1021 to 
1041 the actor playing Medea must engage the child-extras through 
stance and gesture and perhaps through some physical contact 
(nothing specific is referred to in the text itself), and the extras' re
sponse must not be very demonstrative or indicative of grief, only a 
fixity of attention on Medea, with an (implied) expression that can be 
understood as yet-.c.vs. This fits the notion that young children do not 
fully comprehend the concerns and words of adults (cf. 47-8) and 
conforms to the conventions of stage-children. 

1041 1tavua-ra-rov yeAwv: 1ravvaTaTOS is consistently used in 
tragedy in connection with death, esp. last farewells and last sight of 
the sun (mocked by Ar. Ach. 1184), so its use here continues the pat
tern of transparent allusion to their death. For yet-.c.vv see LS 5.c. 

1042 xap6ta ••• oi'.x.naL could be just 'my heart is undone, utterly 
distressed' but the chorus and the audience can also hear the sense 
'my brave resolve (to do murder) is gone'; at this moment, Medea 
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seems to be fulfilling the expectation the chorus expressed in 856-65 
(note 858 Kap6iai and 865 TA6:µov1 6vµw1 ). For the sense of oixETai 
see 226n. 

1044 oux av 6vva1µ:riv: the following phrase shows that TEKva 
<poveve1v is the action she now thinks impossible. Again, Mcdea seems 
to be echoing the chorus' hope, 862 ov 6vv6:crrp. 

1046 -roi; -rou-rwv xaxoi; 'with their sufferings' alludes to the 
plan to kill the children without saying as much in their presence. If 
one worries about what the children are to make of the phrase, the 
phrase is simply unintelligible to them; but one should not be worried 
about this question. 

1047 au-r~v is here the emphatic pronoun: 'why should I, causing 
pain to their father ... myself acquire twice as much anguish?' 

1048 ou 6Yj-r' i1ywyt:: Medea answers her own question, appar
ently with great conviction, but this vehemence and the repetitions in 
the passage portray an intense struggle to convince herself, preparing 
for the shift in the next line. 

xaiphw (3ovAt:uµa-ra: the scholiasts mention a variant reading 
TTavcroµai j3ov?-.evµ6:Twv, apparently a misguided attempt to elimi
nate the exact repetition from 1044. 

1049 xa1't"Ol 't"I Ttaaxw: 879n. 
yiAw-r' o<f>Adv: same phrase in l\1cdea's self-exhortation in 404.; 

for the importance of the theme of avoiding mockery sec 38311. and 
Introd. 2(b); for the idiom with oq>?-.eiv 404n. 

1050 a:sY)µ1ov; ignores the now-inevitable death of the princess, 
but this distortion is an intrinsic part of the representation of the 
situation that (one side of) Medea creates to exhort herself to action. 
For another distortion, see 1060-111., 1238-911. 

1051 -roAµY)-rfov -ra6' 'I must have the daring courage to do this,' 
that is, to kill my children as planned. There is no difficulty in un
derstanding To:6e in this sense since that is the underlying reference 
of the entire speech. As in 394-406 and elsewhere (sec nn. on 11, 20, 
316, 383, 394, 403, 438, 810, 1242-6, and Introd. 2(b) and (f)), Mcdca 
uses the language of masculine (often heroic/military) action and 
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values. With this phrase Medea has shifted back to her original plan; 
then she reinforces the reversal by chastising the other position as 
cowardice. Kovacs gives a more explicit reference to Ta6' by treating 
these words as a question and giving the verb an unlikely 'passive' 

interpretation: 'Must I put up with that (being laughed at, leaving my 
enemies unpunished)?' For the dispute about 'active' vs 'passive' 
sense of ToAµaw, see further 1078n. 

ttAAet ·di; €µij; ><et><l); 'oh, but what cowardice on my part!' The 
conjunction marks objection to Medea's own previous softening 
(referring back to rn40-8): Denniston 8. The gen. is exclamatory, 
associated here with an exclamatory articular inf. phrase, perhaps a 
colloquial combination: note Ale. 832 a/I/la croO TO µ17 <ppacrat, Ar. 
Eccl. 787-9 T7lS µwpias, TO µ176e TTEptµeivaVTa ... eha TTJVIKa•T' fi617 -
Xp. Ti 6pav; (cf. plain inf. in Clouds 818-19 TtlS µwpias, Tov [To 
Valckenaer] ti.ia voµi4e1v oVTa TTJAIKOVTovi). The accent on KO'.KTJS 
shows it is from noun KO'.KTJ, not adj. KaK6s. 

1052 1tpoafo8cu: aor. mid. inf. of 1rpocri17µ1, 'admit, allow in'. 
µciA8cixou; Aoyou;: these were the tools used against Medea's 

enemies (316, 776), and to maintain her self-image as superior to 
them she must not let them be applied to herself. 

1053 xwpdn: the movements of the boys are one of the prob
lems most discussed in arguments about the authenticity of rn56-80. 
The best solution (see Battezzato (1991)) is to have Medea shepherd 
the boys toward the door herself, giving the appearance that she is 
about to go inside too and do the deed forthwith (as the language of 
0Tw1 6e µ17 6eµ1s ... 61a<p6epw also implies). When she stops herself at 
1056 she turns away from the boys and perhaps moves downstage 
from them, and they simply wait on stage. Their awareness of what 
she is saying is not a problem, because through placement and action 
they are by convention out of dialogue-contact and because they are 
children, of low dramatic status. In this scenario, the silent atten
dants may also approach the door and be left attending the boys 
while Medea delivers 1056-68. See Appendix. 

1053-5 o't"w L 6t: µ~ 8€µL; ><'t"A.: in a manner typical of tragedy, 
ritual language and practice are used in a distorted way. Medea's 
warning is like the traditional proclamation before a holy sacrifice 
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that any unsuitable (impure) witnesses should withdraw so as not to 
spoil the (pure) ritual and incur divine resentment. Compare Calli
machus, Hymn to Apollo 2 eKac; eKac; oo-T1c; ai\np6c;; Virg. Aen. 6.258 
procul o procul este, prefani. Here it is rather the ritual that is impure, 
and the pure who are warned to stay clear of it. Compare, for a rit
ually correct application of such a warning, IT 1226-9 eKno6wv 6' 
av6w TTOAhmc; Tov6' EXEIV µ100-µaToc;, I ... I <j>evyET', e~io-Tao-6e, µfi TC.VI 
npOO-TTEO"TJI µVO-OS T06E. 

1055 au-cwl µt:A~at:l 'it will be a concern to him himself'; that is, 
let that person himself see to it that he does not witness what he 
would rather not see, since Medea herself will not forestall her deed 
to save anybody from distress. 

xt:tpa 6' ou 6La<f,8t:pw 'for I shall not spoil (weaken) (the action 
of) my hand'. For 6e as equivalent to yap, see Denniston 169. 

1056-80 More than 100 years ago Bergk suggested that this pas
sage was not part of the play as performed in 431, but an authorial 
alternative to the preceding passage. Several later scholars have as
signed it to an interpolator. Other critics have continued to believe 
that the passage (or most of it) is original. Details about the dispute 
and the main proposed solutions are given in the Appendix. In the 
notes below, the passage is treated as genuine. 

1056 a a: an exclamation often expressive of surprise or distress, 
sometimes in proximity to an implied or actual prohibition (as with a 
a, Ti 6pacmc;, w yepme; µ11 TTEO"TJIS in Andr. 1076 (cf. Cycl. 565) or a a, 
µ116aµwc; 6pao-111c; TCX6E in Or. 1598). Thus, this is a first inarticulate 
sign that Medea is reversing position again, as she turns away from 
her children and the door. The exclamation is missing from a recently 
published Berlin papyrus (Luppe (1995)) that has the surrounding 
lines. It is more likely that the exclamation was lost by accident than 
that it is a false addition. 

8uµi: the address to one's own heart is a poetic tradition, from 
TETAa61 6fi, Kpa6i11 in Od. 20. 18 on (see Leo (1908); Schadewaldt 
(1926); Battezzato (1995); Pelliccia (1995)). Usually the heart is called 
upon for emotional or mental activity, but in Archilochus fr. 128 
8vµe, 6vµ', aµ11xavo10-1 KT}6EO-IV KVKC.OµEVE, the vocative is equivalent 
to a self-address and is followed by military and other metaphors 
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(npocrl3aAWV EVOVTIOV O"TEpvov ... exepwv TTAT)O"IOV KOTOO"Ta6eis and 
Kmamcrwv). Still, 'don't do this' is bold (Gibert (1995) 79 n. 49), and 
Aristophanes seems to have considered this extension of usage odd 
enough to deserve parody (Ach. 480-4). 

IL"I au y' 'please do not', an earnest appeal; in this common 
phrase ye often emphasizes the prohibition as a whole rather than crv 
alone; see Mastronarde on Phoen. 532, Denniston 122. 

1057 <l>E'iacu: aor. mid. imp. of q,ei8oµm, 'spare'. 

1058 E><Ei µE8' ~µwv 'there in exile with us', that is, as the audi
ence understands, in Athens. 

1059 µa -roui; ••• a:).a.a'topai;: reading a text, some cnt1cs find 
that it is not sufficiently clear which side of the debate l\fodea is ex
pressing here; as performed by an actor on stage, however, the lines 
can unambiguously express a rejection of the appeal made in 1056-
8. The shift back to the 'hard' viewpoint is marked both by the use of 
µex, which is very common in rejection of an alternative, and by the 
reference to the alastores, demons of punishment and revenge who are 
appropriately invoked only by the vengeful side of Medea, deter
mined to bring violence against her enemies. On the concept of the 
alastor, see Barrett on Hipp. 877-90 and Mastronarde on Phoen. 1556 
and below 1333n. 

1060-1 EX8poii; •• - I nai6ai; nap~aw ••• xa8uf3pLaaL 'surrender/ 
abandon my children to my enemies to treat with outrage' (Ka6-
vl3picra1 is epexegetic inf.). Medea has in mind the fatal violence that 
the relatives of Creon and the princess could be expected to apply to 
the children of their murderer, a motif developed in more detail in 
the next scene (1236-41). Eur.'s manipulation of this motif seems to 
rely on the audience's awareness of the tradition that the children 
were killed by the Corinthians (lntrod. 4). This phrase presents the 
most difficult problem for the interpretation of this passage as au
thentic.Why does Medea argue with herself as if the children cannot 
be taken out of Corinth (as she just seemed to assume in 1058)? As a 
character-based explanation one may suggest that the harsh side of 
Medea is here projecting a particular tendentious view of the situa
tion in order to steel her own resolve to do the deed required by the 
desire for maximum vengeance. In that case, this is a tragic extension 
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of l\fedea's rhetorical abilities, this time with herself as the victim, 
just as earlier she projected a view of women's life and her own dis
advantages to win the chorus' favour, and similarly with Creon, Ae
geus, and Jason. If a character-based (or rhetoric-based) explanation 
is not accepted, an alternative is to recognize a manipulation at the 
narrative or authorial level: that is, Eur., somewhat forcedly, makes 
Medea say this in order to prepare for her claim in 1236-41 and to 
make the murder seem inevitable for the audience. See Appendix. 

[1062-3] This couplet is identical to 1240-1, so it is extremely un
likely that both are genuine. Here, the repetition of TTCXVTWS in 1062 
and 1064 is clumsy, and the lines seem somewhat less dispensable in 
the later passage than here. Therefore, it seems best to regard 1062-3 
as an interpolation. The Berlin papyrus (Luppe (1995)) presents a text 
without 1062-3, which may be regarded as helpful confirmation of 
the choice made here. 

1064 nav-rw~ nenpax-rat -rau-ra 'at all events these things have 
been completed'; TOVTa is vague and in context means 'the elements 
of my scheme'; the perfect TTETTpaKTa1 is prospective or anticipatory 
in sense, almost 'are as good as completed' (K-G 1.150; cf. Smyth 
§1950, Goodwin §51). Because this idiomatic use is less known and 
less obvious, the verb has been replaced by easier verbs in some parts 
of the tradition: TTETTpwTa1 is in some MSS, and the Berlin papyrus 
(Luppe (1995)) now offers the obvious 6e60KTa1 (perhaps borrowed 
from 1236). The more difficult reading should be regarded as genuine. 

xoux e><c:l>Eu;nat: the princess is the subject, as is made clear 
retrospectively by KpaTi (her head) even before she is explicitly named 
as a subject in ev TTETTA010-1 6e vvµq>T). (For other views, see Appendix.) 
The vagueness of Ta0Ta and the choppy style of the shift of subject 
within the line, while difficult for the silent reader, may in perfor
mance be played as signs of emotional pressure. 

1065 xal 6~: Medea imagines the realization of the event (38611.). 
This idiomatic use is more likely to be authentic than fi611, found in 
the Berlin papyrus and approved by Luppe (1995). 

1067 a")..")..' ••• yap: the two particles have separate force here, 
aAM marking the transition to action (J3ovAoµa1) and yap explaining 
the new intention. 
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o6ov: acc. of the space traversed (Smyth §1581), as also in the 
next line, where 666v is understood with Tt,riµoveo-Tepav. 

1069 Action: if the boys have never gone in (having stopped be
cause their mother turned away), then the only action needed is for 
Medea herself to turn back toward them during 1067-9 and approach 
to embrace them (see Appendix). For those critics who have the 
children go inside, Medea's statement 1rpoo-emeiv !3ov;\0µ01 is an im
plicit order to a silent attendant, who quickly opens the door and 
brings the children back out. This would seem to require a pause 
within 1069. Dodds (1952) tries to ameliorate the situation by reading 
6e(h', w TEKva, but this does not help very much, and 6evTE is doubt
ful in tragedy (894n.). 

1070 6oT' ciamiaaa6aL fU]Tpl 6€!;Lav xipa 'give your right hand to 
your mother for her to hold fondly' (epexegetic inf.). The next several 
lines would best be acted out with Medea kneeling to embrace and 
kiss and stroke the children. She could rise again at 1076, when she 
can no longer endure seeing them. 

1072 axijµa: not just 'form' or 'shape', but implying grace and 
dignity of stature and stance, hence 'bearing'. See l\fastronarde on 
Phoen. 250-2. 

1073 Eu6aLµovo'iTov: second person dual present active opt. 
E><E'i ••• Ev6a6E: for Medea, the chorus, and the audience, these 

words mean 'there in the underworld' vs 'here in life'; at such an 
emotional moment, an audience probably should not care what the 
children might or might not make of the antithesis (102on.), although 
it is possible to supply the somewhat forced explication 'there at the 
palace' vs 'here with me'. 

1074 1tpoal30)..~ 'touch, contact', hence 'embrace, kiss'; compare 
Supp. 1138 <j>it-101 1rpoo-!30Aai 1rpoo-wm,JV and Hee. 409-10 ti6io-TT)V 
xepa I 6os Kai TTaprn:xv 1rpoo-!3aAeiv TTap11i61. 

1076 action: by her words and probably by an accompanying ges
ture to the silent attendants, Medea directs the children indoors. 
Medea is alone on stage from this point to the arrival of the messen
ger. 
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1077 o'ia n 1tpo,; a<pa,;: the text is uncertain, but the sense is not 
in doubt. Page's emendation is printed here: after the second-person 
plural imperatives in 1076, TTpos crq,o:s could easily have been cor
rupted to unmetrical TTpos vµo:s, the reading that seems to be the basis 
of the other readings found in the MSS. Doubt arises, however, from 
the fact that in ten other instances in Sophocles and Eur. TTpocrl3AETTEIV 
takes an acc. object and not a prepositional phrase; but TTpocrl3AETTE1v 
TTpos may mean 'look toward' as distinct from TTpocrl3AETTE1v 'look in 
the face' (cf. the fourth-cent. Epidaurian (Doric) inscription cited in 
LSJ s.v.). 

><a><oi,;: the substantive KaK6: appears three times within the four 
lines 1077-80, and many different translations have been offered or 
argued for. It is not possible to use a single English translation in all 
three cases, and it is a false premise to insist that the meaning must 
be precisely the same in all, since KaKov is a general term that ac
quires precise connotations from its context and its function in its 
own sentence. Here in 1077 the sense is 'I cannot look upon my chil
dren any longer, but am overcome by the pains/sufferings ( that I 
feel)' - the pains deriving from seeing and touching the children 
who are soon to die at her hands. See 107811. 

1078-80 have generated a great deal of discussion. For an overview 
of various interpretations, see Appendix. 

1078 µav8avw: the notion that Medea will knowingly do evil has 
seemed to some critics to be significantly related to the Socratic doc
trine that no man does evil knowingly. Snell (1948), for instance, has 
argued that this passage and the statement of Phaedra in Hipp. 375-
87 (esp. 380-1 TO: XPTJOT' ETTlcrT6:µecr0a Kai y1yvwcrKOµEv, I OVK EKTTO
vovµEv 6') provide an indirect testimony to the emergence of Socra
tes' view, and that Socrates was directly inspired by Eur. 's portrayal 
of Medea. But to see a close relationship to Socrates here involves (1) 
the fallacy of treating the small amount of material surviving from 
the fifth century as the only material known to contemporaries, and 
of too readily assuming an intimate relationship between different 
extant testimonia (Plato, for instance, in Prot. 362d has Socrates as
cribe a view like Phaedra's to 'the many'); (2) an oversimplification of 
Medea's situation (in which there is not one good and one bad, but 
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various possibilities that all contain elements she regards as bad). On 
the debated relation to Socrates sec Moline- (1975), Irwin (1983), 

Rickert (1987). 
6p&v µciiw: most l\fSS have TOAµiJcrw instead, while 6pav 

µe;>..;>..w is the reading of the mauy ancient authors (tcstimonia) who 
quote this famous passage- (starting with the Stoic Chrysippus in the 
third century ucE) and is also in one MS. A familiar quotation often 
takes on a life of its own and suffers modification when repeated in 
isolation from its context, so it could be argued that the tcstimonia 
arc wrong here; but if ToAµiJcrw means 'will dare to do' (sec below), 
then it seems to introduce an unwanted external 'focalizer' in these 
lines, while the more neutral 'am about to do' fits Mcdca's focaliza
tion better. Kovacs has accepted TOAµiJcrw with the 'passive' meaning 
'what pain I am about to undergo' (compare 105rn.), but in a context 
like this it seems inescapable that an audience will hear the 'active' 
sense 'dare to do'. Compare other contexts where kin-murder and 
similar violations arc envisaged (Or. 827, A1ed. 816, IA 1257, Ion 976, 
El. 277) with the few places where a quasi-passive sense is present 
(Hee. 326, 333). Thus the meaning is not much changed by the choice 
of reading. 

xaxo:: the difference in sense of this term between rn77 and 1078 
is not a problem requiring drastic solutions (107711.). ota 6pav µeAAW 
KaKa is best taken as 'what harmful things I am about to do'; 'what 
evil I am about to do' is possible, so long as one docs not over
emphasize the modern moralistic sense of 'evil'. Mcdca is primarily 
concerned with the harm she will do to her sons and to herself: this is 
based principally on a calculation of pain and suffering, but concerns 
that some modems might call 'moral' arc not cxclu<lc<l, since Mcdca 
herself criticizes the killing as unholy (796, 1383). Sec Rickert (1987). 

1079 8uµo,; 6t ><pdcrcrwv TWV cµwv (3ouicuµo:-rwv: a controver
sial line; the choice is essentially hctwcen 'my angry passio11 controls 
my plans' and 'my angry passion is stronger than my deliberations'. 
In the former, the sense of Kpeicrcrwv is unusual, but l3ovAevµaTWV 
refers to what it has previously rcfcrrccl to, Me<lca's calculations of 
how she can get revenge on her enemies and cause the greatest pain 
to Jason. In the latter, Kpeicrcrwv has an ordinary sense, but l3ovAev
µaTwv now refers either to Mcdca 's brief considerations of the pref-
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erability of letting her children live or to the entire complex of delib
erations on both sides. The narrower reference is perhaps problematic 
because of the epithet eµwv: it is in the interest of Medea's winning 
vengeful side to dissociate from herself the soft considerations made 
on behalf of the children, and eµwv would do just the opposite if it 
refers only to 1044-8 and 1056-8. f3ovAEvµaTa cannot mean 'rational
ity' or 'reason'; nor is the interpretation 'considerations' (of the pain 
my course will cause me) convincing. 

In the Greek philosophical tradition, in which partition of the 
soul into rational and irrational elements was a basic strategy for 
many thinkers and schools from Socrates and Plato onward, Medea 
was treated as an example of a person dominated by her emotions, 
and this line was read as, in essence, 'my emotion (anger) is stronger 
than my reason'; see Gill (1983) and (1996) 226-39; Dillon (1997). 
This treatment conforms with the (non-tragic or anti-tragic) faith in 
reason that is a hallmark of the Greek philosophical tradition: that 
is, philosophers needed to see Medea's action in this starkly dualistic 
light. In the play itself, we are actually shown a mixture and alterna
tion of rational and emotional elements at work, and Medea's re
venge scheme involves not only her sense of outrage and attachment 
to 'heroic honour' but also a calculating rationality and manipu
lative rhetoric. In addition to the theme of planning and wisdom/ 
cleverness that runs throughout the play, Medca's own use of eµ11-
xav11cr6:µ11v in 1014 and the striking conclusive generalization of the 
messenger in 1224-30 point to the importance of calculating and ra
tional elements in Medea's action. 

1080 oanE:p µE:ytaTWV ai'.Tto~ ><a><WV ~poToi~ 'the very thing 
which causes mankind the greatest harm/suffering' (see 1077n, 1078n. 
on KaK6:). In later times there was a genre of philosophical and mor
alistic literature de ira (Diogenes Laertius ascribes a book TTEpl rra6wv 
( ii mpl) opyfis to Aristotle; the title mpi opyfis is also attested for 
works of Posidonius, Philodemus, Sotion (teacher of Seneca), and 
Plutarch); but it was already a commonplace in archaic and classical 
times that anger is detrimental to good judgment. Compare the ref
erences to wrath throughout Iliad Book 9 and Achilles' curse in 
18.107-ro ws EplS EK TE 6Ewv EK T' 6:v6pwm.vv 0:TTOAOITO I Kai XOAOS, as 
T' ect,ETJKE TTOAvcppov6: mp xat.mfiva1, I as TE TTOAV yt.vKiwv µEAITOS 
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KaTaAe1~oµevo10 I av6p&v ev a,178eaa1v ae~eTm ~•Te Karrv6s; Theog

nis 1223-4 ov6ev, Kvpv', 6pyfis a61KWTEpov, i\ TOV exovTa I miµaive1 

8vµ&1 6e1;\a xap1~oµev17; Time. 2.1 I. 7 Kai oi /\Oy1aµ&1 EACXXl<JTa 

xpwµevo1 8vµ&1 TTAEiaTa ES epyov Ka0iaTaVTat, 2.22.1 TOV µ~ 6pyfi1 TI 

µO:A/\OV i\ yvwµ171 ~VVEA06VTas E~aµapTeiv, 3.42. I voµi~w 6e 6vo TO 

evaVTIWTaTa EIJ~OV/\101 eivm, TCXXOS TE Kai 6py17v, WV TO µev µETa 

avoias cJ>tAEi yiyveaem, TO 6e µETa arrm6evaias Kai ~paxvT17TOS 

yvwµ17s; Eur. fr. 31 N 2 6pyfi1 yap O<JTIS eveews xapi~ETOI, I KaKWS 
TE/\EVTOI" TTAEiaTa yap acJ>cxA/\El ~pOTOVS, fr. 760 E~u) yap 6pyfis TTO:S 

av~p aocpwTEpos; Soph. OT 523-4 Cl/\/\. ~/\0e µev 6~ TOVTO TOVVE16os 

Tax' av I 6pyfi1 !31aa8ev µo:A/\OV i\ yvwµ171 cJ>pev&v, oc 855 6pyfi1 xcxp1v 
60VS Tl a' aei AVµaivETal. 

1080 Action: l\fcdca's first words in the next episode (1116) sound 

like those of a character who has hecn waiting on stage. Thus, after 

the apparent conclusiveness of 1055 (esp. if Mcdca was heading to

ward the door herself with the children), Medea has reached a mo

ment of stasis: she seems determined to do the terrible deed, but as 

long as she has not yet gone inside there is still room for suspense and 
the possibility that she will waver again. A much different effect will 

be produced if Mcdea does go inside at 1080 and then rccmerges at 

1116, for the audience would then believe that the killings are about 

to take place and be surprised at 1116 when Medca says that she 1s 

waiting to learn what happened at the palace. 

rn81 1115 Anapaestic interlude 

This anapaestic interlude serves in place of the stasimon that usually 

precedes the entrance of a messenger (for anapaestic passages with 

act-dividing function sec Taplin (1977) 225-6). What is remarkable is 
the contrast between the anguish and tension of Medca's monologue 

and the relative calmness and displacement of the choral interven

tion (quite different from the tense expectation projected by shorter 

anapaestic interludes like Aesch. Ag. 1331-42, Cho. 719-29, 855-68). 
As a chorus sometimes does, the Corinthian women deflect attention 

from the particular to the general or from the individual to the 

group, but here without the concluding apostrophe or application 
that characterizes many other examples. The choral voice docs not 
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respond to the divided impulses just expressed by Medea or object to 
the victory of the revenge impulse over the maternal bond; rather it 
avoids personal engagement or dissuasion and instead deflects its 
emotional response to a resigned and generalized regret for the con
dition of human parenthood. The opening stakes claim to female 
mousa and sophia, thus recalling the gender-competition of the first 
stasimon, but it is significant that the judgment that follows is gener
alized so as to apply to parents of both sexes, using the universalizing 
masculine plural and terms that suggest both the mother's effort in 
childbirth and nurture (mochthos, mochthein) and the father's economic 
responsibility (finding and leaving behind a livelihood, biotos). Thus 
there is created an emotional resonance between everyday experi
ence of the loss of children and the loss about to be felt by Medea 
and Jason, yet this resonance has a curious effect of helplessness and 
resignation, and one might even say irrelevance, since the choral 
generalization at its end emphasizes (indeed complains of) the role of 
the gods in taking children from their parents (1109-15), whereas the 
deaths of children in this play arise largely from human decisions and 
actions. Perhaps one major effect of the abstraction and subdued 
emotion of this interlude at this point is to lull the audience into a 
sense of resignation and inevitability in regard to the killing of the 
children, to add plausibility to Medea's certainty in 1236ff. that the 
children must die. Another possible effect is to bear witness to the 
claim made earlier by the nurse that poetry has failed to deal with 
grief and woe. Although the women here lay claim to a poetic gift, 
their song is still incommensurate with the horror that faces them. 

The passage consists of chanted anapaests, with paroemiacs at 
1089, 1097, 1104, ll 15. This produces at minimum four periods of 15, 
13, 13, and 19 metra before the paroemiac. One could also postulate 
period-end at full metron at one or more other locations such as 
1084, 1093, 1100, 1106, or 11 u, but these are unverifiable (see 184-
204n.). 

1081-9 provide a warrant for the generalizations to be made in the 
interlude, emphasizing that they are not a spur-of-the-moment eval
uation but the product of long consideration; they also carry on the 
theme of male-female competition by asserting the right to offer 
wisdom. Compare the opening of the gnomic observations of the 
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(male) chorus at Ale. 9G2--6 eyw Kai 610 µovcras I Kai µET6:pcr1os rj1~a. 
Kai I TTAeicrTWV 0416:µevos 116ywv I Kpeicrcrov ov6ev 'Av6:yKaS I T]Vpov 
KTA., and Pha!'dra's prcem in llipp. 375-6 fi6TJ noT' o:1111ws vvKTOS ev 
µaKpw1 xp6vw1 I 0VT]TWV E~p6VT1cr' ri• 61e~6apTa1 f3ios. 

1081-2 6ux AE7t'TO't"Epwv µu8wv EµOAOV 'I engaged m discourses 
(thoughts) of a more subtle nature'; the comparative may not be 
pointing forward to fJ XPll, but simply mean 'more subtle than the 
avcrag<'' (for this use of comparatives sec Smyth §1082a). For the 
idiomatic use of 616:-phrase and verb of motion, see 87211. 

1082-3 npo; aµtAAa; ~).8ov 'I entered into intellectual struggles.' 

1085 ana yap: elliptical in sense (cf. 252n.), 'but (my opinion is 
still worth hearing), for .. .' Sec Denniston 102. 

1087-8 miaatat µEv ou, naupov 6E yivo; ><'t"A. 'not to all women, 
bnt small is the group of women (you could find one among many) 
that is not lacking in inspiration': the µev-limb is a correction-in
stri<le, in apposition to ,iµiv, while the 6e-limb becomes an indepen
dent clause (with ecrT1 understood; also understand ov with cm6µov
crov). The MSS have an unmetrical text, lacking Elmsley's µiav and 
having either TI or 611 before yevos. A Berlin papyrus now presents 
both words in a reading that had been proposed by Schoemann (6e TI 
6T] yevos). This is metrical and could be translated 'not to all women, 
but you could find among many some quite small group of women 
that is not lacking in inspiration'. But the word order 6e TI 611 is un
paralleled (whereas both 611 TI and 6e 611 TI are found, not only in 
iambic poetry, but in prose). 

1092-3 npo4>ipuv Et; EU't"UX,tav I 't"WV yuvaµivwv 'are superior 
in happiness to those who have begotten children'; for this intransi
tive sense of npo~epw, sec LSJ s.v. 1v.2; the gen. of comparison is 
normal with this sense, but eis el'.JTvxiav is a poetic alternative to the 
<lat. of respect seen in other authors. 

1094-6 6t' anupoaUVYjV I ... oux.l 't"UX,OV't"E; 'through their inex
perience not finding out'; on this view, the whole phrase and not just 
61' cme1pocrvvfJv governs the intervening indirect question, and Tv
xovTES is understood in the common sense of 'receive or experience a 
certain fortune', as a (typically) redundant clarification of 61' cme1p-
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oavvT)v (compare the gloss µa86vTES in MS B). Another view takes 
ovxi TvxovTES as restating cxTEKvo1, 'not having obtained (children)'. 

1103 £-n 6' h TouTwv 'and furthermore, after that'; again the 6e
limb turns into an independent clause (1087n.). 

1103-3a £7tl cf>'.Aaupol(; I ... 'XP'IJGToi;: understand Tois TTOIO"I or 
Tois TeKvo1s; we may translate 'on behalf of children who will turn 
out bad or good' (ETTi + dat. of occasion or cause); but some suggest 
instead ETTi + dat. of the price or wage (Page: 'whether good children 
or bad will be the wages of their toil'). 

1107 xai 6~ yap: the first two particles present a supposition as 
real (386n., 1065), while yap introduces the exposition of the 'one 
thing' just promised. 

aAL(i (3LoTov 8' YJUpov: CXAIS, which logically goes only with T)Vpov, 
receives extra prominence from the delayed position of e· (unless e· is 
to be regarded as a misguided metrical supplement and the true so
lution to the unmetrical text of most MSS is to read l310TTJV T)vpov 
with Lenling). 

1108 ~'.Au8£: Eur. uses the epic alternative to riMov over a dozen 
times, usually in lyrics or anapaests, but also in trimeters (Tro. 374, 
El. 598). 

1109 xup~aaL: third sing. aor. optative (as the accent shows) of 
Kvpew. Translate 'if fate should befall thus' or 'if fortune should 
come to pass thus' (cf. LSJ s.v. Kvpew 1.1.b and 11.1), euphemistic for 
'if bad fortune befalls one'. 

1110 cf>pou6o; i; "AL6ou: the predicate adj. (without copula: LS 
30) is here equivalent to a verb, 'flies off, disappears'. By its position, 
'to Hades' will inevitably be taken initially with q>pov6os, but it com
plements TTpoq>epwv as well. 

1111 8avaTo; is strongly personified here, since q>pov6os is most 
commonly used of persons and there was an established iconography 
of the winged demon Thanatos carrying off the dead (originally 
paired with Hypnos carrying the corpse of Sarpedon, but by the 
middle of the fifth century also depicted carrying anonymous dead 
and sometimes shown without Hypnos: see LI.MC s.v. Thanatos). 
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Thus it is probably justified to print the noun with a capital letter 
here, as in Paley's edition and a few others. 

II 12 AU£!: impersonal, 'is it profitable' (566n.), with eeovs ETTl
~(X/\/\EIV as subject. The chorus implies criticism of the way the gods 
operate the world: see 190-20411. 

I JI6-1250 Sixth episode 

This episode is taken up almost entirely by the report of the 'mes
senger', a conventional term for the minor character who brings 
news of a major event that has taken place out of the sight of the 
audience and chorus (usually offstage at another location, but some
times within the house). In Sophocles and Eur. these scenes stereo
typically feature a brief relaying of the essential facts in a dialogue 
and then an extended rhesis giving the narrative in full detail (SE 3a). 
The messenger-rhesis is a tour-de-force of narrative skill, often tinged 
with remini&cences of epic (quoted direct speech, more frequent use 
of epithets, omission of temporal augment, and (rarely) short third
person plural forms like eKpvq>6ev in Hipp. 1247 (LS 7c)), and affords 
the actor an opportunity for virtuoso performance highlighting shift
ing emotions. See de Jong (1991) on narrative in Eur.'s messenger
speeches and Goward (1999) on narrative in tragedy in general. The 
narrative here is typically circumstantial: the sequence of events is 
carefully marked (1136, 1145, 1147, 1156, 1157, 1163, 1167, 1173, 1176, 
1181, 1205, 1211, 1218); not only are the changing moods and move
ments of the major figure, the princess, detailed, but there is also at
tention to the emotions and actions of subsidiary figures and extras 
in the scenario (1138-42, 1142-3, 1171-7, 1177-80, 1202-3); quoted 
speeches are included (1151-5, 1207-10); gruesome physical details 
are made explicit; and similes (1200, 1213) and other imagistic lan
guage are frequent. This speech also plays repeatedly on the superior 
retrospective knowledge of the speaker (shared by the audience), in 
contrast to the mistaken joy and belief of the servants (1138-40), the 
speaker's own earlier satisfaction (1142), the delight of the princess in 
trying on the gifts (with the ominous phrase 'lifeless likeness': 11620.), 
the old woman's false inference of a divine visitation (1171-3), and 
Creon's ill-omened wish crvv6avo1µ1. The messenger concludes with 
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a moralizing generalization: the expression of traditional wisdom 
and the rejection of the position of an elite group (1225 TOVS cro<povs 
~poTwv) align him with the nurse as a humble anonymous figure dis
tinct in aspirations and experience from the princely main charac
ters. After the messenger's departure, the chorus-leader delivers a 
conventionally required reaction to the long rhesis, and then Medea 
makes her last declaration of intention and self-exhortation before 
going in to do the deed so long expected. 

1116 -col: the particle expresses emotional involvement (Dennis
ton 541). 

1117 xapa6oxw: this verb implies waiting with nervous expecta
tion for an outcome, often in a military context with the notion of 
determining one's behaviour according to who wins a battle. So here 
it once again raises some suspense whether Mcdca will go through 
with the murder or not. 

-caxd8Ev is both proleptic object of the verb (37n .) and subject of 
the the clarifying indirect question that follows, as in the similar 
phrase in Hdt. 7. I 63 Kapa60KflO'OVTa TT1V µ6:x11v Tfi1 TTEO'EETOI. 

1118 xai 6~ marks perception of the newly entering character: 
Denniston 251. 

II I 8-19 -cov6E -cwv 1ciaovo; 1-.. 01ta6wv 'this man [ with gesture], 
one of Jason's attendants'; although Jason may have been accom
panied by silent attendants in his earlier visits to the stage, the mes
senger is not to be identified as one of them, but as an attendant who 
has until now been at Jason's new home. The viewpoint in 1136-43 is 
that of those in the house, just learning of the 'truce' between Jason 
and Medea. 

nvEuµa 6' ~pE81aµivov: entrance-announcements may be used 
both to call attention to the haste of an entrance (which can actually 
be conveyed by the actor) and to interpret the mood of the new
comer for those who cannot sec the mask well or in cases where the 
expression may not be obvious on the mask. Thus crTTov6ii is often 
mentioned (e.g. Aesch. Se/Jt. 371,374; 1/c/d. 1118, lfipp. ll52, Andr. 546, 
Racclz. 212), and expressions of anxiety or grief arc remarked upon 
(e.g. 1/cld. 381, llipp. 1152, Plzoen. 1333). ripe61crµevov is pcrf. mid.-pass. 
part. of epe6i~w, 'agitate, excite'. 
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1120 xaLvov: news from a messenger-figure is often anticipated 
by reference to revealing (cr1iµaive1v) or reporting (ayyeAAEIV, 11.eye1v) 
something Ka1v6v or veov: e.g. Prom. 943, Tro. 238, Phoen. [1075], Hee. 
217, IT 237, Bacch. 1029. 

[1121] This line is absent from one branch of the medieval tradi
tion: this may be a reflection of uneven attestation in ancient copies, 
which is sometimes a sign of interpolation. The explicitness of 6e1vov 
epyov -rrapav6µws is oddly followed by Medea's question in 1124, so 
the sequence of dialogue also points to a text without 1121. The line 
seems to have been added to heighten the emotion of the address and 
to make the messenger's moral disapproval of Medea's action more 
apparent. For this type of expansion see Haslam (1979). 

1122-3 µ~TE vatav I Al1toifo' a1t~VY)V fL~T· oxov 1tE6o<Jn!3ij 'ne
glecting neither ship-formed carriage nor vehicle that travels the 
ground', a grandiloquent circumlocution for 'whether by sea or by 
land' or 'by any available means'. The markedly heightened language 
is perhaps expressive of the inspiration that the humble messenger
figure receives from witnessing tragic events. The sense of Amovcra is 
one seen more often in -rrapaAei-rrw or EKAEi-rrw, but cf. LSJ s.v. Aei-rrw 
A.1.3. For the extended use of O:TI'TJVT) compare Tro. 517-18 TETpa
!36:µovos ws u-rr' 6:-rrTJVflS 'Apyeiwv (the Trojan horse), Phoen. 328 with 
Mastronarde's note. 

1124 TuyxciveL 'befalls'; compare Or. 1326 o:~1• T]µiv Tvyx6:ve1 
O"Tevayµ6:Twv. 

1126 vno: anastrophe (LS 24). 

1128 TO Aomov 'hereafter' (804n.). 

1130 ~n;: 589n. 
~L><1aµEvY): perf. mid.-pass. part. of aiKi~w, in middle sense (same 

as active) 'having damaged outrageously' (cf. epic ae1Ki~w, ae1KeA1os). 

1133 µ~ <J1tipxou: the recipients of a climactic report often insist 
on their need or desire to hear all the details and sometimes give a 
motivation (for delight at good news compare Supp. 649, Phoen. 1088-
9); but as usual in Greek tragedy there is a mixture of naturalistic 
motivation and non-naturalistic theatrical convention, for time stands 
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still during a messenger rhesis and any pressure to act quickly is 
suspended or ignored until the narrative is over. 

1138 ~a8Y)µ.ev: aor. pass. ind. of 1760µ01, 'we felt delight'. 

1138-9 ofoep aoic; hciµ.voµ.ev xaxoic; I 6µ.wec; provides another 
clue to the sympathy of others for the way Medea had been treated 
by Jason and Crean (see 17n., 663-823n., 707). 

1140 veixoc; ea1tda8al 'have reached a truce to end your previous 
dispute' involves a somewhat bold extension of the construction of 
crrrev6oµa1 (ecrmicr0ai is perf. mid.-pass. inf.). Usually the object is 
internal or an object of the product produced: peace, an opportunity 
to pick up the dead (Thuc. 3.24), safe passage for retreat (Thuc. 
3.109). Here it is an external object affected by the truce, for which 
parallels are found in later prose (object rr6r.eµov in Dionysius Hal. 

4.52.2, 9.36.3, 19.13.4). 

1142 xauToc;: crasis, Kai avT6s. 
u1to: anastrophe (LS 24). 

1143 aTeyac; yuval><Wv 'into the women's chambers', acc. of goal 
of motion without preposition (LS 12.b). Many texts speak of a sep
arate area of the Greek house in which women might be confined 
and into which outside males would not normally be allowed, but 
archaeological evidence does not show any fixed arrangement in do
mestic architecture to provide such separation. See Jameson (1990a), 
esp. 186-91, and (1990b), esp. 104; Nevett (1999), esp. 154-6. 

1146 1tpo8uµ.ov dx' o<j>8a'.Aµ.ov de; 1ciaova 'looked with loving 
anticipation toward Jason'. 

114 7 1tpouxci'.Au\jlaT': crasis, rrpoeKaAVljJOTO. 

1148 tt7tE<1Tpe\jl' eµ.1taAlV 1tapYj£6a: the gesture has previously 
been ascribed to Medea (30, 923n.), and perhaps the repetition makes 
the point that Medea is imposing her own experiences in turn upon 
her enemies. 

1149 µ.uaax8eia': aor. pass. part. of µvcrcxTToµa1, 'feel disgust at'; 
a very rare verb in classical authors (elsewhere only Xen. Cyrop. I .3.5; 
cf. Aesch. Supp. 955 µvcrayµa). 
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1151 ou µ~ introducing a question with the fut. ind. fo111 is equiva
lent to a prohibition, and after aAAa or 6e (as here) ou alone is carried 
forward to the following futures 1Taucr111 ... 1Tapanricr111, making 
them equivalent to positive commands (see Barrett on Hipp. 212-14). 
lmperatival questions of this form often express shock, exasperation 
or peremptory superiority, but in a few places perhaps a tone of gen
tler remonstrance or appeal may be detected (Andr. 757, Supp. 1066), 
so a wheedling tone rather than a peremptory one may be possible 
here. 

1153 ouamp av: SC. voµil;111 (subj. in relative clause with present 
general force). 

1154 1tapal-r~aJJl 1ta-rpoc; 'request from your father that he remit 
... ', with the gen. of the person asked on the analogy of 6eoµai. 

1156 YjVEG)tE'tO: aor. middle of avexw, with double augment 
(Smyth §451); cf. 1159 T}µ1TECYXETO from aµ,rexw. 

1157 ~lvEa' av6pi miv-ra: the bride's compliance matches Jason's 
expectation (940) and also recalls the happier former days of Medea's 
marriage (13 OUTWI TE 1TO.VTa ~uµq>epoucr'). 

E>< 6oµwv: as the audience knows, the children returned to 
1\-Iedea's house from the palace; Jason's absence from the house is 
necessary to the plot, and no reason is given for it here. 

1158 1ta-ripa: in the context, an audience will easily interpret this 
as 'the father (of the boys)', Jason, not as 'her father'. 

1161 xa-ro1t-rpwl: Greek mirrors were disks of burnished metal, 
usually bronze (for examples see Lamb (1969) 125-9 and plate LX, 

Congdon (1981) plates 4a, 5a, 1 ia, 16a, etc.), and they could be de
signed for holding by hand or mounted on a stand. Through associ
ation with personal adornment they were considered emblematic 
of femininity (hence the exasperated question of Euripides' boorish 
kinsman to the androgynous Agathon in Ar. Thesm. 140 Tis 6al Ka
T01TTpou Kal ~iq>ous Ko1vwvia;). 

1162 a1.puxov dxw: the 'lifeless likeness' is an ominous portent of 
her impending death. eiKw is alternative (poetic) acc. sing. of eiKwv, 
instead of eiK6va: see LS 5.c. 
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1163 ><a1tu-r': crasis, Kai ETTEITa. 

1164 ci(3pov (3cx[vouacx: a grim echo of the encomiastic f3aivovTES 
6:f3pws in 829. 

1165 1toAAcx 1toAAa:><t~: a rhetorical intensification, 'very often', 
'again and again'; elsewhere TTOAAa has a separate force, as Tro. w15 
KOITOI cr' evov8hovv ye TTOAACX TTOAAO:KIS. Compare 579 TTOAACX TTOAAois 
with n. 

1166 't"€VOV't" €~ op8ov 'at the back of her straightened leg'; the 
tendon referred to is the Achilles' tendon at the back of the ankle, 
and 6p86v refers to the flexing of the foot as one leg is stretched 
backwards to display the hang of the dress (compare Pentheus' ex
amination of his dress in Bacch. 935-8). 

1167 -rouv8iv6€: crasis, TO ev8ev6e, adv. acc., 'then, next'. 
6uvov ••• t6€i'v 'terrible to behold', epexegetic inf. (LS 18). 

1168 AEXp[cx may mean 'moving sideways' or 'bent over, off
balance' or may suggest both together. 

1169 -rpiµ.ouacx ><wAcx: acc. of specification, as also m IT 283 
WAEVOS Tpeµwv aKpas. 

1170 Eµ.1t£aouacx µ.~ xcxµ.cxi. 1t€a£iv: the participle is supplemen
tary with <;>86:ve1 (Smyth §2096d), while the inf. is epexegetic (LS 18), 
'so as to avoid falling on the ground'. 

1172 Ilcxvo~ opyci~: the old woman (her age may hint at a height
ened sensitivity to religious matters) suspects that the princess' odd 
behaviour is caused by divine possession (see r208n.). Pan is asso
ciated with sudden mental disturbance of various kinds, including 
the 'panic' of an army. 

1173 civwAoAu;E: the ululation (6AoAVYTJ) is a (sometimes sponta
neous) cry of women reacting to or accompanying an emotionally or 
ritually powerful event (e.g. victory, sacrifice, birth): it seems to greet 
or acknowledge the presence of divine power or an epiphany (and 
thus lessen the danger from such power). So here there is a contrast 
between the initial cry of the old woman and the lamentation into 
which it is converted as she observes the girl further (o:VTiµoAnov ... 
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KC.VKVTov). See Rudhardt (1958) 178-80; Pulleyn (1997) 178-81; Diggle 
(1994) 477-80; Eitrem (1927) 48; Deubner (1941). 

np(v y' opiil: npiv i3 here equivalent to ec.vs, 'until', and is here 
used after an affirmative verb (in prose the main verb is usually neg
ative: Smyth §2441, Goodwin §§632-3). 

1174-5 oµµaTWV T' ano I xopa~ aTpE<l>ouaav 'twisting her pupils 
away from her eyes', that is, making her eyes stand out from their 
sockets, a symptom of great pain; but perhaps also implying the 
twisting and fluttering of the eyes that is associated with madness and 
possession elsewhere (cf. LSJ s.v. 61acnpecpc.v, 61cxcnpocpos). cxTTo by 
anastrophe (LS 24). 

1175 ivov is neuter sing. acc. part. of eve1µ1. 
x.pot: 787n. 

1177-8 ~ µev . , I, ~ 6i 'one of the (women) servants ... another 

E~ 1taTpo~ 6oµou~ 'to her (the princess') father's rooms/ 
apartment' ,vithin the same royal palace. There is nothing earlier 
that would lead an audience to think that there are two separate off
stage houses. Rather, they will assume one royal palace in which 
Creon, Jason, and the princess all live (cf. 327, Medea's plotting to 
invade one house to kill her enemies in 375-94, 960, 969). 

1178 apT(w~ 'recently (married)'. 

1181-4 form a paratactic comparison, equivalent to 'as quickly as a 
swift runner ... so swiftly the princess ... ' The idiomatic construction 
is eliminated in the reading of a papyrus which offers oT' ('when') in 
place of T) 6' in 1183, probably a deliberate simplification and thus to 
be rejected. 

1181-2 'And already a swift runner going up along the six-plethron 
leg of the race-course would be reaching the goal.' (The text is dis
puted: for a thorough treatment see Diggle (1994) 285-8.) The pleth
ron is 100 Greek feet, and six plethra make a stade, the normal length 
of a stadium and the shortest length of a normal footrace (o-Tcx61ov, 
'stade-race', more or less a 200-yard dash). It is less likely that the 
meaning with cxveMwv would be 'come back along the six-plethron 
return-leg of the (double-legged) race course', since this sense of 
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avEMwv is doubtful (see Diggle) and it is less to the point to refer to 
the longer race (6iavAos). KWAOV is acc. of the space traversed 
(1067n.); &v T)TITETO is an unreal indicative (Smyth §1786). 

1183 ~ 6' is again the princess. 
£; avau6ou xai µuaav-roc; oµµa-roc; '(changing) from a state of 

silence and from tight-closed eyes', that is, 'breaking her silence and 
opening her eyes'. 

1184 ~y£tpno: imperfect of EyEipw, 'rouse, stir', middle 'awaken, 
stir oneself'. 

1188 awv -rixvwv 6wp~µa-ra: like many messengers, the servant 
incorporates second-person references in the narrative to underline 
the relation of the event to the addressee (seven times in u36-58); 
the return of the second person here after a long interval (and for the 
last time before 1222-3) is especially effective as a reminder that the 
children have been made the tools of the murder and are accordingly 
at risk for revenge. 

1194 µii).).ov 6ic; -roawc; 'twice as much more than before'; com
pare Rhesus 160 6is Too-ws E0TJKOS EVKAEEO"TEpov, 'you made (your 
house) twice as glorious as before'; El. 1092. These are the only ex
tant occurrences of adverb Too-ws. 6is Tocrws and 6is Tocrov (u34) are 
metrical alternatives. 

1196 6uaµaO~c; t6£i'v 'hard to recognize at sight/by looking' 
(epexegetic inf.; LS 18). 

1197 xa-raa-raaLc; 'the set form'. 

1200 7t£U)(LVOV 6axpu 'dripping resin'. 

1201 yvaOoLc;: in favour of this normal tragic form against the 
epic yvaOµois see Diggle (1994) 265. 

1202 niiaL 6' ~v <J>o~oc; 0Ly£i:v: the inf. is used as if after TICXVTES 
Eq>ol3ovµE8a; for a somewhat different construction see 1256-7n. 

1203 -rux'lv 'what had happened'. 

1204 auµ<J>opiic; ayvwataL 'in his ignorance of the terrible thing 
that had happened' (dat. of manner or cause). 
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1205 m1p€A6wv 6wµ.a: probably 'entering the room' rather than 
'entering the house'; see 1177n. 

1208 ·de; ••• 6alµ.ovwv a1tWA€a€v: in traditional Greek belief, 
any extraordinary event or affliction that cannot readily be attrib
uted to a visible cause is viewed as the intervention of a divine force, 
and it is in the nature of tragic story-telling that characters are quick 
to assume a demonic cause (not always entirely correctly: see The
seus' misrecognition of the force behind Phaedra's death in Hipp. 
831-3). 

1209 "tov yipona "tuµ.{3ov 'the old man so close to the grave' (lit. 
'old man who is a grave'; probably a colloquial usage). The same 
phrase is used insultingly in Held. 166-7 (by the Theban herald of 
Iolaos); compare Ar. Lys. 372, where the old women address the old 
men as w Tvµl3', and LSJ s.v. TVµl3oyepwv. 

1210 auv6a.vo1µ.£ aol: the wish to join another in death IS a 
conventional mark of extreme love/loyalty or extreme grief (e.g. 
Hee. 396, Supp. 769, 1007 (Evadne) fi610"TOS yap Tot 6cxvaTos crvv-
6vT]tcrKe1v 6VTJIO"Kovcr1 <piA01s, Soph. OC 1690, fr. 953); it is an ironic 
distortion of the motif to have Creon's wish here come true against 
his will. 

1217 fo1ta.paaa': the subject is presumably Creon himself, who is 
also the subject of preceding &yo1 and following cxnecrTTJ. 

1218 a1t€G"tYJ 'he gave up on his effort'; for the sense cf. LSJ s.v. 
B.5, but this instance is somewhat harsh, since Creon has been trying 
to separate himself from his daughter and 'separate from' is a possi
ble meaning of cx<picrTao-601. Scaliger's emendation cxnfol3T] (intrans. 
second aor. of cxnocrl3evvvµ1, here 'his strength was extinguished') is 
attractive, but then µe6fix' . . . 4'VXTJV is perhaps somewhat anticli
mactic and redundant, although it could be taken as a plainer expli
cation of the figurative term just used. 

1220-1 The concluding phrase in 1221 is very doubtful: perhaps 'a 
disaster arousing longing (to mourn) with tears', but this involves an 
odd use of both 1ro6e1vTJ and the dative 6aKpvo1cr1 (the variant 6aK
pvovcr1, 'for those weeping', will not scan because the upsilon of the 
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verb is long everywhere else in classical poetry). If 1220 can stand on 
its own ('and so they lie as corpses, child and aged father'), then it is 
best to delete 1221 (Reeve): TTet-as may have been added as a gloss, 
and this gloss could then have been supplemented incompetently into 
a complete line. But in parallel passages with phrases like KEiTa1 veK
p6s or KeiTa1 0avwv, there is some additional phrase to evoke pathos 
(e.g. Aesch. Pers. 325, Soph. Ant. 1240, Eur. Phoen. 1459, Or. 366), so it 
is doubtful whether 1220 can stand by itself. There is probably an 
uncured corruption in the following words. Deleting both 1220 and 
1221 with West leaves a weak conclusion to the narrative. 

1222 EX1to6wv ••• Aoyou: (adv. as predicate) '(left) out of ac
count', 'out of the reckoning', or perhaps just 'without mention'; cf. 
Libanius or. 32.27 e~w t-6yov Kai 6:p10µov Keiµevo1, 'left out of account 
and consideration'. 

1223 ~Y)µiac; emaTpocp~v 'the v1s1tation of punishment'. The 
MSS have O:TTocnpoq>~v, 'refuge, escape', but the scholiasts' explana
tion of the line shows that they did not read this, but either em
cnpoq>~v (Lenting) or 6:vT1cnpoq>~v (Kirchhoff), 'the balancing return 
of punishment' (Diggle (1994) 288-91). 

1224-30 The conclusive reflection by the humble messenger is 
similar to what the messenger in Soph. Ant. says as prelude to his 
report of the disaster (1155-71); compare also Ant. 1242-3, Eur. Held. 
863-5, Supp. 726-30, Bacch. 1150-2. The generalization about 'those 
who seem to be wise/ clever' and 'practitioners of speeches' should be 
taken to be a direct comment on both Medea and Jason. 

1224 Ta 8vYJTCl ••• ax1civ: for the notion that mortal life/fortune 
is as insubstantial as a shadow, compare Pindar Pyth. 8.95-6 crK1cxs 
c5vap a:v0pwTTos, Aesch. frr. 154a.9, 399.2, Soph. Ajax 126, fr. 13 
avepwTTOS EO"TI TTVEVµa KOi O"KIO: µ6vov. 

1225 ou6' av Tpeaac; ei1t01µ1 'I'd say without fear', 'I would not 
hesitate to say'. 

1227 TouTouc; emphatically (perhaps contemptuously) restates the 
long subject phrase Tovs croq>ovs ... Mywv before the harsh pred
icate. 
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µwp(av ocpAunca.vuv: in this development of the idiomatic 
phrase (404n., 58111.), the object is not the penalty incurred, but the 
grounds or charge on -which blame is incurred: o:µa6iav Hee. 327, 

crKa\OTf\Ta Soph. Ant. 1028, µwpiav in four other passages of tragedy. 
The l'v1SS have sriµiav by contamination with 581. 

1229 emppuinoc;: aor. pass. participle (in gen. absolute) of emp
pew, intransitive in sense, 'flowing in, accumulating'. 

1231-2 After the messenger's virtuoso performance, the chorus
leader's couplet allows a pause before the resumption of the mur
derous action. The reference to divine dispensation, many evils, and 
'this day' (the one day on which the action of a tragedy is normally 
concentrated) are conventional features. It is significant that the 
chorus-leader keeps alive here the theme of Jason's injustice by de
claring his sufferings to be justly imposed, and that the focus is 
immediately (and solely, if 1233-5 are correctly deleted) placed on 
Jason, not on the princess or king. The chorus thus follows Medea's 
vindictive perspective, but the tone of this couplet is probably re
signed and objective (fo1x') rather than rejoicingly vengeful. The au
dience may well feel some sympathy for the victims after the shocking 
details of their sufferings, but the chorus is apparently not here used 
to prompt that feeling. 

[1233-5] The articulating intervention of the chorus-leader after 
most long rheseis, including messenger-speeches, is normally a cou
plet and no more. This consideration, the sentimentality of the ad
dress to the dead princess in contrast to the resignation of 1231-2, 

and the lack of connection between the couplet and the following 
lines (one could easily imagine something antithetic like 'justly has 
Jason been punished, but I pity the poor princess') have led many 
editors to regard these lines as a later addition. 

1234 l)'t'lc;: 589n. 

1236-50 In this whole speech, Medea blurs the issues of responsi
bility and motivation: 6e6oKTm Tovpyov points to the decision to use 
the children's death to punish Jason, and iro:vTWS ... 6:vo:yKf\ can 
initially be heard as including the internal 'necessity' of completing 
the revenge-plot, even though the following clause looks to the ex-
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ternal compulsion. Likewise, words like OTTAil;ov and KOK1cr6fi1s are 
reminders of the internal motivations explicated in earlier speeches. 
Yet Medea does not openly repeat here that she acts to hurt Jason, 
and she indulges several times in impersonal terms and self-pitying 
language. 

1236 6i6oxTaL Toupyov: Tovpyov (crasis, TO epyov) is subject of 
6e6oKTm ... µ01, with the participle + inf. phrase in apposition to it 
(cf. the more normal construction with a demonstrative in Plato, 
Symp. 176e TOVTO µev 6e6oKTOI, TTIVEIV OO"OV a:v EKOO"TOS l30VAT]T01). 
The interlaced word order (µ01 placed after ws Ta:x1crTa) seems to 
reflect the fact that the 'deed' is primarily the killing rather than the 
departure. The perfect 6e60KT01 contributes an air of finality: cf. Hel. 

982, Bacch. 982, Soph. Trach. 719, El. 1049, Phil. 990, etc. 

1237-8 ><TavouaJJL •I•. ayouaav: for the shift in case, see 57-8n. 

1238-9 Medea's conviction that the children will be killed by others 
if she does not do so herself is not motivated in detail (it is logically 
justified only with the unstated premise that there is no way to take 
them away with her). But it has been prepared for by the attitude she 
adopted in her monologue (1059-61). Moreover, the playwright has 
manipulated the audience to accept this attitude more readily, be
cause he has (apparently) reminded them at various points of the 
tradition about the murder of the children by the Corinthians (In
trod. 4), and he has used the chorus to create a mood of resignation 
and inevitability. 

1239 cpovEuaaL: inf. of purpose after EK6ovvm (Smyth §2008). 

1240-1 are the same as 1062-3 (n.). The couplet seems more integral 
here, where TJµeis ... oimp e~e<;>vcraµev follows well in contrast to 
0:/\AT]I ... 6vcrµevecrTEp01 xepi. 

1242-6 As earlier (403n., 1051n.), Medea uses military and athletic 
terms from the masculine spheres: OTTAil;ov, Ta: 6e1v6:, ~i<;>os, l3aAl3i6a, 
µT] KOKlcr0fi1s. 

1242-3 Tl µi).).oµEv I ... µ-iJ OU 1tpaaauv: µEA/\W here has the 
sense 'delay', and the negative implicit in the form of question Ti 
µe;\;\oµev; accounts for the idiomatic use of µT] ov with the inf. 
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(pleonastic and not to be translated): cf. Prom. 627, Soph. Ajax 540 
(Smyth §2742). (µ11 ov is restored by Elmsley for transmitted µfi, a 
common corruption; the two negatives form one syllable by crasis.) 

1244 ,cEip: almost the last reference by Mede a to her own hand (see 
1378); for the importance of the motif of the hand, see lntrod. 2(d). 

1245 Ep1tE 1tpo<; f3a'-f3i6a AU1tYJpav f3iou: like a competitor enter
ing a race very reluctantly, Medea exhorts herself to 'step up to the 
painful starting-line of your (future, remaining) life', that is, (Page) 
'where life's misery begins'. The balbides were grooves in the stone 
starting-blocks of the ancient stadium; athletes fitted their toes into 
the grooves to position themselves in readiness for the start of a race. 
Most metaphorical uses of the term connote 'starting-point' (Her. 867 
!3ai\!3i6wv cnro, Ar. Wasps 548 cnro !3ai\!3i6wv), but the same line was 
also the finish of the diaulos and longer races, so occasionally the 
word is also a metaphor for the goal (Soph. Ant. 131 !3ai\!3i6wv ETT' 
a:Kpwv of the top of the walls as the goal of an attacker). 'Starting
point' is more apposite here, where Medea urges herself to forget for 
one day then mourn thereafter. Kovacs' 'go to your life's miserable 
goal' introduces a false note: in her own eyes, Medea's life-goal is not 
infanticide, but revenge on Jason and the maintenance of the respect 
and fear she deserves. 

1246-50 Medea's self-exhortation is less ferocious and less dismis
sive of soft feelings than in her earlier speech, as Eur. takes pains to 
indicate the suffering her action causes her now and will cause her in 
the future. She has not fully succeeded in conceiving of the children 
as solely Jason's, but admits that they are precious to her and are 
indeed her cpii\01 (Introd. 2(d)). Her present expedient is to tempo
rarily 'forget' the relationship while she completes her revenge, but 
to acknowledge it thereafter in mourning. 

1250 6ua-ru,c~<; 6' Eyw yuvYJ: after the stength she has shown in 
her confrontations with her male interlocutors, Medea is momen
tarily back in the wretched condition in which she began the play and 
in which she envisioned all women (230-51). Her closing word recalls 
once more the theme of gender-conflict, which will be continued in 
the final scene, although Medea then appears and acts as more than a 
mortal woman. 
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1251-92 Fifth stasimon 

As Medea finally goes in to do the terrible deed, the chorus succumbs 
at last to the intensity of the situation. After the stately dactylo
epitrites of the previous stasimons and the detached contemplation of 
the anapaests before the messenger-scene, the dochmiacs (see PM 28) 
of this song clearly mark the desperate climax of the action. The first 
pair of stanzas presents a familiar pattern: the strophe appeals to di
vine powers, especially Medea's grandfather Helios, a symbol of light 
and purity, evoking the opposite forces that the women hope will 
stop Medea (cf. the invocation of the purity and divine excellence of 
Athens in 824-45); the antistrophe brings another direct address to 
Medea, not so much dissuading her from action as foreseeing the re
sult. The invocation of Earth and Light here produces no welcome 
response from the gods (although shortly Helios' assistance to Medea 
will be revealed) but reminds us of the chorus' exclamatory address 
in 148. As with Aegeus' opportune arrival, it is as if the gods did lis
ten earlier to :Medea's complaints and recognized their justification: 
see Introd. 2(e). 

The second pair of stanzas is unusual in incorporating in the 
strophe iambic trimeters spoken by the children from within (the 
corresponding verses in the antistrophe are a seamless part of the 
chorus' own utterance). Cries from within are a conventional way of 
staging the ultimate violence of murder (1270a n.). Also conventional 
is the chorus' brief consideration of entering the house to intervene 
in the event (1275n.), but the idea is dropped very quickly, as if it is 
evoked only to emphasize again the chorus' detachment from the 
action and the untenable moral position in which they have found 
themselves. In the second antistrophe, the only thing left to do is to 
react to the completed event. The mythological exemplum (Ino) is 
somewhat off-key (see 1284n.): the women are again unable to make 
their song commensurate to the event before them . 

. Metre 
Like anapaestic metra, dochmiacs run in long sequences, often con
veniently laid out as dimeters with an occasional monometer, but 
with periods of indeterminate length. The period-ends posited at 
1254 = 1264 and 1257 = 1267 are suggested by punctuation but cannot 
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be proved. Word overlap between metra (especially by one syllable) 
is common. There are several instances of long in corresponsion with 
short in the first anceps of the dochmiac, and therefore 'Ep1vvv in 
1260 may be scanned with long upsilon (see Mastronarde on Phoen., 
p. 437), against LSJ. On the two possible ways of articulating 1255 = 
1265 see Diggle (1994) 373-6, who doubts cretic between dochmiacs. 

u --u- -u- I 
iw ICX TE Kai naµq,a~s 
µcnav µ6x6os EppEl TEKVWV, 

u - uu u - u uu UlJ u -

CXKTiS 'AJ..iov, KaTi6ET' i6ETE Tav 
µcnav &pa YEVOS <plAIOV ETEKES, w 
u u~u - u - u - - u - I 
6>-.oµEvav yvvaiKa, npiv q,01viav 
KVaVECXV AllTOVO"a LVµ1TAT]ya6wv 

u--u- u--u-11 
TEKVOIS npoo-l3aAEiv XEp' avTOKTOVov· 
lTETpcxv O.~EVWTOTaV Eo-!30>-.av. 

--- u-uuu- I 
O"CXS yap XPVO"EOS CXlTO yovcxs 
6E1>-.aia, Ti 0-01 <ppEvol3ap~s 

u- - u- - uu -u - I 
El3AaO"TEV, 6E00 6' aiµa (xaµai) lTITVEIV 
x6>--os 1Tp00"1TITVEI Kai ~aµEv~s < q,6vov > 
uuu - u-11 
q,6!3os vn' CXVEpwv. 
q,6vos cxµEtl3ETa1; 
u uu - u - u uu - u -

CXAAO VIV, w q,aos 61oyEVES, KOTElp
xa>-.ma yap l3pOTOiS oµoyEvf'i µ1a
u \.AJ -u- u--u-

YE KaTanavo-ov, E~EX oiKwv Ta>-.01-
0-µaT' tEni yaiavt avTo<p6VTais ~vvw1-

u uu - u - uuu - u - 111 
vav q,oviav T' 'Ep1vvv t vn' CXAaO"TOpwvt. 

6a 6E66Ev lTITVOVT' ElTi 66µ01s OXTJ• 

iw µ01. 

1251 ba, dochm 
1261 

1252 2 dochm 
1262 

1253 2 dochm 
1263 

1254 2 dochm 
1264 

1255 do chm, er 
1265 (or molossus, 
dochm?) 

1256 2 dochm 
1266 

1257 dochm 
1267 

1258 2 dochm 
1268 

1259 2 dochm 
1269 

1260 2 dochm 
1270 

1270a (extra 
metrum) 



COMMENTARY 

u--u- u--u-1 

O:KOVEIS !300:v O:KOVEIS TEKvwv; 
µiav 6T) KAVW µiav Twv ir6:pos 

u - - u - u uu - u - llh 
iw TAO:µov, w KOKOTVXES yvvat. 
yvvaiK' EV <piAOIS xepa l3aAEiv TEKVOIS, 

- -u- u :- u - u - u -II 

oiµo1, Ti 6pa:crc.v; TIOi tpVYW µT)TpOS xepas; 
'lvw µaveicrav EK 0ewv, 0~ T) t.1os 

u-u-u -u :-u -u-11 

ovK oi6', a:6EA<pE tpihaT'· oAAvµecr0a y6:p. 
66:µap v1v E~e,reµ,re 6wµ6:Tc.vv a:Aa1s· 

u --u- u--u-1 

,rapeA0w 66µovs; a:pf)~at tpovov 

irhvet 6' 6: Ta:Aatv' ES a:Aµav tp6vw1 

u - - u - llh 
6oKEi µ01 TEKvo1s. 
TEKvwv 6vcrcrel3ei, 

- - u - !,,! - u : - u - u - 11 

vai, ,rpos eewv, a:p11~aT'· EV 6EOVTI y6:p. 
O:KTT)S virEpTEivacra ,rovTias ir66a, 

u-u-- :-u-u-u-11 

ws Eyyvs fi6T) y' Ecrµev a:pKVWV ~itpovs. 
6voiv TE 1rai601v ~vv0avovcr' 6:1r6AAVTa1. 

u--u-uuU-u-

TO:Aatv', ws a:p' 110-60 irhpos f) cri6a
Ti 6f)T' 0\/ yevon' CXV ETI 6e1v6v; w 
u -- u - I 

pos, a:T1s TEKvwv 
yvvatKWV AEXOS 

uuUuuUu-u-

ov ETEKES a:pOTOV OVTOXEI
TIOAVTIOVOV, ocra l3p0Tois EpE

u - - u - 111 

p1 µoipat KTEVEiS, 

~as 1)61') KOKO:. 

1273 2 dochm 
1282 

1274 2 dochm 
1283 

365 

1271 ia trimeter 
1284 

1272 ia trimeter 
1285 

1275 2 dochm 
1286 

1276 dochm 
1287 

1277 ia trimeter 
1288 

1278 ia trimeter 
1289 

1279 2 dochm 
1290 

1280 dochm 
1291 

1281 dochm 
1292 

1251-2 tw ra -rE xal naµ.<J>aYJ; cix-rl; 'AAtou: for the pairing, see 
148n. 



c;<>MMENT/\RY 

1252 xa·d6€T' 'i6€H: the simpk verb follows 011 the compound in 
a rll<'torical reinforcement similar to the <"xact doubling of a word; 
for this 111,u111<·rism of E11ripirks' lyrics sec the references in Willink 

011 Or. 1B1 and Diggk (1994) :1B9. 

1253 o:>..oµivav: this participle is sometimes used in a 'modal' 
sense, reflecting the curse optativc 0/\010/oAono, and hence to be 
translated as 'accursed'; see Mastronarde 011 l'hoen. 1529. 

1253-4 1tplv -I•. auToxTovov: again the chorus imagines the 
shockingly murderous mother's hand (B5G-G5). 'Kin-murdering 
hand' is probably a reminiscence of Acsch. Se/1l. Bo5 (Etcocles and 
l'olynices) Te8vcxcr1v EK xepwv avToKTovwv, although it cannot be ex
cluded that the adj. here goes not with xep' hut with the understood 
suhj,·ct of the inf., 'carrying out kin-murder'. For the use of avTo- in 
Greek compounds to convey kin-murder rather than self-murder, 

compare OVTO<!>OVTOIS in 12G9 and L~J s.vv. av8EVTT1S, avTocp6vos, 
avT6xe1p (hut sec 12B111.); sec Fracnkcl on Ag. t091n:, Hutchinson on 
Se/1t. 734 41. For the problem of the etymological origin of this sense, 
S<"C Chantrainl' and Frisk s.vv. av8EVTT1S, OVTOS. 

1255 x.puafo; a1to yovii; 'golden' is always suitable in reference 
to the Olympian gods and their accoutrements, and the notion fits 
the sun-god in particular (llec. G3G xpvcrocpafis; l'hoen. [ 2) xpvcro
KOAAT)To1cr1v eµ~E~WS 6icppo1s; Pindar, l'yth. 4.133 cr8evos cxeAiov XPV
C'EOV); here the chorus wishes to emphasize how precious the children 
arc and how much they deserve divine intervention. (The word-order 
of the MSS has heen adjusted hy editors since Musgrave to restore 
rcsponsion.) 

1256-7 0€ou • •I• im' avipwv 'it is a cause of fear (a terrible out
rage) that the blood of a god should be spilled by humans'; for this 
sense of cp6~os compare the more concrete uses in Tro: 1136, Soph. 
OC 1G51-2, LSJ s.v. 11.2. 'Blood of a god' is a brachylogy for 'blood of 
a descendant of a god'; but the chorus is tendentious (in the interest 
of their appeal) in emphasizi11g the portion of divine blood in the 
children while referring to Medea herself, who has a greater portion, 
under the generalizing plural 'humans'. \Vith the contrast god/hu
man the chorus perhaps wishes to suggest - again in the interest of 
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their appeal - there is something impious i11 the actio11 or killing a 
descendant of a god, but in myth the point is usually rather that a 
god may be angry at anyone who harms his or her proteg{:, whether 
an offspring or not: for instance, Apollo's anger at Agamemnon and 
the Greeks for Agamemnon's treatment of his priest Chryscs, Pos
cidon's anger against Odysseus because of what he did to Poly
phcmus, the wrath of Arcs and Earth against Cadmus and the The
bans for the death of the guardian serpent (l'hom. 9'.H), Even i11 the 
stories of Hcraclcs fighting Cycnus a11d his father Arcs or Nclem and 

his father Poscidon (Ga11tz (1993) 421 2, 455), the conflict is simply a 
matter of solidarity of kinship. 

1256 (xaµ.ai): the supplements added here and 12GG arc de
signed to restore the simple dochmiac metre: without them we have 
an isolated choriamb ( - u u - ) between dochmiacs, a11 unlikely 
phenomenon. Moreover, Digglc (1994) 291-4 has shown that TTITVEIV 
without the addition of 'onto the ground' is abnormal a11d aµeff3eTa1 
in 1267 is likewise harsh without a supplement. 

1257 a:vipwv: the alpha is long in the trisyllabic epic forms &vep1, 
&vepes, etc. (for av6pf, &v6pes, etc.), which arc occasionally used in 
tragic lyric for metrical convenience. 

1258 6LoyEvE~ 'Zeus-horn' either because Helios is identified with 
Apollo (Diggle on /'haetlwn 225), son of Zeus and Leto, or because the 
brightness of the sky is a manifestation of Zeus. There is 110 need to 
give the adj. (here only) the vague sense 'divine' (L~J). 

1258-9 >«i-rup I YE ><a-ranauaov £!;EA': the asyndcton a11d the ana
phora of KOT-arc expressive of strong emotion (LS 28). 

1260 tun' a:Aaa-ropwvt: this would have to mean 'remove her 
through the agency of avenging divinities' (on alas/or sec 133311.), but 
since Medea herself is being portrayed as an Erinys and thus is being 
identified with just such a divinity, this would he a very odd sense. 
Page proposed the unattested epithet vTTaAocnopov, meaning 'Fury 
driven by an avenging demon', while Eden (198B) suggests vTTaAacr
T6pwv ('infested with avenging demons') to agree with oiKwv, a noun 
that docsn 't need an epithet, much less one so distant a11d so em
phatically placed at the end of the stanza. 
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1261-2 µaTav ••• I µaTav: the chorus echoes Medea's own com
plaint in 1029-30 CXAAWS exp' vµcxs, w TEKv', E~E6pE'f'CXµT}V I CXAAWS 6' 
eµ6xeovv KTA. as well as their own generalizations about the µ6x6os 
of parenthood (1090-·1115). 

I 263-4 )(l)(lV€iiV A17t0UO'(l •• 1. al;€VWTCXT<XV fof.30).civ: at this point 
of greatest revulsion, the chorus reminds the audience of Medea's 
foreignness and of the fatal mixing of ethnicities and realms symbol
ized by the crossing of the famous boundary ('most inhospitable en
tryway marked by the dark clashing rocks'): lntrod. 2(c). 

1265 <j>p£vof3ap~;: (not in LSJ ) 'heart-oppressing' or 'mind
oppressing'; the epithet is an emendation of Seidler to restore doch
miac metre and to sharpen the sense of transmitted <j>pevwv l3apvs 
xoAos ('heavy wrath of mind'). 

1266-7 ~(l(J,€V~',; (<J>ovou) I <J>ovo; ciµdf3€T(ll 'frenzied murder 
(of the children) follows on murder (of the princess and king)'; see 
Diggle (1994) 293-4 .. For the gen. of exchange <j>6vov and the sense of 
the verb, compare Hipp. 1108 o.AAa ... O.AAo6ev cxµeil3ETa1, 'different 
things succeed from different sources', that is, 'one kind of fortune 
follows another'. 

1268-70 As transmitted, the text contains no finite verb, leaving 
too many apparent nominatives, and eni yaiav is senseless. The most 
likely solution is that one sentence ends at µ16:crµaT' ('difficult for 
mortals is the pollution of kin-murder') and that a verb (and perhaps 
a conjunction) has been corrupted to eni yaiav (for instance, 'and it 
brings to kin-murderers woes consonant (with their crime), falling 
upon their house by the will of the gods'). 

127oa-75 The MSS lack the exclamation of 1270a and present the 
iambic trimeters of the children (1271-2) before the first dochmiacs 
of the chorus. As Seidler saw, the iambic trimctcrs should have the 
same position in the strophe as in the antistrophe, and some other 
exclamation is needed before the chorus' initial cxKove1s. The Stras
bourg papyrus (third cent. BCE) shows the expected initial exclama
tion and also has the couplet of trimeters both before and after 1273-
4, a confirmation of Seidler's corrections and an indication of the 
very early origin of the corruption in the MSS. 
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1270a (eaw8ev): cries from within are a standard signal of mur
der or the discovery of suicide taking place beyond the view of the 
audience. The cries often evoke a reaction from the chorus, including 
the idea that the chorus might go inside to intervene or to find out 
what is wrong, and may lead an audience to expect that the results of 
the violence will soon be displayed to them by the use of the ekky
kllma. See Hamilton (1987). 

1273 CU(OUEl', (3oav cixouui; 't'EXVWV: the repeated word at the 
beginning of successive dochmiac metra is a fairly common structure 
for intensification and is matched in the corresponding line 1282 (see 
Diggle (1994) 296-7, 376-8; Tessier (1975); Fehling (1969) 177). 

1275 m.tpei.8w: prospective/deliberative subjunctive question, 
'shall I enter the house?' It is conventional for the chorus to contem
plate such an intervention, but equally conventional that the inter
vention is avoided, either by a hesitation or lack of resolve 011 the 
chorus' part or because the entry is forestalled by the appearance of 
a character or by certainty that it is too late for action (compare 
Hipp. 776-89; see Arnott (1982) and (1984-85), Pohlmann (1995b)). 
This instance is remarkable for the rapidity with which the idea of 
intervention is dropped and for the lack of explicit motivation for 
dropping it. There is also no other example extant in which the 
speaker inside replies to something said by those outside, as here in 
1277. 

1277-8 The MSS treat this as a continuous speech of both boys in 
unison, but it is better to match the division seen in 1271-2, and the 
presence of y' in 1278 is also a clue that the second boy is adding 
confirmation to what the first boy has just said. 

ev 6eov't'l 'at the needed moment', 'at the time it is critically 
needed'; the phrase (sometimes ev TWI 6eovT1) is prosaic (several 
times in Eur., once in Ar. Peace 272, and many prose exx. from Her
odotus to late authors). 

cipxuwv !;icpoui; 'the net/ snare of the sword', that is, 'the ines
capable assault of our mother's sword' or (Kovacs) 'the murderous 
snare'. 

1279 wi; cip' ~a8a: ws is to be taken as exclamatory, 'how, how 
truly', and imperfect ~cr6a expresses a new or sudden realization of a 
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truth that had not hce11 recognized before (703n.) 'this was the case 
all along, hut I didn't sec it or believe it'. 

1279-80 nh-poc; ~ at6a I poc;: 28-911. 

1280 &-nc;: 589n. 

1281 apo"tov 'crop'; the metaphor of ploughing and sowing is 
comrnoll i11 poetry for procreation (cf. LSJ s. vv. ap6cnµos, apoT~P, 
a:poTpov, a:povpa, ap6w), but was also a standard part of the Greek 
betrothal formula (Men. Dysc. B42 eyyvw nai6wv en' apOTWI 
yvricriwv, Sam. 727 6r6wµ' exerv yvricriwv nar6wv en' ap6Tw1, etc.). 

au"toxupt µo{pat 'with a doom accomplished by your own (kin
dred) hand'; for the connotation of kin-murder in avTo-compounds 
sec 1253-4-n. Tire use here seems to play upon the different etymo
logical connotations of avTo-, both 'very own' and 'same/kindred'. 

1282 µtav: a rhetorical exaggeration, since the legend of Tercus, 
Procne, and Itys was well known to the Athenian audience (most 
similar because the mother uses the death of the child to punish 
her faithless husband), and the pairs Agavc-Pentheus and Althaca
Mcleagcr were also well known. The cxcmplum docs not here pro
vide consolation or mitigation, as often when a series of excmpla arc 
cited; rather, rarity or deficiency of the comparandum marks the su
perlative quality of the present event (compare Her. 1016-18, w21-2: 
Hcracles' murder spree outdoes the Danaids' famous crime and sur
passes Procnc's slaughter of a single child). The mythological com
parandum is not exactly apposite, since lno is clearly described as 
driven insane by the gods' intervention, whereas we have observed 
Mcdea choosing quite consciously to kill her sons, although the cho
rus suggests that such extremity must indicate derangement (1260, 
1265-7), and some might regard Mcdca as in fact under the influence 
of the gods (lntrod. 2(e)). For more on the possible relevance of lno, 
sec Newton (1985). 

1283 E:V ct>{'.Aotc; xipa (3a'.Aciv "t€XVOtc;: ev goes with l3aAeiv 
(= eµl3aAeiv, tmesis, Smyth §§1650-1); it is perhaps significant that 
eµl3aAAEIV xeipa normally means to confirm a pledge or promise by a 
handshake, whereas in this context the phrase has a hostile meaning, 
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like other phrases with xeipa(s) (LSJ s.v. 11.5.d) and like eµ~a;\eiv ~iq,os 
( 1325). 

1284 'lvw µav€iaav: Ino earned the enmity of Hera by nursing 
the baby Dionysus. At least three versions of the deaths of Lcarchus 
and Melicertes, the two sons of lno and Athamas, are extant. In the 
most common version, Athamas (either maddened by Hera or angry 
because he has discovered the treachery of Ino that led to the loss of 
Athamas' previous children Phrixos and Helle) killed one son and lno 
snatched the other son to save him, but when pursued by Athamas 
leapt with Melicertes into the sea. Eur. seems to allude here to a 
version in which loo, in madness (compare Hcraclcs), kills both her 
children, but then leaps into the sea (or kills them by taking them 
with her in her leap). Pseudo-Apollodorus tells a version in which 
both Athamas and lno are driven mad by Hera and each kills one son 
before lno jumps into the sea. Newton (1985) suggests that the ver
sion here is Eur. 's invention: if it is, the audience presumably ac
cepted it as a poetic licence (and did not think, as Newton proposes, 
that the chorus cites an event that never occurred). 

h 0Ewv: equivalent to prosaic vTTo 6ewv, 'driven mad by the 
gods'. 

1285 aAetlt; 'in wandering' (dat. of manner or circumstance), but 
this is not a case of long exile such as that imposed upon lo by Hera, 
but of uncontrolled movement that quickly led to the fatal fall into 
the sea; hence there may be a suggestion of mental distraction i11 the 
word, and perhaps it is actually metaphorical (as claimed by LSJ s.v.). 
(In Acsch. Ag. 194 o:Aai has been taken by some as '(cause of) mental 
distraction', but a literal meaning is possible.) 

1286-7 <J>ovwl I -rhvwv 6uaaE{3Ei: the sense is ambiguous to us 
since we do not know what version Eur. is alluding to. The dat. is 
either causal ('because of her impious murder of her children') or of 
circumstance ('while impiously murdering her children'). 

1288-9 contain details that may anticipate, through the opposite, 
what happens with Mcdca: lno leaves the ground, but falls into the 
sea, Medca rises and flies successfully away; lno dies with her two 
children, Medca lives on after them. Cf. Newton (1985). 
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1289 6uoiv -rt: nai6oLv: dat. dual (the accent of TTai601v follows 
the pattern of TTaiowv). 

1290 -ri 6ij-r' ou yivoL-r' av hl 6t:Lvov: in view of Medea's almost 
unparalleled action, the chorus asks 'what terrible deed then would 
any longer be impossible?' (ov is to be taken closely with the verb, 
'would fail to happen'). The negative is found in a papyrus of the 
second century CE. The MSS have ovv (as well as OTJ TToT' for ofjT', 
from a common tendency to corrupt dochmiacs into iambic metra; 
OTJTTOT' ovv is a prosaic combination). This would have to mean 
'Then what (additional) terrible deed could any longer occur?', a 
sense for which either 6e1v6Tepov or &Mo ... 6e1v6v would be better. 
1 n addition, ofjT' ovv is an order of these particles not attested except 
here and in some MSS of Ar. Clouds 423, where ofjT' ov is again 
superior. 

1291-2 yuvaL><wv AExo; I no)..unovov: the phrase is richly am
biguous between 'bed (sexual nature) of women, cause of many suf
ferings', directly echoing the misogynistic tradition that the chorus 
earlier (410-30) thought was being overturned, and 'marriage of 
women, full of many woes', which is more neutral; but the following 
phrase 'you have done harm' tilts the interpretation toward the 
former sense. 

After the cries from within, the audience may expect to sec the bodies 
of the boys on the ekkyklema (1270a n.), and this expectation would 
probably increase when Jason appears and has to be told of the kill
ing of his sons. Yet an audience will also be uncertain once Jason has 
appeared how Mcdea is going to depart from the palace and make 
her way to her planned refuge in Athens. It will be a major theatrical 
surprise when the crane suddenly lifts into view above the roof a 
chariot holding Medca and the corpses of her sons. Since the higher 
position of the roof and crane is normally reserved for divine figures, 
and since Medea's initial utterance is a stopping action similar to that 
performed by many dei ex machina, the scenic arrangement raises l\le
dea to a quasi-divine status, which may have multiple meanings (for 
instance, l\1edea as divine retribution incarnate punishing Jason's 
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betrayal of oaths taken in the name of the gods; or Medea as a 
vengeful individual who has lost her humanity by her cruel action 
against her own offspring). See Cunningham (1954); Collinge (1962); 
Knox (1977) 206-11; Mastronarde (1990) 264-6. 

This scene presents many elements of reversal in the positions of 
Jason and Medea. The accusations of Jason are reminiscent of Me
dea's charges in the agon-scene, and the structure of the interchange 
is a kind of reduced agon (a rhesis by Jason, then a much briefer rhe
sis by Medea, who contemptuously refuses to answer at equal length, 
then a recapitulation of the opposition in angry stichomythia). Jason's 
appeals to the gods and curses are similar to those that Medea ut
tered earlier, in prologue and parodos. Medea has thus risen from 
her lowest point of dejection and distraction to triumph over her 
enemy, and placed her enemy in the position of helplessness she 
seemed to be in at the start. She also has control of the lamentation 
and funeral rites of her sons, blocking Jason's efforts at verbal lament 
and physical contact (cf. Battezzato ( 1995) 172-6). Among the the
matic and verbal echoes are: 'most hateful', 1323, 467; 'look upon 
after doing evil', 1327, 470; 'now have sense, but didn't before when 
marriage was made', 1329, 800-1; shameless boldness (thrasos), 1345, 
469; call on Dike/Themis, 1390, 160; call to Zeus, 1405, 169; 'how/ 
what I suffer', 1406, 161; not 'benefiting from, taking delight in the 
children', 1348, 1025; 'concerned less about Medea than about the 
children', 1301, 346-7; nurtured sons in vain, 1349-50, 1029. Com
pare also the ironic contrasts of 1413-14 'I wish I had not seen de
stroyed' with 163-4 'may I see destroyed', and of 1375 'easy separa
tion' with 226 'no respectable separation/ divorce'. 

1293 Action: Jason enters in haste and immediately addresses a 
question to the chorus. On the problem of whether he is alone or 
accompanied, see Introd. 3 and also 1314-15n. and 1317n. 

In Sophocles and Eur. entering characters normally acknowledge 
a present actor in preference to addressing the chorus, and even 
when the chorus alone is present an entering character may address 
the house or call/knock at the door without addressing the chorus 
(Taplin (1977) 86-7; Mastronarde (1979) 20-3). Sometimes the chorus 
is addressed as the logical source of information (Ale. 477, Soph. El. 
660, OT 924), but the technique of address employed here also seems 
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to be intended to show some caution in Jason or at least to allow a 
build-up toward the terrible revelation by showing his mistaken cer
tainty that Medea will Le punished and his pathetic intention to save 
his children. Menelaus enters with a bolder attitude in Or. 1554-66, 
ignoring the chorus and attacking the door; more comparable to 
Jason's approach is the caution of Polyneices in Phoen. 261-79, who 
chooses to address the chorus rather than approach the palace door. 

yuvai:xt:c;, a'i ·dja6' iyyuc; fo-rau a-riyY)c;: this is an unusually ex
plicit reference to the chorus as bystanders; only Phoen. 277 is partly 
comparable (Kai ,cxa6' epwµm "TIVES Eq>ECJ"TO:CJIV 66µ01s). 

1294-5 contain a question that is not immediately answered. Jason's 
own comments shift the course of the dialogue from interest in Me
dca to concern about his sons. Eventually, when he reframes his 
question in 1312 to learn where his sons' bodies are, Medea's where
abouts is also revealed: Mastronarde (1979) 36. 

1295 -ro1ai6' is separated from its noun and in a weak position in its 
clause because the initial phrase o:p' ev 66µ01a1v is already sufficiently 
clear and because of the weight given to the indignant attributive 
phrase T) ,ex 6eiv' eipyaaµev'll, 

µ.t:8£<JTY)><t:v 'has she departed' (898n.). 

1296-7 ~TOI yijc; yt: xpucp8Yjva1 xa-rw I ~ 7tTYJVOV apa1 awµ.' €(j aL-
8ipoc; f3a8oc; 'either be hidden down under the earth or raise her 
body aloft on wings to the distant heights of the sky'; for this con
ventional opposition of underworld and sky as two locations for im
possible escape-wishes, see Barrett on Hipp. 1290-3. Winged flight, 
which Jason views as impossible, soon turns out to be within Mcdca's 
power. o:pm is aor. act. inf. of aipw; TT,T1v6v should be taken as 
predicative. l3cx6os and l3a6vs may refer to height as well as depth, 
depending on the viewpoint from which the vertical dimension is 
viewed, although the downward viewpoint is the more common. The 
combination fi,01 ... ye lends liveliness and emphasis to the whole 
first alternative (Denniston 119). 

1300 a8w1oc; has a legalistic flavour, 'free of legal sanction or pen
alty', following up on 6wae1 6iKT1V in 1298 and in conformity with 
Jason's assumption (now that he is the injured party) that the legal 
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mechanisms he values as essentially 'Greek' (536-8n., 1330-2) will be 
in force against Medea. 

1301 aA.A.° OU yap: the particles mark a breaking off to turn to 
what is essential (252n.); so too in 1344. It is also possible to view ov 
yap ... exw as parenthetic and aAAa as introducing the sentence 
1302-3 (where the 6e-limb carries the real emphasis). 

we;: here 'as much as'. 

1302 ><a><wc;: the adverb is to be taken with both verbs: 'as for 
her, those to whom she has done harm will harm her'. 

1304 µ~ µoi n 6paawa' 'lest they do something (to the boys) 
that would cause me grief'; the personal object has to be understood 
(µ01 is ethic dat. or dat. of disinterest/ disadvantage), and Tt is a eu
phemistically vague substitute for 'some harm'. 

oi npoa~><ov-rE:c; yivEL: this seems to be a clear allusion to the 
versions in which the children were killed by the kinsmen of Creon 
(sec lntrod. 4). 

1305 µ't)-rpw1ov i><npaaaov-rE:c; • • • <J>ovov: note the idiomatic 
contextual definition of µ17Tpw1ov, here 'committed by the boys' 
mother'; EKTTpao-o-w is here extended from the prosaic sense 'execute 
a punishment, exact a penalty' to the sense 'extract punishment/ 
retribution for' with the crime as object (compare Hdt. 7.158). 

1306 oI ><a><wv 'to what point (extremity) of woes/evils' (partitive 
gen. depending on the adverbial relative: Smyth §§1439-40). 

1308 ~ nou probably carries a tone of sarcasm here, or possibly a 
tone of bewilderment; the alternative reading ov ;rev (in a papyrus) 
would be preferable only if one wishes Jason to adopt a tone of lively 
concern and fear. On the alternation of these two combinations in 
MSS, sec Mastronarde on Phoen. 1072, with refs. 

><aµ': crasis, Kai eµe, as also in 1318 Kaµe, 1324 Kaµoi, 1326 Ka:µ'. 

1309 nat6Ec; ••• ai8Ev: for the separation of the modifier from its 
noun, sec LS 35. 

1310 -ri Ai;ELc;: a horrified 'what do you mean to say?', expressing 
reluctance to credit the bad news just heard and awaiting elabora
tion; for this Euripidean idiom see Barrett on Hipp. 353. 
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1311 we; ••• ov-rwv: the gen. absolute introduced by ws may ex
press an assumption or belief as an alternative to other indirect
discourse constructions; see Smyth §2122. 

1312 yap here reflects the progressive use in question-and-answer 
stichomythia (Denniston 81-5) and apparently implies that Jason has 
now accepted that the children are dead and wants to locate and see 
their bodies. 

1313 1tuAcxc; &vo[;cxc; ••• ol.jJYJL: this is close to a metatheatrical al
lusion to the expectation that the interior scene will be revealed for 
all to see, on the ekkyklema, once the door is opened; but the door is 
not opened and the ekkyklema is not used. 

1314-15 XCXA(l't"E XAijL6cxc; ••• 1tpoa1tOAOL, I €XAU€6' cipµouc;: two 
interpretations are possible, related to the question whether silent 
attendants have entered with Jason (Introd. 3). Probably (against the 
view expressed in Mastronarde (1990) 266: :Jason with his atten
dants'), Jason is alone: he calls to servants inside the house and the 
intended meaning is 'unfasten the bars at once, servants, undo the 
closure of the doors'. The bars are inside and can be undone from 
there. Jason also attacks the door himself from outside, as is evident 
from Medea's address to him in 1317-19. Very similar lines occur in 
Hipp. when Theseus calls for the doors to be opened so that he may 
see his wife's corpse (which is then rolled out on the ekkyklema): 809-
1 I xaACXTE KAfj18pa, TTpocnro;\01, TTVAWµCXTWV, I EKAVE8' cxpµovs, ws i6w 
TT!Kpcxv 8eav I yvva!KOS (on which see Barrett). This is the view fav
oured by Stanley-Porter (1973) 86 n. 53. Alternatively, if Jason is not 
alone, then the address TTpoo-TTo;\01 is made to those outside with him, 
and we may translate 'loosen the locked doors, servants, break the 
fastenings', and Jason joins in on the assault. The singular verbs in 
Medea's question and command at 1317-19 do not decide the issue, 
since at Or. 1567-8 Orestes addresses only l\Ienelaus although there 
are clearly servants pushing against the door with him. 

1316 If the line is both genuine and sound, then there is a strong 
break in the construction (anacoluthon). Instead of balancing 'first, 
my sons dead' with 'and, secondly, the murderous woman', Jason, in 
his eagerness for revenge, promotes the next or subordinate thought 
('whom I intend to punish') to coordinate status. For this kind of 
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anacoluthon with µt\v and 6t\ see K-G 11.100. Since the phrase begins 
as a simple partitive apposition, however, this shift is particularly 
harsh and not well supported by the accepted examples. Apart from 
recognizing this harsh construction (or assuming an uncured corrup
tion in the text), two other approaches are possible. (1) 'double evil' 
could be taken as referring to the sight of two dead children: someone 
who was bothered by 6mi\ovv and who perhaps looked forward to 
1318 ('seeking dead bodies and me who did the deed') could have 
added 1316 as a clumsy supplement to specify something double (thus 
Schenk!, followed by Diggle). But 6mi\ovv KaK6v is plausibly deemed 
by most critics to be rhetorically incomplete on its own: it needs a 
defining gen., some preparation for the idea of twoness in the con
text, or an apposition such as 1316 seems to offer (compare µev-6E 
limbs after 1185 above, Supp. 1035, Aesch. Supp. 1009, Ag. 325). (2) 
Kovacs assumes a lacuna in which TTJV 6E is completed in proper 
balance, and then the threat of vengeance is added. Retaining the 
line also produces a smoother transition to Medea's speech, as she 
takes up the pairing in 1318 and declares that Jason will not be able 
to take vengeance on her. 

1317 action: above the centre of the skene a prop-chariot carrying 
l\frdca and dummy-corpses of the children comes into view, carried 
by the rising arm of the crane. The chariot is not described in the 
text, but is clearly capable of flight, so is in some way winged. The 
hypothesis of the play says she is 'riding a chariot drawn by winged 
serpents' and South Italian vases from around 400 BCE do indeed 
show a serpent-chariot (Taplin (1993) plates 1.101, 2.103; LIAfC s.v. 
l\ledeia nos. 35-6, cf. nos. 37-9 from mid and late fourth century, 
and sec t\l. Schmidt's commentary in LIAJC). But those illustrations 
also feature different treatments of the sons' corpses (see lntrod. 6), 
and the serpent-chariot may be an iconographic borrowing from 
the tradition of images of Triptolemus. That hero is depicted with 
a flying serpent-chariot in Attic vases from c. 480 and 470 (LIMC 
s.v. Demeter nos. 344, 346) and was shown or described thus in 
Sophocles' early eponymous play (fr. 596). l\Ioreover, serpents, as 
chthonic creatures, make sense with a chariot of the earth-goddess 
Demeter, but less sense with a chariot supplied by Helios, whose own 
chariot is always shown with horses or winged horses. On the other 
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hand, serpents are associated very early with Medea herself as a fig
ure (or goddess) with magical powers: an unexplained Etruscan re
presentation from the seventh century appears to show her confront
ing a three-headed serpent, with another serpent behind her (LIMC 
s.v. Medeia, no. 2); and a series of four Attic black-figure vases from 
the period 530-500 show a woman's bust flanked by serpents, and 
one of the four vases labels the woman Medea (LIMC s.v. Medeia, 
nos. 3-6). This does not prove that a serpent-chariot was already as
sociated with Medea, but it does indicate why a serpent-chariot is 
appropriate to her. Thus it is possible that the prop used in 431 was 
already a serpent-chariot, but it is also possible that this was the 
iconographic choice of a subsequent production of the play in South 
Italy or of the vase-painters themselves. 

On the theory that Medea's changed status is also marked by a 
change in her costume in this scene, see Introd. 3. 

1317 xcivaµox"-eueL~: crasis Kai 6:vaµoxAeve1s. This verb is extant 
here alone in classical Greek, and it is uncertain whether it means 
'try to pry open (as if with a lever)' (virtually 6:voiye1v µoxAw1) or 'try 
to undo the bars'. The former is perhaps more probable in view of 
Her. 990 O"KO'.TTTEI µoXAEVEl 6vpnpa and Antiphanes fr. 193 K-A 6vpas 
µOXAEVEIV (cf. Aelian fr. 252 TO'.S 6vpas 6:vaµOXAEVOVTv.>V), Ar. Lys. 
428-30 ovx VTTol3aAoVTES TOVS µoxAovs VTTO TO'.S TTVAOS I EVTEv6ev EK
µoxAevcrn'; KTA. In about 70 instances in post-classical authors 6:va
µoxAevw means 'lever up' or 'force open' or (rarely) simply 'force'. In 
the imitations of this passage in Heliodorus 1.8. 7 and Christus Patiens 
121 and 437 Ko:vaµoxAeve1s is treated simply as an intensifying syn
onym of K1veis. 

1318 't~v etpyaaµevYJv: an object such as 'the murder' or 'the 
deed' is easily understood from the context. 

1319 1tauaaL is here second sing. aor. mid. imperative. 

1322 contains two resolutions, both in the middle metron. \Vhereas 
in 324 and 710 the double resolutions occur in lively appeals, here 
they perhaps do not carry any particular force (unless the unusual 
rhythm is meant to match Medea's translation to a different dimen
sion). See PM 19. 
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1325 ~n,;: 589n. 

1326 nxouaa: concessive participle, concise and indignant; in 
English we might be more explicit: 'the very children you yourself 
gave birth to'. 

anaL6' is predicative in sense, '(by) making me childless'. 

1328 Epyov TAriaa 6uaaE(3foTaTov: Medea had already judged 
herself in the same terms at 796 TAo:cr' epyov cxvocr1wTaTov; Aegeus 
uses similar terms of Jason's betrayal in 695 TETOAµT)K' epyov aicrx1cr
Tov, but with a term connoting loss of social face rather than impiety. 

1329 T<>T' ou <f>povwv: the so-called 'imperfect participle', that is, 
a use of the participle in its present-stem aspect of continuation but 
with past time indicated by an accompanying adverb (Smyth §1872a1, 
Goodwin §140). 

1330-1 €>C 60µ.wv a€ (3ap(3apou T' ano x9ovo,; I "EAAYJV' €',j OL>Cov: 

the theme of non-Greek vs Greek returns again in this balanced 
phrase: see lntrod. 2(c). From !3apl36:pov in the conjoined phrase 
!3apl3cxpwv is to be understood with 66µwv. 

1333 TOV aov 6' aiaaTop' 'the avenging demon that was sent after 
you' (for your murder of your brother). The alastor (1059n.) is an 
embodiment of the pollution or curse that attaches to murder: see 
Parker (1983) eh. 4 and 315. 

1334 napfonov 'by the hearth' implies that Apsyrtus was killed in 
his own home; on the mythic variants see lntrod. 4. 

1335 >eaAALnpwlpov: the rare ornamental epithet (otherwise only 
in Aesch. Sept. 533, Ag. 235, metaphorically of lovely youthful faces) is 
included to sharpen the contrast between the guilty passenger and 
the glorious vessel of heroic fame. 

1337 nap' av6pl Twl6€ is equivalent to 'with me'; for such first
person reference in o6e see Smyth §1242. 

1338 Euvrj,; ••• xal Hxou,; is emphatic through fullness; we might 
translate 'the marriage-bed and sex' or 'sex and the marriage-bed', 
but there is no way to claim that one word bears a meaning distinct 
from the other. 
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1339 oux fonv ~-rn; -roih·' a.v 'E'.A'.AYJvl.i; yuv~: either 'EAAT)VIS yvv~ 
may be regarded as an antecedent incorporated into the relative 
clause (Smyth §2536), or ovK EcrTIV T)TIS may be regarded as a fixed 
phrase, a stronger alternative of ovoeµia (17rn.). 

1340 wv Y€ 1tpoa8€v: gen. of comparison with np6cr0ev in the 
sense 'in preference to'. The plural of the relative is used after the 
singular antecedent because 'no Greek woman' implies the whole 
class of Greek women: Smyth §25026. 

1341 xij6oi; is in apposition to the action of inf. yf)µm ere, 'a mar
riage hateful and destructive for me' (LS 12.a), while the nouns in 
1342 are in apposition to ere. 

1342-3 Hcuvav: for Medea as wild beast and specifically lioness 
see Introd. 2(1) and 187-8n. Medea accepts the term in 1358 and 
Jason repeats it in 1407. 

Tup<1YJVL6oi; I :Exu'.A'.AYJi; 'Tyrrhenian' (Etruscan) was in the sixth 
and fifth centuries a general term for non-Greek Italians, by exten
sion from the major power of that time. The Tyrrhenian Sea is the 
sea north of Sicily and west of Italy, ending at the Straits of Messene. 
Thus, for those who localized Scylla and Charybdis in the Straits of 
Messene, Scylla was at least on the edge of Tyrrhenian territory and 
the Tyrrhenian Sea. Circe's island was sometimes located in the 
Tyrrhenian Sea, and this assumption too would lead to describing 
Scylla as Tyrrhenian. See Hes. Theog. 1011-16 with West's notes. 

1344 axx ou yap: 130111. 

1347 1tapa = m:xpecrT1, here impersonal: 'what 1s left for me 1s to 
bewail my fate'. 

1348 OV~aoµ.aL: 1025-70. 

1349 ou is used instead of the expected OVTE because Jason's emo
tion causes him to break the smoothness of his syntax (Denniston 
510). 

xa!;€8p€~CXµ.Y)v: crasis, Kai E~E0pElj-lCXµT)V. 

1351-60 Enjoying her superiority in the contest, Medea does not 
deign to answer Jason's long rhesis in detail and simply cites Zeus as 
the authority who is aware of the truth of the situation. Her use of 
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'father Zeus' suggests the god as witness and highest judge of human 
actions, but the reference also recalls the earlier appeals to Zeus as 
witness of oaths and punisher of perjurers, and the neat pairing in 
1353 'how you were treated by me and how you treated me' evokes 
again the crucial matter of Jason's failure of reciprocity. Part of the 
tragic effect for the audience is their confronting the unpalatable and 
unsettling conclusion that Medea's position is justified and yet ap
palling, that the murder of her own children can be summarized in 
ws xpfiv. See lntrod. 2(e). 

1351 µaxpav av e;e't"ELVc:t 'I could have spoken at length'. The 
fem. adj. is idiomatically used in some adverbial words and phrases 
(e.g. e~ iaris, e~ evaVTias, 610 Kevfis); sometimes the usage derives from 
omission of a noun, sometimes no particular noun is understood. See 
Fraenkel on Ag. 916 µaKpav yap E~ETEtvas, LSJ s.v. µaKpav 1.2. 

1353 ~pyciaw is aor. mid. of epya~oµm: MSS and editions often 
print the aor. ind. as eipyaa-, but inscriptional evidence suggests that 
the augment was in eta. 

1354 au 6' oux eµeAAe;: for this almost gloating declaration that 
an enemy was not destined to get away with evil behaviour, compare 
y!Cl. 693 6wae1v 6' eµeAAES avoaiov 6atTOS 6iKas (based on Od. 9.477), 
Held. 285-6 ev0ev6e 6' OIJK EµEAAES aiaxvvas eµe a~EIV ~iat TOIJCY6'. 

't"aµ': crasis, TO eµa. 

1354-5 &nµa.aa; •I•. eyyeAwv: for the themes of dishonour and 
the laughter of one's enemies, see 2on., 383n., lntrod. 2(b). 

1358 npo; 't"c:tihc:t and ,rpos Ta6e often introduce imperatives with a 
defiant tone; see Mastronarde on Phoen. 521 (with refs.); the import is 
'that's the way it is, whether you like it or not, so go ahead and ... ' 

1358-9 xal. AEc:tLvav ... I xal. :ExuAAav: Medea casts back in 
Jason's face and willingly accepts both creatures he referred to in 
1342 (1342-311.). Diggle accepts Verrall's suggestion that 1359 is an 
interpolation, an expansion imitating 1342-3 or responding to the 
feeling that Kai Mmvav in 1358 needed to be followed by another 
term (but the first Kai could be adverbial). 

ne6ov 'plain, ground', seems rather flat, and perhaps the word is 
corrupt: Musgrave's CYTIEOS and Elmslcy's ,rhpav arc attractive. 
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1361-78 present a good example of violently argumentative sticho
mythia (SE 3b) with a characteristic echoing and contrasting of spe
cific words in successive lines: 1361 Avnfi1, 1362 cxAyos; 1363 w -rEKva, 
µ11-rp6s, 1364 w nai6ES ... na-rpw101; 1370 oi6' OVKE'T' Eicri, 1371 oi6' Ei
criv; 1372 icracr1v, 1373 icracr1 6fi-ra; 1377 6cx4'a1, 1378 ov 6fi-r' ... 6cx4'vJ, 
The use of particles is also typical: 1369 YE (marking ellipse and lim
itation: Denniston 135), 1373 6fi-ra (marking defiant echo: Denniston 
276), 1375 Kai µriv (marking tit-for-tat reversal: Denniston 352); 1378 
ov 6fi-ra (refusing request: Denniston 275). 

1361 xaih·~: crasis, Kai av-rri. 

1362 '.Auu 6' a'.Ayoc; 'the pain is worthwhile' (compare the imper
sonal use, 566n.). 

µ.Y) 'yyE'.Achc;: prodelision (PM 10), µ17 EYYEACXIS. 

1365 ~µ.~: crasis, 17 EµTJ. 

1367 ><YJ!;Lwaac;: that is, Kai ri~iwcras, 'you actual!J thought it 
proper to kill them because of your bed?' (Denniston 316). Jason 
persists in his perception that Medea's action is simply a result of 
sexual jealousy, despite Medea's use once again of the language of 
reciprocity and honour and divine justice (1352-5). 

1369 ~nc; yE aw<l>pwv 'yes, (it is a slight thing) to any woman 
who has good sense and self-control'. 

aol 6E mxv-r' ia-rlv xaxa: the meaning is disputed. Probably 
'but you (as opposed to a sensible woman) have all wicked qualities' 
(with Ecr-r1 in the sense of EVEcr-r1 ), more or less 'you are utterly 
base'. Page wants to understand 'but your (neglected/insulted) bed 
is to you all evils', while Kovacs offers 'but you find everything a 
disaster'. 

1370 yap gives the reason for saying 'These sons are dead!' (Den
niston 60). 

1371 µ.Laa-ropEc;: the etymology of this word (cf. µ1aivw, µ1ap6s) 
shows the connection between the pollution of murder and notion of 
curse or avenging demon; see 1333n. 

1375 iyw a~v: understand j3cx~IV EX6aipw. 
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1376 nw~ ouv; is a shortening of TTWS ovv TTOl~croµev; or TTWS ovv 
TT01~cre1s; and Eur. uses it several times at points of transition, often 
to reinforce a following ·ri 6pcxcre1s; or the like: Hipp. 598, 1261, Hee. 
876, Hel. 1228, 1266. 

xayw 8i).w: crasis, Kai eyw; with 6et-.w, understand CXTTOAAax6fi
Val from 1375 aTTat-.t-.ayai. 

1377 mipE~ is aor. act. imperative of TTapi1iµ1, here 'permit, allow' 
(LSJ s.v. 1v.2). 

1379-83 It is very common for Eur. to include a prediction or 
cultic aetiology at the end of his plays, commonly in the mouth of an 
omniscient deus ex maehina (thus we have here another 'divine' aspect to 
Medea's final appearance), but occasionally spoken with temporary 
prophetic power by a human on the point of death or in a desperate 
position (Eurystheus in Held. and Polymestor in Hee.). This gesture is 
in part a claim by the poet to the sophia required to integrate the plot 
just presented (often containing novel features) with the larger matrix 
of myth and cult by connecting it to, or re-explaining, details with 
which the audience is familiar. Here, if Eur. has invented the child
killing by Medea herself (see lntrod. 4), then these lines allow him to 
explain and appropriate the alternative tradition that the children 
were killed by the Corinthians and that the rites performed for them 
were an expiation of that communal crime. Dunn (1994) and Scullion 
(2000) have recently emphasized the degree of invention in Eur
ipidean aetiologies, and Dunn argues that there is no reason to be
lieve there was a tomb of Medea's children in the precinct of Hera 
Akraia. \Vhat is noteworthy, however, is not the dissonance between 
Eur. 's actiologies and what can be known from other sources, but the 
skill with which the poet appropriates and integrates some known 
feature of cultic activity into a novel context, thus asserting the 
power of his (re)intcrpretation. 

1379 "Hpa~ T£f.1.EVo~ 'Axpaia~ 8Eou: Pausanias locates a tomb of 
the sons of Medea in the town of Corinth itself (the town he visited 
was the reconstructed Roman colony founded in 44 BCE, the original 
city having been destroyed in 146 BCE}. Some have assumed that 
Hera Akraia was worshipped on Acrocorinth. But archaeology (sec 
Sinn (1990)) has shown that in classical times Akraia was an epithet of 
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Hera in a sanctuary at Pcrachora, so that Akraia means 'on a prom
ontory' rathn than '011 a peak'. 

1380 xaOu(3piaYJl recalls Mcdca's earlier concern that enemies 
would kill lrrr sons to avenge themselves on her (782, 1061, cf. 1238-

9). 

1381 -ruµ.(3ouc; avaanwv: desecration of tomhs is infrequently at
tested in Greek sources (but note the fear that a mocking Trojan will 
one day leap on Mencia us' tomh in /l. 4.176-7, Acgisthus' dancing on 
Agamemnon's tomb in El. 326 -31 and Cambyses' opening of Egyp
tian tombs in H(lt. 3.37. 1; also Tro. 95-7, the text and sense of which 
arc disputed), but the insult is analogous to the refusal of burial. 

1383 av-ri -rou6E 6uaaE(3ouc; cf>ovou: this detail is anomalous in 
cultic terms (Mcdca committed the impiety, hut the Corinthians arc 
charged to atone) and is most reasonably explained on the grounds 
that such a cult practice did exist but was explained as expiation for 
the killing of the children by the Corinthians. Sec lntrod. 4. 

1385 auvol><~aouaa is often used of the cohabitation of marriage, 
so this detail will suggest to the audience a future in which Mcdca 
becomes Acgcus' wife. Sec Introd. 4 and 663- 823n. 

1386 xa-r8avijl ><ll><Oc; ><ll><wc;: Bo5-Gn. 

1387 xcipa ••• Au'-J,civwl 1tE1tAYJYfJ-Evoc;: for this detail, which 
might be an ad hoe invention, sec lntrod. 4. 

1388 mxpac; ••• [6wv: 399-4-oon. 

1389-1414 The transition to chanted anapaests marks, as often, 
the approaching end of the drama (SE 1). Sometimes processional 
exits or the exiting movement of the crane arc accompanied by the 
anapaests, but tire anapaests may start well before the movements, so 
we cannot say whether the chariot begins to rise at about 1389 or 
somewhat later. Noteworthy here is the accelerating pace of the dia
logue in 1389-98, with the shortening of individual speeches (down 
to two metra, and then one) and borrowing of syntax in 1397-8. This 
run features period-end after 15 full mctra (proven by brtvis in longo at 
1396) and then 34-mctra followed by final parocmiae (there may be 
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undetectable period-end clscwhne (1B-1 20-111.), esp. al cha11g1· of' 
speaker, but it is noteworthy thal synaplwia li<'twccn 1111era11n·s is 

certain in the 1397 and 1:199). 

1391-2 'TL,; 6t: XAUU aou ••• , 't'OU I.J>rn6opxou xai !;uvamhou: for 

this taunting repartee, denying the oppo11c11t a hearing from IIH' 

gods, compare J>hoen. Go5 TTOt\. KAVETE µov ET. TIS 6' &v KAvo1 crov 
TTaTpi6' ETTEO"TpaTevµevov;. Medea conti1rncs to point to the inslitu

tional violations committed liy .Jason: 41ev6opKoS is a very rare fH><·lic 
synonym for the somewhat more common ETTtopKoS, and ~evaTTcx,ris is 

also poetic (the meaning hen· is 'dc<'<'iver of a stranger /for«'ig11er 
with whom one has contracted a sacred bond of guest-friendship', 
not (as LSJ) 'one who betrays his host'). 

1396 fJ.€Vt: xai yijpa,;: in the Hcsiodic vi,·w (Theo1:. Go2 7), llH'II 

must put up with women in order to have oflspring, so that the off
spring may care for one in one's old age; Medea has stripped .Jason 
of that hope (sec Mueller (2001)). 

1397-8 for the continuity of syntax from .Jason's speecl1cs to 
Mcdca's (marked by idiomatic ye) sec LS 29, fi9Hn. 

1398 xanu'T': crasis, Kai ETTEJTa. 

1399-1400 <f,LALOU XP~L~w a'T<>fJ.a'To,; I• .. npoan-ru!;aaOaL: syntac
tically, since npocrTT,vcrcroµai dscwhne takes an acc., the gen. is lhc 

object of XP~•~w, 'long for', and the inf. is epcxcgctic, although the 
sense is equivalent to '( long to hold close to me th<' dear mouths of 
my sons.' 

1402-3 66,; • •I• I.J>auaaL 'permit me to touch', L~J s.v. 6i6wµ1 
Ill.I. For .Jason as suppliant of Medea in this scene (with TTpos eewv 
here and cmei\avv6µe8' i11 1405), sec In trod. 2(rl). 

1404 oux t:a'TL' fJ.<X'TYJV t:no,; t:ppm'TaL: with lhis simple disrnissiv<' 
line rvlcdea flies away, saying no more, kavi11g the last words to the 
pathetic Jason. Compare the departure of Artemis just lwfore the 
end of llijJ/J., leaving 1he mortals alone to express pity, forgiveness, 

and grief, or the refusal of Dionysus at the 1·nd of 1/acch. to ,·xprcss 
any sympathy for the suffrrings of Cadmus and Agave. eppmTai is 
third sing. pcrf. mid.-pass. of piTT,w, 'throw, cast'. 
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1405-14 Jason makes a futile appeal to Zeus, but then returns to 
address his tormentor. He is now in the position of abjection in 
which Medc·a had been at the outset (on motifs of reversal sec 1293-
141911, Iutrod. 2(a) and (d)). His weakness (1408) and his frustrated 
longing to perform the rituals of mourning here make him at last an 
object of strong sympathy from the audience. The triple repetition of 
child-killing (1407 TTat6oqi6vov, 1411 iEKVa K.eivaa', 1414 qi61µevovs) 
keeps the shock of this crime prominent in the audience's mind. 

1408 mi.pa= TT6:pm,1, 'it is possible'. 

1409 -ra6t: is best takcu as internal object of the two verbs, 'I both 
make this lament and utter this invocation of the gods.' Ko:m6e6:~w is 
crasis, Kai ETTt6EO:~W. 

1410 µ.01: virtually possessive, 'my sons', but strictly dat. of dis
advantage. 

1412 X,t:poiv 'with my hands' (37011.). 

1413 o<f>d.ov: the augment is omitted for metrical convenience 
(LS 7.a); the construction is as in 1-6, equivalent to contrary-to-fact 
wish. 

(1415-19] Chanted anapaests (8 metra plus final parocmiac). With 
the substitution of TTOAAai µopqiai ,wv 6a1µoviwv for 1415, almost the 
same choral anapaests appear at the end of Ale., ATl(/r., 1/el., and Or. 
It is probable that the formulaic passages have been added in most or 
all of these places by actors or book-editors: sec Barrett on llipp. 
1462-6; or if it is genuine, it is so generic that that no great signifi
cance should be ascribed to it (that is, the play really ends at 1414). In 
favour of retaining the lines here sec Roberts (1987), Kovacs (1987). 
The specific reference to Zeus in 1415 has been taken to show that the 
passage in this form is designed to go with this play, and ,aµias could 
be a faint echo of 169 70 opKwv ... ,aµias. Zeus is, to be sure, very 
relevant in this play (sec Introd. 2(e)), but as dispenser of justice 
against one who has violated his oath and his bond of xenia, not as 
the controller of the unforeseeable vicissitudes of human fortune, 
and it is the latter generalized aspect that 1415-18 emphasize. The 
contrast between the expected and the unexpected fits a play like Ale. 
better than one like Afedea. 
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1416-18 A hasic traditional Greek distinction between gods and 
men is the notion that gods can sec and/or control the fulfilment 
(TeAos) of events, while mortals cannot. To recognize this limitation is 
for some authors a part of piety toward the gods, and th11s acknowl
edging the power of the gods to turn affairs unexpectedly 011 their 
head may be hoth a praise of the divine and a consolation to mortals 
for their lot. Compare Scmonidcs 1 West, Solon 13.63-70 West, 
Theognis 132-42, 161-4, 639-40, 657-66. 

1417 6o><JJ8ivT': this alternative form of the aor. pass. of 6oKew 
occurs very rarely outside of this repeated tailpiecc and various 
quotations and imitations of it in late Greek authors. Compare 6e-

66KT]O"OI (76311.). 
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A. 1111/hmtirity ef 1056-/Jo 

Long lwforc anyone suggested that A1f'dea 105G-80 were interpolated, 

that is, add<"d liy an actor/din·ctor other than Eur. in a performance 

later than ,131 11c1,:, thnc had hccn scholarly speculation about two 

IT<'<•nsions or th<" play by Eur. himself. This theory derived from 

l'aolo Manuzio's observation of" the ahsence in our text of a line of 

Ennius' Mer/ea (fr. CV .Jocelyn: qui iJ1sf' sibi saj1ims jJrOdesse non quit ne
quiquwn sa/1it) that he wrongly identified as an exact version of Eur. 

fr. 905 (Cirern, ad Fam. 13.15.2: µ1crw croq,tcrT~v ocrT1S ovx c:xvTwt cro
qi6s), and it received so11H· support from re111arks by Porson, Boeckh, 

and othns, but liy 1B75 most of the passages referred to this Eur

ipickan revision were satisl'actorily explained in other ways. 1 Already 
in the first edition ol' his school co111111entary2 Wecklcin had devel

oped the theory that Eur., some years earlier than 431, wrote aver

sion of Mf'dra funda1nentally si111ilar in conception to the play of 431, 

and that this earlier version inspired Ncophron's imitation, produced 

lwfore 431 as well (and thus in the festival records as earlier than 

Eur. 's play, misleading Aristotle and Dicaearchus: sec In trod. 5). It 

was in the context of such theories that Bergk 3 proposed that lines 

105G Bo were to he regarded as a (Euripidean) doublet of 1040-55. 

Pointing lo Medea's inconsistency about whether the children can he 

taken away with her not, Bergk judged that the contradiction could 

he explained by her emotional agitation, but then opined that 105G

Bo simply n·1wat the thoughts of the earlier lines, a repetition he 

thought weakened rather titan heightened the effect. Bergk could not 

decide which variant was the original. Soon thereafter, Wecklcin, in 

1 S<·1· Wcrklci11's rnmm., 2G 11. 1, and Klrttc (11!75). 
2 The dates or tlw four editions or \V<"rklcin's Al,dra are appare11tly 1!173, 

1BB0, 1!191, a11d 1909; of th<"s<" only th<" third a11d fourth haw l>een acrcssilile, 
li11t Kh·tt<' (11!75) indicat<"s that Wcckll'in's first !'ditio11 rontai11<'d this theory 
(but a ppan·ntly without n·fn<'11n· to w5G- Bo). 

' lkrgk (11111,J) 512 11. 140. ll<'rgk died in 111111 and this volunw was a post
humous edition. 

31111 
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the introduction to the third edition of his commentary, modified his 
view of two Euripidean recensions to include 1056 Bo as part of the 
evidence. On this view, passages from the first version survived in the 
written text, although not part of the play as performed in 1:11, and 
1056-80 derived from the first version. 1 Bethe (1918) argued for a 
hypothesis by which Euripides himself created confusions in the 
monologue after a change in his conception of the plot involving in
sertion of the Aegeus scene and Medea's escape to Athens; lw too 
posited that at least part of the text after 1055 was from an earlier 
version. 

Such analysis of layers of conception and composition is 110 

longer given much credence. Reacting to the same objections raised 
by Bergk, \Vecklein, and Bethe, however, some have judged that the 
passage 1056-80 is not by Euripides at all, beginning with a brief 
condemnation of it as a monstrosity by .Jachmann (193G) 193 11. t. 

:llvluller (1951) made a more thorough argument, but it was the essay 
of Reeve (1972) that earned the most attention and respect, includ
ing the bracketing of the lines in Diggle's OCT. In reaction, a few 
shorter deletions have been contemplated and strained interpreta
tions of some lines have been suggested. But as shown by Seiden
sticker (1990) (the clearest exposition of the problem in English) and 
Battezzato (1991), the most serious charges against the passage come 
down to three points: (1) the movements of the children and their 
awareness or lack of awareness of what Mcdea is saying at various 
moments; (2) the new appearance of the motif of 'external compul
sion' at 1060-3 - the threat to the children from those angered hy 
Medea's murder of the princess, as opposed to the 'internal compul
sion' of Medea's urge to assert her status by hurting Jason in the 

• Wecklein also considered 31!-9, 1233 5, part of 7'..!3 30, 791! Bro, and 
1299-1300 to be candidates for remnants of the first recemion, hut did not 
always arrive at coruistency between what he said in his introduction and 
what appeared in the notes in the commentary. Neither in his 1B99 erlitio maior 
of Eur. nor in the third or fourth edition of his school commentary did 
he bracket 1056-80. In the fourth edition, the discussio11 of Neophron 
was omitted, as Wed<lcin by that time took the view that the claim about 
Neophron's precedence was false; otherwi,r. he maintained the view of the 
third edition that 1056- 80 are a Euripidean doulilr.t and that the other p:u
sagcs listed above may derive from an earlier venion. 
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most extreme way; (3) the integration of 1078-80 into the overall 
context of the speech and of all Medea's earlier statements. 

The first two points are discussed in this section, the third in sec
tion B. But first brief reference may be made to a series of minor 
points raised by critics that have been answered in the commentary: 
1058 the reference of eKei is considered unclear by Reeve, but others 
accept that it means 'there in exile (Athens)';5 1059 the transition 
from pleading 'soft' view to determined 'hard' view seems unclear to 
many, but linguistic clues and performance make the situation clear; 
1064 objection has been made to the future sense of the perfect ne
TTpaKTa1 (but this is idiomatic) and to the vagueness of TavTa (but the 
demonstrative takes its sense from the overall context, as often); 1064 
the change of subject between the two verbs of this line has been 
doubted, but the princess should be accepted as the subject of EK
cpev~ETa1;6 1073 Reeve again finds the sense of EKei unclear; 1077 Ka
Kois is considered unclear by some, and others insist it ought to have 
precisely the same meaning as in the following line (1078n.). 

The children's movements have been explained in two ways. For 
some, they are sent in at 1053 (xwpehe, TTai6es) and summoned out 
again at 1069 (TTai6as TTpocmmiv l3ovr.oµm ), but to this it has cor
rectly been objected that there is no time for the command to be 
carried out and that it is implausible to posit a significant pause in 
the middle of 1069 or between 1069 and 1070 (contrast the summons 

~ Burnett (1998) 284 n. 42 is the latest scholar to accept Hermann's Kei µT) 
µe6' ,;µwv for eKei µe6' ,;µwv in 1058. This reading implies a momentary as
sumption that the children would be safe in Corinth despite their role in car
rying the fatal gifts, followed by a realization that they would not be safe. 
Both the chorus (976-7) and Mcdea (1008-16) have already assumed that the 
children are doomed, and having Medea momentarily fantasize about their 
living on in Corinth is not an improvement over having her think briefly of 
taking them, as eKei µe6' ,;µwv implies. 

6 The rejected alternatives, with TaiiTa continuing as subject, are: (1) EK
q,ev~eT01 is taken to be passive, 'these things will not be avoided' (q,evyeu and 
compounds are not used as passive in classical Greek, and in post-classical 
Greek apparently only in Epicurus (or Plutarch paraphrasing him: .Mor. 109m) 
and in Josephus, who invents aor. pass. l:q,evx6TJv); (2) eKq>ev~ET01 is taken by 
Dyson (1987) to mean 'will get away (from my control or from the course of 
my plan)' (the parallels are all from Demosthenes, in an idiom with TTp6:y
µaTa as subject and an explicit person as object). 
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in 895-9, with 894n.). For others, the children do not actually go in 
after 1053, but linger near the door and so are readily addressed 
again in 1069 and quickly embraced when Medea turns towards 
them. The proponents of deletion argue that it is not proper Eur
ipidean dramatic technique for the command in 1053 to be left un
obeyed (see Bain (1977) 24-7 and (1981) 33). But if attendants are 
present to guide the children (as argued in lntrod. 3), there are suffi
cient near-parallels for their delaying execution of the command be
cause of Medea's behaviour as she continues to speak. She herself 
seems to be heading toward the door, but at 1056 turns back down
stage with the sharp exclamation a a. 7 If, on the other hand, there 
are no attendants left with Medea at this point, then Medea herself is 
the one guiding them toward the door, and her halting and moving 
away leaves them waiting for her to complete the action of escorting 
them. 1053-5 are correctly read as exit lines by the proponents of de
letion: the audience does receive the impression that Medea is about 
to go in and carry out the killings. But just as there are retarding mo
ments when Medea earlier thinks of poisoning her victims but post
pones the action while waiting for a secure haven and when Medea 
offers the gifts but Jason initially objects to their being sent, so here 
Eur. brings the action right to the brink and then postpones Medea's 
entrance. She pulls away with her cry a a and then when the children 
finally are sent in she lingers on the stage, awaiting the news from the 
palace (108on., 1117n.). 

The children's understanding or lack of understanding of what 
Medea is saying should not be a serious issue. Drama is not equiva
lent to a documentary record of real people speaking and acting 
without awareness of being watched by an audience. The speeches of 
drama do more than communicate from one character to another. 
Through various non-naturalistic conventions they communicate to 
the audience as well, and the goals of this communication may take 
precedence over other goals. l\foreover, children on the tragic stage 
are not figures of full dramatic status. 8 Eur. can thus have it both 

7 l\fastronarde (1979) IIO. Battezzato (1991) 429 n. 2 objects that w56 is 
not addressed to the children; but it is still possible for the children, or chil
dren and attendant(s), to turn in response to the cry (the application of the 
dictum 'one thing at a time' by Bain (1977) 27 does not seem compelling). 

8 See especially Battezzato (1991). 
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ways: he can put in Medea's mouth phrases with double meanings (as 
in 1021-3, 1038-9, when she is directly addressing the boys), and he 
can have her speak less cryptically when she has turned from them, 
without expecting his audience to be concerned about what they hear 
or what they understand. 

There is no denying the illogicality of the introduction at 1060-1 
of the notion that the threat to the children's lives from the kinsmen 
of Crean is inescapable, after 1045 cx~w TTai6as EK yaias eµovs and 
1058 EKEi µe0' ,iµwv. Yet this motif is firmly embedded in !\1edea's 
speech at the end of the next episode (1236-41) and recurs in Jason's 
mouth (1301-5). Audiences and critics are not entitled to make a priori 
assumptions that no illogicality will be committed by the playwright 
or that Medea is such a clear-headed and single-minded individual 
that it is ruinous to put this illogicality in her mouth. What we have 
here is at least an authorial manipulation, as Seidensticker has well 
explained, declining to accept a psychological interpretation. 9 It is 
open to an audience-member, however, to construct a character
based interpretation of the illogicality as well, and in 1061-2n. it is 
suggested that the harsh side of Medea is as it were rejecting the 
premise assumed by the soft side of Medea, projecting a tenden
tious view of the circumstances in an effort at self-persuasion or self
delusion. In any case, the inevitability of the children's deaths pos
ited here prepares for the resigned attitude of the chorus in the 
anapaestic interlude (1081-1115) that follows Medea's monologue and 
facilitates the rapid movement toward action in Medea's last speech 
before the murders. 

Some efforts have been made to overcome these difficulties by a 
shorter deletion than that proposed by Jachmann and Reeve. Lloyd
Jones (1980) contemplates removing 1059-63, but as Seidensticker 
points out there is still a transition from the inner motivation of 
1049-51 to the external compulsion in 1064-5 (but not so clearly ex
pressed as with 1059-61 preceding). Kovacs (1986) argues for re
moving 1056-64, leaving a bald transition from 1055 to 1065 and a 
clumsily brief interval between Medea's sending the children in and 
saying she wants to address them. Another proposed remedy for the 
illogicality is a reinterpretation of 1060-1 by Dyson ( 1987) as 'I will 

9 See also Scodel (1999) 161-6. 
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not expose my children to hostile persons (in general) to treat with 
dishonour (as orphaned boys in exile).' But this requires unstated as
sumptions that are not obvious and gives a poor sequence from 1061 
to 1064. 

B. Medea 1078-80: interpretations 

Because of the history of Greek philosophy after Socrates and be
cause of the history of reception and imitation of Euripides' play, it 
has often been an over-simplified commonplace of criticism that 
l\ledea is an example of the overwhelming of reason by emotion. 
Thus a common translation or paraphrase of 1079 6vµos 6e Kpeicrcrwv 
Twv eµwv f3ovAevµc:CTwv has been 'anger (spirit, spirited emotion) is 
stronger than my reason'. This is unsatisfactory for at least two rea
sons. First, as many critics have noted, Medea is characterized by 
cro4>ia and shows great adeptness in calculating the steps of her re
venge and outwitting her opponents - she is not merely striking out 
at her enemies in an excess of emotion. Second, the noun f3ovAev
µaTa does not mean 'reason' or 'better judgment', but generally re
fers to specific plans or resolutions (as elsewhere in the play) or to the 
process of deliberation. In the narrower context of the monologue 
itself (1044, 1048) and in the broader context of the motif of Medea's 
cunning and planning (Introd. 2(a) and (b)), f3ovAevµma ought to be 
associated with the plan to exact revenge from her enemies, the plan 
that entails the killing of her children in order to harm Jason in the 
extreme. Thus a sense that is consonant with the developments to 
this point is 'my angry passion controls my (revenge-)plans'. This 
meaning was advocated by Diller (1966) and has been supported 
by Di Benedetto (1971), Stanton (1987), Foley (1989) (also in Foley 
(2001)), and Gill (1996). It requires that Kpeicrcrwv be taken in the 
sense 'master of', 'in control of' (so that the gen. is virtually objec
tive) rather than simply 'stronger than' with a more obvious use of 
the gen. of comparison (as in 965 xpvcros 6e Kpeicrcrwv µvpiwv Mywv 
f3poTois). 

Although this interpretation has great attractions, it must be con
ceded that the proposed construction is hard to establish by parallels. 
Some parallels cited by supporters are unhelpful. Aesch. Ag. 60 has 6 
Kpeicrcrwv (with no gen.) used of Zeus, but this can be taken as 'mas
ter' only in the sense that Zeus is indeed stronger than all others (as 
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the gods in general arc more powerful than mortals: sec Fracnkel's 
note, referring to the term oi Kpei,--roves used of the gods). The in
stance cited from Med. 444-5, Akrpwv ... Kpeiaawv, is itself subject 

to divergent interpretations (444 -5n.) as well as differences in choice 
of reading. The notion that Kpeiacrwv there means 'in control of, 
ruling' apparently originates in Wccklcin's comment ('Kpa,ovc;a (im 

Bcsitzc)') and is accepted by Diller (1966). But ,wv AEK,pwv can be 
adequately explained as gen. of comparison with the normal sense 
'stronger than', and this interpretation is even more secure for those 

who adopt Parson's awv AEK'Tpwv. In Bacch. 879-80 xeip' vnep Kopv-
4>cxs 'TWV ex8pwv KpEIO"O"W Ka,exe1v, 'more powerful' or 'stronger' is 
an adequate sense and there is no need to translate 'controlling arm' 

(with Diller and Stanton). Initially more promising is what may be 
called the 'cnkratic' use of Kpeiaawv implying self-mastery through 

resistance to temptations, found especially in philosophers and mor
alists. Cf. Dcmocritus 68 B 214 D-K cxv6peios ovx 6 ,wv no;\eµiwv 
µovov, CXAAO. Kai 6 'TWV ii6ovwv Kpeac;wv. EVIOI 6e TTOAIWV 6ean6~ovc;1, 

yvvm~i 6e 6ovAevovcr1v; Gorgias Palamedes 82 B 11a.15 D-K ovx oi 
KpEl'T'TOVES 'TWV ,,;s cpvaews ,i6ovwv, CXAA0 oi 6oVAEVOV'TES ,ais ri6ovais; 

Protagoras 80 n 9 D-K µeyaA64>pova ,e Kai cxv6peiov ... Kai eav,ov 
Kpeiaaw; Plato Phaedr. 232A 'TOVS 6e µ11 epwv.as, KpEl'T'TOVS av,wv ov
'TaS, 'TO ~EA'TIO"'TOV av,i ,,;s 66~11s ,,;s napa 'TWV avepwnwv ai
peia8m. 10 These arc unfortunately not exact parallels for Afedea 1079 

because, as Plato clearly explains in Rep. 430E-43rn, the expression 
KpEl'T'TWV av,ov refers to ii6ovwv 'TIVWV Kai em8vµ1wv eyKpcne1a and 
both Kpeh,wv mhov and ~.,wv av,ov imply a division of the person 

into a better and worse part and resistance to or surrender to the 
impulses of the inferior portion. Thus, in these phrases, 'master of' 
appears in the sense 'quelling the bad impulses of' (because strong 

enough to defeat them), which is not the sense needed in Afedea 1079 
(strong enough to determine the plans). The argument for Diller's 
interpretation would instead have to be that on the basis of this com
mon usage the author of 1079 extended the meaning in a new direc
tion, uniquely, to encompass ruling and guiding without the conno
tation of suppression and coercion. 

1° For more exx. see LSJ s.v. Kpeiaawv 111, Ast, Ltx. Plat. s.vv. ~TTwv, 
KpEITTWV. 
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If 'controlling/guiding my plans' is rejected, then the sense is 
'stronger than my bouleumata' and two options arc open. For those 
who suspect 1056-80, the evident difference between the bouleumata 
in 1079 and those mentioned earlier by Mcdca is a trace of the inco
herence produced by the joining of a post-Euripidcan passage to a 
speech that originally ended at 1055. For those who deem the whole 
speech to be Euripidean (and not a conflation of alternative Eur
ipidean versions), the bouleumata of 1079 need to be defined. Some 
suggest that 1044-5 l3ovAevµaTa Tex rrp6cr6ev may be taken to imply 
l3ovAevµaTa Tex vOv, the plan to spare the children and take them with 
her into exile, and that at 1079 we should understand 'stronger than 
my plan (to spare my children)'. Unfortunately, what has been most 
prominent for the past 20 lines is the other plan, the revenge plan, so 
it is difficult for an audience to supply this reference to Twv eµwv. 
Lloyd-Jones (1980) insists that the word bouleumata itself is 'colourless' 
and that here the immediate context provides its 'colour': thus, 'my 
calculations' in this context is a reference to 1078, Mcdca's awareness 
that she knows what harm she is about to do (and that this knowledge 
should in most circumstances dissuade her from action). This has 
been approved by Seidensticker and Kovacs, 11 but it is hard to be
lieve that bouleumata can be heard as such a 'colourless' word given 
the wider context of the speech and Mcdca's earlier speeches. An
other approach is to refer bouleumata, 'deliberations', to the entire 
process of internal debate carried on in the monologue, not to just 
one side or the other, 12 so that Medca is almost acknowledging an 
impasse bet wcen the two sides but saying that her angry spirit makes 
this impasse and the process of debate irrelevant. 

11 Kovacs, however, takes a different view of the context. He takes the 
KOKO: of 1077 and 1078 as Mcdea's pains, he accepts TOAIJT)O'W as the reading in 
1078 and gives it the quasi-passive sense 'endure, undergo' instead of active 
'dare to do' (as he had also done in 1051, taking TOAIJT)TEOV Tcx6e as interroga
tive). Then Twv eµwv f3ovt.evµ6:Twv is 'my calculation (of the pains I am about 
to cause myself)' and is more tightly defined by its immediate context. The 
translation in the Loeb is:' ... but am overwhelmed with my pain. And I know 
well what pain I am about to undergo, but my wrath overbears my calcula
tion, wrath that brings mortal men their gravest hurt'. Against this treatment 
of KOKO: and ,OAIJT)O'W sec 1077n., 1078n., 1051n. 

12 As argued by Alex Kozak in an unpublished paper. 



396 APPENDIX: MEDEA'S GREAT MONOLOGUE 

\'\lhichever of the above views is preferred, two further points de
serve consideration. First, is the general assumption that Medea is 
clear minded and accurately self-critical at this moment justified, or 
could the near incoherence, or sudden shift, of the reference of Twv 

eµwv ~ovt.evµaTwv be a sign of psychological pressure and a form of 
self-delusion, a conscience-saving effort to identify the abandoned 
course of mercy as more essentially 'my plans' than the path to re
venge? Second, would any of these interpretations be easier if the 
reading were Twv6e Twv ~ovt.evµaTwv 13 (which could easily have 
been corrupted in the tradition of quotation of the passage to make 
the lines self-standing and more widely applicable: we already have 
evidence of such variation in 1078)? 

A completely different approach to the problems posed by 1079 
was put forward by Dihle (1976)/(1977) and has been advocated 
strongly by Burnett (1998). On this view it is 0vµ6s that is reinter
preted, while bouleumata is referred unequivocally to the revenge
plan. Dihle argues that tliumos here is the soft emotion of Medea's 
love for her children, and that at the end of her speech Medea has in 
fact abandoned her intention to kill the children: overcome by her 
sufferings, she says she knows what evils she is about to suffer, but her 
emotion is stronger than her revenge-plans. 14 The argument that 
tliumos refers to maternal love requires much special pleading with 
regard to this passage and others in the play, 15 but it is already re
futed by the fact that 1080 'the very thing that is the cause of the 
greatest evils for mankind' makes no sense except with a harsh mean
ing of thumos (see w8on. for parallels commenting on the harmfulness 

13 For this line-ending see Medea 886, Soph. El. 1381. 
14 On this view, the chorus' calm contemplation in the anapaestic inter

lude 1081-1115 reflects their understanding that Mcdea has gi\'cn up her plan 
to kill her children. See 1081-II15n. for a different explanation of the lack of 
passionate dissuasion from the chorus at this moment. Mcdca's immobility at 
1080, her use of Kapa6oKw in 1117, and the brevity of her rhesis at 1236-50 all 
work best dramatically if the audience understands at 1080 that l\ledca's in
sistence on revenge has won out in the speech just concluded. 

1
~ For instance, Dihle takes 1056 µri av y' as 'don't you (of all possible 

agents, since you are naturally the seat of gentle maternal love)', but in this 
idiom there is no need to give !imitative force to ye and attach its force 
strongly to the pronoun (105611.). 
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of anger). Dihle's interpretation also involves an unlikely sense of 
6p6:v KOKO:: although the idiomatic reply 6p6:o-w To:6e may convey in 
certain contexts submission to a behaviour recommended by an in
terlocutor, even in such passages as 927 and 1019 the sense is 'I'll do 
this', not 'I'll endure/suffer this'; and neither this idiom nor the other 
usages cited in Dihle (1977) 37 n. 22 justify his claim about 6p6:v KoK6:. 
Burnett modifies Dihle's approach to the extent of interpreting 6vµ6s 
not as maternal love but as the container for whatever emotion is 
dominant, in this case pity, which induces cowardice. She takes the 
meaning to be 'I understand that giving up the vengeance pro
gramme is cowardly, but my passionate heart (now filled with pity) is 
stronger than my plans.' Apart from doubts about taking 6p6:v KoK6: 
and 6vµ6s in the proposed sense, this interpretation still founders on 
the generalization in 1080. Burnett translates the line as'- such is the 
cause of men's worst disasters' and cites maxims about the bane of 
6:~ovAio, which she takes any domination of 6vµ6s over vovs or well
considered thought to be. For such a sense, we would need to emend 
oo-1rep to 01rep. 



BIBLIOGRAPHY 

The following editions and commentaries arc referred to by editor's 
name only: 

Barrett, W. S., Euripides, HiptJo!Jtos. Oxford 1964 
Bond, G. W., Euripides, Heracles. Oxford 1981 
Bury, R. G., Plato, Philebus. Cambridge 1897 
Collard, C., Euripides, Supplices. Groningcn 1975 
Cropp, M., Euripides, Electra. Warminstcr 1988 
Dodds, E. R., Euripides, Bacchae. 2nd cdn, Oxford 1960 
Dover, K. J., Aristophanes, Frogs. Oxford 1993 
Digglc, J., Euripides, Phaethon. Cambridge 1970 
Digglc, J., Euripidisfabulae, 3 vols., Oxford 1981-94 
Easterling, P. E., Sophocles, Trachiniae. Cambridge 1982 
Fracnkcl, E., Aeschylus, Agamemnon. Oxford 1950 
Friis Johansen, H., and Whittle, E.W., Aeschylus, The suppliants. Co-

penhagen 1980 
Garvie, A. F., Aeschylus, Choephori. Oxford 1986 
Gow, A. S. F., Thcocritus. 2nd edn, Cambridge 1952 
Griffith, M., Aeschylus, Prometheus bound. Cambridge 1983 
Griffith, M., Sophocles, Antigone. Cambridge 1999 
Hcubcck, A., Homer, Odyssey 9-12, in Hcubcck, H., West, S., and 

Hainsworth, J. B., A commentary on Homer's Odyssey, 3 vols., Ox
ford 1988-92 

Hollis, A., Callimachus, Hecale. Oxford 1990 
Hunter, R., Eubulus, Thefragments. Cambridge 1983 
Hunter, R., Apollonius of Rhodes, Argonautica, Book JI/. Cambridge 

1989 
Hutchinson, G. 0., Aeschylus, Septem contra 77zebas. Oxford 1985 
Jocelyn, H. D., The tragedies of Ennius: the fragments. Cambridge 1967 
Kovacs, D., Euripides, vol. I (Loeb Classical Library), Cambridge, 

Mass. 1994 
Mastronardc, D. J., Euripides, Phoenissae. Cambridge 1994 
Mcridicr, L., Euripidc, tome 1: Le Cyclope, Alceste, A1edee, les Heraclides 

[Budc cdn]. Paris 1925 
Olson, S. D., Aristophanes, Peace. Oxford 1998 

398 



BIBLIOGRAPHY 399 

Page, D. L., Euripides, Medea. Oxford 1938 
Paley, F. A., Euripides, 2nd cdn, 3 vols., London 1872-74 
Rusten, J., Thucydidcs, The Peloponnesian war, Book II. Cambridge 

1988 
Sandbach, F. H., A1enandri reliquiae selectae. Rev. cdn, Oxford 1990 
Seaford, R., Euripides, Cyclops. Oxford 1984 
Stevens, P. T., Euripides, Andromache. Oxford 1971 
Van Looy, H., Euripides, Medea (Tcubncr). Stuttgart and Leipzig 

1992 
Wecklein, N., Euripides, Medea, in Ausgewahlte Tragiidien des Euripides, 

1. Bandchcn, 3rd edn, Leipzig 1891 
Weil, H., Euripides, Medea, in Sept tragedies d'Euripide. Paris 1879 
West, M. L., Hesiod, Theogony. Oxford 1966 
West, M. L., Hesiod, Works and days. Oxford 1988 
Wilamowitz = Wilamowitz-Moellendorff, U. von, Euripides, Hera

kles. Berlin 1889 
Willink, C. W., Euripides, Orestes. Oxford 1986 

List of books and articles cited (in general, scholars mentioned simply 
as the proposers of emendations or deletions are not included 
in this list): 

Aerts, W. J. ( 1965) Periphrastica. An investigation ef the use of El v01 and 
EXEIV as auxiliaries or pseudo-auxiliaries in Greekfrom Homer u/1 to the 
present day. Amsterdam 

Alexiou, M. (1974) The ritual lament in the Greek tradition. Cambridge 
Allan, W. (2000a) 'Euripides and the sophists: society and the theatre 

of war', in Sansone et al. (2000) 145-56 
Allan, W. (2000b) The Andromache and Euripidean tragedy. Oxford 
Andronikos, M. (1984) Vergina: the royal tombs and the ancient ciry. Athens 
Arnott, \V. G. (1982) 'Off-stage cries and the choral presence. Some 

challenges to theatrical conventions in Euripides', Antichthon 
16: 35-43 

Arnott, \V. G. (1984-85) 'Alcuni osscrvazioni sulle convenzioni tca
trali dei cori Euripidci', Dioniso 55: 147-55 

Bain, D. (1977) Actors and audience. A study of asides and related conventions 
in Greek drama. Oxford 

Bain, D. (1981) Masters, servants and orders in Greek tragedy. A study of some 
aspects ef dramatic technique and convention. Manchester 



400 BIBLIOGRAPHY 

Barlow, S. A. (1971) The imagery of Euripides: a study in the dramatic use of 
pictorial language. London 

Battezzato, L. (1991) 'Scena e testo in Euripide, Med. 1053-1080', 
RIFC ll9: 420-36 

Battezzato, L. (1995) ll monologo nel teatro di Euripide [Scuola 
Normale Superiore, Pubblicazioni della classe di lettere e filo
sofia]. Pisa 

Bergk, T. (1884) Griechische Literaturgeschichte, Bd. 3. Berlin 
Bers, V. (1984) Greek poetic syntax in the Classical age. New Haven and 

London 
Bessone, F. (1997) P. Ovidii Nasonis Heroidum Epistula XII: Medea lasoni 

(Serie dei classici greci e latini (Biblioteca nazionale centrale 
di Firenze). Testi con commento filologico; nuova ser., 6). 
Florence 

Bethe, E. (1918) Medea-Probleme [Berichte iiber die Verhandlungen 
der koniglichen Sachsischen Gesellschaft der Wissenschaften 
zu Leipzig, 70, Heft 1]. Berlin 

Bierl, A., Calder, W. M., and Fowler, R. L., eds. (1991) The Prussian 
and the poet. The letters of Ulrich van Wilamowitz-Moellendodf to 
Gilbert Murray (1894-1930). Hildesheim 

Blackman, D. (1998) 'Archaeology in Greece 1997-1998', Archaeologi
cal Reports 44: 1-128 

Blanchard, A. (1989a) Les debuts du codex (Bibliologia. Elementa ad li
brorum studia pertinentia, 9). Turnhout 

Blanchard, A. (1989b) 'Choix antiques et codex', in Blanchard 
(1989a) 181-90 

Blundell, M. W. (1989) Helping friends and harming enemies. A study in 
Sophocles and Greek ethics. Cambridge 

Boedeker, D. (1991) 'Euripides' Medea and the vanity of /\OfOI', GP 
86: 95-112 

Boedeker, D. (1997) 'Becoming l\'ledea: assimilation in Euripides', in 
Clauss and Johnston (1997) 127-48 

Bogaert, R. (1976) 'L'essai des monnaies clans l'antiquite', Revue Beige 
de numismatique et de sigilographie 122: 5-34 

Bolkestein, H. (1949) 'Varia Tragica', Mnemosyne ser. 4, 2: 177-93 
Bongie, E. B. (1977) 'Heroic elements in the Medea of Euripides', 

TAPA 107: 27-56 



BIBLIOGRAPHY 401 

Breitenbach, W. (1934) Untersuchungen ;::,ur Sprache der Euripideischen -9rik 
(Tiibinger Beitrage zur Altertumswissenschaft, Heft 20). Stutt
gart 

Burnett, A. P. (1971) Catastrophe survived. Euripides' plays of mixed reversal. 
Oxford 

Burnett, A. P. (1973) 'Medea and the tragedy of revenge', GP 68: 
1-24 

Burnett, A. P. (1998) Revenge in Attic and later tragedy. Berkeley and Los 
Angeles 

Burnett, A. P. (1985) 'Rhesus: are smiles allowed?', in P. Burian, ed., 
Directions in Euripidean criticism (Durham N.C.) 13-51 

Buttrey, T.V. (1958) 'Accident and design in Euripides' Medea', AJP 

79: 1- 17 
Caiazza, A. (1989-93) 'Medea: fortuna di un mito' (parti 1-4), Dio

niso 59: 9-84, 60: 82-118, 63: 121-41, 64: 155-66 
Cairns, D. L. (1993) Aidos: the psychology and ethics of honour and shame in 

ancient Greek literature. Oxford 
Cameron, A. (1995) Callimachus and his critics. Princeton 
Canter, H. V. (1930) 'The figure Ab.YNATON in Greek and Latin 

Poetry', AJP 51: 32-41 
Carden, R. (1974) The papyrus fragments of Sophocles: an edition with pro

legomena and commentary [Texte und Kommentare, Bd. 7]. Berlin 
and New York 

Carter, L. B. (1986) The quiet Athenian. Oxford 
Casson, L. (1971) Ships and seamanship in the ancient world. Princeton 
Cavallo, G. (1989) 'Codice e storia dei testi greci antichi. Qualche 

riflcssioni sulla fase primitiva de! fenomeno', in Blanchard 
(1989a) 169-80 

Clauss, J., and Johnston, S. I. (1997) Medea. Essays on Medea in myth, 
literature, philosophy, and art. Princeton 

Clay, D. l\'1. (1958-60) A formal analysis of the vocabularies of Aeschylus, 
Sophocles and Euripides, Part 1 (Minneapolis 1960) and Part 2 
(Athens 1958) 

Clayman, D. L. (1987) 'Sigmatism in Greek poetry', TAPA 117: 69-

84 
Cohen, D. (1989) 'Seclusion, separation, and the status of women in 

classical Athens', Greece and Rome 36: 3-15 



402 BIBLIOGRAPHY 

Cohn-Haft, L. (1995) 'Divorce in classical Athens', JHS 115 (1995) 
1-14 

Collard, C., Cropp, M. J., and Lee, K. H., eds. (1995- ) Euripides. 
Selected fragmentary plays, with introductions, translations, and 
commentaries. Warminster 

Collinge, N. E. (1962) 'Medea ex machina', GP 57: 170-2 
Conacher, D. J. (1998) Euripides and the sophists. Some dramatic treatments 

of philosophical ideas. London 
Congdon, L. 0. K. (1981) Caryatid mirrors of ancient Greece. Mainz am 

Rhein 
Croally, N. T. (1994) Euripidean polemic: the Trojan Women and the 

function of tragedy. Cambridge 
Cropp, M., and Fick, G. (1985) Resolutions and chronology in Euripides. 

17zefragmentary tragedies [BICS Suppl. 43]. London 
Csapo, E., and Slater, W. J. (1995) The context of ancient drama. Ann 

Arbor 
Cunningham, M. P. (1954) 'Medea cxTTo µT\xavf\s', GP 49: 151-60 
Dale, A. M. (1968) The lyric metres of Greek drama. 2nd edn, Cambridge 
Dearden, C. (1999) 'Plays for export', Phoenix 53: 222-48 
Demand, N. H. (1994) Birth, death, and motherhood in classical Greece. 

Baltimore 
Denniston, J. D. (1936) 'Pauses in the tragic senarius', CQ,30: 73-9 
Detienne, M., and Vernant, J.-P. (1978) Cunning intelligence in Greek 

culture and sociery. Atlantic Highlands, N J. 
Deubner, L. (1941) Olotyge und Verwandtes (Abhandlungen der Preuss

ischen Akademie der Wissenschaften, Philosophisch-historische 
Klasse, 1941, Nr. 1) 

Devine, A. M., and Stephens, L. D. (1984) La.nguage and metre. Resolu
tion, Parson's bridge and their prosodic basis [American Classical 
Studies, 12]. Chico, Calif. 

Devine, A. M., and Stephens, L. D. (1994) The prosody of Greek speech. 
Oxford 

Devine, A. M., and Stephens, L. D. (2000) Discontinuous .ryntax: hyper
baton in Greek. Oxford 

Di Benedetto, V. (1971) Euripide: teatro e societii. Turin 
Di Benedetto, V., and Medda, E. (1997) La, tragedia sulla scena: la trag

edia greca in quanta spettacolo teatrale. Turin 
Diggle, J. (1981) Studies on the text of Euripides. Oxford 



BIBLIOGRAPHY 403 

Diggle, J. (1983) 'The manuscripts and text of Medea: 1. The manu
scripts', CQ,33: 339-57 

Diggle, J. (1994) Euripidea. Collected essays. Oxford 
Dihle, A. (1976) 'Euripides' Medea und ihre Schwestern 1m euro

paischen Drama', Antike und Abend/and 22: 175-84 
Dihle, A. (1977) Euripides' Medea [Sitzungsber. Heidelb. Akad. der 

Wissenschaften, 5]. Heidelberg 
Diller, H. (1966) '8vµos 6e Kpeicrcrwv TWV eµwv !3ov;\evµcnwv', Hermes 

94: 267-75 [ = /Cleine Schriflen ;:,ur antiken Literatur (Munich 1971) 
359-68] 

Dillon, J. M. (1997) 'Medea among the philosophers', in Clauss and 
Johnston (1997) 211-18 

Dodds, E. R. (1952) 'Three notes on the Medea', Humanitas (Coim
bra) 4: 13-18 

Dover, K. J. (1974) Greek popular moraliry in the time of Plato and Aristotle. 
Oxford and Berkeley 

Drager, P. (1993) Argo pasimelousa. Der Argonautenmythos in der griechischen 
und romischen Literatur. Tei! I: Theos aitios [Palingenesia 43] 
Stuttgart 

Duchemin, J. (1945) L'agon dans la tragidie grecque. Paris 
Dunkle, J. R. (1969) 'The Aegeus episode and the theme of Euri

pides' Medea', TAPA 100: 97-107 
Dunn, F. M. (1994) 'Euripides and the rites of Hera Akraia', GRBS 

35: 103-15 
Dutoit, E. (1936) Le theme de l'adynaton dans la poesie antique. Paris 
Dyson, M. (1987) 'Euripides, Medea 1056-80', GRBS 28: 23-34 
Dyson, M. (1988) 'Euripides, Medea 926-31', CQ,38: 324-7 
Easterling, P. E. (1977) 'The infanticide in Euripides Medea', Yale 

Classical Studies 25: 177-91 
Easterling, P. E. (1985) 'Anachronism in Greek tragedy', JHS 105: 

1-10 

Easterling, P. E. (1987) 'Women in tragic space', BICS 34: 15-26 
Easterling, P. E. (1994) 'Euripides outside Athens: a speculative note', 

/CS 19: 73-80 
Easterling, P. E., ed. (1997a) The Cambridge companion to Greek tragedy. 

Cambridge 
Easterling, P. E. (1997b) 'From repertoire to canon', in Easterling 

(1997a) 211-27 



404 BIBLIOGRAPHY 

Eden, P. T. (1988) 'Two notes on Euripides', CQ.38: 560-1 

Ehrenberg, V. (1947) 'Polypragmosyne', JHS 67: 46-67 
Eitrem, S. (1927) Beitriige ;:_ur griechischen Religionsgeschichte 3 vols. 

Kristiania 
Erdmann, W. (1934) Die Ehe im alten Griechenland (Munchener Beitrage 

zur Papyrusforschung und antiken Rechtsgeschichte, Heft 20). 

Munich 
Ewans, M. (1995) Aeschylus: Oresteia. London 
Fairweather, J. A. (1974) 'Fiction in the biographies of ancient 

writers', Ancient Sociery 5: 231-75 
Fantham, E., et al. (1994) Women in the classical world: image and text. 

Oxford 
Fehling, D. (1969) Die Wiederholungsfiguren und ihr Gebrauch bei den Grie

chen vor Gorgias. Berlin 
Finley, J. H. (1967) Three essays on 17zurydides. Cambridge, Mass. 
Fisher, N. R. E. (1992) Hybris: a study in the values ef honour and shame in 

ancient Greece. W arminster 
Flory, S. (1978) 'Medea's right hand. Promises and revenge', TAPA 

108: 69-74 
Foley, H.P. (1981) 'The conception of women in Athenian drama', in 

Foley, H.P., ed., Reflections ef women in antiquiry (New York 1981) 

127-67 
Foley, H. P. (1985) Ritual irony. Poetry and sacrifice in Euripides. Ithaca, 

N.Y. 
Foley, H. P. (1989) 'Medea's divided self', Classical Antiquiry 8: 61-

85 
Foley, H. P. (2001) Female acts in Greek tragedy. Princeton 
Fontenrose, J. (1978) The Delphic oracle: its responses and operations with a 

catalogue ef responses. Berkeley 
Fraenkel, E. (1965) Review of Ritchie (1964) in Gnomon 37: 228-41 
Fraser, P. M. (1972) Ptolemaic Alexandria, 3 vols. Oxford 
Friedrich, W.-H. (1968) 'Medeas Rache', in Schwinge, E.-R., ed., 

Euripides [Wege der Forschung, 89] (Darmstadt) 177-237 
Friis Johansen, H. (1959) General reflection in tragic rhesis. Copenhagen 
Gantz, T. (1993) Early Greek myth. A guide to literary and artistic sources. 

Baltimore 
Garlan, Y. (1988) Slavery in ancient Greece. Ithaca 
Garland, R. (1985) The Greek way ef death. London and Ithaca, N.Y. 



BIBLIOGRAPHY 405 

Garland, R. (1990) The Greek way of life from conception to old age. Lon
don and Ithaca, N.Y. 

Gentili, B. (1972) 'II 'letto insaziato' di Medea e ii tema dell' adikia a 
livello amoroso nei lirici (Saffo, Teognide) e nella Medea di 
Euripide', Studi classici e orientali 21: 60-72 

Gibert, J. (1995) Change of mind in Greek tragedy [Hypomnemata rn8] 
Gottingen 

Gibert, J. (1997) 'Euripides' "Hippolytus" plays: which came first?', 
CQ47: 85-97 

Gigon, 0. (1987) Aristotelis Opera, volumen tertium: librorum deperditorum 
fragmenta. Berlin and New York 

Gill, C. (1983) 'Did Chrysippus understand Medea?', Phronesis 28: 
136-49 

Gill, C. (1996) Personality in Greek epic, tragedy, and philosophy: the self in 
dialogue. Oxford 

Goheen, R. F. (1951) The imagery of Sophocles' Antigone. Princeton 
Goldhill, S. (1986) Reading Greek tragedy. Cambridge 
Gould, J. (1973) 'Hiketeia', JHS 93: 74-103 [reprinted in his Myth, 

ritual, memory, and exchange: essays in Greek literature and culture, 
Oxford 2001, 22-77] 

Gould, J. (1980) 'Law, custom and myth: aspects of the social posi
tion of women in classical Athens', JHS rno: 38-59 [reprinted 
in his lvlyth, ritual, memory, and exchange: essays in Greek literature and 
culture, Oxford 2001, 112-73] 

Gow, A. S. F., and Page, D. L. (1968) The Greek anthology: the Garland of 
Philip, 2 vols. Cambridge 

Coward, B. (1999) Telling tragedy: narrative technique in Aeschylus, Sopho
cles and Euripides. London 

Graf, F. (1997) 'l'vledea, the enchantress from afar: remarks on a well-
known myth', in Clauss and Johnston (1997) 21-43 

Griffith, M. (1977) The authenticity of Promctheus Bound. Cambridge 
Griffith, l\f. (1978) 'Euripides' Alkestis 636-41 ', HSCP 82: 83-6 
Griffith, M. (1990) 'Contest and contradiction in early Greek poetry', 

in Griffith and Mastronardc (1990) 185-207 
Griffith, M. (1995) 'Brilliant dynasts: power and politics in the Ore

steia', Classical Antiquity 14: 62-129 
Griffith, M. (1998) 'The king and eye: the rule of the father in Greek 

tragedy', PCPS 44: 20-84 



406 BIBLIOGRAPHY 

Griffith, M. (2001) 'Antigone and her sister(s): embodying women in 
Greek tragedy', in Lardinois and McClure (2001) 117-36 

Griffith, M., and Mastronarde, D. J., eds. (1990) Cabinet of the muses. 
Essays on classical and comparative literature in honor of Thomas G. 
Rosenmryer. Atlanta 

Guiraud, C. (1962) La phrase nominate en grec d'Homere a Euripide [Etudes 
et commentaires 42]. Paris 

Gunther, H.-C. (1996) Exercitationes Sophocleae [Hypomnemata rn9]. 
Gottingen 

Hall, E. (1989) Inventing the barbarian: Greek self-definition through tragedy. 
Oxford 

Hall, E. (1997) 'The sociology of Athenian tragedy', in Easterling 
( 1997a) 93-126 

Hall, E. (2000) 'Medea on the eighteenth-century London stage', in 
Hall, Macintosh, and Taplin (2000) 49-74 

Hall, E., Macintosh, F., and Taplin, 0., eds. (2000) Medea in perfor
mance 1500-2000. Oxford 

Hamilton, R. (1987) 'Cries within and the tragic skene', AJP w8: 
585-99 

Harrison, A. R. W. (1968) The law of Athens. The family and property. 
Oxford 

Harrison, S. J. (1986) 'A note on Euripides, Medea 12', CQ 36: 
260 

Haslam, M. W. (1979) 'O suitably-attired-in-leather-boots. Inter
polations in Greek tragedy', in Bowersock, G. W., et al., eds., 
Arktouros. Hellenic studies presented to Bernard M. W. Knox on the oc
casion of his 65th birthday (Berlin) 91-rno 

Hill, B. H. (1964) Corinth, vol. 1, part 3: The Springs. Princeton 
Hunter, R. L. (1981) 'P. Lit. Lond. 77 and tragic burlesque in Attic 

comedy', <,PE 41: 19-24 
Hunter, V. J. (1997) Policing Athens: social control in the Attic lawsuits, 

420-320 B. C. Prince ton 
Huxley, G. (1969) Greek epic poetry from Eumelos to Panyassis. London 
Irwin, E. (1974) Colour terms in Greek poetry. Toronto 
Irwin, T. H. (1983) 'Euripides and Socrates', GP 78: 183-97 
ltsumi, K. (1984) 'The glyconic in tragedy', CQ,34: 66-82 
ltsumi, K. (1991-93) 'Enoplian in tragedy', BICS 38: 242-61 



BIBLIOGRAPHY 407 

Jachmann, G. (1936) 'Binneninterpolationen n', Nachrichten von der 
Gesellschoft der Wissenshoften zu Giittingen, Philologisch-historische 
Klasse, Fachgruppe 1, n. F., Bd. 1, Nr. 9 (pp. 185-215) 

Jameson, M. (1990a) 'Private space and the Greek city', in Murray, 
0., and Price, S., eds., The Greek city from Homer to Alexander 
(Oxford) 171-95 

Jameson, M. (1990b) 'Domestic space in the Greek city-state', in 
Kent, S., ed., Domestic architecture and the use of space: an interdis
ciplinary cross-cultural study (Cambridge) 92-113 

Johnston, S. I. (1997) 'Corinthian Medea and the cult of Hera 
Akraia', in Clauss and Johnston (1997) 

Johnstone, H. W. (1980) 'Pankoinon as a rhetorical figure in Greek 
tragedy', Glotta 58: 49-62 

Jong, I. J. F. de (1991) Narrative in drama: the art of the Euripidean 
messenger-speech [Mnemosyne Suppl. 116]. Leiden and New York 

Jouan, F., and Van Looy, H. (1998) Euripide. Tome vm Fragments rre 
Partie. Paris 

Jouan, F., and Van Looy, H. (2000) Euripide. Tome VIII Fragments 2e 
Partie. Paris 

Just, R. (1989) Women in Athenian life and law. New York and 
London 

Kaimio, M. (1970) The chorus of Greek drama within the light of the person 
and number used (Commentationes Humanarum Litterarum 46). 
Helsinki 

Kaimio, M. (1988) Physical contact in Greek tragedy: a study of stage con
ventions (Annales Academiae Scientiarum Fennicae, ser. B, tom. 
244). Helsinki 

Kerrigan, J. (1996) Revenge tragedy: Aeschylus to Armageddon. Oxford 
Kienzle, E. (1936) Der Lobpreis von Stiidtem und Liindern in der iilteren 

griechischen Dichtung. Basle 
Klette, T. (1875) Q_uid de iterata Medeae Euripideae editione sit iudicandum. 

Leipzig 
Knox, B. M. W. (1964) The heroic temper: studies in Sophoclean tragedy. 

Berkeley and Los Angeles 
Knox, B . .M. W. (1977) 'The Medea of Euripides', Yale Classical Studies 

25: 193-225 [reprinted in his Word and action: essays on the ancient 
theater (Baltimore 1979) 295-322] 



408 BIBLIOGRAPHY 

Kohler, W. (1913) Die Versbrechung bei den griechischen Tragikem. 
Darmstadt 

Kovacs, D. (1986) 'On Medea's great monologue (E. Med. 1021-80)', 

CQ,36: 343-5 2 
Kovacs, D. (1987) 'Treading the circle warily. Literary criticism and 

the text of Euripides', TAPA I IT 257-70 
Kovacs, D. (1993) 'Zeus in Euripides' Medea', AJP 114: 45-70 
Kovacs, D. (1994) Euripidea [Mnemosyne Suppl. 132]. Leiden 
Kullmann, W. (1987) 'Deutung und Bedeutung der Gotter bei Euri-

pides', in W. Kullmann et al., Mythos. Deutung und Bedeutung 
[lnnsbrucker Beitr. zur Kulturwissenschaft. Dies Philologici 
Aenipontani, 5] (Innsbruck) 7-22 

Kurke, L. V. (1992) 'The politics of a~pocnivri in archaic Greece', 
Classical Antiquiry 11: 91-120 

Kurke, L. V. (1999) Coins, bodies, games and gold: the politics of meaning in 
archaic Greece. Princeton 

Kurtz, W. (1985) Die bildliche Ausdrucksweise in den Tragodien des Euripides 
[Heuremata, 8]. Amsterdam 

Labarbe, J. (1980) 'La priere "contestataire" clans la poesie grecque', 
in Limet, H., and Ries, J. eds., L'experience de la priere dans les 
grandes religions [Homo religiosus, 5]. Louvain-la-neuve 

Lacey, W. K. (1968) Thefamily in classical Greece. London and Ithaca, 
N.Y. 

Lamb, W. (1969) Ancient Greek and Roman bronzes, rev. L. K. Congdon. 
Chicago 

Laneres, N. (1994) La phrase nominate en grec ancien: elude sur la langue de 
l'Iliade. Lille 

Lardinois, A., and McClure, L., eds. (2001) ,Making silence speak: 
women's voices in Greek literature and society. Princeton 

Lattimore, R. (1962) Themes in Greek and La,tin epitaphs. Urbana 
Lebeck, A. (1971) The Oresteia: a study in language and structure. Cam

bridge, Mass. 
Lee, K. H. ( 1968) 'Influence of metre on tragic vocabulary', Glotta 46: 

54-6 
Lee, K. H. (1971) 'BA/\/\W compounds in the tragedians', AJP 92: 

312-15 
Lefkowitz, M. R. (1979) 'The Euripides Vita', GRBS 20: 187-210 



BIBLIOGRAPHY 409 

Lefkowitz, M. R. (1981) The lives of the Greek poets. Baltimore and 
London 

Lefkowitz, M. R. (1987) 'Impiety and atheism in Euripides' dramas', 
CQ.39: 70-82 

Lefkowitz, M. R. (1989) 'Was Euripides an atheist?', SIFC 5: 149-
66 

Lendle, 0. (1995) 'Uberlegungen zum Biihnenkran', in Pohlmann 
(1995a) 165-72 

Leo, F. (1908) Der Monolog im Drama: Ein Beitrag z_ur griechisch-romischen 
Poetik. Berlin 

Leo, F. (1912) Plautinische Forschungen z_ur Kritik und Geschichte der Komo
die. 2. Aufl. Berlin 

Lesky, A. (1948) 'Aia', Wiener Studien 63: 22-68 
Ley, G., and Ewans, M. (1985) 'The orchestra as acting area in Greek 

tragedy', Ramus 14: 75-84 
Lloyd, G. E. R. (1962) 'Right and left in Greek philosophy', JHS 82: 

56-66 
Lloyd, G. E. R. (1966) Polarity and analogy. Cambridge 
Lloyd, M. (1992) The agon in Euripides. Oxford 
Lloyd, M. (1999) 'The tragic aorist', CQ.49: 24-45 
Lloyd-Jones, H. (1980) 'Euripides, Medea 1056-1080', Wurz.burger 

Jahrbiicher far die Altertumswissenschafl, n.F. 6a: 51-9 
Lloyd-Jones, H. (1983) Thejustice of Zeus. Rev. edn, Berkeley and Los 

Angeles 
Long, A. A. (1968) Language and thought in Sophocles; a study ef abstract 

nouns and poetic technique. London 
Loraux, N. (1993) The children of Athena. Athenian ideas about citizenship 

and the division between the sexes, transl. by C. Levine. Princeton 
Lord, L. E. (1936-37) 'The touchstone', CJ 32: 428-31 
Luppe, W. (1995) 'Ein neuer friiher ".Medeia"-Papyrus P. Berol. 21 

257', Archivfiir Papyrusforschung 41: 34-9 
.Macintosh, F. (2000) 'Introduction: the performer in performance', 

in Hall, Macintosh, and Taplin (2000) 1-31 
Manuwald, B. (1983) 'Der.Mordan den Kindem', Wiener Studien 19: 

27-61 
Marshall, F. H. (19u) Catalogue of the jewellery, Greek, Etruscan, and Ro

man, in the Departments of Antiquities, British Museum. London 



410 BIBLIOGRAPHY 

Mastronarde, D. J. (1979) Contact and discontinuity. Some conventions of 
speech and action on the Greek tragic stage (University of California 
Publications: Classical Studies, 21). Berkeley and Los Angeles 

Mastronarde, D. J. (1986) 'The optimistic rationalist in Euripides: 
Theseus, Jocasta, Teiresias', in M. Cropp et al., eds., Greek 
tragedy and its legacy: Essays presented to Desmond Conacher (Calgary) 
201-11 

Mastronarde, D. J. (1990) 'Actors on high: the skene roof, the crane, 
and the gods in Attic drama', Classical Antiquity 9: 247-94 

Mastronarde, D. J. (1998) 'II coro euripideo: autorita e integrazione', 
Quaderni Urbinati di Cultura Classica 60: 55-80 

Mastronarde, D. J. (1999) 'Knowledge and authority in the choral 
voice of Euripidean tragedy', Syllecta Classica JO: 87-w4 

Mastronarde, D. J. (2000) 'Euripidean tragedy and genre: the termi
nology and its problems', in Sansone et al. (2000) 23-39 

Mastronarde, D. J. (forthcoming) 'Euripidean tragedy and theology', 
Seminari romani di cultura greca 

McClure, L. (1999a) Spoken like a woman: speech and gender in Athenian 
drama. Princeton 

McClure, L. (1999b) '"The worst husband": discourses of praise and 
blame in Euripides' Medea', GP 94: 373-94 

McDermott, E. (1989) Euripides' Medea: the incarnation of disorder. Uni
versity Park, Pennsylvania 

McDonald, M. (1983) Euripides in cinema: the heart made visible. Phila
delphia 

McDonald, M. (1992) Ancient sun, modern light: Greek drama on the modern 
stage. Columbia 

McDonald, M. (1997) 'Mcdea as politician and diva: riding the 
dragon into the future', in Clauss and Johnston (1997) 297-323 

Meridor, R. (1986) 'Euripides, Medea 639', CQwo: 95-wo 
Mezzabotta, M. R. (1994) 'Jason and Orpheus; Euripides Medea 543', 

AJP II5: 47-50 
Michelini, A. N. (1989) 'Neophron and Euripides' Medeia w56-80', 

TAPA II9: II5-35 
Mikalson, J. D. (1989) 'Unanswered prayers in Greek tragedy', JHS 

w9: 81-98 
Mikalson, J. D. (1991) Honor thy gods: popular religion in Greek tragedy. 

Chapel Hill and London 



BIBLIOGRAPHY 411 

Miller, S. G. (2000) 'Naked democracy', in Flensted-Jensen, P., 
Nielsen, T. H., and Rubinstein, L., eds., Palis and politics: studies 
in ancient Greek history presented to Mogens Herman Hansen (Co
penhagen 2000) 277-96 

Mimosa-Ruiz, D. (1982) Medee antique et modeme: aspects rituels et socio
politiques d'un mythe. Paris 

Moline, J. (1975) 'Euripides, Socrates, and virtue', Hermes 103: 46-
67 

Moretti, J.-C. (2000) 'The theater of the sanctuary of Dionysus 
Eleuthereus in late fifth-century Athens', in Sansone et al. 
(2000) 377-98 

Moreau, A. (1994) Le mythe de Jason et Medee. Le va-nu-pied et la sorciere. 
Paris 

Most, G. W. (1999) 'Two problems in the third stasimon of Euri
pides' Medea', GP 94: 20-35 

Mueller, M. (2001) 'The language of reciprocity in Euripides' Medea', 

AJP 123: 471-5o4 
Muller, G. (1951) 'Interpolationen in der Medea des Euripides', Studi 

italiani difilologia classica 25: 65-82 
Nevett, L. C. (1999) House and sociery in the ancient Greek world. 

Cambridge 
Newton, R. M. (1985) 'Ino in Euripides' Medea', AJP 106: 496-502 
Oakley, J. H., and Sinos, R. H. (1993) The wedding in ancient Athens. 

Madison 
O'Neal, J. L. (1986) 'The semantic usage of Tvpavvos and related 

words', Antichthon 20: 26-40 
Pack, R. A. (1967) The Greek and La.tin literary texts from Greco-Roman 

Egypt. 2nd edn, Ann Arbor 
Padel, R. (1992) In and out ef mind. Greek images ef the tragic self. Princeton 
Page, D. L. (1934) Actors' interpolations in Greek tragedy. Oxford 
Page, D. L. (1955) Sappho and Alcaeus. Oxford 
Parke, H. W., and Wormell, D. E.W. (1956), The Delphic oracle, 2 vols. 

Oxford 
Parker, R. (1983) Miasma: pollution and purification in ear!)> Greek religion. 

Oxford 
Pelliccia, H. (1995) Mind, body, and speech in Homer and Pindar [Hypo

mnemata 107]. Gottingcn 
Petrochilos, N. (1974) Roman attitudes to the Greeks. Athens 



412 BIBLIOGRAPHY 

Pfeiffer, R. (1934) Die neuen l:i/HTHXEl'X z.u Kallimachosgedichten [Sit
zungsberichte der Bayerische Akademie der Wissenschaften, 
Philosophisch-historische Abt., 1934, Heft w]. Munich 

Pfeiffer, R. ( 1968) History of classical scholarship from the beginnings to the 
end of the Hellenistic age. Oxford 

Pfister, M. (1988) The theory and analysis of drama. Cambridge 
Pickard-Cambridge, A. W. (1968) The dramatic festivals of Athens. 2nd 

edn, revised by J. Gould and D. M. Lewis. Oxford 
Pohlmann, E., et al. (1995a) Studien z.ur Biihnendichtung und ;::,um 17zeater

bau der Antike (Studien zur klassichen Philologie, Band 93). 
Frankfurt am Main 

Pohlmann, E. (1995b) 'Der Chor der Tragodie an den Grenzen der 
Biihnenkonventionen des 5. Jh.', in Pohlmann (1995a) 63-72 

Pulleyn, S. (1997) Prayer in Greek religion. Oxford 
Rabinowitz, N. (1993) Anxiery veiled: Euripides and the traffic in women. 

Ithaca 
Race, W. H. (1981) 'The word Katp6s in Greek drama', TAPA 111: 

197-213 
Reeve, M. D. (1972) 'Euripides, Medea w21-w80', CQ,22: 51-61 
Rehm, R. (1989) 'Medea and the Myos of the heroic', Eranos 87: 

97- 115 
Rehm, R. (1994) Marriage to death: the conflation of wedding and funeral 

rituals in Greek tragedy. Princeton 
Reid, J. D. (1993) The Oxford guide to classical mythology in the arts, 1300-

199os. Oxford 
Reinhardt, K. (1957) 'Die Sinneskrise bei Euripides', Die neue Rund

schau 68: 615-46 
Renehan, R. (1976) Studies in Greek texts: critical observations to Homer, 

Plato, Euripides, Aristophanes and other authors (Hypomnemata 43). 
Gottingen 

Revermann, M. (2000) 'Euripides, tragedy and Macedon: some con
ditions of reception', in Sansone et al. (2000) 451-67 

Rickert, G. A. (1987) 'Akrasia and Euripides' Medea', HSCP 91: 91-
117 

Ritchie, W. (1964) The authenticiry of the Rhesus of Euripides. 
Cambridge 

Roberts, D. (1987) 'Parting words. Final lines in Sophocles and Euri
pides', CQ,37: 51-64 



BIBLIOGRAPHY 413 

Rohde, E. ( 1925) Psyche; the cult of souls and belief in immortaliry among the 
Greeks. (translation of Psyche: Seelencult und Unsterblichkeitsglaube 
der Griechen, 2nd edn 1898) London 

Rose, V. (1863) Aristoteles pseudepigraphus. Leipzig 
Rosen, R. (1988) Old comedy and the iambographic tradition [American 

Classical Studies, 19]. Atlanta 
Roux, G. (1972) 'Notes en marge de Medee', REG 85: 39-46 
Rudhardt, J. (1958) Notions fondamentales de la pensee religieuse et actes 

constitutifs du culte dans la Grece classique. Geneva 
Sansone, D. (1984) 'On hendiadys in Greek', Ciotta 62: 16-25 
Sansone, D., et al., eds. (2000) Euripides and tragic theatre in the late fifth 

century [= Illinois Classical Studies 24-5 (1999-2000)]. Cham-
paign, Illinois 

Schadewaldt, W. (1926) Monolog und Selbstgesprach [Neue Philologische 
Untersuchungen 2]. Berlin 

Schein, S. L. (1990) 'Philia in Euripides' Medea', in Griffith and Mas
tronarde (1990) 57-73 

Schiassi, G. (1955) 'Parodia e travestimento mitico nella commedia 
attica di mezzo', Rendiconti dell' lstituto Lombardo de scien;::,e e lettere 
88: 99-120 

Schmid, W. (1940) Die griechische Literatur ;::,ur ,?,eit der attischen Hegemonie 
nach dem Eingreifen der Sophistik [ = Schmid, W., and Stahlin, 0., 
Geschichte der griechischen Literatur, 1. Tei!, 3. Band]. Munich 

Scodel, R. ( 1999) Credible impossibilities: conventions and strategies of verisi
militude in Homer and Greek tragedy [Beitrage zur Altertumskunde, 
122]. Stuttgart and Leipzig 

Scodel, R. (2000) 'Verbal performance and Euripidean rhetoric', in 
Sansone et al. (2000) 129-44 

Scullion, S. (1994) Three studies in Athenian dramaturgy (Beitrage zur 
Altertumskunde 25). Stuttgart 

Scullion, S. (2000) 'Tradition and invention in Euripidean aetiology', 
in Sansone et al. (2000) 217-33 

Seaford, R. (1987) 'The tragic wedding',JHS 107: w6-30 
Seaford, R. (1998) 'Tragic money',JHS 118: 119-39 
Sechan, L. ( 1926) Etudes sur la tragedie grecque dans ses rapports avec la 

ceramique. Paris 
Seidensticker, B. (1990) 'Euripides, Medea 1056-w80', in Griffith and 

Mastronarde (1990) 89-w2 



1111\LIOCRAl'IIV 

S1·11tini, A. de Cava:1.za11i (1!.Jl9) 'Sulla figura dell' 6:6uvcnov', At/ie-
11a1•11111 7: 17!) 111. 

Sl'yro<'ras, P. (19!H) 'Tlw ironies of salvation: the Aigcm scene in 
Euripides' M1·rlm', (~7 90: 12:J 12 

Si111011, E. (1!)51) 'Die Typc11 dn Mcdcadars1cllu11g in dcr antikc11 
K1111s1', Gy11111rHi111111>1: :w:i 'J.7 

Si1111, U. (19iJn) 'Das I lnaion vo11 l'nacl1ora. Eine sakralc Schutz
zrn11· in der korinthisclwn l'naia', A1ittei/1111r,1·11 des rlrutscllf.11 arc/1-
aolo.~iuhm /11stit11ts. Athmisc/11• Ahtfi/1111r, 105: 5:; 11G 

Suell, II. (1~_1111) 'Das frilhstc Zcugnis Hhn Sokrates', l'liilolo/!,US 97: 

I 'J.;J '.11 
S11y1kr, .J. M. (19ll!J) Tlir womrm mu/ thr. [yre: 1110mm writers in classical 

G'rrrr:e mu/ Ronir. Carho11dal1•, Illinois 
So11rvinou-lnwood, C. (1979) ·n,esrus as son mu/ sir/mm. A trntativr il

lustration rif (,'mk 111yt/l()/or,icnl mmtality I BIC..:S S11pplcn1e11t 101, 
l,ondo11 

Sourvi11011-l11wood, C. (1997) 'M<"1ka at a shifting clista11cc: images 
and Euripiclca11 tragedy', in Clauss :111d .Johnston ( 1997) 'J.53 
91> 

Stanlcy-Portn, D. I'. (197:;) 'Mute actors in the tragedies of Euri
pirlcs', JJJCS 'J.0: fill 93 

Stanton, G. R. (19117) 'The· rnd of .l\1<-cka's monologue: Euripides, 
Mrdra 10711 10Bo', Rhri11isr:hr.s Musrum 1:;o: 97- wG 

Stevens, I'. T. (195G) 'Euripides aud the Athenians', ]/JS 7G: H7-9,1 
Stevens, P. T. (197G) Collor;uial r.x/JT('Jsions iu R11ri/1idrs I Hcrn11•:; Ein

zclsehrifte11 3Bj. Wieshade11 
Stewart, A. (199B) 'Nuggets: mining the texts again', A]A 1o<J.: <J.71-!12 
Stillwell, R. (1930) Corinth, vol. Ill, part 1: Arrocori11th, c~u11hridge, 

Mass. 
Stinton, T. C. W. (1990) Collrctrrl pap,r:; 011 (Jmk tmf,Nly. Oxford 
Stroud, R. S. (1974) 'An Athenian law 011 silver coinage', Jle.1/uria ,13: 

157-BH 
Strubbe, .J. (1997) APA/ EnlTYMB/0/: /111/,rrrations ar,ain:;t rlrsf'fratio11s rif 

!lit wavr i11 thr. Gmk r/1ita/1lis rif Asia Minor. A ratalor,11r. I I mchrift<'n 
griechischcr Stiidte aus Klc·i11asic11, Bd. :J'..?l. 1101111 

Synodinou, K. (1977) 011 t/ir co11a/1t ef :;/avr,y i11 /~'11ri/1ir/r:;. lo:rn11i1rn 
Szlczak, T. A. (1990) 'Hikesic und Bittc· i11 Euripidl's' MNl-ra', Ori

mtalia 59: 2Bo-97 



I: , ,~ I, I' J 'I ,, A ,, 11 '/ 

'f ;,pfi", ( ), 111,771 'I/,; 1t11gum/t 11/ A,:dql,n 'I /1; d111m11t11, 11:, 1,f nil: ,1,,,1 
mlmrt1,,, 171 r;,nl: t111;~,dy , J,t.11,,,f 

'f ;,1,fu,, 'J, f1 1J'l~1 f,iJ11111 1mg,l1 1md ,,11,,, 11/1/111,11di;1 Lt! r;,,uk dr11m11 t/,r1,11fl} 
l,IJl'- /1lilrtlln/~I ( );,;{1,,,f 

'I t:Hlr:r, /\, (1 1,r,1 'l 1r:1 "" lfl'l 1'fll,itJIJ ,J, ,f,,, '"' 111,,.,,,,·11 ,,, l',lltlf111f•-', 
1:,,//;l!Tt/J d;ll' hllll1l11 ,/1 hv,v,gw (,r;f,IJ ( 11;,,!1 ,v;, I '.I. I-~,, 1 ·~ 

'f b,m,pvm, f',, A (111441 •:-;,.,,1,lu1,,, ,,,,,f f',1u1r,1d•·t' M,dn/, (,()_ -~:: 
111 I 1 

'f f,,,mvm, <;, r,1,-~•,; "I lw r,,,tir,rm•·m,.,o ,,t 11111·tt1,;,_;,1i•1•"1a w A1111 

rfr;,m;,', (;()_•r~: '17 ~'.I 

'f 1,.1,,.,, J,, r,:-:,,.{I ,\;;/;;,tv,ro /11,m ~lfllh1, ( J;d,,,,f 
'I u111--:r, E ';, r,,,:171 frrul: 111.111111:a1/1l1 ,4 t/,,: 11r,r1.n,t 11,1,rU. '.ltld ,-d11, ,,.. 

'liv:tl ,,,,,i r:11f;,1,1_nf fr; 11 ,J l 1 ;,1vm-. 1111<,C., C.,111,r,f 1',, f,mrJ,m 
v,-rif11"1' A,•M,, ;,wf v,,.f, ,;, 1,1,,,:1, ,., Tltllrt/Jfl,'- fl,1'1, d11 VI, w:r.b: Ill) I 

r: fJ l'l/1'1'/I.I/ d'A111,11:t; I I~( ,If h11n,f -~'.I I Ad,,-r,t ,.,,,f f';,r It 
Vt:rfflr1Jf,-, I',, (11171,1 A:f,'-'-'l ,,f h11tli m ,ml;, fRul: 111/ 11,vl /1'1'-ll) 1~1:,krky 

.ir,d f.,,,. An;.:-:1".t 
v,-,o;,nt,J,•I'. r,,,::,1 ..,, ,.11t11111t ,.,,,f ,,,,.1,,:,:,n1wi w, ,r,.,.~ 11;,;,:r-d/, ,,, 

Vt:rr,,.,,,, J•f' awl Vi1f;,f.:-;,,1j•1,.,, f', 'fw1,d) 11ntl mJtl, m tlfl/.V:rd 
f/fuU f,4,1fa11t11 lf,-i;,),ti, :-: J ,,,::,

1 
I, '.17 (1,;,,,if;,1,-,J fr1,m MJtlu 

,t tro;,,Uv m f/f;;a r11v,unr,;, 1l'iHJi l'f7'.1 1j 

v,,,1,1, J, f1 1/ 01 .~f,v1um 1Jrvl //,m//Jml/Jt ~t11tlv11 ?;11 111,t1.h11 ,V/..111,1:m vrvl 
,Ja;;r ,~r/f/f:d,11nz (H1t1t111;, f',W'//'lttfu1flr11, ::1 W1rtl1;,fj1-11 

'Ill/I f'ri•.1,, Y., r,,,'l,, 'f )J,- f'.rw.1111 !d m;.: drr favm·!A,:ff,-,,.',;,;i:r IJWf ,f,,. 
J_,f,-,1j,;;, d-:t f',-u1;1v,,.,•, Ardd.; 111vl Al,Nvl/..lJTvl ;: 'n ,,,1, r r--i,11rN:d 
In hh Ardd.; 1.11,,d rrt.1,t/nr,,; '/1117..1dv 1,,;1m Al,lt1Jndbm;,,m 11:,-rfw 1r/r,11 

'~n 4:u,J 
v,,.,w,, .. , f', f JLf"r,J I.IOI/ 1;n-i1.1JIIT(.);_ 0· 110I Jhmw! bf, 111vl lf//Jtv, 

m fa-,tJ. 1,r,r.J.H9 /'du Amit.l';r~:,,m 

"':,,.wm, L 111/ 111 Ar,v '/Ji; 1,1.1r:t J,1,t:l'IJ ,;f 11rdv11ntJ lr,rAi 
½' ""1' 

1 
){ f. I l'f71J ~/1.1.1fv: tfl f /fl;;J: ,,/;~ IJTvf t.l/TfJ,11: r J;f, •fOtJI f rlfl,',,-fl 
'/•r ;,i~11 l,1•n:,,1-;r Jt;tj (,,..vf vf,1,-, 14J l~rfo, :,,wi !;,.." 
Y'#t 

\4t'r1', )f L 11'1','.11 1/f«J: ,1,.,tn r J/hrd 
w ... .,, U, L 111?,41 .,I ,,.--il)I.A •111/ f:/1,') ,~,· 171 11.1 
"',.at, .M L ,,,-,,/J, /,,1,,,,f,J/tvm v, r/1,,,J: rr,,;/a r )/! 1,rd 
V,',..•, J,f I. 111//•, 'lh1,t•Y, f.,;,111,:,:,,', IJ,J,A11 ~•/~ 7 
"anr,.,,,.,,..'/,.}&~,,.r4,.,,,11 1; ;111, ,,,,,,,, (/IJP)a:rli; Vn;hJ.11:l l~r I 



416 BIBLIOGRAPHY 

Wiles, D. (1997) Tragedy in Athens. Peiformance space and theatrical meaning. 
Cambridge 

Willink, C. (1988) 'Eur. Medea 1-45, 371-85', CQ38: 313-23 
Wohl, V. (1998) Intimate commerce: exchange, gender, and subjectivity in Greek 

tragedy. Austin 
Yunis, H. (1988) A new creed: fundamental religious beliefs in the Athenian 

polis and Euripidean drama (Hypomnemata 91). Gottingen 
Zeitlin, F. (1996) Playing the other: gender and sociery in classical Greek liter

ature. Chicago 
Zuntz, G. (1955) The political plays of Euripides. Manchester 



INDEXES 

Numbers in italics refer to pages of the Introduction or Appendix, non-italic 
to line numbers of the commentary. 

1 Subject 

The names Medea and Jason are not indexed. 

Acastus 48-9 
Accius 65 
accusative, absolute 372, 448; 

adverbial 384-5, 470, 792, 804, 
824, u67; apposition to the 
sentence 87, 649; goal of motion 
87, 7, 668, 771, 920-1, u43; 
acc. + inf. 199, 268; internal 87, 
61, 128, 156, 165, 261, 587, 594, 
663, 698, 827-8, 907; of person 
with inf., alternating with dat. 
57-8, 661, 744, 815, 1236-7; 
predicate 374; respect, specifica
tion 8, 187-8, 263, 453, 579, 686, 
729, u69; retained with passive 
verb 8, 729; time, space 25, 804, 
1067, I181-2 

Achilles 9, 14, 18, 3, 24, 28-9, 121, 
190-204, 433, 1080, 1166 

Acrocorinth 69, 1379 
act-dividing song or lyric 75-6, 

1081-1115 
acting-area 37-8 
actor 2, 37-8, 40, 43, 62, 70-1, 74-7, 

388, 37-45, 96, 131, 228, 263, 269, 
271, 361, 432, 446, 468, 550, 725-
30, 910, 922, 1005, I006-7, I040-
8, 1059, I116-1250, 1118-19, 1293, 
1415-19 

acts (of a play) 76 
adjectives, variation between two 

endings and three endings 84, 
134, 255,3 20,434-5,838-4o 

Aeetes 49, 2 
Aegeus 8-9, 12-13, 17-21, 27, 29-31, 

33, 35-6, 38-42, 44, 53-8, 61, 63-
4, 75, 1-48, 17, 387-8, 499, 608, 
622-62, 656-7, 663-823,824-65, 
866-975, 1061-2, 1251-92, 1328, 
1385 

Aegeus-scene 54, 64-5, 663-823 
aeolic 99, 105-7, 131-213, 149, 159, 

410-45, 627-62, 824-65 
Aeschylus, Agamemnon 8, 27, 32-4, 1-

48, 64, 866-975; Eumenides 1-48; 
Oresteia 34, 248-51 

Aeson 25, 46, 48, 6 
Aethiopes, Ethiopians 42, 2 
Aethra 53-4, 683 
aetiology 1379-83 
Agamemnon 8, 32-3, 121,374, 866-

975, 1256-7, 1381 
Agave 64, 1282, 1404 
ag/Jn Logan, agon (-scene, -speech) 14, 

17-18, 24, 29, 44, 46, 77, 410-45, 
446-626, 515, 520-1, 546, 627-62, 
976-1001, 1293-1419 

Aia 42, 2 
Aigimios 52 
Ajax 9, 14, 18,33,24,96,522-75,618 
alastor 33, rn59, 1260, 1333 
Alcibiades 3 
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Alexandria(n) 62, 70-1, y29 
alliteration 340-7, 365, 476 
Althaea 24, 1282 
amoibaion 74, 76 
anachronism 232, 827-8 
anaclasis 131-213, 627-62 
anacoluthon 1316; see also shift of 

construction 
anadiplosis 96, 111, 650 
anapaestic interlude 75,392,396, 

358-63, 759-63, 1081-m5 
anapaestic substitution (in 

trimeter) 102-3 
anapaests, chanted (or 

'marching') II, 75-6, 85, 93, 99, 
101-4, 1-130, 131-213, 131, 181-
204, 358-63, 759-63, 1081-1115, 
1108, 1251-92, 1389-1414, 1415-
19 

anapaests, sung 104-5, 1-130, 96, 
131-213, 149, 167 

anaphora 92,96,99, 131,257,399-
400, 465-519, 467, 765-7, 960-1, 
966-7, I 258-9 

anastrophe 89-90, 34, 66, 224, 406, 
443-4, 985, 1126, 1142, 1174-5 

Anaxagoras 3 
anceps 101-3, 107, 159, 415-16, 

1251-92 
anger, wrath 17-18, 22, 35,393,397, 

92, 94, 121, 156, 262, 320, 638-40, 
866-975, 1079, 1080, 1265; see also 
8vµ6s 

animal imagery 35-6, 92, 103-4, 
187-8, 1342-3 

Anouihl, Medee 69 
antilabe 78, 1005, 1009 
Antiphanes 65 
antistrophe 30, 75,101,108, 131-213, 

1251-92, 1270-5 
antistrophic composition 75, 77, 101, 

131-213, 649 

aorist, coincident 88, 434-5, 651; 
descriptive 88, 64; dramatic or 
tragic 87-8, 223, 272, 791; gnomic 
88, 130, 245, 629; virtually 
complete action 78; see also aspect 

Aphrodite 16, 46, 67, 331, 522-75, 
527,532,622-44,633-5, 638-44, 
642-3, 644, 824-65,832-4,836 

Apollo 68, 157, 424, 476, 668, 846-
8, 1256-7, 1258 

Apollodorus 48, 673, 679, 1284 
Apollonius of Rhodes, Argonautica 

25,45,47, 66, 1002-80 
apostrophe 328, 410-45, 465-519, 

976-1001, 1081-1115 
Apsyrtus 13, 47-8, 167, 1334 
Archelaos of Macedonia 3 
Argo 46-7, 55, 60, 1, 2, 3, 212-13 
Argonauts 45-8, 56, 1-8, 3, 5 
aria 74, 76, 103 
Aristophanes (comicus) 24, 86, 98, 

281, 296, 336, 604, 624, 686, 1012, 
1041, 1056; Clouds 529; Frogs 6, 
70, 81, 1-48, 111,529; Peace 1-

48; Wasps 1-48 
Aristophanes of Byzantium 71 
Aristotle 60, 71, 1080; Poetics 10, 12, 

18, 55, 93, 1-130, 550, 663-823 
[Aristotle] (or Theophrastus), 

Commentaries 57, 60,388 
Artemis 160, 169, 635, 1402 
article 84, 89, 45, 206-7, 436-7, 

647-8, 696,808 
articular infinitive 89, 1051 
aspect, esp. present-stem vs aorist

stem 87-8, 237, 317, 473-4, 595, 
617, 678, 691, 1329 

asyndeton 92, 78, 255, 410-45, 698, 
765-7, 785, 1040-8, 1258-9; 
explanatory 92, 413, 717 

ate 33 
Athamas 565, 1284 
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Athena 8, 46-7, 528,673,825, 825-
6, 827-8 

Athenian(s) 3, 6, 19, 22-3, 26, 30, 50, 
70-1, 19, 119-30, u9, 133,216, 
217, 296, 438, 446-626, 482, 519, 
665, 824-65, 824-30, 824,825, 
825-6, 829-30, 830, 846-8, 921, 
1282 

Athens 10, 19, 26, 34, 37, 49, 51, 53-
4, 56-7, 64-6, 389-90, 19, 516, 
663-823, 725-30, 771, 824-65, 
827-8,829-30, 832-4, 835, 846-
8, 850, 1058, 1251-92; praise or 
flattery of 665, 824-65, 832-4, 
835; official state copies of plays 
70-1; state archives 3, 70 

athletic competition 20, 27, 36, 45, 
248-51, 274-5, 1242-6, 1245 

attendants, silent extras 39, 42-4, 
391, 214-409,269,270,335,446, 
663,789,820,823,866,951, 1020, 
1040-8, 1053, 1069, 1076, 1I18-19, 
1314-15 

Attic dialect 81-4, 86, 91, 93, 98-9, 
104, 19, 41, 45, 80, 96, 209, 237, 
263, 281, 367, 423, 477, 655, 696, 
800,808,938 

Attic skolion (PMG 889) 220, 661 
attraction, of case 57-8, 296, 401, 

595, 753; of gender 14; of 
mood 599 

augment, double u56; omission of 
85, 131-213, IIl6-1250, 1413 

autochthony 824,825 

barbarian see foreign(er) 
Bassus 65 
betrayal II, 13-14, 16-17, 22, 29-30, 

46, 50, 56, 1-130, 17, 36, 206-7, 
410-45,536-8,578, 606,899, 
969, 999-1000, 1293-1419, 1328 

Biotus 64 

Black Sea 1-8, 2 

Bosporus 210, 212-13, 434-5 
brachylogy 128, 598, 1256-7 
brail 278, 524 
breuis in Longo 105, 184-204, 1389-

1414 

caesura 94-6, 101-2, 470 
Callimachus 3, 54 
Cantharus 65 
Carcinus 64 
catalexis, catalectic 101, 104-6, 131-

213, 184-204 
causative 209, 295, 633-5 
chariot, winged (serpent-drawn?) 10, 

23, 25, 32, 39-41, 56-7, 66-8, 77, 
663-823, 725-30, 764, 1293-1419, 
1317, 1389-1414 

charis see xap1s 
chiasmus see word order 
children 8-70, 17, 21-2, 36, 37-45, 

46, and passim; low dramatic 
status of 391-2, 1020, 1040-8, 
1046, 1053 

Chiron 3 
choriamb, choriambic 105-6, 149, 

627-62, 1256 
chorus-leader see koryphaios 
Chrysippus 66, 1078 
Cinaethon 49 
city 26, 44, 15, u9, 120, 222, 301, 

361, 656-7, 824-65; see also polis 
Clashing Rocks 23, 46, 1-8, 2, 

1263-4 
clausula 105-6, 131-213, 824-65 
cleverness II, 14, 19, 25, 54, 248-

51, 292, 298-301,303,320,40~ 
539-40, 583, 677, 801, 1079, 
1224-30 

Clytemnestra 8, 10, 27-8, 33, 419-
20, 623, 640-1,866-975 

coinage (monetary) 516 
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Cokhis, Colchians 13-15, 24, 26, 33, 
42-3, 49, 65-6, 1-·8, 2, 7, 510 

colloquial, colloquialism 81, 86, 90-

1, 80, 98, 33G, 337,339,451,693, 
704, 72G, 800, 879, 894, 1012, 
1051, 1209 

colon (metrical) 96, rn5 7, 131 213, 
149, 410-·45, 627-G2, 649 

comedy, Old Com<'dy 1, 63, 65, 90, 
91, 99, JOI, J02, 361,600,655; 
Middle Comedy 65; New 
Comedy 76 

commerce 31, 36, 297, 522-75, 527, 
542-4 

comparative adj. in second limb of 
comparison 485 

comparison, compendious 543; 
paratactic 1181-4 

competition between genders 19, 
408-9, wB1-1115, rn81-9 

complaint (about arrangements of 
world, with criticism of gods) 77, 
119-30, 190-204, 465-519, 516-19, 
522-75, 573,644, 1081-1115, 1112 

compound verb reinforced by simple 
verb 1252 

conative present or imperfect 592, 

918 
contact see dialogue-contact and 

physical contact 
contraction, contracted form 82-4, 

91,98, JOO, 45,216,423,567,604 
Corcyra 49 
co-responsibility (of humans and 

gods) 18, 33, 528, 1013-14 
Corinth, Corinthian(s) rn-11, 16, 19, 

21, 25, 30, 46, 49-53, 55-6, 64 -6, 
69, 11, 16, 37-45, 69, 131-213, 157, 

214, 263, 339, 405, 410-45, 595, 
663-823, 682,725-30,730, 824-
65, 1060-1, 1081 1115, 1238-9, 

1379-83, 1379, 1383 

Corneille, MMie 40, 69 
coronis wo, 489 
correption see epic correption, 

internal correption 
costume 40-2, 66-8, 214-409, 269, 

446, 1317 
crane 12, 32, 38-40, 56, 77, 1293-

1419, 1317, 1389-1414 
crasis JOO, 35, 39, 43, 57-8, 77, 126, 

and passim 
Creon J0-68, 75, 37-45, 151-2, 214-

409, 262, and passim 
Creon, relatives of 21, 44, 51,392, 

1060- I, I 304 
Creophylus 51-2 
cries from within sklnl 28, 75, 96, 

1251-92, 1270, 1293-1419 
Curatius .Maternus 65 
Cyprian goddess m Aphrodite 

dactyl, dactylic 99, rn5-7, 96, 131-

213, 4rn-45 
dactylo-epitrite 106-7, 131-213, 

410-45,627-62,824-65, 976-
1001, 1251-92 

Danaids 1282 
dancing-area, orclzlstra 37-8 
Dassin, Dream of Passion 70 
dative, aclnominal 87, 478-9, 597; 

agent 453, 871; cause 405, 1204, 
1286-7; ethic 92, 964, 1204; goal 
of motion 86, 417-18; idiomatic 
noun + a1h6s 164; instrumental 
405, 478-9, 566; interest, 
advantage 6, 93, 179, 417-18, 459, 
563-4,597, 782,871,999-1000, 
1304, 1410; locative 86, 397, 440; 
manner, circumstance 433, 1204, 
1285, 1286-7; of person with inf., 
alternating with acc. 57-8, 661, 
744, 815, 1236-7; possession 413; 
reference 116, 301, 509, 580 
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daughters of Pelias 13, 48, 487 
deception 8, 10 12, 15, 29, 31, 48, 

4o5, 413, 419 20, 45o, 516, 5fi7, 
663-823, 866-75, 969, 1391-2 

Deianeira 39, 56, 41, 618, 815 
Deinolochus 64-5 
deletion of verses set interpolation 
Delphi 125-7, 668, 674, 682, B46-8 
Demeter 52, 1317 
demon 18, 67-8, 1111, 1208, 1371; see 

also alaslor 
Demophon 52 
desiderativc verb 93 
deus ex machina 32, 39, 50, 1293-1419, 

1379-!!3; see also crane 
diaeresis, in anapaests 104; of 

diphthong 824 
dialogue-contact, or withdrawal 

therefrom 12, 27 8, 30, 324 51, 

328, 499, 923, roos, w53 
Dicaearchus 57, 60-2, 388 
Dicaeogenes 64 

Didymus 49 
Diodorus Siculus 49, 55 
Diogenes (tragicus) 64 
Dionysus 37, 96, 1284, 1404 
dishonour see honour 

distichomythia 78, 446-626 
divorce 236, 252, 638 ·44 
dochmiac 99, 105-7, 649, 976-roor, 

1251-92, 1256, 1265, 1270-5, 1273, 
1290 

Doric dialect 82-3, 523, 978, 980-2; 
long alpha 83, 105, 53, 96, 131-
213, 281, 426-7,444-5,853 

dowry 232 
dragon see serpent 

drugs, poison 10, 13, 25, 17, 35, 39, 

47,5,,54,56, 379-8o, 384-5, 
392-4,789,823,951 

dual 84, 86, 370,871,969, w21, 
w73, 1289 

eisodos set entrance-ramp 

ek.kyklema 39, 1270, 1293 1419, 1313, 
1314 15 

elision 99-100, 102, 57-B, 11B, 1B4 
204, 4-70 

ellipsis, understood words 90, go, 

,25-7, 252, 32,h 336, 359-60, 
365, 369, 501, 584, 599, fio9, 
679, 744, 74B, Bo5, 888, 912, 940, 
964, 1013, 1067, 10B5, 1253 4, 
1304, 1318, 1330-1, 1361-7B, 
1375, 137fi; su a/Jo omission of 
copula 

enclitic, position of 182, 250 1,324, 
368; see also av 

enjambment 94-5, 93, 303-15, 596, 

793 
enmity (familial) 9 JO, 921 
Ennius 65,388 
entrance-ramp, eisodos 38, 43 
epanalcpsis 111 
epexegetic infinitive 88, 125 7, 258, 

316,373, 415-16, 430-1, 443-4, 
486,529,625,675,782,785, 
1060-1, w70, 1167, 1170, 1195, 

1399 1400 
epic correption 99, 131-213, 184-

204, 824-65 
Epicharmus G4-5 
epicism, epic language 81, 83 5, 92, 

98-9, 169, 209, 21fi, 237, 4ro-45, 
423,426-7, 763, 777-9,955,978, 
980-2, 1012, w27, 1108, 1116-

1250, 1257 
epiparodos 77 
episode 10-11, 21, 43, 76,392, 214-

409, 342 3,358-G3,410-45,44G-
626, 663-!!23, 866 975, 1002-Bo, 
1080, 1116-1250 

epodc 75, 131-213, 204-13 
Ercchthcus 824 
Erinys 8, 18, 68, 1260 
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Eros, eros, erotic allure 16-17, 46, 67, 
151-2, 531, 627-62, 627-44, 633-
5, 640-1, 832-4, 844,845 

Eteocles 33, 576-8, 815, 1253-4 
etymological play 402, 525 
Eubulus 65 
euphemism 213, 889, IOII, !016, 

!039, 1109, 13°4 
Euripides, Aegeus 10, 12-13, 54,389, 

663-823; Alcestis 4, 131, 1415-19; 
Andromache 3, 5, 26; Bacchae 4, 33, 
62, 64, 78, 96, 1404; Electra 5, 56, 
63; Hecuba 5, 56, 72; Heracles 5, 
56; Hippolytus 4, 26, 31, 1404; 
Iphigeneia in Tauris 5, 56; Peliades 

4, 48, 64, 487; Phoenissae 5, 62, 

72 
[Euripides], Rhesus 5 
exclamation 86-7, 391, 61, 96, I 16, 

148, 292, 330, 357-358, 497, wo5, 
wo9, I028, w40-8, w51, w56, 
1270-5; see also extra metrum 

exemplum 1251-92, 1282 
exodos 77, 1293-1419 
extra metrum 96, 292, wo5, 1251-92; 

see also exclamation 
extras (silent) see attendants 

fame, reputation 18-20, 27, 218, 
4w-45, 415-16, 419-20, 539-40, 
542-4, 677, 8IO, 845, 921 

family 9, 14, 17, 31, 15, 232, 236, 327, 
49o, 627-62, 715, 956, rn25-7, 
rn33-4; see also oikos 

foreign(er), foreignness JO, 19, 22-4, 
41,50,52, 66-8, 19,133,252, 387-
8, 801, 1263-4, 1391-2 

fullness, redundancy 93-4, 1, 27-8, 
III, 200-I, 205, 250-1, 291, 436-
7, 465-6, 525, 966-7, 1094-6, 
1338 

future middle with passive sense 
473-4,501, 622,788 

generalization, general reflection, 
gnomic statements 14, 16, 88,397, 
119-30, 184-204, 190-204, 215-
24, 228, 230-51, 230-1, 263, 306, 
408-9,4io-45,43 2,446-7,465-
519, 515, 618, 627-62, 638-44, 
903, !079, !081-1115, 1116-1250, 
1224-30, 1261-2 

genitive absolute 9w, 1229, 1311; 
adnominal 86; cause, source 86, 

96, 497, 611, 805; comparison 
393-4, 86,444-5,963, 1092-3, 
1340; connection 424-5; defining 
86, 1, 174-5, 436-7, 611, 816, 978, 
1316; description 649, 846-
8; exchange, price 76, 534, 968, 
1266-7; exclamatory rn51; 
objective 393-4, 413-14, 444-5, 
478-9,553,597,9o4,974-5, 
1399-1400; partitive 518, 611, 
652, 1306; separation 86, 52, 70, 
166,245, 258,443-4,457, 633-5, 
673,896-7, 995 

gesture 21-2, 27-8, 550, 688, 689, 
709-IO, 899, 922, 951, !005, !040-
8, w76, 1118-19, 1148 

gift(s), esp. poisoned gifts 10, 14-15, 
25, 3 1, 35, 39, 43-4, 65, 68,391, 
232,618,785,786,789,823, 866-
975,951, 955,956,958,964, 
!002-80, !002, 1116-1250 

gnomic statements see generalization 
gods 12-13, 18, 23-4, 28-9, 32-4, 

39, 46, 68, 76-7, 8, 21-2, 124, 157, 
160, 190-204, 326,339, 397,410-
45,413-14,468,492,493,494, 
516-19, 528, 619, 625, 636, 644, 
663-823,720,737-9,745,747, 
827-8,830,879,899-900,915, 
964, IOI3-14, I08J-III5, 1112, 
1251-92, 1255, 1256-7, 1268-70, 
1282, 1284, 1293-1419, 1351-60, 
1391-2, 1416-18 
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Golden Fleece 47-8, 40, 1-8, 9-10 
gradual answer 683 
gradual movement 1-130, 89 
Greeks (ethnicity), Greekness 15, 

22-24, 41, 133, 536-8, 565, 801, 
1300, 1330-1 

Grillparzer, Das goldene Vliess 25, 48, 
69 

hand 21-2, 65, 324-51,324,335, 
339, 370, 465-519, 789, 899, I002, 
1055, 1244, 1253-4, 1283; see also 
right hand 

Harmonia 832-4 
heavy syllable see long 
Hecate 24-5, 32, 160, 397 
Helen 150, 419-20, 823, 985 
Helios 24, 32, 42, 39, 384-5, 663-

823, 764, 1251-92, 1258, 1317 
Hellanicus 49 
Helle 1284 
hemiepes 107, 627-62, 649 
hendiadys 218, 771 
Hephaestus 825, 827-8 
Hera Akraia 50-1, 57, 1379-83, 

1379 
Hera 46, 48, 50-2, 55, 57, 528, 1284, 

1285, 1379-83, 1379 
Heracles 8, 36, 51, 56, 45, 64, 92, 

113, 585, 635, 846-8, 928, 985, 
1256-7, 1282, 1284 

Hermes 759 
Herodotus 49, 2, 516 
Hcsiod 15, 46, 49, 6, 8, 190-204, 4w-

45, 419-20, 439-40, 516-19, 522-
75, 538, 889, 95 1, 1342-3, 1396 

hexameter (dactylic, epic) 94, 99, 
IOI, 107, 679, 964 

hiatus 99-100, 105, 131-213, 184-204 
hierarchy (male over female) 15, 21-

2, 217, 315, 449 
Hippolytus 74, 232, 516-19, 573 
homoiotelcuton 408-9 

honour and dishonour 9, 14, 20, 27, 
36, 20, 255, 438, 542-4, w79, 
1354-5, 1367; see also status 

Horace, Ars Poetica 76 
humble characters vs main (elite) 

figures 42, 17, 119-30, 123, 627-
62, 815, 1116-1250 

hybris 255 
hyperbaton see word order 
Hyperboreans 2 
hypophora 248-51 

iambic trimeter 4-5, 74-5, 77-8, BI, 
94-6, 101-4, 96,793, 1005, 1009, 
1251-92, 1270-.5 

imagery 34-6; see animal imagery, 
medical imagery, nautical imagery, 
storm imagery 

imperfect, participle 1329; sudden 
realization 703, 1279; unfulfilled 
obligation 573, 886, 890 

indirect discourse 89, 268, 368, 593, 
594, 679, 777-9, 892, 1311 

indirect question 176-7, 184, 235-6, 
332,669,931,941, 1094-6, 1117 

injustice see justice 
internal correption 99, 131-213 
interpolation 2 I, 39, 70-1, 388-93, 

36, 37-45, 42, 262, 355-6, 361, 
374, 379-80,725-3°, 729, 777-9, 
782, 785,798-9,947-5o,966-7, 
wo6-7, 1056-80, w62-3, 1220-1, 
1121, 1233-5, 1358-9, 1415-19 

Iolcus 13, 48-9, 64, 66, 3, 7, 9-w, 5w 
Ion 18, 565, 1251-92, 1282 
Ionic dialect 82-3, 96, 763 
ionic (metre) 99, 105 
irony, ironic 18, 24, 32, 54-5, 90, 92, 

60, 112-14, 187-8, 355-6, 410-45, 
465-5 19,504,514,543,588, 665, 
708, 824-65, 915, 945, l2IO, 1292-
1419 

ltys 183, 1282 
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Jeffers, ,\ledea 25, 40, 69 
justice, injustice II, 16, 22, 9-w, 17, 

165,267, 410-45, 465-519, 522-
75, 536-8, 565,578, 663-823, 720, 
764, 976--1001, 1231-2, 1351-60, 
1367, 1415 19 

kommos 74-5 
koryphaios (chorus-leader) 74, 77-8, 

270, 358 63, 520 1, 576-8, 577, 
663-4, 823, 1116-250, 1231-2, 
1233-5 

laughter see mockery 
Learchus 1284 
Lemnian women 24 
light syllable see short 
lion, lioness 35, 187-8, 1342-3 
litotes 522, 958 
liver, wound to 37-45, 40 
long (in metre) 97-9 
Lucan 65 
lyric (sung) metre 74-6, 81, 104-7 

Machon 65 
magic 13, 23-6, 47-8, 66, 11, 285, 

384-5, 397, 789, 1317 
makarismos 509, 957 
Marathon, bull of 53-4 
marriage 8-9, II, 14-17, 19, 27-8, 

36, 56-7, 15, 19, 150, 160, 228, 232, 
233,239, 262,49o,522-75,594, 
637-62, 638-44, 644, 673, 951, 
985, I025-7, 1157, 1385 

masculine values or spheres of 
action 14, 20, 27, 36, 11, 20, 316, 
383, 438, 638-44, 810, rn51, 1242-
6 

mask 40-3, 269,271,446,922, 1118-
19 

l\1edeios, Medos 49 
l\ledes 49 

medical imagery 35, 60, 134, 245, 

473-4 
Melanthius (tragicus) 64 
l\1eleager 1282 
Melicertes 1284 
l\Ienander 76,236 
mesode 75 
messenger, messenger-scene or 

speech 14, 40, 81, 85, 88, 64, 663-
823, 976-1001, 1076, 1079, 1081-
1115, 1116-1250, 1118-19, 1120, 
1121, 1122-3, 1133, 1188, 1224-30, 
1231-2, 1233-5, 1251-92 

metaphor, metaphorical 31, 34-6, 
82, I, 15, 55, 79, I07, 151-2, 156, 
162, 217, 278, 362-2, 394, 404, 
449,482,5 16,519,523,585, 633-
5, 673, 679, 769-70, 769, 871, 
995, rn30, rn56, 1245, 1281, 1285, 
1335 

metatheatrical 190-204, 546, 1293, 

1313 
metathesis, quantitative 82 
metics 26, 222 
metonymy 93, 651 
misogynistic beliefs 12, 248-51, 263, 

408-9, 4rn-45, 419-20, 1291-2; 
see also women 

mockery 9, 10, 20, 20, 255, 383, 404, 
797, rn49, rn51, 1354-5 

modal particle {position and 
doubling) see av 

moderation 16, 43, 123-4, 123, 125-
7, 131-213, 214-409, 331, 627-62, 
630-1, 633-5, 636,815, 824-65, 
829-30,838-40 

monologue 10, 21-2, 63, 69, 88, 
388-97,392,396, 1-130, 1-48,57-
8, 976-1001, I002-80, I081-1115, 
1238-9 

mourning, ritual and motifs of 487, 
1030, 1040-8, 1405-14 
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naturalism, naturalistic 40-1, 391, 

57-8, 2fo!, 263, 1020, 1133 
Nausicaa 15 
nautical imagery 35, 278, 279, 362-

3, 523,524, 769-7o 
Ncophron 53, 55, 57-64, 388, 10<>2-

80 
neuter, adj. as abstract substantive 

178; pl. predicate with inf. 125-7, 
384-5, 491,703; with preceding 
phrase or idea as antecedent 14, 

338 
nominal sentence see omission of 

copula 
nu movable 100, 477 
nurse 10, 16-17, 24, 28, 35, 40, 42-4, 

53, 67, 74-5, 104, 1-204, 214-409, 
228, 374,424,444-5,567,820, 
1081-1115, I 116-1250 

oaths 9, 13, 15, 19, 22, 27-9, 32, 36, 
21,160,162, 168-9,209, 250-
1,405,410-45,449,492,522-
75,536-8, 627-62, 663-823, 
7o9- 1, 749,75 1,754,764, 1293-
1419, 1351-60, 1415-19; see also 
perjury 

object, governed by verb-and-object 
phrase 206 7, 342-3 

Odysseus 15, 405, 522-75, 538, 
1256-7 

Odyssey 12, 45, 9-w, 419-20 
Oedipus 9- w, 433 
oikos, house (qua family) 11, 15, 17, 

112-14, 129,139,236,244,327, 
444-5,487,608 

Oistros 18, 68 

omission of copula 93, 35, 61, 72, 
w5, w6-8, 119, 145, 199, 200-1, 
332, 345, 384 5, 443 4, 612, 652, 
659,805-6, 1004, 1087-8 

orchlstra ut dancing-area 

Orestes 8, 10-11, 41, 56, 24, 663-
823, 668, 1314-15 

Ovid 25, 65-6, 69, 1002-Bo 

Pan 1172 
Pandion 665 
Pandora 15, 419-20, 951 
papyrus, papyri 6-7, 64, 70-2, 109, 

401, 725-30,838-40, 1056, 1062-
3, w64, rn65, 1087 B, 1181-4, 
1270-5, 1290, 1308 

parcgmcnon 96, 513 
Parmcniscus 49-51, 53 
parodos 10, 38, 76, 107, 1-130, 1-48, 

96, 131-213, 410-45, 764, 894, 
1293-1419 

part and whole see whole and part 
Pasolini, Medea 69 

Pausanias 49, 69, 683, 1379 
Pcircnc 69 
Pclcus 52, 3, 565 
Pclias 13, 25, 48-9, 56, 6, 9- 10, 16, 

595,730 
Pelion 3 
Penelope 24 
Pcnthcus 33, 1166, 1282 
Perachora 57, 1379 
perfect tense 69, 766, 

1236; prospective sense of w64 
Pericles 19; Funeral Oration 

of 542-4, 827-B, 830 
period (metrical}, period-end 100-1, 

104-7, 96-130, 131-213, 167, 184-
204, 410-45, 627-62, 824-65, 
976-IOOI, I081-1115, 1251-92, 
1389-1414; at full mctron in 
anapaests 104, 96-130, w81-
1115 

periphrasis, circumlocution 89, 93, 

1, 7, 33, 66, 90, 144, 171, 212-13, 
265,352,388,771, 861-2, 872, 
909,932, 1122-3 
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perjury 15, ;://, Bo I' 1:1:1 I (,o; .Irr 11/.w 

o:<ths 
1wrnuasio11 II, w, 1::, l'7, .'l.'J, ./fi, ./II, 

77, .'l.'J!!, :.1!i·.1, :.1!i:1, 3H, ll·i3, !l-1 '.! 
l'h:wdra ./, .'/.'J, '.l,I, ;11, '.!I.I -t<1<J, :.iq, 

(i:111 ·H, 111;), J(lll!l, 10711, 10111 !), 
l:.!011 

l'hasis R iwr '.l 

l'lwn·1·ydrs ,Jfi, 611 
l'hik111on fi5 

fihili11, /1/,i/o.1 12, I./, :.11 '.!, !"i'.!'.! 7!"1, 
(ili:1 ll".13 

l'h ii isrns {i-1 
l'lnix11s I '.!ll.1 
p!,1/w110.1· of the ,:;ods 12.1 

phrkal rontal'I ::.9, :till, to.10 II, 

1:.1!)3 141!) 
l'illars of I krarlc-s '.! 
l'iuclar w7, 0611, ll·.i.1 O;i: 0(1•111pim1 

13 1.9, .J(i; f)'ll1ia11 ·1 1.9, -1ti H, :.1, (i, 
,183 

l'ittlwus 5·/, ·l!l!l, (i1>5, 1,113 
plan, pla11ni11g 12 1-1, 1H, :.w, :n, 2-1 

5.S.'l,53,393 7, :,i(i,J, 3.p, 374, 
37!1 Bo, 3!):.I 4, •1°7, .po •15, •H9, 
5.18, 5:>3, 507, 008, lili3 ll·i3, 7!hz, 
!!(iii 975, 9 1-1, !l-15, !)!ii, !)71i toot, 

I00'.!-110, l013 I.I, 10,!0 11, lll,l(i, 

1051, w79 
Pla11rta1-, \Va11dering Rorks '.! 
plcu11asm 703, 124-.i 3 
plosi\'l' (mute) and liquid, prosody 

of 9H, 2.1 fi 
plural, 1,':<'lll'ralizing or poetir .9-/, 

140,-.i44,308, 31i7,455,ll:.13, 1190, 
896-7, 1081 1115, 1256 7; masc. 
pl. with first pas. frm. subject 9-1, 
314 15; neuter pl. predicate with 

inf. 1:.?5-7, 31!.1 5, ,191, 70:1; 
variation with dual H6, 9li9; 
variation with sini::. in rl'f. to 

rhorns 131, 148 

poison .1rr drugs 

polis 19, 11, '.!,Ill 51, '.l!Jli, ;il!J, :i'.lli 
11; ur 11/.10 rity 

poll11tio11 ·/7, 50, !J 10, 7% Ii, ll:.1,1 
(i_r,, 1150, 12(ill 70, l:l'.13, 1:171 

polyptoto11 96,513, 57!), 1ili;i 
l'orsou's law of linal rn·tic 10~• 

l'oscidon 5·/, 1251i 7 
postp<H1,·d co11j1111rtio11 7:.1, w!i II, 

11 (i, 7:i'.!, 1103, 11.1 (i 11, 11:ili !) 
postpo11<·d i11trrrogative :109, 500, 

;11i;1, lill:.1, 701 
pmtpositiv,· .vr t'nditir 
pn·dicativr usr of adjs. dill !l, :.1:.15, 

:.19;), ·HI, 550, li,H, li5!), 71:.1, 1:.191i 
7, 1:1:.1(i 

princess, da11ghtrr of Cn·un w, 1:,: 

15, 17, JO I, 35 {i, 3H .'), 56 7, 67 
H, 3H.9 .90, '.17 45, 4:.1, 150, 151 ·i, 

:.1(i:.1, :.1!17, :17•1, +H 5, 595, 111:.1 13, 
1177, !l5', 97ti 1001, !JB3 ·I, 100:.1 
Bo, 1050, IOOO 1, w(i.1-, 111 fi 1 :.150, 

117:.1, 1177 8, 1:.131 :.?, 1:.133 5 
l'romc ti, l!-/, 1!13, (it,5, 11.l!l, 1-.i8·i 
prodclision .9.9, 35-.i, 5+1, 75.1, 13fi·i 
l'rodicus 3 
prokptie, ohjrct 37, :.?.111, H7, 1117; 

modilirr 1117 B, -1:1G 7 
prnlogu<' 10 11, 32, 76, 8H, I 130, 1 

,18, 1 II, 9G-130, 139 ·13, 70.1, 11:.:o, 
l'.l!)3 1.p9 

pro1101111 8-1, .90 ~·. 1.1, :.13, s:1, 37, 3!), 
65, 1~11. 131, :109, ·195, 5!H, t,(i~, 
75!1, 87 1, lO:.II, I0,17 

props 38 -10, 56, ,iii, B(i(i 975, 950, 
1317 

prosody .97 w,, wo 
Prota,:;oras 3 
l'tokmy 111 70 
punctuation, normal 1111d rarr 

pmitions in trimrtrr !J.J 5, 30:1 
15, 5011, 59G, !i1:.1, 79:1 
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428 INDEXES 

Sophists 2, 44.6-626, 529, 576-8 
Sophocles, Aegeus 54; Anti~one 34; 

Electra 26, 63; Kolchides 47-8; 
Oedi/ms Coloneus 824-65, 832-4, 
835, 836; Oedi/ms Tjrannus 32, 78, 
64., 4w-t15, 663-823; Rhi;:,otomoi 
4 ll; Trachiniae II, 26, 36, 39, 41, 
131, 627-44, 815 

specific application (after 
generalization) 410-45, 432, 446-
7, 1081-1115 

spoken metre 74-5, 81, 101-4, 246, 
1251 92 

Staphylus 55 
status, elite or heroic 9, 16-20, 26-

8, 31, 41-2, 44,389, II, 214-409, 
230-51, 255, 263, 348-9, 592, 
663-823,663 

Stcsichorus 62, 71, 107, 410-45 
stichic metre 100-1 
stichomythia 47, 78, 90-2, 85, 223, 

324-51, 329, 446-626, 606-7, 
680,693,754, 1012, 1293-1419, 
1312, 1361-78 

storm imagery 35, 94-, 106-8, 107, 
258 

Strattis 65 
strophe 30, 75, 101, 108, 131-213, 

1251-92, 1270-5 
strophic composition see antistrophic 

composition 
suicide 21, 53, 37-45, 41, 96, 113, 

144, 145, 151-2, 176-7, 798-9, 
799, 1270 

supplementary participle 38, 74-5, 
84, 190-1, 423, 54.8, 744, 1170 

supplication, suppliant 10-11, 13, 

28-31, 46,103, 65, 324-51, 324, 
326, 339, 37°, 497, 709-10, 713, 
720, 730, 812-13, 824-65, 846-8, 
850,942, 1402-3 

Symplegadcs see Clashing Rocks 
synaphcia 100, 105, 184-204, 1389-

1414 
synecdochc 93, 1, 478-9 
synizesis 83, 98, 649 
syntax, ellipsis or suspension of 

(between speakers) 78, 91-2, 85, 
606-7, 680,698, 1389-1414, 
1397-8 

technical term 81, 109, 128,157,404, 
581, 585, 663 

Tclemachus 24 
Tereus 8, 1282 
tcstimonia 73, 109, 1078 
theatre, fifth-century form of 37-9, 

922 
Themis 28, 160,169,209, 1293-1419 
Thcoclymenus 9-10 
Theodorides 64 
Theophrastus see Aristotle 

Tlzeseid 53 
Theseus 13, 53-6, 66, 9-10, 663-

823, 683 
Thetis 52, 3 
Timomachus 69 
Timotheus 71 
tricolon, rising or ascending 94, 21, 

267 
trochaic tetrameter 74-5, 77-8, 101 
Troczen 38, 56, 58, 9-10 

uncontractcd (open) form 82, 84 
understood words see ellipsis 

vase-paintings 39, 41, 48, 53-4, 66-
9, 674,786,832-4,887 

warfare, military activity 8, 20, 36, 
248-51, 938, 1025-7, 1051, 1056, 
1117, 1242-6 
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wealth and power, rejection of 123 
wedding 14-15, 21 2, 69, 509, 1025 

7 
whole and part, acc. objects 

of 8; dat. of 992-3 
witch see magic 
Wolf, Christa 70 
women (condition, societal norms, 

stereotypes) 9-11, 16-20, 22-3, 
26-8, 15,21-2,30, 160,228,230 
51, 230-1, 231,232,233,236, 248-
51, 263, 315,348-9,384-5,408-9, 
410-45, 413, 419-20, 424, 438, 
449, 490, 516-19, 573, 638-44, 
823, 866-975, 889, 913, 928, 91-5, 
1025-7, 1030, 1081-1115, 1081 9, 
1087-8, 1143, 1250, 1291-2, 1396 

word division in ma1111scrip1 
tradition 71, 272 

word order, chiastic .95, 303, 473 
4; expressive· juxtaposition .'15, 7G, 
109, 475, 513, 805 G; intrrlaccd 

95, 362 3, 39 1, 415 16, 473 4, 
123G; separation of words, 
hypcrbaton .90, .9.5, B, 342 3, +B 
4, 13°9 

xenos, xmia 9, 27, 29, 31 2, 215 24, 
222,663 823, 1415 19 

Zeus 13, 24, 21/, 32, 148, 157, 169, 
209, 230 I, 439 40, 465 519, 
516-19, 66B, 764, 1258, 1292 1419, 
1351-60, 1405 14, 1415 19 

2 Greek words 

a~p6s 830 
ayp1os 103-4 
ai6ws 326, 348-9 
aAAa 90,688,912, 1051, 1067 
aHa yap 90, rn85 
aAAa ... yap 90, 252, w67, 1301, 

1344 
aH'eia 401,820 
&Hos, idiomatic appositional 296, 

445-6, 750 
6.H' ovv 90,619 
aµa6ia 224 
CIV 250-1, 368,616,781,941 
avaivoµar 237 
anepaVTOS/anepaTOS 212-13 
anpayµeuv 217 
apa 90, 78, 703 
cxpa 90 
map 90, Bo 
av6a6T)s, av6a6ia 17, 103-4 
CIVT0S 'by oneself' 483, 725-30 

~E~T)KO 439, 722 
~ov?,evw, ~ovAevµa 14,393 7, 317, 

372,402,419,548,567,583,866 

975, 1079 
~ovAT]croµar 259, 726 

yaµew active vs middle 262 

yap 89-91,59, Ro, 122,234,329, 
424, 465-6, 499, 573, 656 7, 670, 
689, 803, I067, I 107, 1312, 1370 

yap Bii 9 1, 722 
yap ovv 9 2, 533 
ye 90 2, 39G, RB, 124, 165, 504, 512, 

514,588, 608, 69B, 717, 945, 1056, 
1277-8, 1361 7B, 1397 8 

yeAws, yeAa:cr6ar 20, 404 
ye µEVTOI 91, 95, 534 
ye ... ovv 92, 504 
yovv 91, 123-4 

6ai 91,339, 1012 
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6' a},M 90, 942 
6' au 300, 339 
6e equiv. to yap 717, rn55 
6e ... ye 91, 818 
6EVTE 894, 1069 
6ti 91 
6fjTa 91, 929, 1290, 1361-78 
6' O\JV 92, 306 
6pcxw 93,293,600,693,927 

eiee 1 

EIS TIS 381 
EK+ gen., personal agent 1284 
EKTThTTw 450 
epycx~oµm 293, 1353 
'Ep1vvv, prosody of 1251-92 

ZT]vi, Zfjva 169 

T] 91 
T] TTOV 92,695, 1308 
TJO-VXla 217 
T]TOI •.. ye 91, 1296-7 

6vµ6s 17, 396-7, 866-75, rn42, rn56, 
w79, w8o 

hw 699-700, 798-9, 819 

Kai 42, 64, 75,181,269,526,588, 
608, 677, 1358-9 

Kai ... ye 91,608,687,944 
Kai 6Tj 91, 386, !065, 1!07, 1118 
Kai µtiv 91, 1361-79 
Kmp6s 128; see also moderation 
Ka\TOI 91 
KaKWS <j>poveiv 250 
KCXAWS 278, 769-70 
KAT]IS 212-13, 661 
KVKAOS (rhetorical term) 303 
KVpEW 265, 1109 

µaTaia 151-2 
µev 89, 83, 192, 222, 300, 303, 413, 

430-1,529, 676, 725-30,735-6, 
880, rn87-8, 1316; solitarium 662 

µev ... TE 11, 125-7 
µEVTOI 91, 703 
µti vs OU 73, 88, 123, 239, 294, 593 
µtiv 91 
µT] OU 1242-3 
µT]xavcxoµm 14, rn79 
µwv 91,567,606,733, 1009 

oia~ 523 
oixoµm 226, 439, 722 
OAOAVyT] 1173 
oA6µevos 1253 
ou6e/ µf16e 91 
O\JV 91-2, 259 
ou µti, imperatival question u50; 

strong denial 728 
OU TTOV 92, 695, 1308 

1TTJ6cxA1a 523 
1T\TVW 93 
TTOIEW 93, 66, 293, 909 
1TOAV1Tpayµoo-vVT] 217 
np6s adverbial 407, 704; + gen. for 

personal agent 26, 498; in 
supplication, verb omitted 65, 324 

npoo-cxVTTJS 305 
TTWS 119 
nws cxv, question equiv. to wish 97, 

173-4 
nws ovv, elliptical question 92, 1376 

o-eµv6s 216 
o-µ1Kp6s VS µ1Kp6s 367 
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crocj>6s, crocj>ia 14,393, 190, 295, 303, 
32o,384-5,485,522-75,539-4o, 
583,665,675, 677,827-8, 866-

975 
crocj>os Aeye1v 580 

TEXVO:OµOI 14, 402 
Ti6riµ1 93, 66, 494, 573, 915, 926 
Ti AE~EIS 1310 
TIµ-, 0:TIµ- 20, 20 
TIS strengthening adj. 86, 520 
TOO eKeivo, TOUT eKeivo 98 
TO eµ6v 346 
TOI 92, 44, 344, 677, 1116 
To1yo:p 92, 458 
TOAµo:w 395, 1051, 1078 

Tpeq>W 93 
TVYXO:VW 265,338,608,758, 1094-

6, 1124 
Tvpavvos, connotations of 119 

l'.m6 +gen.with abstract nouns 34 

cj>6:pµaKa 25, 35 
cj>Ovat 'prove to be' 522 

YJVX~ 110,247 

ws with superlative go 
Wq>EAOV I 




