
CAMBRIDGE GREEK ANO LATIN CLASSICS 

GENERAL EDITORS 

P. E. EASTERLING 

RegiuJ Professor Emen·1w of Greek, U11iversir] of Cnmhridgt 

PHILIP HARDIE 

Smior R,unrr/1 Ft/low, TrinirJ College, Cambridge 

RICHARD HUNTER 

R,giuJ Professor of Gr,ek, University of Cnmbn'dge 

E. J. KEN NEY 

k,,111,~v Profes.ror Em,riltLJ of LJJli11, U11iversir] of Cnmhn.dgt 

-



EURIPIDES 

HELEN 
EDITED BY 

WILLIAN! ALLAN 

McC01111ell lning Fellow nnd Ti1tor i11 Gruk 011d IAli11 1Ang11oges and 
lit,emlrire, U11ivmi!)· College, O:cford 

~EL.: CAMBRIDGE 
UNIVERSITY PRESS 



r 

CAM'RRIDCE U:'-11\'ERSIT\' PRl'.SS 

Cambridge, New \'ark, 1\.lclhournr, i\-ladrid, Cape Town, Sing;,porc, S~o Paulo, 

Delhi, Dubai, Tol..1·0 

Camhridgc University Press 

The Edinburgh Building. Cambridge CB:.! llRL', UK 

Published in the United States of America by Cambridge Univcr.;ity Press, New York 

www.cambridgc.org 

Information on this 1it.lc: www.cambrid~c.org/9780521545419 

© Cambridge University Press 2008 

This publication is in copyrigh1. Subjer1 10 slalul0I')' exception 

and 10 the provisions of rele\'ant collr-cti\'C licensing agreemr-nl~, 

no reproduction of Ml)' pan may take pl;ice without 

the wriuen permission ofCambridgr- Uni\'crsity Press. 

Firsi puhlishr-d 2008 

Reprinted with corrections 2010 

Printed in the United Kingdom at 1hc University Press, Cambrid,~r 

A ra/a/ogut rtrord for ll1iJ J,ublira/1011 u availablt from t/,r l/ritu/1 I .ihra~J' 

1su~ 978-o-y21-83690-G h;irdbark 

ISDN 978-0-5~ 1-54-541-9 po1prrhack 

Camhrid~c University Prcs.~ has no responsibility for the pcrsistr-ncr- or 

accuracy of U RL.s for cx1crnaJ or third-party intcrnr-1 websites referred 10 

in tJ1is publication, and docs not guarantee that any content on such 

websites is, or will remain, accurate or appropriate. 



TO THE NIEMORY OF 
ALBERT ALLAN 



CONTENTS 

Preface 
Lisi ef sigla and abbreviations 
Ke_J• lo melricnl symbols 

Introduction 
1 Euripides and Athens 

(a) Life and ,-vorks 
(b) Helen in its Athenian context 

2 The figure of Helen in early Greek culture 
(a) tvlyth 
(b) Cult 

3 Helen on stage 
4 The 'new' Helen 

(a) Stcsichorus 
(b) Herodotus 
(c) Euripides 

5 The product ion 
(a) Setting and staging 
(b) Structure and dramatic technique 
(c) Speech, song, language 

6 A tragedy of ideas 
(a) Knowledge and realiLy 
(b) Family, gender, authority 
(c) Greeks and Egyptians 
(cl) The gods 

7 Genre 
8 Helen transformed 
9 The text and its transmission 

HELEN 

Commentary 
Bibliography 
/11dexeJ 

vii 

page ix 
Xl 

XIII 

4 
IO 

JO 

14 

16 
18 
18 

22 

24 
29 
29 
34 
38 
46 
47 
49 
55 
61 
66 
72 
82 

91 

142 

347 
365 



PREFACE 

Helen has often been misunderstood and undervalued because of its apparent 
refusal to follow the 'rules' of its genre, yet in fact it embodies the variety and 
dynamism of fifth-century Athenian tragedy perhaps more than any other 
surviving play. The story of an exemplary wife (not an adulteress) who went 
to Eg)1)t (not to Troy), Euripides' 'new /-Jelen' skilfully transforms and sup

plants earlier currents of literature and myth. Nevertheless, Euripides uses 
his unorthodox heroine and her phantom double to explore many of the 
central issues connected to her more traditional self: the role of the gods in 
human suffering, the limits of mortal knowledge, the importance of reputa
tion, the consequences of ovenvhclming beauty and desire, among others. By 
turns playful and serious, Helen is an extraordinarily exuberant and inventive 
drama that dcsen 1es to be read (and performed) more widely. To that end, 
this edition of the play aims to discuss a broad spectrum of issues (intellec
tual context, stagecraft, language, style, reception, etc.) in an easily accessible 
manner. Like many other tragedies, Helen has sufTcred from being interpreted 
anachronistically: as a tragicomedy, for example, or as an indictment of war; 
the Introduction therefore seeks to reconstruct the original audience's core 
values and expectations as a more accurate guide to understanding the play. 
As a result, the Introduction is comparatively long for this series, but the many 
preconceptions about Helen (and Euripidcan tragedy more generally) therein 
addressed arc of such pervasive and continuing inOuence as co merit detailed 
analysis. Its wider discussion of Euripides' dramatic art is intended to com
plement and support the Commentary, whose goal, naturally, is a nuanced 
appreciation of Helen in its own right 

I am extremely grateful to Justina Gregory, tvlark Griffith, Albert Henrichs, 
Gordon Howie, Gregory Hutchinson, Adrian Kelly, Brad Lcveu, Pantelis 
rvlichclakis, Robert Parker, Christopher Pclling, Richard Rutherford, the late 
Charles Segal, Laura Swift, Oliver Taplin, Martin West, Christian \iVildbcrg, 

and From a ZeitJin for much hclpf ul discussion and advice. David Kovacs 
and Donald Mastronarde read an earlier draft of the Introduction, James 
Digglc an earlier drafl of the Commentary: to this great trio of Euripideans 
go my heartfelt thanks. Finally, I would like to express my gratitude to the 
editors, Pat Easterling and Richard Hunter, for inviting me to work on Helen 
in this series and for their detailed and salutary corrections thereafter, and 

IX 
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to rv1ichac1 Sharp and tvluriel HaUl for their patient and expert guidance 

throughout the process of publication. 

Oxford 
December 2006 

\iVR.A. 
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long (heavy) syllabic 

short (light) syllable 

anceps (position may be occupied by a long or shon syllabic) 

resolution (two short syllables taking the place of a long) 

two positions of which at least one must be long 

word-end coinciding with colon-division within a period 

period-end 

strophe-end 

anapaest( ...... - ........ -) 

bacchiac ( .... --) 

choriamb (- ...... -) 

choriambic dimeter (x x x x- ...... -) 
cre1ic (---) 

dactyl(- ....... ) 

dochmiac (x--x-) 
dodrans A(- ...... - ... -) and B (oa- ...... -) 
glyconic (00- ....... - ... -) 

iamb(x- .... -) 

ith)1Jhallic (-----x) 
leky1hion (--..- x- .... -) 
phererratean (co-.., ... --) 

praxillean (- ... ...,- ...... - ....... ----) 

prosodiae (x--------) 
rcizianum (x- ....... -x) 
spond('C (--) 

tclesillean (x-.., ... - ... -) 
trochee (---x) 

- ...... - ...... - (in dactylo-cpitritc) 

- ....... - ...... - ....... - (in dactylo-cpitrite) 

- .., - (in dac1ylo-cpitritc) 

In 2 ia,." 3tr "' etc. the sign" (denoting catalexis) applies only to the last metron. 
When one symbol is placed over another, the upper applies to the strophe, 

the lower to the antistrophe. Thus, - indicates two short syllables in the 

strophe corresponding to a long in the antistrophc. 
For further discussion of metrical terminology, sec West (1982) xi-xii, 191-

201. 
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INTRODUCTION 

1. EURIPIDES AND ATHENS 

(a) Life and works 

Euripides appears to us as one of the most vivid and recognizable poets of the fifth 

century ec. Compared to Aeschylus and Sophocles, more chan t\\ice as many of his 

plays have survived complete, while the greater quantity both of quotations in ancient 

authors and of sizeable papyrus fragments of the lost plays (reOecting his popularity 

throughout antiquity) gives us a more detailed picture of his dramatic oeuvre.' In 

addition, we possess a variety of sources purporting to chronicle the life of the poet, 7 

who even appears as a character in three of the surviving comedies of Aristophanes 

(.Jd1nrnin11s, 1-lomen at the Tltesmoplton·n, Frogs). Yet the very abundance of ancient 'evi

dence' for Eur. 's life and character has had a paradoxically confusing impact on the 

interpretation of his works (on which more below). For with the exception of a few 

details securely based on the Athenian didascalic records, all the surviving evidence is 

of highly dubious rcliability, 3 and the bulk of it is little more than anecdote based on 

naive 'i11ference', whethel' from the plays themselves' or from the absurd caricatures 

of Eur. 's al't and life generated by Aristophanes and other comic poets. 5 

1 for a complete collc:ction of rhe fra..,'1tlems of Euripides (hereaflcr Eur.), sec the edit.ion by 
R. Kannid11. TrGFv {al1hrcvia1ions arc listed above); also Jou an and Van Looy (1998----2003) with 
trauslations and nores (in 1-'rench). The more subs1an1ial fragments arc cdired by J. Diggle in 
7iG/·J, and arc 1ranslarcd with excellent introductions and commcnraries by Collard, Cropp, and 
l.,,t•t: (1995: 1ilrpluu. Crtlmu, ~~l,r11rhtJrn, /k/lrrop/1011, Cmp/1011/a, Erer/11/mts, Plinet/10111 J·Vi.st AJ,l,111ippe, 
Caplirr JJ,la11ipp,) ;md Collard, Cropp, and Giberl {2004: Pl,iloclrlr.r, Alt:rm,drm, Palnmrdr.J, Otdipw, 
A11dromrda, N1p1ipJ0l,, A11t1opt, Ardulaus). A Loeb edition by C. CoUard and M. Cropp is also 
forthcoming. 

"' The fi\·c major sources for the life of Eur. arc ediacd by Kannicht, TrCFv (Testimonia 1-5): 
thcsr arc the f EVCS 1<ai j3ios Eupml6cv 1ransmit1ed in some medic:val manuscripl.5 of the plays; 
a chapter (15.20) in Aulus Gcllius' Allie x;,.1,1.r (published c. An 180); an entry s.v. Eupmi6ns in 
the medieval cncyclopcdia known as the Suda; a sketch of the poet's life by Thomas i\fagis1cr 
(thinecnth 10 fourteenth century); and papyrus frab'ments of a longer lifi of Euripide.r in diaJoguc 
form hy Satyrus, a grammarian of 1he 1hird century nc. For these texts with English trnnslation, 
sec Kovacs (1994h) 2-29. 

l The \'arie1y of anecdote and fiction in 1he lives is revealingly explored by Fairwe,uhcr {1974); 
cf. also Ldkowi1z (1981) 88-104 and Kovacs (1994a) 1-4 on Eur. For a less clistnmful view of the 
biographical tradi1ion, cf. e.g. Ma11hicsscn (2002) 14-17. 

·1 E.g. the notion (related in the nvcs: TrGF v T 1.74-6) rhat Eur. wrote his first Hippo{vltts as 
a response 10 his wife's infidcliry. 

5 Thus 1he plot of Ar. Tlusm. is 1rca1ed as biography by both the fevos and Salyrus, with each 
claiming thar the women of Athens conspired to kill Eur. during the Thcsmophoria (TrCFv T 

1.99-100, T 110). For satirical treatment ofEur. by other comic poets, cf. Ar. 1-l'asp.s 61 (from a list of 
Li red gags 1he audience should not expecr) cu6' a____v§.!s avooe"-yo1v6µEV0S EOpml6ris. Tclcclcidcs 
(whose firs! victory was c. 445) associated Eur. with Socrates (frs. 41-2 K-A), for example, which 
suggests that there were stock jokes about Eur. even before Aristophanes. 



2 INTRODUCTION 

In fact we have \'Cry little reliable evidence for Eur:s dramatic career and know 

almost nothing about his life. He was evidently dead by the time of the first production 

of Aristophanes' Frogs at the Lcnaea (in early January) of .105, and tJ,c Alarmor Parium 
(a marble stclc from Paros inscribed c. 264/3 with various dates from Greek history) 

puts his death in 407/6 and his birth in 485/ 4, dates which arc as reasonable as 

any preserved in the sourccs. 6 Like his father ~lnesarrhidcs (or Mnesarchus), Eur. 

belonged to the Attic demc of Phlya (part of the Cecropid tribe and to the north of 

l\11 Hymcttus). The musical and poetic training necessary for Eur. 's career implies 

a wealthy backgrnund, and it is clear from the range of contemporary intellectual 

issues handled in his plays that Eur. was a man of great learning and curiosity. As 

usual the biographical tradition deduced from Eur.'s broad cultural interests that he 

must have been a pupil or friend of nearly every major philosopher, rhetorician, and 

sophist of his day (TrGFv T 35~48)1 and the image of Eur. the radical, conlro\'ersial, 

and even alienated intellectual has had a major (and often misleading) influence on 

the subsequent interpretation of his works (and equally, via Aristophanes' FrngJ. those 

of the allegedly 'unphilosophical' Acsrhylus). 7 

Using the public records of the Cit)· Dionysia at Athens, ancienl scholars calculated 

that Eur. had competed 22 times(= 88 plays).R It is possiblr that Eur. staged nrw plays 

elsewhere, 9 including the large demc theatres of Attira, and hr is said to ha\'e endl'd 

his life in ~taccdonia writing plays for king Arrhrlaus.iu ~e\'crthcless, the bulk of 

his work was intended for Athenian audiences at the City Dionysia. and i1 is their 

world-view we must try to reconstruct as \\'e interpret thr plays. Eur. won first prizl' at 

the Dionysia four times during his lifetime and once pmthumously (whl'n his son. :1lso 

called Eur., produced a tctralogy that included l/1lt~t(tnin al Au/i.l and lkicrliat). Gi\'en 

the strrcotypc of the alienated poet, Eur.'s four victories (rumpared 10 Aeschylus' 13 

and Sophocles' 18) have often been taken to sho\\' that thl' Athenians \\'rrc uneasy 

wi1..h, or even hostile to, his plays, yet this is hardly plausible. si11re Eur. was chosen 

22 times by the eponymous archon to be one of the three tragic.· compl'titors at the 

city's greatest dramatic fcsti\'al, and a playwright under surh a rloud would not he 

repeatedly selected to vie for first prize. 11 

Ii For lhc conflicting and suspiciou~ly synchroni1.ing dat("s of Eur. ·~ hirth aml drJth (inrludin~. 
for example, the tradi1ion of his hirth on 1hc islJnd of Sal.11nis on 1hc· \"("':' dJy nf lhl· ~n·at haulc 
in 480), set' TrCFv T 1oa-17c. 

7 Sec Allan (was) 74-5. 
8 AhhouRh 92 plays were catalogued by ancient SC'holar. undc·r Eur.'s nam(", som(" w("n

dccmcd spurious: sec TrGF v p. 80 For a sct'ptical ,icw uf the tr.msmillcd ligurt's for Eur.'s 
pruduc1ions, sec Luppc (1997). 

9 The Andromatli, was long thought 10 be such a play, bu1 the a,-:tilahl(" C'\iclc·nc(" suggcm 1ha1 
the play was firsl produced in Athens, but wriuen so as 10 appeal 10 audiences elsewhere (Allan 
(~.1000) 149-Go). 

1° For 1hc sunriving fragments of1hc Auh,lntJ.J i1sclf, sec Hard("r (1985) n5--i72. ThC' play 1old 
ho,,· 1hc king's m>1hical ancestor and namcs.1ke killed 1hc doubl("-crossing Cis.scus of Thrace 
and founded t.hc l\lac-cdonian city of Acgac. Eur. 's time in .\lacedonia is 1hr subjec1 of four of 
the fi\'e fictional leucrs composed in his name c. AD 100: ~c G~sswC'in (1975), Cos1a (2001) 171-4. 

11 S1e,·cns (1956) reful("s 1hc notion of Eur.'s unpopularit)' wi1h 1hc Athenians. The poet's 
alleged lack of succ-css was used in the biographical u-adi1ion 10 c."plain why he went 10 work for 
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I EURIPIDES !\ND ATHE:\'S 3 

Of Eur.'s 17 surviving tragedies (nor including the probalily spurious, founh

century R11ts11.r or the satyr-play ½_·1·dops) I-Mm is one of nine plays for which we have 

fairly secure production dates based on Lhe information recorded in ancient hypothe

ses and scholia. The remaining plays can be dated rclat..ivc to 1hcse on stylistic grounds, 

the most important criterion being the rate and type of resolution (i.e. substitution of 

two short syllables for a long) found in the iambic trimelers, since Eur. 'splays show a 

graduaJ increase over time in the rate and variety of resolved positions. n The cumula• 

ti\·e evidence allows us to reconstruct Eur. 's 1heatricaJ career as follows (extant works 

arc in bold): 1J 

455 
441 
438 

43 1 

r. 430 

428 

r. 425 

c. 4 1 4 

(. 42 3 
c. 4·20 

(, 416 

415 

c. 414 

(, 413 
412 

411-409 
408 

408/7 
407/6 

405 -400 

Eur. competes for the first time at City Dionysia (plays included Peliades) 
ri rst victory 

Alcestis (fourth play in 1etralogy with Cretan Women, Alrmaeo11 in Aophi.s, 
Ttleplms); wins second prize 

Medea (first play in tetralogy with Pl,i/oclelts, Dictvs, and satyr-play 

Theri.rlae); wins third prize 

Children of Heracles 
Hippolyh,s; wins first prize 

At1dromache 
Hec,,ba 

Suppliant Wom:en 
Electra 
Heracles 
Trojan Wo,me,a (third play in tctralogy with Al,.m,uirru, Palamedes, and 

satyr-play SiSJ•p/111.r); wins second prize 

lphige11ia i11 Ta11ris 
Ion 
Helen (other plays included Andromeda) 
Phoenicia,a Wome,a 
Orestes 
Arduln11J (performed in Macedonia) 

Eur. dies in l\facedonia 

lphigenia in Aulis, Alcmaeon in Corinth, and Bacchae, produced by 

Eur.'s son; wins posthumous rirst prize 

Arrhclau~ (Trr.Fv T 1.44-50). Howe\'er, Eur. was only one of many poets and artislS who took 
up commi~~iuns ar the court of a Hc-llcnizing king, as Aeschylus had done many years before 
while a g,.1e~1 of f-lieron, tyrant of Syracuse, writing a tragedy on the foundation of the city of 
Aetna (frs. 6-11 Radl = TrCF 111); cf. Pin d. PJ•t/1. 1.58--70. 

12 There arc approxima1ely <14.5 resolu1ions in 1253 iambic trimeters in Htlen, the equi\"alent 
of(on a\'er.ige) one resolu1ion e\'ery three lines (or more precisely 35.5%, compared 10 6.7% for 
A/m/u in 438 ilnd 49.3°/o for Omit.I in 408). 

13 For the metrical criteria used 10 date Eur. 's plar, bo1h sun.~ving and fragmentary, sec 
Cropp and Fick (1985); also De\'ine and Stephens (1981), Stinton (1990) 3,i9-50. The list omi1s 
both R11tsuJ and Cylo/JJ, in the lauer case because it is uncert.iin whether the stylistic features 
used to date the tragedies apply with equal force to satyr-plays. 



4 INTRODLiCTION 

Ht/111 was produced in 412 along \\ith Andromrda. LI The two plays resemble 

one another in both plot and theme, as the central couples (Helen and l\lenclaus 1 

Andromeda and Pcrseus) escape to Greece from a foreig11 land (Egypt, Ethiopia) after 

overcoming the opposition of a barbarian kfog (l'hcocl}mt'nus, Cepheus). Eur. 1;ngs 

the changes on the story-patterns of rescue and escape, and on the crisis faced by cen

trn1 characters who arc in love but threatened with permanent separation. So 1 whereas 

Helen (hereafter H.) and Menclaus (~11.) arc already husband and wife, and must out

wit Thcoclymcnus (Theoc.), H. 's aggressive sui1or, to escape from Egypt, Andromeda 

must firs1 be rescued from a sea mons1er by Perscus, who falls in love with her, and 

the young lovers must defy the Ethiopian king Cepheus, who is Andromeda's father. 

Given the surviving evidence for Andromtda,'j we have no way of knowing which play 

was performed first,i6 or wha1 the other plays in the tetralogy were. 17 

{b) Helen in ils A1/1rnian ronlul 

As with any other work of an, Htlrn is deeply embedded in its own time and place. h 
is therefore essential 1hat we sec (and endeavour to interpret) e\·eJ")' Athenian 1ragedy 

in its historical and social context. In later sec1io11s of this Introduction we shall 

take into accouni the various backgrounds (of law, social stmcture. t·1hnicit~: rdigion, 

philosophy, etc.) against which Hr/n, is to be read. 111 But it is impor1ant that \H" first 

consider the political and military climate at the time of the play·s production, not 

because this is the most significant factor for the ori1,.rinal audience's response, but 

because Htlni has often been (and continues to be) read as an ·anti-war· play. 1
':l 

The place and function of tra~edy in Athens arc subjects which in this context 

cannot receive the full attention that they dcsen·e, hu1 it is imporlant 10 consider them. 

q Cf. scholia to Ar. Frov 53 (A11dromrdn produced rii:;111 years lwrim· Fro_i:1), n,,·.v,r, 1012 
(Amlromrdn produced 1ogcthcr with /Jrlrn), 850 (/1,/rn 1mK.Jun:d onl' yl'ar before "flu,m.). 

IS er. KJimck-Wintcr 1199:3) 55-·315; Collartl, Cmpp. aml t;ihcrl (·..!tMI 1l IJ3 fill: "(,<;,.-\" 
pp. 233-7 and rrs. I 14-~6 Ka1micht. Sophocles wmte an ,l11drom,dn. al\o clc-;,ilin~ with tlu- !>tory 
orhcr rescue½· Perscu!'i, who killed the sea monster h'ith thl' lwad or the ( ;or~on ~ le-du~• (for fr~. 
and commen1a11·, sec Klimck-Wintc-r (1993) 23-_i4). Vasc·-paiming su~.l(t:!'il!'i a production date,_ 
450, bur such c\'idcncc must be used \\ith caurion. 

•<i for a11 allusi\·c reference in 1/rlni which may su~~•·sr 1hat .-lndrom,·d,1 pren·dt·d ir. cf 7Gyn. 
1\ndmmeda's opening monody begins wi1h an in\'ocation of 'holy '.\:i~ht" ,"W vu~ iEpa. fr. 1 q 
Kanniclu)_. but this is 110 guarantu that 1hc play was JWrforml'd in rh,· early mnrnin~ 1pau 

Hourmouziadcs (196j) 44, who infcrrrd frum thl'sl' opening words 1ha1 .·l11dro111. was the fir!'il play 
of rhc 1ctr.1logy). 

17 
Wright (2005) 4:3-55 argues 1ha1 the /7 was part or1hr same pruduL·tion {cf. Steiger (1908) 

232-7), thus forming a 1J1l'ma1ically connected 0 L'scapc trilob'Y'· This is. howc\'cr, cxrn·mdy 
unlikely on stylistic and metrical grnu11ds: er. Cropp ;u,d Fick (1985] 5, tio-1. Dc,im· and Stephens 
(1981) 44, 48, 52. Similar objections apply lo other propnsc•d triloi{il's or tctraJogies, such as 
Androm., He/., /011 (so e.g. Famuzzi (1990) 22, Zacharia (2003) 3-7), .·lndrom., Jlrl.. and qdo/H as 
sat)T·play (Austin and Olson (:rno-1) !xiii-hi,.-), or c\·c11 And,0111., llrl., rr, and pro-satyric Ion (Hose 
( 1995) 17, 69). 

18 For a comprehensive and u!'icfol bibliogr;iphy or recent secondary literature on 1..he play 
(not limited to English-language di~us.sions), sec Knobl (2005). 

•g Cf e.g. most rcccnLly Pallamza (2005) 275. 
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albeit briefly, since the various anachronisms at the heart of'an1i-war' in1crprt•tations 

of Hele11 have their roots in equally inappropriate models of what fif1h-ccn1ury A11ic 

tragedy is doing and what ii is for. ~0 So let us start uy considering what kind of views 

contemporary scholars take of tragedy's relationship tu the political life of fifth-century 

Athens. There is of course a wick range ofopinion, but ii will be helpful to focus on two 

of the most influential, which also happen to be al opposite ends of the spectrum in the 

view they take of tragedy's social and political functions. At one end of the spectrum 

arc those scholars who arc reluctant to tic tragedy too closely to day-to-day political 

issues. They focus instead on tragedy's aesthetic qualities as poetry and drama, on 

the pathetic suffering of its characters, and on the moral dilemmas that it poses. 21 At 

the other end of 1hc spectrum arc critics who sec tragedy as fundamentaUy political -

indeed, as f undamcntally questioning and in1erroga1ory, even subversive. For them 

tragedy exposes the core vaJucs of fifth-century Athens to glaring scrutiny, and finds 

them wanting. 22 Neither school appreciates the affirma1ory impact of tragedy - the 

former because they take too narrow a view of the political, the latter because they 

regard the best arl as that which challenges or subverts. But did Aeschylus, Sophocles, 

and Euripides intend to undermine their audience's sense of identity and core beliefs? 

Or did they want to appeal to as wide a swathe of the public as possible in the hope 

of winning first prizc? 2 l 

It is against this background that we must view the claim that Helm represents a 

critique of Athenian war policy. For the theme of war is central to many readings of the 

play, including 1ha1 of Kannicht, whose commentary is a monument of scholarship. 2 -I 

Thus studies of the play abound with such comments as 'the Helen delivers an implicit 

20 I hope to analyse in greater detail elsewhere the ramilications of ahistorical literary intel"
prctations of 1ragL·dy. 

·
11 er. e.g. Griffin (1998). Such reluc1anre to recognize tragedy's political and social functions 

is nflcn moli\'ated by 1he idea 1ha1 politic-al (:rnd affirmatory) literature can be liule more than 
'propa~anda' and part of a sra1r-sponsored conspiracy. Yer literature and other forms of an 
ran bt· politic-al wi1hour being propaganda - and it reveals a very anachronistic pic1urc of an 
(dr\'doped after the Romantic era, cer1ainly, but mostly in the wake of Hitler, Stalin, and Mao) 
to say 1ha1 art whirh cclebrares die community must be suspec1. Have these critics looked at 
Aiht•nian public ar1 of 1he fifth century (c.g, sculp1ures and temple friezes)? h affirms Athenian 
state ideology quite unabashedly. 

·n Cf. e.g. Goldhill (1990), (2000). There is, however, no ancient evidence that tragedy was 
.~en ro be subversive of core polis values: indeed, one could say it is precisely tragedy's lack of 
surh criticism that makes Plato hare it so much. Plato after all certainly did wanl to cha.llenge 
and change rhe 1\thens of his day, and if1ragcdy was so questioning of the standard values of the 
Athenian people, one would expect Plato to like it - but he cate~oricaUy rejects it: e.g. Gortias 
502b-d (1 ragedy as specious mass rhetoric), UJWJ 817a-cl (tragic poets as rivals of the philosophers 
who arc 10 be ejected from the ideal city). 

2 J To continue in Platonic terms, one might say 1ha1 tragedy offers a ri"al (and, in political 
terms, posi1ive) dialtctic. In 01her words, ra1her than seeing tragedy as a series of questions that 
llummox and discomfort the audience, we should sec ii as a process of questions and answers 
in which more emphasis is put on the an.mm. Na1urally, in arguing 1ha1 Allie tragedy had an 
aflirmatory function for the watching community, I do nor mean to imply rhat i1 evades Lhe 
really hard issues which arc not capable of being solved: cf. esp. §§6(a) and (d) below. 

~-1 er. esp. Kannicht (196g) l.53-·7. 
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~valuation of the Sicilian c>..-pedition'75 or 'Despitr its mtensibly comic aspect, the 

Heiro is a far more vehement anti-war statement rhan The Trojnn M'omen. •:rli l3ut docs 

Hrlen reflect the disillusionment of a war-wearied generation? A variety of factors 

suggest that such an approach is misguided. 

FirstJy, pit)' for the wasre of war, especially the Trojan \\'ar, and sympathy for the 

defeated arc traditional epic (and rragic) themes (cf. especially Od. 8.523-31, where 

Odysseus, weeping at Demodocus' song of the Trojan Horse and the fall of Troy, 

is compared 10 a woman grieving over the corpse of her dead husband as she is 
dragged off to captivity). l\foreover, the specific sentiment expressed by the Chorus of 

Htlen - that connicts should be resolved by diplomacy and reciprocal jusrice instead 

of warfare (1151-60) - is itself a traditional idea (e.g. Hes. M11J 225-9, Aesch. Supp. 
701-3). To read a chorus or character's insistence on the foolishness of war (cf. 1151 

aippovE~ ocro1 ... ) or their yearning for peace (e.g. Eur. S11/,p. 488-93. 0,. 1682-3, Barrh. 
419-20, fr. 369 Kannicht) as criticism of Athenian war policy would be exception:tlly 

na1ve and anachronistic (for reasons we will turn to in a moment). Those who desire 

to sec Heier, as a protest against war overlook the fact that l\·1. still wins H. hy violence 

and that the Trojan War is pan of a divinely conceived plan for the end of the race of 

heroes. The notion of Eur. the proto-pacifist or anti-imperialist is no more plausible 

than the comic caricature of Eur. the immoralist, misogynist, or atheist. 

Secondly, the idea that Helm is in part a response to alleged Athenian disillusion

ment ,,~th the Peloponnesian War betrays a misconception that lies at the hean of 

many contemporary readin~ of tragedy, which is to a.c;sume a more or less simple 

equation between the play world and the world of thr audience. ~o one would now 

endorse the most simple-minded form of historicism, where events on sta~e arc taken 

to refer direct.ly to Ll1e here and now of the audience.,; I nstcad it i!; ~encrally agn·rd 

rhat 'in an imporrant sense everything chat happens on stage is metaphorical. and 

there is never a literaJ identification between the world of the drama and the world of 

the audience. '18 Nevertheless, the full significance of the distance bc1wee11 the heroic 

world and the contemporary world i.c; not always recognized, as critics map one onto 

anot11er, thereby revealing (so they claim) the play's purpose, which is usuaJly to point 

up some terrible deficiency in Athenian culture. Lcr us consider. for example, the 

Messenger's repon of the Argive assembly in Omll's (866-956). The current scholarly 

consensus on this scene might be summed up as follows:1<.l in depicting the warring 

voices and factions of L11e Argive assembly Euripides is covertly exprC'ssing his reser

vations about, and criticisms of, the deficiencies of 1he contemporary Athenian polis, 

where democratic debare is hijacked by unscrupulous demago~es and self-interested 

factions. In Orestes, and especially in the Assembly scene, it is often said, Euripides 

is questioning the ideals of debate and freedom of speech that formed the core of 

~5 Hose (1995) 77. ·1G E. Segal (1983) 248 n. 8. 
77 Cf. e.g. Drew (1930) for whom the 1en-year Trojan War becomes the ten-year Arc-hidamian 

\\lar (431-21), and M. 's seven years of wandering arc made to stand for the seven years of war 
from 419-13! 

28 
Easterling (1995) Bo. 29 E.g. E. Hall (1993); cf. Poner (1994) 73-5. 
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democratic ideology. In 01hcr words, by having 1hc Arj:{ivc assembly, which is simul

taneously a kind oflaw-coun, be swayed by vociferous speakers. Euripides is pointing 

to Lhc negative fcalurcs of the assembly and popular courts of his day. 

In arguing like this critics either explicitly or implicitly make use of what Pat 

Easterling has caUcd 'heroic v;1gucncss', that is, 1hc peculiar idiom and sccting of 

tragedy which 'enabled audiences lo project 1hcmsclves collccLivcly into a shared 

imaginative world which was firmly linked wiLh both past and present but strictly 

reprcscnccd neither and could be constanLly rcdefined.' 10 However, it would be more 

accurate to speak of l1t.roic i11versio11, since in Ore.sl.ls, as elsewhere in tragedy (and nm 

only in Eur.), we arc shown rcpca1cdly how fifth-century Athenian norms do not work 

in a heroic selling - yet the point is nol that Athens is a failure, but thaL the excessive 

and dangerous figures of heroic myth arc the problcm.J' So whether we talk of'hcroic 

vagueness' or follow ChrisLianc Sourvinou-Inwood and use the cinemaLic metaphor of 

'zoom in~?' the aspects of tragedy that have a contemporary ring (popular assemblies 

and law-cour1s, for example) arc not there to provoke the audience into thinking, 'They 

arc acting just like we do; they get things wrong, so our system must be at fault', but 

rather the heroic i11versio11 points the difference between the malfunctioning world of 

the he mes and the way such institutions f unctioncd in the world of the fifth-century 

Athenian audience. In short, it is not fifth-century Athens or democracy that is at fault 

in Ore.sits, bu1 it is the inability of tl1e heroic world to accommodate Athenian norms 

which marks that world as doomed to conflict and ruin. 33 

Thus when we interpret those aspects of tragedy which have a contemporary 

ring, we should consider not only the distance between the Lwo worlds but aJso the 

pattern of im·crsion 1ha1 marks their rclationship. 31 In the case of Helm 1he principle 

of heroic dis1ancc applies as much to the issue of Sparta and Spartans as it does to 

war. There is no anti-Spartan polemic in the play and the references to Spartan cult 

and ritual (e.g. 228, 2,15, r-1.65-75) serve to underline H. and M.'s separation from 

30 E.istcrling (19!)7a) 2,1.·--5. 
3' Pncr e.g. t\fohzcr (2006), fifth-century Attic trngcdy docs not embody nostalgia for an 

icJeaJizt'cl heroic age, but explores current issues in an imaginary \\'oriel of the past which is 
sy~1ema1ically unlike that of the audience, and docs so in a way th.11 confirms the validity 
of contemporary Athcnia11 norms. However, this 1ragic pallcrn of heroic inversion docs not 
constitute a simple dicholo111J' or then (all bad) versus now (all good), since many heroic figures 
arc .iclmirablc in some rc~pec1s (especially, it should be adcled, when their outlook comes closest 
to that of the firth-century Athenian audience: e.g. Eur. S11pp . • pg-55). ln other words, the 
heroic and contemporary worlds exist as part of a conlim,um rather th.in a dichotomy, so that the 
heroes can be prescn1ed as more, or less, removed and different from 1hc watching community; 
nevcnhclcss, the world of the audience emerges as in most respects better than that of the heroes 
(cf. nn. 259-60 below). 

3:i Lg. Sourvinou-lnwood (2003) :.15--40. 
33 The notion of Eur.'s 'disillusion' with Athenian politics is itself closely connected to c.x.ig

gerated ideas of cultural 'crisis' in the last decades of the fifth century. Such assumptions have 
in 1urn contributed to a clis1oncd view of tr.igcdy's development as a genre in which the plays 
of 'late Euripides' arc seen as a symptom of the genre's 'decline' (sec §7 below). 

3 I When the aherity of the heroic world is neglected, a misleading one-to-one mapping 
between i1 and the world of the audience is often lhe result. 
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their homeland and from one anothcr. 15 The heroic distance is missed by critics who 

argue that 'Euripides' staging a story with a glamorized Spartan heroine who rerurns 

home to a gloriously portrayed Spana must have had a shocking impact upon a late 

fifth-ccnrury Athenian audience. •3ti Such an approach is gravely mi.'ilcading: Athens 

had been at war with Sparta for much of the fifth century, yet tragedy abounds with 

Spartan and Dorian figures throughout the ccntuf1', and docs so because these heroes 

stand at the core of the panhcllenic Lradition of divine and heroic myth. Pan of the 

genius of Athenian tragedy is to draw these Dorian (and also non-Greek, e.g. Cretan 

and Egyptian) heroes into Attic myth, often showing (cspeciaUy in those plays where 

Athens is strongly focalizcd: e.g. Aesch. Eum., Soph. OC, Eur. Held., Supp.) how non

Athenian communities lack the benefits of the Athenians. Yet this aspect of tragedy 

is not foregrounded in Helen (where Athens is never mentioned), and Eur. has chosen 

H. and M. not because they arc Spartans (whom he can then use to make a copical 

point) but because they arc central to the myth of the Trojan \\Tar which is the raw 

material of his work. The play itself displays the same patterns of heroic inversion and 

disaster that we find throughout tragedy, but it docs so in a way that is not explicitly 

anti-Spanan. 

Thirdly, and most tellingly perhaps, the interpretation of lie/en as an anti-war play 

is profoundJy anachronistic. Many tragedies portray the horrors of the Trojan War 

(among other mythicaJ conflicts), but this docs not mean they arc criticizing Athenian 

policy (Athens was at war almost constantJy throu~hout the fifth ccntu'1').J7 Athens 

was not a militaristic society as Sparta most famously was, but the Athenians were 

immensely proud of their military skill.38 The centrality of warfare to the Athenian 

state and t..l1c Athenians' lack of sentimentality about it arc sho\,11 most clearly in 

·he state's practice of presenling suilJ of armour to the sons of men killed in war. 1!1 

ll er. Taplin (1999) 50 'There is even a no1alile amoulll of favourable Spanan material in 
flrlrr1, including the aetiology at 1666-9.' 

36 Zweig (1999a) 220. 
37 Perhaps the mosr common example or such misreading i~ the ,;r"' that TmJnn llomm. 

produced in •PS, is an indictment of A1he11ian action on the island of ~1clos i11 the winter or ,116 
(cf. Time. 5.84-116). \'e1, as van Erp Taalman Kip (1987) has shown, 1hrre was too li11lr time 
between the fall or l\1clos (around December) and the Dio11y~ia of ·I 15 for Trojan I lomm 10 lx
reac1i11g to it. Moreover, this approach exa!-(gerates the peculiarity and topic;1li1y of the play (1h~ 
sack of Troy i~ a theme of tragedy throughout the fifth century), and disn•g;1rds both i,~ imp;1c1 
within the trilogy (for which we ha\'e subs1an1iaJ information: 7,<;J," v pp 174-20-4,. 596-005, 
657-9; cf. Kovacs (1997)) and the tradition of war poetry which it continues. Trojan llomnt is a 
profoundly lliadic drama, which combines sympathy for the defeated with a widrr framing of 1hc 
enmities tha1 underlie the war. For a Greek audience raised on Horner, ii is sdf-c\idc·nt 1ha1 the 
Iliad poet presents the war as just and that Zeus himself approves ofTroy·s fall (sec ,\Jlan (2006)). 
and these as~umpLions will ha\'e guided the Athenian audience's response to Trojan ll·omm (d. 
e.g. Acseh. Ag. 524-37). 

3
8 Both these points arc strnscd h}•·nucydides' Pericles in his funeral oration for 1he Athenian 

war dead (2.39, 2.42; cf. also 2.64.3). Public honours for the war dead were a fundamental pan 
of Athenian idcolog)': sec Herrman (2004) esp. 1~ for the idealized Athens or the sunriving 
funeral oraLions. 

39 Cr. Pl. Mmex. 248e6--249b2, ending ~,er 1hcy reach manhood, it [the city] sends them 
off 10 their own rcsponsibiliLies, after equipping them with full armor and reminding them of 
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Moreover, this was carried out Cilch year as part of the pre-play ceremonies at the 

City Dionysia itself, and the orphaned sons were paraded in full armour i11 the theatre 

and given front-row seats. 10 .Just as no one doubted that war was horrific, so no one 

doubted 1ha1 some wars were necessary and worthwhile, an idea embodied in Greek 

myth by the Trojan \Var itself, which was borh part of a divine plan and beneficial to 

humans in some ways (cf. Hel. 36-41, 45311.). That the majority of Athenians fch the 

Pcloponnesian \Var could be beneficial to them can only be doubted by critics who 

arc seaJcd off from history in a literary bubble. For to portrily Helen as Eur.'s reaction 

to a particularly bad patch in the war (the r.nal failure of the Sicilian Expedition 

in the summer of 413)1•
11 as is often done, overlooks the fact that the majority of 

Athenians continued 10 vote for the war,·1~ that they wamed to win it at aU costs, and 

that they did so because each of them believed they had somelhing to gain if they did 

win. 13 

Finally, a frequent ilhernative 10 the claim that Helen is about the futility of the 

Pcloponnesian \·Var is to present it as a 'lighthearted' or 'romantic' escape from the 

awful prcsent.· 11 Yet this is no more convincing, since quite apart from the dubious 

assumptions about the tragic genre which underlie imerpretiltions of the play as a 

'romantic tragedy', 'tragicomedy', 'escapist melodrama' uel Jim. (sec esp. §7 below), 

there is no contradiction in a tragedy with an 'upward' movement, or positive outcome 

for the protagonists, also having serious political, ethical, and religious resonances for 

the Athens of its day. 

thrir fo1hrrs' hahi1s hy giving them 1hc tools of their pa1ernal virtue. With good omens i1 sends 
thrm out, cleeoratecl in arms, to begin the strong ruk of their father's home.' ([rans. Herrman 
(200,1.) Gr.) 

1" lsoc. On tl1f Praa 82, Aini,ul Clrs1J,l1011 153-5; cf. Pickard-Cambridge (1988) 59, 67, Csapo 
and Slater (1995) 117-18. 

~• Then· is no reason to doubt the 1rarli1io11 that Eur. himself (who will have completed the 
requisirr military training and se1vire for an Athenian citizen of his class) wrote an epitaph in 
honour of 1he A1hrnians who died in Syracuse (Ph11. J¼t. 17.4 = TrG'Fv T 92). 

1~ Thr ,\rlu:nians' cletcrminntion lo prrscvere (albeit with ne<.:essa1y economics) despite the 
Sicilian clisas1rr is admowlcclgrcl b(l"hucydicks (8. 1.2--3; cf. 8.15. 1, where in 412 they arc forced 
10 use the 1000 talcnL'i set aside at the start of 1he war). Though the Persians were supponing the 
Spartan~ from 412 onwards (d Cawkwdl (2005) 139-46), the J\1hcnian rchrimc of 5000 voted 
in 4 11 to continue the war, unlike the mu<.'h narrower (and less represen1ative) regime of the 
400, who had earlier in the same year sought peace terms with Spana (cf. Thue. 8.70.2, 90.2, 

97-'.ll-
·13 Uesidcs 1he literary hubhle just mentioned there is 1he serious problem that many critics 

remain in thr-,1,ll 10 the biased accourlls of late fifth-century Athens oflcred by Thucydidcs and 
Plato. For example, the Athenians (Jmrt Thucyclides) were not simply hoodwinked into fighting 
by devious self-serving 'demagogues', and Yarious groups had plenty to gain from maintaning 
and n:panding the empire (the aristocrats could get more land, the poorest classes could gel paid 
for rowing in the fleet, etc.). So we must not take these central (in part because 1hey arc ex1an1) 
accounts al face value, and we should also beware of transferring these authors' anti-democr.u.ic 
bias 01110 olhers. 

1·1 E.g. Post (1964) 118 'For Athenians in the 1e1Tihle situation produced b)' the Sicilian disaster, 
I.he light hearted Helm was just righ1. · 
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2. THE FIGURE OF HELEN IN EARLY GREEK CULTURE 

(a) Af)•fh 

The story of H. is central to the myth of the Trojan \Var, one of the best known 

and most frcquemly handled in aU Greek literature and an: 15 Since all myths arc 

collective narratives, told by a variety of people for a \·ariery of purposes, there can be 

no definitive version of any one myth, and the same principle (of purposive variation) 

applies to the central figures of myth like H. herself. Thus H. is presented in a variety 

of guises, ranging from the cosmic fi~re created by Zeus to destroy the race of heroes 

(cf. CJ•pria fr. 1 Bernabc/Oa,~es, discussed below) to the goddess who confers beauty 

on girls at Sparta (Hdt. 6.61.2-5). Each manifestat.ion purpons to present an aspect 

of the 'real' H., yet each has been created to suit the mentality and objectives of a 

specific society. Nevertheless, even as the different versions of H. reAcct 1hc purposes 

of panicular audiences, so they also share a basic s1ory (H .'s role in the fall of Troy, 

the defining episode of her life) which it is the poet's (or artist's) tac;k to recreate in as 

compelling a manner as s/hc can: 16 

The central themes of the Helen myth in the Greek literal)' tradition arc already 

present in (and arc crucially innuenced by) Homer's presentation of H. anrl her past. 

Whether she is prescnied by later poeLS as regretful and ashamed or as a calrnla1-

ing and vain adulteress, such characterizations have their roots in Homeric poet!")', 

which presents a variety of perspec1ives and judgements on H .'s conduct.~i The 1/ind 

foregrounds her elopement with Paris as a ca1alys1 of the war (c.~ 2. 1 Go-·.z, 35.J -6, 
3.441-6, g.337~, 19.324-5), and her great shame and remorse as a result (3.1j3-6, 

242, 410-12, 6344-8, 24.764). 18 The principle of 'doublr motivation' means that 

.. ~ The major poetic cycles (1'rojan, The ban, lolcan, Aetolian-Elcan-1\li.an) ancl the conner· 
tions between 1hcm arc well discussed by Wl'st (1985} 1:n--8. 

-1
6 forsurVC)'S and discussion of the \'arious versions of H. 's story before Eur., ser R/:'7. '..18:,q -35 

s.v. Helene (E. Bcthc), Rosclwr (1886-90) cols. 1918-78, Prdlcr-Rohrrt (1&-j.J -1926) :J..10-;7 Sg. 
Becker (1939), Lindsay (1974) 13-174, Clader(1976). Honwycr (1977). Prost (1977). Schmid (1~1A1). 
Backes (198.i), Guardini (19H7) 24-Gg, Adams (1988), Suzuki (1989) esp. 1H 91. Gantz l,19y3) 
564-76, Austin (1994) 23-136, Fredricksmcycr (1996), Uump~rt (:wo1) :3-~8, Zajonz (:.!UM) 11-
19, Wrigh1 (2005) 56-157 esp. 67, 76 -7, Pallantz.a (wo5) esp. 34--43, 61 ·i9• 98 1:1:3, 265-75. 
The iconographic tradition of H"s myth is di.~cu~cd in detail by L. K.ahil. /J.\/C s.\·. Helene 
(= \'ol. 1v.1, pp. 498-5£i3, with runher biblio~raphy on p. 501). As K.ahil obst·n'C·s (p. -199), there 
is no evidence oft he 'new' or Egyptian version of H.'s myth in archaic and classical .111. Instead. 
the artistic tradition is dominated hy a few key scenes from H."s life: hr-r unusual birth figurr-s 
prominently (UMC nos. 1-1:3), but the most popular scenes by far arc those d(·aling with hr-r 
abduct.ion by Paris (nos. 70-185) and her reunion with ~I. after the war (nos. '..! 10-:37:.i). In the 
lauer scenario tl1crc is a particular focus on ~-1.'s violent seizure of H .. followed by the dropping 
of his sword (nos. 26o-77, all but one of which date from 470-400 ec: c( Eur A,ulr. 6:.!8-31). For 
a possible allusion to a feature of Eur.'s nc\\' H myth in fourth-century an, sec n. 328 below. 

~7 C( Rcckford (1964), Groten (1968), Kakridis (1971), Clader (1976) 5-----'23, Worman (2001). 
-1

8 H. 's regret, self-condemnation, and di.~gus1 at her own behaviour help create an intriguing 
character, with a ,~vid intcriority. The harshness of her insults (esp. in calling hersdf a 'bitch': 
3.180, 6.344, 356; also Od. 4.145) contrasts \,ith the poem's generally positive picture of her as 
both rcpcnr..,nt and sorrowful (cf. Graver (1995)). 

I 
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Aphrodite's role docs not exonerate H.; it is typically Greek 10 focus on the ramifica

tions of an individual's actions/' and there is no doubt that H .'s leaving Sparta had 

terrible consequences. The issue of /,ow willing H.'s elopement was is closely linked to 

the extent to which she can be blamed. which in turn is open to rhetoricaJ debate and 

negotiation by humans, since the precise extent of divine influcnr.e is always unknow

able.su Thus when Priam tells H. au Ti µ01 ahiT) ~crcri, 0EOi vu µ01 ah1oi eicnv ('you 

arc not al all to blame in my eyes, it is the gods who arc to blame', 3.16,~), we have 

to take into account both the rhetoricaJ function of his words (lo comfort H.) and 

the fact that they do not annul the appropriateness of her own guilt and self-criticism 

(repeated by H. herself at 3. 173-5). So, although H. is a sympathetic character in the 

Iliad (who feels regret and shame for her actions), this docs not change the fact that 

she is to blame for the destrnction of Troy (the same is true of Priam and Hector, 

who, although sympathetic figures, each make disastrous errors in the course of the 

poem)Y In addition to H.'s responsibility for what she has done, the Iliad also fore

grounds H.'s remarkable self-awarenessP both of her own part in the war and of her 

role within the wider plan of Zeus. Yet for all her good sense when compared to Paris, 

H. 's inability 10 deny her disastrous presence in Troy is decisive. 

H. is no less an unsenling figure in the 04),ssty, where the poet depicts her in a 

difTcrent selling (she is home once more and in apparent control of the domestic 

sphcrc) 5•1 bur in a manner simifor lo the 11,nd (focusing on H .'s inteUectual superiority 

to M. rather than to Paris). For H. 's obvious power over M. - she is both cleverer and 

more impressive5•1 - is (in terms of Greek cultural norms) disturbing, especially given 

the importance of1hc wife as the centre of the heroic quest in return songs (11osloi) such 

as the Odyssey.YJ The uneasy reunion of husb,md and wife is signalled most clearly by 

the juxtaposition of H. and M. 's contrasting tales of H.'s encounters with Odysseus at 

Troy (4.234-89). In H.'s account of her kindly reception of the disguised Odysseus, 

she presents herself as wholly delighted by the prospect of Troy's fall because (she 

claims) she wanted to return home to Sparta. By contrast, M.'s story presents a very 

different version of her loyalties, as H. aucmpts to expose the stratagem of the Greeks 

◄9 Sec Williams (1993). 
su Cf. Scodcl (200:.1) 112 'The auditor who knows many variants about Helen - some excul

pating her, 01hcrs blaming her - is idral.' 
:i• On 1hc issue of H.'s sense ofrcspo11sihili1y sec also p. 64 below. 
:,·, Including the par1icular awareness of her lasting fame (3.125-8) and its dependence on 

pocll")' ((i357-8), an insight which, wi1hin 1hc Iliad itsclr, points 10 Homer's own creative 1rans• 
forma1ion of H. as a figure in the epic tradition, but which also underlines how H.'s reputation 
will be variously handled in subscquem versions of her talc. 

5:1 Dale (1967) vii describes H as 'restored to domestic rranquillity' but rhis is to ~loss over the 
various sis.,111s of unease at Sparta. This is, after all, a household that needs dru8"' (administered 
by H. hcrscln 10 forget its sorrows (cf ,pi 19--32)! 

S.1 JI prcrmpls the slow-willed M. in interpreting the bird-omen 1hat appears as Tclcmachus 
departs from Spana (15.109-81), and she know-s the extra value her gifl (a dress for Tclcmachus' 
bride) will have in comparison 10 M.'s because she gave it (cf 15.125-7). 

35 for H. as Oikc her sister Clytcmnestra) a foil 10 the faithful Penclopc, sec 11.436-9, 23.215-
24. 
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by imitating the voices of the wives of the men hidden inside the Trojan Horse (it 

"as only Odysseus' quick thinking in restraining the Greeks, M. says, that sa,·cd their 

lives). The audience is encouraged to compare the two stories and thus realize that 

H.'s defence should not be taken at face value.~c; Both H. and M. do their best to 

maintain the fac;ade of a happy houscholdP but there arc signs that H. retains the 

potential to upset the balance . .18 

The cosmic significance of the war fought for H , though not absent from Homer 

(cf. esp. II. 12.8-33), is hand.Jed more explicit..ly elsewhere in early Greek epic, where 

H.'s birth, marria~e, and depanure for Troy arc presented as important stages in the 

destruct ion of the age of heroes (cf Hes. l·l1D 156-73, which views the wars at Thebes 

as well as Troy in this light; Scm. fr. 7.117-18 W). In the cyclic epic lj:pna, Zeus brings 

about the Trojan War in order ro relieve Earth of the excessive burden of mankind 

(fr. 1 Bernabe/Davies), and the war is prepared for both by the marriage ofThetis to a 

monal (Pelcus) and by the birth of Zeus's daughter H. As in the m}1h of Pandora, the 

KCXAov Kcn<Ov (Hcs. Thtog. 585) fashioned by the gods to punish Prometheus· deception, 

H. is presented as a woman whose beauty is exploited by Zeus for his own ends, and 

whose creat.ion leads to a world order which is the direct result of power politics among 

the Olympians. 

H. thus functions in the C_ypria as both a Pandora-like orig;in of e,-ils for mankind 

and as an instrument of divine punishment, purposes which arc emphasized by the 

circumstances of her birth, as she is made the ofTspring of Zeus and Nemesis (fr. g 

Bernabe = fr. 7 Davies; cf. 16-22n.). H.'s cosmic role is similarly 10 thr fore in the 

Hcsiodic Cntalogueof Womro, where Zeus's plan to destroy the race of heroes is furthered 

by H. as cataJyst of the Trojan War. As befits the importance of H. 's marria~c in the 

preparations for the war (the suitors swear an oath to pursue anyone who abducts H.), 

the poet includes an extensive catalogue oft-1.'s suitors (frs. 196-204. ~I\\·) . .-,~, Like the 

Cjpria, the Catalogut also integrates Achilles into its account of the war. sin re although 

he was 100 young lo be one of the suitors ('TTai6' h' e6v[T1, fr. 204 .89 ~IW), he and H. 

arc central agents of Zeus's plan lo end the race of heroes.w 

.51i On J\-1.'s rcjrction of H.'s sclf-jus1if~ing 1ak, cf. Zeitlin (199li) .109, Srncic-1 (2002) 80. Eur. 
adapts rhe myth 10 l'xprcs.s similar doubts abour H.'s lovahies, as she rcn·als Odnst·us· id<"ntitv 
to Hecuba, thus forcing Odysseus 10 supplicate 1hr TroJan queen for his lift·: He~. 239 48. · 

57 H. ends her speech with cxpliri1 llaucry of ~I., ·my husband who larks nmhin~ in l"ither 
wisdom or looks' (4.263- ,t), while l\·l. suggests 1ha1 H. must have bcl'n compelled to .ict as she 
did by some pro-Trojan god (4.274-5) . 

.'.,II l\·f .'s talc not only undercuts H. 's, but also mentions Dciphohu'i, her second Trojan panner 
aficr Paris' death (4.276; cf. 8.517) - can she l'vcr be 1n1Sted? In addition, Tclemachus' visit 10 
Sparia began wi1h the double wedding of M.'s son and daughter. Thr son. si!-,rnificantly called 
l\Jcgapcn1hes. is ~-1. 's by a sla,·c woman, since the gods prc,·e111ed H. fmrn bcarin.~ him a snond 
child after Hcnnionc. The lark of a male heir underlines how far 1.heir union is from being 
successful (cf. 4.3-14). 

59 Sec \\'est (1985) 114-19, Cingano (2005). esp. 124-7. 
Go According 10 Proclus' summary, the C)pnt1 told how Achilles desired to sec H .. and the n,·o 

were brought together at Troy by Aphrodite and Thetis (Arg. p 42 59-60 Bernabe= 32.77-8 
Davies). Although we do not know 1.hc details of this episode (cf. Burgess (2001) 16g). one can 

l 
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H. is an equally controversial figure in lyric poetry, whrre her accions and predica

ment provoke a range of approaches.Co• Sappho fr. 16 V is especially interr.~t.ing, since 

it combines sympathy for H.·s subjection to the all-conquering power of love (r--6)"7 

with condemnation of her error in abandoning her family (H. 's husband. dau~h1er, 

and parents arc all emphatically mentioned: 7-10).6-J The multifaceted presentation 

of H. 's conduct is matched by the movement of the poem it!iclf, as the narrator begins 

by comparing her own love (for Anactoria) with that of 1-1. for Paris, but ends by 

likening herself to those thoughtlessly left behind by H. (as the absent Anactoria has 

abandoned her)_c.~ The narrator's awareness (and exploitation) of the power of love 

docs not free H. from blame, but by presenting her as 'led astray' (H. is the object of 

napcryoy', 11) the speaker implies that H. 's basic sense of duty to her family was upset 

by Aphrodi1e. Thus Sappho uses H.'s story in a strikingly complex (and Homeric) 

manner, and one can I.Jest appreciate the sophistication of her account if we set it 

against the less nuanced tradition of invecti\'e directed at H. 
In Akaeus fr. 42 V, for example, the narrator conlraslS a virtuous Thetis with a 

blameworthy and ruinous H. Whereas Thetis, a 'delicate maiden' (nap0Evov a(3pav, 
8). gave birth to a fine son, Achilles, H.'s evil deeds resulted not only in the death of 

heroes like Achilles but also in the destruction of the Trojans and their city (1-4 1 15-16). 
In Alraeus fr. 283 V there is no female foil to H., but the effect is no less damning. 

Thr narrator focuses on H. 's crazed passion for the treacherous Paris (T poic.:i 6' [v] TT' 
avropos I hci..16ve1oa ~[Ev] VcnTO'TO, 4-5) and on the abandonment of her daughter 

and lrnsband (7-8]. The last two su1viving stanzas dwell in moving and bloody detail 

on the death of Paris' young brothers in battle 'for that woman's sake' (iv]o:a ,c{ivas, 

14)."5 Such \"1sions of H. as a figure of loathing and execration formed over time a 

tradition of blame poetry which poe1s could either renew (as they did in va,;ously 

critical ways)(J(i or react against. Stesichorus, as we shall sec in §4(a), did both. 

see why a pn<'I mi~hl think of depicting an erotic encounter becwccn the rwo main instruments 
of Zeus's will. 

1.ii For .111 m-cn·iew of H.'s appcara11ces in early Creek lyric, cf. Homeyer (1977) 13-22; Segal 
(1!)9H) 110rrs more dl·lailt-d 1rr.:11mcnt of S:1ppho, Alcaeus, and lbycus. 

1
'' In :1 n('wly di~C(J\'erecl po('m of Sappho, the narrator is simil:irly sympathetic 10 the dawn

~orlclrc.s·~ 1111cnnqurr:1blr love for Ti1hon11s, since Tithonus is young and handsome, but also 
mortal and cloomrd to derrrpi1ude: cf. West (2005) 3-6. 

liJ Sd10l:1rship ha~ lenclcd 10 focus 011 whc1her Sappho means to censure or excuse H. (for 
cxccnsi\"e 1Jibli11~raphy on both positions, sec Frcdricksmcycr (2001) 75 11. 3), while the narrator 
in faC"I exploits a range of responses 10 H. which arc already found in Homer. 

61 Cf. also Macleod (197+) ~ 17 'Sappho is compared 10 Helen because both prefer their 
bclo\"cd 10 all rl~e, but so 100 is Anac1oria because bo1h she (in Sappho's eyes) and Helen arc the 
mos1 bcau1if11I thing in 1hc world (cf. 1-4, 6-7) ' 

Cij Pindar pictures 1hc homes of the Trojans 'set on fire for 1-1.'s sake' (6µ4>' 'EAiva1 ,rupc.:i0ru
TOS, l}t/1. I 1.33). 

lili lbycus, for example, foregrounds Aphrodice's role in causing che war, buc also underlines 
the importance of the human agents, 1-1 chc 'fair-haired beauty' (cf Pind. Para11 G.95-8 nEpi 
6' V~ll<Ol,JWI I 'EA!lva1 xpi;v apa nipyaµov rupvv c:l'iO"T~OOI I OEAOS a18oµtvou I mJp6s) and 
P..aris che 'host-deceiver' (S151.5-10 PMGI·; cf Bacch. Ditl,pnmh 15.57-61 (ent.illed 1'VTnvopi601 
r, 'DilVT1S AnaiTrio1s) on Paris' disas1rous u~p1s]. The paralysing effect of J-1. 's beau Ly was treated 
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(b) Cull 

There is no explicit mention in Homer of 1-1.'s future status as a goddess. However, 

M. is told by Proteus in the Ot()•ssq that he will not die but be conveyed by the gods 

to the Elysian plain because he is married to H. and thus Zeus's son-in-law (4.561-g). 

This passage appears to foreshadow H.'s apotheosis, because M.'s enhanced status is 
entirely due to her (as in Htl.: cf. 1676-7n.), which strongly suggests that something 

exceptional will happen to H. hersclf.G; Yet the 04)•.uey poet lea\'es open the possibilities 

of what exactly is going to happen, perhaps in order to encompass a broad range of 

precise local possibilities, since H., as we shall sec, might be worshipped in different 

communities as a heroine or as a goddess (one might compare the places in which 

Achilles, for example, was worshipped as a hero, and how many places claimed his 

corpse). As a goddess H. received cult of various kinds in several places, but some 

aspects of her myth have been taken to point to her origin as a ~-linoan goddess of 

\'egetation or as an Inda-European goddess and daughter of the Sun who is abducted 

as pan of an agricuhuraJ myth resembling that of Persephone. 611 It must be stressed. 

however, that H. 's status as a vegetation goddessptr st is never mentioned in connection 
with any attested cult.69 

The major centres of H. 's worship were at Spana and Therapne in Laconia. 70 

At Sparta H. appears to have been worshipped in the context of a plane-tree cult 

(Paus. 3. 15.3),1' while she shared the shrine at Therapne with M. (and the Dioscuri: 

c( Alcm. fr. 7.6--13 AHGl-).7" The Therapne shrine is one of the earliest attes1t·d 

by both lh)'l"us (fr. 296 />JHGfl and Stcsichon,~ (fr. 201 l'MGFJ, the former rnnn·ntr.uin~ on ~I ·s 
particular inability to punish his allurin~ \,ife (he drop~ hi~ sword). which hec..1me a recurrent 
reproach (the motif of H. haring her bream to dis.,rm :\ I. lirsr appears in Eur . . ·Ind,. ti29- 30; cf. 
1\r. LJ'J. 155-6). 

6-J H.'s apotheosis and :\·l.'s 1ransl.11ion 10 Ely~ium mi~hr both he cnmparcd 111 :\rhillC"s' 
extraordinary fate, a.~ told in 1he Cyclic Atlliio/10 (Arg. p. fig.20-2 Ucrnabc = 47.26 n Davir-s), 
where Thetis snatches him from the pyre ;md talu.:s him 10 1l1C" \\'hi1c Island in the HI.irk Sc·a. 
Indeed, Pilus.anias records a tradition in which H and Achilles enjoyed a hli~f ul ahrr-lilc t~1·1her 
on that ,·er}' island: :3-19.13. 

68 
Cf. West (1975), Clader (1976) 63-83. SkuL\Ch (1987). Puh,.,_.1 (1987) 141-:3-

<ic; The Dioscuri a.re also said 10 rcsc:mblc the Vedic brothers calkd the Asvins, bu1 in th<' 
Greek version {if such it is - the: meagre and disparate evidt"nce d()(·s not provt' a cnmmnn 
source) oflhc (Inda-European) my1h they arc made bm1hcrs of H. ratJ1cr than suitor.. of the mn 
god's daughter (cf. Sku15ch (1987) 189, Puh\·cl (1987) 59-Go). 

7° Cf. Wide (1893) 340-2, FarneU (1921) 322-5, Lyons (1997) 8--g, 45-6. and espccially rht' 
detailed sun•cy of H .'s myths and cull st..11us, ,,ith panicular reference." 10 the ':\knclaion · at 
Therapne (one and a haJf miles souih-easl of Sparta), by Robert Parker (fonhcomin~). 

7' H. 's Spar1an plane-tree cull (whose origins are explained aetiologically by Thcoc. 18.43-8) 
has a parallel in the lcmplc to 'EAi\111 l!.£\16pi-r1~ on Rhodes {Paus. 3.19.9-10 gi,-cs the ae1iolo1-,ry of 
H. ha,ing been hanged on a 1ree there by Polyxo to an·n~c the death of her husband Tlcpolcmus 
al Troy); for the Rhodians' local u-adiLions and Lhcir relation 10 wider epic pallcrns, sec Hi~bie 
(2003) 218. 

7
J Calame (1997) 191---202 disting\.lid1es sharply between the nvo cults, seeing H. as an ado

lescent and heroine in Spana and as a married woman and goddess at Therap11e. but one 
surviving source connects Therapne with maidens (Hesychiw K 675 Kawatlpa, which describes 
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heroic cults, revered from the eighth century onwards. 71 h i!. oft<'n referred 10 a!i 1he 

'Mcnclaion', bu1 this name isa1tcs1cdonly in later sources (Polyb. 5.18.21, Paus. 3. rg.9), 
and Herodotus speaks of the temple a.c; H.'s (6.61.2-5).i·I H.'!i role as an initia1ory 

heroine and role model for young girls of marriageable age may be a local (and 

pro-Spartan) counterweight to her role as the canonical adulterous wife in 1hc wider 

poetic lradition, bu1 i1 was in any case well enough known in Athens for Aris1ophanes 

to evoke the cuhic dances ofSpar1an maidens with H. herself as their chorus-leader 

(Ar. lJ•S. 1296-132 I, esp. 1314-15 ay~TCI 6' a /\,i6a<; nai<; I cryva xopcryo<; Etmpnrtis).75 

However, 1he tradi1ionaJ view that H. was a goddess in her own right throughout the 

Greek world mus1 be treated with scep1icism 1 since in truth (as Robert Parker shows 

in his forihcoming study of the 'Mcnelaion') it is only in association with the Dioscuri 

that her cuh passes beyond L.'lconia to any significant extent. 

H. wa!. the recipient of cult in Attica, The sacrificial calendar of the eastern Auic 

dcme of Thoricus records 1hc ofTering of full-grown sheep 10 H. and the Dioscuri 

(1hc laucr id<'ntified by their Athenian 1itlc of Anakcs) on the grounds that 'when rhey 

im·aded Auica [i.e. 10 rescue H. from Theseus] they harmed none of the pcoplc'. 76 

H. was also linked with Aphiclnae (north-cast Attica) in the myth of her childhood 

abduction by Thes<'us, a story left undeveloped in Athenian literature as being critical 

of 1hc idealized Athenian monarch; 77 S1esichorus, by contrast, makes lphigenia the 

daughter of Theseus and H. (fr. 191 P,HGF). finaUy, ah hough we cannot be sure if 

H. received divine or heroic cult in Auica, 78 the distinction between these two forms 

of worship is in any case nol !iO rigid or important as was formerly thought, and Helen 
certainly looks forward to her worship as a goddess throughout Greece (1666~n.).79 
An Athenian audience would thus have a multifaceted conception of H. (as of most 

01hrr major hcro(in)es presented in t.ragedy), combining her identity as a human 

thr sprf'i;il wicL:cnvorL: wagon usecl by 1hc /mrllrrnoi in their procession), while another celebrates 
M.'s ,veclclin~. i.e. 1rnnsi1iu11 10 :1duhhood, hut also link.s this to her tree-cull at Sparta (fheoc. 
/d_1·// 18.-13 -8): cf. Larson (1995) 80-1. 

;1 ef. Catlin~ (1976) 90, An1onaeeio (1995) 155-66, Whitley (2001) 153. 
71 H. 's prnminenl role in the joinl cult wi1h M. at Therapne is also suggested by rhe fac1 that 

of 1hc dedifations found there ~o far five (including the oldcsc, t. 600) arc to H., ,vhile three arc 
"'~I.: er. \\'('SI (1985) 157. 

;:, er. 1465-711.; Dillon (2002) 211--12. 
7li Sl•X; 33 1.17.37-8, t. 4.30 ec: cf. Parker (2005) 65 n. 58, 72; 1 Ci66-gn. 
77 er. Flower and Marincola (2002) 237--8 on f-ldt. 9-7'.3• 
78 Equal 1rca1mcnt with the Dioscuri al Thoricus may suggest divine honours rhcre at least. 
79 Indeed. suf'h concepts as 'divine versus heroic cult· (a distinction now exploded by EL:ro1h 

(2002) a.,; far as -.acrificiaJ ri1ual is concerned) and 'faded goddess' (s1ill applied to H., bu1 already 
critici7..cd by Farnell (1921) 323-4) may be liu.lc more 1han inherited lumber. 111 Greek myth 
the deifica1ion or such heroes as Herncles and H. is cxcep1ional (and linked to their starus 
both as children of Zeus and ac; instruments of his wider cosmic plans); yet one can imagine 
cireumc;t.anccs where 1he di-.tinction between H.'s precise scatus a.~ goddess or heroine would 
mal:e little difference to the worshipper or pelitioner (whether in A11ica or elsewhere: cf. Hdt. 
6.61.2-5). hocrates' insistence that at Therapne J-1. a11d M. were sacrificed to 'not as to heroes 
but as to gods' (ovx we; ~pwa1u c:s>.X we; 8Eois, /-le/. 63) docs point 10 a basic hierarchy of ritual, 
bu1 one musl also take into account lsocra1es' aim or boos1ing H. as much as possible. 
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character in the di\'erse na1Tativcs of myth with her status in ('Uh as an immortal 

goddess or one of the powerfol dead.an 

3- HELEN ON STAGE 

Fifth-century Attic dTama enga~s with many of the central episodes in H.'s myth, 

r.mging from her unusual biTth,81 through her elopement (or abduction) from Sparta, 

to her eventual (and controversial) return to Greece. H. is rarely an on-stage character 

in survi,-ing tragedy, and appears as such only in Eur. (7;0.1 lie/., Or.),R~ but she is 
frequenc.ly referred to by other figures, most insistently in those plays dealing directly 

with the Trojan War and its aftermath (Aesch. Ag., Eur. A11dr., Hee., F.I., Tro., IT, He/., 
Or., Ll).83 Given tragedy's focus on the surfcring and losses of the Trojan \Var, it is 
hardly surprising that H. is generally presented in a negative li~ht.H1 She is an apx11 
1<cnc&iv ('beginning of evils') because her elopement sparked the war, and as such she 

is hated by the Greeks 8
.i as much as the Trojans. 8tj She is frequently \'ilificd as a whore 

Bo H.'s role as daughter of Nemesis w;1s reflected in the colmsal marhk sratut· made for rhe 
goddess' shrine at Rhamnm in A11ica by A~oracritus (acrivc ,. -140-~oo; Paus. 1.33.3): sec 16-
2'..rn. Eur. has al!-o incorporated H .'s connection 10 the A11ic b,land named aft<'r her inro his 
unconventional account of her role in 1he Trojan \Var ( 1 G70- 511.). 

81 H 's binh from an cgg(Lcda"s in /It/.: cf. 257 9) auracted the comic imai6na1ion of( :rarinus, 
who ponrarcd H. a.~ 1hr nfTsprin~ of Ncmrsis (cf . . ,\'tmrJi.i K-/\ 1v frs. 1 q-15:Jouan (19G6) 15n- 1 

~cs the egg as a symhol of the Pdoponne!-ian \\'ar). while his Dio,!l'!Olr.tandros l_pmdun·d r . . ,:~11) 
had Dionysus (disguised as Paris) 1akin~ H. off 10 Troy. Eupolis is said 10 ha\'r railed .-\spa.-.ia 
'Helen' in Tlir Pro1/uillinn1 (pmhably produrrd in the rarly pos: l f. Starry (2003) '.l'.il). Thr rnmic 
pneis Philyllius, Anaxamlridcs (l,01h early fourth celllt11)·), and .-\lrxi.s (,. 375 275) all wrote plays 
cntit.lcd Jlrlm, but we kiiow nothing aboul their cnnrenl. 

81 She appeared in a fifth-century tragedy by Ion of Chio!- on Ocly-.!-rm" seCTT"I <'Xp4:di1in11 to 
Troy (T,GF1 19 t-· -13a-49a). Tra~edit·s e111i1led I/rim ar<' asnibrd to Throdrnas and Dio~rrw.!
(founder or 1hr Cynic school of philosophy), who wcrc- ho1h arri\'l' in 1ht· first half of 1hr founh 
centUI')" IIC (TrGFt 72 F 3, A8 F 1b). 

83 Although H. docs not feature in the survi\'1ng tr.tgrdics ofSophorks. she almo,;1 rertainly 
appeared in his 771t Drmn11dfor 1/rlrn'J Rrturn (frs 176-8oa Radt: cf. 13.lrrhyl. Ditl1rmmb 15). Th, 
Rnpt of Hrun (T,GFiv pp. 180-1), and !Jrlm'J 1-J•;JJmg (frs. 181-4 Rad1), \\hid, lini,.,'l.lislir 1·vidc11a 
suggl'Sts was a satyr-play (r( Redondo (2003) .p8). 

lf1 Typified by the ominous l'lymologizin~ of A,: 090 l>.fom.,~ e>.av6poo; l).bno>.1,; ('hdlish 10 
ships, hellish 10 men, hellish to ri1ics', tram. Collard (2002)). On thl• figure of H. in fillh-cenllll)' 
tragedy and comedy. cf. HomL')'er (1977) 22 -37, Pallanl7~, (200'.)) 265-75: for her drploym<'lll by 
Eur. in particular, sec de Romilly (1988), Harder (1995), !\lrClurl' (1999) 186 93, L.1.111-:c (200'..l) 
125-7, 174-87 Pnu J>allamza (2005) 265, who on·rlooks the disquieting aspens of Homer's H., 
tragedy don 1101 represent a 'radical change' in the prc.~entation of H., hut is simply more <'Xplicit 
and insistent in its depiction of H .'s errors and guilt. 

85 The Chorus of 1hc Agamnnno,1, for example, sec the aim of thr war as '10 punish a woman' 
(Y""'Oll(OlTOlvwv I noAEiJWV opwyav, 225-6), bm douh1 whcrher she was wonh the lives of so 
many Greek soldiers (cf. fo-7, .~5-51, 799-801, 1455-61). The Agamnnnon is remarkable for 
Ul<' cx1cn1 10 which (picking up on the O~)"JJ(J', where Ai.tam<"mnnn is presented as the victim 
of H. and Cly1cmnes1ra 's wickedness: 11.435-9) it conflalc5 H. with her sister, the murderous 
Clytcmnestra, who is the very amith<'sis of the ideal Greek \\;fc (cf. esp. 1448--67). 

IIG Amon~ many <'xamplcs: Hccuha argues 1ha1 H. (nor her daughrer Polyx<'na) should be 
sacrificed on the 1omb of Achilles, since she caused his death no less than the Trojans (Htc. 
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who left Sparta willingly,117 overcome by de.~ire not only lor Paris but also fill" barharian 
luxury.88 Yet, as in epic (Lillie Iliad fr. 19 Bernabe/Davies), H.'s extraordinary beauty 
gives her a hold over M. 1..hat prevents him from punishing her after the war has ended 
(cf. e.g. Tro. 901------2, 1033-1051, /7521-6). 

Tragedy's debt to epic is also evident in the complexity of H. 's situation, for despite 
the many criticisms made by both Greeks and Trojans, we arc reminded that H. is nm 
solely responsible for the war or the many disasters that followed in its wake. The myth 
of H. 's phantom double may represent the most extreme (and paradoxical) defence 
of her conduct, but even within Lhe more canonical tradition, which asserts her actual 
presence at Troy, it is clear that the eITorts of various characters to scapegoat H. do 
not succeed. This complexity is present even in such plays as Trojan M1'men, where 
scholars have too often assumed that Hccuba, the mater dokJrosa of the Trojan War, 
wins her debate with 'the steely glamor-girl'Bg hands down. Yet although Hecuba is 
right 10 refute H .'s claim that she was merely the victim of an overpowering goddess 
(cf. 938-50, 983-90), 90 Hecuba cannot escape her own share of responsibility, since 
(in Alr.rn11dros, the first play of the trilogy) she and Priam took Paris back into the 
royal household, despite her dream that Paris would destroy Troy.91 Indeed, Hecuba's 
central role (via Paris) is pointed out not only by H. (919-20) but also by A.ndromache 
(597-8), while her attempt to deny that the Judgement of Paris ever took place clearly 
fails (969-82), since the audience arc well aware of the divine background co the 
war (the play began with Athena freely admiuing to Poseidon her former hatred of 
Troy: 48-66).! 1~ This is not to deny that H. 's arguments arc ruthlessly self-serving (as is 
Clytcmncstra's defence of H. at Ag. 1462-7)1 but our lack of sympathy for the speaker 
docs not mean that her position is wholly groundless. 

Nevertheless, it remains the case that H. is generally a negative character in fifth
ccniury tragedy (as Electra says of her in Orestes, produced four years after Helen in 
408, EO"Tl 6'ii TTO:Aa1 yuv,;, 'She's still the same old Helen', 129), not simply because of 

262 70): !he Chorus orTroj;in captives hope 1hey will not be transported to Sparta, the hated 
home or 1-1. (Tro. 210-13). 

H; Cf. e.g. Acsch. 1Jg. fo no'-uavopos 6µq,I yuvauc6s; 407-8 j3Ej3ci1m plµq,a 610 I nvAav, 
ITTAflTO T'-ciaa: Eur. El. 10G5 (Electra 10 Clytemnrstra) ti µlv yap apnaaflEia' t1eoua· crnwAETO, 
1~·1. 1027 -R (Cly1emnes1ra herself complains or her sis1er's crimes) 'EJ.ivfl l,JCIQ)'.'~ riv o 'T1 ® 
Aa~wv l a'-oxov KoM~EIV npo66T1v OUK tinl<TT<no (cf /;I 1202-5). 

liH E.g. Tro 991 -3 (l-lc-cub;i 10 1-1. 011 P;i1is) ov Ela16ouaa l3apl3cipo1s ia8tiµaa1v I xpuaw1 TE 
AOµlTpov i~Eµapyw01'}S cf>pivas. 

81 S1anford's ((1983) 59) description of H. in Trojan J-11,111,11 is typical insofar as it tells only one 
side of the story 

9° M.'s m1emp110 excuse H on similar grounds (.-Jndr. 680 'E'-ivr, 6'1µ6')(0r,a'o~ E1<oua'aM' 
IK 8£wv) is no more convincing in i1s co111cx1. 

!JI er. Scodd (1980) 35-40, Cropp in Coll;ircl, Cropp ;ind Gibert (2004) 36-42. 
9:i The disjunction between human judgements of H. 's char-acter and her place within the 

larger cosmic scheme is starkest in Or,1/11, where Pyladcs urges Orestes to blot out 1he shamdul 
title or IJf1Tpocf>6VTflS by becoming 'Hivr,s Tiis 1TOAU1<T6vou c;,oveus (11,io-2), yet their attempt 
on 1-1. 's lire is thwarted as she is whisked away ;ind made a goddess in accordance with Zeus's will 
(14.94-7, 1629-42). his a rundamcnt.al aspect or 1-1.'s myth that no u-adition records her being 
punished. 
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tragedy's generic focus on the sufferings oft.he Trojan \Var. but because H. combines 

within herself the qualities that make her, in a patriarchal society such as Athens, both 

hugely powerful (no woman is more desirable than she is) and utterly dangerous (she 

is an adulteress who repeatedly outwits her husband: §6~J)). 

4. THE 'NE\V' HELEN 

1\Jthough the mythicaJ tradition surrounding H. was predominantly critical, this also 

gave poets and other authors the opponunity ro display their skills in rclac.ion (and 

reaction) to it. The boldest response was to deny that H. ever wem to Troy at all, and 

this version was elaborated by various authors, each with their own particular nuance 

and purpose. Three accounts of this kind have survived (by Stesichorus, Herodotus, 

and Eur.), but we should be cautious in concluding that these were the only ones 

available or that they necessarily influenced each other. After all we possess only a few 

droplets from the large stream of Greek m)1h, and although it is tempting 10 make 

connections between them, we can never be sure if they arc as significant as they 

seem. The same caveat applies to the question of innovation, for we cannot be certain 

that Stesichorus was the first to develop the myth in this way, or that Herodotus was 

the first to rationaJizc it, or that Stesichorus and Herodotus were the only 'sources' 

available to Eur. 

In any case, while each of these versions of H. 's story is vrry diflc-rcnt from the 

central tradition, it is clear that their 'new' H. is still anchored in traditional myth and 

·J1at they arc dealing with the same themes. This is not in itself surprising, since Greek 

nyths arc not only protean (to suit the needs and purposes of the r,·er-chanhring society 

,hat produces them), but also remarkably cohesive, as poets stri\'e tu intehrratr their 

innovations within a wider framework, thereby boosting the authority and credibility 

of their particular versions. The very unonhodoxy of the ahernat ive 11. (the heroine 

is an exemplary wife, not an adulteress; she wem to Egypt, not to Troy; etc.) has 

often obscured the pervasive continuity that exists between the 'new' versions and the 

canonical tradition they depart from. Yet such creative intcrtcxtuality is fundamental 

to Greek myth and thus to Greek poetry of all periods. The striking effects of Eur. ·s H. 

tl1erefore become clearer not only when we consider her peculiarity within tragedy, 

but also when we appreciate the ways in which her 'new' star)' skilfully transforms 

and supplants earlier currents ofliterature and myth. 

{a) Stesid1oru.s 

Stesichorus, who was active in tl1c first half of the sixth century. is said 10 have written 

among other poems a /-le/en, a M'Dodm Hom, a Sark qf Tro_)· (/liuper.sis), a Ho,,uromings 
(.Nostoi), and an Orrsteia. 1\Jthough we cannot be sure that these tit.Jes were given by the 

poet himsclf, 93 they must be representative of the poems' content, and thus point to 

9'.J This caveat applies to aJI early Greek poe1ry: N'achmanson (19.p). The 1itJes or Greek 
drama, by contrast, arc likely to stem rrom the poets themselves: cf. Sommerstcin (2002). 
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Stcsichorus' repeated engagement wi1h the story of the Trojan War and its aftermath. 

H. is mentioned in the surviving frahrrnc-nts oftlw Sar.kefTroy(S 103.,i 6 AHGF~lav6c:r 
6' 'EAEva np[1aµcu I ~alcnAi;cs aci61µcs), but it is the work allegedly named after her 

(frs. 187-91 PAt/G/•) which most rnncerns us here, since ii seems to have depicted the 

kind of1radit.ional (i.e. adulterous) H. to which 1hc so-called Palmode(discussed below) is 

such a striking reaction. (Indeed, as we shall sec, the works later referred to as the Helen 
and the Pnli11ode arc probably parts of one single poem on H.) Moreover, Stcsichoms' 

reputation as the 'mos I Homeric' of poets (whether in subject-maner, mc1rc, or style: 

cf. TB 5-18 P:HGF) makes his anti-Homeric H. all the more conspicuous. 

The so-called Pnli11odeofStesichorus constitutes one of the most radical and reveal

ing examples of myth revision in early Greek poetry. Our earliest sources for the work, 

Plato and lsocrates, not only quote three lines of the poem but also offer a fascinating 

account of its genesis. Having delivered a speech on love, which he fears insulted the 

god Eros, Plato's Socrates insists that he should imitate Stcsichorus, who recanted his 

earlier slander of H. (Pl. Phnrdr. 243a-b = fr. 192 P,\,JGF): 

For those who offend in their telling of myths there is an ancient mode of purifica

tion, known not to Homer but to Stcsichorus. For when he was blinded because 

of his defamation of 1-lelcn, he was not, like I-lamer, unaware of the reason, 

but being a l\,luse-inspirccl poet he understood Lhc cause and at once wrote: 

'lt is not true, this account: 

You dicl no1 go ml well-benched ships, 

Nor clicl you reach the lowers of Troy. '!M 

And having completed all of his so-called Pnlinode, he immediately regained his 

sight. 

lsocrates, like Plato, presents S1esichorus composing his Pnli11ode in reaction to a pre

vious poem of his own which offended H. (lsoc. /-Id 64 = fr. 192 P,\4G11 

She (Helen) demonstrated her power 10 the poet Stcsichorns as well: for after he 

had said something insulting a bow her at the beginning of his song, he stood up 

deprived of his sight; bu1 when he had realized the cause of his misfortune and 

hacl wrillcn 1hc so-called Pnli11ode, she restored him to his former condition. 

Thr manner in which the t..hrcc lines of the Pali11odr arc cited by Plato strongly 

implies that they give the essential thrnst of the poem (or at least 1hat part of it 

which contained the 'new' H.), which was to deny outright the traditional account 

of H. 's journey to Troy. 95 The 1riplc negatives (cuK ... cu6' ... ou6') make for an 

arresting introduction 10 the poet's unfamiliar talc. 

'll ouK ECTT
0 hv1,10~ Myo~ ouTo~, I ouo'fl?,as iv vrivcrlv Wcrcr0,1,101s I ouo'iKEo m\pycx1,1cx Tpolcxc;. 

95 The argrnnc111 of Wright (irno5) 86-110 that Pl.uo's quo1a1ion is a fake and rhat S1csichorus 
did not overturn the uaditional account of H.'s conducr and location is ingenious, but overly 
so. Some of the later sources for the 1'11/i,1ode(s) arc contradictory, but this need 1101 compel us to 
reject the evidence of Plato and lsocrates. 



20 1NTRODUC1'1ON 

However, these arc not likely to be the opening lines of 1he poem, since the phrase 

'n/1 of his so-called J>nlinodt' (naoav T+,v KaAouµeVT)V TTaA1vw16iav) implies 1ha1 the 

narrator went blind in a separate part of the poem, which in turn suggests that the 

quoted lines were prefoudby a reference to the poet's previous offt:nce and subsequent 

blindness. We may therefore posit a work with two sections,'l 6 the first proemic and 

panJy in the first person, wherein the poet outlined his earlier (traditional) account of 

H.'s life (perhaps dealing with her birth and marriagc) 97 and dwelt on iLs disastrous 

consequences for himself, the second devoted (largely in the third person) to the 'new' 

H. of his rc,~sed talc, beginning with the (in Plato's time) famous words ou1< eCTT'mµos 

).6yos OVTOS KTA. Moreover, the narrator's bold reformation of traditional (Homeric) 

myth is underlined by his agonistic use of tl1e blindness motif. whose purpose is to 

show that he (Stcsichorus) is a better poet than Homer (the famous blind bard) because 

he can learn from his error, sing a new version of H. 's story, and recover his sight in 

the process.91! 

Two of the most striking features of Eur.'s plot - H.'s presence in Egypt and her 

phantom double's at Troy - seem to have been part of Stesichorus' account. Our 

earliest evidence linking Stesichorus with the phantom H. comes again from Plato, 

whose Socrates compares the multitude's senseless pursuit of illusOI)' pleasures with 

the warriors' battle for H. 's phantom at Troy in ignorance of the truth (<ilOTTEp TO Ti;S 

'EAivris EiOCalAOV v,ro T<ilV EV T poia1 I TT)Oixop6s 4'T)OI yevfo8a1 1TEplUOXT)TOV ayvoim 

TOO CV.T)8ous, Pl. Rtp. 586c). 99 Since Stesichorus docs not deny that the Trojan War 

actually took placc,' 00 he still needs to explain why the war was fought despite H.'s 

absence from Troy (ou6'iKEo ntpyaua Tpoios, as he says to H.). Given the prrsc-nce 

in epic of other phantom doubles, one can sec how Stesichorus (or a predecessor) may 

1ave come up with the idea for H.'s. 101 Indeed, the depiction of the phantom Aeneas 

:rcatcd by Apollo in the Iliad resonates most tellingly ,,~th that of 1-1. (//. 5+15 53). 

9G For reconstruction of S1csichorus' po<"m along 1he follO\~ing lines, sec thl' brilliant s1udy hy 
Kelly (2007). 

97 \\'c know 1ha1 H."s marriage was treated by S1esichonis in a wnrk lall'r callc·d the I/rim (cf. 
rr-5. 1R7. 189-90 PMGf); bu1 as Kelly (2007) has shown, lhl' C\idl'nce su,:t~e~ts tha1 1his was in 
fact the firsr pan or lhl' same poem as 1hr Pfllinodt. · 

g8 The connection lx1wecn blindness and poetic skill is 1radi1ionaJ (cf. Gan·ic (1994) ·.z50-1 
on Od. 8.63-4, where \\'C arc 1oltl 1hat lhl' ~lusc bli11dcd Dcmcxlocus when she !(il\"e him 1he ~ft 
of song), as is the motif of the singer being strippl'd of his p04.•1ic !.kill as a rcrnh or ,m ol1i:ncl' 
lo the gods (cf. II. 2.59.1-6oo, where 1he l\lusl's punish Thamyris). Stl'sichoms has dcployt"d a 
skilful \'anal.ion on ho1h themes in which the punishmenl of blindness prompts him 10 compose 
a 'bcuer' song and 1hereby win back his ~igh1. 

99 Wrigh1 (2005) 107 n. 116 abolishes this c,idmce for Stcsichorus' Ei6wAov or H. hy claim
ing that it is 'really a ludic reference to his (Pla1o's] mm argumenl - and 1he Stl'sichorcan 
forgery - in the Plmtdru.s'. This is, howc\'er, S(>l'ciaJ pleading, nccessi1..11ed by Wright's overly 
sccp1ical a1titudc to the Stesichorcan u.idi1ion. 

100 The Trojan War is specL"lcularly denied in Dio Chrysostom's display-speech, the Trojan 
Oralio11 (Dia Cl,rys. 11), wriuen in the larc first/early second c. AD. 

101 Cf. 1he Ei6wAov of lphimedc at [Hcs.) Col. fr. 23(a).21 i\·I-W; 1he evidence lhal Hesiod 
himself Ul\'Cnted the phan1om H. is dubious (fr. 358 ~I-\\'). For a fascinating s1udy or the Dop
pclganger motif in the western li1crnry 1radi1ion, sec Frenz.cl (1999) 94-113 (gg on Stcsichorus 
and Eur. lltlm). 
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During his arislei11 Diomedes bows to Apollo's warning and ceases from attack.in.~ the 

wounded Aeneas. Apollo then removes Aeneas to his shrine in Troy (where he is 

healed by Leto and Artemis), but lea\'es the warrior's ei6'4JAov on the batcJeficld so 

that tlu Tr~n11s and Admrn11sfiglt1 ovll it (cf. 5.451f. 6µcpi 6' ap' Ei6~Aw1 Tp&ies 1<.oi 6io1 
1\xaiol I 6rpouv t<TA). Thus the idea of a phantom double as something to be fought 

over is not new in Stesichorus, and although the basic motif of the ei6wAov as a source 

of strife is elaborated (in the case of H.) far beyond the Homeric examples, it is clear 

that Stesichorus (or his predecessor) is dressing his innovation in Homeric garb (in 

itself a t)l)ical poetic technique: cf. e.g. Pind. Pytlt. 6.28-43 1 where Pindar's version 

of Antilochus' death has been influenced by the Iliadic account of Nestor's rescue by 

Diomedes (//. 8.80-117)).10
~ 

Furthermore, if, as seems likely, Stesichorus' H. went to Egypt rather than to 

Troy, '°:J this innovation (like H. 's phantom) has 1101 been conjured t:r nil,iw but rcpre

scnLc; a skilful variation on epic tradition. For in both the Od)'ssey and the cyclic epic 

Nosloi M. and H. arc blown off course by a storm on their return from Troy and land 

in Eg)l)t. 111
-1 Stesichorus (or a predecessor) may thus have adapted the epic narrative in 

much the same way as Eur., so that M.'s detour via Egypt after the war reunited him 

with the real H. In any case, the Stcsichorcan H. 's stay with Pro1eus would represent 

nor only a fun her transformation of a familiar Homeric episode, •0 .s but also a clear 

precedc111 for Eur. 's treatment of H. 's stay in Egypt (though Eur. has naturally altered 

the figure of Proteus yet again to suit his own version of the myth). ,oG 

In conclusion, Stesichorus' poem represents a daring revision of the H. myth, 

which reacts against the purely negative view of H. as a Pandora-like origin of evils 

(sren in the [iJ•prin). Moreover, it emphasizes the change by incorporating (to follow 

our reconstmction above) the more critical version of H. 's conduct in its opening 

section, which in turn u-iggcrs the so-called Pnlinodt. Yet Stesichorus' new version 

is still made up of traditional epic motifs (H. as a 1<aAov tcaK6v and cause of war; 

fighting over a woman; the pha11tom double) and he is (like Eur. after him) essentially 

picking up on a tension inherent in Homeric myth (where H. is presented as a more 

positive figure than in the Y1Jrin) and taking it a stage further.' 07 A comparison ofH.'s 

story in Homer, Stcsichorus, and Euripides shows all three elaborating on a variety 

'°2 Cf. Kelly (2006) 13~4, ,vho cites runher Pindaric examples. 
IOJ er. fr. 193 PMGF (R 0.9·. 2506): CXV'TO(~ 6li 4lf1a[1v 6l ITflalxopo(~J TO IJE\I Eri6c.:iAoJ\I 

lMEil\l i~] Tpoia\l Ti)\/ 6' 'HE\IT)\I njapaj TWI npw'TEi KO'TOIJEi\lf ail. 
'°·' er. Od. 3.~76-300, NoJtoi Arg. p. 94.G-7 Bernabe(= 67.g-11 Davies). 
ius M. 's encounter in EE,.rypl with Prn1eus, the prophetic and shape-shifting old man of lhe 

sea, dcSC'ribed in Od. 4.351-569, formed the basis of Aeschylus' satyr-play Proteus; M.'s uncertain 
fate is foreshadowed earlier in the Ort.1/na (cf. Ag. 617-35, 674-9, U,o. 1040-1 ). However, the 
su~gestion of Cunningham (199,~) that the Pro/au a.lso included the story of H.'s ei6wAov is not 
supported by the surviving evidence (frs. 210-115 Radt). 

100 If S1esichorus' ou6' i~a~ E\I Vf1Uaiv WaaUtlJOI~ suggests that his H. did not board any ship 
(not jus1 the ship going to Troy), his narrative presumably invol\'ed H. 's conveyance 10 Egypt by 
the gods (cf. Eur. Htl. 44-G), which is in any case likely given the necessity or divine involvement 
in the creation of the ei6wAO\I itself. 

10 7 Stesichorus' rehabilitation of H. is often 1raced to the poet's desire to please his hosts and 
audiences cilher in Spana or in the Dorian colonies of Magna Graecia where H. was wo~hipped 
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of 1r.1dilional motifs and pushing 1.hem in new directions. In shor1, there is a basic 

con1jnuity between whai all poets - epic, lyric, and tragic - arc doin,g. :111d the various 

stories of H. which 1.hcy tell embody that cominuity. 

(h) HnodoltLJ 

Herodotus Oikc Stcsichorus) endorses a \'ersion of H. 's myth in which she ends up with 
Protcus in Egypt ra1.her than at Troy (Hdt. 2.112-20). However, whereas Stesichorus' 

revised accoum was intended 10 exonerate H., Herodotus accepts her adulterous 

Jiaison with Paris (d 2.114.2) and uses i1 as the basis for a radical reinterpretation 

of events at Troy, where the Greeks arc presented des1.roying the city (in accordance 

with tJ1e will of the gods: cf. 2.120.5) 1
o8 despite the fact that the Trojans were telling 

the 1ruth when they said H. was not in their possession. Herodotus introduces his 

vel)' un-Homeric account of the Greek past while discussing t.hc sacred precinct of 

the Egyptian Icing Proteus at Memphis; for, he says, the king's precinc1 also contains 

a temple built in honour of H. (2.112.2). 109 In response to Herodotus· ques1ions, the 

pries1s at Memphis 1clJ him how Paris and H. had been blown oIT course by a s1orm to 

Egyp1, coming ashore at the Canopic mouth of the Nile; Thon is, the \\'ardcn of that 

area, reported Paris' abduct.ion of H. to Proteus at Memphis (c. 120 miles south of1he 

Mediterranean coast), who confiscated both H. and the treasurec; Paric; had stolen from 

Sparta; Paris was allowed to rc1urn 10 Troy empty-handed, but the Greeks destroyed 

the city in ignorance of the truth, and only after H. could no1 be found did 1he Greeks 

believe the Trojans' explanation and send J\1. 10 Proteus in Eg)1)1. 
Unlike S1csichorus (and Eur.), Herodotus has H. bring detained in Ei0'pl 011 tlu U'(!J' 

to Troy, so rhat his narrative makes no ,lllcmpt to exculpate H .110 Rrla1cd 10 this is rhc 

second major dilTcrcncc from Stcsichorus' (and Eur. 's) nrsion, namcl~: 1he abst•nce 

of any mcm.ion by Herodotus of H. 's ei6wAov. Though we cannol br crrtain thal 

Herodotus knew Stcsichorus' poem, it is quite ccr1ain 1ha1 he did 1101 in\'ent 1hr s1011· 

as a goddes<i (e.g. Kannid11 (19Gg) 1.37-8, Burker! (:1001) 210, Pallan11.a (:wn5) 112 18). Thi~ j,. an 
aurac-ti\'e explanarion, yet it i .. aim possible that Stesichorus arri\'c·cl ar his wrsion withou1 any 
explicit political or religious moti\'ation, hut rallwr by a pron·ss of poc-tir co111pc·1i1i1111, wl11·rc·i11 
his narrali\'e persona engaged ago11i .. 1ic-aJI~· with till' Homeric- 1racli1io11 (a11d the lJli11d hard 
himsdQ ancJ created a radically different dew of H. 

,o8 This pas,;;age (2.120.5) is often 1aken 10 refl'r 10 di,·ine punishment of llw Grrrk..-.. Tiu· 
phrase TTavwA€8piri1 cnro>.oµEvo,, howe,·er, refers primarily to rhe Trujan~, and Hl'rodotus has 
aJreacJy stressed the transgressi\'cne!u of Pari,;;' beha\'iour (rf. 115.4-li. esp. l'm1eus' w K(ll(ICTTE 

ov6pwv), maJ<ing it clear 1ha1 rhe Trojan .. suITt•r bee-a use of his mi,;;drecJ (rhe rapl' of H.), an e,·e11t 
that is b:tSic even 10 1-ferocJotus' othemise atypical aCl'.otml of the war. 

l0 9 Hl'rodorus' identification of 1hr 'foreign Aphrodite'(= :\stane), the temple's ostensible 
honorand, with H. is rendered plausible (for Hdt. and Iris Greek audic·nc-c.-) by H.'s as.soc-iation 
with desire, especially sexual desire (cf. lidt. 1.3 on Paris' rape of H.). Plurarrh sp<·aks of honours 
s1ill being paid to H. and M. in E~pl (The .\lnlia of flrrodolw 857b). Harrison (2000) 214 no1es 
thar only here 'docs Herodotus present an equation O\'eruy as his m,11 innm·ation'. 

"° Cf lidt. 1+:1 on the Persians' assumption (shared by mos1 Greek men) that no young 
woman gel~ ahducrcd unless she wanrs 10 lJl'. Herodo1us' catalogue of kid11appcd women (lo, 
Europa, ~kcJea, H.) constitutes in itselr a whole series of rationalized myths (1.1-5). 
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of H. 's failure to go to Troy. Moreover, the Stcsichorcan motif (If H. 's sojourn with 

Pro1eus is aJso present in Herodotus' narrative (Herodotus says that he had heard of 

H.'s time at the coun of Proteus before he questioned the Egyptian priesL'i about her: 

2.11v2), so that the historian faces the same task (a,; did Stesichorus) of explaining 

why the Trojan War was fought despite H.'s absence from Troy. The reruons for 1he 

absence of the ei6wAov from Herodotus' account (assuming that he knew of itf I arc 

tJueefold: (i) Herodotus is dealing with the traclitional figure of the adulterous H., 

and so it is Homer (rather than Stesichorus) who is the main 11arget' of his historical 

corrections, so that any mention of the ei6w>.ov would be out of place; (ii) Herodotus' 

rationalizing version of the past is directed 10 explaining why the Trojans did not 

return H. (for, he reasons, surely they would have done so, faced with such heavy 

losses and the 1hrea1 of complete destruction: 2 .120. 1-3), m and again the presence 

of H. (whether real or phantom) at Troy would destroy Herodotus' argument; (iii) 

an ei6w>.ov, manufactured by the gods, is not in the spirit of rational explanation 

that Herodotus attributes 10 his sources (one might compare, for example, I.he way he 

dispenses with Gyges' magical ring: 1.8-14; cf Pl. Rep. 359d-36ob). 

Herodotus rationalizes Homer in the sense that he (like Thucydides) views Home

ric epic as a kind of poe1icized fact-book which he can treat as a source for the past, 

but one that is distoned, since poets (as everyone knew) also exaggerate and lie (c( 

e.g. Solon fr. 29 W 1ro>.>.a ~eu6ovTm a016oi). 11:J Thus one of Herodotus' tasks as a 

historian is to strip away the distortions and errors of poets, creating a more truthful 

and authoritative version of 1he past. 11
•1 Indeed, Herodotus alleges that Homer him

self knew of H. 's sojourn with Proteus (in the form given by the Egyptian priests) but 

chose to suppress it as being 'not so well-suited to the composition of epic poetry as 

the one he actually used' (2. 116. 1). However, the Homeric passages that Herodotus 

cites as evidence of this theory (//. 6.289-92, Od. 4.227-30, 4-351----2) merely show 

that Homer presented H. going via Phoenicia on her way to Troy with Paris, and 

\'ia Egypt on her way back to Greece with M. Moreover, Herodotus' own version 

of H.'s stay in Egypt shows the historian refiguring traditional tales just as readily as 

111 S1rsichorus' poetry was prcsumahly well known i11 Athens, even if it is disdained a.s old
f.'"l.Shioned in fifth-ccmur)' Athenian comedy: cf. Storey (2003) 178-9, 322, 332. 

ui On Herodotus· argument here from what is likely (nkos) and this mc1hod's philosophi
cal/ra1ionaJis1ic hackgmund, sec Thomas (2000) 168 with n. 1. Philostratus, Vil. Af,oll. 4.16.5 
olTers a more cynical c.'<planation: the Greeks, Achilles reporL~, having learned of H. 's abduction 
10 Egypt, fought on regardless 'so as not 10 lca"c in disgrace' (ws 1-l'l alaxpws cnreA8011-1ev)! 

111 Thucydides' rejection of-ro 1-1u8w6Ec; (1.21·-2) is an essential pan of his application of critical 
reason lo the past (and his sources for it, including Homer: cf. 1.10.3 on Homer's poetic tendency 
to cxag~erate). 

•q Hcrcx:lo1us clearly helievcs his version of H.'s 5101')' to be an 'impTO\·ement' on the epic 
IJ'3dition of the Trojan \\'ar. However, Herodotus' reason for hclicving that Homer's version is 
inlcrior to that of the Egyptian priests (i.e. the Trojans, and Priam in particular, would surely 
have handed H. over) depends upon an over-simple reading of the /bod j15clf, since Priam's 
mistaken decision not 10 return H. after the duel hctwccn M. and Paris (an error admitted by 
the Trojillls themselves: esp. II. 7.350-3 1 389-93) is an important foctor in the poem's account 
of Troy's dc.struclion: c( Allan (2006) 3-8. 
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Homer, S1csichorus, or Eur. Thus Homer's H. acquires her sorrow-hanishing drugs 
in Egyp1 from the wife of Thon (0wvo~ ,mpcn<om~, Od. 4.228), whereas Thon is in 
Herodonis is an Egyptian official who informs Proteus of Paris' crime (2.11,p-2). We 
do not know ifThonis had already featured in Stesichorus, as did Protcus the Icing of 
Egypt (contrast the Od_)·ssey's Protcus, a shape-shifting master of sea.ls). but Herodotus 
is in any case drawing on (and reshaping) a variety of myt.hographical sources. 11

5 

{c) Eun'pides 

The ways in which Eur. engages with the mythical past arc very much like those 
of his poetic predecessors. For like other pocl5 he rook the traditional tales of his 
culture and articulated them afresh to suit both his own dramatic purposes and the 
cxpecra1ions and preferences of his audience. 116 As often in the study of Euripidean 
tJ1earre, however, the Aris1ophanic picture of Eur. the dangerous and iconoclastic 
innovator (see §j below) has blinded many critics to the fundamental continuities that 
exist between Eur. and other poets, so that he is often presented as being more extreme 
or othcnvisc atypical in his attempts a1 mythicaJ innovation. Yet every treaLment of 
every myrh in Greek literature before Eur. is new in some sense, and although not 
all u-caonents of myth constitute as radicaJ a revision as Stcsichorus' poem about 
H., no cwo poets 1cll the same myth the same way_l'7 Thus Eur. himself adds to the 
Stcsichorcan 1aJe of H. 's Ei6wAov, and 1hough he innovates in various respects (as 
with tl1c introduction of Theonoc and Thcoclymcnus, for example), he generates 
his new H. as much from the novel combination of pre-existing story-pa11crns and 
motifs (especially, as we shall sec, elements drawn from the Od_yssq) as from outright 
innovmion. 118 

"5 Unlike Herodotus, Hecalaeus (jloruil 499-4 or.) ;rnd Hc.-llanirus (r .. 180 395 11c:1 fi,llnw 
Homer in having H. blown off course 10 Eg)1lt on the way hack from Troy with .\I.: l-lecacaeus 
FG,llist 1 •· 307-9, l-lellanicus FGrllul rv , .. 153. lnrereslingly. Heca1acus prt·srnls thl' couplr 
sraring with king Thon in the ciry ofThonis, while Hcllanicus describes how the king himsdf 
(called Thonis) 1ricd to rape H. and was killed by M. 11 is not possible tu say wheclier l·kllanicus· 
talc of H.'s near rape by 1..hc Egyptian king preceded or followed Eur.'s depiction of cht• lustful 
Theodymcnus in lltlni (.p2 oc); in any case it is clearly (like Eur.'s) a \'aria1ion on tlw stury 
of Paris at Sparta, since Thon is (now host rdthcr 1han gucsc) abuses the prutocols of ~Evia hy 
approaching H. while M. is absent. 

116 For a brief introduccion 10 the techniques of mythical innovation used in 1rag<-dy (inrroduC"
ing a new character imo an established plot, inserting n<-w episodes into an cstahlishcd narrati\'e 
framework, etc.), sec Anderson (:2005) 130-3; for Eur. in particular, cf. Stcphanopoulos (1980) 
2 I ~4 I. 

111 Thus poets can use the 'same' myth, but produc<- very different plots: cf. c.~ Dio Chrys. 
Or. 52 and 59 on the Philoc1cres plays of Aeschylus, Sophocles, and Euripides; or the s.,mc 
dramatists" cx1an1 1ra~edics dealing with the murder of Clytemncstra and Aegisthus. 

118 Of course the audience did 1101 need to know Stesichorus' poem in order to appreciate 
£ur.'s new version. For even if the d11ni/J of specific myths were known 10 only a few spectators 
(as Arist. P0tl. 1451b25-G claims), aJI will have known of 1hc Tmjan War (a cataclysmic even I for 
the general.ion of~1Jl8Eo1, ending the 'heroic rime' ofGrcck myth itself: cf. Hcs. IID 156-65, 
Hdr. 3.122.2) aml of H. 's traditional role in ic. 
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Mythical innova1ion and even cxpliril disagrccmenl wi1h prc\'ious versions arc 

s1andarcl features of Greek poe1ry: one thinks of Pindar's remoulding of the srory of 

Pclops (where Pclops is kicln,1pped by Poscidon, who fell in love with him, rnlhrr th<ln 

dismembered, partially eaten, and resurrected by the gods) and the poet's declaration, 

uiE Tav-rcv.ou, CJE 6'mrria npoTepwv c;,eey~oµa, (01. 1.3G), yet no-one is !empted (in the 

spirit of Aristophanes' carirnturc of Eur.) to c,111 Pindar a renegade. Like Pindar (and 

Aeschylus and Sophocle~ ... ), Eur. 's 1ask is to create a new angle on a familiar story

in fact e\'en the myth of H.'s phantom double may not have been as unfamiliar to an 

Athenian ,1udicncc as it seems. 119 So in Orestt.s, for example, Eur. adds the figure of 

Tyndarcos (absent from the other surviving m,1tricide plays) so that the audience can 

sec the killing from his perspective, thereby ,1dding the viewpoint of Clytcmnestra 's 

vindictive father to the more famiJiar one of her own guilt-ridden children. 

Even when doing sometJ1ing radic,1lly novel (as in the ex,1mple of Pindar's Pclops), 

the poet remains aware th<lt the ,1udiencc must be able to link his new version with 

the accounts they already know.1
~

0 This c,1n be seen most strikingly in the grave

om:rings scene in Euripides' £/tetra (487~584) 1 where (despite the speculations of 

some modern critics) Eur. is no1 debunking the myth in a sophistic or rat.ionaJistic 

spirit. but rather inrorpornting a tradition,1) clement (the siblings' recognition-tokens

that is, something ,1n experienced ,1udicncc of tragedy, or someone familiar wi1h the 

myth, would look out for)''ll and recrenting it, so that it generates new meaning in 

context. Thus Elec1ra gets the 1okcns aJI wrong and the recognition is achieved by 

the e\'en mon- heroic symbol of Orcs1es' Odyssean scar (El. 572-5; cf. Od. 21.217-

25). Far from launching a caustic or p,1rodic 'ch,11lenge' to his predecessors (especiaUy 

Arsrhylus}, Eur. is rnther deploying" typical poetic techniriue - namely, ,1ppropriating 
a well-known version and then capping it with his own variation or addition - in a 

particularly O\'crt way, ,1nd so advertising his poe1ic skill as he ca,ves out something 

ncw•-n from a combination oftradi1ional scenes and motifs (cf. 255-66 1 1055-6nn.).u 3 

"9 A1 1hr rlosr of Eur.'s El,rtrn Castor refers very brieny to the innoce11t H. 's sojourn with 
Pmteus in E~~VI, the EISw~ov's presence al Troy, m1cJ H.'s function ns part of Zeus'~ plan for 
the Trojan \\'ar (npw'Tiws yap tK S61,1wu I T1KII >.moua' Aiyurnou ou8' r,Meu <Dpvyas· I Zrus 
s·. ~ ip1s )'E\IOl'TO KOi 4>6vos ~POTWU, I EiSw>.ov 'E>.iv11s f~hTE1J'4J0 ls ·1>.1ov, 1280-3). The foci 
1ha1 1lw ;audience is cxpcclcd 10 mnke sense of such .111 allusive summary suggests 1ha1 stories of 
H.·~ phan1um and 1im<' in Egypt were fairly well known in Athens (the manner in which Plato 
cires S1esichurus' porm also supports thi~J. Sud, tales will always have been unconventional (H. 
cloprs lo Troy in mm1 V('rsions), bur they need not have been as rare as our sources suggest, 
since (as w;L-. noted ahove) only a fraction of myths and their versions have sunived. 

,w Cf ~-lastronarde (2002) 56 'The poets macJe their inno\'ations more satisfying and 
"convinl'ing" l,y interlocking them with mythic events and details known from previous 
SOUTC('S.' 

121 The lock of hair as a loken of rccogni1ion is ~aid 10 have been taken by Aeschylus himself 
from S1esichorus ((.110. 164-204): cf. Stes. fr. 217 PMGF 

•n Central to Eur. 'i. version is the contrast between a cautious Odys~eus-like Orestes and an 
Elec1ra whose daily humiliations have made her both obsessively resemf ul and impatient for 
heroic vengeance. 

,,3 Though Agathon's tlnll1t1J.J (TrGF1 pp. 161-2) with its totally inven1ed plot and characters 
'pleases no less' (according 10 Arist. Porl. 1451b:.i3)1 it proved 10 be an unusuaJ experiment, and 
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Turning to H,lm, we can sec that its novel plot is generated in the same traditional 

way. For, as we have observed, H. had been associated with Egypt, Proteus, and her 

phantom double long before Eur., and these arc the basic elements from which his play 

is constructed. Yet one cannot simply say that while these features arc inherited, the 

rest oft he plot is pure invention, because (i) Eur. (like Stesichorus and Herodotus before 

him) introduces his own variations on these inherited features, so that, for example, 

Egypt becomes a place of danger rather than a refuge; and (ii) much of the 'invented' 

plot is elaborated along familiar lines: thus M. relives many episodes from the Od_),s.sey 
(sec further below), while H. replays the experience of her courtship by a barbarian, 

but tJ1is lime manages to resist him successfully. And since the tragedians (no less 

than other poets) regularly generate new plots by replicating patterns in the inherited 

myth, 12
~ one can appreciate Eur.'s decision to shape the story of his unconventional 

H. simply by extending the most familiar feature of her myth, namely M.'s struggle 

to free her from a lover (or, in Theoc.'s case, a would-be lover) in a foreign land. 

Although there is no way of proving Eur.'s debt to Stesichorus, some inAucncc 

seems likely, since two of the most prominent aspects of Stesichorus' talc, the ei6wAov 

and the vinuous Proteus 1 arc central to Eur. 's version too. Yet simply to call Eur. 's 

play 'a staging ofStesichorus' Palinode'125 would be no less misleading than to describe 

it as a 'synthesis' of Stesichorus and Herodotus.•~G For quite apart from the fact 

that we cannot be sure Stesichorus and Herodotus were the only precedents known 

to Eur., 127 each of these formulations seriously neglects the extent to which Eur. ·s 

version goes beyond theirs, not least in the introduction of Theoc. and Thconuc. 

Moreover, even if we accept that the Stesichorean tale or H. 's ei6wAov pro\'ided the 

basic raw material for Eur.'s play, we must not underestimate the extent to which 

Eur.'s elaboration of the myth is indebted to even older (epic) modrls. •·ill For just 

as Eur. responds to myth elsewhere in a Homeric (rather than a Hcroclotean or 

rationalizing) way, so in Htln, he puts a non-Homeric - and e,·en anti-Homeric -

episode in Homeric clothing. This transformation of the epic past is a natural result 

lat<.'r (founh-cenrury) tragedy remained essentially m)1hological, deplo)ing the same lradi1ional 
materiaJ and methods of combination (to judge from the few sun•i\'ing fragrnems: rr. Xan1hakis
Karamanos (1980)). The very fact that the same titles recur repeatedly in A1tir lra~edy (c[ 
Burian (1997a) 184) suggeslS that the poets were returning again and a~a.in 10 familiar s1orics, 
but handling them in new ways. 

12
•1 One might compare, for example, Eur.'s vcr.,ion of lphigenia"s fa1e in the rr: what appca~ 

at first sight to be a tolal reversal of tragic tr.:idition (lphigenia docs not die al Aul is: cf. r,1(-A,,:. 
228-47) is in fact a novel extension of elements already present in her myth. as lphi)(enia (who 
had been offered up to Anemis by Agamemnon) sunives to become the priestess of an Artemis 
cuh that pr.:ictises human sacrifice. 

l"J.) Gumpert (2001) 52. 12
(j er. Auslin (1994) 137 n. I. 

12 7 Herodotus was well known in Athens from public performances of his work in the third 
quarter of the fifth century: cf. Olson (2002) liii-liv, Hornblower (199G) 19--:38, 122-45. For Hdt. 
4.101 as the likely source of Eur.'s account ofTaurian customs in rr, sec Cropp (2000) 45. 

128 Thus in 1.hc 'im-cn1ion' of Theoc. and Thconoc, for example, Eur. is clearly adapting 
features of the Homeric talc of Proteus and his daughter Eidothca, where the Egyptian figures 
arc variously threatening and helpful and both arc associated with prophecy (Od. 4.351-j(>g): cf. 
4-15, 10-1 inn. 
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of the poetic technique discussed above, wherein each poet takes elements from the 

myths known to him and recoristrucLc; somc:thing crr.dib/£. For uerifiahiliiJ• is an important 

issue in Greek myth-making (the poet cannot innO\·ate arbitrarily, but must take care 

to integrate his changes within the accounts already familiar to his audience) and the 

best way to deal with the challenge of verifo-,bility is to make what is new look rather 

old - hence the importance of the epic tradition in the generation of tragic plots. 

One of the most petvasive (and productive) epic patterns at work in Helen is that 

of the heroic 11oslos or return-story. As has long been recognized, M. 's eventful home

coming is modelled on that of Odysseus in a variety of ways}'.19 But it is also important 

to emphasize that M. is already cast in this way in the Odyssey itself - where, like 

Odysseus, M. is stranded on a distant island (Pharos), helped by a goddess (Eidochca), 

hides himself ,,~th the aid of an animal (seal-skins), has to dissemble and endure, and 

is delayed in his return by neglect towards the gods (c( Od. 4.351-480) - so that Eur. 

is essentiaUy expanding an analogy which is already present in epic. Indeed, we can 

sec this technique operating with particular effectiveness in H. 's scene with Tcucer 

(68-163). For just as M.'s talc in Od. 4 is a prcscursor to Odysseus' in Od. 9-12, so 

Tcuccr's story of the war and its terrible aftermath is a structural precursor to that 

of .M. In other words, Teucer functions as a 'pre-echo' 130 of M. within c.he play, but 

one whosefailure to achieve his desired homecoming (cf. 90-104) contrasts with the 

eventual return of M. and H. to Sparta. Eur. thus draws attention to his own skill in 

shaping the myth along Homeric lines even as he plays with the Homeric model, since 

in Eur. 's version (as opposed to the Odyssey) it is Tcuccr rather than M. who gets to 

Egypt first, and Teucer who provides H. with an account of what has happened to M. 

since the fall of Troy (as M. and H. do of Odysseus when questioned by Telemachus: 

Od. 4.240-89, 551-60). 
Significantly for the characterization of M., Eur. also reworks the epic pattern in 

which .M. is depicted as a lesser version of Odysseus. For both heroes are cast ashore 

as naked shipwrecks, but instead of meeting the nubile and (eventually) welcoming 

Nausicaa, who instructs Odysseus on how to reach her father's paJace (Od. 6.289-

315), M. is confronted by a grumpy old woman who refuses his repeated requesl5 for 

hospitality (435-82n.). This epic diminution of M. is carried through further in his 

intellcc1ual inferiority to H. (c( 104911.)1 which is (as we saw: p. 11) such a striking 

feature of the couple's presentation in the Odyssey. Moreover, in line with the final 

phase of the 11oslos story-pattern (where the hero defeats his enemies and regains his 

wife and kingdom), Eur. adapts the basic plot ofOdysscan disguise and deception, but 

relocates it to Egypt and stages the recognition of husband and wife hefore the defeat 

of the wife's new suitor (contrast the Odyss~, where the recognition-scene between 

Odysseus and Penelope comes after the killing of the suitors). This reversaJ underlines 

the initiative and cleverness of H., without whose help the slow-witted M. could not 

win back his wife (c( 1032-92). Indeed, Eur. 's H. draws on a variety of epic models of 

•:19 Cf. esp. Eisner (1980), Lange (2002) 46--9, 131-41. 
11° I owe thi.-; illuminating term 10 Donald M,&Stronardc (personal communication). 
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womanhood: she may be unexpectedly Penelope-like in her llddity. endurance, and 

cle,·erncss (c[ Od. 23.173-204, where Penelope tests and outwits the crafty Odysseus 

himscln, but she ran also deploy the seductiveness of her shameless double (cf. 123111.), 

albeit as part of a scheme that rtvmr.s the epic model of her elopement from Spana, 

as she here dupes her foreign suitor and makes ofT with her own husband back to 

Greece. 

Eur.'s handling of the H. myth displays the kind of productive intertex1ualicy with 

pre,~ous accounts (including his own: sec §3 above for H. in other plays of Eur.) which 

is typical of tragedy 1
1J 1 and we should not be misled by Helm's particularly overt deniaJ 

of the heroine's traditionaJ story and character into treating Eur.'s handling of the 

myth pas, as in any way aberrant or 'untragic'. For just as Helen continually reworks 

motifs typically associated with H.'s more familiar role in the Trojan War, so it deaJs 

,,~th the same central themes as more traditional versions: (i) H.'s role within the 

wider cosmic frame of t11e ti16s ~ou).,i (i.e. her function as catalyst of a war which is 
ultimately the will of Zeus); and (ii) her struggle as a human figure to make sense of her 

own responsibility for the war and its consequences.'3 2 \Ve shall return in more detail 

to the play's divine frame and 1he issue of H. 's liability, but may noce here 1hat far 

from being iconoclascic in its presentation of these ideas, Hrlen is largely an extension 

of elements already inherent in more traditionaJ accounts. Nevertheless, i1 is also a 

peculiarly daring example of the poet's typical mytJ10graphicaJ techniques. since it 

panially rewrites the myth of the Trojan War itself, a myth that played such a central 

role in the Greeks' sense of t11eir own past and identity (especially in fifth-century 

Athens, where the Trojan War was appropriated in all forms of art).'J 3 

ln conclusion, Eur. 's Helc11 is strikingly original, yet also anchored in traditional 

accounts of H. and the Trojan War, and Eur.'s continual engagement ,,·ith previous 

versions (typical of the intene,aualicy of Attic tra~edy) encourages the audience to 

appreciate the individuality of his treatment of such a familiar figure and famous war. 

In this way the poet not only differentiates his work from that of his predecessors, but 

also strengthens the impact of his own achievement. 

•1• Hut("hinson (200~) 2G discusses the rnnlrJsting Phacclras of Eur.'s two 1/if>fwlrtu.1 plays 
in this ligh1. As he ob~t"l"\'es (pp. :.17-8), the Atheniam would (as rnnnoisst·urs or lrJgt·dy) ,·njoy 
comp;ning different prcsen1a1ions or the same mythical figur(", whe1hn in the play~ uf un(" author 
or bc1,~een dramatisu. 

•11 These ideas arc also cemral 10 th(" enrnmia or H. composed by Gorgi.1s and lsonates. 
Though both authors a....sume the 1radi1io11al stoi,• or H.'s elopement with Paris 10 Tro~~ ,·ad1 
composes a derence or 1-1.'s concluc1 1hat is no )("ss dari11~ or ingenious 1han Eur.'s revision or 
the myth. For while Gorgias denies outright 1-1.'s responsibility for her actions by depictin~ her 
as the victim or various forms of coercion (the gods, force, persuasive sp("ech, love), lso("ra1cs 
accepts H. 'span in causinJt the Trojan \Var bur cdrbrares it as a reason to praise her. since the 
war brought Greece many benefits, includin~ freedom from barbarian rult" (lsoc. 1-/rl. 67; cf. 
H. 's similar argument at Tro. 932-4); for lsocrates' stralt"g)' or praise rJ1her than apology, whi("h 
makes his 1reatme111 (so he says: Jlrl. 14-15) superior 10 Gorgias', sec Za~agi (1985) 82. Gorgias' 
work cannot be dared, though lsocrates' is cenainly aftt"r Eur.'s 1-ltlro, <. 393- 380. 

133 Cf. Anderson (1997) 192-245 for the fall or Troy in Anic vasc-pain1ing; also Castriota 
(2005), who discus.sc.s a range or iconographic evidence. 
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5. TJ-1 E PRODUCTION 

(a) Selling and J/n;.:ing 

In setting the play at the paJace of king Theoc. in Egypt, Eur. is building upon older 
tradicjons that connected H. to this unusual location (i.e. far from Spana or Troy). 
And as with the placement of lphigcnia in IT, the choice of Egypt, while based upon 
earlier versions of the mych,'3•1 also provides a uscfuUy dis1am and exotic location for 
the action, making the ducat to the Greek protagonists, and the necessity of their 
rescue, seem all the more insistent in the eyes of a Greek audience.'1.5 Though we 
know of no other cragedy set in Egypt,':l6 there is a parallel to Helen's presentation of 
it as a place of danger (as all barbarian lands potentially arc, according to the popular 
Greek Wellhild) in Aeschylus' S11/1/11in11t Women, where the audience sec Egypt through 
the terrified eyes of the Danaids, who have been pursued to Greece by their cousins, 
the sons of Acgyp1us. Like each of the Danaids, H. is under pressure to marry the 
son of an Eg)1llian autocrat, but her situation is initially even more pressing, since 
she is stranded in Egypt and has no male guardian or Greek allies to protect her (the 
Choms, though Greek and sympathetic, arc powerless female slaves). 

1-1.'s opening words set the scene with vivid local detail (1-3): 

NeiAov µev aifa 1<aAAmap8evo1 poai, 
as OVTI Sias '½J01<a6os AlyuTTTOV TTE6ov 
)..EUl<TlS TOKEiCJl7S XIOVOS 6ypalVEI yvas. 

Here arc the lovely virgin streams of the Nile, which waters the ground of Egypt's 
fields not with rain sent from Zeus but with melted white snow. 

The exotic location, which is clear from the very first word (NEi>..ou), is peopled with 
various foreign figures (cf. 4-1511.)1 so that when the audience realize who the speaker 
is (111.JiV 6e yii IJEV ncnpls 0\JI( OVWVUIJOS I I:mipn1, TTCITflP Se Tuv66pews ... , 1&-17), 
thc:y must mentally remove this well-known character to a far less familiar part of 
the mythical map. Yet once this is done and H. is clearly located in Egypt, the level 
of geographical prerision is negligible, since what really mailers in dramatic terms is 

H. 's rcmo1cness from Greece and her former life. Thus the few spatiaJ details given 
arc all relevant 10 the action: namely, that Thcoc.'s palace is within walking distance 

' 3" For Jphigcnia among the Taurians, cf. y'/Hin Arg. p. 41.,i-i-9 Bernabe(= 32.55-63 Davies), 
Hd1. ,i.103. 

•J~ So 100 in /·/rim's companion play ll11dromrda, scl in remoLc Ethiopia (cf. 7Ggn.), 1he heroine's 
decision 10 defy her parents and leave her homeland (1101 the sort of behaviour expected of a 
/J(lr/limos) h.-.s .-. positive impact from the audience's perspective, since Andromcda will become 
the ancesLor of many Greek heroes (cf. West (1985) 1,n-9, 177). 

•3u Sommerstcin (1996) 141-51 ar1-,'l1cs that Tlir E"JO'/ilinn.s was scl Lhcrc (as thcfint play or Aeschy
lus' Danaid 1rilogy), but this remains deeply uncertain: cf. Garvie (i200G) 183-20,i. Nonc1helcss, 
Egypt is likely to have been the location of Aeschylus' satyr-play Prolru.s (frs. 210-15 Rad1) and 
Eur.'s satyr-play /JuririJ (frs. 3 n- 15 Kannich1)1 1hc laucr reaturing a murderous Egyptian king 
who is killed by Hcracles (cf. Krumcich cl al. (1999) 413-19). 
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of the seashore and the royal dockyards (cf. e.g. 425-9, 737~4-3, •:>·.26-33). The fact 
1hat the palace is close 10 the sea (rather than further down the Nik at i\Jcmphis, as in 

Herodo1us' accoun1) is important, since the sea presents, to the Gret·k imagination, 137 

1he possibility of movement (and thus escape from Egypt), but also the certainty that 

such action will be risL:y (cf. Hcsiod's advice on the dangers of sea-faring: I VD 618-45). 

Hrlm was first performed in late March 412 BC at the City Dion)'sia in Athens. 

The theatre was adjacent to the sacred precinc1 of Dionysus Eleuthereus on 1hc soulh 

slope of the Acropolis. Unforcuna1cly the archaeologjcal evidence for the theatre in 

this period is scanty; subsequent rebuilding throughout antiquity has destroyed or 

obscured earlier layers,'J8 and the extant fifth-century remains arc controversial. 139 

The wooden theatre-building, or skn,e, had been in use since the OrrJltia in 458 at 

the latest; its central double door provides a slrong visual focus for entrances and 

exits. In Hrlm the Jkine represents 1he palace of Theoc., described by Teucer as an 

imposing corniced struecure, wonhy to be compared with the house of\Vealth himself 

(68-70). It is unlikely that the scage-building was decorated to resemble such a palace; 

ahhough scene-painting (skmographio) could in theory be managed by (for example) 

fixing painted panels to the front of the skbit, these panels would often need to be 

changed between plays (as wi1h Andromedn, where the ski11e represented a seashore 

cave), and it is surprising that such physical (as opposed to purely verbal) scene-set1ing 

is not exploited for ludicrous dfec1 in Old Comedy. 

H. has 1aken refuge from Theoc.'s advances at the tomb of Proteus, which is set 

(unusually so, from a Greek perspective: 1165-8n.) in front of the royaJ palace. She 

describes herself as a lKh1~ who has nung herself upon the k.ing's gra,-r (64-5), and 

she has been there for some time, sleeping on a bed of straw (798-g). 110 \\'here was 
tJ1e tomb loca1ed- on the stage (if it existed) close 10 1he skini or further forward in the 

orlJitJlra? The existence of a low raised s1age in the fifth-century theatre of Dionysus 

seems on Lrnlance unlikely (though, given the stale of the survivingc,idcnce, it cannot 

'37 For 1he sea as a mc.1ns or mobility and conncc1ion (r.uher 1han a barrirr] IX'lwccn rnm
muni1ics in 1hc ancient Greek (and :'vlcdi1crrancan) world, sec Harden and Pun·dl (2000). t>sp. 
12 3-35. 

•J8 A monumcn1al new 1hea1re was huih in 1hc 1ime of Lycurgus (:33os ec): cf. [Plu1.J /..in< of 
t},, Tm OrDIOrl 8,pc-c, Pickard-Cambridge (1946) 134-74. 

'39 For an exccllcnl discussion of the su1,•iving archaeological C\~dencr, with f unhcr bib
liography, sec i\lorc1ti (1999-2000); cf. also C!.apo and Sla1er (1995) 79-88, Da,id!oon (:wo5) 
i95--2o3. 

'·1° Pro1cus' 1omb is the funclional equivalent of the various religiously charged !".Cllin~ that 
serve as places of refuge in Olhcr suppliant scenes or full-blown suppliant drama.,,: cf Acsch. Supp. 
(the ahar and statues of the twelve gods at Argos), Eum. (Athena's sta1uc in A1hcns); Soph. Ur(1hc 
al1.1rs before Oedipus' palace at Thebes), OC (the sacred gru\'c of the Eumcnidcs at Colo11us); 
Eur. /Jdd. (the aJtM of Zeus Agoraios a1 Marathon), Andr. (rhc1is' altAr and shrine at Thetideion), 
Supj, (t.hc ahar of Demeter and Pcrscphonc al Eleusis), /Jn. (1he ahar or Zeus S01er at Thebes), Jon 
(the ahar before 1hc 1cmple of Apollo :11 Delphi) Thus the tomb or Pro1cus radia1es a pm1cc1ivc 
power 1ha1 is oflcn associa1cd w11h ahars in 01her suppliani scenes: cf 800-in. Lowe (::rnoo) 173 
speaks or1he 'conceplion of space (in 1ragedy] a~ a ne1work oLlOncs of poult'T', and 1hc suppliant's 
asylum is simuhaneously a place of power and powerlessness. For 1he links bc1wecn 1ragic ri1uaJ 
and the kinds or supplication being performed in the fifth century, sec Allan (:2001) 39-43. 



., . 
• 
l 
• .. 

5 TII I•: l'R(J I) l ·cTI CJ~ 31 

be ruled out).'· 11 Assuming, 1hcn, a performanc-c-~pare on om'. kv,·l, onr may s1ill a.\k 

whether the tomb was placec..1 in the ,,rkllhrra or further back in the rertang,.ilar ~pace 

in front of the ski11e. The tomh is dc!-crihcd as a substamial stouc mouument (cf. 547, 
962, g86), so that if it stood close to (or up against) the ski11i. it would have to he to one 

side of the main door lest it interfere with the movement and \'isibility of the actors 

and Chorus as they enter and exit the palace. Alternatively, the 1omb may have been 

placed in a more central position in the orkl1estra.1•r~ Certainty is again impossible, but 

the repeated references to Protcus and his tomb (e.g. 961-8, 1028-9 1 1085-6 1 1165-8), 
even after H. has finally left it (566), suggest a central position, exploiting the c..lramatic 

focus and power of that space, equally accessible to 1hc sight lines of all spectators in 

the curved tl,ratro11. •~3 

The n'.sodoi, or 'entrance ways', on either side of the performance-space have an 

identity that is created specifically for, and used consistently in, each play. An incident 

alluded to by Aristotle suggcsls that ancient audiences set great store by accurate use 

of the eitodoi and stage door as loci of entrance and exit: for in a play by the foun.h

century tragedian Carcinus, Amphiaraus was returning from a shrine but entered 

from an inappropriate direction and the work was hissed ofT the s1age (Poet. 1455a25-
8). ft therefore seems likely rhat the poet Look care for the staging of entrances and 

exits and thm these will have been rehearsed with basic logic and suitability in mind. 

As in other plays, a dear pattern is readily discernible in I-lele11, with one eisodos Oct us 

simply call it A, rather 1han specify left or right) leadin_g from or to the seashore and 

the other (BJ leading from or 10 the Egyptian interior (where Theoc. is busy hunting 

as the play hegins).'H The frequency of movement between palace and shore means 

"" Ar. 11 iup1 1341-4, which has hcc11 dc~cribcd a~ 'probably 1he hes1 \·erhal C\'idcncc 1ha1 
can hf" cit<'d for 1he existf'nce of a low s1:1gc' (Cs:-ipo and Slatrr (1995) 268), is unfortun:11cly 
amhi!,..'l.lou~ (cf. Taplin (1~77) 441 n. 2). Some srhol:-irs find the s1:1gcs depicted on \'ilSCS decisive, 
hu1 nnly one· of the~<" \':lses is A11ir (:1 recl-ligure t/1010·, r. 420 nc: cf. Cs:-ipo and Slater (1995) 64)1 

and it may wdl clepirt a prrform:-incc in a deme 1he:11re. The :-irgumcnt that the rkkJ·klemn, or 
wlwcl<'cl pl:11form. would br much c·:-isicr 10 use on boards 1h:111 on packed earth is not conclusive. 
ln<.le<'cl, th<"rr i~ no ~renc· in ~ur\'ivin~ fifth-rcnlul)' drama (even lhc rowing ~cene in Ar. Frog1 
1~0 270) 1ha1 only makr~ ~rns<' with a rai~cd platform. In any r:-ise, with or without a low stage, 
the· choni~arr free 10 appro:-irh the Jm1e(ancl e\'en enter: cf. lie/. 327-9, 515~7), while the acrors 
may enter the orJJ1e1/ra, whrre rhe artion often takes plarc 

'P Thou~h 1101 nrrc~sari.Jy :11 ,he ccnlrc of :l circle, since there is no irrefutable C\'idcncc of 
a f'irrular orlJ1hlra befon· Epidaurus r. 330, and 1he earliest theatres, including rhe Attic dcme 
1hra1rr~. ha\'c· orJJ,htrtu which arc more or less rectilinear in shape: cf. Csapo and Slater (1995) 791 

83. ~Jorclli (1999-2000) 392 -6 (For the nevcr-enclin~ clispure between the 'rirculari~ts• and rhe 
'rcctan~larisu', sec Rcvt:rmann (1999) 25.) The argument that a circular orlJ1hlra would bct1cr 
sui1 1he perfnrm:-ince of c.Jithyrambic choruses is not compelling, since tragic choruses, which arc 
no lrss prominent at the City Diony~i:-1, were reclangular in formation (cf. Pickarcl-Cambridge 
(1988) 239-,J,1). 

•n Tlw tomb of Pro1eus itself was a movable· piece of dramatic furniture (cf. the rock used in 
Andromrdn), like the trmporal")' altars used in other suppliant scenes. The idea that:, pcrm:-incm 
altar of Diony~us existed at the centre of the o,kl,e.slra in 1hc fifth-century theatre is mistaken: cf. 
Rehm (2002) 41. 

'H Thus, staning from the opening suppliant tableau of H. at the tomb (rhe actor who plays 
H. enters :11 1hc beginning of 1..hc pl:-iy, but H. is imagined 10 have ucen there for some time), 
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that ri.sodos A is the busier, and entrances and ex.its become more rapirl as the intrigue 

gets undenvay. 
All speaking parts in Allie u-agcdy were divided between three actors. which meant 

not only lha1 an ac1or often played more than one role, but also that the same role 

occasionally had to be divided between two or more actors (both practices were 

made easier because each character had not only a characteristic costume but also 

a characteristic mask). The importance of the actor's art is clear from the fact that 

a prize for best actor was established at 1he City Dionysia in 449 ec, and the exis

tence of1his prize also shows tha1 audiences and judges were able to tell actors apan, 

despite their masks and multiplicity of roles. Actors were generally (and chorus mem

bers were always) Athenian citizens, and all actors and chorus members were adult 

males. Thus, despi1e the pre\'alence of female speaking roles in tragedy (cf. H., the 

Old Woman, Thconoc, and the Chorus in Htlm, who 1oge1her have the majority 

of lines in the play), no women were involved in the performance of Attic tragedy. 

Yet this did not deAect tragedy from a near conslant concern with female charac

ters and women's lives. Using masks, costume, vocal delivery, and gesture an actor 

would change his identity from scene to scene (as would a chorus from play to play). 

Acting was, then, a highly skilled profession, and also one thal could bring a consid

erable degree of weahh and celebrity (increasingly so as the fifth and fourih centuries 

progressed)."'~ 
Assuming (as seems likely) that the pro1agonist and deuteragonis1 100k the major 

roles of H. and M., the speaking pans of Htlen can be div1ded as follows: 

the play's entrances and exits mi~ht be outlined as follows: Tcucrr rntcr.. from the shorr (68) 
and dcpans by the same modo1 (163); the Chonis rnter rmm the hank.~ or thr ~ilc (pmh.ihly 
ruodoJ B. 179) and go inlo 1hc .skhii/palace with H. (385); M. rntcrs from the sc.i~horc tiB6) and 
is confronted by 1he Old Woman, who comes ou1 of the palace (437) and lra\'l"S hy thr samr 
routr (482); hoth the Chorus l515) and H. (.s28) then rr-emerge from 1hr palal·r: a Scf'-Jnt or 
M. ani\'l"S rmm the seashore l597) and exits on the same side (757); Theunoc comes out or 1hr 
palace (865), csconcd hy scr\'anl5, who puriry her path and 1hrn return inside (87'.l). as Tlu-onoc 
eventually docs herself (1029); H. ~ocs into the palacr to prepare hrr 'mournin~· look (1106); 
Thcoc. returns from hunting (n.sodoi R. 1165), escorted by sen·ams. who 1akc his e<1uipmrnl into 
the paJacr (1170); 1-1. soon emerges from the palace (1184) and the drccption hcl,!ins (with .\I. 
tak.ing shelter at the lomh: 1085-6, 1203); H., l\l., and Thcoc. rntrr the palacr (1300) to prt·p.irr 
for the 'funeral', and H. rcapprars (136g). closely followed by Thcoc. and :\I. (the lallrr now in 
new clothes and armour), who arc csconcd by scmants (1390); one or tl1c srrvanls is disp,11chcd 
towards the dockyards (i.e. to thr seashore/ modo1 A, 1417), while another is sr111 inland (nsodtJ1 B. 
1435) to announce to his subjects Thcoc. 's impending 'wedding'; a.s Thcoc. n.-turns to 1hr palace 
(1440), .M. and H. lca\'e for the shore (1450); Thcoc. 's rc-cnt')' from the µalacc coincides ,,ith his 
suYant's arri,-al from the shore as a Messenger (1512); after delivering his news the :\·1csscngcr 
dcparu (presumably inland, i.c- by tutJdoJ B, 1618); Thcoc. makes 10 enter the palace (to punish 
Thconoc) hut is prevented by the Chorus-leader (cf. 1627-4 in.); Castor and Polydcuccs arri\'c 
on the '1'1Xcnni or 'crane' (1642) and depan by the s.:imc route (1687); finally, Thcoc. goes into 
the palace (1687) and the Choru-. lca\'c the or/J,btra by modo.s IJ (16g2). 

•4.s Culminating in Aristotle's complaint that 'in dramatic con1cs1.5 ac1ors arc now more impor· 
tant than poc15' (RMI. 3.1403b33). C( Easterling (2002), esp. 331--2 on cash prizes and the 
dc\'clopmcnt of a thcatri~I star circuit. 
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Protagonist: H. (1-385 1 528-1T06,1184- 1300, 1369-1-4.50), Castor (16,~2-"79) 

Deuteragonist: Tcucer (68-163), M. (386--1300, 1385--q50), Mcsscngcr (1512--1618) 

Tritagonist: Old \Voman (437-82). Sen·am (597-757), Theonoe (865-rcng), Theoc. 

(1165-1300, 1385-14,~o. 1512--1687) 

The role of Teucer could also be given to the tritagonist, but his function as a 'pre

echo' of M. (sec p. 27) is enhanced if both characters arc played by the same actor. The 

Old \·Voman was probably played by the third actor (which allowed the protagonist to 

rest and gave the major Egyptian roles to the same actor), but it would be a nice touch 

if the actor who had played H. (longing ror news of.M.: 306-23) re-emerged from the 

palace as the crotchety old gatekeeper (who pushes M. away). It is appropriate that 

l'vl. 's heroic exploits be announced by the same actor (now the Messenger) who had 

played I\l. in his state of beggary and dejection, and that the protagonist play both 

H. and her brother Castor, who predicts H. 's eventual apotheosis. The int,iguc plot 

also generates an unusual transformation, as the same two actors re-enter as H. and 

M .. but do so in different costumes and - in H. 's case (sec below) - a difTcrcnt mask 

(d. 1184, •~go). Finally, in addition to the three main actors, several non-speaking 

extras arc needed to take the pans of Polydcuces (1642-79) and various servants (e.g 

865-72, I 165-70). 
An actor's cosmme and mask covered his entire body and head, which facilitated 

the changing and sharing of roles and the impersonation of female figures. Costumes 

seem to ha\'c been elaborate and formal, 116 suiting the royal or aristocratic status 

of the central heroic characters, but diflcrences in gender, class, and ethnicity will 

ha\·e been visible 100 (the details remain obscure, since no depictions of tragic actors 

survi,·c on fifth-century Attic vases). The Creek Chorus of I-le/e11 draw attention to the 

'barbarian costume' (1132) of foreign lands, and costtunc was one of the key ways in 

which a dramatis1 coulcl evoke other peoples and places. Thus the actors with E.1~yptian 

roles (rheonot', Throe., ~-lcsscnger) will have been immediately recognizable as non

Greeks and probably wore dark masks and long-sleeved garments that had been dyed 

to rcprese111 dark skin (cf. the dark-skinned and exotically costumed Egyptian Danaids 

of Acsch. Suf,p.: 120-2, 154, 13,~-7. 279-86). 1
-17 

• ifi To juclg<' from depic-1ions of tragic actors on near conlcmporary vases. For the possibility of 
usin~ such ar1is1ic cvidem:c to reconstruct ancient pcrformam:c conditions, including costumes 
and mask.~. sec Green (200:1) 93- 10,~. Tragic masks seem to have been fairly conventionalized 
(rnntr.L'il the cxaggcrjtcd masks of comedy), allowinJ{ 1hc audience to project 1hcir emotions (or 
impressions of 1he charac1cn;' emotions) onto the mask. In a l.ar~c outdoor 1hcatrc t.hc 11ua11cc of 
facial movcmcms would he los1, so a mask can be more cfl'cnivc and expressive: for an excellent 
discussion of the Greek 1r.1gic mask, sec 1-lalliwcll (1993); cf. also St.cwart (:2002) 55-7 on t.hc 
cxprc~i\·c potcniial of masks in many cultures. 

qj for the use of non-Greek costume in trjgedy, sec Pickard-Cambridge (1988) 208-9. As 
Geddes ( 1987) 313 pu1s i1, 'plays \vith exotic eastern scuings needed special and cxpcnsi\'c frocks.' 
Perhaps Thconoe was dressed in a markedly religious manner or Thcoc. in hun1ing regalia (to 
match their entrances: cf. 865-72, 1165--70)? Uut 1his is speculation, since there is no reference 
to their costume in t.hc text. 
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Thr ac1or playing H. wore a whi1e dress and blond wi~ (cf. ro8H. 1224), but 

rc-cmcrs mourning M.'s supposed dea1h, a pretence that is rcprcsentc<l \·isually by 

black robes and a mask wi1h gashes in the checks and shorn hair (1053-4. 1087-9, 

1186-90). M. too undergoes a conspicuous change of coslllmc in mid-play: having 

entered as a shipwreck survivor dressed in tat1ered sailcloth, he leaves in fine new 

clothes and bearing a full set of armour (cf. 420-4, 554, 1079-80. 1281-4. 1379-84).qa 

Aristophanes pokes fun al the ragged heroes of Eur. in particular (cf. .~21-411.), not 

because Eur. was the first or only poet 10 present such figures - cf. Homer's Odysseus 

(Od. 6.178-9, 13.429-38), Aeschylus' Xerxes (Pm. 832-6, 1017-19). and Sophocles' 

Philoctetes (Phil. 38-9)- but because Aris1ophanes wishes to portray (for comic elTect) 

Eur.'s 'debased' heroes as part of Eur. 's new-fanglcd and 'degraded' form of tragedy. 149 

The exaggeration is intentionally ludicrous, and the comic spin is clear when 'Acsch. • 

accuses 'Eur.' of making his royal characters wear rags in order to appear piteous (Frogs 
1063-4). Aristophanes and his audience know that in this respect Eur. is essentially no 

dilTerem from other poets, but the 'opposition' to Aeschylean tragedy is played (up) 

for laughs. Nor docs Aristophanes care for the legitimate dramatic purpose of these 

'rags' in their context. In Helen, which is not the only extant Euripidca11 play featuring 

a ragged protagonist (cf. Electra in£/.), M. and H.'s contrasting costumes articulate 

the gulf between appearance and rcaJity (a central theme of the play), and the change 

of costume marks M.'s return 10 his lost heroic identity (1382-.in.). 

(b) Slruc/ure n11d drnmal;r lrrlmique 

The basic structuraJ elements of a Greek tragedy arc episodrs of spokl'n dialoi..,ue 

and the choral songs that come in between them. Yet the ~rrwr;1l p.t11ern of speech 

alternating wi1h song was an extremely nexible one, allowin~ the dramatist 10 vat)', 

for example, the length and complexity of an episode (by increasing tlw 11umber of 

internal 'scenes', distinguished by the entrance and exit of sp<.·aking characters). or 

to modify an episode's emotional register n>y introducing son~ and chanted verses, 

delivered by actors or chorus). The elements and terminology laid down by Aristotle. 

Pvtlirs eh. 12 - J,ro/ogos(the part of the play prior to the chorus· entry), pnrodo., (rlw chorus· 

entry-song), eJ,eisodio11 (the part between choral songs), J/asimon (a strophic choral song 

after the parodos), e.\'Odos (the scenc(s) following the chorus' final stasimon) - remain 

useful, even if his 'naming of parts' approach to tragedy obscures the flexibility and 

variety of the poets' composi1ional techniques. fvlost imponantly, a bare list of pans 

cannot capture the shifts of focus and expression created by the entry of new characters 

•,aH Jfl'vl. was portrayed a.c; he i~ in epic, i.e. wi1h long hlond hair (cf. ~av66~ MEvV.ao~. II. 3.28.i 
CIC., and the cpi1hc1 1<op11 1<01,16wVTE~ of the Achal'ans), Lhe ,-isual !.imilarity hclween hu!.hand 
and wife would be striking, and would add 10 the irony of 1heir foiled recogni1ion. 

•19 H. i.-. no IC!.!. scn!.iti\'e to hi!. ~h:lmcfol condition 1han M. is himself: cf. 789-9:rn., Acsch. 
Pm. 845-51 (the Persian queen singles out her .son's rags a!. Lhe most distressing aspcc1 of his 
defeat). 
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and the varimion of speech and song. Nonerhclcss, tllC" basic stn1clurc of Helen may 

be analysed as follows: 

Prologue 1-163 

(i) monologue of H. 1-67 

(ii) dialogue: H. and Teucer 68-163 (slichomythia 83-142) 

Parodos 164-252 (w µeyall.wv a:xewv ... ) 
lyric exchange (amoibaion) between H. and Chonis, consisting of two pairs of cor

responding sranzas and an cpode 

Firs! Episode 253-514 
(i) dialo~e: H. and Chorus 253-329 (rile.sis (speech) 255-305, stichomythia 

306-16) 
(ii) astrophic lyric exchange between H. and Chorus 330-85 (all exit) 

(iii) monologue of M. 386-434 

(iv) dialogue: M. and Old \Voman 435-82 (stichomythia 445-75) 

(v) monologue of i'vl. 483-514 

Epiparoclos 515-~7 (fiKoucra TO:S 0eomw16ou Kopas ... ) 

brief asrrophic choral song 

S<.'cond Episode 528-1106 

(i) dialogue: H. and M. 528-96 (stichomyrhia 553-93) 

(ii) dialogue: M. and Servant 597-624 ('messenger'-r/,esis 605-21) 

(iii) aslrophic lyric (and partly spoken) exchange of H. and M. 625-97 

(iv) dialoi-,rue: M. and Servant 700-60 (r/1eseis, 711-33, 744-57) 

(v) dialogue: H. and M. 761-856 (stichomythia 779-841) 

(\.i) dialogue: H., M., and Thconoe 857-1031 (major rheseis of H. (894-943) and 

M. (947-95) answered by Thconoe (998-1029)) 

(vii) dialogue: H. and M. 1032-1106 (distichomythia 1035-84) 

Firs! Stasimon 1107-64 (oe TOV EVCXUAOIS ... ) 
rwo pairs of corresponding stanzas 

Third Episode 1165-1300 

dialogue: Thcoc., H., and M. (rlttsis 1165-92, stichomythia 1195-1277) 

Second S1asimon 1301-68 (6pEia TTO,E 6poµa:6r ... ) 

lwo pairs of corresponding stanzas 

Founh Episode 1369-1450 
dialo~ue: H., Thcoc., and M. (rlttsi's 1369-89, stichomythia 1412-28) 

Third Stasimon 1451-1511 (<l>oiv1ooa I16wv1as ... ) 

two pairs of corresponding stanzas 

Exodos 1512-1692 
(i) dialogue: Messenger and Theoc. 1512-1620 (messenger-rhesu 1526-1618) 

(ii) dialogue in trochaic tetrameters: Thcoc. and Chorus-leader 1621-41 (sti

chomythia 1627-41) 

(iii) rltesis of dtus tx mac/1i1ia: Castor 1642-87 

(iv) anapaestic exit-tag of Chorus 1688-92 
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597 1,.1acrnuc..:)V 'searching for' (with acc.); cf. 1321 for the alternative form 1,.1crrEuw. 

600 OU TTOU: 9511. 

601 8aii1,.1' •.• exov 'his a miracle, 1hough the word "miracle" cannot express Oit. is 

less than) the fact of the maucr.' Another variation on t.hc 'name versw rcali1y' antithesis 

(42-3, 66-7, 160-1, 57711n.)1 tJiis time applied lo language. The nculcr participle exov 

stands in the acc. absolute construct.ion (more common with impersonal verbs: cf. 

1159). 
602 ~S .•. vfov 'since you arc bringing something strange': vfov whets 1he 

audience's curiosity. The 'something new' mo1if is of1cn used in 1he introduc1ion lo 

speeches from messenger figures: cf. HPc. 2171 T10. 238, IT 237, Baal,. 10:.19. 

Tfl16E Tfll O"TTou6n1 'to judge from 1..his haste' (dat. of circumstance): a swifl en1rancc 

is a further sign that the newcomer has imporlanl news (cf. e.g. H,f,p. 1152). 

603 TT6vous ••• 1,.16T11v: from the Ser\'ant's current perspcc1ivc :\l.'s suffe1ing 

seems to have been 'in vain• because H. (so he believes) has disappeared from the ca\'c 

(605-8). Later he too will be able to sec the significance of the Ei6w).ov for the war as 

a whole (707, 750): cf. 593n. 
604 TTa).aia ••. 1TTll)aT

0

: M. misintcrpret.s the Scr\'ant, taki11~ him 10 be saying 

(as many have before, hence these arc 'old woes') tha1 1h<' war ,,·as a waste of effort. 

ayyf).).eas St TI; the postponed in1crroga1ivc underlines ~I. 's impa1iencc to hc,1r 

the Servant's news (cf. Thomson (1939) 148). 

605-24 As the Servant's reaction 10 1hc sigh1 of H. makes clear (616-21). he docs 

not realize the full implications of the speech which he reports (608 15), since he takes 

it 10 have been delivered by H. herself. By contrast, M. has already been told of the 

phan1om (582-90), and the news of its disappearance finally convinces him of H.'s 

identity (622-4). 

605 TTpos al8ipos 1T"Tvxas: the phantom returns to its origins in the ae1hcr (cf. 613 

TT<ITip' is o0pav6v): 584n. 

606 ap8Eia
0

: aor. pass. part. of aipw, 'I raise'. 

607 CJE1,.1v6v avTpov: M. had hidden H. EV avrpou 1,.1uxois (424) with no mention 

of its being sacred to any particular sea-god or nymph (cf. the cave of the Naiads 

on Ithaca where Odysseus conceals his treasure, Od. 13.103-12). But for 1he Servan! 

the cave is now 'holy' because of 1he miraculous event that has taken place there, 

the vanishing of 'H.' into the sky. (fhcrc is no need to emend t.hc text, part \Vest 

(1981) 66, who suggests Amoua' aaE1,.1vov: 'from the lowly cave she has passed to 

heaven'). 

608-15 Like a dt11J tx macl1i11a, the phantom's speech gives access to a higher level 

of knowledge (Hera duped Paris; H. is innocent) and resolves an impasse in the plot, 

enabling the derailed recognition to proceed. The phantom not only has H. 'svoice, but 

also echoes exact..ly what H. has expressed herself, and in strikingly similar language: 

pity for the Greeks and Trojans (608--g w Ta).aiTTwpo1 ... I Axa1oi: cf 38-9n.), 

her responsibility for their deaths (609-10 61' eµ' ETTi LKaµav6plo1s I COCTaia1v ... 

E0vil 10KETE "' (52-3) 61' tµ' ETTi IKa1,.1av6pio1s I poaia1v E8m,ov), Hera 's plotting 
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(610 "Hpas µnxavais: cf. 25-36), the deception of aJI those fighting at Troy, espe
cially Pr1ris (61 I 60KOUVTES 'EAev11v 0\JI( exov-r' EXEIV TTap1v,..., 35-6 1<ai 601<ET µ' £XEIV, I 
KEVT]v 661<11a1v, ou1< £XWV), and H.'s innocence and faJse reputation (614-15 ci,~µas .. J. 
ou6EV alTia; e.g. 53-4 fl 6e n6v-ra TA0'.0'

0

EY~ 11<crrapcrr6s el1,11). Thai the ei6w>.ov iLSclf 
should feel sympr1thy for H. (614 'ii TaAaiva Tuv6apis) reinforces the impression 1ha1 
she has been cruelly exploited by the gods (compare the effect of Lyssa's unexpected 
sympmhy for Hcrnclcs, whom Hera is determined to destroy: Her. 858-73). 

610 f8v~1a1<ne: imperfect, 'you kept dying'. 
611 601<ouvTes: for 1he phr1ntom r1s a divine illusion (661<r,ms), cf 119n. 
OUK' fXOVT' fXEIV: 35-611. 
612 xp6vov ••• oaov µ' lxp,;v: i.e. until l\il. met 1he real H. 
613 TO 1,16paa,..1ov a~aaaa 'having fulfilled my alloued role'. 

lTOTip' Is oupav6v: cf. 34, 584nn. 
614 6:nuµ1: cmphr1tic position before pause. 
616-21 Cr11ching sight of H., the Servant assumes that her miraculous disap

pearance wr1s a trick r1nd rebukes her for deceiving the Greeks once r1gr1in. The 
Scn 1ant 's confusion is both amusing r1nd indicative of the serious hr1voc cr1used by the 
plrnntom. 

616 lv8a6' ~ae· apa 'so 1his is where you've been!' For apa with the imperfect, 
especially of ElµI, 'denoting thr1t something which has been, and still is, has only just 
been realized', sec GP 36.ii. The expression hr1s a colloquial ring, appropriate 10 the 
Servant's animated reaction (cf. Stevens (1976) 62). 

618 ~yye>.Aov: impcrf., 'I was just telling how .. .'. 
618-19 EISws •. I• ci,opoins 'since I had no idcr1 thr11 you hr1d a winged body.' The 

Servant is being ironic, unaware thm the H. he is talking about really did Ay away: 
cf. 1516. 

61g-20 ou,c ••. au81s 'I shall 1101 let you delude us like this r1gr1in.' For 1<EpTo-

1,1os/1<EpToµeiv meaning 'delusive/delude\ cf. Ale. 11251 IA 849,Jr1ckson (1955) 26. 
621 n6vous: cf. 593, 60311n. 
622-4 M. finally realizes thr11 H. has been telling the truth about her identity and 

turns towr1rds her, intent upon completing the embrace which he had earlier denied 
her (566-7). 

622 TOUT' foT' l,ceivo: a colloquir1l expression (vr1riations on -roih' e1<eivo r1rc com
mon in Aristophr1ncs), mr1rkjng M. 's delighted recognition (616n.), 'That's it!'; cf. ,\,/ed. 
98, /011 554, Or. 804, Stevens (1976) 32. 

~u1,.1~E~aa1: pcrf. act. of auµ~alvc.J, 'turn out (in r1 ccr1r1in way)': LSJ s.v. 111 2. For 
the da1. (restored by \\Tillink), Diggle (OCT r1pp. crit.) compares Soph. El. 261-2 fi1 
lTp~Ta µiv TO l,lf1Tp6s, ,; µ' tyeivcrro, 1 ex81o-ra O\Jl,J~El?>Tll<EV, 

623 c:, no8e1vos 'ii 1,1tpa: cf. 540 ws no8e1vos av 1,16Ao1s, spoken by H. 
624 EIS lµas ••• ~>.tvas: the embrace is not surprisingly a standard feature of 

recognition and reunion scenes (e.g. El. 579 1 IT 796, 828, /011 5Go, 1438-40). For 
Aristophanes' obscene parody of the gesture, sec 566n. 
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the ability 10 manipulate and combine various typical plot-s&ructurcs -- recognition 

(bo1h happy and disastrous), intrigue, revenge, rescue, clc. - and to do so in a way 

that underlines the individuality of each creation. 

Such individuality is often obscured by critics who take a narrowly formalist 

approach to the plays, merely tabulating similar story-patterns and neglecting the 

particular view of the world that tJ1cy articulate: thus Omits has appeared to many 

as 'merely another sensationaJistic, incident-laden mtchanemn drama in c.he mould 

of lphigmin among //,e Tnuria,u, /-lrlen, or A11liope.'163 Similarly, while both /-It/en and 

Sophocles' Oedipu.r T_)"nnnu.r arc 'recognition' plays and each deals with problems of 

persona] identity and (limited) human knowledge, their manifold difTerences (of tone, 

plot, ou1come, etc.) arc obvious. A tragedian's success was therefore closely bound 

up with his ability to adapt familiar plol-structurcs a.s much as traditional stories, 

and the ingenious recognition and escape sequence of Helen, like the frenetic escape

plot of Orr.rle.s, shows the dynamism of Euripidean tragedy at its most exuberant and 

intense. 

(c) Sprech, .rong, language 

\s was noted above (p. 34), the ahernation of speech (in iambic trimetcr, or occasionally 

trochaic tetrameter: 1 fr21-4 m.) and song (in various lyric metres)'li~ underlies the 

movement of every Greek tragedy and is a central part of the .~enre's intellectual and 

emotional impact. 165 Indeed, 1ragedy represcnrs a bold experiment in the de\·clopment 

of Greek poetry, a fusion of choral song and dance with the solo performance of 

actors, which synthesizes and transforms what wac; present in other ~enres, especially 

choral lyric and epic, both in terms of subject mailer (myths of the heroic a.~e) and 

performance; here Homer's 'dramatic' narrative style, full of character-speech, and 

the various personae adopted by archaic lyric poets were particularly in0uential. ,,,.; 

•6:1 Porter (1994) 45, who point" out the supl'rliciality of such a virw. 
16

~ Herington (1985) 103-24 oner!- a sucrincl and illuminalin~ disrn~sion of 1lu-prons~l'~ of 
adaptation and experimem by which the Allie tr.t~edians borrowed and transformed 1lw di, ,·r!W.' 
metres of 1he numerous (11011-tragic) poelic 1raditions whirh both prereded and surroundl'd them. 
For more detailed study of tragedy's lyric metres in panicula.r, cf. esp. Dale (1968), \\'est (19H:1) 
98-137. 

1(.5 \Ve have almost no evidence about how to gauge the mood or emo1ional impact of any 
panicular me1re or metrical variation (1hou~h Grilli1h (1999) 1ries 10 go furthrr in hi~ discussion 
of 1he lyrics of A111igont). The exception is the-dochmiac metre which is rharac1l'ris1ic of 1ragl'dy 
(it occurs in eve1)' surviving play): rf. Dale (1969) 254 'These dochmiac and kindred types lcrl'tic
molossus and prosodiacs] arc I think the only lyric rhythms which carry ;:tn inherent emotional 
expres.sion - namely pas.~ionate feeling of some kind.' The dochmiac can express joy as well as 
distress, hence its use in 1he f"l'.union duct between H. and M. (6:15-9711.). 

,Gu for the evolution of tragedy within the di\'erse 'song culture' of archaic and early classical 
Greece, sec Herington (1985) esp. 3-40. h is all 100 easy to forget the dance 1ha1 accompanied 
1he choral songr; of tragedy (as it did mos1 other forms of choral performance: e.g. partheneia, 
epinik.ia), since we know almos1 nothing aboul it. The sun;\'ing evidrnce docs, however, suggest 
vigorous and expressive movemem: cf. Pickard-Cambridge (1988) 246-57 1 Csapo and Slater 
( 1995) 364-8. 
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5 THE PRODUCTION 

The extended speeches characteristic of tragedy vary greatly in length and purpose -
presenting csscnt ial information (e.g. 1-67, 605- Ji 1, 876-9 r), lamenting misfortune 

(255-305, 386-434), revealing decisions and character (998-1029), etc. - as do the 
passages of spoken dialogue which frame them, where the pace and intensity of 

c.xchangcs arc further altered by the use of slichomythia (cf 553-96n.). 
The use of lyric is no less protean, ranging from purely choraJ song and dance to 

actor's monody (for the shifting balance between the two, sec below). Song may also be 

shared by the chonis and actor(s) or by the actors themselves; and such exchanges may 

be purely lyric (amoibaia: 167-252, 330-85) or split between a singing and a speaking 
voice, creating a contrast between emotional uuerance and more measured reflection 

(625-97n.). It is a basic but imponanl fact that when expressing itself as a unit the 

chorus always sin~; the chorus-leader alone engages in spoken dialogue with an actor. 

In short, when doing what choruses typically do (singing and dancing), the chorus is 
a collective (by contrast, actors sing one at a time), presenting a communal response 

to the events which they not only witness but have also helped to shape (c( 3 r5--29, 

515-27). '67 Finally, both chorus and actors arc accompanied, when singing, by an 
au/01-playcr, whose music, we assume, will have matched the rhythmic variety of their 

songs (including the repetition of musical structure 10 match the identical metrical 

pattern of strophic or 'responding' stanzas: e.g. 164-228, ending with a metrically 

distinct cpodc 229-52). 168 

The deploymem of choral song, lyric dialogue, and actors' arias in Helen shows 

the same basic tendency as other late plays of Eur. (excluding Bacclme and L4) and 

Sophocles: namely, a diminution in the proportion of choral lyric relative to that sung 

by the actors. The plays of Aeschylus arc characterized by a far higher proponion of 

choral song and recitative (ranging from 34 % of total lines in Eum. to 55 % in Supp.) 
than those ofSophoclcs and Eur. (an average of 16.7°/a and 15.2 % respcctivcly). 1

6g Yet 
while Sophocles and Eur. show little change over time in the ovcraU proponion of 

lyric in their plays, both use an increasing amount of actors' song. In other words, the 
musical 'burden' is switching from chorus to actors, gi,~ng the latter more opponunicy 

to display their vocal skills and thus enjoy the attencion generated by vinuoso perfor

mance. This development is linked, as we shall sec, not only 10 the professionaJization 

of acting, but also to changes in musical culture and audience taste more generally. 

Its eflects can be seen in Helen, which has only three formal choral odes (Soph. Phil. 
has only one: 676-729) 1 with the first beginning at 11071 already two thirds of the way 
into the play.170 

,G7 One must also allow for the division of parts ~twccn half-choruses (e.g. Aja.t 866--78) or 
occasionally individual voices (e.g. Ion 184-236). 

168 The nulos also acc.:ompanicd some passages 1liat were chanted rather than sung: c( 1621-
41, 1688-g2nn. For the various forms of delivery (speech, chant/recitative, and song) used in 
tragedy, sec Pickard-Cambridge (1988) 156-64. 

1"'J Figures hascd on Griffi1h (1977) 123 and Csapo (1999----2000) 410-11. 
17° The Chorus' songs, which come after the long sequence of scenes containing the recogni

tion, accelerate dramatic time and mark the successive stages of the intrigue, while aJso c."panding 
the themes of the action (cf. 1107-64n.). 



40 JNTRODUCTlON 

The gradual shift of lyric ex-pression from chorus to actors culminated in the 

composition of m1bolima (lit. 'things thrown in'), i.e. choral interludes that had nothing 

to do with the plot of the play. Aristotle says this practice was started by Agathon (Poel. 

1456a29) 1 a popular tragedian of the late fifth century (for a parody of his 'feminine' 
and 'erotic' lyric style, cf. Ar. T!,esm. 101-29), and such choral add-ons seem to have 
become the norm in fourth-century comedy: the manuscripts of late Aristophanes 

have merely chorou ('(a performance] of the chorus')- the songs themselves arc absent 

{so too in the texts of New Comedy). Moreover, the phrase chorou is also found in 

papyri of tragedies performed from the mid-fourth century onwards (cf. TrGF r 60 F 

1h, TrGF Adcsp. F 625.9) 1 and Aristotle's complaints about embolimtz clearly show that 

a significant number of tragedians were willing to dispense with related choral songs. 

The trend was not universal, since RJ1esus, the only extant fourth-century tragedy, has a 

panicularly vocal and active chorus (arguably an archaizing touch), and Aristotle also 

envisages the performance of formal and organic odes. Yet it is clear that the tragic 
and comic chorus became less essential as time went on, and such developments need 

to be seen in the conlexl of socio-historical changes in Athens (and beyond) which 

cannot be pursued here. 111 

It is important to bear in mind the changing role of the chorus in fifth-cenmry 

tragedy because it has often been argued that the chorus is becoming increasingly 
irrelevant in the late plays of Euripides (Baahae being an obvious exception). The 

main target of this approach in I-Jelen is the second stasimon, where the Chorus tell 
how Demeter (idencified here with the Mother of the Gods) searched for her miss

ing daughter. Yet Eur. has taken great care to choose a myth that, far from having 
no connection to the action of the play, has several link_,; to his version of 1-1 .'s story 

{cf. 1301-68n. 'Function'). Such picturesque narrative odes arc characteristic of late 
Eur. and have been labelled 'dithyrambic',a1:1 but the term is useful only if i1 is under
stood in terms of poetic diction, style, and metre, and not taken to imply irrcle\'anee 

to the plot.' 73 Moreover, the main features of the 'dithyrambic" style - lush imagery, 

171 Apar1 rrom the inc~asing prominence or actors, we nc:cd 10 ask why le~~ money was lx·ing 
spent by Athens and her wcahhics1 citizc:ns on tragic chon1scs. It can hardly be a coi11cicfrncc 
that 1radi1ional methods or fonding choruses came to an end with the dc:mocrat-y itsclr al I he 
end or 1hc fourth century (d. \o\'ilson (~ooo) 270-G). Under the new sys1c:m of ~o\'crnment the 
emphasis on communal values and ci\'ic solida.ri1y is likely 10 have dccre~cd, as did (one.-could 
argue) the dramatic chorus' imponancc and US('rulncss as a \'chicle for those \'aluc:s. For tragedy 
as an expression of shared cultural norms and beliefs, sec p. 5. 

'7l Cf. Kranz (1933) 228-62, esp. 253-4, Panagl (1971). 
' 73 for difficulties with the term 'dithyrambic', sec 1301--G8n. These seemingly sclf-containcd 

sta.sima simply extend the standard choral practice or rcnecting upon 1he dramatic action by 
relating i1 10 one or more mythological parallels: cf. e.g. Soph. Ant. 944-87 (an entire ode, 
comprising three separate narratives), Eur. Med. 1282-92, Hipp. 545-64, Hn. 1016-----i4 (Oehler 
(1925) discusses the lcchniquc's widespread use in early Greek poetry). The c!Tccli\'cness or many 
odes, 1101 merely di1hyrambic ones, has often heen obscured by mistaken idea.~ of 'relevance' 
(as Pan,• (1978) 67-8 saw). Yet the wide-ran~ng vision or tragic odes, especially striking when 
compared lo a play's spoken pans, is itself a feature shared with many genres of non-drama1ic 
choral l)Tic (for the interaction between them and tragedy, cf. n. 179 below). 
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florid diction (especially new compound epithets), verbal repetition, and avant-garde 

musical cnects - arc also to he found in act<irs· lyr-ic of the period, showing Lhat the 

inAucnce of the so-called New Music was not limited 10 tragic choruses but affected 

all aspects of tragic song. 

The musical innovations introduced in the latter part of the fifth centul)' (particu

larly by dithyrambographers and citharodcs) included the extension of single syllahles 

over several notes, 17·1 and the abandonment of regular metrical patterns and strophic 

responsion, creating a freer and more dynamic musica1 style (cf. the polymetric and 

a.c;trophic monodies ~129-52, 3,~8-85, and the duct between M. and H. 625-97).' 75 

Yet this new style was also more demanding, which made it more difficult for amateur 

actors, choruses, and au/os-players to keep pace. The innovations of the New Musi

cians thus wem hand in hand with the profcssionalization of acting and music, as star 

performers began 10 eclipse the c!Torts of amateur citizen choruses, accelerating the 

shift of focus in tragedy from choral to solo lyric. Yet, as \\~th many other musical 

revolu1ions throughout histOI)', such developments provoked a backJash from culturaJ 

consc1va1ives.' 76 Plato, for example, harks back Lo a supposed Golden Age before the 

various genres of song(lament, paean, dithyramb, etc.) had been mixed together (Laws 
7ooc-701 a), but such nostalgia for an age of purity and stable tradition is misleading, •n 
since musical genres had always been changing (not least because poets were always 

compe1ini;:t and innovating) and we can sec tragedy itself appropriating other lyric 

genres from the earliest surviving plays of Aeschylus onward. 

In this respect we must bear in mind not only tragedy's debt to, and transformation 

ot: earlier chor;il tradi1ion, •ill but also the basic fac1 that various genres of choral poetry 

(e.g. p;iean, dithyramb, hymcnaios, cpinikion) continue to be performed 1hroughout 

the fifth centur)' and beyond: in other words, it is not merely a matter of tragedy's 

•7-1 Th<' practice is parodird as part of Eur. 's b;iroque lyrical style in Ar. Frog1 (elmm~lcrcrne 
13 1·l, 13-19), 

'7:'I for further technical innovatiom (new notes, intervnls, modes, and ~enera), sec Barker 
(198.J) ~J3-8, Comnlli (1989), Wcsr (1992) 356-66, Csapo and Slater (1995) 336-,~8. 

17" C:f. West (1~192) 371 'Chopin, l.isz1, Wagner, Debussy, Mahler - rhcse and m;iny other 
gre;II ancl ori~inal composers have suffered [ .. -I assaults rrom the unacljus1cd.' The likelihood 
of such a reacrion was all the ~realer in la1e fifth-century Greece, since poetry and song formed 
lhe essence of education (especially elite education: cf. Bundrick (2005) H-80 on the linked 
aristorrntic ide;ils of moruiki. and JV'mlln.l'liki) ;incl music was believed to shape moral charnctcr 
(cf. e.g. Aris1. lb/. 134oa5--12). 

177 As Cc;apo (2001.) has shown, 1he hos1ile picture of the New l\fosic given by Plato and OLher 
conrcmporary crirics is dislortcd by il wider ideolo~ical ;igenda: thus their a11ernp1 to 'preseive' 
music a~iiins1 new developments is linked to rhcir aristocratic fear of its popular appeal, which 
they then castigate as a sign of corruption and decay. Indeed, it remains a fovoured tactic 
of Neo-Cons to i,wnit a Golden Age before rhc so-called degenerate culture of 1he present. 
Such rnnscrvative resistance is both exploited and parodied b)' Aristophanes in figures like the 
Bc11er Argument of the l'lo111JJ (cf. esp. 961-83 for good old songs and manners contrasted with 
modern ways). And for all rhe comically ch;irged opposition of his characters to the New Music, 
Aristophanes' plays themselves show a diminution in the role of the chorus and an increase in 
actors' song. 

1
7
11 Cf. esp. Hutchinson (20m) 427-39. 
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The gradual shift of lyric C'.\.-pression from chorus to actors culminated in the 

composition of emhohma (lit. 'things thrown in'). i.e. choral interludes that had nothing 

to do ,,;th the plot of the play. Aristotle says this practice was started by Agachon (Poet. 

1456a29), a popular tragedian of the late fifth century (for a parody of his 'feminine' 
and 'erotic' lyric style, cf. Ar. Thesm. 101-29) 1 and such choral add-ons seem to have 

become the norm in founh-century comedy: the manuscriplS of late Aristophanes 

have merely c/1orou ('[a performance] of the chorus')- the songs themselves arc absent 

(so too in the tcxlS of New Comedy). i\1loreover, the phrase c/10,ou is also found in 

papyri of tragedies performed from the mid-fourth century onwards (cf. TrGF, 60 F 

1h, TrGF Adesp. F 625.9) 1 and AristotJe's complainlS about embolima clearly show that 

a significant number of tragedians were willing to dispense with related choral songs. 

The trend was not uni\'ersal, since Rhesus, the only extant fourth-century tragedy, has a 
particularly vocal and active chorus (arguably an archaizing touch), and Aristotle also 

envisages the performance of formal and organic odes. Yet it is clear Ulat the tragic 
and comic chorus became less essential as time went on, and such developments need 

to be seen in the context of socio-historical changes in Athens (and beyond) which 

cannot be pursued herc. I71 

It is imponant to bear in mind the changing role of the chorus in fifth-century 
tragedy because it has often been argued that the chorus is becoming increasingly 

irrelevant in the late plays of Euripides (Bauliat being an obvious excep1ion). The 
main target of this approach in l-ltlen is the second stasimon, where the Chorus tell 

how Demeter (identified here with the Mother of the Gods) searched for her miss
ing daughter. Yet Eur. has taken grcio\l care to choose a myth tha1, far from ha\'ing 
no connection to the action of the play, has several links to his \'crsion of H. ·s story 

(cf. 1301-68n. 'Function'). Such picturesque narrative odes arc charac1cris1ic of late 
Eur. and have been labelled 'dithyrambic', 1711 but the term is useful only if i1 is under

stood in terms of poetic diction, style, and metre, and not taken to imply irrcle\'ancc 

to the plot. I73 MoreO\•er, the main features of the 'dithyrambic' style - lush ima~c11; 

171 Apart from the increasing prominence of actors, we need to ask why les..~ money was being 
spent by Athens and her wealthiest citizens on tragic chon1scs. It can h;udly l,c a coincidence 
that traditional mc1hocJs of funding chomses came to an end with the democrncy itsrlf al the 
end of the fourth century (cf. Wilson (•.2000) 270-6). Under the new system of gov<"rnment the 
emphasis on communal values and civic solidarity is likely to ha\'C decreased, a'I did (one could 
argue) the ~atic chorus' imponance and usefulness as a vehicle for those values. For tr.igedy 
as an expression of shared cultural norms and beliefs, sec p. 5. 

•n C[ Kranz (1933) 228-62, esp. 253-4, Panagl (1971). 
113 For difficuh.ics with the term 'dithyramhic·, sec 1301-68n. These seemingly self-contained 

st.asima simply extend the standard choral practice of reflecting upon the dramatic action by 
relating it to one or more m)1hological parallels: cf. e.g. Soph. Anl. 944-87 (an entire ode, 
comprising three separate namui,·es), Eur. Mtd. 1282-92 1 Hipp. 545-64, lltr. 1016-24 (Oehler 
(1925) discusses the technique's widespread use in early Greek poetry). The effectiveness of many 
odes, not merely dilhyrnmbic ones, has often been obscured by mistaken ideas of 'relevance' 
{as Parry (1978) G7-8 saw). Yet the \\ide-ran~ng vision of tragic odes, especially striking when 
compared to a play's spoken pan.~, is itself a feature shared \,ilh many genres of non-dramatic 
choral lyric (for the interaction between them and tragedy, cf. n. 179 below). 
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Ao rid diction (especially new compoi ind epithets), verbal re pc tit ion, and avant-garde 

musical cflccts - arc also 10 be found in actors' l}'Tic of Lhc period, showing that the 

influence of 1hc so-ea.lied New Music was not limited 10 tragic choruses but aflcc1ed 

all aspects of tragic song. 

The musical innovations introduced in the latter pan of the fifth century (panicu

larly by di1hyrambographers and ci1harodcs) included the extension of single syllables 

over several notes, 17·1 and the abandonment of regular metrical patterns and strophic 

rcsponsion, creating a freer and more dynamic musical style (cf. the polymetric and 

astrophic monodies 229-y2, 348-85, and the duct between M. and H. 6'.25-97).17:i 

Yet this new style was also more demanding, which made iL more difficuh for amateur 

actors, choruses, and au/oJ-players Lo keep pace. The innovations of Lhe New ~-lusi

cians thus went hand in hand with the professionalization of acting and music, as star 

performers began 10 eclipse the efforts of amateur citizen choruses, accelerating the 

shift of focus in tragedy from choral to solo lyric. Yet, as with many other musical 

revolutions throughout history, such devclopmenls provoked a bacl<lash from cultural 

conservatives. 17
!i Plato, for example, harks back to a supposed Golden Age before 1hc 

various genres of song (lament, paean, dithyramb, etc.) had been mixed together (laws 
7ooc-7ota). but such nostalgia for an age of purity and stable tradition is mislcading,' 77 

since 1nusical genres had always been changing (not least because poets were always 

compe1ing and innovating) and we can sec tragedy itself appropriating other lyric 

genres from the earliest sUiviving plays of Aeschylus onward. 

In this respect we must bear in mind not only tragedy's debt to, and transformation 

of, earlier choral 1radi1ion,178 Lut also the basic fac1 that various genres of choral poetry 

(e.g. paean, dithyramb, hymcnaios, epinikion) continue to be performed throughout 

the filth century and beyond: in other words, it is not merely a matter of tragedy's 

•H Thr practice is parodied as part of Eur. 's bm-oquc lyrical style in Ar. FrogJ (ele1eieiAioonE 
I3q. 13,19). 

•n For further tcdrnical innovation._ (new notes, imcrw,ls, mode", and genera), sec Barker 
(198.J,) 93-8, Comoui (1989). West (1992) 356-66, Csapo and Slater (1995) 336-48. 

' 7" C:f. \\'est (1992) 371 'Chopin, Liszt, Wagner, Debussy, Mahler - thc~c and many other 
grea, and original rnmpm.er~ have su1Terccl 1-.. j assaullS from the unadjusted.• Thr likelihood 
of such a n.·anion was all the greater in late fifth-century Greece, since poetry and song formed 
thl' rssenc<" of education (especially elite education: cf. Bundrick (2005) 74-80 on the linked 
aristorraric ideals of numsiki and gymnmtiJ..-i) and music was believed 10 shape moral character 
(cf. <".g. .-\risr. Pol. 134oa5-12). 

•n :\s Csapo (200,~) has "hown, the hostile picture of the New i\fosic given by Plato and other 
contemporary crirics is di~torred by a wider ideological agenda: thus their a11cmpt to 'preserve' 
music against new clevrlopmcms is linked 10 their aristocrnric fear of its popular appeal, which 
they then castigate as a sign of corruption and decay. Jndecd, it remains a favoured tactic 
of Nco-Cons to i,wrni a Golden Age before the so-caUed degenerate culture of the present. 
Such conservative resistance is borh exploited and parodied by Aristophanes in figures like the 
Better Argument of the Cloum (cf. esp. 961-83 for good old songs and manners contrasted with 
modern ways). A11d for all the comically charged opposition of his characters to the New l\.Jusic, 
Aristophanes' plays themselves show a diminution in the role of the chorus and an increase in 
actors' song. 

1711 Cf. esp. Hutchinson (2001) 427--39. 
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d,vrlopmml from particular lyric genres (d Arist. Poet. 14+ga10-11 on the dithyrambic 

origins of tragedy), but rather its inlernclion with the wider song-dance culture of its 

timc.''9 Thus the tragedians can be seen to deploy the expectations generated by 
panicular genres of choral lyric for their own dramatic ends: compare, for example, 

the paradoxica1 'paean for the dead' at Htl. 177, or (on a larger sca1e) the use of 

cpinician language and themes to underscore the short-lived victory of Hcraclcs' 

labours and triumph over Lye us (Her. 348-441, 673-86, 781 --9). Similar strategics of 

generic interaction arc used in tragic monody as well: c( e.g. Ion's blend of work-song 

and hymn to Apollo, c~-prcssing the singer's nalve devotion to the god (Ion 112-83). 

Thus, while conservative critics sec poets and musicians indulging their audiences' 

vulgar desire for novelty, the reality is more complex and less sinister: both sides 

(performers and public) contribute, so that sometimes the performers may be pushing 

the f ronticrs of a genre in order to outdo their rivals, while al other times they may be 

responding to their audience's acceptance (and enjoyment) of a new development. ,.su 

The increasing prominence of actors' song in tragedy during the lasl quancr of the 

fifth century illustrates the symbiosis of audiences and performers most clcarly. 181 

For just as solo song appealed to actors as a vehicle to showcase their musical and 

theatrical skills, so its capacity to generate pathos through the display of intensely 

personal feelings suited the public's desire for more overt and extreme emotional 

states (as well as more intense and exciting plots). 1111 It is, in short, a rencction of the 

dynamism of the late fiflh-ccmury thcaLrc and in no way a symptom of musical or 

generic 'decline' (sec §7 below). 

The play's language and style arc discussed in detail in the Commentary, which 

aims to address a wide range of phenomena, including the poet's choice of vocabulary 

and imagery, as well as his manipulation of syntax, levels of diction, and stylistic 

registers. Indeed, close lt.t.lunl study of a drama's verbal style is no less essential for 

understanding its impact than arc those (recently more popular) ro11ltxlun/ approaches 

to tragedy which foreground, for example, the political setting of the festival or the 

•; 9 For a brief introduction 10 rhis understudied topic, sec llat1czza10 (2005) 159 -60, 16:2-3; 
Swift (fonhcoming) promi..',es 10 explore the issue in detail. 

,Bo The popularity of1hc lyrics of Eur. in particular (both in the fifth ccntur)' and larer) is weU 
auested: cf. Plui. lp. 15:.z-3, Ntc. 29, West (199'1) 376--8. 

181 
his also i.mponant 10 mess 1hat 1he polymctric style of monody and lyric dialoi..ruc is found 

in rhe later plays of Sophocles as weU as Euripides (e.g. Soph. J'/,i/. 1169-1217, OC'lo7-53; Eur. 
Pliorn. 310-54, 1.~85-1581, Or. 13Gg-1502, Baal,. 576-603). Thus, dcspi1c Aristophanes' comic 
picture of tragic lyric, it is not the case that only a few renegade cxpcrimcntalistS (esp. E.ur. and 
Agathon) arc inOuenced by the musical developments of the late firth century. 

18
~ The idea 1hat uncontrolled cmolion was more charac1crutic or women (and barbarians) 

than adult Greek males underlies the preponderance of female monodists in Eur.: cf. Barner 
(1971) 284-5, E. Hall (1999), Csapo (2004) 230-2. The trend is C\;dent in fltlm, where son~ is 
almost wholly the domain of women (for M.'s brief burst or joyful lyrics, cf. 62j-97n.). Actors' 
song clusters i11 the first half of the play as H. laments her fate (16~-78. 191--210

1 
229-52

1 

348-85) and celebrates her reunion with M. (625-97). Howc\'er, song docs not automatically 
feminize mak charnc1ers: its use b)• sc\'craJ Sophoclean heroes (Ajax, Heracles, Oedipus, Crean, 
Philoctctes) shows rather the capacity of monody 10 arous.c emotion in the specta1ors as they 
,,itncss the suffering and anguish of the central character. 
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ideology of fifth-century Athens (for these, sec §1(h) above). The language of Attic 

tragedy is itself an artificiaJ literary language (or K11n.stsprad1t), which constitutes a 

unique fusion of Greek poetic styles, dra\"ing especially on epic, lyric, and iambic 

traditions, as well as the language of formal prose. '113 Yet despite its composite nature, 

the language of tragedy was immediately comprehcnsiLle (theatre demands clear 

communication between characters and audience), while its Att.ic dialect, clearest in 

the spoken parts of the plays, derives from the genre's performance in Athens from 

the late sixth century onwards. Nonetheless, the Atcic tragedians did not compose 

in a purely local literary world: the clearest evidence for this is the fact that their 

choruses and actors sing in a language that has a supcrficiaJ but perceptible Doric 

colouring. as the u-agcdians appropria1e the panhcllenic traditions of archaic choral 

lyric (written in a no less artificial literary Doric) to create a new k.ind of song-dance 

performance. The principal Doric features of tragic lyric arc long a for 'l (e.g. 2 n aa~, 
214 µa.p60EV, 218 hli.as, 235 T(l\i lµav, 330 U5e~ciµav, 645 6vaiµav), first declension 

masc. gen. singulars ending in long a (e.g. 209-10 Eupc.:.:na) and gen. plurals in -av 
(e.g. 210 VEOVlaV, 1123b TaAOIVav). 18.J 

The language of tragedy is characterized by complex word order and striking 

figures of speech, especially mciaphor and imagery. Eur. 's language (like Sophocles') 

is less densely and boldly metaphmical than Aeschylus' (cf. e.g. Ag. 131-4, where 

the Greek army is the bridle-bit of Troy), but it still deploys the intensification of 

metaphor to great effect: e.g. Htl. 32 E~flve1,.1wae, 357 8u1,.1a Tp1~uyo1s 8eai01, 1482-4 

npm~VTcn-ou ... no1µEvos. So 100 with Eur. 's patterns of imagery, which arc on the 

whole less obvious and insistent than Aeschylus', but equally capable of taking on a 

thematic importance, as in the recurrent imagery of the virgin natural world in Hipp., 
of the sea and travel in IT, or hunting in Htlen (63, 11gnn.). No less striking is the way 

simple words become significant through repetition and dramatic context: thus •sec' 

and 'seem' form a complex pattern of illusion and deception in Helen.'8~ 

Tragic language is also marked by its stylized and elevated vocabulary. 186 As Aristo

tle obsen..·cd, words and forms which arc remote from everyday speech arc particularly 

impressive (aeµvfi 6e Kai l~aAli.crrrouoa ,o l61wT1K6v ti Tois ~ev1Kois KE)(PfllJEV'l, Pot/. 
1458a20- 1). The tragedians accordingly deploy a range of high-style alternatives to 

everyday language (6wµa for olKia, 6ciµap for yuvi), Kapa for tc:ecpali.i), l(}..ue1v for 

'83 For an oulSlanding introduction 10 the language or Allie tragedy, with a particular focus 
on Eur., sec ~lastronardc (2002) 81-g(j; for distinctive aspcclS or Acschylcan language, sec Wesl 
(1990a) xxv-liii; for Soph., Budclmann (2000). The language or satyr-play is much closer 10 
tragrdy than to comedy: cf. Lopez Eire (2003). 

•8~ For the Doric palina or tragedy's essentially Attic dialect, cf. esp. Bjorck (1950). Auic Old 
Comedy uses Doric forms 10 evoke a high lyric style or parody ii (cf. e.g. the Piudaric poe1 of 
Birtb 904-53); for Aristophanes' varied use of 'higher' lyric genres, especially 1ragedy1 sec Silk 
(2000) 16o-206. 

18~ for a s1imula1ing iniroduction 10 1he core funcions of recurrent imagery in a.JI three 
lraJ:teclians, sec Poner (1986). 

•llt.i Silk (1996) 458-64 o!Tcrs a stimulating discussion of elevation, complexity, and intensity 
as features shared by the languages of Greek and Shakespearean tragedy. 
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mcoue1v, etc.), 18' and such elevated diction is used by all tragic characters, regardless 

of their particular class, gender, age, or ethnicity. This gi\'es the world of tragedy a 

'grandeur' (1-1fye8oc;) and 'dignity' (oeµv6·n1s) appropriate to the age of heroic myth, 188 

while it also helps to create a langllage that is suited to 'the uni\'crsal, even metaphys
ical, vastness of tragedy's conccrns 1

•
189 Yet the genre's stylized and formal language is 

flexible enough to allow for striking \'ariations, especially in the diITcrences of diction 
and synta.'\: between speech (especially spoken dialogue) and song. J\,.lorcover, there is 

a ,,ride range of styles and registers in the spoken parts in particular: take, for example, 

the contrasting styles ofM. and the Old \·Voman, where the laucr's plainer language 

and simpler manner throws l\·l. 's high-flown lamentation and complaint into sharper 

relief (386-514; c( 435-82n.). 190 

The fact that we possess fewer than 4 per cent of the tragedies produced at the 

City Dionysia in the course of the fifth century'9' means that we have to be panicu

larly cautious when speaking about tragic language. Nevertheless, the su1viving plays 
and fragments allow us to piece togelher a picture (most detailed for Eur.) of the 

poets' individual styles. To judge from the number of hapn.t l1gomrna"1' in Aeschylus, 

Sophocles, and Euripides, all three arc prodigious wordsmiths, enriching chc shared 
Kurulsprad,e of tragedy with their own coinages and innovations. Aeschylus. for exam

ple, is panicularly fertile in the creation of new compounds (he uses almost t,,icc 
as many compound adjectives as Sophocles or Eur.),'9:.1 a feature of his style which 

is ridiculed by Aristophanes (Frogs 824, 924-32, etc.); Sophocles is fond of ahstract 
nouns; 19~ Eur.'s dialogue is more open to colloquialisms.•~:i Yet such genrral features 

187 Sec Do\'cr (1997) 98- 9, who uses Hrl. 1043-4 10 illustralt· 1hr difTcrrnrrs bt·1wct·n poetic 
and prose language, inclucli11g the words 661,.10~. navEiv, and ova~: du- absrnff or 1hr drfini1r 
articlr; the daU\'t (661,.101c;), withou1 a preposition, in a locali\'c s1·11sr; 1lu- use or ornam,·mal 
compound adjecti\'CS. Spt·akcr.; in Athenian law-cour1s ancl assemblies (as wdl as :\1henian 
prose writers like Thucydides) make occ:uional use or poetic and especially tragit: la11gi.1aJ.:t" for 
various cfTccl.5 (cligni1y. intensity, pathos, etc.): d. e.g. MacDowdl (1962) 19. 

188 The terms 1,.1iy180~ ,md OE\JUO'T1')S arc 1akcn from Aris10Llr0s remarks on the t·,·olution or 
tr.iJtic diction (Porl. 1449a19-21). 

18'J Silk (1996) 46,1. 
ig,n Contrasting styles or expression (csp. lc\'ds of diction and imagery) arc an imporranr mrans 

or charnc1cri1.a1ion in all forms of thea1rc: er. Katsouri.s (1975). Thus. for example, Thronor's 
mc:LSurcd and thouglurul language (marked by sympathy for H. and '.\I. and 1.:onccrn for their 
proper 1rca1ment) stands in conu-ast to Thcoc. ·s harsh and peremptory s1ylc or address (esp. 873-
91, 998-1029, I 165-85, 1621-41). The siblings' opposing prrsonali1ics emerge clearly: Thconoc 
looks 10 her family's repu1a1ion, Theoc. cares only for sclr-~r.nifica1ion. 

191 Counting 31 extant tragedies (excluding RJ,e11u a..~ a founh-cencury "'Ork) and assuming 
900 in total (i.e. three dramatists en1cring three 11agedies each year). 

19~ The survival of only a fraction or Creek literature makes extrapolation from hopru ltgommo 
prohlcmatic, ancl we cannot be absolutely sure tha1 any panieular word is a neolugi~m crca1cd by 
the author in question. Nonetheless, in the case or new compound forms which occur nowhere 
else in Creek, innova1ion by the pocl is a likely explanation. Smcrcka (1936) 154-72 lim 585 
l•ap,n ILgumroa in Eur. (an average or c. 30 per play), including 38 from /itlm (1hcsc arc discussed 
,,·here appropriate in rhc commcnt..'lry). 

193 er. Criffi1h (1977) 149-50. 19~ Long (1968), Budclmann (2000) 2---3. 
19~ Stevens (1976), runhcr refined by Collard (2005), esp. 355-6o. 

l I 



5 THE PRODUCTION 

do not tell us much /1rr sr. and each innova1ion or peculiarity has to be discussed in its 

contex1 or else its effects will be ob~curcd. 

Moreover, ancient cri1ics (wi1h f ullcr access 10 tragic texts) poinl to various quali• 

ties that were felt to be particularly distinctive of Eur. In his comparison of the three 

tragedians, for example, Dio commcnl.'i on 1hc clarity and naturalness of Eur.'s Ian• 

guagc as well as his peculiarly rhetorical style, especially in sct•piccc debates (Dio 

Chrys. Or. 52.11-14). Indeed, clarity and simplicity seem to have been regarded a4i 

Euripidcan hallmarks in his om1 time, even if Aristophanes exaggerates and distorts 

Eur: 's linguistic 'realism', so that whereas 'Eur.' is proud of his 'slimmed do,,·n' tragedy 

and 'democratically' talkative characters, 'Aeschylus' condemns their banal chatter as 
degrading (Frogs 937-79, 1056-73). Eur. 's spoken dialogue contains fewer new corn• 

pound forms 1han those of Aeschylus and Sophocles, and he tends more 10 composite 

verbs (e.g. cmo6i6C&l1.11, nep1J3a~eiv) instead of grander simple verbs, a practice made 

possible by the allowance of new word-shapes within the iambic trimeter. He also 

uses such contempora.-y forms as E8rp<CI\J and E6w1<av (Aeschylus and Sophocles have 

i0EcrCI\J and E6ocrav), and admits more colloquialisms, though these arc used sparingly 

even by Eur.'~'6 Aristotle praises 1hc naturalness and plausibility of Euripidean dia

lo~ue, saying that he was the first to use vocabulary drawn from normal conversation 

(R/111. 1.,1.04b18-25)1 while [Longinus] 011 tl,e S11blime 40.3 observes that Eur.'s use of 

ordinary language can have great force, quoting Her. 1245 ye~C&l 1<a1<~v 6,i 1<0V1<ET' fo0' 
onot TE8iit ('lam loaded with sufferings - there is no room for more').' 97 Surviving 

fra~mcnts show chat ir was Eur. 's simpler and plainer dialogue style that became the 

dramatic k.oin; of the following centuries. 

However, there arc clear generic limits 10 Eur.'s 'realism', for although the spoken 

portions of his plays arc closer to 'natural' dialogue than those of Aeschylus (espe

cially), his language remains fundamentally poetic and part of the same high-style 

literary dialect used by Aeschylus, Sophocles, and olhcr tragedians. Thus we should 

beware of taking Aristophanic parody too seriously and thinking of Eur. as 'prosaic'. 

(By 1hc same token. Aristophanes clearly exaggerates the extent 10 which Aeschylus 

was imprnecrable to the ordi11ary listener at the end of the fifth century. The undoubt

edly more 'archaic' timbre of Aeschylus' language comes not from some ingrained 

archaizing mind-sec bu1 from his greater use of choral song and epic forms.) A similar 

caveat applies to Eur. 's lyrics: they may, compared to Aeschylus or Pindar, contain 

a larger number of words also found in prose,' 98 but 1hey arc still composed on a 

consistently high stylistic level. 199 

•!16 Sec S1evens (1976) 6,1-5, who counts 49 in JM., a relatively high number, but in line \\'iLh 
1hc large amount of stiehomyrhia in the play. 

'9i C( aJso Hor. An Po,1. 95-8 on 1he grca1er emotional impact of simple 1ragic language. 
"18 Breitenbach (1934) 118 c.-Jculates thal 41% ofEur. 's choral vocabulary is shared with prose. 

On the language of ac1ors' song, cf. also Barlow (1986). 
199 Breitenbach (1934) remains the most comprehensive study of Eur. 's lyric manner, though 

his catalogue format leaves little room for discussion of the impact made by particular figures 
of speech in comcxt. The main features of Eur.'s increasingly exotic ('dithyrambic') lyric style 
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6. A TRAGEDY OF IDEAS 

As a form of public art and mass entertainment, tragedy provoked a variety of 

responses - aestheric, emotional, and inteUcctual- which were closely interconnected. 

Indeed, like other early Greek thinkers such as the Presocratics and the Sophists, the 

tragedians reflect on a wide range of intellectual issues, from ethics and politics to 

epistemology and thcology.~ 00 Their plays explore central concepts of Greek, and 

especially Athenian, thought, using the world of divine and heroic myth to dramatize 

dilemmas and issues (such as justice, democracy, power, gender, and ethnicity) which 

were e~-perienced and debated by their fifth-century audiences. Thus the varied intel

lectual concerns of Helen arc a typical feature of tragedy, not a symptom of aberrant 

philosophizing on the part of Eur. 

The intellectual seriousness of Heier, has not always been recognized. Dale, for 

example, remarks: 'it is surely hardly justified to claim as criucs sometimes do that Helen 

gains in profundity, or qualifies as "tragic" (in our sense), because it concerns the inter

play of illusion and reality. This is to allow oneself to be mesmerized by abstract nouns. 

There is much play with such antitheses as aw1.10/ ovoua, and Oashcs of irony from this 

source point the dialogue; but there is no metaphysical or psychological depth here, 

nor would anything of the kind be either conceivable or appropriate. ' 201 Dale ·s scepti

cism is bracing and certainly useful insofar as it insists upon the play's lighter elements; 

however, it is also too extreme, for it neglects contemporary interest in (ink'r alia) the 

fallibility of the senses (sec p. 48 below) and thereby underestimates the importance 

of the drama's philosophical concerns. Indeed, a number of scholars have stressed 

Helen's playfulness and humour at the expense of its intellectual seriousness: one calls 

the work 'a comedy of ideas' / 01 while another remarks that it is 'the only play ... in 

which Euripides ... has provided a clearly satirical treatment of Sophistic themes' _iu-J 

Yet there is no contradiction or incongruity in the fact that J-/elni is both intellectually 

provocative and frequently amusing. Indeed, much of the play's brilliance lies in its 

creation of a dramatic world whose al limes humorous and domestic surface (a man 

thinks his ,v;re is an adulteress, but is wrong) can have a se1ious philosophica.l import. ~0
• 

(parodied by Aristophanes, Frogs 1301-63) arc well summarized by ;\laslronardc (1994) 3'.i': 
'short cola, an abundance of compound epithets (sl"\'cr.tl unique in extant Greek or used in a 
uniquely eccentric sense), run-on appositions, accumulation or relative claust>s and imbalance 
between main clauses and subordinate clauses, verbal repetition, and t.hc paradoxical wedding 
of beautiful language and sensuous description 10 \'lolent coment.' Although all or these features 
arc attested in earlier tragedy (sec, for example, Stinton (1990) 41 n. 42 on ,·erhal rcpc1i1ion 
in Aeschylus ancl Sophocles), their marked development in the late plays of Eur. (e.g. He/. 640 
wA~1aav wA~1aav, 650-1 1r601v lµov <h16v> exol)EV £XOl)EV ov h,1Evov I hm.1ov, 664a-b Aoyov 
olov I oTov, 670 6 ~1oc; 6 ~16c;, etc.) is likely lo be linked, as we have seen, both to changes in 
dramatic music and acting and 10 the audience's appetite for new (and more extreme) kinds of 
theatrical and emotive expression. 

~
00 for lhe common ground between early Greek poetry and philosophy, cf. Nussbaum (2003) 

211-16, Allan ('2005) 71-5. 
201 Dale (1967) xvi 2

in Burnell (1960). ~03 Conachcr (i998) 110. 
2
Cl.t One might compare Gorgias' Encomium of Helm, a 1raiY"1ov or 'amusement' (l~ovAr,&r,v 

ypfu+ia1 -rev Aoyov 'Dtvr,c; µlv fy1«.:.l1,11ov, hiov 6E nalyv1ov, §'2 1) which also serYes the serious 
'1urposc of drawing allcntion to the power of rhetoric. 
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{a) Knowledgl! mid rtalil)1 

The limits of human knowledge and 1..he gap between reality and appearance arc 
central themes of flele11. Of course one c.rnnot extract r1 systemr1tic philosophy from 
this play or any other, since poets do not set themselves to explore the issues of 
(for exr1mple) lmth and illusion /Jer sc, but rat.her harness the lr111gur1ge r1nd ideas 
surrounding those issues in order to explore the relevance of the myth r1s a whole 
for their society. One might compare the way Attic tragedy deploys legal language 
and concepts, as in e.g. the connection between written law and impartial justicc 1 

icrovoµia, mr1de by Theseus at Eur. Su/,p. 433-7: it docs so because such lr1nguage 
is a dominant currency of public life in Athens, but the legal r1nd political issues 
themscl\'es arc not sepr1rable from the play as a whole. Or, to take another example: 
the gulf between divine r1nd humr1n knowledge is r1 fundr1mentaJ feature of Greek 
thought (compared to a god, says Hcraclitus, r1 humr1n being is an 'ape in wisdom', 
DK 22 u 83), r1nd i1 is especially importrtnt to tragedy, the poetic genre most dominated 
by humr1n ignorance or delusion r1nd their cr1tr1strophie consequences. Thus the plr1ys 
of Aeschylus and Sophocles stress repeatedly the limits of human knowledge r1nd 
perccption,-m.i yet it is l)1)icr1l of Eur. 's more overtly contemporary style that he should 
take such a trnditional ider1 (which is implicit in almost every Greek m}1hf 06 and 

present it in the lr1nguagc of current intellectual debate. 
!Mt,i cl.Jaws on r1 rich trndition of philosophical thought concerning the prob

lems of humr111 knowledge. Pr1rmcnides1 whom Plato represents as coming to Athens 
around the middle of the fifth century (Pl. Parm. 127b), had launched perhaps the 
most sus1r1ined criticism of the human senses and 1hc illusory nature of perceptible 
r1pper1rnnces (DK :.?8 n 1-U). He urges his reader to reject 1..hc 'way of opinion' which is 
based on sc11sc-perception1 and lo follow inster1d 'the wr1y of truth' which is founded 
upon rrason. Such a distinction between 'appearance' and 'reality' now seems so 
hackneyed 1lrn1 it is very difficult for us to realize the massive conceptual r1dvance that 
it embodied. Yet it crucir1lly infiuenccd the subsequent history of Greek philosophy, 
for r1pper1rances (Ta 4>mv6µE\1a) were recognized as being both an ineluctable feature 
of experience and, as Anaxr1goras rnlled them, 'a glimpse of the hidden' (0411s -rwv 
6:6fiAwv-ra 4>01v6µEva, DK 5g e 2 ra), thereby chr1lleng,ng lr1tcr thinkers to get behind 
them 10 something more real The question of how to tell the real from the unreal is 

central to Helen, where the confusion mused by the divinely created eiowi\ov under
lines the imporrr1nce of the senses even as it questions whether humans can have secure 
knowledge of r1nything al r1ll. Eur. cha.llcngcs the connection between knowledge and 
sight in particular, since seeing wr1s popularly thought to be synonymous with rclir1blc 

"
0 .'i Although 1hese limi1~ arc c~pecially promincnr in OT, 1hc gap between reality and appear

ance is ce111ral to all 1hc sun.•iving plays of Sophocles Jn Elalm, for example, 1hc heroine 
clings to 1hc urn when Orcsles asks for ii (1 ~205-10)1 and her confusion is hroughl about no 1, 
as in Htlen, by a false presence (an Ei6c,.:,~ov), bui hy a false symliol of her 'deacJ' hro1her's 
absence. 

wli Cf. e.g. //. 18.8-11, where Achilles, even though he is of all humans closest 10 the gods, still 
realizes the implications ofThe1is' oracle 100 la1c. 
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knowledge.107 Thus M.'s bewilderment is expressed in terms that stress his reliance 
on visual evidence above all, and words for sight accumulate at the crucial moment 
when M. rejects the real H. who stands before him (575-80): 

ME. oe 'TT'OU ~pov&l IJEV EU, TO 6' 01.11.1a I.IOU VOC'Ei; 
EA. OU yap l,JE AEUO'C'C.,lV cniv 66:1.1ap0' ~pav 601<Eis; 
ME. TO a&lµ' 01.1010v, TO 6E aa~ES y' crnoaTcrrEi. 
EA. a1<E.4,1a1 · Ti 001 6Ei 'TTiCITEWS cra4'ECTTEpas; 
ME. fo11<as· ol/To1 TouT6 y' E~apvr,cro1.1a1. 
EA. TiS ouv 616a~EI cr' aAAos T\ "TCI cr' 01.11.1crra; 

H. 's exasperated appeal to the testimony of M.'s eyes l,Bo) is pointedly ironic, since it 
is precisely the phantom's convincing appearance which prevents M. from accepting 
H. 's claims about her identity. 

The deceptiveness of appearances was also articulated in terms of the disjunction 
between tJ1e 11amt (ovo1.1a) that is given to something because of how it appears and 
its true hei11g or reality ('TTpciyµa/Epyov/ow1.1a).'.1o11 Once again we sec Eur. exploiting 
comcmpora1)' intellectual debate to funhcr his dramatic ends, in this case by focusing 
audience attention on the gap between language and reality (e.g. 601, 728-33, 792), 
and thereby underlining the disastrous fallibility and incompleteness of his charac
ters' beliefs. Moreover, the existence of two Helens - that is, two bodies sharing one 
name - means that the separation of name and object becomes an utterly puzzling 
problem for aJI the characters concerned: i\·1. reacts to the news of a Spartan H. 
li,~ng in Eg)1)t by concluding that different people and places can ha,·e the same 
names (483-99); 2 DIJ the Greeks fought at Troy not for H., but for a mere ·name' (.p-3; 

c[ 1100, 1653); H.'s name has been in many places, but her body has remained in 
Egypt (588); H.'s 'name' or reputation has been ruined, yet her body is still pure 
(66-7); and so on. Thus although the avoµa/ow1.1a distinction is not peculiar to Helen 

(cf. e.g. IT 504 1 Or. 390), Eur. is able to develop it in more \'aricd ways because of 
H. 's phantom double. 210 i'v[oreover, he has used a traditional motif, namely that of 

207 Odysseus, for example, praises Dcmodocus· skill as a bard by stres.sin~ 1h.it the tru1hrulness 
orhis song is like that ofon eycwitness(0d.8.-187-91). Orone might compare Hcrodo1us' repea1ed 
emphasis on autopsy to enhance the authority orhis narra1i,·c (er. Schepens (1980) 33-93). 

:io8 Pro1agoras, for example, responded to the claim 1hat perception could be misleading 
"'ith a form or relativism regarding truth, knowledge, and ethical values, so that what seems 
10 each person true or false, good or bad etc. is so for 1h.it person (a posi,ion summed up in 
1hc mollo 'man is 1hc measure or all things', DK Bo A 19, u 1). For .i det.iiled discussion of the 
ovoµa/npayµa an1i1hesis in early Greek, and especially Sophistic, 1.hough1, sec Kannicht (1969) 
1 57-60, Kraus (1987); er. also Solmscn (1934), Assael (2001) 73-92, Egli (2003) 214-16, Wright 
(2005) 269-70. 

2ocJ Dcmocritus dc\'clopcd four arguments, including the argument from homonymy, to prm·c 
that names arc conventional rather 1.han natural (DK 68 u 26). 

:iw Indeed, a whole series or doubles - two prologues, two Greek warriors arriving in Egypt, 
two rcporl.S or .M. 's death (both false, but the lancr dcliheratcly so), etc. - emphasizes the bewil
derment of the human protagonists; er. Segal (1971) 562 on 'the deliberate gcmination of elements 
in the plot, beginning with 1he two Helens'. 
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gods creating ei6wl\a to outwit and punish mortals, but has related it more overtly 

to contemporary debates about perception and knowledge."" This is perhaps clear

est in the characters' insistent use of 601<eiv and its cognates (cf. esp. 35, 54, 576, 
611, 658, 1020), and par1icularly in the use of the abtract noun 661<no1s (36, 1191 

121) 1 a newly coined term characteristic of late fifth-century philosophical debate 

(cf. 35-611.). 
As a major participant in the best known and most celebrated poem of the heroic 

tradition, H. is an ideal figure to connect with the theme of epistemological fallibil

ity. m For if the characters in the play, and the audience itself, turn out 10 be ullerly 

wrong in 1heir beliefs about such a notorious figure, how certain can they be that they 

know anything? Thus H. 's phantom embodies the tragic themes of human ignorance 

and delusion in a dramatically striking manner, and in its presentation of language, 

knowledge, and reality, Helen is in many ways as chastening and bleak as even lhe 

most O\'rrtly pessimistic of tragedies. Yet unlike, say, Sophocles' Oedi/ms 1jra111111J, Helen 
also explores the limits of human knowledge with a marked playfulness. Indeed, 

there is a remarkable variety in the play's treatment of illusion, since after H. and M. 's 

recognition-scene, 1hcsc former victims of appearance promptly turn it to their advan

tage as they outwit Theoc. with the talc of M.'s death. 21 '.i H. ingeniously invents her 

own phantom M. - a conveniently dead and absent one - to delude her unwelcome 

suitor, and the tone of these deception scenes (1165-13001 1390-1450) is altogether 

lighter than the treatment of 'knowledge', or false opinion, in the first part of the 

play. While such playf ulncss can (and in Helen docs) have a serious purpose, under

lining the vulnerability of humans to deception and manipulation by appearance, it 

also ensures there is more 10 the action of the play than pure disillusionment and 
nihilism_iq 

(h) Fnmily, gender, aulhority 

Tra~edy depicts a heroic society in which relationships of all kinds arc thrown into 

crisis. The resulting conflicLc; often set friends or members of a single family against 

one another, or alienate individuals from a larger rollcrtivc (e.g. the army or their com

munity as a whole). Though heroes arc typically excessive and problematic individua/J, 

211 Sec p. 20 .ibove for cx.implcs of this motif in epic and Stesichonis as ,veil .is for Plato's 
interest in ei6w1.a .is symbols or the folsc world or 1he senses. 

212 er. Segal (1971) 5G1 'whereas' S1esichorus' t:ido/011 seems lo have sc"·cd primarily to t'XOll· 

crate Helen, Euripides' has the philosophic.ii func1ion of asking wha1 reality is. This shift of 
cmpha_~is may well he Euripides' innovation in I he 111y1h.' 

21 3 er. Downing (1990) 11 on the impact of 1he escape plan: 'II progresses fmrn a negative 
evaluation of npale, ltrl111e, do/01, meclinnc, CIC. al the beginning of the pl.iy ... to a positive ('\·aluation 
of these same terms.' 

2 q Wrighl (2005) 278-337 ofTcrs a brilliant analy.~is or illusion (i11 i1s many forms) in /-/rim, 
IT, and A11dromeda. He ends, however, with (p. 337) 'a nihilistic conclusion'. Ahhough \\'right's 
dark reading is an appropriate reac1ion agc1ins1 views of 1-lrlen (in pilrticular) as a non-scriol!s 
'tragicomedy', the impact or the plays' lighter scenes should not be ne~lcctcd (sec p. 69 below). 
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the disputes and tensions they crcale arc always with (or within) larger social groups, 

especially the family anrl the city (or oikos and po/is). For heroes (like gods and men) arc 

social beings, and the family and the city arc the principaJ cont ex ls of social imernclion 

both in the heroic world of the play and the contemporary (i.e. fifth•century Athenian) 

world of the audience. Moreover, tragedy is not only full of tensions within families 

or between obligalions to family and the larger community, but is also characterized 

by the breakdown of traditjonal lines of authority - which, in the patriarchal worlds 

of heroic myth and Athenian society, often takes the form of conflict between men 

and women (e.g. M. and his supposedly aduherous wife) or parents and children (e.g. 

Proteus anrl his lustful son Theoc.). 

As perhaps the most fundamental determinant of a (free) individual's socially 

ins1ituted roles in both oikos and po/is, gender plays a particularly imponant pan in 

u·agic representations of heroic society and its conflicts. Women and marriage arc 

central to Greek tragedy, but before we consider lhc reasons for lhis we should stress 

thal lhey will cell us just as much about malt status and masculinity, since gender roles 

and relationships arc reciprocal. The importance of the male scll:image is hardly 

su'l>nsing, since tra~edy (like nearly all Greek literature) was ,,Tillen by men for a 

largely male audicnce. 11 '> Nonetheless, women and marriage (and ,,i1h i1 the transilion 

from girlhood to motherhood) arc such prominent issues in tragedy for the simple 

reason that they arc central to Greek society and hence to Greek my1h. For as the 

basic units of exchange in both heroic and contt·mpornry Athenian society, wom<"n 

create links between families, transferring wealth, property, and other pri,·ilc_ges, lhe 

mos1 imponant in firth·century Athenian society being that or citizenship ir~clf (sec 

f unhcr below). The cmcial role played by women as carriers of power is emphasized 

in Greek myth by lheir frequent role as de~irahle royal hl'iresst's. Thus ~1. succeeds 

Tynclareos in Sparta because of his marriage to H., anrl Orestes succeeds him because 
of his marriage to Hermione. 216 

However,just as the myths make clear women's slat us as sources of power, so they 

also manifest women's role as the cause of conflicl aboul power, and few more so 

than H., catalyse of the Trojan War. Moreo\'er, if myth expresses social ideolo~ry in 

narrati\'c form/ 17 we can expect to sec H."s story expressing fundam(.'ntal cultural 

concerns about women, since she is in many respects lhc archet)1>al woman of Greek 

21
5 The ev1dence for women's allendance al the theat~orDionysm is seamy and contrm:ersial, 

but on balance favours thl'ir presence: sec Csapo and Slater (1995) 28G -7 .. po (with earlier 
bibliography). It i.s; hard to sec why women, who ,wre certainly imol\'l'd in the Dionysia's opening 
procession, should be exduded from its theatrical performances. ,\s C:sapo and Slater (1995) 286 
remark, the a~ment against women's inclusion 'rests mainly upon the comic poets' habit or 
addressing lhc iludience as "gemlcnll'n". Thi~ fails to distinguish physical frum ideological forms 
or exclusion.' Nonetheless, C\'en if some women were present, the majority or the audience will 
ha\'C been male, and 1hc male citi;,..cns or Athens dominate the pl.,ys' notional target audience 
and \'aluc S\'Stem. 

116 
Fink~lberg (2005) 65-89 analyses this social pauern in Greek and Near £astern m)1h. 

·
111 for this succim and compelling d1•finition or my1h, sec Csapo (2005) 9. 
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myth. Indeed, H.'s portrayal from the 1/ind onwarcl<; sums up many of the hasic 

questions asked by Greek men about women - could they be trusted? were they 

ruled by lust? and so on - makin~ H. a central figure in the history of Greek gender 

ideology. In ideologicaJ terms H. is the ultimate woman in negative and positive ways

that is, she is both an adulteress and supremely desirable, and insofar as women arc 

stereotypically ambivalent in Creek my1h, H. is so especially. 

The patriarchal nature of Creek society in general gives H. a powerful expressi\'e 

force in Creek myth well beyond Athens (for H. 's largely negative portrayaJ in Athenian 

tragedy, sec §3). Thus H. 's combination of posi1ive and negative features embodies the 

potential of aJI women, and especially powerful women, to be dangerous. And even in 
Helen, where H. is not (as elsewhere) a trans~ryessive aduheress but a Penelope-like icon 

of fidelity, her beauty and desirability still underlie the catastrophe of Lhc Trojan \Var. 

Indeed, although the 'new' H. repcatecUy laments and regrets her beauty (e.g. 27-g, 

260-3, 304-5), her power 10 arouse desire in men (Paris and Theoc.) remains a source 

of misfortune to herself, her family, and her community. 218 In other words, even Lhc 

unorthodox story of the fai1hful H. expresses the dangers of female sexual potency, 

and as with her traditional epic self, the 'new' H. remains a Pandora-like tcaJ\ov t<cn<6v, 

whose desirability becomes a cause of connict and suffering. Thus Lhc fact that H., 

even in her non-adulterous form, cannot escape the disastrous consequences of her 

sexuality tells us much about {largely maJe-generated) Greek views of women and the 

dangers of female power. 

We saw in §1(b) the importance of reconstructing the values and beliefs of Helen's 
original fifrh-century Athenian audience. Hence it is facile to bemoan Creek or At.hc

nian misogyny from a modern perspective, since this docs not help us understand the 

tragedies or the culture that produced them. So, for example, ALhena and Apollo's 

support for the male 'in all things' (as Athena puts it: Acsch. E11m. 737 TO 6' apoEV 
alvw n6VTa) i.c; disconcerting to modern readers, yet it echoes the strong divisions 

and hierarchies of Athenian soeiety.~•9 Moreover, the differences between men and 

women were expressed and mainiained in all aspccLS of public and private life, from 

Lhc clothes 1hey wore'.Jw to the forms and recipients of their religious de\'otion. 221 As 

'.Jill H.'s beau Ly motiva1es her abductions hy Theseus and Paris (1hc laucr suppla111cd here by 
Hermes: •l•~-8n.). When Ovid's wrinkly old H. looks in the mirror she cannot liclicvc she was 
abducted twice ( . .\-1,1. 15.232-3). 

rn, Cf. .\faclnxl (1983) 39 'when Apollo and A1hena say 1ha1 1hc man is 1he only bcgeller of 
the child, 1h:u is Lhc statement, in physical 1crms, of a principle 1hough1 necessary for moral and 
social order'. Examples of A1hcnian sexual dirTeren1ia1io11 arc legion (cf. Dover (1974) 95-102), 
but one might adduce as particularly rc\'caling (and 1101 mentioned by Dover) Lhc A1hcnians' 
strong rcsentmcnl 1hat a wom.m (Ar1emisia) fough1 against them al Salamis, which, according 
lo Heh. 8.93 1 led 1hc A1hrnia11s 10 orTcr a huge reward (10,000 drachmae) for her capture. 

l:lil er. e.g. l'entheus' shame al pulling on women's clmhes (Baccl,. 828-36). 
u, Sec Parker (2005), esp. 270--89; as he says (p. 270) 'It would be an exaggeralion to say that 

Arhcnian men and Athenian women had dirTcrenl gods, but 1hc dirTerenccs between Lhc relation 
oft.he two sexes to the gods go deep.' 
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elsewhere in Greece, the goal of an Athenian woman's life and the key determinants 
of her reputation and success were maniage and children. tvloreover, as the power 

and wealth of the city expanded, the increasing value of Athenian citizenship gave 

women an e, 1cn more important role in the maintenance of the Athenian citizen body 
as an exclusive descent group.~~2 

Naturally, from a modern perspective, one is perhaps most struck by the con
strained and limited nature of Athenian women's status - they could lra11smi1 property 

and citizenship, but could not own proper()' or be citizens themseh:es, nor did they 
have any legal status independent of their male kin.'n 3 Nevertheless, we must not 
ignore the fact that women did have - and, crucially, perceived themselves as having -

a value in the Athenian system of which they could be proud. n~ Thus to take part 
in the public women's festivals was a privilege granted only to ai i\TT1Kai, the \\i\·es 

and daughters of Athenian citizens, while the centraJity of marriage and procreation 

to the continuation of the Athenian descent group ensured that Athenian wives and 
mothers enjoyed a high social status which was bolstered by the protection of their 
male ki.n.'11

~ It is therefore no coincidence that Athenian tragedy shows repeatedly 

the disastrous consequences of insulting the status of wives and mothers: so, to return 
10 Athena and Apollo's support for the matricide Orestes, the audience of the Orrsleia 

can also sec the justice of Clytemnestra's grievances: 'Apollo has not told the whole 

story, for Agamemnon himself sins against marriage by brin~ng a concubine into the 
house and by killing the daughter he shares with his wifc.'nh Similarly, the Athenian 

audience of Euripides' Mtdta, for example, can sec the mistakes made by both hus
band and wife: Jason betrays his debt to 1\-lcdea, who in turn directs her ,·en~eance 
against their innocent children.:n7 Yet, as is typical of Athenian tragedy, positi\'C 

ideas emerge from the malfunctioning heroic world: thus an Athenian audience can 

222 
The greater focus on the control of \\'Omen in lifth-century 1\tlwnian litrratun.· and my1h 

compared to that of earlier Greek society, and t.hc impact or Pcrirlt~· citizenship law of -151/0, 
arc well discussed by Seaford (1994) :106~0; e[ also Pancrson (1981) 161. 

n 3 for Athenian women's seemingly paradoxical lc~al status. er. Gould (1980) ,J:J -6. conclud
ing (p. 46) 'women stand "oulsidc" ~ocicty, )'Cl arc c:-scniial 10 it (and in par1irul;u 10 i1s continued, 
ordered cxis1cnce); their status deri\·cs from males but 1hcirs, in 1urn. from 1hc women who arc 
1hcir mothers.' 

n-1 An A1henian woman's privileged s1a1us would be evident 10 her in l'\'CJ1'tlay in1erac1ion 
\\ilh melic (free, but non-ci1izcn) ancl sla\·e women. 

n~ Even if 1hc lerm al t',TT1Kal itself mark.~ the circumscribed muurr of women's political 
power. cf. Osborne (1985) 183 'Thal 1hr. links with 1he city established hy the name A8r,vaio,; 
only exist because of 1hc political function of the city becomes clc;-ir from the case of J\thcnian 
women. al ~8T]vaia1 is not a possible form or rererencc 10 the wives of Athenian citizens, rather 
they arc t'.TT11<ai yvvaiKE'i,' 

'
216 Macleod (1983) 39. 
2

"'
7 Despite the tendency of many modern scholar.; to map 1he world of the play onto that 

of the audience, there is no straightforward analogy between i\·lcdea 's situation and that of 
contemporary women: not only is she a barbarian, but she has betrayed her father, killed her 
brother, and (as the audience know) will try 10 kill Theseus. \'et n-cn though her al1crity is 
C\idcnt, this docs not cancel ou1Jason's errors: he too is a negati\'e cxcmplum for con1emporary 
Athenian men, who can sec 1.hrough his bogus claims of concern for his oWJJ. 
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compare Mcdca's desperate posilion wilh lhat of wives and molhcrs in their own 

society, and sec that whereas Mcdca has no safely net, Athenian women have not 

only male kin but also their status within Athenian society lo protect them (for this 

tragic paucrn of heroic inversion sec p. 7, and f urthcr below). 

How then arc we to explain the obvious contrast between the prominence of 

women on lhc tragic s1agc22 A and their restricted role in Alhcnian public life? Here too 

I.he answer lies in the very disrimilmiry bclwcen the play world and that of the audience, 

since tragedy nol onJy iUustratcs, by a series of negative examples (i.e. powerful, 

independent, and dangerous women), lhc ce11traliry of women lo social exchange and 

ordered civic life, but also justifies the institutionalized limilJ to their choices and 

freedom that arc part of fifth-century Athenian socic1y_n9 Recent work on the fcmaJc 

figures of tragedy, building on the insights offcminis1 scholars beyond classicaJ studies, 

has shown how lhc plays reflect and upholci conlcmporary Greek charter-myths for 

the constraint offcma.lc agcncy.~30 ll may be too one-sided a view 10 claim, as Zcit.lin 

docs, that the fcmaJe figures of lragedy arc ciphers used for I.he exploration of the 

male sclf,23' since this neglects lhc extent to which tragedy defines women's roles and 

sratus as well as men's by comparing and contrasting Lhcm with the mythical past_·i3·i 

Nonetheless, Zeitlin is undoubtedly ri~ht insofar as women arc aJways presented in 

relation 10 a male-dominated society (and for a default male audience). 

~loreovcr, J would go further than Zeitlin docs in her insightful analysis of 'the 

dynamics of misogyny', and argue that while lragcdy expresses the legitimate status 

and important roles of women, it docs so in a way that never challenges the inherently 

male-dominated culture and viewpoint of its original audience. In other words, tragedy 

can (and docs) explore fifth-century norms regarding gender ideology (and much 

else), but docs so in a way that ultimately affirms rat.her than undermines thcm_·i33 

nA Esp. in E.ur., of whose seventeen surviving I r.igcdics eight arc mimed after the heroine (only 
four af1c-r mak pmtagoni.sts), while no fewer than fourteen have a female chorus (the exceptions 
bcin~ Air., I/rid., and Her.). Eur. 's preference for fem.ale choruses (continued in the lost plays, 10 
jucl~t· f mm their tit..lcs, giving 15 male and 26 female choruses in total) was matched by Aesch. 
(14 male, 20 female) bw nol by Soph. (2.~ male, 15 female); for ligurcs and tiLlcs, sec .Mastronarde 
(1998) 62 11. 11 

n!J The confr111/1orary setting of Old Comedy means thal Athenian gender norms can operate 
1hcrc- more m·cnly, a.~ in the comic poets' mockery of the powerful ancJ independent Aspasia, 
whose undue influence allegedly skews Pericles' conduct: cf. e.g. Ar. Ar/J. 526--39, where 1hc 1hef1 
of1wo of A~pasia's whores is saicJ 10 have sparked the Pcloponncsian War by prompting Pericles 
10 issue the ~leg-.irian Decree. 

~1° Cf. esp. the ground-breaking .articles collected in Zeitlin (1996) 87-171, 341-74, ,vilh f urthcr 
bibliography. 

231 er. Zeidin (1996) 346-7. 
2 32 Moreo\'cr, i1 is imporrant 10 hear in mind that the female spec1a1ors themselves, raised 

in Arhenian society to su tlmnsr/1.1,s i11 a urlain WDJ', arc likely 10 have 1akcn pride in rheir roles as 
wi\'CS, mothers, and guardians of 1he oiJ.:os. 

~JJ Thus I do nor agree with Zeitlin (1996) 365 when she says 1ha1 in 1-lrlm '[Eur.] subverts the 
genre thar wa~ so firmly bound up with the context of the masc11line civic world.' Similarly, E. l-laU 
(1997) 103-10 offers a compelling account of the disa~rcrs thar ensue when men arc not in charge 
of the oi'J.os in tragedy, but cJraws bark from concluding that the genre affirms contemporary 
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And since tragedy's affirmation of Athenian values by heroic inversion extends to 

all aspects of social and political ideology, it is not surprising that such an important 

issue as sexual dilfercntiation should be so prominent a theme in 1.hc surviving plays. 

Yet tragedy docs not present this issue, as many modern scholars allege, in order to 

raise (and leave hanging in the air) deeply troubling questions about the relations 

of the sexes, but rather confronts 1hcsc conflicts and tensions - which arc a part of 
sexual dynamics in every society, not only patriarchies - in a way that appeals to a fifth

century Athenian audience, showing how the crises which result from such conflicts arc 

c."Xaccrbated by the character of the heroic world itself, in contrast to the progress made 

by contemporary Athenian society. So, for example, a recent commentary on Antigone 
argues that when Crean insists 'on the need for men always to "be master" of women 

(e.g., 482-5 1 531-5, 677-80, 740-50), even the most misogynis1ic and paternalis1ic 

Athenian must have felt some qualms' _'JJi However, this is to overlook the fact that 1..hc 

autocratic Crean is not a role-model for Athenian men, who will have disapproved not 

only of his tyrannical behaviour but aJso of Antigonc's challenge to male authority. 

In other words, the Athenian spectator, \Vltnessing the death of Antigone and the 

destruction of Crcon 's oikos, will have been conscious that his own society granted 

women s1atus ~Jut not full independence) and denied tyrants power in order to a\'oid 

such catastrophic conAic1.2J.'.> 

Eur. has undoubtedly stressed H.'s cleverness and in1cllcctual superiority to ~I.. 
yet this is no more a proto-fcminist statement than is Homer's depiction of 1hc cle\'C'r 

and resourceful Penelope (for Eur.'s use of Odyssean allusion in Hrlni sec p. 27). 

This is not to deny that H. 's cleverness in both the Od_J•JSl')' and 1-lrlrn is, like that of 

any woman (according to Greek myth), double-edged and potentially unsC"11ling. yet 

in Helen the focus is very much on the posilivt outcomC" of H. 's cle,·ernC"ss. whid1 is 

combined (again as in the case of Penelope) with absolute fidelity.:11•• There is. indrccl, 

from the pcrspcc1ive of an Athenian male, an imbalance of power in H. and. ~l.'s 

ci\;C norms, stressing its 'polyphony' instead. Yrt if we look at the wider hnoic- c-on1cx1 of rac-h 
play, the challenge to coniemporar,• (male-dominated) auitudcs invariably disaµpears; d. n. •J.27 
al10\·c on .\11dra. 

23~ Criffi1h (1999) 51. 
2
H 11,is process of affirmation, it should be stressed. is 1101 necessarily a consc-ious one. cir her 

on the part of the poet or his audience, but is ccnlral 10 tl1r popularity and mcani11g of tragt·dy 
in ilS original cultural context. Indeed, far from being a conscious process. the cuhur.il .illir
mation prO\•ided hy Athenian tragedy springs from two main sources: firstly, the application of 
contemporary values lo the (e!'.Scntia.lly dilTercnt) world of the heroes; and secondly. the allempt 
(t)-pical of Greek use of myth) to create something positi\'c from 1.hc heroic pas1 which enables 
the audience lo make sense of its own society. 

,3ti H. seduces Thcoc. with the promise of marriage, but the ncgati\'c potential of her sexual 
power is here redirected 10 a positi\'c end, tl1c reinstatement o01cr rightful marriage. Nc\'cnhclcss, 
WoUT (1973) 77 is 1ight to sLrcss H .'s ambiguities e\'cn here, since such sexual power is nc, er 
percci\'cd as wholly innocent: 'Euripides has managed both to vindicate Helen's ,-inues and to 
endow her \\ith edge, charm, and resourcefulness, echoing from a still audible erotic, guileful, 
and dcstructi,·c power.' 

- I 
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relationship (as there is in Homer),:' 31 but it is too simple an analogy to sec 1h is as a 

coven appeal on Eur.'s part for Athenian women to be given a higher status. After 

aU, Athenian women rook a leading role in managing the oWJs, which wa"i seen as 

requiring inrcllectual qualities, and it therefore seems likely that men would find such 

qualities both allrnctive and valuable (even if they would not want to be driven to 

.M.'s situation of reliance upon his wife's cleverness to save his own life).~111 Indeed, 

the dangers facing H. and M. in Egypt mean that in this context female agency and 

dolos (i.e. H.'s escape plan) do not threaten the patriarchal order, since H. is motivated 

above alJ by her loyalty 10 M. 1 39 (Similarly, Theonoe's defiance of maJe authority in 

frustra1ing her brother's desire is not revolutionary but rather reaffirms the primacy 

of her father's will.) l\foreover - and this essent..ial point has often been neglected -

H. willingb· acqui,sre.s in Jin ~uhordi11alt role as J\11. '.r wife, de.spilt being Jii.s inlelleclual superior -
a most reassuring scenario for male spectators.~-f0 

Finally. althou~h the traditional (i.e. aduherm1s) H. wrns out here to be a phantom, 

her replacement by H. the loyal wife represents no critique of male thinking or male

authored poetic tradition, since even the new H. is the cause of great surfering. Despite 

her S)111pathetic portrayal, the mythical associations triggered by H. will influence how 

the Athenian audience respond to her in the play. H. may no longer be an adulteress, 

bu1 her new SIOI)' shows that even the most chaste woman can create chaos if left 

unguarded by her husb,md.''-f' And insofar as the cxploraLion of the fcmaJc in Greek 

li1cra1ure and myth is always one of potential harm and disaster, H.'s portrayal of 

herself as personally blameless and her reaffirmation of the marital bond do not 

change the fact that she remains a figure of contention and the cause of fatal strife. 

{c) Greeks and Eg;1ptiaru 

There is evidence of substantial contact between Greece and Egypt already in 
the second millennium BC. Mycenaean Greeks visited and traded with Egypt, and 

Mycenaean kings corresponded with their Egyptian counterparts, just as they did 

~37 Even if, a.,; Dale (1967) viii no1cs, H. is 'careful 10 play down her superior cleverness and 
10 build up his heroic parl in 1hcir coming escape.' 

1 111 For Greek \'icws on 1hc wife's au1hori1y in 1hc oilro1, sec Pomeroy (1994) 33-9; cf. also 
57-8, en1i1led 'Tlw economin of patriarchy', slrcssing 1he imporlancc of1hc wife's labour to the 
economic success of the household. 

239 A~ Rademaker (2005) lj8 observes, ')I is only in lleln,, in which the conventional SIOI)' of 
Helen is inverted in vindica1ion of her vir1uc, that Helen is - paradoxically, but appropria1cly in 
1his context - credited with tJ1e ac.:i4'po<ru1.111 (lltl. g32, 1684) of marital loyalty.' 

2 -I" Thus 1he play·s rencc1ions upon masculinity arc cquall)• patriarchal, for ahhough M., as 
a Spartan k.ing, is no direc1 role model for comcmporal)' Athenian men, it is significant 1hat 
dcspi1e his imeUcc1ual i11fcriori1y, the honour owed 10 M. QUil man and husband is cc111ral 10 
H.'s conduc1 throughout (e.g. j6-67 1 293-7, 340-5, Sj~.!, 566, foi5-59, 926-39, 1294-1300, 
1399-14og). 

2 -11 for this traditional pauern in (tragic) myth, sec E. Hall (1g97) 103-JO; cf. n. 233 above. 
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with the rulers of Anatolia and !vlesopotamia.:.:-1 2 Indeed, the invasions that destroyed 

Mycenaean civilization also affected E!n1>t, which was auackcd in the early tv,;clfth 

century by various groups known collectively as the Sea Peoples, including the Ekwesh, 

who arc frequently identified as Achaean Greeks. The 'oricnializing revolution' in 

Greek culture from the early eighth century onwards owed most to interaction with 

Near Eastern (or '\Vest Asiatic') civilizations, but it also saw a resurgence of Greek 

interaction with Egypt.:l-13 These contacts intensified in 1..he reign of Psammetichus I 

(664-610 nc) and can be seen most clearly in the influence of Egyptian quarrying and 

stonework on the development of the Greek architectural orders and the kourosstatuc

type.2H Nevertheless, the prominence of Egypt in the Od)'ney, especially in Mcnclaus' 

noslos and Odysseus' lying tales (4.125-7, :.n8-32, 351-592, 14.243-87, 17.424-44), 
shows the continuity of Greek interest in Egypt many generations before the expan

sion of contacts (military, commercial, and cultural) in the middle of the sc\'cnth 

century. 

As Fran~ois Hanog has emphasized, 'There was no single [Greek] V1cw of Eg)l)t, 

no single, unified modet.•,-15 Ncvcnhclcss, there arc several recurrent idea.~ in Greek 

visions of Egypt. Already in Homeric epic we find an emphasis on the wealth~-41.> and 

wisdom,-17 of Eg)1)t, but the most insistent and enduring feature of Greek views was 

their fascination with Egypt's antiquity. Recognition of the great antiquity of Eg)l)· 

tian culture not only encouraged respect (especially for the E~'f)tians' accumulated 

knowledge), but also confirmed Greek ethnographers and historians in their effons to 

trace Greek borrowings from Egyptian culture. Thus both respect and an awareness of 

Greek indebtedness underlie the Egyptian researches of Hccatacus and Herodotus. ~-1e 

Herodotus, who justifies the length of his Egyptian logoJ by stressing the country's ,·cry 

242 For a comprchcnsi\'c di~cussion or the history orrhc Gr<"ck.,; in E~YJll from thr ~-lycenat·an 
age (c. 1580-1230 llC) down to the middle or the firth century, sec I Joyci (1975-88) 1.1 Go. Royal 
correspondence and treaties lietwecn Greeks, Egyp1ians, and 1-lillites .1rc dt.'irusscd hy Bryce 
(2002) 29-31 and Latac1. (2004) 101-19. 

'-13 Sec esp. Austin (1970). 
2
-M Osborne (1998) 47-51, 75-85, Whitley (2001) 215--17, Burkert (2004) 13. Psammt·tichus 

needed Greek mercenaries to secure his power, and thrir presence incrc.tSrd the numhcr of 
Greek merchants operating in Egypt, culminating in the establishment of :\'aukraris c. 560 a.,; a 
permanent Greek trading city on the Nile (52 miles souih-ca.st or Alexandria): cf. Hdt. 2.178-80, 
Hicks (1962) 91-2, i\foi:llcr (2000). 

2
-45 Hanog (2001) 47, who traces (pp. 47-77) 'the dc-.•clopm<"nt of the Greek visions of 

Egypt which con1inucd to be constructed and dc\"clopcd from Homer down to the Neopla
tonic philosophers.' 

24e, Beside.~ the Od. p~<.agcsjusr mentioned, cf. //. 9.379-84 on the wealth ofEgyp1ian Thebes. 
In Htlm Thcoc.'s palace is compared by the Greek Teuccr to rhat of Wealth him~lf (68-70). 

JH Helen is given the magical drug of forgctfolnrss by the E~'J)tian Polydamna, and the poet 
commcnl5 '[i.e. in Eg)'Jlll c\'cry man is a healer skilled above aJI mhcr peoples' (Od. 4.231-2). 
In Htlm 11,conoc's prophetic skill is related to the pcrvasi\"e Greek association or Egypt with 
religious \\~Orn (discussed below) . 

.,~tl For a concise su"'l')' of Greek ethnographic studies of Egypt, sec l.cndlc (1992) 269-70. 
llowman (2002) 202-10 discuSSC5 Greek perceptions of Eg)'J)t, including its image as 'a repository 
'lr ancient culture' (pp. 2051 ). 

I 
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many manicls (en, TTAEicrra 8uJ(Ja:a1a EXEi, 2.15.1), is most stmck by EJ.,')'Pt's influence 
upon Greece in the sphere of rcligiun.21~ Herodotus' emphasis on such debts is all the 
more rcmark.:,blc when one considers the basic pattern of i1wersio11 that he uses to make 
sense of Egypt, in which the Eg)'Ptians arc presented as a topsy-turvy people whose 
'manners and customs arc in almost all cases the opposite of the rest of mankind' 
(2.35.2).'150 However, despite the Greeks' respect for Ehrypt's antiquity and inAucncc, 
there is no sign, even in the relatively open-minded Herodotus, that this in any way 
undermined the Greeks' belief in their inherent superiority to the Egyptians (as 10 all 
non-Greek peoples).:15, 

Greek concepts of ethnicity in 1hc fifth century were based not only on descent 
from a common ancestor (1-Jcllcn) and shared tokens of 'Greclrness' ,2j:1 but also on a 
p1inciplc of opposition (Greek vr.rnLS barbari,rn) which was intensified by the Persian 
\Vars. As with cultural assumptions about the differences between men and women, it 
is facile 10 bemoan Greek ethnic ideology, but essential 10 recognize it.s pervasiveness 
in Greek society.-153 Moreo\'er, the major Greek poleis each had their own compet
ing versions of ethnic self-assertion, and that of the Athenians, bolstered by a belief 
in their autochthony, was particularly strong."51 Thus Isocrates, for example, could 

ar~c (expecting his Athenian audience to agree) that Athenians arc superior to other 
Greeks as Greeks to barbarians and humans to .1nimrus (Antid. 293). As the AtJ1cnian 
empire expanded in the earlier part of the century, both Egypt and Cyprus (for the 
l,Htcr, cf. 1i8-5on.) became pan of the Athenians' on-going struggle with Persia, and 
the 45Os saw the Athenians endure great losses in Egypt after a six-year campaig,1 

1
~" For EJ,.')1>t's hi~h sr;irus as ;i rdigiom sourrc in Hcrodo1us, cf. H;irrison (2000) 1821 189, 

Mik;ilso11 (2,103) 171-2 Burkert (200,~) 71-98 supports Hcrodo1us' view imofar as it applies to 
E~1lli,111 influence on Orphic- rrliKion. 

J:,,, The r:1:amplt· giwn by Hemclotus - Egypti;in women go 0111 10 work while the men s1;iy 
al home- ;ind do 1hr \\'l'avi11g is also used hy ~ophodcs' Oedipus 10 contras! thl' bcha\~our of 
his mrlr~s sons ,md loyal dau1,th1crs (OC 3:n-15). For each author's audience rhc force of the 
in\'crsion is sr rcngthcnccl by the coupling of two basic rntcgorics of Creek thought (gender and 
r1hnici1y). 

1 51 The popul,ir virw of forri1-,ri1 influences on Grl.'ek culture is assumed by the A1heni:1n in 
IJJI. I l~i1i11omiJ 987<1: 'We m;iy rake it that whatever Greeks borrow from barbarians they turn 
into somrthin~ bt·llcr in the end.' 

Jj•, -r6 'E1.~ri1111c611 is f;imously de-fined by Herodotus' A1henia11~ as 'common blood and 
common hingu;i~e. ;incl rhc ahars of rhc gocls that we sharl.', and rituals, as well as our common 
cusroms' (8.114. ~ ). 

' 53 Cf. Do\'er (1974) 83-7. Of course the Grech were not alone in their feelings of eth
nic superiority. As Tuplin (1999) 67 n. 19 remarks on the Egyptiam' \'icw of other races, 'rml 
(m;in) ~tands for "Egyprian", implying the non-hum;mity of outsiders'. Jronically, as shown by 
Pctrochilm (1974) 35-53 1 the Greck.'i were l;itcr reviled by thl." Romans for m.uiy of the qualities 
(e.g. clccaclcncc, deceit, cfTcminac-y) which they themselves regarded as typiraJ of barbaroi. 

·is-1 By contrast wirh Erichthonius, born and bred in AtJicns, the ancestors of other Greek 
communities (e.g. Pclops, Cadmus, Danaus) came from barbarian lands, making them and their 
descendants (in Athenian eyes) mere migrants: cf. Lornux (1993) 3-26, 37-71. As Harrog (2001) 
6j points our, Hccatacus' cl;iim rh;it the c;irly Athenian kinw, Cccrups and Ercchthcus were 
of Egyptian origin stood no chance of being accepted by conrcmpornry Athenians or their 
historians, the Auhiclographcrs. 
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aiding an Egyptian revolt against the Pcrsians. 25" Even when the demands of Rl'alpolitik 
forced both the Athenians and the Spartans to court Persian support during the Pelo

ponncsian \Var, there is no sign that this undermined the Greeks' common ideology 

of difference and supcriority."3 6 

Yet despite the pervasiveness of these views in the Creek world, it is frequently 

claimed by modern scholars that Attic tragedy, and the plays of Eur. in panicu
\ar, dcconstruct or problcmatize the categories or 'Creek' and 'barbarian' _~5; Thus 

a recent study of fll'len argues that 'In the escape-tragedies the standard dichotomy 

breaks down, and what one sees is not good, noble, splendid, familiar Greeks con

trasted with rouen, cruel, savage, strange barbarians, as one might have expected, but 
something more peculiar and unseuling.' 2 511 This so-called 'standard dichotomy' is in 

fact, however, a mirage, since it is constructed by many modern scholars of Greek 

ethnicity (and certainly by all of those who detect tragic problcmat i7.ation) as a simple 

polarif)• of Greek and barbarian, whereas the historical record reveals not a polarity 

but a s/Jectmm, so that 'barbarians arc more commonly viewed as being situated at 
the other end of a linear continuum which did in fact permit category crossing'.":i9 

Moreover, the point of this spectrum is not so much to define ethniciry per se (i.e. exclu

sive sets of 'Greek' and 'barbarian' characteristics) as to portray the consequences, 

individual and social, of difTering degrees of autocracy and freedom. itio 

The imponance of autocracy is well illustrated by Theoc. and Theonoe: they 
have eminemly Greek names, worship Greek gods, and have Greek ancestors 

(cf. 4-15), but Theoc. is king of Egypt and therefore bcha,·es in a typically 'barbarian' 
manner - that is, in ways that fifth-cemury Athenians would regard as characteristic 

of autocrats. (From a fifth-ccntUI)' Athenian perspective, barbarians, pre-eminently 
the Persians, were still - to their detriment - ruled by kings, and this was equally true 

of the hierarchical society of the Eg-,1>1ians.) Indeed, Thcoc. displays many of the 

2
~ At Acsch. £um. 292-5, performed in 458 1 Orestes n'.fcr.; appm\'ingly lo Athena 'helping 

her friends' in Africa. Thue. 1.109-10 charts the disaslrous end of the campaign ii, ·l5:/-l; cf. 
:\·lei~~ (1972) 101-8. 

2 lll For conlinuint,( Persian innuence in fu1h- and founh-cen1ury Greek affairs, despile the 
failure or the Persian invasions, sec Cawkwell (2005), esp. 139--46. 

257 Cf. e.g. E. Hall (1989) 201-23 ('Epilogue: The polarity deconstructed'). for full bibliogra
phy, selected readin~. and an over\'iew of the debate, sec Harrison (2002). 

2 :i8 Wright (2005) 179. 2 .'.i!l J. M. Hall (2002) 8. 
,c.o One might compare Herodo1us' technique: he 100 docs not suh\'en a Creek/barbarian 

dirhalO"')' but rather shows a can1it1uum of rioma,, and a basic pattern of progress, insofar as contem
porary Creeks ha\'e dc\'clopcd free systems of government in contrast 10 1hr autocratic Persians 
(and Greeks of the past). While Herodotus ends his lii.,tants ,,ith the A1henians showing dis
turbingly 'barbaric' qualities in their cmcifi.'<ion of Art.,)'Clcs (9.116-20), this episode docs not (as 
is ortcn claimed) undermine the 'polarity', but in fact ca,,j,rm.s the ~eneral distinctions between 
Greeks and barbarians in Herodmus' world-,icw - in other words, the Athenians arc beginning 
10 beha\'c like typical (Hcrodotcan) au1ocraLS, and the narrator disappro"es or their conduct_ 
The idea that the A1heniam could en towards the nega1i\'e end or the spectrum docs not dissokc 
Herodotus' ha.sic insistence on the superiority of Greek 11omo1 and freedom. As the A1 henians 
knew, there was always a danger that they could rcvcn to old ways (tyranny) and democracy had 
to be (and was) protected from oligarchic and tyrannical sub\'ersion. 

j 



6 A TRAGEDY OF IDEAS 59 

typical characteristics of trngic tyrants, whose great wealth and power put them more 

at risk of committing hybristic acts.'.,,!(j, Thus Tbcoc. is savagely violent towards those 

who threaten his marriage to H. (e.g. 155,781, 1171-6); his conduct is condemned 

as impious by his sister (1020-1; c( 1028~); he fails 10 live up to the paradigm of 

moral behaviour set by his father (998-1001, 1011-12); and finally, his desire for the 

married H. shows a sexual predatoriness and excess typical of tyrants. 162 Theoc. is 

not a subhuman monster, but operates with the same ba~ic ethical system of dmris as 

the Greeks (cf. 1234 xap1s yap c:nrri xaplTOS eABhw). Nevertheless, this is far from 

breaking down or questioning Greek ethnic ideology, since Thcoc. is an autocrat 

and not a figure fifth-century Athens would welcome. 263 H. sums up the Greek view 

of autocratic barbarian Icings and their slavish subjects: Ta ~ap~apwv yap 6ovAa 

navTa TT/\f1V £v6s (276),2 6
-4 while M. boasts that his soldiers obeyed him willingly, not 

compelled like the troops of a tyrant (395-6). 165 The Athenians' fear and hatred of 

tyrants and the political system entailed by their nile was parricularly strong 1 and so 

for the play's original audience Theoc.'s autocratic behaviour was no less significant 

than his being a barbarian.· 166 

Yet HtltTl simultaneously accommodates a more positive view of barbarians in 

the fig1.ires of Protcus and Thconoe. This mirrors the world of the audience, where 

more than one Greek reaction to barbarians was possible: Herodorus, for example, 

io, Seaford (·.rno3) 96-9 describes impiety, distrus1 of p/1iloi, and greed as clrnrac1eristic features 
of 1yrants in Allie tragedy. 

1(j1 ,\buse nf citizens' wives and daughters is a common charge levelled at 1yranL~ (e.g. Hdt. 
5.9~ on P~riander of Corinth). For au1ocrats and sexual de,~ancc, cf. Hdt. 1.61, where the 
,\1hcnian 1yran1 Peisisrr.itus' making love 10 his "~fe 'in an unna1ural way' (ou K<na v6µov) 
insults the woman's family and results i11 Prisistratus' night from Athens. Thcoc.'s desire for H. 
is even more ofTcnsive (especially to a largely male Greek audience) because it is not yet known 
whether her husband is dead (cf. 784-5): sec 786n. The use of i\,J. 'sfake death Lo deceive Thcoc. 
is therefore all the more appropriate. 

1 &:4 Dy cun1ras1, cri1ics (like Wri~lll above) who operate with the 'standard dichotomy' and 
expect 'roncn, cruel, savage, strange barbarians' arc surprised when non-Greeks have admirable 
qualities and infer from this that the Greek/barbarian dis1inction is being subverted (c( Wright 
(2005) 194 ·Even Thcoclymcnus is not as barbaric as he might have been'). 

:iG~ The equivalence of 'barbarian' and 'servile' (typified in Aristotle's defence of the innate 
inferiority of barbarians and his theory of 'natural slavery': Pol. 1252c124-b27, 1253b-55b30) was 
reinforced in Athens by 1he fact that most slaves were of non-Greek origin. For the essential role 
played by slavery in the creation of a leisured and dcmocraLic AL.hens, cf. de Ste. Croix (1981) 
140-2. 

~lis Of course, insofar as H. and M. will 1hcmsclves relurn Lo a Spana ruled by kings, there 
is a certain dissonance (from a fifth-century Athenian pcrspec1ive) in having heroic figures utter 
such lo/Joi of an Ii-barbarian 1hough1, but the audience is focused here on H. and M.'s ethnicity 
rather than their status. Moreover, the audience arc aware of the g.1p between Lhc heroic world 
and theirs (sec p. 7 above), so that the basic sliding scaJc of (Greek) freedom and (barbarian) 
ser.~tudc is not undermined by H. and M.'s royal slatus. 

:1
6Ci Athenian democrats saw themselves as superior lo non-democratic Greek communi1ics 

(Osborne (1995) 39 'the whole ideology of democracy in Athens was elitist ... as it separated off 
the Athenians as superior 10 all others, Greeks and barbarians alike'), which underlines the fact 
that their reaction to 1hc plays will have been guided by a spectrum of freedom and scrvi1udc 
rather than a simple Greek/barbarian antithesis. 
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praises the courage and strength of the Persians at Plataea, even if (he adds) U)cy 

could not match the Spartans in armour, training or skill (9.G2). (Moreover, as we 

saw, recognition of Persian courngc docs nol alter the fact of the Persians' despotic 
political system, which was anathema to Herodotus' Greek, and especially Athenian, 

audiences.) Thus the knowledge and piety of Thconoc arc set in opposition to the 

violence and selfishness of Theoc., who is further condemned by the fault of moral 

degeneration from father to son, embodied by Proteus, H.'s former protector (e.g. 60-

3, 909-23, 940-3, 961-8, g98-1om, 1009-12, 1028-9).~6
i The depiction of Proteus 

as a pious and respectful barbarian is not new, since it is found in Herodotus and 
may be borrowed from him (sec p. 22). Specific to Eur.'s version, however, is the 

presentation of Zeus entrusting his own daughter H. to Proteus for safe-keeping 

during the war (44-6). One might compare /-lecuba, where Priam entrusts his son 
Polydorus to Polymestor: whereas the latter breaks his promise, here Prateus keeps 

his, but Theoc. fails to live up to his father's cxamplc.1 68 Indeed, Hermes entrusts 

H. to Protcus because he judges him 'most sopltrim of monals' (47 1TavruJv 1tpo1<pivas 
awci,povto.a-rnv ~po-Ywv), a reference to Proteus' sexual restraint. Thus Proteus is a 

notable exception to the Greek (esp. Herodotcan) model of the lustful tyrant, which 
is nonelheless transferred to his son. 

Though Egypt, as discussed above, was famed as a land of religious wisdom in its 
own right, Theonoc's religious authority is understood in Greek terms. not only in the 

sense lhat she, like aJl other Egyptians in the play, worships Greek ~ods (c.~. 878-91, 
1005-8, m24-7),26'J but aJso because religion was a major sphere of female authority 

in Greek culture. 210 (Appropriately, she is rescued by the gods from pu11ishmcn1 at the 
hands ofTheoc.: 1642-9.) Nonetheless, to read Theonoe's der1ance uf her male kurios 
as challeng1ng Athenian gender norms would he premature, since Tlieonot· is driven 
to this crisis hecause she is the sister of a hybristic autocrat, and her reasons for doing 
so arc harclly revolutionary: she obeys the decision of her father (cf. 1<upia y6p EOTI 
vuv, g68n.).111 

267 Both motifs (contrasting barbarians - one wise, the other hyhristic -- and de~cneration 
from father to s.on) arc also found in Acsch.'s portrava.l of Darius and Xerxes in Pmiaru. 

268 
By conLrast, Tliconoc respects her faLhcr's dc~ision and li\'es up 10 it (9-10-1, 966--8. c1c.). 

Theoc. is presented as even more isola1cd by H."s claim th.u c,-cryonc in the kin~·s household is 
friendly 10 her except Thcoc. himsclr (314; cf. 481-2). 

·•Gg There is no trace of Egyptian animal worship, for example (cf. Friis Johansen and \\'hiule 
on Acsch. Supp. 220), nor, despi1e Thcoc.'s ignorance of Greek burial cu!iloms (1065-6, 1'241-77, 
1429), of mummifica1ion (Acsch. CJ10. 296. Soph. fr. 712 Rad1)

1 
one oft he most distincti\'e rcatures 

of Egyptian culture from a Greek pcrspcCLive (cf. Hdt. 2 .85~0). 
210 For tJ1c varicLy of women's and girls' roles in Athenian religion, sec Parker (2005), esp. 

218-49, 270-89. 
·i
7, Griffith (2005) '.H9, for example, discusses the 'c.x1raordinary moral authority' of women 

in tragedy, some of whom 'even carry out actions that arc in cxplici1 and oven defiance of male 
authoriLy'. However, it is crucial for an Athenian audience that 1hc male figure whom Thconoe 
~s~LS Oil:c Antigone and many other defiant heroines) is in fact a nasLy autocrat (d. e.g Creon's 
irumencc that the polis belongs 10 him alone: Soph. Anl. 733---iJ). Also, as noted by Goff ('.2004) 
3'.35, 'Helen and Thconoc ... combine their talenLS ror ritual action in orc.ler 10 rescue, rather 
than uueatcn, the male.' 
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In conclusion, the play reinforces the superiority of the Greeks, not least because 
their side is supported by the gods over the claims of the non-Greeks, no matter 

how that latter group acts individually. Indeed, as the virmous Thconoe and Prmcus 
illustrate, the Athenian audience docs not need to damn every barbarian as completely 

odious in order to understand the inferiority of the barbarian system of nomoi as a 

whole, and their position within the divine scheme. In this case, Greek triumph is not 

only approved by the gods, but the audience (as in IT) can also enjoy the spectacle of 

Greeks outwitting a barbarian tyram and securing the victory of escape {cf. 743, 1041-

'21 1380-1, 1593-5, 1603-4). 1
P The audience's basic ethnic assumptions do not make 

exploration of the concepts 'Greek' and 'barbarian' impossible, and the tragedians, far 

from being at the mercy of convent.ion, arc free to surprise their audiences, prompting 

them 10 think about their own norms and beliefs. Yet it is important to emphasize 

that such explorations only go so far, because they can only be undertaken within a 

specific imcllccturu context, which, in the case of classical Athens and its tragic poets, 
is predicated upon basic oppositions, the most glaring of which is the superiority 

of Greeks to non-Greeks and Athenians to non-Athenians. As with other surviving 

Attic tragedies. fie.Jen docs not problcmatize or deconstruct the categories 'Greek' and 
'barbarian·. but uses the drama's mythical selling (in this case, heroic-age Egypt) to 

illustrate the superiority of Greek nomoi and freedom. 

( d) Tl,e gods 

Tragedy is deeply rooted in the religious life of Athens, and not merely by virtue of 

the cuhic contexts of its performance (City and rural Dionysia, and Lcnaca). For its 
gods. like those of all Greek poetry, arc simultaneously figures in traditionaJ divine 
and heroic myth and also embodiments (however altered) of the audience's religious 

beliefs. Thus it would be a mistake to pick only one side of the gods of tragedy (their 
'literariness' or their •reality') and ignore or deny the other, since this creates a false 

dichotomy between myth on the one hand and religious belief or behaviour on the 

other, when in fact 'Myth was integral to Greek religion because it was through myth 
that the gods of cult were revealed_ n 73 .Moreover, as Parker also notes, 'the tragedians 

can scarcely merely have reAccted, but must also have shaped, the religious experience 
of the citizens, of which they formed a part. The theatre, it can be argued, was the 

most important arena in Athenian life in which reAection on theological issues was 

publicly exprcssed.' 1 N A panicularly revealing example of tragedy's interaction with 
the religious beliefs and experience of its audience can be found in its handling of 

1 P As E. Hall (1989) 122 observes, 'The populariry of these dccciving-rhc-barbarian scenes 
is rcncc1cd in Aristophanes' choice of a Scythian archer as a substitute for 1hc barbarian king of 
r.ragcdy in the send-up of Euripidcan csrnpe-plot.s constituted by Tl,amopl11Jri0-l.usae.' 

171 Parker (2005) 140. 
1 H Parker (2005) 136. For tr.1gcdy as a genre of 'religious exploration', sec also SouMnou

lnwood (2003). The tragedians arc heirs to a long u-adition of theological inquiry by Greek 
poets: cf. AJlan (2005) 76-7. 
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cult and ritual aetiologies, as the tragedians depict the genesis of various religious 

practices and instinnions, and thereby not only link the world of the play to that of 

the audience, but also claim the authority of heroic and eultic tradition for their own 

panicular account of the myth (cf. 1666--g, 1670-5nn.)_.t1:> 

The peculiarity of Eur.'s treatment of the gods continues to be exaggerated in 
studies of Greek tragedy, as if Aristophanes' caricature of the poet as nllzto.s (e.g. Tliesm. 

450-2) were taken seriously as a guide to his plays' contemporary reception rather 
than as a comic d;.slorlion of Eur.'s highly /raditional gods. 276 For not only is Eur. no dif

ferent from Aeschylus and Sophocles in his awareness of the enormous gap separating 

the et.hical and existential planes of gods and mortals, but his plays foreground this 
trag,c gap between na·ive human hopes and divine reality even more overt.Jy than his 
predecessors. This, however, docs not make his plays an atheistic challenge 10 con

temporary religious beliefs - on the contrary, it is the very starkness and (in generic 

terms) ~·picalit,1 of Eur.'s gods which makes Aristophanes' charge so comically inap
propriate.211 Moreover, although Eur.'s characters spell out with particular direcincss 

the (for mortals) disturbing ramifications of a world dominated by anthropomorphic 

gods (e.g. Hipp. 1'20, Her. 1341-6 1 Bncch. 1348)/711 they do so in a traditional manner, as 
the plays (like those of Aesch. and Soph.) highlight the gods' self-interest and clashing 

wil\s, while also showing how such factors operate within the overarching system of 
Zeus's authority. ~,c:i 

Thus the experience of I-It/en's new heroine reAects the same patterns of di,·ine 
motivation and divine/human interaction as the Homeric version of her story Here 
too the gods' primary concern is their own Tll.Jfl:·,Bo hence Hera 's anger at the Judge

ment of Paris and her intervention to spite Aphrodite by creating H. ·s ei6wAov for 

27
!i Recent attempts 10 argue for Eur.'s in\'ention of actual cuh details arc i111plausiblt', sinct', 

as Parle.er (2005) 142 n. 28 obscr\'CS, 1his \,·ould seem 10 undermine the aition's function of 1yin.~ 
the past to a known present'. ~foreover, the dramatist need no1 describe thf' f"xact form of ritual 
or cuh known to lhc flflh-ccmury audience, since he can allow for their subst'quf'nl dt•vcloprm·n1: 
cf. Parker (2005) t,H 'Mythological time is ... a time when the relations of go<ls and men had 
not yc1 been f lXed in their flnal, historical mould.' 

216 
A5 Parker (2005) 137 puts it, 'Doubtless a Euripides who was as openly a1hci~1ical as 

Aristophanes pretended him lo be would not have been tolerated in such a context li.c. in a polis 
religious festival], but perhaps not in any other public gathering either.' 

2 n For the imporuncc of generic conventions and (hence) audience expcc1a1ions, sec R. 
Parle.er (1997) on the striking contrast between the protecting. beneficent gods of ci\'ic theology 
(especially prominem in oratory) and the turhulcn1 all-too-human gods of tragedy. 

~1
1:1 As a counterpoint to divine cruelty, one might compare how Thucydides shows the basic 

premise of anthropomorphism (the similarity of gods and humans) being ruthlessly exploited by 
lhc Athenians in the debate concerning the fate of :\lclos in 416: 'Our opinion of 1hc J,tods and 
our clear knowledge of men lead us 10 bcliC\·e that it is a univ-crsal and necessarv law of nature 
to rule whatever one can' (5.105.2). · 

1
i9 The model of a fractious divine society ruled by Zeus, who functions as the focal point of 

cosmic order and justice, is Lale.en O\,"er fmm epic: cf. Allan (2006). 
280 

Aphmditc"s self-justifying remark ivEcn, yap or, kCI\I 8Ewv ytvu ,-66E· I ,-,1,1w1,1EV01 
xaipouo,v ~pwm,.)v vno (Hipp. 7-8) could have been spoken (and its consequences pursued) 
by any god. 

I 
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Paris to take to Troy (31-6; cf. 675-83). The disputl' between the two goddesses con
tinues, but now over H 's return to Sparta, as Theonoe describes (878-86). No less 
traditionaJ than the motif of di,inc rivalry is the fact that the goddesses' machinations 
do not conflict with Zeus's plan for the Trojan War, as H. herself makes clear: Ta 6'av 
tu6s I f3ouAEuµCXT' a"'A"A.a -roiaEiE <J\J1,J~aivE1 Krn<cis (36-7). In other words, the Ei6c..:iAov 
is created by Hera for personal ends, but it is also necessary from a cosmic perspective 
insofar as H. must go to Troy (or a1 least must seem to go there) in order 10 ensure that 
the Trojan \Var, a central clement of the ~,as ~ouAti, takes place. H. outlines Zeus's 
aims for the Trojan \\Tar: ws OXAOV f3po-r~v I TTAti8ous TE KOUcf>IOEIE l,JflTEpa xeova I 
yvwT6v -YE 8Ei11 -rev KpcrT1CTTov "EAAa6os (39-41 ). Zeus's desire to relieve the goddess 
Eanh of her oppressive mortal population by bringing about the Trojan \.Var was 
used in the cyclic epic C)'(Jria to account for the destmction of the race of heroes (fr. 
1 Bernabe/Davies), and Eur. also follows this version at£/. 1282-3 and O,. 1639-42. 
Indeed, in Elerlrn i1 is Zeus himself who is said to have sent H. 's ei6c..:iAov to Troy. In 
H,lm. although the Ei6wAov has been created and sent by Hera, H. continues to play 
her traditional role as an instrument of Zeus's plan to end the heroic agc.J81 

In H. 's opcnin~ speech Eur. brings together two oft he major instruments of Zeus's 
plan. H. and Achilles (cf. 41 yvc..:i-r6v -YE 0Ei11 -rev KpaT1CTTov 'EAAa6os).•ia, The war 
is fought. and Achilles dies, for tJ1e sake of H.'s Ei6c..:iAcv, and some critics sec this as 
a panicularly pessimistic or iconoclastic view of the Trojan War (or even of war in 
general). 8111 quite apan from the play's traditional (epic) emphasis on the suffering of 
the Trojan War, as well as the inappropriateness of seeing Htlt11 as an anti-war protest 
(for these important factors, sec p. 6 above), the play is profoundly traditional in its 
(epic) view of suncring heroes who arc rewarded by cult and worship (we shall return 
to Lhis below). Equally traditional is the play's insistence that although the Trojan War 
is the will of Zeus (and so must happen), Lhc limitedness of mortal knowledge means 
that the human charncters, even the prophetess Theonoc (cf. 887-91, 1002-4nn.), 
cannot sec the wider divine plan. ia3 

·ill, Cf. <;1•pria fr. 1.Ci-7 oT 6'fvl T poirp I fipwES K"TEl110VT0, ll.10~ 6'hEAElno j3ouA~: aim Hcs. WD 
1_16-65, where 1hr heroe~ arc killed in the wars at Thebes and Troy (165 'E>.i11n~ EIIEK' fiuK6uo10). 
Likl" thr c_,-pria. where H. is 1he daughter or Zeus ,md Nemesis (fr g Bernabe= fr. 7 Davies), the 
1-lcsiodic <:a1a/o~.,, of Momrn emphasizes H. 's role in the destruction or 1he race or heroes, placing 
Zeu~·s decision immediately aCter 1-1. 's wedding and citing Zeus's desire to end unions between 
gods and mortals (fr. 204.95-105 M-\-\ 1). 111 short, these poems oITer different angles on the same 
even! (how the heroic agl" ended), hut all involve 1-1. 

28
:.r The c_·,·pria had pn.·sentcd Zeus's plans for 1hc Trojan War in rcrms or1hc two unions (fhe1is 

and Peleus, Zeus and Nemesis) which led 10 the birth or Achilles and H. (fr. 1 Bernabe/ Davies): 

sec r-12. 
2 

3 For the gulrbetween divine and human k.nowlcdge, sec esp. 1137-5on. Human ignorance 
and powerlessness arc forther underlinl"d when morial charac1en arc able lo sec only "TUXf1 
('chance') at work in events around 1hcm (e.g. ,1,12, 11,~3, 1636). Such TUXfl rcprcsenlS 'the 
prevailing uncenaint>· or human experience' (Cropp (2000) 37), in contrast to rhc greater power 
and knowledge or the gods. The mortals' inahili1y 10 recognize the ~ods' plans also hi~hligh1s 
their own ingenuity in turning TV)(T'l (in the more constructive sense or 'luck') to their advamage 

(cf. 1369, 1374, 1409, 1424, 1445). 
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As in epic, H. is not only an agent of destruction within the plan of Zeus, but also 

a human figure trying to make sense of her mistakes or - as here, in the case of Eur. 's 

innocml H. - her liability. Thus H. bemoans the fact that, although innocent (cf. 615, 

where even the Ei6wAov itself calls her ou6ev ahia), she has a bad reputation (esp. 

270--2, 281), and recognizes that she is considered responsible, and hence is universally 

blamed (as the Tcucer scene makes particularly clear), for causing the war in the first 

place - after all, the Trojan \·\iar did take place and it was fought for her. So while 

Eur. removes the ambiguity associated with the traditional adulterous H. by splitting 

her into two people (one real and innocent, the other unreal and guilty), H. remains -

in the eyes of others - a dangerous and destructive figure. (Thus even where Eur. 

appears to be most anti-Homeric, he is exploiting typically Homeric ideas.) Finally, 

that H. should be blamed for something she did ,wt do is an integral part of her 

desperate predicament in Eur.'s unorthodox version of the myth (e.g. 53-5, JOg-10, 

362----:3, 660-8, 1506-11). 
The heroes' proximity to the gods is a dangerous condition, as illustrated through

out Greek myth and by tragedy in particular. Yet the unique status of ,he n1,.1i8Eo1 also 

made them ideal for exploring central questions of Greek religion. since 'the problem 

of divine friendship could therefore be dramatized, with an immediacy and lucidity 

unknown in real life, by depicting 1he sufferings of sons and lovers of the gods, mortals 

bound to them by the closest of all ties of philin'.'Je,. Moreover, the problem of di\'inc 

philia is particularly acute in the case of figures such as H. and Heracles, the children 

of Zeus himself. Thus Eur.'s J-lnadts and l-lelni present mortaJ characters complaining 

bitterly of Zeus's apparent neglect of his son or daughter (cf esp. /In. 339-47. lit/. 
1144-Bn.). Yet in both cases Zeus has a plan for his own children, c\'cn if monals 

cannot sec it, and even if it docs nm exclude other gods and goddesses ha\'ing their 

own contrary wills and plans too. 

Both H. and Heracles receive the consolation of hero-cult and apotheosis, and 

while such honours do not annul the fact of their sufferings (a point we shall return 

to), they arc essential to an ancient audience's understanding of the heroes' lives and 

to their value as embodiments, howe\'cr extreme or exceptional, of the monal lot. 

The idea of consolation is a common one in heroic myth. The end of Pindar's OJ. 7, 

for example, gives us one type (funeral games and heroic honours for Tlapolcmos, the 

founder of Rhodes), while tragedy abounds with consolations for the suffering heroes. 

In Euripides' Orau.s, for example, M. and Orestes accept the pronouncements of 

Apollo and put their quarrel to bed, quite literally, in a way that strikes the modern 

critic as strange: Orestes removes his sword from Hcrmione 's neck and agrees to 

marry her, if l\•l. is willing to give her (Or. 1671-2). This is sudden, but no more 

sudden than Philoctctcs' change of hean (Phil. 1445-68) or the simple ecstatic speech 

of Orestes prior to his departure in Eumn1ideJ (Eum. 754-77). In all these cases (and 

many others, especially in characters' reactions to dti tx machina), there arc modern 

crit..ics who talk about the unconvincing or ironic quality of the character's volte-face, 

~a. Parker (200j) 143. 
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but both the typicality of the pattern ,md the reality of consolation (whether Orestes' 

release from the pollution of murder or Philoctetes' cure and victory at Troy) argue 

otherwise. 

H. and Hcraclcs achieve the ultimate consolation: apothcosis. 2115 Thus in Sopho

cles' Trnd1i11iat the audience know the familiar myth of the hero's ascent to divinity; 

bm that Hcraclcs himself dies without knowledge of his apotheosis makes his suOcr

ing greater and the rc\\'ard the more impressive. In Helen Zeus's care is emphatically 

slated al the outset (45-6 ou yap tiµEAflC'E µou I ZEuc;) and H. 's brothers, the Dioscuri, 

finally reveal that H. 's escape from Egypt and evcmual apotheosis arc the will of Zeus 

(1669 Zeus yap w6e l3ouAETat). Of course, as noted above, the fact that mortal com

plaints about divine neglect arc finally answered docs not mean the audience forget 

about the characters' suffering and focus exclusively on the consolations and benefits. 

After all, sufiering is a typical feature of human life (a basic Greek idea enshrined in 

Achilles' image of the two jars of Zeus, one containing evils, the other blessings: //. 

24.527-33); and indeed the consolations gained by the heroes only make sense when 

the audience fully understand the suflcrings which preceded them. Moreover, for 

the heroic characters on stage, whose achievements arc cxtraordinaf)~ extraordinary 

su0cring is also the norm. Thus a Greek audience will put H.'s su0crings in a wider 

c·ontext .tnd sec her as, in the end, one of the lucky ones whose suffering is balanced 

by good fortune, namely the restoration of her good name and the promise of heroic 

and divine honours. ~06 

In other words, we should not view Eur.'s characters' complaints about the gods as 
in any way a challenge to religious norms or beliefs, since they function in context pri

marily as another manifestation of human limitations, especially the limits of human 

knowlcd~c. and oft he inevitable fact of human suflcring. Thus the problem of human 

knowled~e is strongly 1hema1ized in 1-ltlr.n by its connection to the motif of appearance 

versus reali1y and the deceptiveness of 66KTJOIS, but this echoes in fifth-century terms 

the kind of complaints Agamemnon, for example, makes throughout the 1/iad about 

the imcrutability of Zeus's will. ~117 This is not to deny that such divine inscrutabil

ity i.r disturbing from a human perspective (c[, for example, Orestes' biucr remark: 

6ou)..euoµev eeois, OTI no,' elcrlv ol 8eoi, Or. 418)1 but it is also an utterly essential and 

traditional part of the Greek view of the gods, so that 10 view Eur. 's clrnractcrs as in 

any way iconoclastic in this respect would be wrong. 

As we emphasized at the beginning of this section, Eur. and his plays arc the 

very opposite of a/luos. In fact his work is 'most tragic' in this respect too (cf. Ar. 

~8.> H. 's peculiarly strong bond of 1,.f1ilia with the gods and her apotheosis Mc bmh sugges1ed 
by Paul Valc11•: 'And high on the hero prows the Gods 1 sec, I Their antique smiles insulted by 
1hc spray, I Reaching their carved, inclulgc111 arms to me' (from 'I-Jelen', trans. Richard Wilbur, 
in 1hc lancr's Tlii11gs efT/io· l+orld, 195G). 

~86 So 100 with Tcucer, for example, whose future as the founder of Salamis is mentioned 
(146-50). 

~87 Cf. /-Irr. 1341-G, where Hcraclcs' insisrencc that 'a god lacks nothing, if he is truly a god' 
(1345) represents a contemporary version of a 1radi1ional complaint about the immorality of the 
gods. 
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Porl. 1453a29-30 for Eur. as TpaytKWT<rroc; ... Twv lTOlflTWV in his arousal of piry 

and fear), since it foregrounds, in the starkest manner, the enormous gulf between 

the ethical and existential planes of gods and mortals. The purpose of his plays is 
not to challenge religious beliefs, despite the popula,;ty of subversive readings of the 

plays, since the gods arc traditionally portrayed in tragic myth as primarily interested 

in themselves (cf. n. 280 above); and insofar as tragedy presents figures who have 

a piously optimistic view of the gods, they arc invariably shown to be na·ivc (e.g. 

/0,1 339-42, 436---40). H. thus emerges, within the polytheistic framework of Greek 

religion, as a typically human (and tragic) victim of divine power and rivalry, but her 

suffering at the hands of indi";dual gods, pulling in dillcrent directions, is offset by the 

enormous consolation of divine and heroic cult. 1-l. 's apotheosis underlines that she 

is an exceptional figure (even by heroic standards), but her experience nevertheless 

communicates some basic ideas which arc central to Greek myth and religion: namely, 

that sufTcring is the ordinary quality of human life; that the gods pursue their m,1, 

interests above all, a situation which is potentially harmful to mortals, but inevirnble; 

and nna1ly, that although the Ll1oc; J3ouh~ is inscrutable to mortals. the order imposed 
by it is supreme. 188 

7. GENRE 

As one of Eur.'s so-called 'romantic tragedies' or 'tragicomedies' (for these terms, and 

their misleading effect, sec below), J-Jelm is a cenu·al text in mod<.·rn debates about 

tragedy as a genre and its development. However, unlike many modern treatments of 

the play, which rely on narrow definitions of tragedy and the tragic, we shall stress not 

only the dynamism and variety of tragedy throughout the fifth century and beyond, 

but also the need to sec these generic changes within a wider cultural context. Hut 

first it is imponant to consider the distorting innuence of the critical and biographical 

tradition itself. Its tendentious view of Euripidean tragedy, in which (some of) Eur. 's 

plays arc said to fall short of being 'real' tragedies or the 'hrst kind" of tragedy, has 

been shaped by two factors above all: firstly, and contemporaneously, by Aristophanes' 

comic parody and critique of Eur.; secondly, by the obsession of some later scholars 

with alleged 'rules' for the composition of tragedy, a prescriptive poetics whose roots 
lie in Aristotle's systematizing of the genre, but which was exaggerated and hardened 
by later critics. 

h would be difficult to overstate the decisive influence exerted by Aristophanes' 

comic vision of the rragedian and his art on the subsequent interpretation not only 
of Eur.'s plays but also those of Aeschylus and Sophocles.:18!1 Eur. is ponraycd as a 

modern, rationalistic renegade who debases tragedy, yet one cannot treat this figure 

as a reflection of Aristophanes' or his Athenian audience's actual view of Euripidean 

11111 This conception or the gods may be austere, but it is not without benefits ror those 
individuals and communities who worship their gods properly. 

211
!1 On Aristophanes· critique orEur. and its in0uence, sec Snell (1953) 113--:35, Kovacs (1994a) 

22-3:i. 
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tragedy, since - quite apart from the na·1velc of supposing lhal Aristophanes, a comic 

poet, was constrained by real-life opinions - the Aristophanic Eur. is generated by 

a comic (i.e. famastic) polari?.ation of Aeschylus and Eur. So, for example, the Aristo

phanic Aesch. is made lo say that he never put bad women on the stage (but what 

about the adulterous killer Clytemncstra?) and that he always eschewed t..hc homely 

and everyday (cf. Cilissa's discussion of toilet-training at Cho. 752-60). Yet even where 

t..hc alleged differences between the dramatists have some basis in fact, they present -

for comic eflect - grotesquely simplified views of the authors' styles that have lit

tJe to do with serious literary analysis. Thus Aristophanes' frequent use of nostalgia 

and generational conllict as sources of humour makes Eur. an ideal comic target, 

since his tragedies place contemporary ideas, phrases, and institutions on stage in a 

more o,·ert manner than either Aeschylus or Sophoclcs.~ 90 The picture of generic 

decline that results from the opposition of old/traditional/wholesome Aeschylus and 

new/modern/degrading Eur. is, however, a comic illusion, which deliberately elides 

the traditional features shared by both tragedians. In his Women al the Tllf!.smoj,horia 
Aristophanes suggests that Helen is not alone among Eur. 's works in being a f unda

mcntally formulaic escape-play,·igi but he also singles it out as particularly unconven

tional, since the announcement by Euripides' Kinsman that he wiU imitate 'the new 

Helen' (950 TflV 1<01vnv 'E;\tv11v 1.JIIJ.TJ001.J01) refers not only to I-le/en's recent produc

t.ion the year before, but also to the striking novelty of the mytJ1, a 'newness' that 

cannot be separated from Aristophanes' gcncraJ presentation of Euripidcan tragedy 

as new-fangled, decadent, and subversive of tragic tradition. 192 

Along with Aristophanes' comic critique, Ule other major influence on c1;tical 

approaches to the development of Greek tragedy is Aristotle, or rather his post- and 

neo-classical epigoncs, who took the more prescriptive statements from his Poetics and 

hardened them into 'rules', which (not surprisingly) faulted any work that did not 

fit the mould of Oedipus 1j,ram111s (Aristot..le's ideal t.ragedy):-19:J Later critics also took 

1 '.J'l Aristnphanc·s criticizes Eur. 's foregrounding of con1cmporary features by presenting him 
as rnll.ipsing (to j;1rring and ludicrous effect) the gap between the heroic world of lrabric myth 
and 1h~ everyday world of the aucliencc (hence the notion of Eur.'s 'realism', which has played 
a promine111 role in modern criticism), but this comic distortion conveniently ovcrloo~ 1hc fact 
1ha1 Eur. 's plays show the same pallcrn or heroic inversion as Aeschylus' and Sophocles': sec 
p. 7. 

1
"

1 Ar. Tlrnm. parodies no fewer tlrnn four of Eur. 's tragedies (Trltphm or ,i38, Palnmrdr.s of .. p5, 
and /-Id and .·lndromr,ia of 412), bu1 the lle!t11-scene (Tlu.sm. 855-919) is the only example where we 
have the Euripidean original in full, making it a parLicularly valuable example of Arislophancs' 
paratragic technique: er. Rau (1967) 53-65, Austin and Olson (2004) lx-lxii, 278-92; for possible 
allusions 10 /Tin 1hc final scene of Tlimn., sec Cropp (2000) 62. Combining elements and verses 
from H.'s prolo,1,ruc, i\l's cncounlcr with 1.hc Old Woman, and the rccog11i1ion of husband and 
wife, Aristophanes adapt.s the ideas of imprisonment and escape to his own dramatic context, 
simplifying Eur. 's version so that it becomes 'the talc of a helpless woman who is carried off 10 
safety (and bed) by a heroic male rescuer' (Austin and Olson (200.~) Lxi). 

2 'li By rnnrras1, 1<a1v6c; is used as a term or praise in the paraba.sis of C/011dr (547-8) 1 where it 
is significant that Aristophanes is not mocking Eur. 's inventiveness, but cclebra1ing his own. 

2 93 According to Rosenmeycr (1985) Bo, Aristotle 'was breaking the ground for a theory of 
genre, but he ncvcn.hclcss remains primarily a tabulator of distinctions'. for the subsequent 
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further Aristotle's organic view of tragedy (c( esp. Pott. 1449a14-15, where it is said 
that 'tragedy underwent many changes, but stopped evolving, since it had achieved 

its own naturc')'19~ and developed various csscntiaJist theories of 'the tragic'. 29S How

ever, such narrow and prescriptive approaches elide the extent to which Athenian 

tragedy itself transforms and incorporates earlier genres (including various types of 
choraJ and narrative poetry, and the invention of iambic dialogue). Morco\'cr, they 
betray the extent to which critics of tragedy in particular arc obsessed with 'rules, 

and appalled when they arc 'broken' - yet literary conventions arc there to be played 
with (scholars never complain when such things arc done in comedy), and it is sig

nificant that the ancient scholia do not detect (and so arc not appalled by) Eur. 's 

'breaking the rules', which in turn suggests that they had a less strait-jacketed concep
tion of the genre, and were more alive to its dynamism and variety, than many later 
critics. 1 g6 

In recent decades the study of 1-ltlm and other (predominantly late) plays of Eur. 
(Alt., El., IT, Ion, Htl., Pliom., Or., LA) has been dis1orted by categories surh as 'tragicom

edy', 'melodrama', and 'romantic tra~edy', all of which arc based on the assumption 
of a (superior) category of 'pure' tragedy from which these plays arc excluded. ' 9; Yet 

such categories arc both anachronistic and potentially misleadin~. since they take the 
undeniable influence of Euripidcan tragedy on later Greek comedy and the Greek 

novel (or 'romance') and p,ojul ii bnck onto Eur. 's plays themscl\'cs. thereby dc.-tecting 
the intrusion of 'comic' or 'romantic' elements into tra~edy.·,91! Howc\'cr, the fact that 

some u-agcdics present story-patterns (of recognition, reunion. intrigue, and rscapc) 
or exotic local.ions that were to feature in later literature docs not mean they wrrc 
perceived as 'comic' or 'romantic' by a fifth-century audience. After all. what an 

audience perceived as a comic clement would be guided by the plays of their time 
(i.e. Attic Old Comedy), whose distinctive features of (for example) bawdy humour 
and political satire had lilllc to do with tragedy.1 1J9 Thus 10 describe Eur. ·s taJes of 

last-minute recognition, intrigue, and escape as 'comic' is 10 be mislrd by hindsight 
into reading tragedy's innucnce in reverse. Even more importantly, such an approach 

innucncc or the Portin (in \'arious 'rull"°-bound forms), sec r.g. Kelly (2005) 1-5. 111--24 on the 
Middle t\gcs, Burian (1997b) 240-7 on nco-classical theatre and criticism. 

791 Fishclo\' (1993) 19-153 discusses the prevalence or mctaphof'.I (biological, familial, social, 
etc.) in the description orti1rrary genres. 

,,ri For 'the tragic' as a modern cm1struct, and not pan or the ancient concept of the genre, 
sec 11•,lost (2000). 

l!)fi for the major inter<~~lS of the tragic scholia, sec Mcijering (1987), esp. 49-52 (vividness 
and detail), 87-90 (hi.~lory and fiction), 186-200 (structure, reality of the story, charactcrizat.ion), 
209-11 (sulfcrmg and r.hc emotions provoked by it). 

1
97 for a hricr anthology or such views, rocuscd on English-langua~e scholarship, see Wright 

(2ooi) 7-9. 
29 For New Comedy's debt to traRedy, especially Eur., er. Hunter (1985) 114-36. On Eur. 

and the Greek no\'el, and especially the la11cr's frequent setting in Egypl, sec Rul11crford (2005) 
135-7; for the novel and lltltn specifically, I have been unable to sec Pauichis (1963). 

'l'J9 lt is significant that while Aristophanes lampoons Eur. for bluning the distance between 
the heroic world and the audience's present, he docs not attack him for 'stealing' from comedy. 

I 
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overlooks the use of similar story-patterns and locations in earlier Greek literature, 

especially the Od_yssey, which, as we have seen (p. 27)1 exercised a major influence on 

Eur.'s Helen.300 

Indeed, it was only by neglecting the prevalence of these so-called 'comic' or 

'romantic' motifs in earlier myth and poetry (including earlier tragedy) that critics 

were able to categorize /-le/en and other plays as examples of the new sub-genres of 

tragicomedy and romantic tragedy. The distortion caused by such a narrow view 
of the poetic tradition is clearest in the way those plays with a 'happy ending' (i.e. 

a positive outcome for the major figures) have often been treated as insufficiently 

tragjc or even anti-tragic.3° 1 Yet the need for such categories disappears when it is 

recognized that, for an ancient audience, the issue is not whether a play has an 'upward' 

or 'downward' plot, but whether its major figures suflcr. For despite the positive 

endings of. for example, Aeschylus' Eumcnide.s, Sophocles' Pltiloclele.r, and Eur.'s JT, the 

central characters suffer greatly (which is linked, as we saw (p. 65), to the exceptional 

consolation they eventually receivc).3° 1 Thus, while it is important that we do not 

deny H1'1en's lighter elements (cf. 4-35-8211.)1 it remains typically tragic insofar as the 

audience sec its protagonists suflcr, even if they do escape. 303 

The 1radi1io11al focus on 'tr:-igicomedy' or 'romantic tragedy' as a distinctive aspect 

of E11rij,idm11 theatre also obscures the presence of similar plots in Acschylus 304 and 

Sophocles, not to mention other tragedians. AristotJc, after all, knew of many tragedies 

with positive endings, even if he consid~rcd them to be 'second-best' and- a revealing 

comment - pandering to popular taste (Poel. 1453a30-g). The fragments of Sophocles' 

second 7joro, for example, show him capable of composing a quintessentially 'romantic' 

plot, with exposed baby twins (Pclias and Nclcus), the last-minute rescue of Tyro by 

her long-lost sons, and a climactic recognition of the twins' identity (via their former 

cradle: cf Ion 1337-t,~38). 305 The accidents of survivaJ, however, mean that we arc 

less able not only to appreciate the popularity of such plays, but also to sec the variety 

of l he genre as a whole. This is a crucial point, since the study of Greek tragedy has 

300 Hence there is no need to 'explain' the presence of 'comic' or 'romantic' elements in lit/. 
and /Tby l;1belling them, as Sulton (1972) docs, 'pro-satyric'. 

:1111 Sec Mastronarde (1999-2000), esp. 36-7. For /Jelen as 'comedic' in its happy ending, cf. 
e.g. Pucci (1997). 

:1°2 Thus despite Aristollc's influcntiaJ preference for tragedies that end disastromly for the 
protagonists, he 100 recognizes the effectiveness of those with a happy ending, and he praises 
the IT in particular for the pity and fear it evokes with its plot of narrowly avcncd disaster, as 
Iphigenia comes close to killing her brother (Porl. 1454;u-9). 

'.1°3 In short, while lighter elements do feature, there is always a 'dark' aspect to the tragic 
genre insofar as the audience expect 10 sec people in a dcspcr.uc si1uaLion and/or deaJing with 
their situa1ion in a disastrous way. 

3°·1 The upward trajectory of 1hc Orest~ia is also a femure of Acsch. 's Danaid 1rilogy, so for as 
the m;1in characters, the Danaids, arc concerned. 

3°5 for 1hc 7j,a-plays as underlining 1hc variety of Sophoclean tragedy, cf. Kiso (1986) 162-41 

Moodie (2003). A good example of Sophoclean cxpcrimcn1alism, which is obscured (once ag.,in) 
by Aristophanes' mockery of Eur.'s (monody) technique, is Sophocles' greater willingness 10 give 
solo son~ to his male heroes (cf. lla11ezza10 (2005) 156). 
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often suflrrcd from a version of this faUacv. 300 For our fifth-crnturv texts arc not evenly . . 
distributed (dating mainly from the last third of the fifth century), and if we had a 

wider range of texts, and more from Aeschylus and Sophocles, we might sec both the 

rcmtinu;tirs and the varie.l)• of the genre much more clearly, That our view of the genre is 

skewed by the survhing selection is obvious, yet a number of factors have combined 

to obscure the paucity of the selection, 30i reinforcing the notion of a standard or ideal 

tragedy from which certain (mainly Euripidean) plays depari. 3011 

Nevertheless, it is possible, despite the small proportion of smviving tragedies, to 

trace a number of developments in the genre. For as much as one must insist on the 

basic continuities that exist (e.g., in the handling of myth, the chorus, and theatrical 

space),3~ tragedy is no more immune to change than any other an form,3 10 since it 

too must respond to changes in audience taste and to developments in the wider cul

turaJ context.3 11 First.ly, it should be stressed that no dramatist has a single monolithic 

style: the diflercnces between Aeschylus' Persae and Agamemnon, or between Seplrm and 

Eummidrs (to take final plays in their trilogies), arc striking, not least in the greater 

sophistication shown in interaction between characters. Secondly. the formal changes 

c,~dent in the extant tragedies (presuming them to be a representative sample of the 

300 The fallacy, that is, of generalizing too has1ily from the tiny proportion of play~ th;u 
sun.i,·e: we havr fewer than·\ percent of 1he 1r.1gedirs pmduced ;ii 1he Dinnysia in the cnurse 
of the fifth cemui,·; only a few fragments from the many dozens of finh-cl'ntury tra~«·dians who 
compe1cd alongside Aeschylus, Sophocles, and Eur. (cf. TrGF I for the 'Tragici ~li11nres'): and a 
small fraction of the big three's work (six from Acsch.'s 70 lo go plays, se,·en from Snph.'s 1:23. 
and 18 from around 88 by Eur.). Thus c,·en if we had the complete ,, ark.~ of the- three mnsl 
famous lragic poets, we would still h:l\'e li11k more than a quaner of the plays proclucetl at the 
City Dionysia in the fifth century 

307 Thummcr (1986) 257 points to 1he crucial innuenrc of Aristotle·s prefcrl'nce for unhappy 
ending,;, as well as Srncca's lragrdics of passiom ending in disaster, and 1he moraJizin~ tradition 
of error and punishmcnl 1hat underlies the selection of many tragir fra~1cnt~. 

308 lndcrd, the very su1Y1\'al of 1hc plays is likely 10 ha\'e hrcn i11flue11rcd by these factors. 
as well as by ,-:arious pedagogical aims, during the many centuries in which the tra.l{ic canon 
was formed Cau1ion is required, since the selection process for all three 1ra~cdians is clmctl to 
us, hu1 it is possible, for example, that the sclec1ion of tJ,c seven extant plays of Sophocles was 
influenced by his reputation as 'the tragic Homer' (cf. 7rGF1v T 115-16). his also possible 1hat 
the exclusion of the 'romantic tragedies' IT, Jon, and llrlm from the 'select' play,; of Eur. has 
something to do \\ilh Aristotle's seminal preference for unhappy endin~ 

l<J!l It is slriking that ,\ristotJe docs not dc1ec1 any formal break between the tJuce major 
1..igedians . 

1 '° As Fowler (1982) 23 argues, genres arc not fixed, hu1 aJwayschanging because 'e\'ery literary 
work changes the genre ii relates to.' Cf. also Heath (2002) 115 'the possibilities accessible ,\ithin 
tJ1c con\'enLions ... of a genre have in common with language in general a basic incompleteness 
and opcn-cndcdncss.' 

3" The impon.ancc of viewing tragedy in terms of d,angt rather than dtdin, will lx discussed 
more fully below. The reality of anistic change can be seen in the fact 1ha1 cenain features of 
Aeschylean tragedy (cspcciaJly its language) appeared rather archaic by the lauer part of the fifth 
century (cf. Clouth 1364-J, Frogs 818-25, 836-----g, 1056-8), but this is no more a proof of 'decline' 
tl1an the idea - also seen in Frogs, and the first sign of an emerging canon - that Aeschylus, 
Sophocles, and Eur. were exceptionally good. Dionysus dismisses other contemporary poets as 
merely 'pissing against Tragedy' (Frogs 95). 
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genre) - for example, longer scenes with more incident and more speaking roles, or 

greater use of monody and 'mimetic' metres - arc linked not only to changes in the 

audience's tastes, but also co wider culLural developments, including the increased 

professionalism of musicians and actors. Moreover, both sides (audiences and artists) 

comribme and thereby reinforce each other's role in che process of change, so that 

at times the artists deliberately stretch conventions and at other times react to the 

acceptance (and enjoyment) of a new trend by the audience. Finally, the increasing 

professionalization of the theatre was matched as a catalyst of originality and innova

tion by the competitive nature of the dramatic festivals themselves, which encouraged 

poets to experiment in the hope of impressing the audience. As the Chorus of Aristo

phanes' Assemh(>•wome,1 put it, 'they [the Athenians] hate watching the same old stuff 

again and again' (µtaoum yap fiv TO: lTOAata I noAAcow; 0ewvTat, 580). 

Thus a variety of factors came together to create tl1e dynamism of fifth-century 

Allie tragedy: the public's desire for a new angle on the traditional myths encouraged 

the trag1c poets to create plots with more twists and turns (and hence longer episodes), 

while their taste for scenes of intense sulTering led the poets to generate more emotion 

and pathos by including a greater amount of actor's song.312 In this context a play such 

as Eur. 's Orestes, with its baroque aria sung by a Plnygian eunuch and its stunning final 

tableau (embracing stage, 1ki11~roof, and crane), should not be seen as a symptom of 

fin-de-sicclc decadence, but as a sign of the audience's enjoyment of such theatrical 

techniques - and as a sign of things to come, given Eur. 's ovenvhclming popularity 

in the fourth century and beyond. Tragedy developed rapidly in the seventy years 

or so between our earliest and latest plays (leaving aside the probably fourth-century 

R/1~.ms), and one of the most striking dilferences is the preponderance of grand choral 

songs in Aeschylus compared with the prominence of more intensely personal and 

emotional solo songs in the later period.~ 13 And just as we can sec a greater self

consciousness about rhetoric (whether cpideictic or practicaJ) in late fifth-century 

Athenian society, not just in tragedy, so the tendency in tragedy towards more intense 

emotionalism should be seen as part of a larger movement in public verbal and musical 

performance, including in particular developments in dithyramb and the New Music 
(sec p. ,~ 1 above).J'·I 

312 A similar dynamism is also visible in changes in Greek theatre design throughout antiquity, 
as more elaborate sta~c machinery is developed to produce yet more spectacular cnccts: cf. Csapo 
and Slater (1995) 79- BU. 

313 The trend is relative, of course, since earlier tragedy contains powe,-ful solo ~ongs (e.g. 
Cassandra 's prophetic outbursts in Ag.), while Eur. Bncd1. deploys choral lyric almost exclusively. 

l•-1 An analogous (bu1 not necessarily causally related) movement can perhaps be seen in public 
arl more generally, if we consider the greater emphasi~ on individual emotion and flamboyance 
in late fifth-century sculp1Urc, as the so-called 'wet' look, wirh its derails or 'realistic' (though 
in fact idcali1.ed, and usually female) body contours beneath the drapery, succeeds the 'severe 
style': c( Robert.son (•~)75) J.287-8, 350-1 and Whitley (:2001) 27,i-5 on the Nike of Paionim al 
Olympia and the temple of Athena Nike in Athens (bo1h c. 420). his illustrative of1hc distorting 
effect of tragedy's supposed 'nilcs' 1ha1 scholars of fifth-century sculpture and vase-painting, for 
example, arc not misled by notions of 'decline'. 
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The sun~,ing tragedies reveal a genre of enormous vitality and diversity. Yet the 

critical tradition has distorted tragedy's development, not only by presenting Eur. as 

the arch-experimenter (thus overlooking the innovativeness of other tragedians), 31.!i 

but also by framing tragedy's story - and Eur.'s contribution in particular - as one 

of decline rather 1han creative change. A major reason for this is the tantalizing 

simplicity of the rise-and-fall model in which Aeschylus represents the genre's primitive 

origins, Sophocles its classical peak, and Eur. its decadent fall. Yet as one scholar has 

obser\'ed, 'Literary history needs to do better than that. '316 Moreover, the risc-and

fall model is reinforced by the standard picture of late fifth-century Athenian history 

as a period not just of crisis but of degeneration. \Ve should reject such a vision of 

culturaJ downfall, however, not only because it is inAuenced by Aristophanes' comic 

nos1algia for an idealized past, but also because it overlooks the bias of Thucydidcs 

and Plato, our major sources for this period, whose aristocratic disaffection has skewed 

their representation, and hence our view, of Athenian society and cuhure.J'i For just as 

Aristophanes links the decline of tragedy 10 the decline of the polis in an aU-too-simple 

comic manner (cf. FrogJ 1417-1533), so Plato seeks an explanation of Athenian political 

(i.e. democratic) degeneration in the popular arts of the period, including tragedy and 

the New Music. 318 Yet in tru1h neither Athenian democracy nor tragedy was in decline 

and both nourished for much of the fourth century, so we should resis1 the decline and 

fall model of Athenian history as well as its mapping onto t.ra~cdy. Ne\'erthclcss, Plato's 

ideologically driven view of the tragedians playing 10 the gallery and indulging vulgar 

1as1es is revealing insofar as it points not only to 1he massive popularity of tra~edy, 

but also to the symbiotic relationship between poets and audience. which ensured 

that tragedy continued to change, as poets innovated and explored the genre's di\'erse 

range and potential, throughout Lhe fifth century and beyond. 

8. H EL EN TRANS FOR tvl ED 

Helen has proved to be one of the most fascinating and productive figures of clas

sical myth and literature. Her story has been revisited by innumerable anists from 

Homer 10 Hollywood, 3'9 and their visions and revisions of H. show her character 

31.!i Even if this image of Eur. has been aided by basic features oftbe critical and biographical 
u-adiuon: (i) we ha\'e more 1.han 1,vice as many of his plays; (ii) he is biographically more 'alive' 
(especially 1hrough 1\ris1ophanes); (iii) the polarization of Eur. and Acsch., pan of Aris1ophancs' 
humour of old versus new, bas been intcrpre1ed 100 literally. 

3,G Rurherford (:2005) 54. 
317 Euripides' Ort.Jlt.J in particular is often misread as a condemnation of Athenian democracy 

and society at the end of the fifth century (sec p. 6). Yer the case for Eur.'s alleged disenchantment 
,v;th Atl,enian political corruption is no more convincing than the view which sees Ornu.s it.self 
as an ins1ance of generic corruption. 

318 For an excellent discussion of prejudiced scholarly views of fourth-century drama and 
socic1y, ;md of their origins in lhc reactionary conservativism of Plato and lsocra1es in particular, 
sec Wallace (1995) 199-:20:2. 

319 Cf., for cx.,mplc, Judy Grahn's poem, 'Helen in Hollywood' (in Qumi of Wand.s, 1981), 
which compares H. 's impact 10 that of Marilyn Monroe and other female icons: 'Look! Look! 
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and moriva1ions being cons1ant.ly rcshapcd.31° Such a rich crea1ive his1ory not only 

sugges1s new ques1ions to put to our ancient sources, but also (and more directly) 

reveals the prejudices and interests of the cultures in which these later versions were 

produced. II is thus nol surprising that H.'s successive incarnations since antiquity 

tell us much abom each society's view ofwomen. 311 Indeed, the title of a recent book, 

H,len ef Tro_11: godd,.ss, pnna.ss, whore, plays on the continuing power of H. 's provocative 

ambivalence in this respect. 32"' And it is equaJly unsurprising that the vast majority 

of post-Euripidean versions have chosen 10 ueat the H. of mainstream mythography, 

no1 the new H. of our play, since H. 's virtuous persona has proved far less compelling 

to male-dominated artistic traditions than her identicy as a sexy aduheress. 3~3 Never• 

1helcss, a number of arti~ts ha,·e been drawn to her intriguingly unconventional time 

in Egyp1, and it is their versions which will be of particular interest to us. 

As was noted in §7 above, tragedy did not decline but actually nourished in the 

fourth century, even if 1hc dramatic tex1s arc now largely lost. 31 i \Ve know of two 

fourth-century 1ragedies called Helm, but cannot reconstruct their contents, since we 

hm·e only the title of Diogenes' Helen (TrGF1 88 F 1b) and two lines from Theodectas'. 

albeit spoken by H. herself (TrGF I 72 F 3): 8eiwv 6' alT· 61.1q,oiv e1<yovov p1~w1,1crrwv 

I TiS crv TTpooemeiv 6~1woe1ev hmp1v; ('Who would think it right to caU me a slave, 

who am the ofispring of divine stock on both sides?'). Yet the massive popularity of 

Euripides,'.!~!! including his so-called 'romantic tragedies', 3~G will have kept knowledge 

Slw is dincrcn1. I Medium for all our energy I as we pour it through her. I Vessel of light, I Her 
flt·~h is like fla.x, I a Ii, in~ libcr. I She is 1he symbol of our dreams and fears I and bloody \'is ions, 
all I our metaphors for li\'ing in America.' 

pi Sec esp. Frenzel (1992) 315-20 (focusing on li1cra1urc) and Reid (1993) 1.498-505 (panic
ularly dciailcd on opera and painting); cf. also Homeyer (1977), Schmiel (1980), Gumpert (2001), 
Be11ini and Brillantc (2002). 

J•Ji Suzuki (1989) 150-263 1 for example, sets Spenser and Shakespeare's 1rcatmcnts of H. 
(in Fnni, Qurn1t, Troi/Uj mid Crrsrida, and A11101ia, mid Clto/Jnlrn) within 1..hc patriarchal cultures of 
Rcnai.s..~anrc and Efo• .. 1bcthan England. Cf also Hanna (1998) 120. 

3·,i Hughes (:wo5). 
:J'3 For the sympathc1ic \'iewpoint om:rcd by H. D. 's 1-ltlm in EJ:.11,1 (1961), the first epic about 

H. wri1tcn by a female poet, sec nn. 366-7 below. H.'s sexual allure, a central aspect of her 
identity, is similarly transformed by modern writers: cf. e.g. Margaret Atwood's poem, 'Helen 
of Truy Docs Coun1cr1op Dancing' (from Moflli11g i11 1/11 /Jur11td lloUjt, 1995): ·J do give mlue. 
l Like preachers, I sell vision, I like pcrrume ads, desire I or its foe.simile. Like jokes I or war, 
it's all in the timing. I I sell men bark their worse suspicions: I that cvcry1hing's for sale, I and 
piecemeal. They gaze at me and sec I a chain-saw murder just before it happens, I when thigh, 
ass, inkblot, crevice, tit, ,and nipple I arc still connected. I Such hatred leaps in them, I my beery 
worshippers! .. .' 

]l~ With the probable exception of the R/11su.I ascribed 10 Eur., we have no comple1c example 
of fourth-century tragedy (though T,GFI li.~ts H tragedians from the period). For what remains, 
the sole submmtial study is still Xanthakis-Karamanos (1980). 

J:l!i Eur. 's dominance O\'cr Aeschylus and Sophocles in the founh century and beyond dcn\'CS 
not only from changing audience 1as1cs (e.g., for increased cmotionaJ rcsponst·s from the char
acters), but also from Eur. 's more accessible language and clearer signposting of myth (especially 
in his characters' expositor)' prologue-monologues). l·or an outs1anding smdr of Eur. 's reception 
in an1iqui1y (panicularly in Christian texts), sec Funke (1965-6). 

116 On founh-ccntury 'romantic plays', sec Xanthakis-Kar.imanos (1980) 47-58, 1hm1gh the 
discussion of Eur.'s 'uagicomcdics' and their innucncc is marred by a narrow view of the genre 
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of his new H. alive (in re-performances as well as texts), even if no trace of her survives 

in the remains of Hellenistic or later tragedyYi 

The new Egyptian H. is equally im~siblc in the ancient iconowaphic tradition_:r.:tl 

It is particularly surprising that no Attic vase should show H. in Eg)'l)t or the eido/011 

story,:P9 since Ar. Thmn. suggests that Ne/en's recognition and escape plot made a 

gi-eat impression. Moreover, as Oliver Taplin shows in his study of the iconography 

of tragedy, the other 'escape plays' IT and Andromeda arc strikingly popular in vase

paint ings, making Htlni's absence all the more puzzling. \Ve could put this down to 

the chance of random selection, but such a refuge explains nothing.:J 30 

Similarly, although there is no certain evidence of any later parody of Eur. 's /-Jelen 
itself in the manner of Ar. Thesm., comic treatments of the Helen myth continued in the 

founll century, and no fewer than three Middle Comedy poets (AJexis, Ana"Xandridcs, 

and Antiphanes) arc known to have written mythological burlesques called H,./m (c( 

Alexis fr. 70, Anaxandrides fr. 12 K-A).331 The inAuencc of Euripidcan tragedy on New 

Comedy (both Greek and Roman) is pervasive, especially in its patterns of rccowii

tion and intrigue. 33, H.'s revelation of l\1. 's 'death' {MEviAaos - oi1,.101, 1T~S 4>paaw; -
'lffivt1KE 1,.1011 1196) is recalled in Daos' words to Smikrines in :'\knandcr's A.spis 
(6:6eA4>6s-w Zru, 1TWS 4>poauJ; - CJXE66v Ti oov Te8vt1KEV, 4 20). In a passage offeignl'.d 

lamentation full of mock-tragic effects (cf. Daos' instruction to Chaircstratos: 6ei Tpcry

ci.:n6i;oa11T6eos I 6>.Aoiov u1,.1as, 329-30), Daos' specific allusion to I/rim exploits the 

(p. 47) 'Only a mild scn1imcn1ality can be aroused. The appeal is to 1hr audirnre·s curio~iry, 
expcc1a1ion, in1cllcc1, and the happy ending rcpl.tces 1hc trag,c 1e68opa1~.• 

3-i7 The numerous dram.ttic festivals of the Hdlcnistic world (So1cria in Delphi. Hernia al 
Argos, N:1i.1 at Doclona, etc.) attest to 1he tlourishing of trngcdy 1011~ .tfrer the <lemi:-;c of At hmian 
democracy in the l.ttc 32os: cf. X.1nth.1kis-K.1rnm.1nos (1993), Le Guen (1995). For thc Ar1i-.ts of 
Dionysus, who 1oured wi1h a rcpcnoirc of 'classic' as well as new play~, sec Cs.ipo and Sla1er 

(1995) 239-55. 
JlU A5 L Kahil remarks (IJMC s.v. Helene, p. 500), Eur ·s I/rim 'n'.tura pninr d'influrncr sur 

l'iconogr.tphic.' Wiscm.tn (2004) pl. 8 has recently argued th.11 a founh-cenrury E1rusc.1n cup 
offers visual C\idence of the pl.ty's re-performance in haly: 'the eagle in the scenc .tbm·e suggl'sLo; 
that their version of Leda .tml the swan is 1aken from Euripides, llrlni 17-21.' Howe\'rr, \\hilc 
the scene ccnainly shows knowledge of the eagle version (cf. 20 -in.), it need no1 be illus1r.uing 
Eur. 's play spccific.1lly, and the im.tgc iLSelf has no ob\~ous 1hca1rical fc.tturcs. There is one 
suni\'ing image of H. in Egypt (/.L\/C no. 375), hut i1 comes from a 1en1h-ccnrury ByzanLinc 
manuscript illusl.J".ttion or Nicander's T/,m'ara 309-19, which 1ells how H. crushed an African 
scrpcnr known as the ali.Joppol~. thereby explaining the species' peculiar hailing movement. 
:\forcovcr, the incident rakes pi.tee as H., here caUcd AlvEAEYfl ('Banc-Helen', in Gow .tnd 
Schofield's trnnsla1ion), is returning from Troy . 

3i 9 er. Bron (1996) 297. 
330 Taplin (2007) 149 suggests 'It may be that this counter-version of the central m)1h of 

Helen .11 Troy was too ludic and literary to .tppcal to 1he visual artis1s?' But one might equally 
expect \'isual artists to be .111rac1ed by tl1c uncon\'cntional elements: the exotic location, d1c two 
Helens (with .t dumbroundcd i\·l. between 1hcm), H. and ~-t.'s 'funeral' concgc, etc. 

331 A dcany theatricaJ a.11d comic scene of H.'s binh from 1.hc egg (16-22n.) features 
on a founh-ccntury Soutl1 Italian vase (Apulian bcU-krater, t. 380): UMC s.v. Helene, 
no. 5. 

33~ Hunter (1985) 114-36. For Menandcr's debt in panicular, sec also Zagagi (1995) 
50,. 
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similarity between the dramatic situations, as a fake death (r..•I.'s/C.:hairestratos') is 

used to outwit an unwelcome suitor (fheoc./Smikrines). 

The relatively untrodden path represented by the myth of the new H. was well 

suited to the Alexandrinn poet.s. In his ffJ'11m Jo Arlemi.s, Callimachus alludes to the 

less familiar version of H. 's birth as the daughter of Nemesis, who was worshipped at 

Rhamnus in north-enst Attica (aµqi 'EMv111 'Paµvovcri61, 3.232; cf. 16-22n.). 331 Yet 

Hellenistic literature's most extensive and exuberant deployment of H.'s story, and 

one involving both Egypt nnd H. 's phantom double, comes in Lyeophron 's Altxandra. 

The poem presents a prophecy by Cassandra of 1he ruin awaiting the Greeks as they 

return from Troy. lt.!i 1474 iambic lines arc packed (almost 10 the point of unreadability) 

with riddling my1hological nllusions, including a new account of H.'s time in Egypt, 

combinin~ elements of Hdt. 's and Eur. 's versions, in which it is Proteus (not Hera, 

as in Eur.) who substitutes 1he phantom for the real H. (Lye. Altx. 112-43), and M. 
rca.Jizes as soon a.~ Troy is sacked (rather 1han la1er in Egypt) that he has been fighting 

for an illusion (Altx. 8:20-4).3 1·1 

H. 's portrayal in enrly Roman literature, especially Republican tragedy, is scarcely 

visible to us, yec the surviving fragments nnd titles (e.g. Naevius' Eqmu Troia11us, Ennius' 

A11dromarht, /·lm,ha, lpli~fft'l;a) indicate that the myths of the Trojan \.Var and its after

math provrd as productive for Roma11 tragedians as 1.hey had for their Greek predeces

sors (both Allie and Hellenis1ic). 33"> Most Latin poets present a 1raditionaJly negative 

view of H. as the cause of the Trojan War, 33ti However, given the huge popularity of 

Greek (and especinlly Euripiclean) tragedy in Rome,1 37 it is likely that Roman poets and 

audiences were also fomilinr with Eur. 's unconventionaJ version of H .'s myth, perhaps 

even in p('rfnrmance. 13u Nonetheless, the only surviving allusion to H.'s innocence 

333 For E1,..')1ptian Phares as 'H.'s island' in Arlin 3, d. [5)11. 
3J~ Ca.s.c;andra 's dcscriptiun of M. no8wv Be qicia1,1a lTTTJvov El~ ai8pav qivyov (822) echoes 

the Scrvam's announl"crnem 10 M., ~i~171<EV a>.oxos o~ npo~ al8ipos lTTVXOS (/-lrl. 605). 
JJS For 1hr Roman experience ol'tragedy, both Greek and Roman, and the interaction between 

1he two, sec Goldberg (:1005) 115-43. 
:JJfi Sec in grncral Carhonero (1989), whose focus is lalc Republican and 1\ugusta11 poc1ry, 

though one mi~ht add. for example, Martial's pointed con1ras1 between H. and Penelope (1uvo1-
mr,1u, sr<ula rrli<ID I romugt Pr11rlop, vmit, abil llrln1e, f.62.5-G) or Seneca's depiction of H. as luring 
Pulyxcna to her clea1h (as a sacrifice to 1\chillcs) ,,,ith the promise of marriage to Achilles' son, 
Pyrrhus (Tro. 8G1-10o8). For Virgil's portrayal of H., cf. ;1lso Reckford (1981)1 Suzuki (1989) 92-
149; and for hi~ extensive use of tragedy, sec Hardie (1997).Jacobson (1987) argues for the specific 
inf1ucnce of Eur. 's Jltlm 011 Virgil's Dido narrative, but the alkgcd points of con1ac1 ancl contrast 
(between J-1. and lJido, M. and Aeneas) seem tenuous. Given his rocus on female heroines and 
their love lives, it is nol surprising that Ovid's dcpic1ions of H. ,ire particularly frequent and 
various: cf. Fulkerson (:rno5) 58-Ci6, 97-9. 

337 For Roman familiarity wi1h 1ragcdy, cf. Goldberg (2005) 127-31 on Cicero's ubiquitous 
use of tragic references. Already in Plaut us we find comic characters exploiting their audience's 
knowledge of Euripidean plots: cf. e.g. na11 vrnlu.s fuit, vrrum Alrumn,a Eunj,id1 (Rudnu 86); also 
fried rich (1934). For Plau1us' possible reworking of Eur.'s Alm1m, in his AmJ,l1i1ruo, sec Christenson 
(2000) 53-5. 

33B Suet. Aug 45, for example, describes the emperor's patronage of thcacricaJ contcsu, includ
ing tJ1c performance of tragedies in Greek. 
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in Roman poetry is lo the version associated with Stcsichoms' Pnli11odt (Hor. EpodtJ 
t7.42-4).3'J9 Among tream,ems of H. in late antiquity, Lucian 's is particularly inven

tive, although highly conventional in ilS premise: for H. is willingly abducted once 

again, but this Lime after her own death! And far from escaping with her new lover 

(Cinyras) from the Island of the Blessed, she is iniercepted by M. 'just as they were 
entering the sea of milk near Cheescland - they were as near as that to eflcc1ing their 

escape. They sailed back, towing the other ship by means of a chain of roses. Helen 

was weeping; she was embarrassed and kept her face covered. '3·10 

As with her depiction in antiquity, H.'s modern reception has been dominated by 

her chequered career as M.'s errant wife. Dante, for example, writing in the early 

founeenth century, sets H. among the lustful in Hell: 

Elena vedi, per cui tanto reo 
tempo si volse, e vedi 'I grande Achille, 
che con amore aJ fine combaueo. 

J,iferno 5.G4-6'HI 

The first modern editions of Greek tragedy were published in the early si.xteemh 
century, while the tradition of ilS performance on the European stage was renewed 

by the production of Sophocles' Oedi/1u.s 1_vmn11us at Vicenza in 1585. Yet despite these 
epochal events in the genre's renaissance, Eur.'s new H. wa.c; slow to make her mark 

on the European stage. 3~'l Indeed, her earliest appearance comes not in drama but 

in Pierre de Ronsard's sonnet cycle of 1578. Sonnets /1our Hi/me, where the myth of 
H.'s Ei6w~ov is used to suggest the poet's ambivalent attitude to his brloved, Helene 

de Surgcres, whom he compares not only to the traditional Helen of· froy bur also 

lo her Egyptian variant. Thus, for example, the narrator becomes a Paris-like figure 
who achieves his desire merely in the form of a phantom that appears in his dreams 
(cf. lltl. 31-6): 

Jc revicndray demain. l\fais, si la nuict, qui ronge 
Mon e~ur, me la donnoit par songe entre mes bras, 
Embrassant pour le vray l'idolr du mensonge, 

Soule d'un faux plaisir,jc nc reviendrois pas! 

339 Though Horace innm•:ues by prcscn1in~ both the blinding and the cure as inflicted by 
the Dioscuri rather 1han H. hc~clf: cf. \\'al5on (:Joo3) 563 ad lac. 

l·1° Lucian, l't'T. hu/. ~.2G (trans. 8. P. Reardon). 
341 'Helen I saw, for whom so many nnhlcss I Seasons rcvoh-cd; and saw the great Achilles. I 

Who at the la.,;t hour combated with Lrn:e' (trans. Hen()' W. Longfellow). In ju.,c1aposing H. and 
Achilles, Dante may have heen influenced by 1he ancient tradition of their posthumous union 
on the island of Lcuce (Paus. 3.19.13): sec p. 12. 

3.J~ H. was, however, lrcatcd by Rcnai.,;_~ance artisl5 as the exemplar of perfect beau1y: Sab
batino (1997) 13-59 links their prac1icc 10 the SIO()' told in anliquity about the painting of H. 
that Zeuxis of Heracle.-. made for the citzens of Crotona, which was said to have been created 
by combining L.hc bc~l features of the five most hcaur..iful young women in the city (cf Cic. Dt 
inv. 2.1.2-3). 
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Voyez combicn ma vie est plcinc de trespas, 
Quand tout mon rcconfort nc depend quc du songc! 

Sonntls pour /Jelent l.54'Hl 

Moreover, as with Eur.'s rehabilitation of H.'s 'name', Ronsard deploys Odyssean 

motifs to stress the Penelope-like chastity and fidelity of his Helene: 

Norn, malheur des Troycns, sujct de man souci, 
Ma sage Penelope et man Helene aussi, 
Qui d'un soin amourcux tout le ccrur m'envclope; 

Nam, qui m'ajusqu'au cicl de la tcrrc enlevc, 
Qui cust jamais pcnsc que j'cusse retrouvc 
En une mcsme Helene une autre Penelope? 

Sonntls pour Helent l.33H 

Absent from lhc masterpieces of seventeenth-century French classical theatre, the new 

H. first surfaces in drama in Pier Jacopo Martcllo's L'E/rnn Cnstn (l. 1700; published in 

172 3). Set on the island of Pharos (c( Hf-1. 5)1 Martel la's play adopts the basics of Eur. 's 

plot, but gi\'es Teucer a much bigg-cr role, so 1hat, for example, it is he who announces 

M.'s shipwreck to Thcoc. (here renamed Poliuo). J\,Iartcllo's main innovation, however, 

is the introduction ofOenone (Enonc), Paris' former lover, whose marriage to Polibo 

is predicted e:r. mnd,inn by the Dioscuri.3·1!1 

Gol'lhe's rehabili1ation of H. takes an even more original form. For in Act III of 

Fnusl Part Two, the so-called 'Helena Act',:uG Goethe depicts H.'s influence, especially 

on the men who desire her (Theseus, M., Paris, and Faust), over a (highly compressed) 

period of some three thousand years, beginning with H.'s return from Troy to Sparta 

(Scene i), followed by Faust's summoning of her to his medieval castle (Scene ii), and 

:u3 'I ,,iU rerurn, bur if in dream the nighr, I carer of my heart, in sweet delirium I yields to 
my arms rhe phantom of dclighr, I I'll hug my ghost of joy and will nm come. L-.dy, how fuU of 
death that life must seem, I whose only consolation is a dream' (trans. H. Wolfe). 

:l-H ',\nguish of Troy, name! ensign of my grief, I my wise Pe11clope, my Helen splendid I whose 
lm·cly 1ormen1 holds the hcan of me, I name, 1hat enskicd a lover beyond belief, I ,vho could 
have guessed I'd find when all was ended I in rhe same Helen a new Penelope' (trans. H. Wolfe). 
For a fa~cinaring discussion of Ronsard's use of the ahernali\'c H. myrh, sec Quain ton (1995). As 
he poinrs out (94 ,vith n. 54), the paucity of rcfermces to the Eg)1ltian version in Renaissance 
li1era1ure and mythography helps explain why Eur. 's Htlm ·has been almos1 u11i\"ersally ignored 
as an intenexl.' Yet Ronsard had access to Eur. 's play in rhe firs1 modern editions, and may 
also ha\'e been influenced by his fellow poet,Jean-Antoine de Ba1f. whu, like Ronsard, had been 
r..augl11 Greek by Jean Dorat at the College de Coqueret, and who published a translation ofH.'s 
prologue speech in 1573 (Book 1v, poem ii in (Euvra comptr1,.1 /: F-"vr,1 n, Rimi). As Qua.in ton (1995) 
78 observes, Daifs translation 'coincided precisely with the composi1ion period of the So1111tt.1 pour 
Hi/nit.' (J am greaLiy indeb1ed to Professor Quaimon for sending me all offprint of his article 
and a copy of Ba-.rs translation. There is no e\'idencc rhat lla·,-r translated the rest of the play.) 

'H!l In his Preface 10 the play MarteUo defends his alterations, asking ·Son io da meno 
d'Euripide nell'autorita d'inventare?' 

H 6 The Helena Act was f'irst published as a separate poem in 1827 with the tille 'Helena: 
a classical-romantic phantasmagoria. Intermezzo for Faust, then incorporn1ed into the final 
version of Fawl Pan Two, published a few months afler Goc1he's death in 1832. 
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ending with 1he death of H. and Faust's son Euphorion in Arcadia (Scene iii).347 Faust's 

union wi1h H. had been a traditional pan of his legend since the sixteenth century, 3-1
8 

but Goethe radically ahcrs H. 's impact so that she is no longer a symbol of Fa ust's 

downfall and damnation. Indeed, he underlines H.'s ambivaJcm and potcncially more 

positive persona by recalling the myth of her phantom: 

pH o R K VAS: Dach sag, man, du crschicnst ein doppclhaft Gebild, 
In llios gcsehcn und in Agyptcn auch. 

11 ELENA: Verwirrc wi.isten Sinncs Abcnvitz niclll gar. 
Selbst jctzo, wclchc dcnn ich sci, ich wcill cs nicht. 

FaU.Jl BBr2-5l-t9 

The 'Helena Act' has been described as 'one of the outstanding examples of the 

appropriation and at the same time transformation of Greek tragedy in German 

literature',35° and it is fitting that Goethe should use the my1h of Eur.'s Htlrn, a 

particularly striking instance of poc1ic innovation, to develop both H.'s idemity and 

her u-agcdy in a new direct.ion. For having been summoned from the dead by Faust, 

H. wonders if she herself is real: 'kh schwinde hin und werdc sclbst mir cin Idol' ("I 

vanish, I become a phantom even to mysclr, 8881).3S
1 

The Judgement of Paris, and H. 's subsequent departure from Greece, form 1hc 

basis of Jacques Offenbach's opera bounc, LA be/It 1-/elnu (1864), whilcJulcs Lcmaitrc·s 

comic drama, LJJ honne /liln1e (1896)1 puts a similar emphasis on H. 's innocence in the 

face of Aphrodite's threats. Nonetheless, Richard Strauss' opera. Die iigrptmht 1-ltlma, 
first performed in Dresden in 1928, represents the most ambitious musical trans

formation of H. 's story produced so far. Having playfully sc1 himself the challenge 

of becoming 'the Offenbach of the twentieth century', Strauss 100k up l-lugo \'on 

Hofmannsthal's suggestion of an opera based on the H. myth. Ye1 Hofmanns1hal's 

347 Euphorion is identified with Lord Byron (especiaJly in the Chorus' lament: 9907--38). 
who had died in Greece in 1824. F..uphorion's fall 10 his death aJso echoes F..ur.'s Pl,artlwn. whose 
frab11nen1s fascinated Goethe from 1821 onwards (his first auemplS .ii a reconstruction of 1he play 
were published in 1823: cf. Petersen (1974) 173-96). 

3~8 .Marlowe's Tiu Trag,(a/1 J/ulo1J• of Darto, Fawtw (Ac1 V, Scene i).first performed in 159-J. is 
the best lmo\\11 treatment of ,heir meeting in English ('Was this the face that launched a 1housand 
ships, I And burnt the topless towers of Ilium? .. .'). 

34'J 'PHORKYAS: But you appeared, they s.a~: in duplicated shape, l Seen at the same 1ime 
both in Egypt and in Tm): HELEN: This is a superstiLion of dark-tangled sense! I Which of 
them am I? Even now I do not know' (lrans. D. Luke). 

35° Gelzer (1997) 199 'eines der i\·lusterhcispiele dcr Ancignung und zugleich der Transfor
m:uion dcr grieehischen Tragodie in dcr dcutschcn Literntur'. 

35' Cf. Reinhardt (1960) 281 'The whole Helen drama, almost from beginning to end, remains 
a masque of ghosts ... the chorus turns imo elemental spirits, Helen imo the shadow she was, 
and the ugly old housemaid (l1horl..1·as], the manager of 1he whole, into 1hc devil himself.' 
Nonetheless, Goethe's use of Eur.'s lleln1 is limi1ed to this passage, which Gelzer (1997) 210 
plausibly explains as being due to Goer he's low opinion of the play as a whole. Gelzer cites (208 
n. 50) Goethe's cri1icisms of lltl. and /Tfor their alleged neglect of the chorus and poor dramatic 
structure, though it is also relevant that such 'happy ending' plays did nor fit well with German 
Romantic vie\\'S of lhe best kind of tragedy, despite \Vicland·s enthusiasm for lltlm in panicular 
(discus.sed by Kannicht (1969) 1.124). 
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libretto, which he regarded as his finest, took the myth into more serious territory 
than was possible in the lighter comic world of U1 he/le Heleru, for in its second act 
'Hof mannsthal brings into focus themes central to his other libretti [i.e. Ariadne nuf 

Nnxos and Die Frn11 olme Sd1nlle11]: memory, fidelity, the restoration oftrust.'35 2 In Hof
mannsthal and Strauss' version, H. remains rhc traditional H. of Troy who elopes 
with Paris, while rhc Egyptian variant, far from being true, is invented by the Egyp
tian sorceress Aithra in order to dupe M. into taking H. back_353 But having auacked 
phantom images of Paris and H., M. comes to believe he has killed his unfaithful 
wife, and even takes 1hc real H. to be a phantom created by Aithra. In despair, and 
believing it to be poison given by the phantom, l\il. accepts a potion of remembrance 
from H.35·1 As his memory returns, M. is persuaded by H. to accept the reality of their 
past and so reject his idealized (and so inevitably disappointed) vision of her_l55 For 
like all men, it is implied, Jlvl. had projected onto H. his own fantasies and dcsircs.356 

The work ends appropriately with rhe arrival of H. and M. 's child, Hcrmionc, the 
embodiment of their troubled but saved marriage. 357 Thus, while Die iig;t1ti.sd1e Helmn 
presents the alternative myth of the Eg)1)tian H. as ttntme, it is still used to explore -
even if, as a lie, it cannot itself resolve - the problems caused by the infidelity of the 
traditional H. 

Yet while marriage and inlidclity may create powerful drama, twentieth-century 
treatments of H. 's story have inevitably focused to a greater degree on her role in the 
Trojan \Var itself, as writers found the ancient myth useful in confronting, and com
menting on, world war in their times. Here, as elsewhere, we may distinguish between 
those treatments which deploy the myth of H. 's phantom - thereby highlighting the 
futility of warfare - and those which follow the more traditional account of 1-1. 's role 

1Y' S1r.-.11ss' collabora1ion wiah Hofmarrnsthal 011 Dit ii._~11tisd1t l-lrlmn is well discussed by 
(iilli.-.111 (1999) 130-3 (quo1ation from 131), For their Eltklm, first performed in Dresden in 1909, 
srt· Goldhill (2002) 137-77. 

J'.>3 The sympathy a11d prnphctir skills of Eur.'s Thconoc arc di\·idrd here between the Egyp
tian princess Aithra and tht· omniscient Seashell (die allwisscnde ;\foschcl) - an unusual char
;u-trr rvrn by opcra1ic sta11Clarclc;, It is 1he Sr.-.shdl, for example, who repor1s 1ha1 ;\I. is nearby 
('AITHRA: Muc;rhcl, wo ist er? I i'vlUSCI-IEL: Ganz nahc!', Ac1 I, Scene iii): cf. He/. 515-40, 
873-5. In Art 11, the roles of Ali air, ruler of the Atlas mountains, arid his son Da-ud, recall those 
of Protcus and Thcoc., 1hough here i\l kills Da-ucl (Scene iv), while 1-1. is drsircd by both father 
and son (Scene ii)! 

JS-I Contrast the drugs of forgetfulness which H. brought back from Egypt in the Orf.1'.Ht')' 

(4.220-6). 
J55 A~ H. sing5 at their final reunion, 'Deinc, dcine I Ungctrrue I schwcbend iiberm I Cefilde 

der Rcue! I Unge1rcue, Ungetrcuc, I deine, deine!' ('\'ours, your own unfaithful one, susprnded 
over realms of regret! Unfaithful, unfaithful, yours, yours!', Ar1 11, Sn·nc iv). 

:J.56 Aithra's words in the prolo~uc abou1 H.'s arrival arc programmatic: ·\-Vns wir sahen, da 
wir sehn1cn I LTaumcncl um aus uns hinaus: I Einmal kommt cs, 111acl11ig prarh1ig. unvc1-sclH·m 
uns ins H.-.us!' ('The vision crcatccl from desire hy our other dreaming self, sometimes romcs. 
magnificently .-.ncl unbidden, in10 our very house!'). 

357 A far less optimistic vision of H. and ;\l.'s fu1urc 1ogcthcr is the norm: cf. r.~. Rupert 
Brooke's poem 'Mencia us and Helen' (1g 11), ending 'Oft she Wl'cps, 1-,'llmmy-cycd and impolrnt; 
I Her dry shanks 1wi1ch at Paris' mumbled name. I So Mcnclaus nagged; and II. cried: I And 
Paris slept on by Scamander side.' 
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in the conflict. Lei us first consider the latter group. Thus inJean Giraudoux's play, LI. 

g"rrrt dt Troit 11 'aum pn.s litu, first performed in 1935 during the build-up to \\'orld \Var 

II, Hector and Odysseus negotia1e H. 's peaceful return, but belligerent factions on 

both sides scheme 10 ensure that the war goes ahead nonethcless. 1:i
8 Similarly, \-Volf

gang Hildesheimer's Da.r Opfer Htlma, a radio play of 1958, presents H. 'sown desire 

for peace being sacrificed to satisfy the demands of Spartan and Trojan Realpoliiik, as 

each side colludes in her abduction, convinced 1ha1 they can win the 'just' war which 

will ensue. H., however, is powerless to resist the armies' plans, which she views as a 

greater crime than her initial desire for Paris. 359 

In his poem 'EAivfl, published in 19531 George Sefcris engages specifically with 

Eur. 's play. Seferis sets three quotations from Helen as an epigraph to his work (Htl. 

148-50 1 582, 706--7), and these Euripidcan lines articula1e the central themes of the 

poem: Teucer's voyage 10 Cyprus (148-50). the presence of the Ei6wAov at Troy (582), 

and the suflcring endured by both Greeks and Trojans for a mere ·cloud' (70~7).J., 

The narrator is Teucer, now living in Salamis in Cyprus. He laments the war, especially 

the death of his brother Ajax, whose loss has been rendered meaningless: 

TinoTE <rriiv T pola - Eva ei6w>.o. 
•ETai TO 81\Aav ol 8Eoi. 

KU, napf1S, i.i'Evav im<IO lTACI)'tO~E aci \IQ Ehav lTA0a1,.1a CITo.i,10· 

Kl
1 EIJEiS a.i,a~61,.1ao.av yta TT)V 'EAEVTl 6EKa xpovta. 161 

Sefcris alludes repeatedly to Htltn's first s1asimon in particular, referrin~ 10 the night in

gales that sing in Cyprus and E.gypt (cf. lie/. 1107-12), and giving an almost direct 

translation of Htl. 1137-8: 

~T166v1 61166v1 crri66v1, 
T

0 

dva1 8E6S, TI IJfl 8E6s; teal Ti T'civa:1,.1ea6 Tous: 367 

The poem ends with the narrator fearing future wars, and the work's contemporary 

significance is underlined by the repetition of the opening line~ 6:1166v10 6E a· aq,,;vouvE 

3-"8 For H. as a pawn of male power politics in Giraudoux's bitter comedy. sec '.\:e,"man
Cordon (1968) 150-8; cf. also Gumpert (2001) 229-32. By contrast, H. is a positi\'c symbol of 
bcau1y in Alben Camus' post-war essay, 'L'Exil d'Hdcnc', published in 1948: 'We ha,·c exiled 
beau1y; 1hc Greeks look up arms for her ... All 1hosc who arc muggling for freedom 10-day arc 
ultimately lighting for bcaury· (1rans.J. O'Brien). 

359 As H. says to Hcrmione, 'lch bin nich1 schuldig. Oder doch nur zu cincm klcincn Tcil' 
(Hildcsheimcr (1965) 71). 

3
00 Cf. Jay Macphcrson's pacm, 'Helen' (from Tl1t Bonlman, 1957), bcg;nning 'While Helen 

slept in l.:.gyp1, 1he cruel war I Roared, lashed and swallowed, spar up broken men. I But she 
knew nothing of this, lying withdrawn I Far by tJ1c hca\'cn-fcd n\'cr, the holy stream.' 

J61 'A1 Troy, no1hing: just a phantom image. I The gods wanted it so. I And Paris, Paris lay 
with il shadow i15 1hough it were a I solid hcing; I and for ten whole years we slaughtered oursel\'es 
for Helen' (trans. Keeley and Sherrard). Cf. Osip i\fandelshtam's 'Withou1 Helen I \'\1hat could 
Trol mean to you, Achaean men?' ('S1one', in &lrlltd Ptiem.s, trans.J Greene). 

3 " 'Nighting-.tlc nightingale nightingale, I what is a god? What is not a god? And what is 
there in bcl\,·cen 1hcm?' 
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vcr Ko1µ178E1s <TTic; TTAmpES ('The nightingales won't let you sleep in Platrcs'), Platrcs 

bring a summer resort in modern Cyprus.l6:J 

John Hcath-Stubbs's play, Htle,1 in EgJ'/JI, published in 1958, makes a similar anti

war .trgumem.:i(j~ Though modelled on Eur. 's Helm, it includes several new characters, 

including Sckhet-Amun, Chief Chamberlain to the Pharaoh. As in Helen (e.g. 880-

3, 1218), the Pharaoh and Thconoc arc aware of the phantom's existence, but here 

the Pharaoh, unlike Thcoc., is happy lo reunite H. and M. Thcrsites reports the 

disappearance of the phantom, causing 1-f. to collapse and call on Thconoc 1 'Lock me 

up again! Lock me up in my coffin!' (end of Act I). And when another Greek, Asclepias, 

runs olf in search of the Eiou)AOV shouting, 'Illusion! No, I will never believe that!', it 

is Thcrsites who comments: 'There goes another young fool. Like the generarion of 

fools rhm ran 10 Troy!' 

In Strauss' Die ii._1J,.rptisc/1e Hf!t•11a1 as we saw, 1\11. is led to realize that he should give 

up his disastrous idealization of H. Similarly, in H. D.'s (Hilda Dooliulc's) Hele,, in 
Eg;,pt, published in 1901, the myth of H.'s phantom is used to critique sexual policies 

(ancient and modern) as much as the destructiveness of war.J6!i In the prose procm, 

H. D. expresses her debt to Stesichorus and Eur., and having described Helm as 

Eur."s palinodc, parallel to Stcsichorus', launches into her own defence of H. Indeed, 

the .tUL.hor's semi-dramatic first-person narrative style is reminiscent of Stesichorus' 

P(1/inode. Written in three-line stanz.ts, with brief prose introductions to each poem, 

H. D. 's Helm in l!..)!,JJ/1t extends to twenty books, arranged in three sequences, cntir..led 

Palinode, uuki, and Eidolon. As the title uukc suggests, the narrative is not confined 

to H.'s sojourn in Eg-)1)1, but also recreates the myth of H.'s posthumous union with 

Achilles. 3c6 Achilles himself appears .ts a narrator, .ts do Theseus, P.tris, and the tidolon 
of Thetis. The poem ranges across all .tspccts of H. 's classirnl myth, reinventing as it 

proceeds (as when, for example, Odysseus and Achilles make a deal that H. will be 

Achilles' prize if Troy is taken), and stresses throughout H.'s confusion and despair at 

the violence perpetrated for an illusion: 

JCiJ For Scfcris' \'Crbal reminiscences or fir/. underlining the absurdity of war, sec fun her de 
Cuenca (1976). Spen1:t.0u (2006) discusses H.'s various appearances in modern Greek poelry 
more generally (cf. pp. 365-6 on Scfcris). 

:i<,., By comrast,J. J~ Lwallin's dramatic adaptation, Helm in Eg)'/il, first performed in Oxford 
in 1882, scarcely challenges the necessity or cosr or war. The play is set outside a temple or Osiris, 
where Theonoc is priestess. Irs plot is remarkably close 10 Eur. 's, including rhc recognition-scene 
sa\'cd by M.'s Scrv.u11 (here called Erion) and the stratcgcm or M.'s fake burial, but ir veers off 
in a new direction ar the end (Act 11, Scene iii), where Thconoc announces that she had killed 
her brother with poisoned wine, and blesses the departing H. and M. while lamenting her own 
'sort-hearted lrcachcry'! 

3Cij Cf. also (before H. D.'s flt/en in Ef!.J'/Jl'J L..aura Riding's 'Helen's Faces' (1938), which depicts 
rhc tradiLional H., only 10 add: 'But the original woman is mythical. 1-•• Contest and bi11crncss 
never raged around her.' 

'.i(i(i E.g. Dooli11lc (1961) 112-13 'They met, Hector and Achilles, I and AchiUcs slew Hector, I 
but later, a bowman from the Walls I let fly rhc darr; I some said ir was ApoUo, I but I, Hdcna, 
knew it was Love's arrow; I it was Love. it wa.s Apollo, it was Paris; 11 knew and I did nol know 
this, I while I slcpl in Egypt' 
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So it was nothing, nothing at all, 
the loss, the gain; it was nothing, 
the victory, the shouting 
and Hector slain; it was nothing ... 367 

Turning finally to the performance history of Eur.'s play on the modern stage, 

the Archive of Performances of Greek and Roman Drama in Oxford has catalogued 

72 productions of Hrle11 between r876 and 2005 throughout Europe, the USA, and 

Japan. \<\'hilc this figure contrasts positively with the near totaJ invisibility of the play 

in the mid-seventeenth to mid-nineteenth centuries, 368 it still la~ very far behind 

more 'conventional' tragedies such as Hippob•Jus or Baal10e, and the most plausible 

explanation of such comparative neglect is, one suspects, a lingering generic prejudice 

based on the play's status as a 'tragicomedy' which has discouraged producers from 

staging such a 'non-serious' work. Yet as is clear from the numerous t\\'cntie1h-century 

adaptations of H. 's sto11• discussed above, Heltn's central themes of a war fought 

for an illusion, and of H. 's unexpected fidclit14 lend themselves lo contemporary 

reinterpretation, even if, owing to the huge social and political differences between 

the cultures involved, the modern resonances of such ideas will not neccssaril\· match 

those created by the play's original performance context in fifth-centu11· Athens. 

g. TH E TEXT AND 1 T S TRANS tvl IS SI ON 

It is bracing to recall l,ow fortuitous our connection is 10 the original text of 1-/Plrn 
performed at the City Dionysia in 412 BC. For as with all of the so-railed 'alphabetic' 

plays of Eur., our text depends on a single manuscript, supplemrntrd (in the case of 

1-/rlen) by one ancient papyrus. rvlorcover, the earliest stages of the text's transmission, 

from the time of the play's original production lo the first scholarly editions of the 

Alcxandrians in the late third century nc, arc particularly obsrure. 3r.~, Copies of Eur.'s 

text will have been initially distributed, according to their pans, among the actors 

and chorus members. Given the nature of theatrical productions, it is not unlikely 

that Eur.'s text underwent several changes during rehearsals, and that the resulting 

text, revised by Eur., formed t.he basis for the earliest copies made for the reading 

public shortly after the play's first performance. There was evidently a market for 

uag;c texts in the increasingly literate society of late fifth-century Athens, and one 

can easily imagine members of the public wishing to re-experience plays they had 

admired in performance. Jn Aristophanes' Frogs, produced in 405, Dionysus speaks of 

reading Eur.'s Andromrda to himself (s2-4), a remark which, while it scncs in context 

367 Dooli11lc (1961) 255. On H. D.'s lifelong study (and numerous adaptations) of Eur., espe
cially 1hc l·lrlen, sec E. Gregory (1997) 179-231. Wasserman (1986) discusses various revitalizations 
of H.'s n1)1h by several t,,cntieth-ccnlury American poc1s, including H. D., Ezra Pound, Hart 
Crane, William Carlos Williams,John Ashbcry, andJudy Grahn. 

3GB Cf. Hall and l'vlacintosh (2005) 61, 188 n. 7. 
JU9 On 1hc histOI)' of tragic 1cx1S in antiquity, sec Barren (1964) 45-57, Zun1z (1965) 249-61, 

Kovacs (2005) 379-87. 
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to underline Dionysus' particular fondness for Eur. (he reads the play onboarcl a 

warship!), also constitutes our earliest survi\~ng evidence for the availability of tragic 

tcxt.'i to an cnthusiasLic public. 370 Jndced, Aristophanes' parody of 1-le/Ln and Andromeda 

(among other tragedies) in Thesmophorill<,u.rae would be unthinkable without access to 

written copies of those plays, 371 and Aristophanes is in fact our oldest check on Eur.'s 

original text, enabling us to correct the manuscript tradition in two separate places 

(cf. 56, 56rnn.). 

Commercially available readers' copies will have proliferated as literacy spread in 

the course of the fifth and fourth centuries, but it is the versions adapted by actors for 

new productions which interfered most with the original performance 1exts.3i 2 Eur.'s 

greater popularity on the fourth-century stage meant that his plays were particularly 

prone to changes 1 as actors sought 10 magnify their roles, often by inserting pathetic 

(e.g. 299-302) or suspenseful (cf. 892-3) passages into speeches. 373 In response to 

such interference the Athenian statesman Lycurgus had official copies of the works 

of Aeschylus, Sophocles, and Eur. made and deposited in the state archives c. 330, 

decreeing by law that actors should not depart from these in future performances 

at Auic festivals ([Plut.) Lives of the Ten Orators 841). It would be reassuring to believe 

that Lycurgus had direct access to pristine original texts preserved by the (theatrical) 

families of the major tragedians, but we cannot be certain of this. 3H Indeed, we do 

not know what measures Lycurgus took 10 procure his exemplars, or how long his law 

(which applied only 10 Athens) remained in force. In any case, even if the scholars of 

Alexandria had access 10 the official A1henian cex1,m this itself 'is likely 10 have been 

37° However, as l-lutchi11son (1985) xl-xli stresses, it is very likely that tr.igic texts were .ilrc.idy 
rirculatini.: much e;irlier in the century: '\Ve can hardly suppme there was no demand for tcxls 
of ,\esrhylus' (xii). Nonetheless, fifth-century tragic 'books' (i.e. papyrus rolls, wriuen without 
pu11Ctu;11io11 or sparl's between words) may have been affordable only to the wealthier f.,ns of 
1r;1gcdy (such as Aristophanes). 

J7• er Aus1i11 and Olson (200,1) lx-lxii. 
'.17" er Cs.ipo and Sl.itcr (1995) I 'It is generally supposed that the ICXlS sustained more 

damage in 1he first cc11tlll)' of 1hcir exisrence th;111 in the following twent}•-thrcc ahogerher.' 
1-t,r actors' inlL'rpolations in tragedy, sec Page (1934)1 Mastronardc (199,i) 39-49. Ko\';ics (2005) 
3H2 gi\'cs a concise invcrllol)' of the main t)11es of i111crpolation, including repetitions caused 
by similar dramatic situations: d, however, 7Bon. Editors n;11Urnlly disagree over the cxtenl of 
intcrpol;11ion, and this edition is more lenient th.in, for ex.implc, those of Dale or Digglc: cf. 
Ihle (19£i7) x."<xii--xx.xiv for liberal use ofsqu.irc brackets, including 287-92, 388-9, 7-J2, 755-7, 
764 (all n·taincd by me, with some changes). 

J73 For performances of Euripickan 'classics' in the fourth and third centuries (some arc 
a11cs1ed for Sophocles, hur none for Aeschylus), cf. Kannicht (1997) 69-7 1, who also shows how 
Eur. 's domin.ince is rdlcncd in the number of references Lo the ll.lgcdians in Aristotle (,\csch. 
4 1 Soph. 121 Eur 37), quotations by Plu1arch (t\csch. 3•1, Soph. 72, Eur 173), and quorations in 
Stobarus' hc.>.oyol (Acsch. 30 1 Soph. 200, Eur 740). 

JH for rhc imporrancc ofrhc indi\'idual rragedians' families in rhc early prescrv,11ion of rhcir 
work, cf. Griffilh (1977) 232. The sons of Aeschylus (Euphorion), Sophocles (lophon), and Eur. 
(Euripides) were all tragedi.ins; cf. Surran (1987), esp. 16-17 011 rhc family of Eur. 

375 The srandard Athl'nian texts arc said to h.ive been stolen for tl1c Library by P1olcmy 
Ill (reign 247-2 r), who sacrificed his clcposi1 of fifteen talents of silver to keep thl'm (Galen, 
Camme11la')' 011 llte Epitln11in of IJijJ/1acralrJ 2 .4). 
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no more than an ordimu,• text of its day, carrying most of the modifications established 

by actors during the preceding century'.37 6 Thus, insofar as the Alexandrian editions 

of the major tragedians arc the distant ancestors of our medieval manuscripts, the 

textual tradition as we know it must be treated with circumspection, since it can take 

us back to editions made only in the late third century BC, a full two centuries or more 

after the texts' original composition. 

The Alexandrian edition of Eur. 's collected works was in wide circulation for several 

centuries, but after c. AD 250 ten plays predominate: Hecubn, Ores/tJ, Photnicin11 H'omtn, 
Hippo[l'ltlJ, Mrdta, Andromnrht, Ala.sti.s, Rl1,s11.1, Troja11 J.liimtn, and Baahne. \Vilamowitz 

argued that in the second century AD someone had deliberately selected these plays 

for use in schools and wrillcn a commentary to accompany them. Howe\'er, as Barrell 

points out, there is no way of knowing 'how far that process [i.e., the gradual pre

eminence of these ten plays] was crowned by a deliberate act of selection' ,m and 

there arc likely to have been factors at work in addition to pedagogy, including (most 

impor1antly) the eminent popularity of the 'select' plays among educated readers and 

theatre audicnces. 318 \o\1hatcver the precise cause, it is these ten plays which we-re most 

widely copied in late antiquity and which arc 1ransmi1tcd in a number of medieval 

manuscripts. 3i 9 

Dy contrast, the survival of the other nine plays, including 1-/eltn, depends on a single 

early fourteenth-century manuscript (L) now in the L1urentian library in Florence 

(Laur. 32. 2).3& These nine plays (presen 1ed without scholia, but wi1h occasional 

explanatory glosses) arc Htl., El., Hdd., Hrr., Supp. QKh16E~l, JA, IT, /011, and <;rrtop.s. 
They arc usuaUy referred to as the 'alphabetic' plays because they begin with the 

Greek letters epsilon, eta, iota, and kappa, forming one or two codex \'olurncs of a 

complete edition of Eur. 's works in roughly alphabetical order which by some- lucky 

accident survived to the l'\'liddle Ages. 3th For Helm, as with the other 'aJphauc-tic' 

plays, we have far fewer papyri than we do for the 'select' plays, and only one of real 

significance, P. Oxy. 2336 1 dating from the later first century nc. which covers linc-s 

630-51 1 658 1 660 1 663-7, and 670-4. The pap)Tus, which was brilliantly re-edited by 

Zuntz, 381 confirms the high quaJity of L's text, but also oflcrs a few improvcmems: 

sec 625-970. 3113 

376 Barrell (1964) 47. The Athenian copies arc also unlikely Lo ha\'c had any musical notation, 
let alone the poets' original music: cf. Prauscello (2006) 68-78. 

377 llarrcll ( 1964) 53. 
378 The 'sclccl' plays predominate in the pap},; from r. 200 uc onwards and "ilJ no douh1 

have s1ood al the core of the performance rcpcnoirc. For 1hc role of prrfomancc in the formation 
of the drarnaLic canon and the survi\'al of texts, cf. F..as1crling (19971.J), esp. nj 'the demand for 
texts must of1en have been rcla1cd to the demand for revivals'. 

3; 9 All of the select plays (a pan from lJnal,n,) haw survi,·cd wi1h scholia (marginal or inicrlincar 
annotations), some of which may derive from ancient commenL-irics reaching as far I.Jack as 
Aristopha11cs ofB)'"Lantium himself: cf. Pfcificr (1968) 192. 

380 Ncarlr all of 1hc surviving plays a.re coniaincd in L (without scholia); it lacks Tro. and has 
only Bard,. 1-7jj. 

'..1
81 Zunlz (196j) 277 •:Miracles then do happen.' 

382 Zunt7. (196j) 217-48; cf. also Dale (1967) 170--3, Kannicht (196g) 1.89-go. 
l 83 Lines 1429-33 arc panially prcscf"•cd in a rccemJy published papyrus, dating from 1he 

second half of the first century AD. Unfonu11a1ely, however, the text of the new papyrus oncrs 
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I have naturally relied heavily on the magisterial edition of James Digglc,18
"' though 

the text printed here diners from his Oxford Classical Text in a number of places:18:i 

86-9 lines retained, 86 no8' ovT1v·, 112 1<apni1,1ous, 121----2 lines retained, 131 El6', 170 
01,JIAOiT, 171a-b delete,; 4>6p1,.11yyas, 172 <6'>, 175 q,6v1ov axap1v, 182a-b no obcli, 
1826 <Tev> avyaicn, 187 ci,vy6a, 188 v6µov, 236-7 lines retained, 237 ya1,1wv, 257-9 
lines retained, 287-92 lines retained, 288 crrr· 'l;\iou, 289 6ixa, 291 V.86vres, & <l)avip' 

riv 1,16vo1s, es ~v1,1po;\a, 298 line retained, 298 ov, 334 ov µ6;\1s, 344 <'v>, 34 7 o TI, 352 
no obcli, 354 6iwy1,.1a, 355 Aa11,.1oppuTOV, 366 CfXE<l T

0 

axea1, mnlea TT'a8ea1, 388-9 no 
obcli, 388 ToT·, 389 ev 6p61,101s, 434 ~01Ev, 441 TmJTa Taih' mf1 KCIAAws ;\eye1v, 448 
aoi y foayyeAAe1v A6yous, 494 aTTAoOv, l~95 yaia TiS, 503-9 lines retained, 510 IJEV, 
j30-40 lines retained, 532 lTETIAEVXOTa, 588 EA., 593 TTOVWV, 60 I 8aui.i foi'l 642 y, 
650 El,JOV <EIJOV> EXOIJEV EXOIJEV, 652 eyoo, 654 delete EA., 656 EA., 657 delete EA., 669 
<6ii>, 690 <e1,.16v>, 705-6 lincs rctained 1 709 aAf18ws, 713-19 lines retained, 728-33 
lines retained, 746-8 lines retained, 747 OVTE, 752-7 lines retained, 752 tpouAeTo, 764 
line retained, 769 ei ... ae, 770 T0

, 771 line retained, 780 line retained, 798 TaAaivas, 
874 001, go6-8 lines retained, 912-14 lines retained, 932 es, 936 Kcne4>8apr,, 974 
Taµa 1,.101 600va1, 991-5 lines retained, 1002 LliKTIS, 1008 line retained, 1033 6110£ ... 
4>epovTa, 1074 Kai vews, J089 no obeli, 1104 6wµchwv, 1141-2 avT1A6yo1s, 1149-50 
a TI aaci,es, 0 TI 1TOT0 tv ~poTois 'TWV 8ewv I hros aAmlts eupw, 1158 at ... EAO)(OV, 
1162 4>6v1os, 1163-4 08;\ia ... lAe1vais, 1197 line retained, 1197 Tci6' EuTVxwv, 1198 
<6'>, 1225 eaT1v, ~s noT' riv, h' Ev0ci6' wv, after 1226 no lacuna, 1279 E~EAoO, after 

1279 no lacuna, 1314-a-b Kovpav <-x- ....... ->. I IJETO 6' <~1~av>, 1316 ncivonAos, 
1317b <Zeus 6 lTOVTOlTTCS l6pavwv>, 1320 Mo:1"1lp, 1321 IJOTEUOU0°6-rr6vous, 1344 
AUlTOV E~e;\cn·, 1353-4 WV OU 8tµ1s <a'> ou6' 6cria I TTupwaas EV <yes> 8a;\ciµms, 
1368 line retained (but obcli al 1366-7), 1368 1,1op4>c11, 1372 line retained, 1372 flAiou, 
1374. 611 Tflv6'fipTTaaev TVXflV, 1387 TTpoCTTTiTvw 1,.1Eve1v, after 1387 no lacuna, 1422 no 
obeli, 1,1-72 Tpoxov CITEp1,1ova, 1473 TO:I <6E>, 1480 olwvol C'TOAa6es, 1488 op61,1ov, 

1495 olµov, 1512 EVPflKOIJEV, 1521 exwv, 1539 ricr8111,1evo1, 1563-4 parentheses added, 
no obcli, 1563 6', 156,~ aipe1, 1590 a:VTiav, 1627-41 Xo. for 0e.~ throughout, 1650-5 
lines retained, 1675 1<Ao1ras <cras>, 1685 no o6eli, 1688-92 lines retained. There arc 
also diOcrences in punctuation at 69, 84, 171b, 1746, 1866, 237, 290, 347, 352, 366, 

433,494,529, 670, 1007, 1226, 1279, 1316, 1329, 1344, 1467, 1587, 1590. 

no1hing of value, since ii diverges in no way from that of ,he medieval manuscripts; cf. Lundon 
(2003). For an overview of recent work on the papyri of Eur., sec Bastianini and Casanova (2005) 
1-9. 

38·1 OCT vol. 111 (1994). Fora detailed survey of modern editions of Ht/nuincc the Renaissance, 
sec Kannicht (1969) 1.109-29. 

3Rs The appnrnlm criticus is highly selective and offers csscnlial information about only the 
mos1 doubtful passages. Those wishing 10 sec the full range of manuscript evidence, 1cstimonia, 
and scholarly emendations should of course consult the apparatuses of Digglc and Kannicht. 
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Yn08ELIL EAENH2 

'H p66oTOS [ 2. I 12-20] ioTopei ,repi ·EAev11s Kai <i,1101v EA8eiv µev ClVTflV ELS 
AiyuTrTOV, Kai TOVTO ci,cxoKEIV Kai TOV "0µ11pov lTOlOVVTa TflV 'EAev11v 
1Taptxe1v TWl T11Aeµaxw1 EV '06uooeiat [4.219-32] TO Aa81K116es ci,cxp
µrn<ov TO oi ,rope TToAv6aµva 06wvos ,rapaKOITlS, OU µT)V 6e OIJTWS 
ws Evp11ri611s <i,11oiv. oi µev yap 1TAavwµev11v ci,aoiv aUTflV µETO TOU 5 
MeveAew µeTa TflV TT\S 'IAiou 1r6p811cr1v Kai els Aiyu1rTov 1rapayevea8a1 
KCXKEi8ev 1TE1Topio8at TO <i,6:pµaKa' 6 6e TflV µev aA118ws 'EAev11v <i,11oi µ11S 
OlTWOOVV EA8eiv eis T poiav, TO ei6WAOV 6e auTiiS- KAE4'as yap CIVTflV 6 
'Epµi;s "Hpas '3ouAiit TTpWTEl TWI '3aatAEi TiiS A1yu1TTOU <i,uAaTTEIV 
1Tape6wKE" TOVTOU 6e 8av6VTOS 6 uios aUTOV 0eoKAUµevos ElTEtpcrro 10 

yaµeTv aUTflV, ii 6e iKETIS 1TapeKcx811To TWI TOU npwTEWS µvriµcrn. 88ev 
avTi;t ETrt<i,aiveTat MevEAEWS, TCCS µev vaus ev Ti;l 8aAcxoo111 CXlTOAEoas, 
oAiyous 6t TIVOS TWV ETaipwv EV O'.VTPWI Ka8e1pyµevous OWl~WV. eis 
Aoyous 6e eA86vTES Kai µT}xavoppa<i,rioaVTES CXTTaTWOl µev TOV 0EOKAV-
µevov I aUTO i 6e v11 i eµ'3aVTES ws 611 TWI M EVEAEWI 8av6vT l KCITCI 6cxAaTTav 15 
8VOOVTES EiS TflV 16iav 6taOWl~OVTal. 

TO TOV 6paµaTOS np6ow,ra · 'EAEV11, T EVKpos, xop6s, MevEAEWS, ypavs, 
8epanwv, 0eov611, 0EOKAuµevos, ayyeAos, ~IOOKopot. 

18 8Eparrwu Kannichl: cxyyeAoS P 18 ayye>.os Kannicht: hepos ayyEAos P 
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TA TOY LiPAMATOL TTPOLQTTA 

Et\ENH 
TEYKPOI 
XOPQ}: 
MENEt\EWI 
rPAYI 
0EPAnWN 
0EONOH 
0EOKt\YMENOI 
ArrEAOI 
~1O}:KQPOI 
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COMJ\tIENTARY 

Hypothesis. The dramatic hypotheses ('prefaces' or 'plot summaries') which arc 

prcscn.•ed in the surviving medieval manuscripts and ancient papyri fall into three 

general categories (Zuntz (1955a) 129-52; cf. also van Rossum-Steenbcek (1998) 1-39; 

for the papyri, sec Haslam (1975) 150-6 1 Diggle (2005)). 
The first and most valuable arc those derived from the Alexandrian edition of 

Aristophanes of Byzant.ium (cf. Pfeiffer (1968) 192-6 1 Mastronarde (1994) 168 n. 2). 

AJthough only fragments of these su1vive (occasionally combined with the two other 

types of hypothesis), we have enough material to be able to piece together the scope 

and typical features of Aristophanes' introductory notes (for Eur., c( Ale., "-Jed., Hipp., 
And,., lire., Phom., Or., Bocci,., RJ,es.). They combine basic points of scenography (e.g. 

where the play is set, the identity of the chorus and prologue speaker) with more 

scholarly information regarding such topics as the treatment of the myth by the other 

two tragedians, the date of the play, the titles of companion plays, and the results 

of the contest (Ale. second prize, Nied. third prize, Hipp. first prize, l'ltom. second 

prize). 

The second type of hypothesis is uniquely Euripidean, stemming from a collection 

of Euripidean plot summaries, arranged alphabetically by the first lener of 1hc title, 

which was composed in the first or second centul)' AD. To gain scholarly respectabil

ity, the collection was ascribed to Aristotle's fourth-century He pupil Dic-aearchus of 

Messene. These TaleJ from Euri/JideJ (as Zuntz (t955a) 135 called them) were, how
ever, written for a popular audience, and their narratives were intended to be simple 

summaries of the plot. As Rusten (1982) 358 observes, '[theyJ contained no criti

cal comments or didascalic information; they were thus designed for readers who 

wished lo be familiar with Euripidean plots without reading the plays themselves, and 

belonged not to scholarship but to mythography.' The third category of hypothesis 

comprises 'the elaborations of Byzantine grammarians' (Zuntz (1955a) 131), prefaces 

to the plays which were intended for use in schools. 

The hypothesis to Helen combines categories two and three (as outlined above). 

Its first section (1-9 'Hp66oTO':i la-ropei ... To Ei6wAov 6e cruTfi':i) alludes briefly to 

different versions of H.'s time in Egypt, highlighting the difference made by Eur. 's use 

of the phantom. For whereas Homer's H. acquired her soothing drugs of forgetfulness 

in Egypt on the way back from Troy (Od. 4.227-30; cf. Hdt. 2.116.4)1 Eur.'s H. never 

went to Troy at all. Both the style of the passage and its proud display of myt.hicaJ 

variants point to Byzantine authorship: cf. Zuntz(1955a) 133-4, (1965) 143. (However, 
its implication that Herodotus followed Homer in his account of H.'s time in Egypt 

~ µiv yap 1TAavwµfvt1v ~acriv) is incorrect: lmrod. p. 23.) The second part (g-17 

KAE'Yas yap cni-n;v ... 61aa~1~ovta1) consislS of a short but accurate summary of the 

plot, in the manner of the Tales from EuripideJ. The hypothesis is preserved in the early 

founeenth-centUI)' manuscript known as P (a copy of Lin the case of the 'alphabetic' 

142 
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plays: lntrod. p. 84) 1 but not in L itself. It is likely that the person who inserted the 

hypothesis in Palso composed it, writing the first part himself. 

Dramatis persoHae. The characters arc listed in order of appearance. M.'s 

slave is misleadingly designated 'AyyeAos because of his role as a reporter of offstage 

events (597-624n.). Of the Dioscuri only Castor speaks, Polydcuces being a 1<<.Al«;,6v 
np6crwnov. The date and authorship of such cast lists arc unknown, but they may go 

back to Aristophanes of Byzantium (d Barrett (1964) 153-4). 

1-163 PROLOGUE 

Tl1t su11e. Before the palace of Thcoclymenus in Egypt. In front of the slcint (stagc

building) at the centre of the ork/1islrn stands the tomb ofThcoc. 's father Protcus, where 

Helen sits as a suppliant (64-5, 543-4 1 556, 797-801). It is seventeen years since H. 

was separated from 1'.-lcnclaus and brought to Egypt (111-141 775-6). 

The opening scene is divided into two parls, H.'s monologue (1-67) and her dia

logue with the Greek warrior Tcuccr (68-163). A similar sequence of prologue-style 

speech followed by dialogue is used to introduce the predicament ofl\:I.: sec 386-434 1 

435- 821111. Ah hough an opening monologue is used by Aesch. (Ag., Eum.; cf. \-Vest 

(19gob) 7-8) and once by Soph. (Tmr/1.), the sequence of introductory speech plus 

dialogue is characteristic of Eur., occurring in twelve of his seventeen cxtanl tragedies 

(sec Schmidt (1971) 34--4.4; and Leo (1908) 63 for the form's influence on later drama, 

especially Roman comedy). Here the sequence of monologue and dialogue creates a 

powerful con1rast between H.'s exposition of her innocence and Teucer's disgusted 

response to seeing her 'double' (71-7 1 160-3). The introductory section thus articu

lates one of the central 1hcmcs of the play, the gap between reality and appearance, 

particularly as this applies to H. 's conduct and character: cf. 35-6 1 42-3, 53-5, 66-7, 

72-7, 117-22, 137-42, 158-63, lntrod. §6(a). 

1 -67 /-le/en's 1110110/ogut 

\\'ith the exception of the disputed prologue of LA, all the surviving plays of Eur. begin 

with a monologue in iambic trimcters. By contrast, the lost Andromeda, 1/el 's compan

ion play, hegan with an anapaestic monody, indicating not only Eur. 's ,1rillingness to 

experiment with new forms, but also the influence of the new musical styles on his 

theatrical technique (sec lntrod. §5(c)). Yet both the opening monody of Andromtdn 
and the prologue-monologues of the other plays serve the same dramatic purpose: to 

set the scene and to inform the audience of the ccntraJ characters and their situation. 

The structural uniformity of the extant openings is undeniable (Eur.'s prologue 

technique is parodied by Aristophanes, Frogs, 177-1250; and this prologue specifically 

at Tliesm. 855-68), yet these speeches arc much more than bare factual summaries 

of 'the story so far', for their portrayal of character and motivation serves to guide 

the audience's response to later events. This is particularly true when, as here, the 

prologue-speaker is also one of the major characters of the drama (cf. Held., Andr., /-/er., 
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IT, Plwl'11., Or., Baah.). Moreover, H. 's monologue is especially arresting in its emotional 

cflcct since the audience is confronted with a surprisingly chaste and innocent heroine. 

H. 's unconventional presentation as a blameless ,·ictim of divine will is central to the 

de,·elopment and meaning of the play, and her opening speech is slructured so that 

the details of her novel identity and situation clearly emerge: 1-15 Egypt and its royal 

family; 16-30 H. 's origins and her unwilling role in I.he Judgement of Paris; 31-43 1he 

phantom H. and the Trojan \o\'ar; 44-55 H.'s removal to Egypt and the unjustified 

destruction of her reputation; 56-67 the importance of H. 's continuing chastity (made 

clear by a prophecy of Hermes) and the threat posed by Theoc.'s desire to marry her. 

In chronological terms the narrative moves from the past (the genealogy on·hcoc. 's 

family, the origins of the Trojan \-\1ar) to the dramatic present (H.'s supplication a1 the 

tomb of Protcus, 64-5). The broad canvas (both geographical and temporal) of H .'s 
monologue is carefully organized so as to illuminate several important themes: the 

power of prophecy (13-15, 56-9; cf. 317-21, 744-57, 919-23); divine selfishness and 

apparent indincrcnce lo human sullering (20-1, 23-6, 31, 36--40; er 676-8, 884-6, 

1446-8); the dangers of female beauly (23 1 26 1 27; cf. 260-3, 383-5); the fallihili1y of 

the senses (191 33-6, 42-3 1 54-5 1 66-7; cf. 575-93); the waste and apparent futility 

of the Trojan War (52-5; ef. 362-74, 608- 11, 1122-36, 1151-64); and 1hc \'irtue or 

viciousness of barbarians (46-7, 60-3; cf. 940-3 1 1000-4, 1627--41, 1657). 

1-3 H. begins by making clear the action's Egyptian setting, unique in extant 

tragedy. For the conventional 'This is the city/palace/island of .. .' used to set the 

scene, sec Griffith on (Aeseh.] PV2, Scodel (1980) 22, Kuntz (1993) 18, 20. The play's 

opening words conjure up an cxo1ic and intriguin~ location. In the prolu~e of /Tthe 

audience docs not learn of the setting, the barbarian and mythically unconventional 

land of the Taurians, umil line '.iO, intcnsifyin~ the surprise. Here, by contrast, the 

audience is told immediately of the setting, but the idemi1y of 1he speaker is delayed 

(16), prompting the audience's curiosity as to how H. came to Egypt and why she is 

seeking asylum at the tomb of Protcus. 

NEl~ou ••. ~occl: communities arc commonly identified by their local river or 

spring (c[ Dionysus at Thebes, ,rape•~· LllpKT)S va~a0'1cr~f1VOV 6' u6wp, Barrli. 5). The 

Nile is called Aiyu,rros in Homer (Od. 4.477, 581, 14.258). Writing in the late sixth 10 

early fifth centuries, the Greek mythographer and ethnographer Hccataeus describes 

Egypl itself as a 'gift of the Nile' (FGrl-lisl IF 310); so too Herodotus (2.5.1). 

KCXAAm6p8E\101 'with beautiful maidens/nymphs' or (with reference to the purity 

of the waters) 'lovely virgin [streams]'. A rare adjective, perhaps a Eur. coinage, which 

occurs elsewhere only at JA 1574 (a[µa KCXAAmap8Evou 6EpflS, 'blood from the neck 

of a beautiful maiden'), in a passage that is probably not Euripidean. Like a Greek 

river (e.g. the Boeoti.an Asopus at Her. 785-8), the Nile may be pictured with its own 

entourage of nymphs, guardians of its tributary waters (on the iconography of Greek 

river-gods, see Weiss (1984)); for I.he Nile's 'hundred mouths', cf. Bacclt. 406-8. Though 

a rare word, KCXAA1nap8Evos is enlircly apposite here, since both beauty and virginity 

wiU be important themes of the play, as H. 's sexual allure and quasi-parthenaic status 

(cf. 68-70, 184-9onn.) not only make her vulnerable to the desires of Thcoc. (63n.), 
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but also slrcss the importance of H. 's return 10 Greece and the resumption of married 

life rhcre with her husband (e.g. 244-9, 1349, 1355-7nn.). 
O\ITI ••• 4101<6:60~ 'instead of rain'. The Nile's annual inundation of the sur

rounding countryside, despite low rainfall, puzzled Greeks from the earliest times. 

H.'s explanation (melting snow swelling the river in summertime) is found already in 

Aesrh. S"/J/J· 559 (cf. Acsch. fr. 300.3-5 R, Soph. fr. 882 R). This notion is rejected, 
along wi1h other accounts of the Nile's Aooding, by Hdt. 2.20-4, who argues that 

there is no snow in Libya or Ethiopia to feed the Nile's source (2.22). Hdt.'s reasoning 

is sustained and impressive (cf Thomas (2000) 182-5), yet the actual cause, massive 

rainf.-tll in Lhe Ethiopian highlands, eluded even him. (And despite Hdr. 's criticisms, 

the popularity of the melting-snow theory led 10 its in1erpolation in rhe prologue of 

Eur. Archelau.r fr. 228.3-5 K: cf. Harder (1985) 182, Egli (2003) 74-5.) For another fifth
century hypothesis, Diogenes of Apollonia's theory of evaporation and displacement, 

sec Dover on Ar. Clouds 272. 

Sias: rhc adj. 6io~ 'of heaven' is often used in epic in the extended sense 'noble, 

illus1rious', bur occurs first in tragedy in the sense 'of Zeus', whether 'born of Zeus' 

(e.g. IT 404, Ion 200) or, as here, 'sent from Zeus' (cf Bergson (1956) 114-15). 
ni6ov • • • yvas: both ol~ccLS arc governed by uypalve1 in a pan-and-whole 

relationship (t<.a6' oAov Kai 1.1ipo~: cf K-G 1.289-90, Bond on Her. 162) which defines 

more precisc-ly 1he area of 1hc Eg}1>tian plain that is aflcctcd: '(the Nile which) waters 

the plain of E~t, (namely) its fields'. Some editors replace the second acc. yuas 

with Hciland's 6p6aw1 ('waters wi1h moisture'), but the double acc. is supported by 

Aristophanes' p;1 rody of the passage at ThP.sm. 855-7, which uses the same construction 

(c[ Austin and Olson (2004) ad lac.). 

~Evtci;~ ... x16vos: gen. absolute. Snow was (and remains) sufficicntJy exotic in 

(pan.c; ofj Greece to excite wonder; sec Doclds on &ah. 661---2. 

TCJ1<do11~: aor. pass. part. (gen. fem. sg.) Tfll<W 'I melt'. 

4-15 Tiu family of Proteus. Prologue-speakers often begin by identifying themselves 

and their ancestors (e.g. Hee. 3-4 1 Supp. 3-7). By contrast, H. delays her m ... n introduc

tion (16-22) and out.lines the his1ory of Egypt's ruling family. The unusual sequence is 

innuenccd by the novel situation: contrary 10 previous versions of the myth, Protcus is 
no longer alive to protect H., and the figures of Thcoc. and Theonoc have probably 

been invented by Eur., albeit by aclapting features of the Homeric talc of Proteus and 

his daughter Eido1hca: sec lntrod. §4(c). 
4 In the Odyssey Protcus is the 'infaJljblc old man of the sea' (yipwv a).1os VTJl-lEPTTlS, 

4.349, 384), a shape-shifting immortal who is forced by M. 10 reveal his prophetic 

knowledge (c( Virg. Gtorg. 4.387-529). Here, as in Hdt. (2.112-'20), Prmcus is a 

moraJly upright Egyptian king, bu1 Eur. differs from Hdt. in having Protcus die before 

H. is reclaimed by M. Nevertheless, H.'s supplication at Prorcus' tomb, and frequent 

reference to the dead king (46, 61, 64, 152, 460, 542, 787, 1165-6, 1370), ensure 
that he remains an important inAucncc on the armosphcrc and ctircc1ion of the play, 

especially as a role-model for his daughter Thconoc (cf 909-23, 940-3, 959-68, 

998-1029). 
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[s] 'living on the island of Pharos, but lord of Egypt'. The line is acceptable 

stylistically, but nothing else in the play suggests an island selling and all indications 

arc that the action takes place on the Egyptian mainland (e.g. 1-3, 460-2, 1039-

42). The verse looks like an attempt to refine line 4 ('Proteus was ruler of this land') 

by making it chime with the Odpsey, where Protcus is located on Pharos (4.354-7), 

the very thing a later actor or clever scholiasl might do (Pharos is caJlcd 'Helen's 

island' by Callimachus (SH 254.5)). Despite the mainland selling, howe\·er, the action 

docs take place close 10 the sea (H. can walk from the palace to the coast, 1526-7) 

and the audience will have imagined a location close to the mouth of the Nile. By 

contrast, Hdt. visited a TElJEVOS ('sacred precinct') of Protcus far inland at Memphis 

(2 .112). 
6-/ TC>v ... l,l{av 'one of the maidens of the sea' (Kerr' ol6l.la 'along the sea-swell' is 

used adjectivally): for Ncrcus' (fifty) daughters, sec 1585; c[ Hes. Tltrog. 240-6.~. Hom. 

//. 18.39-49 (naming 33) 1 Barringer (1995). According co Tluog. 1003-5, Psamathc 

('Sandy') bore Acacus a son, Phocus ('Seal'), ancestor of the Phocians (later killed by 

his half-brat.hers, Pelcus and Telamon). Psamathc's subsequent. marriage to Proteus 

is first attested here and may be Eur.'s invention, linking their g1fted child Theonoe 

to the prophetic powers ofNereus (13-15, 317-18). 

yalJEi: historic present (here in place of the aor.). Such present forms arc used 10 

mark 'events that the narrat.or considers crucial or decisive for the de\·clopment of 

the plot' (Rijksbaron (2006) 128, with further examples). 

?tEXTp1 6:4>iiKEV Al(Il(ou: as a goddess Psamathc can 'cast aside' her mortal union 

with impunity; likewise her Nercid sister Thctis, who abandoned Pcleus. son of Ac:aeus 

(Apollod. 3.13.6; but cf. A11dr. 1253-8). Such divine freedom contrasts strongly \\~Lh 

H. 's anguished struggle to safeguard her own marriage (63-5; cf. 834--4-2 ). There was, 

however, also a tradition that Psamathc tried to resist Aeacus' advances, transforming 

herself into a seaJ to elude him (attested in Apollod. 3.12.6and a scholion to And,. 687); 

cf. Larson (2001) 71-3 for such tales of a nymph's capture. If this version was known 

to a fifth-century audience (as is suggested by Thcog. 1003-5 1 which is post-Hcsiodic 

but prc-Euripidcan; cf. also Pind. Ne,n. 5.12-13), there is an ominous parallel between 

Psamathc and H. 'sown situation, as she t.rics to escape the bed of Theoc. (62--3). 

[9~1oa] foTt Brit 8EOUS at~(.,.)V I ~lov 61riv1:yK 'tbecausct he spent his life 

honouring the gods'. These words arc clearly interpolated. Both the sentiment and 

the aorist 61rivry1<
0 

suit the dead Protcus rather than his threatening young son (for 

Thcoc.'s impiety, cf. 542, rn21, 1054). The interpolation of proper names is one of 

the most common corruptions (cf. Merkclbach (1967), Barrell on Hipp. 72, Digglc 

(1994) 459 n_ 79), but here the inserted material is an c1ymological explanation of the 

name (81:oKAVlJEvos); for genuine examples, sec 13-1511. The interpolator has sought 

to explain Theoc. 's name, supplying an etymology 10 march Theonoe's (13-14; c( Tro. 
13-14, where Poseidon's prologue contains an interpolated etymology of the Trojan 

Horse). 8EO-KAVµEVos, 'god-renowned' or 'inspired by the god(s)', is found already 

in Homer as the name of a seer (Od. 15.256), but. 8EOUS ae~(.,.)V here suggests that 

the interpolator erroneously took it to mean 'obedient to the god(s)' (cf. Sansone 
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(1985) 33 n. 4g). Moreover, the causal OTI 6ti (joining name and etymology) added 
by Triclinius is mctricaJly problematic in that the si...xth resolved clement extends over 

separate words (-EV· OT-): Maas (1962) 67, \·Vest (1982) 41, 86. In the genuine version 

0eoKAuµevov a:paev' ruyevij TE nap0tvov, the proper name scans-..., .......... , with synizesis. 

On theophoric names in general, sec Parker (2000a). The name Theoc. is not attested 

epigraphically in the classical period, bu1 is found later at Marathon in Attica (second 

century AD) and at Spana (Ao 100-150): sec Fraser (1987) 2.218, 3.204. 

10-11 '(and she bore) a noble maiden, Eido, her mother's glory when she was a 

baby'. 

El6w 'Beauty'. Psamarhe's pet name for her daughter comes from El6o0ia Cbcau

tiful as a goddess'); such shortened forms have endearing connotations (cf. Meier

Br,1ggcr{1g92) 2.39-40, Dickcy(1996) 51). Proteus' {divine) daughter is called Eidothca 

in the Od)·ssry (4.366), where she helps M. by telling him how to subdue her shape

shifting father (4.399--424). The shortened form of the name was used in Aeschylus' 

satyric Pro/nu (fr. 2 12 R), where Eido may have been a dramatic character. Here it is 

'Eido' herself who can save or destroy M. (cf. 1017-29, 1624-6). ForTheonoe's pivotal 

role, sec lntrod. p. 36. (J'he name eT6wv is attested in Attica in the early foun.h century 

oc: Masson (2000) 135.) 
ayAa1aµ(a): lit. 'ornament', 'honour' (well rendered by Kovacs as 'her mother's 

glory'), expanding the in font nickname 'Beauty'. H. later laments the fate of her own 

cryAci1a1,Ja {28i), her daughter Hcrmionc, whose beauty wit hers away in maidenhood 

back in Spana (282-3). ayAci1aµa is an exclusively poetic word in archaic and classicaJ 

Greek, found only in tragedy (Acsch. Ag. 1312, Cito. 193; Soph. El. 908; Eur. El. 325). 

12 fl~Tl\l ••• ~palav ya:µwv 'the age ripe for marriage'. Theonoe forgoes a young 

woman ·s regular transition 10 married life (under her husband's authority) in order 

to submit herself totaJly to 1hc service of the gods. l\foreover, her slate of virginity is 
permanent (unusually so: sec 1007-8n.) and a symbol of her pccuJiar dedication to 

the sacred and divine (13 TO: 0Eia). 

13-15 'they called her Thconoe, for she knew ... 'The Greeks were fond of such 

etymologies (cf. e.g. Harrison (2000) 263 n. 48 for a catalogue of 'speaking names' in 

Herodotus) and, as their prevalence in tragedy shows (sec CoUard on Supp. 496-7a 

with addenda p. 442), took them seriously as omens of both character and destiny 

(e.g. Soph. Aj. 430--3, where Aja.x puns bitterly on his own name): cf. 1674-5n. In 
tragedy the naming ofThoas ('swift', 1732-3) and Ion ('going', 1011661-3) arc closest 

to the present example. Such vcrbaJ play is particularly frequent in late Euripides and 

may rcAcct the poet's interest in philosophieaJ discussions of language, especially in 

names and their ability to refer to actual objects; sec lntrocl. p. 47. The child's adult 

name Theonoe ('she who knows divine things') marks the recognition of her peculiar 

religious abilities. As M. remarks, 'the name is certainly oracular' (XPT1C1Tflp1ov µev 

Touvoµ' 822). (fhe name Theonoc is attested only in Campania (South Italy) in the 

imperial period: Fraser (1987) 3.304.) 
TO T 0 ovTa Kai µtAAovTa: the expression is formulaic in the context of prophecy: 

cf. e.g. Calchas as f\161) TO: T' t6vTa TO: T' focr6µeva np6 T' tovTa (II. 1.70). Thconoc's 
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divinatory skills and her knowledge of the gods' (conflicting) plans arc central to the 

de\'clopmel\l of the plot, forcing H. and i\•I. to win her support (815IT.) and generating 

much suspense as the escape proceeds (878-86n.). 
npoy6vou •.• napa 'receiving these privileges from her ancestor Nereus'. The 

hypcrbaton gives prominence to npoy6vou. The accent on napa is thrown back 

(anasuophe) when following its noun (cf. 23-4 nep1 I ... napo). It is now clear why 

Eur. has introduced Psamatl1c: with Proteus stripped of divine foreknowledge (4n.), 

Thconoe'.s skill is traced back thrm1gh her mother to another 'Old ~fan of thr Sea', 

Nercus, traditionally endowed with bo1hjustice (Hrs. Tlteog. 233-6; cf. 1002-4, 16,n-

8) and the gift of prophecy (317-20, Or. 364, Hor. OdeJ. 1.15). T1µas rnmbincs the ideas 

ofboth 'office' (/T748) and 'duty' (/T776). 

16-22 In Homer H. is orten called the daughter of Zeus (e.g. II. 3.199, Od. 4.184), 

but her mother i.c; never named. Leda appears in Od. 11.298-304, but only as mother 

~:>y Tyndareos) of t.hc twins Castor and Polydeuces (cf. 164<~-5, Or. 465). The (,,pria 
makes Helen the daughter of Nemesis and Zeus (fr. 9 Bernabe = fr. 7 Da\~cs), a 

version rcAcctcd in Nemesis' shrine at Rhamnus in north-cast Auica, where the 

goddess's daughter was portrayed as being presented to her by Leda (cf Kcrcnyi 

(1945) 12-131 Kearns (1989) 158), while Sappho (fr. 166 V) has Leda find the egg 

(produced presumably by Nemesis), a version whic.:h, by making Leda H. 's fostrr

mother, reconciles the two accounu; of her mother's identity. Although Leda was well 

known in myth, especially Spartan myth, as mother of H. (and Clytcmnestra), the 

story of H.'s miraculous binh from an egg produced by Leda herself is first attested 

here: cf. 257-gn. 

16 ouK avC.::.vuµos 'not nameless' = 'glorious', emphatic understatement Oitotcs). 

For the depiction of Spana in the play and its relationship to the Pcloponncsian War. 
sec lntrod. p. 8. 

17-21 EaTIV 6l s,; I ).6yos TIS ••. ,I aaciins OUTOS ).6yos '(Tyndarcos is my father) 

but there is indeed a story that ... if this story is true' (for aaci,i)s = 'true', cf. 309-

1on.). H's reserve has a double function: firstly, within the drama itself, H.'s doubts 

about her origins spring naturally from the misery of her present condition (would 

Zeus reaUy neglect his own daughter in this way?), and her despairing scepticism 

provokes sympathy: cf. 214-16 1 256-9 1 1144-6. Moreover, the speaker's unccnainty 

challenges the god to prove his paternity (cf. Hn. 353-4, Jon 1559-6o, Bacck 26-31), 
a ch::ulengc met by the play, as Zeus ensures not only Helen's return from Egypt (cf. 

45-6) but also promises her a blessed future as a goddess (1666-9): cf. Or. 1629-37, 
where ApoUo reveals that he saved H. from Orestes' sword at Zeus's behest. Secondly, 

H. 's scepticism provokes re0ecLion upon the nature and truth value of mythology 

itself, which was an issue of debate among inteUectuals of the period: cf. Hdt. 2 .120 

(defending the 'Egyptian' version of H.'s absence from Troy), Pl. PJulr. 229c-3oa 

(mocking the rat.ionalistic interpretation of myth). Thus, as H. proceeds to outline in 

the rest of her prologue the 'true' version of events, the audience arc encouraged to 
reflect upon (and enjoy) the fictiveness of Eur.'s mvn poetic 'reality'. 

18 hrrCIT(o): 3rd sg. aor. nhoµa1, 'Hy'. 
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19 t.1op4>wt.1aT •.• Aa~wv: metamorphoses arc often used lo deceive (as here 
wirh Leda). Like the traditional Proteus (4n.), Zeus can take different forms, so that 

one name (Zeus) is applied to many bodies. Such delusions arc especially relevant 

to H.'s predicament, since her name is being applied to two bodies, the real H. and 
her unreal double, and it is the phantom's apparent reality which has made possible 

both the Trojan War and H.'s disgrace: cf. 42-3, 53-5, 72-4, 109-10, 362-3, 593, 
666-97. 

20-1 In the Cypria Zeus forces himself upon Nemesis, who conceives H. Kparepi;s 

uTT·avayKf1S('undersevereconstrnint', fr. 9.3 Bernabe= fr. 7.3 Davies). Here, however, 
the threat of violence is replaced by trickery, as Zeus pretends to Ace from an eagle 

(uTT· aleTov I 6iwyr..ia 4>euywv). The choice of eagle as bird of prey is part.Jy traditional 

(cf.Janko on//. 13.531-3), but there is added resonance in this context, for as the bird 
most closely associated with Zeus (e.g. Pind. Pyth. 1.6-7)1 the eagle embodies the god's 

powers and leads us to picture Leda as the tnie victim of Zeus's contrived pursuit. 

Kovacs deletes the lines (cf. Kovacs (2003) 3-4), but they dfectively expand our view of 

1he exploitation of Leda. The version ofLcda's seduction presented here (19, 214-16, 

1144--6; cf. Or. 1385-6) is also found on a fourth-centU1y vase where an eagle is shown 

a11acking a swan (Zeus) which is being protected by Leda (U,WCs.v. Leda (in Etruria), 

no. 1): sec lnarod. p. 74 n. 328. 
66A1ov euvriv t~tTTpa~(e): lit. 'achieved a deceitful bed'. EUVfl stands mcconymically 

for sex: cf. Hipp. 495-6 (the Nurse to Phaedra) OUK cr:v TTOT0 EUVT)S ouvex'fi6ovi)s Te ans I 
TTpofiyov av OE 6eupo, /011 860-1 (Crcusa sings) TTCi>S 6! m<OTlas avacJ>flVW I ruvas, 
al6ous 6' 6TTOAet4>8&; 

22'EAtv11 ( ........ -):\\'est (1982) 81-2 calculates that 40% offirst-foot tragic anapaests 

accommodate proper names. 

22-3 Atyo11,1· av: the 1st pers. potential op1ativc is more courteous than the simple 

future (Barrell on Hipp. 336). The phrase prepares the audience for H.'s full account 
of her sufferings. 

23-30 The myth of thejudgcmenc of Paris/ Alcxandros is deployed in a variety of 

ways in Eur.'s surviving plays (sccjouan (1966) 95-6, Stinton (1990) 26-75); on each 
occasion, whether in rhetorical ogon (Tro. 919-31, 971-82 1 the latter a rationalizing 

attack on the very idea of the gods acting in such a way: cf. 17--2 m.), choral lyric (Amir. 

274-92, Hee. 629-56, JA 573-89, He/. 1 r20-1, 1158-60) or monody (LA 1283-1310), 
individual details of the story arc connected to the themes of the dramatic action 

(c( 357--g, 364-6, 676-83, 707, 882-6, 1097-8, 1508-9). As befits 1hc prologue, H.'s 
outline is brief, but far from perfunctory: she stresses her role as both an innocent 
victim of divine rivalry (it was the goddesses who wanted to compete about beauty: 

26 µop4>fis ... Kplcnv) and an unwilling tool of Aphrodite's ambition (28 TTpoTefvacr", 

'offering (my beauty) as a bribe'). 
23-4 KCIAAovs ntp1 'about (the judgement o~ their beauty'; for the anastrophe, cf. 

13-15n. 
'16aiov ts Kev8µwv 'to a valley on Mt. Ida': cf. 16alav I !s varrav ('to Ida's glen', 

Andr. 274-5). Kru8u~v (lit. 'hiding-place') suggests a remote and secret spot (at Htc. • 
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it refers to the hidden recesses of Hades). Not surprisingly, Eur. passes over the myth 

(known to Hcllanicus, c. 480-395 nc, FGrlfisl IV F 29) of Paris' bucolic romance with 

Ocnone, whom he abandoned for H. (cf. Ovid, Her. 5), since this would spoil the clfect 

of his solitude. 

25-6 In the C)'pria the three goddesses arc led to Paris by Hermes (p. 38.4-7 

Bernabe= p. 31.7-10 Davies); so too Andr. 275-6, JA 1302. Here the god's role is first 

mentioned at a later point in Sparta (44). 
61oyEVY1S TE 1Tap8ivos: the epithet 'Zeus-born' is particularly poimcd for Athena, 

sprung from her father's head; cf. 1A1ci61 ti.1oyEvEi K6pa1 (Tro. 526) 1 referring to Athena's 

temple on the acropolis of Troy. In the Homen·c IIJ•mr1 lo A/J/1rodlte it is said that only 

three goddesses can resist Aphrodite's powers and remain virgins for e\'er: the first 

is Athena, followed by Artemis and Hestia (7-32). H.'s list of partltrnoi (1, 6, 10, 

25) reinforces her identity here as a quasi-par1henaic figure (cf. 63, 68--70, 184-

gonn.) and prepares for the revelation of her own (surprising) chastity (48, 59, 61, 

65-7). 
61cnupa:vaa8ai 'to settle': the middle voice (aor. in[ of 61mupaivc.u) expresses the 

goddesses' personal interest in Alexander's decision (Smyth §17 q.). 

~op~fis ••• Kpla1v 'beauty contest': the language of H.'s accoum is unadorned 

and clear (a typical feature of Euripidean prologues). The Judgement of Paris was a 

popular myth in Greek art from the mid-seventh century onwards: cf. Raab (1972), 

Snodgrass (1998) 143, lntrod. p. 10. 
27-9 The accusative Tov1,1ov 6e KCIAAOS (object of 1TpOTEivao

0

) is made emphatic by 

being placed first, and the sudden switch from divine to human beauty has an ironic 

effect: the goddess Aphrodite needs a mortal woman's beauty to assert the supremacy 

of her own. 

El 1<a~ov TO 6uCTTuxis 'if what brings misfortune can be beautiful'. H.'s beauty and 

its terrible consequences arc a familiar theme from the Iliad onwards (e.g. II. 3.154-

8, Eur. I-Jee. 635-7). Herodotus describes how a nurse prayed to H. in her shrine 

al Thcrapne to make an ugly baby beautiful (6.61). Yet Greek altitudes to beauty, 

especially female beauty, were ambivalent, and it was typically seen as seductive and 

dangerous: the adulterous H. is fussy about her looks (e.g. Or. 128-9). Here, while 

H.'s exceptional beauty leads to great suffering for others (364-5, 383-5), it is also 
presented by the non-adulterous H. as a source of disaster for herself (e.g. 260-1, 

304-5; cf. Soph. Trad,. 24-5 1 463-5): sec lntrod. p. 51. 
ya1ui: sc. ~E, implied by Tou~ov KaAAos. 
ya~Ei, I v1Ka1: enjambment, juxtaposition, and tense ('he will marry', 'she won' 

(the latter historic present: 6-7n.)) express the decisive part played by Aphrodite's 

'bribe' (ef. 885-6, A11dr. 289-g2, IA 1300). For Hera and Athena's competing offers of 

military and political power, sec Tro. 925-8 1 where they arc adduced by H. as pan 

of her ingenious defence. In (the probably non-Euripidean) Rliesu.J, Athena disguises 

herself as Aphrodite and deceives Paris, reassuring him that (647-8) 'Your war is a 

concern of mine, nor do I forget the honour you paid me, and I thank you for treating 
me so well.' 
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29-30 Anroou 6! ~oua-rae~.i 'leaving the cow-sheds' (cf. 359). Exposed as a child, 
Alexander was raised among herdsmen (his return to Troy and eventual recognition 

had been dramatized in the Altxandtr of 415, the first play of Eur.'s 'Trojan trilogy', 

also containing Pnlnmtdes and Trqjnn H-omtn: sec 767n.). The Judgement's rustic scning, 

elaborated and idealized in Euripidcan lyric (Andr. 280-6 1 IA 573-81), is simply evoked 

at the scene's first (and only) mention in the Iliad, where rhe goddesses come to 

Alexander's sheepfold (24.29). 

'16aios ••• Atxos: Alexander/Paris (24, 28, 29; c( 1117--2 m.) moves straight from 

his bucolic lifestyle near Troy to the abduction of H. ar Sparta; the rapid narrative 
underlines the impact of H. 's beauty. Paris is shown as a herdsman on Mt. Ida in 

most (but not all: sec Hcdrccn (2001) 188-9) early Greek artistic depictions of the 
Judgement. 

I-rrapTfl\l 64>h<E8': the terminal acc. (or acc. without preposition) with verbs of 

mmion is a distinctive feature oflyric and tragic syntax (51, 83, 105, 1441 ere.); c( Bers 

(1984) fr2-85. 
w~ . , . ax1')ac.Ju: the fur. part., particularly after verbs of motion (cf. a<1>iKE8°), 

denotes purpose (Goodwin §840). The adverbial ws (rare after verbs of motion) 

points more precisely to Paris' intention (to carry H. ofl), which was in this version 

never fulfilled; c( Smyth §2086, Lee on Ion 18, where Crcusa exposes her child ws 
80VOUIJE\IOV. 

t1.1ou ••• Alxos: H. 's 'marriage' to Paris (cf. 32) is repeatedly bewailed (e.g. 690 1 

r 120). Lines 224-5, 666-8, and 1506-7 focus in particular on the shame ofa 'barbarian 
bed'. Just as Paris' desire for H. took her from her homeland (though not, as he 

imagined, to Troy: 35-6) 1 so Thcoc. 's desire for marriage risks thwarting her return. 

31-6 Tiu suhstilulion of tltt tidolon. Though Eur. clid not invent the story of the 

phantom, his play is the earliest surviving source to attribute its creation to Hera 

(c( 585-6). The intervention of the jealous and angry goddess is both plausible and 
productive, for it enables the unconventional 'breathing image' {Ei6c.JAov EIJlTVOVV, 

34) to be made an integral pan of the traditional myth connecting the Judgement of 
Paris and the Trojan War. Eur. has innovatively shaped the talc of the Ei6euAov for his 

own dramatic ends: sec lntrod. §4(c). 

31 1JE1J4'8Eia' 'found fault with 1 or 'was offended'; fem. nom. sg. aor. part. of 1.1t1.14>0-
1,.1ai, with ouue1ea ... 8eas explaining Hcra's complaint. 

3!2 ~~flVEIJc.JOE 'turned (my marriage) to thin air'. At Andr. 938 H. 's daughter 
Hermionc says she was 'puffed up with foolishness' (t~f1VE1Jw8nv 1,.1wpla1, the only 

other occurrence of the verb in extant Greek poetry), but here the metaphor has an 

ironic literal undertone, since the image embraced by Paris is indeed fashioned from 

heaven's air (34). To begin the description of Hera 's response with this striking word 

emphasizes both the ingenuity and the power of the goddess. (H. is ent.hroncd beside 

Hera at the end of Ortslts, 1686, .) 

Taµ': era.sis (c( 27 Touµ6v) with elision, Ta fµa. 

34 Ei6C.JAov: the word has connotations of dccepr ion, being used for images that arc 

misleading or unreal (Ag. 839 1 Aj. 126
1 
Pltom. 15431 Pl. Tluael. 150c). Human simulacra 
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arc fashioned by tJ1e gods in botJ1 epic (e.g. II. 5.449-53, Od. 4.796) and tragedy (Bacch. 
629-31), but the closest parallel 10 Hera's subs1itu1ion of H. in an erotic context is the 
replacement of Hera herself when Ix ion tries 10 rape her, so that Ixion lay instead witJ1 

a cloud fashioned by Zeus; cf Pind. Pyth. 2 .36-7, where the divine copy is called a 
'swee1 lie' (~ev6os yAukV), Aesch. fr. 89 R. However, while Zeus intervenes to prmcct 

his wife from violation, Hera has no concern for H. 's marriage or sexual integrity, 

being mo1ivated instead by her 0\\11 damaged pride and her desire 10 cmban·ass 

Aphrodite. 

hmvouv 'breathing' is arresting, since such images arc typically lifeless. By contrast, 

the mortal Admc1us can enjoy only an inert replica of his dead wife, 'a cold pleasure' 

(Ale. 353 'VV)(PCX\I ... Tep411v). In Aesch. Ag. 416-19 M. 1 still in Sparta, dc1csts the 
empty gaze of statues 1hat remind him of his absent wife: ruµ6p<fiwv 6e KOAocrawv I 
ix8rrai xap1s av6pi· I oµµchc .. w 6' Iv ax11vlms I ippEl 1Taa' aq,po6ha. 

oupavov ~uv8eia' ano 'which she had made from air': the aor. pan. ~uv8eia', like 

6µ01waaa', is subordinate to 6i6wa1 (33). 

35~ Unaware of Paris' death, Troy's destruction, and the removal of her image 

by M. (cf. 105-16), H. still speaks of Paris' delusion in the present 1cnsc ('hl' imagines"). 

na,61: indirect obj. of 6i6wai (33); the h)1>erbaton is emphatic. 
µ' fxe1v ••• OUK fxwv: the repetition underlines the false appearance of physi

cal possession (cf. Ale. 352 66~w yuvai1<a 1<ainep OUK fxwv ixe1v), while the sexual 

resonance of £XEIV (e.g. Thuc. 6.54.2 1 on Aristogeiton's 'possession' of the younger 

Harmodius: epa<TTflS CilV dxev cnn6v) emphasizes this H. 's loyaJcy to her husband: cf. 

611. 

1<ev-fiv 661<na1v: internal acc. (cf. Barren on Hipp. 752-7), expressing the 'empty' 
result of Paris' imagining(601<Ei). Similarly, Theoe. 'imagines' tha1 he has H. for himself 

(£XEIV 601<wv, 1385-6), though it is there the real H. who mtan.J to deceive. For 66KflOIS 

as illusion (sent by the gods), sec 119. New abstract nouns in --a1s arc a fea1ure of the 
intellectual revolution of the late fifth century and arc particularly charac1cristic of 

Eur. and Thucydides: cf. Vowles (1928) 45-7, Long (1968) 33-5, Dunbar on Ar. Bird.J 
94. 

36-43 Eur. combines t.he unconventional myth of the phantom (3 r-6) with the 
more familiar story of Zeus's desire for the Trojan \Var (38-41n.), a plan fulfilled by 

H."s apparent presence at Troy (42-3). In El. 1280-3, produced a few years before 
Hel., the Dioscuri describe how Zeus sent the Ei6wAov to Troy 'so that there would be 

suife and killing of morm.ls'. Though the phantom is here ascribed to Hera, the gods' 

separate plans fortuitously coincide (36-7; cf. 1660-1): Zeus wanted 10 bring about a 
war, while Hera aimed to avenge her defeat by Aphrodite, and both plans were scn 1ed 

by the phantom H. That different divine wills should interact and result in what one 

can with hindsight caU the tuos ~ouM1 is a narrative pattern central to early Greek 
myth: cf. Allan (2006). 

36-; -ra ... aAAa 'again the plans of Zeus in their turn': aAAos (in the sense 
'separately', 'as well') is made yet more emphatic by its prcclicativc position (cf. Smyth 
~1272, LSJ s.v. II 8). 
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-roiafa auµ~ahm 1<CX1<ois 'reinforce CTit. "arc in agreement with") these woes'. 

38-41 In the 01m·a, Zeus brought about the Trojan War (using the .Judge

ment of Pa.is) in order to unburden the Earrh of excessive human population (fr. r 
Bernabe/Davies); cf. Burgess (2001) 14.9. For 1he motif of overpopulation in mytholo

gies of 1hc Near East, Iran, and India, sec Burkert (1992) roo-6, Mayer (1996) 3-11. 

Eur. ret.1ins Zeus's traditional and, from a mortal perspective, ruthless motivation for 

the war (cf. Or. 1639-42), .1nd .1dds a second, 1he glorification of Achilles (41). For H. 
and Achilles as major figures in Zeus's plan 10 destroy the race of heroes, sec In trod. 

p. 63. 

38-9 H.'s pity for the 'miserable Trojans' is the first of many expressions of sym

pathy mid remorse (despite her innocence), feelings not shared by M. (cf. 109, 196-9 1 

270-2, 362-9, 608, 691), but supported by rhe Chorus (esp. 1151-64). 

39-40 'to relieve mother Earth of the troublesome mass Oit. "trouble and number") 

of mortals'. Both nouns (oxAou ... lfAT)6ous) arc gen. of separation with Kou4>l~w 

(a word used in medicine: cf. \-Villink on Or. 43-,~). The Muse, mother of the dead 

Rhesus, curses Helen, who has 'emptied (eKevwaev) countless cities of their best men' 

(RlteJ. 913-14); cf. 52--3. 
41 -rov ic:paT10Tov 'D,Aa6os: in the context of military prowess, the audience ,viii 

naturally 1hink of Achilles, 'the best of the Achacans' (II. 1.244). 

42-3 npouTe8r,v 'I was put forward (as a prize)', 1st sg. aor. pass. of,rp0Ti6r,µ1: cf. 
Thuc. 2 .46 (Pericles speaks of the rewards given by the city to its dead soldiers and 

their descend.ints) ~ n6A1s ... w4>e;\1µov oTe<f>avov ... rrpoT18eioa. The expression 

and passive voice stress H.'s role as an instrument of the gods (23-3on.); cf. Priam's 

sympathetic (and partial) judgement ou Ti µ01 alTlr, eaai, eeol vu µ01 ahroi eiaiv ('I 

do 1101 blame you, I blame the gods', II. 3.164). 
ty~ µtv ou, I -re 6 · ovoµa -rouµ6v: the first of many variations on the name/body 

antithesis, given special force when (as here) 1hc speaker is H. herself (66--7, 199, 
250-1, 588, 1100), since she is the awµa to which the ovoµa fails to correspond; 

cf. Egli (2003) 214-16. One might compare Achilles' lack of control over his 

name in IA (ef. 128 ovo1,.1', OUK epyov, napexwv ;A.x1AEUS): sec Michclakis (2002) 

84-92. 
44-8 /-Jelen~ abduction lo Eg;1Jl. The familiar story of H. 's departure from Sparta is 

radically reshaped, with H. uuerly unwilling to leave, and Hermes replacing Paris as 

H.'s true abductor (670-1, 910). Hermes, cscorl of the dead to the Underworld (cf. e.g. 

010. 124-6), leads H. to Egypt, land of the dead, creating the first parallel between H. 

and Pcrscphonc (cf. 175-8 1 244-5 1 1301-52). Unlike H.1dcs, however, Prorcus protects 

the woman's 'purity' (48). The brevity of the account underlines the miraculous speed 

of H. 's removal to Egypt; compare Paris and H. 's amazingly swifi three-day voyage 

from Spar1a to Troy in rhc CJ11ria, recorded by Hdt. 2.117, which he takes to prove the 

poem's non-Home1ic authorship. 

44-5 tv n-rvxaia1v al8ipos 'in the recesses of the sl-y' (cf 605), suggesting 'remote

ness and invisibility or concealment' (Mastronardc on Phoen. 84 oupavou TTTvxal). 

H, later tells M. that her counterfeit image was manufactured from a18fip: sec 584, 

;; 
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1013-16nn. Similarly, Zeus uses the clement lo deceive when he breaks oIT a piece of 

aether to create a fake baby Dionysus for Hera (Bncch. 292-4). 

vE4IEAf1t KCV\V~as: disappearances brought about by the gods often involve being 

swept up in a cloud or mist: e.g. JJ. 3.381 (Aphrodite saves Paris), Acts 1.9 ('and a 

cloud received him Qcsus] out of their sight'). The phantom itself is said to be made 

of cloud (707, 750, 1219). H. 's route is gradually revealed: she was picking Aowcrs for 

the temple of Athena when Hermes swept her up (244-7); they touched down on an 

island jusl orT Attica (1670-5) before arriving in Egypt. 

45-6 Though Zeus's concern for his daughter is stressed, it cannot diminish H.'s 

present misery (17-2 m.), not least because she has no knowledge of the consola1ion 

Zeus has in store for her: sec lntrod. p. 65. 

ov •• , "11JEA11ae: emphat..ic litotes, as in 16. For aµEAEW used of divine neglcc1, c( 

Ion 438-9 (rebuking Apollo). 

48 bktpa,ov ... A£Xoc;: H.'s description of her bed as 'pure' (6Kepa1ov, lit. 

'unmixed') muse have had a stunning impact (the word placed emphatically at the 

beginning of the clause), and the novel claim is repeated in 65 (cf. 795-6). for Tyn

dareos' 1raditional punishment (after failing to sacrifice to Aphrodite) in the form of 

adulterous and promiscuous daughters (fimandra, Clytcmncstra, and Helen), sec 

Hcs. fr. 176 l'vl-W, Stes. fr. 223 P/1dGF. 
4g-55 The story of H.'s abduct.ion to Egypt is immediately followed by an accounc 

of the lives lost at Troy, powerfuUy emphasizing the seeming futility of 1hc war (45311.). 

The Trojans' acceptance of the phantom (as with the real H.) seals their destruction; 

as Burkert (1979) 74 says, 'Helen is a kind of Trojan horse herself.' 

50-1 'TCIS l1,Jac; 6vap1raya~ .•. 011pcn: lit. 'hunts down my seizure'. The phrase 

expresses M. 's desire nol only to regain H. (the person seized) but also to punish Paris 

(the seizer). ln contrast to the 'humcr' Thcoc. (c[ 153-4, 116g-70), whose pursuit of 

H. is also identified by the verb 811pac.:i (63, 314, 981), M. has a 1ight to his 'prey' (cf. 

545 1 1175). 6pnayai (pl.) is regularly used of H. 's abduction by Paris (e.g. Hdt. 5.94); 

cniap,ray,; is a hnpax legommon with the same sense as the basic verbal noun ap1ray,; 

(pace LS], who gloss avapnayti as 'recapture'); cf. 246n. 

52-3 'f'Uxal 6l 1roAAal ••• rnavov: H. sums up the Trojan War in a single phrase 

combining regret, bitterness, and self-reproach. The evocation of the Iliad procm 

(1roAACXS ... 'f'UXCXS 'A'i61 ,rpoiel'Yev I flpwc.:iv, 1.3-4) is appropriate (cf. Andr. 611), since 

I-J ., despite her absence from Troy, shares the sense of responsibility and remorse fell 

by her Iljadic self: 61' iV '(they died) because of me' is emphatic. Significantly, the 

eidolo,1 docs not free H. from a sense of responsibility (e.g. 109, 196--9), even if she 

regards her lot as unfair (280-1): sec Introd, p. 64. For the idea of one destroying 

many, applied to H., cf. Acsch. Ag. 1455-7. 

l,rl IKa1,.1av6plo1s I ~oaicnv: Scamander and Simois serve as markers of place (as 

docs the Nile, 1--3n.), but both rivers arc associated with suffering and death (250 1 

367--g, 609-10; cf. Tm. 374, 1151). 

53-51'l 6l nma -r~aa'tyoo I Ka'TOpat6s El1J1: H. concludes the story of her past by 
encapsulating her unbearable condition. Though she herself has 'suffered every1hing', 
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she is 'cursed by all' as an adulteress (contrast the situation of H. 's daughter, Hcrmionc, 

who lull acted wrongly: A11dr. 838-9 a 1<<nap<nos eyw KCJ"TCI I pO"'TOS crvepwno1s). 

6oK&l: H's betrayaJ of M. and her instigation of the war arc mere appearance; for 

this important 1hcme, see 35-6n., Introd. §6(a). 

awa'f'aa: aor. inf. of ouv01TTc.v (~oin together'), 'to have brought [a great war] 
upon [the Greeks]'. 

56-67 The audience know the setting to be the palace of the late king Proteus in 

Egypt (4, 46), but H. 's s1riking position before it remains unexplained. The prologue 
thus ends by identifying the tomb of Pro1cus and explaining why H. has sought refuge 

there as a suppliant. For the tension created by an opening suppliant tableau, and its 
use in other plays, sec Introd. p. 30. 

5 6-g 7711 propheq of Hermes. H. 's report of the prophecy is similar to the predictions 

of divine or supernatural prologue speakers (cf. Ale. 64-71 1 Hipp. 42-8 1 Htc. 42-50 1 

Tro. 77-86, Ion 69-75, Baal,. 47~54), whose pronouncements prime the expectations 
of the audience and thus allow for various cITects of complication and surprise as the 
plot develops. There is, however, an impor1.ant dilfcrcncc between such speakers and 

H., since she is a character in the ensuing drama (so too the cxceptionaJ Dionysus of 

the Racdiat) and lacks the privileged knowledge of the divine or supcrnaturaJ narrator. 

(On 1.hc generaJ issue of narrative authority in tragic prologues, sec Segal (1992).) Here 

the expectation of a happy outcome docs not diminish Lhc suspense or excitement 

generated by events on stage, as when Theonoc and the gods decide whether to suppon 

H.'s escape from Egypt (878-91). The prophecy ofH.'s return to Sparta confirms her 

continuing endurance (56) and resistance to Thcoc. (5g, 62-3). Moreover, H. 's anguish 

at the news of M. 's death, despite her knowledge of the prophecy (cf. 131-3 1 277-9) 1 

sharpens 1.hc portrayal of her baffiemcnt. 

56 TI ouv h1 ~&; A tragic topos (c( Bond on Ho. 1301)1 prompted here by the 

preceding account of H.'s misery. Aristophanes' TI ouv (Thtsm. 868; for the hiatus, cf. 

Barrett on Hipp. 598) gives better sense than L's Ti 6r,T' (retained by Alt and Dale), as 

H. responds to an imagined question, '\\Thy then do I still live?', with the details of 

tJ1c prophecy (for the question and answer form in tragedy, sec Schmid-Stahlin (1940) 
808). 

56----] lnos: the plain 'word' is marked as an authoritative speech, a prophecy, by 
the surrounding 8Eou ... 'Ep1,Jou. 

h1 KaTOIKflOEIV: later H. 's imagined return 10 Spana outrages Teueer (162-3) and 

naturaJJy provokes a range of reactions in H. herself, from trepidation (287-9) and 

despair (595-6) to hope for her ultimate vindication (g2g-35; cf. 1650-5). 
58-9 Y'l6v-ros: gen. abs., referring to M., despite the adjacent dative (av6pD. The 

construct.ion is abnormal, since the gen. abs. is normaJly used when a new subject is 

introduced. The dfect of breaking the rule is to 'make the participial clause more 

prominent and to express its relation (time, cause, etc.) with greater emphasis' (Good

win §850; cf. Page on Ivied. 910); so here 'once he has learned that ... ' (cf. 658-60). 

59 ,;v ••• unocrrpC.::,aCAl: rst sg. aor. subjunc. of lfTTO<TT6pvu1,11, lh. 'as long as I do 

not make anyone's bed', a euphemism for serving a man sexually. 
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Ttvl: i.e. anyone other than M. Attempts to defend the transmitted iva arc uncon

vincing (pau Kannicht). Dobree's ,;v neatly reinstates the desired cons1ruc1ion: the 

fulfilment of Hermes' prophecy is conditional upon H. 's fidelity. 

6~2 For Eur.'s mortal Protcus, sec 411. Protcus' protection of H. 's chastity casts 

him in the role of a surrogacc father or guardian, stressing the inappropriateness of 

Thcoc. 's desire and increasing chc pressure on Thconoc to support H. and M. 's escape 

(cf. 46--7, 909-11, 940-1, 96'.2-4, 1009-12). 
t~s t')).lou T66' E~AETTEV: the phrase ~AElTEIV or opav q,wc; ('to be alive') is aJways 

used positively, 'to be dead' being expressed by oVK eii.11, ov1<ET1 eiµi, ou6ev eiµ1 vel sim: 

cf. Aerts (1965) 20. For light, both literal and mccaphorical, as a symbol of salvation, 

cf. Aesch. Ag 22-4, l\fastronarde on Medea 482. 
aavAoc; ?i ya:µc.lv 'I was safe from marriage'. The (two-termination) adj. aauAoc; 

aJso suggests the 601.1Aia or 'inviolability' claimed by suppliants (cf. ,\·led. 728, Hrld. 
243-4, Soph. OC 922-3), and thus stresses the connection bc1wcen H.'s threa1cncd 

'marriage' to Thcoc. and her current position at Proteus' tomb. On the restitution of 

1st pcrs. ?i, frequently replaced in the manuscripts by the later ?iv, sec Barrett on Hipp. 

700. 

63 8ripcu yaµeiv µe: the hunting metaphors used ofTheoc.'s desire for H. (50-m.) 

suggest a raw and dangerous sexuality. H. fears being raped by him ('married by 

force', 833), if she and l\·I. fail to escape. For the imagery and language of hunting in 

connection with erotic courtship, sec Barringer (2001) 70-124. 
TOV na:Aal ••• 1r6a1v 'my husband of old'. H. remains faithful, though she has 

not seen M. for seventeen years (111-14). Such a long separation from her husband, 

who may well be dead (cf. 131-2), reinforces H.'s presentation as a quasi-panhcnaic 

figure who is (i.11 Thcoc. 's eyes at least) ready once more for marriage. 

64-5 µvi\ua ••• 61aawari1: the protective power of Proteus' tomb and the sac

rifices olTered there (547) arc typical features of Greek hero-cult (cf. Dodds on Barch. 
6-12, the tomb of Semclc). By supplicating the spirit of the dead king H. has trans

formed his tomb into a place of asylum (cf 800-1, 1203nn.). The tombs of Darius 

and Agamemnon are central to the action of the Persae and Cho,plion· (cf. Niobc sitting 

immobile at tJ1c tomb of her dead children, Aesch. fr. 154a6--7 R), but alJ al.her sur

viving plays in which the action revolves around suppliants arc set at aJtars (Acsch. 

Supp., Eur. Held., Andr., Supp., Her.; cf. also the supplication scenes of OT and Ion) or 

at a sacred grove (Ol), though the corpse of Ajax brieny becomes a place of asylum. 

It was open to Eur. to set H. at an altar (with the tomb of Prorcus nearby), but he has 

chosen instead to place her at the tomb, which is both psychologically plausible (the 

grave has panieu.lar importance for the dead king's family, making it a powcrf ul place 

of asylum) and dramatically productive, reminding the audience of Protcus' conduct 

towards H. and turning the dead man into a.lmost another dramatic figure (4n.). 

,rpoanhvCol ••• IKh1c;: compare H .'s supplicarion of Thconoc (894 w 1Tap8ev', 

ll<htc; 61.1q,i aov 1rhvc.> y6vv) and M.'s supplication at the tomb (961 a1.14>i µvi;µa aou 
1ra-rpoc; TTEawv). As we later learn, H. is permancnt.ly encamped at Proteus' tomb 

and has been there for some time (315, 797--91 1228). 
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61aoC::,OT)1: 3rd sg. aor. subjunc. 61aoC.::,1~Ctl 'preserve', the subject being Protcus' 
tomb (64 µ~µa). 

66-, <.:>s, f=I 'so that, even if .. .'. The repca1ed purpose clauses (65-6 iv' . .. ws) 
emphasize H. 's determination 10 resist Theoc. 

TO o&µa y''my body at least'; c( 42-3n., and contrast Orestes' formulation of the 

antithesis, TO awµa 8uom; TOUµ6v, ovxi TOVVoµa (IT 504), where it is one's name or 
reputation that mailers. 

µii ••. alaxuVT'lv oci,Ari1: 3rd sg. aor. subjunc. 04>A1m<ww 'incur'. H.'s concern 
for her sexual imegrity and reputation conirasts strikingly with the literary uadition's 

portrayal of her as 1T0Aucxvc..:ip ('a woman with many husbands', Acsch. Ag. 62); for a 

sexually explicit version of her punishment, sec CJ·d. 179-87. 

68-163 Dialogue of Htle11 and Ttuur 

H.'s supplication at the tomb of Proteus means that she eannm easily leave t.hc stage 

(cf. 315-16, 543-4). Thus, having delivered the opening monologue, she cominucs 
as an interlocutor in the dialogue (cf Ale., iHtd., Held., Andr., El., Her., Tm., Or.; by 
contrast, in flipt,., JT, and P/,oen. the interlocutors enter after the departure of the 

monologue-speaker). The arrival of Tcuccr, a Greek who fought at Tmy, enables H. 

10 ask in sustained stichomythia about the outcome of the war and the fate of her 

alter e~o (105-22); she learns that M. and his 'wife' arc reported dead in a shipwreck 

(123-32), and that her mother and brothers arc said to have killed themselves out of 

shame at her conduct (133-42). h is therefore clear that the Tcucer scene has been 
inscr1ed before the arrival of M. in order to underline H.'s reputation, confirming H.'s 

recognition that, though she did nothing wrong, she is universally reviled for causing 

the Trojan War(d 54-5, 72-4 1 80-1) and (as she now learns) for killing her family too. 
In short, the Tcuccr scene emphasizes H. 's liability even as it portrays her innocence 

(for this traditional notion ofliability, which is central 10 Greek myth and ethics, sec 

lntrod. p. 64). 
The scene also presents the power of 661<rio1s ('appearance', c( 35-611.) in striking 

dramatic terms: T. is doubly deceived Gust as M. will be: e.g. 590-3), since he believes 
not only that H. is evil, but aJso that the woman before him is an innocent lookalike 

(cf. 158-63). Finally, T's desire to consult Thconoc (145-50) stresses the extent of her 
knowledge (cf. 13-15), which will play an important role in the salvation of H. and M. 

(c( 1369-73, 1624-6). For discussion of the scene, with parricular aucntion to how it 

prepares for the meeting of H. and M., sec Schwingc (1968) 317-29 and lntmd. p. 27. 
68---]o T enters along the ruodos from the coast, alone and equipped with a bow 

and arrows(76-7). He is struck by the magnificence of the royal palace (so 100 M.: 430-
2). This is verbal scene-painting, and need not correspond to the acn1al appearance 

of the m<rivr,. 
TTAouTCt.>1: brachylogy, sc. TTAoVTou oiKw1, 'the house is worthy to be compared 

with Ploutos' own' (cf. 295-6). From a Greek perspective Thcoc. 's great wealth and 

power (c[ 430-4) mean that he is at greater risk of hybristic behaviour (this is a constant 
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pattern in Hdt.'s account of Greek tyrants and Persian kings: cf lntrod. §6(c)), and the 

suspicion is confirmed by Thcoc. 's determination to marry H. Yet Tcucer's phrase 

also suggests Plouton, a euphemism for Hades (cf. Pl. Cral. 403e: Hades has more 

than he wants, so he's called Plouton (the wealthy one)), marking Egypt as a land of 

the dead and Thcoc. as its menacing ruler (H. is aJso of course seeking sanctuary at 

a tomb): cf. Robinson (1979) 164-6 for further similarities between Theoc. and Hades. 

This marks the first stage in the play's presentation of H. as akin to Pcrsephone not 

only in the circumsL,nces of her abduction (244-9n.) bm also in her abnormal status 

as a parthmos-like figure trapped in Egypl who eventually returns to her proper role as 
wife and mat.her in Sparta (1349n.). The fact tha1 Ploutos (whom [Hes.] Tluog. 969-

74 makes a son of Demeter) and Plouton were connected and confused (sometimes 

deliberately) in Eleusinian cult (sec Parker (2005) 336-7 1 4 19) is particularly hclpf ul to 

Eur. as he presenlS his Athenian audience with a mythical construct which links H. 

to Demeter and Perscphone (1301-68n.). 

6µ411~A,;µaT' 'enclosing waUs'; also used of garments, as at 423 (cf. 1079). 

ru8p1yKol 0 · Hi pat 'bcautif ully corniced chambers' (eu8p1y,cos is a linpru: legomeno11). 

Despite the foreign setting, there is no attempt 10 suggest specifically [gyptian archi

tecture. So too with Anemis' Greek-style temple among the Taurians, though it is 

localed beside an altar stained with /,u.ma11 blood (cf IT 69-76, 96-114). 

71 fo: the exclamation expresses T.'s displeasure and surprise (cf. 541, 1177, 

Pcrdicoyianni-Paleologue (2002) 73)1 and marks the moment when, passing from 

the eisodos, he makes full contact with the scene on stage. 

72-5 & 8101: T.'s barned appeal is to the very powers who have created his 

confusion: ef. 119, 585-6, 683. 

el,cc,;;, • .. µlµr11l: the language ('image', 'likeness') is that of realistic portraiture (cf. 

\~lebster (1939) 167), underlining Teucer's inability 10 distinguish the woman before 

him from H.; cf. 262-3n. 1 Steiner (2001) 54. 

l,aov: for the causa.l we of exclamatory oaos ("such a likeness you bear"), sec 

Barren on H,pp. 877-80. 

anolTT\JaEla\l 'may they spi1 [you] out' (opt. of wish), i.e. abominate H. (cf. 664). 

7fi--? -r~:nS ••• evcn6xw1 'TT'TEp~1 'by this unerring arrow' Oit. 'feather', by 
synecdochc: cf. 147n.)1 said either pointing to his quiver or having already drawn 

an arrow and strung his bow. For T.'s sk.ill as an archer, c( II. 8.266J34, 23.859-6g, 

Soph. Phil. 1057. 

inr6Aava1v 'as reward (for looking like H.)'; for the ironic use of the verb cmo~cruw, 

cf. Andr. 543, IT 526, P/1ot11. 12051 LSJ s.v. 11. Barrett (on Hipp. 752-7) crit..icizes the 

common description of this construction as 'acc. in apposition to the sentence', as it 

makes the acc. sound less integral 10 1hc sentence than it in fact is. As he explains, it 

is really an application of the internal acc. (cf. 35-60.). 

ElKous: gen. sg., instead of prosaic ei,c6vos (cf. 73 elKc,;;, ~ Ei,c6va). 
78-82 H. disassociates herself from blame for the sufferings of the Trojan War, 

but T. is unable to grasp the full force of her distinction ber.vccn the phantom (79 

ha(VJls) and herself (iµi). From his limited perspective, he can only understand her 



COMMENTARY 78-89 159 

words 10 mean that she is not in fact H., which in turn enables H. to proceed with 

her questions as she docs. 

78 chreCTTpa4lf1s: T has turned his body or head away in disgust (c( 75 crnoTrTV
oE1av), but re-establishes contact with H. at Bo fiµapTov ('I apologize'). 

79 ouµ<t>opais 'by reason of her misfortunes' (dat. of cause), i.e. because of the 

surTc1ings caused by 'that woman' (i1<Eivr,s, causal gen.) at Troy. 

80 6pyi;1: T has particular reason to be angry with H., since the Trojan \Var has 

made him an exile from his own land (90-104); for T. as hostile to both H. and the 

Atrcidac, cf. Soph. AJ. 1310-12. 

83-104: In Soph. 1!j. 1006-21, T im.igines his father Tclamon's anger upon learn

ing that he was unable to protect Ajax, and he predicts his own banishment from 

Salamis. Sophocles handled the myth in his Teucer (frs. 576-9 R), and it was probably 

treated in Aeschylus' J+omm of Salamis, the final play of his Ajax trilogy (frs.216-20 R; 
the first two plays were ]11tf.J!.enuml of the Arms and Thracian HiJmen). T. 's post-war expe

rience makes him a sui1able interlocutor here, for, as one of the few Greek leaders 

who succeeded in returning to Greece (albeit only temporarily), he is able to answer 

H.'s questions about the fate of her husband and family (123-42). Like H., T. has also 

suffered unjustly as a result of the Trojan War. 

83 TIS 6 El; it is likely from 73--4 and 81 Lhat T is a Greek, but H. wants to 

know exactly who he is. 

n68Ev 'whence?', ra1her than 'for what reason?' 

yi;s .•. 1rE6ov: tragic periphrasis; c( e.g. ;'vied. 666 (Medea to Acgcus) 1r68Ev yi;s 

nia6' hncrrpw4>01 TTE6ov; 
84-5 "[ confirms his Greek identity, with a note of self-pity ('one of the miserable 

Achaeans'). 

Tapa: erasis, TOI opa ('Well then, indeed'), intensifying the speaker's agreement 

that T.'s haired of 'H.' is natural. 

86-g Re(]ucsts for identification often contain numerous questions (cf. e.g. Jon 

258--9 (Ion to Creusa) TIS 6' d; no8ev yf;s ~Mes; b< noias TTCITpas I nE<f>uKas; ovoµa 

Ti oe Ka;\Eiv ,;µas xpewv;), while the triplet of 87~8 (name, father's name, country} 

is quite rc~lar (e.g. Jon 260-1). H. 's repeated questions arc dramatically effective, 

expressing her excitement as she finally encounters a Greek who may have news of 

her husband and family. Rather than delete the whole passage (so Diggle (1981) 48 1 

Kovacs (Loeb); Dale deletes 86-8 and posits a lacuna before 89 containing mention of 

Teuccr's name), emendation of86 wilJ suffice (Tivos E~-creates an unwanted anapaest). 

The most satisfactory suggestion is that of Jackson (1955) 181-2, which retains most 

of the transmiued text. 

87-8: T's mother, Hcsionc, daughter of Laomcdon, was given to Tclamon by 

Hcracles when he sacked Troy; cf. Soph. 1~j. 434-6. Like his half-brother Ajax, T. was 

worshipped as a hero on Salamis: c( Parker (1996) 3131 315. 
89 NEl;\cu ••• yua~: cf. 1-3n. The answer to H.'s question 'Why have you come 

to Egypt?' is postponed until 144-50, as their diaJogue moves from T.'s suffering in 

the aftermath of the war to that of H.'s family. 
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90-104: Each ofT.'s responses prompts a new question from H., culminating in 

the reason for Tclamon's decision to banish his surviving son (104). 
gr T>.,;~CtJ\I en, ETTi~ 'You poor man!' An exile herself, H. reacts with sympathy to the 

news ofTeucer's banishment. The potential opt. (Goodwin §236) is here equivalent 

to an exclamation; cf. 834 (M. to H.) npo66T1~ av eiris. 
92 Tlv' ••• 411>.ov; i.e., one's father is the last person one would expect to do such 

a thing. 

93 tK TOU 'for what reason?': cf. 1270. 
TO ••• ixu 'since this deed [Iclamon banishing you, his son l implies some disaster'. 

H. docs nm say outright that 1~ may have blood on his hands, though this would be 

a probable cause of exile. After T. mentions Ajax's death (94), however, she explicit..ly 

asks ifhe has killed his own brother (95). T's reply shows that matters arc ver, different, 

and the succeeding dialogue makes clear the relationship between Ajax's suicide at 

Troy (96) and T.'s exile from Salamis (104). For M.'s sense of responsibility for Ajax's 

death, sec 848. 
95 au (Ti) nou introduces 'incredulous or reluctant questions' (GP 492 .ii): cf. 

Stevens (1976) 24. 
96 oh<eiov: its posit.ion stresses that the leap, as much as the sword, were Ajax's 

own; cf. Soph. Aj. 833 (Ajax prays that he will die upon his sword) ~uv aoq>a6a1o·TC.:i1 
Kai TCX)(Ei nri6~l,ICITI. 

97 ~aviv-r'; 'was he mad?', agreeing with mh6v (9G). The little Iliad seems to have 

presented Ajax commiuing suicide while still insane (p. 74.4-5 Bernabe= p 52.4-5 
Davies), whereas Sophocles' hero kills himself after he has recovered from his divinely 

induced madness. 

98 TO\/ ••• T1v': T. adds the indefinite pronoun ('the son of Peleus, a certain 

Achilles') since, as far as he knows, his interlocutor may never have heard of the 

Greek hero. 
gg Achilles' role as one of H. 's suitors is first attested here. Traditionally, he was too 

young to woo H.; otherwise, as [Hes.] Calfllogue of M-ome11 fr. 204.89-93 M-\V points 

out, M. would have stood no chance against him. Achilles' portrayal as a suitor stresses 

H.'s desirability (cf. 27-g, 260-6 1 304-5) and makes the revelation of his death (100 
8av~v) yet more powerful (cf. 41, 847). H.'s observation thus combines wistfulness 

with grief. 
100 ~n~c.Jv ip1v: the contest for the arms of Achilles, proposed by Thetis and won 

by Odysseus (cf. Od. 11.541-65), was dramatized by Aeschylus, who presented Ajax 

and Odysseus quarrelling on stage (fr. 175 R; cf. 83-10411.). Pindar complains that Ajax 

was unfairly treated by his comrades (Nern. 7.20-30), and even alleges that the votes 

were tampered with (Nern. 8.26), a charge repeated by T. in Sophocles' play (Aj. r 135). 
102 &A>.ou >.a~6vTos: the identity of the winner was well known to the audience, 

but the suppression of his name also suggests T's hatred of Odysseus. 

ii1TT1>.Aax8r, ~lou: the verb is often used of departing from an unpleasant state 

(L5J s.v. a-rrCV\>.aaaCtJ o I lists examples with 6ou:Aoavvris, 1<CD<i:lv, and q>6j3ou among 
others), and so mirrors J\jax's hatred of his ruined life. 
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104 'Yes (ye), because I did not die with him.' T refers binerly to Tclamon 's angry 

reaction, implying that only his own death at Troy could have saved him from c.-<ile 

(cf. 83-10411.). 

106 ~uv ••. tdpoas 'having joined in sacking (ll1e city)': tmesis, a relatively rare 

phenomenon in tragic dialogue (cf. flee. 1t72, Her. 53). 

avTaTTwA6µ11v '1 perished in turn': cf. 10411. 

107 KaTelpyaa-ra1: 3rd sg. pcrf pass. KOTepy6:~oµa1, 'levelled', 'devastated'. for 

thc burning of Troy, cf 196-7, 1162, Tro. 1260-1332. 

108 Consecutive wo-re + inf. with au, rather than the normal µr,, expressing a 

strong nega1ive ('Yes, so that not even a trace ... '): sec Goodwin §§598-9. 

10~10 H.'s sympathy for the Trojans (38-gn.) is not contradicted by T.: KCO<O 

refers to the sulTerings endured by both sides. 

TAfiµov: studied ambivalence: H. means 'poor' (c( 117 T~v 6UCTTT)vov, 681-2n.), 

but T. unders1ands 'reckless'. 

Kai TTp6s: adverbial, ·and besides', often with ye; e.g. Held. 641 Kai TTp6s y· EUTV)(eis. 

111 yap ('then') introduces a request for additional information (GP 83). 

61aTTETT6p8flTa1: 616 in verbal compounds marks completion (LSJ s.v. o 1v), 'utterly 

d('st rayed'. 

112 hno axe66v TU 'almost seven'; corresponding to Od. 4.81-2, where M. says 

he re1urned lo Sparta 'in 1he eighth year' (counting inclusively). 

,capTTIIJOUS h~v KUKAous: Greeks measured time in relation to the periodic cycles 

of I he natural world, especia..lly the agricuhura..l seasons {e.g. Tro. 20 6eKoCTTT6pw1 

xpovc.u,, El. 1152 6E1<hemv OTTOpaimv; cf. apoTOS for 'year' at Soph. Traci,. 69, 825) 

and the sun, moon, and stars (114 aeAr,vas). The juxtaposition of61amTT6p8nTa1 (t I r) 
and ,copTTiµous reinforces our image of the devastation of the Trojan landscape (cf. 
107-8). 

113 a).).ov 'in addition', i.e. to the seven years since the end of the war. The 

inversion of the interrogat.ive {xpovov ... TT6oov, cf. 111) emphasizes the opening 

word (sec Devine and Stephens (2000) IOI) and thus the length of time spent by the 

Greeks at Troy. 

116 M.'s\..,jfe' is dragged offby the hair(K6µ11s, partitive gen.: c( Tro. 882), receiving 

the same treatment as the captive women ofTroy(Andr. 401--2). At LA 1365-6 the threat 

to seize Iphigenia in this way underlines another breakdown in family loyalties. 

117-22 This exchange typifies the play's exploration of the f.,Jlibiliry of the senses 

and the limitations of human knowledge (cf 11911.). As with M. (548-93, esp. 575-80), 

T's trust in appearances blinds him to the facts. The density of visual vocabulary 

(d6Es, 64>8aAµois 6pw, Ol<OTTel ... 66KT)OIV, 6oKEiTe ... 66Kfl01V, 00001s El66µ11v ... 

opai) underlines his mistaken confidence. 

117-18 n KAu~v ).iyEis; since 'mere hearsay' is usually opposed to (reliable) autopsy, 

t.hc complete failure of the latter in T. 's grufTresponsc (118) becomes yet more emphatic. 

The pleonasm 64>80;).µois 6pw (common in epic and tragedy: Sideras (1971) 14 7) has 

a particular point here, compounding the irony of T's subjective certainty (cf 122 

OOOOIS el66µnv). 
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119 1Txn' : irnd pl. (after sg. 01<61TEI), as all the Greeks were (and remain) taken 

in by the di,ine illusion (661<r,a1v ... EK 0Ewv). The abstract noun 66t<r,a1s is a term 

appropriate to (and perhaps invented for) late fifth-century discussions of epistemology 

(cf. 35-611.). Its use here to mean both 'illusion' and 'impression' (121) reAects current 

debates on the nature of knowledge and perception: sec lntrod. §6(a). 

121-2: These lines arc deleted by most editors (including Dale, Digglc, and 

Ko\'aes), but in fact make an effective climax to the discussion of seeing and seeming. 

T.'s attempt 10 change the subject (120) is overridden by H.'s eagerness to continue 

questioning the reliability of the senses. 

ou1'oo ... 6a4>aM1 'so trustworthy'. 

1l661,n1v: aor. middle ('saw for mysclr). 

vous 6pcu: either 'and my mind (still) sees (her)', i.e. 'I still sec her in my mind's 

eye' (with the irony I.hat only now docs his mind actually sec the real H., though it 

refuses to grasp her identity) or, more daringly, a reference to 1hc pcrccpti\'c powers of 

the mind, 'and my mind saw her 1001
• Kannicht detects an allusion here to a saying of 

Epicharmus, a Sicilian comic dramatist active in the firs I quarter of the fifth century, 

vous 6pi;1 1<ai vous CJ1<0UEI' iOAAa 1<w4>0 1<ai T\J4'Aa ('The mind sees and the mind 

hears: the rest is dumb and blind', DK 23 e12). This is possible, although 1hc \'icw 

attributed 10 Epicharmus seems 10 oppose the mind to the senses. or clc\'atc it far 

above them, whereas T could only mean that his mind confirmed the c\'idcncc of his 

senses (compare the relationship posited between the two at Tro. ~88 (H eruba 10 I-1 .) 
6 oos 6' 16wv v1v vous hT01~8r, Kunp1c;). Yet regardless of 1hc precise relationship to 

Epicharmus (whose saying may be a comic parody rather t..han a genuine f ra!-,rn1cnt of 

philosophy), the phrase draws on a wider discussion of perception and cognition and 

adds to the philosophical dimension of the play. 

123--32 The news that M. is thought to have died in a shipwreck shaHcrs H.'s 

confidence in the prophecy of Hermes (ef. 56-gn. 1 203-4, 277-9), and prepares for 

I.he Chorus' role in persuading her to consult Theonoc for more ccnain information 

in I.he foUowing scene (306--2 3). 

124 The sense is 'no: at least (y) nor in Argos nor in Sparta'. Argos, the scat of 

Agamemnon's kingdom, was traditionally the first place M. came to after landing at 

Nauplia (cf. 1586, Or. 356-74). 

Eupw"Ta: Doric gen. sg. (cf. 162, 493). For rivers as landmarks, sec 1-3, 52-3nn. 

125 H. fears the worst (alai), but protects her identity by lamenting M. 's disap

pearance in the most general terms: 'sad is this news for those whom the sad news 

touches' (Pearson). 

126 we; '(know) that', with ia61 understood (cf. 831, Digglc (1981) 88). 

128 ~"' 'Yes', i.e. (in answcrto 127) 'All the Argivcs did sail back together.' However, 

a god-sent storm decimated and scattered the Greek fleet (c( 397-g, 1077-8, Acsch. 

Ag. 617-80, Tro. 77-g7), while adverse winds have for seven years prevented M. from 

returning to Spart.a (400-,, 520-7 1 766-9 1 773-6). 

l!Uoa' a>,,~ov ~p1aEv: lit. 'determined a dillcrcnt course (sc. nop8µ6v) in different 
-:\ircctioru'. 

I 
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130 1npc::io1: dat. pl. prcs. part. of nepoeu, 'as they were crossing', agreeing with 

naai ... ~pyeio1mv (127). 

131 Kmc Tou6e 'since then'. Scaliger's MevO,ewv (for the unmetrical MeveAaov) is 
here trisyllabic: for the synizesis of the last two syllables, cf IT 3571 Or. 18, Bjorck 

(19j0) 248. 

132 8avwv 6E l<Afll(ETQI: cf. 126 oci,avns ... 1<Af1l~ETa1: the rcpe1it..ion of 'he is 
said' emphasizes that 1: is merely reporting a rumour (c( 123-32n.). Nonetheless, the 

juxtaposition of 132-3 underlines H. 's despair as she initially believes the news ofM.'s 

de.uh to be true; c( 308-9, 317---21, 515-40. 

133-42 The suicides of Leda and the Dioscuri arc first attested here and arc 

probably Euripidcan innovations, making H.'s situation as desperate as possible prior 

to her reunion ,,rith J\·I. Only the latter report is contradicted in the course of the play 

(1642-61). 

133 lnrwAOLJEa6a: spoken as an aside, like w TaAaav'tyw 1<Qkc::iv (139)1 to disguise 

H. 's identity (cf. Bain (1977) 39-40). 

135 In Greek thought the disgrace of one family member affiicts the others: cf. 

720--1. /-In. 292-3 ol yap EvyEVEiS I 1<a~vouai Tois alaxpoia1 TC::,v TEl<VWV UTTEp. 

ov ,rou 'surely not': c( 575, 600, 791, 95n. 
alaxpov ••• ,c).fos: a striking oxymoron, since KAEOS is never pejorative by itself 

The word's epic associations (cf. 845, 1603) suggests H.'s 'shameful fame' as Paris' 

lover. Despite her innocence of this, H. still feels responsible for Lcda's death: cf. 

200-2, 280- I, 686-7. 

136 For hanging as a typically female form of suicide in Greek tragedy, sec Loraux 

(1987) 17-21 (but c[ '..l99402n.). 
137 Tuv6cxpE101: adjectives formed from proper names arc a feature of the high 

poetic register of tragedy: cf. Ar. Tlte.rm. 919 TflV Tuv66:pe1ov ,rai6' (paratragic), K-G 
1.261-2. 

13~ TE8vcim Kou TE8vam: Aristophanes parodies paradoxical statements of this 

kind (e.g. Ale. 141, 521 1 Ion 1444) as clever, but empty, rhetorical tricks (Ac/1. 395-401: 

Eur. is 'home and not al home'). In fact, however, they point to Eur. 's intense interest 

in the potential of words to persuade or deceive. So here H. (mistakenly) aJlows herself 

to believe the worst (284-5). 

6vo 6' foTov Aoyc.J I EA. TTOTepos 6 1<pEfaowv: T and H. deploy both the lan

guage and the ideas of the sophists (c[ Supp. 486-8, Plioen. 469-72, A11tio/1e fr. 189 

K). Protagoras had claimed that for every issue there arc two opposing Aoyo1, the 

weaker (iiTTeuv Aoyos) and the stronger {KpEiTTeuv Aoyos), i.e. the less and the more 

convincing argument (DK 80 a6). H. wants the truth, but gets only more rumours 

(140 4>6a') and cannot tell which is correct. 
140 This is the earliest evidence for 1he Dioscuri appearing in the form of stars, 

rather than simply among them (cf 1498-9, Tro. rooo-1, El. 991---2). For their role as 

epiphanic 'saviours' (aeuTi;pe), cf. 1500, 1664. 
141 8cx-npov: an Auic contraction of TO crupov (c[ LSJ s.v. crrepos ~), '1hc other 

(account)'. 
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142 A version unique to here: sec 133-4-211. For the Dioscuri's potcnt..ial shame at 

their sister's conduct, cf. II. 236-42. 
143 aA1~ Si 1,.1u8oou 'but enough of these stories'. T. brings H. 's enquiries to an 

abmpl end. 
ou 611TAa: because to recount suffering renews the pain: cf. 769-71, Virg. Aen. 2.3 

infandum. rtgina, iube.s re,1ovart dolortm. T is of course unaware that his answers have 

caused H. just as much distress. 
144-50 T.'s foundation of the new Salamis in Cyprus was well known (cf. Pind. 

Nern. 4.46-7). Eur. innovates in having T travel by way of Egypt, so that H. can learn 

of the Trojan \•Var and its artermath before the arrival of M. 
145 TflV 81:a-rr10016ou 81:ou611v: cf. the advice given to M. in Egypt by Eidothca 

and Proteus (Od. 4.363-569). 
146 npo~Ev11aov: aor. imper., npo~EvEw 'introduce', an apt word to use for an 

approach to the prophetess Theonoe, proxeuos being the technical term for an otliciaJ 

who hosted ,,isitors to oracular shrines (cf Andr. 1103, Jon 5~1). 
147 VEWS .•• lTTEp6v 'ship's sail': sails and oars arc often imagined as 'wings' (c[ 

667, Med. 1, [Acsch.) PV 468). 
oup,ov: proleptic, 'so as to catch a favourable wind'. 

148-50 T's mission is of considerable interest to an Athenian audience, since 

Athens had been trying to prevent the Persians from gaining control of Cyprus 

for much of the fifth century (cf. Hdt. 5.to8-15, Thuc. 1.112.2-4). Athenian con
trol of the island of Salamis in the Saronic Gulf also gave lhem a particular 

interest in Cypriot Salamis, whose kings regarded themselves as descendants of T. 

The Chorus of Aeschylus' Persians (894-6) describe Salamis as the 'mother-city' of 

its Cypriot namesake, su~gesting that the people of the latter city were encour

aged by the empire-building Athenians to consider themselves obligated to their 
'founders'. 

149 Oracles, especially Apollo's shrine at Delphi, played a central part in the 
foundation of colonies (and their new cults and rituals) throughout the Greek world: 

sec Parker (20006) 85,. For Apollo's role here, cf. Hor. Oder 1.7.27-9 nil desperandum 
Teucro dua ti auspice Teuao. I cerlus enim promisit Apol/,o I amhigunm 1£1/urt nova Snlnminn 

fuluram. Similarly, Cadmus founds Thebes in obedience to an oracle of Apollo (Plioen. 

638-48). 

150 -ri\s h<ei xap1v mhpas 'in honour of my homeland there (sc. Attic Salamis)'. 

151 nAoOs ••• <nlTOS a11µavii: H. reassures T. of the success of his mission: 

'The voyage itself will show you', i.e. Apollo himself will sec to i1 that T reaches 

his destination. (For the expectation that Apollo should support those who obey his 

oracle, cf. Aesch. Eum. 579-680 1 Eur. Or. 166½.) H.'s hasty reply creates tension by 
emphasizing her fear of Theoc. 's imminent return. 

152 ~1:uyE: the real H. docs not destroy Greeks but saves them. 

154-5 tv 4>0\lai~ 811poKT6vo1~· I KT1:lve1: the epithet ('beast-killing') has a negative 
force: Theoc. 's literal (cf.1169,0) as weU as his metaphorical 'hunting' (cf. 50-1, 63nn.) 

arc characterized by H. as cruel and barbaric (~ovr, itself suggests bloody 'slaughter' 
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or 'carnage': c( El. 1207, where ii is used by Orestes to describe his matricide). The 

effect is strengthened by the similar roots of8f1pon6uo1s I KTEiuu: H. presents Thcoc. 

as an indiscriminate killer, hunting down Greeks ( ·E~U.f1u' ... ~Euov) as well as wild 

animals. One might compare the sinister absence of the Cyclops Polyphemus at the 

starr of his play, who returns from hunting animals (y·d. rgo) 10 kill (and cat) rwo of 

Odysseus' crew. 

Kualv 1nno18ws 'trusting in his hounds'. 

156---] OTOV 6' lKcrr1 ·on account of what', i.e. why the king kills aJI Greeks (cf. 
1175-6). 

tyw TE a1y~: H. avoids rhc issue because she cannot explain Theoc.'s behaviour 

without revealing her idemity. 

159 c!rVT16wp11aala-ro: 3rd pl. aor. middle opt., 'may the gods give you a return 

of good rhings in exchange'. The lank endings -maTo and -01crro arc found approx

imately 30 times in Auic poetry in place of the Attic -anno or -01VT0, usually at 

line-end, where it suits the iambic 1rimctcr ending: (x}- .... -. 
16~1: polyp1oton (i.e., rcpctiLion of a word in a different form, 0µ01ov ... 61.1oias) 

and an1i1hcsis (ov ... 6AAa) underline the confusing situation: this woman looks like 

H .. but her personality is very different. 

01.1010v ow1.1': whereas the prologue set up an opposition between H.'s 'body' and 

her 'name' in terms of real/stable ow1.1a versus unreal/illusory ovo1.1a (cf. 42-:3, 66-7), 
T.'s experience shows that because it is replicated in the phantom, H.'s aw1.1a can be 

no less misleading (cf. 559-96). 
fxouo' (concessive) 'although you have'. 

162-3 T's mistaken distinction ('may she ... but may you ... ) highlights once 

again the Greeks' unjustified hatred of H.(cf.81), while his curse (t<cn<ws OAOITO) and 

wish that H. never return 10 Sparta arc unwiuingly undone by his final words ('may 

you always enjoy good fortune'). T now returns to his ship. Though he has failed 

to consult Thconoc, the ostensible reason for his visit, T. 's reaJ dramatic function 

is fulfilled: H. has learned of the fall of Troy and now believes M. to be dead (cf. 

68-163n.). 

The entry of the Chorus is integrally connected to the events of the previous scene, 

as H. begins an emotionaJ lyric lament for the deaths of her mother, brotJ1crs, and 

husband. The Chorus enter to find out the reason for H. 's cries and arc drawn 

sympathetically into her song, mirroring the way grief is ordered as a female communal 

event in the world of the audience. As captive Greek women (cf. 191-2), the Chorus 

embody in collective form H, 's own sense of abandonment. 

FoUowing a brief prelude of three dactylic lines recited by H., the parodos takes 

the form of a lyric diaJogue (amoibaion) between H. and the Chorus. Several tragedies 

feature parodoi which arc shared between the chorus and the actor(s): [Aesch.] PV; 
Soph. El., Pliil., OC; Eur. Med., Held., El., Tro., IT, Ion, Or. And in line with his bold 

... 
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use of actor's monody (cf. lntrod. §5(c)), Eur. often sets the song of a solo figure before 

the entry of 1he chorus (And,., Htc., El., Tro., Jon, Andromtda, HJp1ip_J1le, so 100 (Acsch.] 

PV, Soph. £/.). In all other surviving tragedies, however, the monody is mctricaUy 

independent of the parodos, and the parodos il5clf is initiated by the chorus. Here, 

by contrast, H. sings the opening s1rophe, while the Chorus' entry-song begins as a 

meuically dependent response to it (179-go). The novel form heightens the impact 
of 1he Chorus' entry (which, as it were, 'intcrrup1s' the actor's monody) and crca1cs a 

seamless transition from H. 's anguished lament ro the involvement of her sympathetic 

compatriots. 
Tragic monodies tend to be songs of emotional rtaction (cf. 164n., Barner (1971) 

310), and arc often lamcntatory. In the parodoi of Tro. (142-52) and /T(138-42) the 
chorus is explicitly summoned by the protagonist to share in her lamentation; here 

the Chorus enter of tJ1cir own accord in response to H.'s cries (c( J.Htd. 131--:3), but 
their concern has a similar effect, creating a form of antiphonal lament which the 

fifth-century audience can relate to the antiphonal dirges (8pfivo1: cf 166) of their own 

mourning rituals. 

The song has a coherent structure: H.'s opcnin~ invocation of the Sirens (167-78) 

is baJanccd by t.hc Chorus' cxplanauon of their own arrival (179---go). In the second 
strophe H. bewails her new sufferings (the fa.II of Troy and the death of her lo\'cd ones: 

191--210), and her complaints arc repeated by the Chorus, who stress 1hc injustice of 

her pcrsonaJ disgrace (211-28). Prompted by this, H.'s concluding cpodc traces the 

orig1ns of her disgrace back to Paris' voyage to Sparta and the rival11· of Aphrodite 

and Hera (229-52). Thus the parodos constitutes a lyric development of many themes 
already established in the prologue. 

,\I/tin. H. chants two dactylic hexameters and a pentameter (164-6) before begin

ning her song (for Eur.'s use of dactyls in laments, cf. 375-85, Parker (1997) 52). 
The metre of her lyric exchange with the Chorus is iambo-trochaic (predominantly 

trochaic), with much resolution and syncopation (i.e. the suppression of short syllables); 

Parker (1997) 37 compares 'the manner of thrn1tlic resolution in iambic' (my italics). 

The first stanza begins with two lckythia, a sequence that becomes more prominent 

in t.hc second strophic pair and epodc (196lf ~ 215ff, 235ff.; for the ld..-yt.hion as 
a bridge between iambic and trochaic metra, sec Parker (1990) 331). The transmit

ted text of tl1c first strophic pair presents several problems of syntax and rcsponsion. 
These have been carcfuUy anaJyscd by Willink (1990) 8o-g6, some of whose emenda

tions arc accepted here (cf 170, 1751 182a-b). The second strophic pair continues the 
syncopated trochaic rhythm, with period-end at 212 (hiatus) and 221 (hreuu in Jongo), 
where TEXEO may also scan contracted(--). Dale (1968) 93 remarks (on 200IT.) 'It is 
a type of lyric which could easily degenerate into a somewhat empty coloral1J.ra per
formance of the 6(]J(puo 6(]J(pua type ridiculed by Aristophanes.• Yet the impression 

of unrestrained emotion is achieved \Vith considerable skill, as thematic and metrical 

rcsponsion reinforce our sense of H.'s misery at the dcsLTUction of her family: e.g. 194 

EIJOAfV e1..101'E ~ 2 14 EAoXEV EAoXE, '200 A,;6a 6' EV 6:yx6v01s ~ 219 IJcrTTJP IJ~V oixn01, 
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207-8 (of the Dioscuri's death) MI AOl1TE...., 226a-b (of M.'s) 'Al I AotnE. The cpodc's 

syncopated iambo-trochaic rhythm blends in well with the previous stanzas. For the 

unusual hreuis in l011go within the syntactic period at 230, sec Stinton (1990) 319. 

167-90 first strophe and antistrophe 

TrTEpo~6po1 vEav16Ec;, 
K\JOVOE16Ec; a'-'~• u6wp 

TTap8ivo1 X8ov6c; 1<6pm, 
hvxov e}..1Ka T0 ova x}..6av 

-- ..... - .... -1 
!upi;vec;, ei8' ~µoic; 
~o(v1Kac; ci>dw1 

------1 
6µ1Aoh' ixouaa1 
1TETTAOVc; xpuaia,aiv 

~--..,,,,--
AiJ3vv }..<.JTOV ,; cru-
<T0 iv> avyaia1 86Anoua' 

-...,i::;,:::)..,-.....,-11 
p1yyac; al}..ivo1c; 1<m:oic;· 
a"'~i 66vm:oc; ip1.1m1v· 

Toic; < 6':> f'-'oiai cruvoxa 6C[l(pua, 
Ev8Ev olKTp61.1 oµa6ov El<AUOV, 

na8eat n66ea, '-'EA.Eat µiAEa, 
ciAupov iAeyov, oTt TTOT0 iAm:ev 

1,1ouaeia 0pn vtj µa
<-- .... > alay1,1a-

a, ~VV<.Jt6a TTEl,l~QITE, 
a, O'TEVOuaa vu"'~a Tic;, 

cl>epoi~aaaa 4-6v1ov axap1v 
ola Naic; opeai ~vy6a 

168 
180 

16g 
181 

173 
185 

lckyt.hion 

lckythion 

sync tr dim 

lekyt.hion 

2lr 

2lr 

S)'nc tr dim 

sync tr dim 

2lr 
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tv' hri 601<pua1 nap' b,,t8EV un6 
v6µov lEiaa yoEpov, VTTo 6E 

µu..aepa vvx1a TTalcr\lQ 
nhp1va yvCIAa 1<Aayyaia1 

l,Qt..,..,..,..,- ... -111 
VOOJOIV OAOµEVOIS ACJ~fll. 
naves avapoa1 yaµous. 

177 
189 

191-228 second strophe and antislrophc 

---.....,-....,-~-I 
@ e,;paµa pappapou TTAcrras, 
alai 6aiµovos noAu(J"Tovou 

------11 
'EJ,.Aavi6Es K6pa1, 
µoipas TE OOS, yvvat. 

vcn'.nas :A.xa1wv TIS 
alwv 6uoai(.,.)\I TIS 

EµOAE\I EµOAE 6cocpua 6aKpual µ01 4>ipwv· 
EACJXEV EACI)(EV, cne a' hEKETO µaTp68Ev 

1Aiou KaTaaKa4>al 

x1ov6xpw1 IC\JK\IOU 1TTEpW1 

TNpi µiAoua1 6aiw1 
Zrus nprnwv 61' al8ipos. 

61' iµi TCIV 1TOAUKTOVOV, 
Ti yap cmEa.i ao, KalCwv; 

61' tµov ovoµa 1TOA\J1TOVOV, 
Ti 6' ava ~iOTOV OUK ETAas; 

-- .... - .... -1 
AT)6a 6' h, 6:yx6va1s 
µcrrflp µEv oixna,, 

8avai-ov EAa~E\I alcrxu
; uµa TE ~IOS OUK EU· 

191 
211 

192 
212 

193 
213 

196 
215 

199 
218 

200 

219 

201 
220 

2tr 

sync tr dim 

lcl-ythion 

sync tr trim cat 

sync tr dim 

sync tr dim 

3tr,., 

lckythion 

lckythion 

lckythion 

lckythion 

sync tr dim 

sync tr dim 
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------Ii 
vas iµas UTT1 cv.yec..:iv, 202 lckythion 
6a11,.1ovEi TE1<Ea «i,iAa, 221 

.,,,,,,,...,...,""""'...,...,~ ..... -1 
6 6' EIJOS £V aAi TTOAUTTAavr,s 203 lckythion 

xSova 6e iTC:rTplOV OUX opa1s, 222 

..,...,...,.,,,,,,,,...,.....,.-...,,-t 

TTOCJIS OAoµEVOS oixnm, 204 lckythion 

61a 6e TTOA1as EPXETal 223 

-....,,-.,,,,,,,-._,-...,, 
KaaTop6s TE auyy6vou TE 205 '2tr 

l36~1S a OE ~ap~apo1a1, 224 

....,...,,.,..,..,..,-..,..,..,....,., 

616uµoyEves ayaA1,.1a 1T0Tpi6os 206 2tr 
TT0Tv1a, napa6i6wa1 AEXECJIV, 225 

..,..,..,...,..,..,-..,,....,...,...,, 

6q,aves crq,aves ITTTT01<p0Ta AE- 207 '2 tr 

6 6i: aos EV aAi 1<vµaai TE Ae- 226a 

-..,...,...,.._,-..,..,¥..,, 

AOllTE 6anE6a yuµvaa1a TE 208 2tr 
AOllTE ~iOTOV, ou6E lTOT1 ETI 226b 

...,.,,,,,,,..,~..,--

6ova1<6evros Eupw- 209 sync tr dim 

TTcnp1a µeAa8pa 1<al TCIV 227 

------lll 
Ta, vEav1a:v n6vov. 210 lckythion 

XaA1<io11<ov 6A~1Ei. 228 

229-52:cpodc 

------1 
«i,Eu «i,Eu, TiS TI <llpuyCilv 229 sync tr dim 

I 
----· ·-· ·-··41 
~ TIS 'EAAavlas 6:rro x8ov6s 230 sync tr trim cat 

~----...,...,....,-vj 

I ETEIJE Tav 6a1<pu6maav 23m sync tr dim 

-----1 
I 1Aic..J1 TTruKav; 231b sync tr dim I 

I -...,...,'-""'-..,-I 

I EV8Ev OAOIJEVOV a1<a4>os 232 lckyrhion 

• 
I! 

:; 

-
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...,-....,-..,....,,,_,....,-, 

O\J\lapµ6aas 6 TTp1aµl6as 233 2ia 

...,-,.,-....,-....,-1 
E"'ITAEUOE pap~apc..:,1 lTACITOI 234 21a 

-,.,-,__,-,..,-I 
TCI\I Eµav E~· icrriav 235 leky1.hion 

...,..,....,-....,-....,-1 
rni To su<JTVXEO'TCITav 236 lckythion 

-v-....,-....,-1 
Ka.AAOS, ws n.01 yaµwv, 237 ld.·ythion 

-...,...,...,~.__.-....,-...,-I 
a TE 66A1os a lTOAUKTOVOS Kunp1s 238 3tr" 

.....,....,v-""'-"-""""""-'...,, 
h.avai6CIS ayouaa 0avCITOV' 239 21r 

---------..,,-1 
w TClAOIVO auµi;iopas. 240 lekythion 

-...,-...,.-....,..-~ 

a 6e XPUOEOIS 6p6vo1ai 241 2tr 

...,'-'...,_....,_,_,_,__,I 

I 
h.16s vnayKaA1aµa aeµv6v 242 2tr 

--- .... -1 
"Hpa TOV WKVlTOUV 243a sync tr dim 

1 --- ... -11 . 
FTTEµ'J'E Ma,a6os y6vov· ' 243b 21a 

-'""""'....,...,.....,...,..,,...,-'-'--"-, 
as µe XAOEpCX 6penoµE\lav EO(A) lTElT AWV 244 3tr" 

'--'....,....,....,"""'....,-....,-----, 

p66ea nh-CIAa XOAKl01Kov 245a 2tr 

- .... --...,-1 
ws :t\8avav µ61'01µ' 245b 2cr 

' -..- .... -....--.-1 

avapnaaas 61' al0tpos 246 2ia 

-...,-...,_,_,,_..,,, 
T6:v6e yaiav els avoApov 2 47 2tr 

....,....,"""-...,-.._,....,..., ..... , 
Eplv Ep1v TCIAQIVOV e0ETO 248 2t.r 
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2 49 lekythion 

TO 6' h.16v ovoµa ,rapa Lll,JOUVTio1s poaio1 250-1 3tr 

- ................ - .... -111 
1,.1a'½'i6iov EXE' 4>ciT1v. 252 lekythion 

164-6 H. begins with a brief irpooi1,.11ov (prelude) expressing the magnitude of her 

grief(1,.1EyciAwv ... µeyav) and preparing for her invocation of the Sirens (Tiva µouaav). 

The dactylic hexameters, evocative of epic, provide an appropriate introduction to a 

song so concerned with the origins and aftermath of the Trojan War (c[ the hexameter 

prelude Lo Timotheus' Persae fr. 788 P,\1G; Hordern (2002) 128). 

164 'As I begin a gy-eat lament for my great sorrows .. .'. As one would expect 

in songs of emotional reaction, Eur. 's monodies and lyric dialogues arc replete with 

first-person references (a feature parodied by Aristophanes: Therm. 1015-55 1 Frogs 
1329-63). 

1<aTa~aAAoµfva: lit. 'laying down the foundations of (my lament)' (LSJ s.v. 

1<crra~ciAAw 11 7; cf. l-ler. 1261). Metaphor and self-apostrophe (w + voc. participle) 

create a solemn and impressive opening to H. 's song. 

165 iroiov ••• ~ Tlva: the (nearly synonymous) alternatives mark H. 's aporia as to 

how her lament could do justice to her Joss. 
a1,.11AAa8& is deliberative subjunc. (aor. of 61,.11).).cioµai), 'What lament can I bring 

forth?' The verb's underlying sense of 'contest' (cf. 387, 1471) suggests not only the 

effort involved (cf. 356, 546) but also H. 's desire to perform her song in an impressive 

and appropriate manner. 

Tlva 1,1ouaav hrfMw: H. is asking what form of song she should adopt (rather 

than which Muse she should approach): cf IT 181-2 T(J\I EV I 8p~vo1s µouaav veKVmv 

µeAEov. AJlusions to various types of song (paean, hymenaios, epinician, etc.) arc found 

throughout tragedy and show the tragic poets' creative exploitation of at.her genres. 

Here H. and the Chorus' frequent references to forms of lament (165-6, 174, 185-6, 

188) evoke the sympathy and pity associated with real-life gooi and thri11oi, and trigger 

these responses for the audience. 

166 is deleted by Willink (1990) 79 as a 'redundant appendage\ but the piling up 

of further alternatives emphasizes H. 's struggle to find appropriate (lyrical) expression 

for her grief (cf Her. 1025-7). 
1671 8 H. answers her question (164-6) by calling upon the Sirens, whose cor

responding music and song, performed in the Undenvorld, will, she hopes, enable 

Persephonc to hear her lament. 
167-g 1TTEpo4>6po1 _ •• Inpi;vEs: Dale suggests that H. is reacting to a depiction 

of Sirens (birds with girls' faces) on the tomb of Proteus. Though possible (Sirens arc 

found on tombs of the classicaJ period: c( LJ/v/C s.v. Scircnes §IV, Vcrmculc (1979) 
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201-4, with fig. 27), such a visual cue is not necessary to explain their presence here, 

for the Sirens' connection in art and myth to both death and music (cf Od. 12.39-54, 

158-200, Akman fr. 30 A\fGF 6 Mwaa KEKAay' a Aiyfla ~TlPflV) makes them ideal 

partners in H. 's lament. Moreover, as well as being singers, 1..he Sirens arc /Jarlhenoi 

(albeit dangerous ones, whose scxuaJity is used to destroy men) and so serve 10 reinforce 

the connections between H. ;md Persephone (175--8, 244-9, 1349nn.). 
16g---,1 'May you join me (0µ1AoiT') in my mournful woes (h10Ts ... alAivo1s 

1<axois), bringing (exouaa1) .. .'. 

Alj3uv AWTO\I: metonymy for 'Libyan aulos', since the wood of the North African 

lotus tree was used ror its pipes (cf. Barker (1984) 67). H.'s own song is being accom

panied by an CXVAflTfl'i on stage. 

~ crup1yya~ M 416pµ1yyas] 'or panpipes [or lyres]': the panpipe is not always a 

rustic instrument (cf. Tro. 127). The lyres do not belong here, since (responsion apart) 

H.'s dirge is an w.upos EAeyos (185). 

172-4 'And may you, singers in tune with my laments (µouaeia 8pnvfiµaai ~vv

w16a), send tears in accord with my tears, pains with my pains, and songs with my 

songs.' A11dromeda fr. 116 K 1Toim A1~ci6e1,, 1TOia aetpfiv is at1ribu1ed 10 t\ndromeda by 

Kannicht; as Gibert in Collard cl al (2004) 157 suggests, 'she perhaps asks what t<·ars 

of pity will be shed for her plight, what Siren will sing a comfo11ing lament for her 

death'. The joint dirge of H. and the Sirens, by contrast, commemorates the death of 

others, for which the heroine herself feels responsible (109-10 1 135-6, 14'.l, 198-~10, 

etc.). 

172 ouvoxa ('in accord with', 'matching') modifies 6aKpua, 1Ta6Ea, and µEAEa, 

which arc all the object of 1TEµ41al1'E (2nd pl. aor. opt.). The actions of the Sirens (in 

Hades) arc to mirror H.'s exactly. (naeea arc the painful and distinctive acts of grief: 

tearing the hair, scratching the checks, and beating the breast.) 

173 1ta8ea1 n68ea, µEA Eat µEAEa: polyptoton (the repetition of a word in difTerenl 

forms: 160-m.) is far more common in Eur. than his predecessors (cf. Ar. FrogJ 1336-

55, Breitenbach (1934) 221-6, Denniston on El. 337), and such double polyptota with 
asyndeton arc almost unique to him (cf. 195). 

174 µova,ia: nom. pl. in apposition, here meaning 'singers' rather than their place 

of singing (as at 1107-8): ef. AJ·. FrogJ 93, where Dionysus contemptuously describes 
the new wave of tragic poets as XEA166vc...)v µovoeio. 

8pnviiµaa1 ~vvw16a: the same phrase is used by Electra of the sympat.helie Argivc 

Choms in Omtes (132-3 8pnviiµaa1v I q>iAm ~vvw16oi). 

175-8 'so that Persephone in her halls of night may receive from me with my tears 

a paean, bloody and joyless, for the dead that arc gone.' 

<l>epoEfllaaaa: according to Ap. Rhod. Arg. 4.896-8, the Sirens were companions 

of Pcrscphone before she was raped by Hades, which would make them all the more 

suitable as imcrmcdiaries. In Soph. fr. 861 R t..l1c Sirens sing TOUS 'A16ov v6µovs. For 
t..l1c form of Persephone's name, sec 1306-711. 

4'6v1ov axap1v ••• na1ava: H.'s invocation culminates in a paradoxical paean 

for the dead. As typically joyful cuh hymns, paeans differed greatly from dirges and 
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might be emphatically contrasted with them (cf. Aesch. Cho. 342-4, IT 182-5). Thus 

'paean for the dead' (meaning 'lament') is a striking oxymoron, exploited by Aesch. 

and Eur. to stress I.he ac1uaJ impact of suffering and death (e.g. Ag. 645 ,raiwva T6u6' 

'Ep1vuwv, Cho. 151 TTaiava TOu 8av6UTos E~av6wµevas, Ale. 424 ,raiava TWI 1<CJTw8EV 

aa-rrov6ov 8Ew1): cf Rutherford (2001) 118-20, Loraux (2002) 65. The dissonance is 
increased here by the reception of H. 's 'paean' in Hades itself 

179-90 The Chorus explain their entry as a response to a distraught woman's 

cries (cf Aled. 131-8) and speculate about the cause of her distress. Full contact with 

H. al the tomb of Pro1cus is established only al 191 (cf Mastronarde (1979) 22). 

179-83 The Chorns' opening words emphasize their sex. As slaves (cf. 191~), 

the Chorus may well be washing and chying the palace's laundry rather Lhan their 

own (purple I cpoiv11<as] suggests luxurious royal garments: cf. Acsch. Ag. 910-65). 

Their everyday task is rlescribed in vivid picturesque detail (cf Hipp. 121-30), and the 

calm of the riverside scene is broken by 1..he sudden irruption of H.'s lamentations 

(184-90). 

179 1<uavoe16Es 'dark-blue': more often the colour of the sea (e.g. IT 7), but here 

used of a river (either the Nile itself or a triburary), since laundry is not washed in the 

sea (cf. Hipp. 126 TTo-raµim 6p6aw1) and the reeds used to support the clothes (183) arc 

fresh-water plants. The density of colour words (four in as many lines: green, purple, 

anrl gold follow) and the brightness of the sun (182) contrast strongly with tJ1c µe~cx8pa 

vvx1a of Hades in H.'s invocation (177). 

180 huxov (with participle 8aATToua') 'I happened to be drying'. 

181-2 bAlw1 ..• xpuaea1aiv <-r'lv> auyaim: poetic hendiadys for 'in the bright 
1 sun. 

183 6µ-i,I 66va1<os ipvEa1u: the clothes arc spread out 10 dry 'on (6µ(fli + dat.) stalks 

of reed' {contrast aµcpi + acc. in 179 meaning 'near'); cf Od. 6.94-5 (clothes spread 

out on a clean pebbled beach), Hipp. 128-9 (on the back of a warm rock). 

184-90 The Chorus' work is disturbed by H.'s lament, which they compare to the 

cry of a Naiad being raped by Pan. The assimilation of H. 10 the abducted nymph 

reinforces the depiction of H. as a parl/Jenos whose sexual integiity is under threat from 

Theoc. (cf. 68-7on.). After the colourful scene by the river (179n.) comes a passage 

packed with sound (ten 1crms in seven lines), expressing rhe intcnsiry of H. 's grief and 

its stan.Jing effect on the Chorus. 

184-5 olnpov oµa6ov ••. aAupou ~AEyov '(there I heard) a pitiable wail, a lament 

not fit for the lyre': lack of stringed instruments is often equated with lack of joy (e.g. 

Acsch. Eum. 331-3 1 Supp. 681; Soph. OC 1221~; Eur. Ale. 447, IT 144-6; cf. Digglc 

(1994) J01-2). Laments were usually accompanied by the au/05 (as is H.'s) rather than 

the lyre: cf. 169-7rn. Jn addition, H. is compared to a Naiad threatened by Pan, a 

god noted for his pipe-playing. 

IAaKEV 'she screamed' (3rd sg. aor. Aam<w). 

186 The missing word may be an cpithcc of alcxyµaa1 (onomatopoeic, from alai; 

cf. Soph. Aj. 430-2): sec the app. crit., and Loureni;o (2000b) 601 for lTOAAoimu. 

Willink (1990) 93-4 suggests tvTEu8Ev or auAa6Ev (though the latter is not found in 
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extant Greek), emphasizing the Chorus' realization that the sound is coming from the 

direction of the palace. 

187-90 Like the Naiad, H. too is fleeing unwanted sexual advances (63n.). For 

the sexual vulnerability of nymphs, connected to their life outdoors, sec Larson (2001) 

42-3; the vulnerability of mortal girls found alone in the countryside is central to 

Archil. fr. 196a V,l_ 

187 oTa: i.e. 'such (aicryµa.a) as a Naiad (expresses ... )'. 

tvy6a (adverbial) 'in flight'. 

188 v6µov ••. yOEp6v '(uttering) her mournful strain': v6µos specifics a type of 

song, here threnodic. 

189 yvcv.a('hollows') arc secluded places (here rocky caverns), marking the Naiad's 

helplessness; cf. Phil. 1081-2 ~ KoiAas nhpas yua,.ov I 8epµ6v Kai TiayFTw6Es KTA. 

IU\cryyaiai 'with echoing cries'. Verbal and metrical parallels enhance the 

connection between H.'s grief and the Naiad's laments: 176-7 un6 I µeAa0pa vvx1a 

TTOICIVQ ~ 188-9 IJTTO 6e I nhp1va yuaAa KAayyaia1. 

190 mia~oa, 'shouts a1oud ("Pan is trying to rape me")', for as Digglc (1994) 437 

remarks, 'An accusative with ~oCX\I or ava~oav expresses the content of the ~a,;.' For 

yaµos as a euphemism for rape, cf. Jon 72 ws ... Kai yaµ.01 TE Ao~iou I Kpu1nol 

YEVWVTOI. 

191-210 H. informs the Chorus of her new sufTcrings, reviewing for them T's 

account (193 vavTaS :A.xa1&iv TIS) of events in Troy and Greece. 
1913 w ... K6pai: the identity of the Chorus is quiclcly established: they arc Greek 

women captured by foreign pirates and sold into slavery Qit. 'spoil of a barbarian oar': 

c[ 234 1 1117). They arc thus captives like H. (cf. the choruses of Hee. and Tro.), but of a 

much lower status (as in IT, though there the Greek chorus arc the slaves of lphigenia 

hcrseU). Eur. exploits the dynamic between female protagonist and sympathetic female 

chorus in a number of plays (1\iltd., Hipp., Andr., Hee., El., Tro., IT, Ion, Phom., Or., LA). 
In both JT and Htl. the barbarian setting and the chorus' Greek identity accentuate 

the heroine's desire to return home. 

8,ipaµa: though the hunting metaphor is less sexual than in its application to 

Theoc. (63n.) 1 H. still sees the women as captured like herself; cf. Or. 1316 (Electra on 
Hcrmione) KaA6v To 0,ipaµ.', fiv bAw1, yevr,aeTa1. 

195 Anadiplosis of eµ.oAe(v) and polyptoton (173n.) emphasize H.'s distress. For 

anadiplosis of verbs in Eur. (cf. 214,331,384,640, 650-1 1 etc.), sec Digglc (1994) 388-

90. Ar. Frogs 1352-5 mocks anadiplosis as a Euripidcan mannerism. Although such 
repetitions arc found in Acsch. and Soph., Eur. is much more fond of the technique, 

especially in his late plays (Breitenbach (1934) 214-21 lists all occurrences). 

196-g As elsewhere, H.'s compassion for the Trojan victims comes first (cf. mg, 
362-9; cf. II 14-16). 

19&--,: lit. 'the ruins of llium arc a concern (1,.1.EAova1) to dcstrucrive fire' (cf. Andr. 
850 iva 0avouaa vepTEpo101v 1,1.EAw). The expression is ironically macabre, personi

fying the fire itself. For the association of KOTacnc:aci,,; with burning, cf. RJze.s. 391-2, 

Soph. OC 1318-19, Connor (1985) 85. m,pi 6aiw1 is an epic phrase (e.g. ll. 8.181), 
appropriate to the razing of Troy (cf. Acsch. Stpi. 222). 
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198-9 Anaphora (61' EIJE ... I 61' h.16v) and rhyme (n0Au1<T6vov I ... noA\'.movov) 
accentuate H. 's expression of responsibility. 

61' l1.1e TCIV lTOAUl<TOVOv: cf. 52-3. 
ovoµa noAunovov: 42Jn. There may be an additional allusion to the 'destruc

tiveness' of H.'s name: c( Acsch. Ag. GBg EAevaus V.av6pos EAElTTOAIS. 
2oerrn An emotional synopsis ofT. 's report, as it concerns H.: Lcda's suicide (200-

2 ~ 133-6), the presumed drowning of M. (203-4 ~ 123-32), and the disappearance 

of H. ·s brothers (205-10 ~ 137-142). 
201-2 aloxuvas l1.1as un' aAyfa)V 'because of her pain at my shame' (cf 417 un' 

al6ous). 

203-4 As with lphigcnia's lament for Orestes, H. mourns for someone who is not 

in fact dl'ad (IT 143-77). 
lv 6).1 noAunAavris: for Eur.'s use of Odyssean motifs in the presentation of M.'s 

no.rlos, sec lntrod. p. 27. 
205-6 Kao.opos ••. narp16os 'twin glories of their native land, Castor and his 

brother': the genitives depend on cryaA1.1a (for the 'double genitive' denoting different 

relations, sec Smyth §1338). For cult of the Dioscuri at Athens as well as Sparta, sec 

1495-151111. 
616u1.1oyevis ('twin-born') is a llnpn.\·. 
207-8 lnn61<p0Ta ••• yu1,.1v601a: H.'s brothers have left behind their charac

teristic (aristocratic) activities and haunrs: cf. //. 3.237 KaCTTopa a· irrrr66a1.1ov 1<ai 
mi~ cryaeov n0Au6eu1<ea (= Od. 11.300). For the Dioscuri's association with horses 

and their function as paradigms for young Spartan men (parallel to H.'s status as a 

role-model for Spartan /J{lrfhenoi) cf. 1495-611. 
lnn61<p0Ta ('resounding with horses' hoofs') quaJifics 66ne6a ('plains'); it is a rare 

epithet (surprisingly so, given 1hc prominence of horses in poetry), found only three 

times in extant classical Greek: cf. Hipp. 228-9 (Phacdra raving) 6eono1v' aA!as ~PTEIJt 
Aiuvas I 1<0I yuµvaolc.:iv Twv lnTT01<p6Twv, Pind. fytk 5.92. 

2og-10 6ova1<6EvTOS Eupc~na: 'reedy' is the river's regular epithet (349, 493, JA 
179 6ovcn<0Tp64>ou, etc.). 

veav1av n6vov: i.e. the equestrian grounds and gymnasia arc where young 

men experience n6vos, combining the idea of 'exertion' with that of 'achievement 

through hard work' (cf. Pind. Nem. 4. 1-2 ci:p1CTT0~ eu4>pocruva n6vwv 1<e1<p11.1evwv I 
la-rp6s). 

211-28 The Chorus 1ake up H.'s lament for her family and bewail the constant 

suffering of her life, from her disgrace as an adulteress 10 her abandonment far from 

Greece. The absence of any consolation from lheir song is striking and appropriate, 

for both H. and 1he Chorus now believe that M. is dead (226-8), annulling (it seems) 

the prophecy of Hermes (cf. 56-9). 
211-12 6al1.1ovos ••• µolpas TE aas: causal genitives, as often in exclamations 

(Smyth §1407). The Chorus sec H. 's life ruled by a power (6ai1.1c.:iv; cf. 455, 669) and 

an apportioned l01 (1.1oipa) that arc equally full of sorrow (no).uo.6vov). The notion 

that one's destiny was set at birth leads naturally to an account of H. 's conception 

(213-16). 
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213-14 al~v 6vaa(c.,.)v: 6va- or a-compound acijecLivcs combined with a cognate 

noun or verb form a type of oxymoron popular in tragedy, e.g. 363 i:py' crvepy', 690 

yciµov cryaµov; cf. Fracnkcl on Aesch. Ag. 1142 v6µov avoµov, Breitenbach (1934) 

236-8. 
i>.ax1:v i>.axn1: with reference to a person's destiny this verb ('obtain as his or her 

lot') usually has the person as subject. Sometimes, however, 'the concept is reversed, 

and an individual is "received as his portion" by a power responsible for his destiny' 

(13arrell on Hipp. 79-81). So here H. herself is the object ('A miserable life received 

you [aE understood] as its portion'), and the construction suggests H .'s role as a 

passive ,~ctim of externaJ powers. The Chorus' emotional concern is also marked by 

anadiplosis at the same point as in H.'s strophe (195n.). 
214-16 The Chorus focus on Zeus(Lcda receives only one word µcrrp68Ev) because 

H.'s semi-divine status has played a large part in her misery The peculiar closeness 

oft.he f11Jl8eo1 to the gods (cf. Hes. WD 159-60) makes them both awesome and 

vulnerable. 
TTphtC&>V 'conspicuous' (cf. 1204), here of the swan's dazzling 'snow-white-skinned 

,v,ng' (c( 18-21). 

217-18 Two brief but forceful questions, preparing for the 1hc catalogue of H .'s 

sufferings in 219-28. 

mia J31oTov 'in the course of your life' (L.~J s.v. ava c 11). 
220-1 OUK eu6aiµouei: a vague, but sinister, phrase, based on the Dioscuri's dis

appearance from Sparta (207 a4iaves). 
223-5 1r6>.1as: Ionic acc. pl. (also in Andr. 484.). 

~6~1s 'rumour', 'report', usually of bad news (cf. 351 ); an exclusively poetic word. 

At Or. 1557 M. calls the news of H.'s miraculous disappearance (rather than death) a 

KEVflV ~a~IV. 

,rapa6(6C&>a1: lit. '(which) hands you over {to a barbarian bed)', personifying the 

rumour itself. 

226-8 6 St a6~ (sc. 1r6a1s)i an unusual ellipse, but clear from the context. 

tv a).\ K\Jµaal TE: hendiadys; cf. 203. 

ou6i ••• 6>.J31ei 'and he will never again gladden his ancestral halls or Athena of 

the Bronze House.' L's 6>.~1ois (emended to 6>.~1eis in P) has the Chorus address their 

prediction to H., but the sudden change of subject seems surprising. Moreover, the 

Chorus have already remarked on H.'s absence from Sparta (222). The corruption is 

understandable, however, for M. 's death docs indeed mean the end of H. 'sown hopes 

for a return home (cf. 5~, 277-g). 
TO\/ XaAK(oncov: Athena was worshipped as a protectress and citadel-goddess 

in many cities besides At.hens (cf. 1/iad 6.26g-311). Her Spartan cult-title Xa>.K(01KOS 

derived from her distinctive bronze-plated temple on the acropolis (cf Tro. 1113, TllUe. 

1.128.2, 134, Paus. 3.17.1-3). Aristophanes' LJ•si.slrata, produced in 4111 ends with the 
Spartan ambassador singing a hymn lo TCIV 6' au O'ICI\I "TClV ,raµµaxov, "TCIV Xa>.1<io11cov 

(1321), as both Sparians and Athenians celebrate a fantastic and utopian peace. For 

funher Athenian perceptions of the goddess's Spartan cult, c[ 1465-7n. 
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229-52 H. concludes her h1mcn1 by looking back to the origins of the war it5clf. 

Her cpode is a good example of the kind of polymc1ric and as1rophic monody first 

introduced into tragedy (as far as we can tell) by Eur.: cf. 348-85. The entire passage 

has recently been condemned as an 'early founh-century composition of"Euripidcan 

lyric pastiche" for the stage' (Lourcn,;o (2000a) 133). Alleged examples of 'inappositc 

imagery and woolly phrnseology' (Lourcn~o (2000a) 134) will be considered in due 

course. our conclusion being that, one minor interpolation aside (cf 239), H. 's epodc 

represents a typical example of late Euripidcan lyric. Her song falls into two parts, 

separated by an exclamation of sorrow (240): she deals first with Paris' voyage to 

Spana, accompanied by Aphrodite (229-39), then recalls her (actual) abduction from 

Sparta to Egypt and the subsequent outbreak of war (241-52). 

229-39: Already in the llind Paris' ships arc called 'initiators of evil' (s.63 apXEKrn<

ous) and the captive Trojan women of Hecubn deplore Paris' voyage to fetch H. in 

simil"r terms (631-5). As often in reflections on the Trojan \Var, the misfortunes of 

both sides arc traced back to rheir beginnings (Stevens on Amir. 274-308; cf. Aftd. 1-6). 

22g-3r Tls ••• x8ov6s: the disjunction is equivalent 10 TiS ~poT&lv (cf. 257). 

hEIJE ••• TTEUKav: cf. (m the root of another disaster) 1"1td. 3-4 1JT16' EV vc:rnmar 

TT11Aiou TTEOEiv TTOTE I TIJT)6Eiaa TTEVKTl-

6mcpu6EaaO\I 'causing tears' (but also, of a pine rrec, 'exuding resin': cf. Aftd. 1200 
TTEUKIVOV 6aKpv). 

232 6A61.1Evov aKa4>as: 6A6µEvos is 'accursed' (i.e. something which would provoke 

one to say 0Ao10), but the active meaning 'destructive' is also felt (cf. WiJJink on O,. 
1364-5). 

234 ~ap~apc.:>1 n~aTai: cf. 192, 1117. Loureni;o (~.20ooa) 136---7 claims that the 

repea1cd lyric use of ~apf3apos with TT'AcrTfl is suspicious and an argument for the 

cpodc being spurious; this is not persuasive, however, since tragic poets (and their 

audiences) do not seem to have been bothered by such repetitions (cf.Jackson (1955) 
220--2). 

!236, These lines were deleted by Dindorf as a hodgepodge of 27-30 (he is 

followed by Diggle and Kovacs). However, their content (H. 's pernicious beauty) is 

thematically coherent (cf. 261-3, 304-5 1 etc.) and Dale's slight change heals the metre 

(KaAAOS is the object of the purpose clause c!ls Mor yaµ&lv). 

!238-9 TE connects Aphrodite with Paris (233) as 1he subject of rnAEVOE (234). For 

the goddess accompanying Paris to Sparta, sec Tl'O. 940, 983-4; cf. flt/. 1117-21. 
60A1os ••• noAUKT6vos: cf. 882-6 1 1 rn2-6. 

240 For TaAa1va and other expressions of self-pity as peculiarly characteristic of 

female speech in tragedy, sec McClure (1995) 45-8. 
241"""3 Louren~o (2000a) 137 objects that Hermes' mother is usually Maia else

where in Eur. and Ma1as only here, at 1670 and Or. 998 (the lauer deleted in the OC'Jl. 

However, his proposal to delete 1670-5 (with Hartung) is not convincing(cf. r670-5n.), 

nor is there any good reason 10 reject these lines. Having recalled Aphrodite's victory 

in the Judgement of Paris (232-9), H. now describes the reaction of her rival (cf.31-6, 

44-6). 
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unayxa).1aµa (lit 'object of embrace', which can be used of a child (e.g. Tro. 757) 

or. as here, a sexual partner (Soph. Trad,. 540)) is nom., the whole phrase xpvoeo1c; ... 

mµv6v being in apposition to a "Hpa: 'But Hera, seated on her golden throne (c[ 

xpuo68povoc; "Hpn in epic), proud beloved of Zeus's embraces ... '. unay1<a:A1oµa 

has a biller tone in H.'s mouth, given her own enforced separation from her husband. 

OE1Jv6v underlines Hera's status and thus the ofTcncc to her TIIJfl 0osing to 

Aphrodite in theJudgcment) which provoked her intervention. 

2,u-9 The motif of flower-picking as a prelude to rape is found in a number of 

myths: c( Hom. Hpnn Dnn_ 5-8, 1011 887-96, l\1losrh. Europn 32--6 1 63-9; at Theoc. 

11.25-7 Polyphemus first sees and falls in love with Galatcia as she is plucking flowers. 

\Vhereas Persephonc, Crcusa, and Europa arc all young virgin girls abducted for sex, 

H. is a mature married woman whose abduction rescues her from Paris' advances. 

However, it is a basic feature of such mythical parallels as the one made throughout this 

play between H. and Persephone that they need only be parlinl in order to be clkctive 

(cf also 1312-14a with note). So here the reference to flower-picking confirms H.'s 

symbolic status as a parlltenos figure who is threatened by Thcoc. 's scxua.J desires and 

severed from her proper status as M.'s wife (cf. 134911.). More generally, Eur. applies the 

a11odos paradigm l)1>ically associated with Persephone to H., and just as Perscphone's 

story is linked to Zeus's plans for mankind (esp. in the cs1ahlishmcn1 of the seasons: 

e.g. Hom. flJ•mn Dem. 399-403, 44.5-7), so Eur. retains 1-1.'s fundamental cosmic role 
(as catalyst of the Trojan War) but s,vitches the focus from the.Judgement of Paris to 

a less traditional version of her abduction and return. (For H.'s cosmic role in early 

Greek myth, sec p. 12.) 

244-5 xAoEpa ... ~66Ea nhaAa: H. intended to plait a garland of flowers as 

an offering 10 Athena (probably to adorn her statue: cf. Hipp. 73-83); for roses in the 

context of a maiden's 'plucking', cf. Hom. H_J•m11 Dern. 6, Masch. l!..'uropn 36. Flower

gathering festivals in honour of various goddesses, including Athena and Pcrscphone, 

were celebrated throughout Greece: c( Richardson (1974) 141-2. 

XaAtcio11<ov ~c; :t\8ava\l 1.16>.01µ': purpose clause with aor. opt. The article is 

optional when the deity's name is given: cf. 226--8n. 

246 l:niapnaaas: the word, used elsewhere of H. 's rape by Paris (cf. 5O-m.), marks 

Hermes as tJ1c true abductor of (the real) H. 

247 avoA~ov 'to this unhappy land': H. refers to her predicament as an exile and 
suppliant. 

248 iptv ip1v Ta).atvav i8no: emOlivc anadiplosis (195n.)1 with IJE understood 

from 244, 'made me the cause of miserable strife'. For H. and her phantom as the 

cause ofEp1s, cf 1134-6, 1155-6, 1160, Acsch. Ag. 1455-61. 

250-2 Lourcm;o (2000a) 139 objects to these lines because elsewhere H. is con
cerned about her reputation in Greece (c[ 66, 81, 223-5). Yet the reference to Troy 

('beside the streams of Simois': 1-3n.) is doubly appropriate: firstly, it stresses the fact 

that H. is univcrsaUy reviled (cf. 52-5); and secondly, her name docs indeed have 'a 

false reputation' (~~l61ov ci,crnv) because it was only her ovoµa which went to Troy 
(d 4~---3, 160-mn.). 
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1.1a1yl61ov: a poetic word, occurring only here in extant Eur. (the adverb µ~16iws, 

'thoughclessly', occurs 10 limes in Homer and 1he Homeric Hymns). 

253-514 FIRST EPISODE 

Helm features an exceptionally long and complex sequence of scenes (253-1106) 

between the Chorus' entry song and their first s1asimon: sec 528-1106n., lntrod. 

p. 36. Rather than use conventional choral odes to vary 1hc pilcc and register of the 

action, Eur. alternates spoken dialogue with other types of song (cf. 330-85, 515-27, 

625-97nn.). The first part of this long sequence itself consists of six sections: 

330-85: 
386-434: 
435-8 2 : 

a speech by H. in which she once again bewails her beauty and her 

sufferings. 

diillogue with the Chorus-leader, who persuades H. to consult 

Th canoe ilbout l'vl. 1s reported deilth. 

lyric exchange between H. ilnd 1hc Chorus (all leave the stage). 

entry of J\,(. and monologue. 

entry of Old Woman and argument with M. (Old \Voman leaves 

the stage). 

483-514: monologue by a confused M. 

One-actor units following strophic chornl odes or parodoi arc very rare in tragedy 

(Poe (1993) 369 counts only seven examples ilmong 105 extant cases). The fact that no 

new character enters until both H. and the Chorus have themselves left the sragc (at 

385) cmplrnsizes H. 's isolation and helplessness. The sequence of speech (255-305), 

dialogue (306---29), and lyric exchange (330-85) mirrors the play's opening scenes (H. 's 

prolo.'{Uc speech, dialogue with T, and parodos) in both form and subject matter. 

253-4 The Chorus-leader's conventional advice (cf. e.g. iHed. 1018 1<auC:,c.lS 4)EpE1v 

XPTl evrpov OV"TQ cruµ4>opas) will be rebuucd by H. 's reasoning: TI 6fi-r' ETI ~w; (293). 

255--305: H. 's speech takes up the themes of her lyric lament, but presents her 

reaction to T. 's news in a more reflective manner. 

255-66 H. begins by blaming Hera for her 'monstrous life', and wishes she could 

have exchanged her beauty for a good reputation: cf. 27-gn., 236-7, 241---3. To express 

doubts concerning one's birth ilnd paternity is a traditional motif of divine and heroic 

myth (cf. Tclemachus' complaint 10 Athcna/Mentcs at Od, 1.215-16), but here Eur. 

uses it to underline his own poetic inventiveness, as Leda herself, to H.'s shame and 

disbelief, is presented as giving birth to the egg. 

255--4i ,.{v1 1t61'1Jc.ll 01.JVE~UYflV I I I I n "TEKOUOQ µ' hu<EV: the yoke metaphor is 

often applied to inescapable suffering (e.g. And,. 98 cnepp6v "TE T0v EIJ0V 6aiµov· w1 
avve~vyT'lv), and such misery is frequently traced back to i1s source at birlh (Hipp. 
1082, Her. 1258-68; cf. 2u-12n.). 

op' ••• ,.ipas: the question invites assent, for as H. 's description shows (257-61), 

she is a ,Epa~ ('monstrosity'; lit. 'portent') both in 1hc circumstances of her birth and 

the subsequent course of her life. 



I 

180 CO~IMENTAR\' 25i-262 

257-g As in her prologue-speech, H. 'stone of scep1icism al the dc1ails of her birth 

(259 ci,aaiv, '1hey say') highlights her sense of abandon men I by the gods (cf. 17-2 m.). 

Most edi1ors (including Digglc and Kannicht) have followed \\'icland in dcle1ing these 

lines, \\'hich Page (1934) 79 called 'probably an early actor's expansion ofTipac; in 256'. 

The lines arc, however, pcrfcclly acceptable as they s1and: for yap in 257 and 26o 

having the same reference, namely 256, sec Dale on 256fT.; there is no need 10 change 

ycip to 6' ap' in 26o, as suggested by S1inton (1990) 255-6. 
TEVXOS vEoaa~v AEUk6v: li1. 'a white vessel for nesllings'. The elaborate periphrasis 

suggests H.'s horror at the freakishness of her bir1h. This is the earliest survi\ing 

reference to the egg being produced by Leda herself (cf. 16-22n.); for H. 's birth from 

the egg in art, sec L/MC s.v. Helene, nos. 1-13. In Greek mythology egg-births arc 

more common in the context of cosmogony (cf. Dunbar on Ar. Birds 694,-5). L,ucr 

sources say that the egg also contained Polydeuces, the divine twin (Apollod. 3.10.7): 

cf. 1659n. The egg itself was still on display in Pausanias' day, tied with ribbon in the 

temple of the Lcucippides at Sparta (Paus. 3.16.1); cf. 1465--7n. 
v10aa~v: 1hough vEocrcr6c; is also used of young children (most frequently in tragedy 

to evoke pity on their behalf: e.g. Ale. 403 1 Held. 239 1 Andr. 4.41), the image of Lcda's 

egg remains bizarre and (to H. 's mind) grotesque. 
260-1 'Yes (yap), my life is monstrous, and my situation too, partly (Ta µev) 

because of Hera, and partly (Ta 6e) because ofmy beauty.' The dangers ofH.'s hrarl

stopping beauty arc a staple of Greek myth (e.g. Acsch. Ag. 737-43). l\·lorcO\·cr, Hcra's 

involvement in H.'s life derives from anger at 1.hc sligh1ing of her own beau1y: cf. 

25-31, 675-83. For adverbial Ta 1,1ev ... Ta 6£, cf. Soph. Trad,. 534-5 1 its only other 
occurrence in tragedy. 

262-3 The 1radi1ional H. was saved by her beauty at the end of the war when M. 
was disarmed by the sight of her breasts (And,. 629-30. Or. 1287)1 and she took special 

care to prcsente her appearance (Or. 128-9). The 'new' Helen, by contrast, wishes that 

she could have effaced her good looks long ago and so avoided the suffering caused 
by 1hcm. 

l~aAe1~8Eio. we; ayaA1,1' 'wiped clean like a statue (or a painting)', i.e. so that it 

can be painted once again (av81s naA1v) to look less attractive (aiax10v el6os ... 6VTi 

Tov KaAou). It is hard 10 choose between the two senses of cryCXA1,1a because paint was 

applied to statues and they too, like pictures, could be 'wiped clean' (at Acsch. Ag. 
1327--30 a picture is dcs1royed by a wet sponge). Kannicht insists upon 'statue' (so too 

Steiner (2001) 55), claiming that the sense 'painting' is only attested much later, but 

the early use of ayaA1,1a for any attractive image or object suggests that it could also 

be taken to refer to a painting. The idea of being repainted 10 look less attractive is 

also perhaps more readily applicable to a painting than a s1atue (which e\'en when 

unpainted would resemble H.), but this is perhaps to press H.'s analogy too far. Jn 

any case, H.'s choice of simile recalls the pictoriaJ language used of her by Teuccr 

(72-5n.). By comparing her own body to a beautiful slatuc or painting, H. emphasizes 

its power to deceive Ll1c senses of those who look at i1 (or its double), just as Teucer 

~15 deceived, and M. soon will be. (M. is said to hate statues at Sparta which remind 
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him of H.: Acsch.Ag.416-19.) Finally, the analogy with a manufactured object also 

suggests thar it is possible, for a deity at any rate, to fashion a copy of H. herself. 

264-6 continue the unallainable wish introduced by ei0e (2fr2): '(and I wish) that 

the Greeks had forgoucn the evil fortune that I now have .. .' 

lac.,.:,1~av 'they remembered' (cf. 1552). 

TOS 6i µri 1<a1<as: H.'s (h)1)0thetical) 'good fortune' would mean being considered 

innocent of all the evils now ascribed 10 her by the Greeks. 

267-92 The centrnl section of H. 's speech is a detailed exposition of her misfor

tunes, leading up to the climactic TI 6iiT1 hi ~w; (293). The cumulative structure of 

her argument is clearly marked: np&Tov µh1 (270), rne1Ta (273), 6E (277 1 280 1 282 1 

284). 
267-9 f unc1ion as a foil to the succeeding catalogue: unlike the man who is dis

appointed in one thing, H.'s sufferings arc multiple and unbearable (contrast 253-4). 

ls µlav ana~Ahrc.,.:,v TVXTJV 'has his thoughts fixed on one issue'. cmo~Mnc.,.:, implies 

looking away from (cm6) other things in order to concentrate on a particular matter. 

270-2 identify the gap between H. 's reputation and her actual conduct. Given 

the importance in Greek society and ethics of how one is regarded by others, it is 

understandable that H. should put her concern for her 'social being' first. 

OVK ouo· 6611<6s elµ1 6va1<Ae~s: the emphatic litorcs and the juxtaposition of H.'s 

two radically dincring slates ('innocent', 'reviled') stress the injustice of her situation. 

Ti;S 0Af18Ela4ij: as the following clause makes clear, the 'truth' in question is that of 

having a bad reputation because one has actually done wrong. 

OaTrs: cpcxegetic of TOUTo, 'when one is blamed for crimes one did not commit'. 

For the anacoluthon, sec Diggle on Plrntlh. 160-'2, adding El. 816; cf. also Barrett on 

/-11/Jp. 426-7. 

TCI µfi npoa6vTa 1<a1<a: I it. 'evils that do not belong'. 

tcbc:TflTai: 3rd sg. perf. KTaoµai, 'has incurred/possesses (a reputation for)'; cf. IT 
676 6e1Aiav yap Kai KOl<flV KEKT~aoµa1. 

274 TT1Tc.,.:,µlvri 'deprived', perf. part. of TflTOO'-'ai, with gen. 

276 justifies H. 's somewhat exaggerated description of herself as a slave (275). For 

the popular Greek equation of barbarian government with despotism and lawlessness 

(contrast Hdt. 's more nuanced picture of Egyptian society), cf. ,Wed. 536-8 1 field. 
423-4, Andr. 665-6 1 JA 1400-1 1 Introd. §6(c). 

277-g Teuccr•s (false) report of M. 's death has destroyed H. 's trust in the prophecy 

of Hermes (s6-g). Her last hope (or 'anchor', 277; cf. fltc. Ba) is, she thinks, gone, 

and her mistaken rejection of the god's words not only enhances the impact of her 

reunion with M. (541-697) 1 but also reveals her limited (human) underslanding of the 

gods' plans. 

277 &xm 3rd sg. imperf of OXE'-'l, 'held fast'. 

280 For H. as the cause of Lcda's death, cf. 135-6, 200-2. 

281 The line encapsulates H.'s dilemma: the charge of murder is 'unjust' (cr6i1<c.,.:,s) 

because H. herself did nothing to shame Leda, yet she is inevitably blamed and held 

responsible for the damage caused by her double; cf. 270 1 1147-8. 
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282-3 The first mention of Hermione, H. 's only child (cf. JI. 3. 175, Od. 4.12-14), 

whose failure to marry completes the rnin of H. 's family. 

ayAa1a1,.1a: cf. 10-IJn. 

8vymflp avav6pos: since marriage and motherhood were considered the goal 

of every girl's life, Hermionc's condition is a kind of li\~ng death weighing on H. 's 

conscience: cf 688-90, 933, 1476-7. 
1r0A1a nap8nm'.ina1: lit. 'is a virgin greyingly' (n0A10, adv. acc.), i.e. grows old in 

virginity. The clashing terms express H.'s despair at Hcrmione's 'unnaturaJ' fate. (fhc 

miserable life of an ageing unmarried woman is invoked in a speech to Hermionc at 

A11d,. 347-51.) 
284-5: for the content and the duals, c( 138-42. 

285--6 'I am as good as dead, though in fact alive.' The opposition of ,rpay1,.1a 

and ipyov is less transparent than the common .A6yos / epyov antithesis (cf. 105o------2). 

287-92 arc dcle1ed by mos1 recent editors. However, the textual and metrical 

problems (cf. 289, 291) arc not incurable, and the lines form a plausible extension 

of H. 's woes: she would not be allowed back into Spana even if she could gel there 

(287-9) 1 while the death of M. means they will never recognize one another by 1hcir 

secret tokens (290-2). 

288-9 KAip8p01s av Elpyol1,.11a8a 'the gates would be barred to me.' H. thinks of 

the Spartans forbidding her access, though they might be more likely to lynch her (cf. 

Tro. 1055-7). \\'c should not reject the lines as bathcric, howc\'cr, since 1hc pcrma11cn1 

exclusion that is implied counts as a kind of 'sociaJ death' (cf 286 Tois ,rpay1,.1oa1v 

TE8VT)1<a). 

60K0UVTES: the nom. pl. part. (an instance ofnominnfiuu.spmdenr: cf K-G 2.105-7) 

marks a sudden shift from H. 's perspective to thar of 1he Sparrans ("thinking tha1 ... '); 

for anacolmha as 'the stuff of na1ural speech', er. Barrett on Hipp. 23. 

TflV ••• 6fxa: lit. 'since they would 1hink that I, H. from Troy, was rc1urning 

without M.' The opposite of L's 1,.1ha ('with M.') is needed because H.'s entire speech 

is premised upon his death. Zuntz's 6ixa restores the required sense (as a prep. 6ixa 

typically follows its noun or pronoun in tragedy): the Spa11ans would never believe H. 's 
explanation of her innocence unless M. was alive to confirm it (c[ Zuniz (1955b) 69-

70). Moreover, the phrase TT'l"' un 1Alw1 I ... 'EAEVfl\l suggests a related misconception, 
since the speaker is not in fact 'H. of Troy' at all. 

lnT' 1Alou: the transmitted u,r· 1.Aiw1 is elsewhere used of the Greek troops 

encamped before Troy (Aesch. Ag. 860) or of the Trojans killed there (fltc. 764). 

290--1 av1yvwa8f1µEll: 1st pl. aor. pass. 6vay1yvw0Kw, 'we wouJd recognize one 
another'. 

iM6v-re'i ... ~u1,.1~0Aa 'by recourse to tokens known to us aJone' (Murray 1s rear

rangement oflcrs the best solution to L's unmetrical text): the motif of secret signs 

(criwa-ra) was familiar from 1..he Odyssr;• (23.108-10) and the recognition scenes of 

tragedy feature various proofs of identity (e.g. Jon 1337-62). In the Htlen, however, 

the possibility of such a recognition is created onJy to be frustrated by M. 's insistent 
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bdicf in appearances (557-g6). The audience might well imagine a scene in which 

M. tests H .'s knowledge of their allcgecUy shared pasl (as with Jphigcnia and Orestes 

at IT 809-26), but the process of recognition is complicated here by the existence of 

H.'s double. This unique situation cannot be resolved by 'tokens', and the resulting 

impasse motivates the spectacular epiphany of the phantom (597-621). 

292 aw8i;1: subjunc. (3rd sg. aor. pass. aw1~w) after au µi, in an emphatic denial 

(Smyth §:2755a), 'nor will he ever return home safe.' 

293-305 In the final part of the speech H. weighs her alternatives - life in Egypt 

as Theoc. 's wife or suicide - and chooses death. She ends by lamenting once again 

the destructiveness of her beauty (cf. 2 61-6). 

293 TI 6i;T
0 

E"TI ~w: cf. 5Gn. 

294, One might compare Andromache's contemplation of her fate as Neop1ole

mus' concubine (Tro. G61-72) 1 which emphasizes a wife's loyally 10 her dead husband. 

Though H. will escape Andromaehe's se1vile status (295-6 lTpos rrAouaiCI\I I Tpa-rrE~CI\I 

i~oua'), she shrinks from marrying a foreigner (295 µn' av6p6s olKEiv ~ap~apou). 

294 uTTa~Aayas (poetic pl.,+ gen.) 'as a change from', i.e. exchanging one misfor

tune (life without plti/01) for another (marriage 10 Theoc.); unaAAayi, is a rare word, 

found only here in extant pocu-y. 

297 1<al T6 awµ· iaTlv m1<p6v 'even her own body becomes hateful to her': the 

repetition (n6a1s m1<pos I ... m1<p6v) stresses the woman's physicaJ revulsion (cf. Tro. 
665-8). 

298--302 The smooth join between 298 and 303 suggests that 299-302 arc 

spurious: 'How can it not be right for me to die? For such is the depth of misery 

to which I have sunk .. .' A5 Kovacs (2003) 30 remarks, 'It is possible that au was 

corrupted to ouv in some ancient copies [creating 'How then can I die wcU?'] and 

that this provoked the discussion of suicide methods [in 299-302] .' Cf. Page (1934) 

79. 
[299-302] assert that hanging is too base even for slaves, but that there is some 

nobility in death by the sword. Quite apart from the awkwardness of this statement 

after H. has heard of her own mother's hanging (136), the lines arc contradicted by 

353-6, where H. herself contemplates both methods of suicide as equaJly valid. This 

is in line with the position of tragic characters elsewhere, e.g. Tro. 1012-14 (Hecuba 

speaking) T1 ~p6xo1s apTWl,IEVT'l I T1 4»acryavov e,;yaua·, a yEvvaia yuv~ I 6paamv av; 
Andr.811, 816, 844 (hanging). 813, 841 (sword); cf. \·Villink on Or. 953-4 "'Sword or 

noose" is formulaic in suicide contexts.' Though hanging is more typical of women 

than men in tragedy (e.g.Jocasra, Antigone, Phaedra), it is not exclusively so: Orestes 

considers hanging himself (Acsch. Eum. 746 1 Or. 1035-6) and Dcianeira stabs herself 

with a sword (Soph. Trnc/i. 930-1; so too Eurydice al Soph. Ant. 1315-16,Jocasla in 
Eur. Phom. 1455-g). Fowler (1987b) 10-13 argues that 1hcsc lines arc genuine and 

intentionally amusing, but there is no reason to sec here (as he docs) any parody of, 

or even reference to, Soph. Helen fr. 178 R eµoi St Ac;;,1aTov aTµa TavpE1ov meiv I Kai 

IJ'l iTi lTAEiov Tc;;,vs· EXE Iv 6ua4»T'1µias (adapted by Ar. K,1iglits 83). 
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(299] \JETC1pa101 'in the air' (Ionic/poetic for Auic \.lnEc.upos; cf. Garvie on Acsch. 

G'l,o. 845-6). 
(300] KW: crasis, Kai tv. 
6uO"TTpnris ('undignified') is a liapax. 
(302] aµ1Kp6v: unless we change to aµ1Kp6s, this is a neuter predicate adj., modi

fying Kaip6s; the conslmction occurs mainly in the statement of general mnhs (Smyth 

§1048): cf. Barrell on Hipp. 443-6. 
tapTt: if Hermann's aap1<('flcsh', 'body') is right, the intcrpolacor may have been 

thinking of H.'s later promise of suicide (356 61a aapK6c;). 

303 ~68os KaK~v: for the metaphor, cf. Aesch. Pm. 465 =.ip~ns 6' avc~llµw~ev 

Kcn<wv opwv ~aeos (where Xerxes is aJso watching the disaster from the heights 

above Salamis), and the expression neAayos KaKwv (Hipp. 822, S11pp. 824, Her. 
1087). 

304-5:27--9,262-3nn. 
306-29 The Chorus-leader casts doubt upon Tcucer's report of M.'s death and 

urges H. lo consult Theonoe. 

307 \Jfl ••• 60~6ar11s 'do not assume'. 
308 Kai \,lfl\l aaci,ws yiAE~ ''and yet he clearly (emphatic ye) said (that my husband 

was dead)'. Jn fact, T. had merely said that M. 'is reported' (126/132 KAfll~ETm) to be 

dead. For advcrsativc Kai µ,;v in tragedy. sec Wakkcr (1997) 225; cf. 554. 

3og-10 AsJackson (1955) 41 saw, inlcrlincar transposition of aaci,ii and hn led to 

the corrup1ion of rn1 to ElTTl-The restored text gives a pointed stichomythic cxchan~c 

(Jackson's translation): 'CHORUS-LEADER: Many 1hings arc said to be ccn.1inties. 

but arc lies. HELEN: Yes - and there is the other sort of things, said 10 be ccrtain1ics. 

and true.' 

61a ~Eu6wv: 616 + noun is equivalent 10 an adv. (= 'f,IE\J6ws); cf. LSJ S.\'. 616 

A Ill C. 

cU118elas Im: i.e. hr' Mfl8eias (cf. 23-4n.) 1 also used ad\'crbially (= aAfl0ws): I.A.c;;J 
S.V. rni A Ill 3· 

311 yap here 'provides a molive for the language used, or the tone adopted, by 

the previous speaker'; so Denniston (GP75.3), who translates 'You say so because you 
arc inclined 10 pessimism.' 

312 TO 6Ei\,la: 'the dreaded thought', i.e. that M. is actually dead. 

313 nws. - - lxEis; 'How do you stand?' (cf Stevens (1976) 57), with gen. of respect 
(euµeveias), 'as regards goodwill'. 

3I4 1TC1VTES 4>IA01 µ01: this informalion supporu the Chorus-leader's plan, since it 
implies that Thconoc will at least. consider H. 's inquiry. 

6 811pru(o)V YCJ\JOUS: cf. 50-rn. 

315 oloe' ovv o 6paaov: 'Here is what you should do'. The idiomatic use of olcr6' a 
+ imperative is characteristic of Eur. and comedy (cf Stevens (1976) 36 1 Digglc (1994) 

500); olaff 8 has lost its interrogative force and serves instead to draw attention to the 

following command. The colloquial style marks the urgency of the Chorus-leader's 
advice. 
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316 For such ,i AEYEIS; interventions in dialogue, which do not disturb the syntax 

of the interrupted remark, sec .i\·fastronardc (1979) 57. 

317-29 An extended passage of choral speech: more than four trimctcrs is unusual 

(cf \Vest (1981) 61), but here we have ten (deleting 324-6). The speech's length reflects 
its significance, since 1hc Chorus-leader's advice (cs1ablishingsyrnpa1hecic contact with 

Theonoe) will prove important for the development of the play, while the concluding 

oOcr of assistance leads 10 the atypical, but cOcctivc, exit of the Chorus (cf. 327-Bn.). 

317 fMoua' ls oiKovs: as we later learn, Thcoc. is hunting and so abscm from the 

palace ( 1 169-70 ). 

ri ... fn-laTaTa1: the relative clause is prolcptic, referring to Thconoe (319). 

318: cf. 7-15, 1647. 
319 nv8ou 'inquire about' (aor. middle impcr. irvv8crvoµa1). 

321 n-pos TOS Tuxas 'according to your fonunes', i.e. depending on whether 

Thconoc's response is good or bad. 

TO xcxpµa Tovs y6ovs T': TE is equivalent to 'either ... or ... '; for its disjunctive 

use (normally TE ... TE or TE ... Kai), sec GP 515. 
322 'Until you know anything (ov6ev) for sure'; for the rcdundanc negative after 

nplv, sec Smyth §2753, K-G 2.219. There is therefore no need to change to irpiv oov 

Ta6'(so Kovacs (2003) 31). 

TI •.• ir>.tov 'what ~ood', 'what advantage'. 

323 fµol m8o0 'take my advice' (aor. middle imper. nE18w). 

(324-6] merely rehash 317-23. The intcrpolator has taken off from aX>.' fµoi 

m8ou and repeated the gist of the Chorus-leader's advice. 

[324] auµµu~ov 'meet with' (aor. impcr. auµµElyvvµ1 + dat.). 

(325) Etarp 'you will know' (2nd sg. fut. ol6a). 

[326) Nauck's TTJV6E (for Toia6E) means one need not supply cruT~v as the object 

of exova·: 'since you have her in this house to teU you the truth'. 

TI ~Ahms irp6ac.>; 'why look elsewhere?' 

327-8 The Chorus-leader's offer to accompany H. on her mission to Theonoe 

motivates the Chorus' exit from the performance space (385). Such exits and re-entries 

by 1hc chorus in the middle of the action arc rare in surviving tragedy (five examples 

in thirty-two tragedies: Aesch. Eum. 231-44 1 Soph. 1~j. 814-66, Eur. Ale. 746-861, 

I-lei. 385-515, [Rites.] 564-674), but each has a specific function, isolating a character 
or characters on stage to various dramatic ends (the Acschylean and Sophoclean 

examples also involve a change of location). Yet this is the only example where the 

chorus departs into the sklne-building itself, allowing M. to enter an empty stage 

where he can deliver what is in eOcct a second prologue (386-4340.). M.'s isolation 

means that the Chorus remain as ignorant as H. regarding his arrival and identity; 

cf lphigenia's exit into che temple of Artemis immediately after her prologue speech 

(JT 66), and just before the entry of Orestes and Pyladcs, which itself precedes the 

arrival of the chorus. This not onJy enhances cJ1e impact of M .'s sudden discovery by 

H. (541-56), but aJso adds to the excitement and tension of their gradual recognition. 

329 yuvaiKa ••• yvvaud: c[ 191-3n. 
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330-:385 L)'n·c dialogue between Hele11 a11d tl,r ClloruJ 

As H. prepares to enter the palace to consult Thconoc, she concludes her long opening 

scene ,,~th a second lyric exchange. The song recalls the parodos in bot.h form and 

content, passing from lyric dialogue with the Chorus (here astrophic) to monody, and 

lamenting the many deaths caused by the Trojan War (almost all Euripidcan amoibaia 
arc lamentations). Though formally a dialogue until 361, H. docs not engage with Lhe 

Chorus' remarks, and from 348 onwards her song is cssenLially monodic (c[ 229-5'2 n., 

Barner (1971) 302). After renewed thoughLs of suicide (348-61), H.'s lyrics extend far 

beyond the dramatic situation at hand, as she pictures the grief of other women, both 

Trojan and Greek (362-74), and invokes legendary paraJlcls to her dcstructi\'c bcaury 

(375-85). The exchange is charactcru1 ic of late Eur. in its lyrical expansion of ideas 

already e>..-pressed in spoken dialogue; central themes arc rc\'isitcd in the cmo1iona.lly 

higher register of song, while both actor and Chorus arc given another chance to 

display their musical skills. 

Mtlrt. H.'s second lyric dialogue with the Chorus is as1rophic (a feature char

acteristic of the New Music: lmrod. p. 41). As in the Parodos (164-252), there is a 

transition from lyric dialogue to monody and, in 330-74, a similarly iambo-trochaic 

rhythm (with much resolution and syncopation), save for a single hexameter at 356 

which foreshadows the dactylic final stanza (375-85). In the predominantly iambic 

opening section (330-47) period-end is marked by change of speaker (or catalcxis at 

342-3), while, as Digglc (1994) 424 n. 20 observes, each of H.'s contributions ends 

with a lckythion (so too 359 and the end of every stanza in the parodos: 178~1yo, 

210~228, 252). For the resolved bacchius a1 335 (rare in tragedy), cf Parker (1997) 

412-13. Metrical continuil)• favours Hermann's transposition at 336-7 and Badham's 

8' a>.iou a1 342-3 (maintaining a run of five trochaic mctra). The trochaics of H. 's rirst 

extended solo (348-59) arc punctuated by a single dactylic hexameter (356) whose 

epic connotations underline H.'s heroic resolve for suicide (cf (299-302], 8.pnn.). 

The third (362-74) and fourth (375-85) sections arc purely monodic. The former is 

marked by frequent resolution, expressing H.'s agitation as she imagines the destruc

tion of Troy (364-6) and t.hc grief of t..he Greek widows (373). The daccyls of I.he final 

stanza recall the lamcntatory opening of the parodos (164-6), while the ithyphaUic 

clausula (385) rounds off the dominant iambo-trochaic rhythm of the whole song (d 

3696). 

w--...,--..,..-...,-1 
q>i~al, ~oyous i6e~aµav· 33° 21a 

-~-_,-w-J 
i30,E ~crrE 6' ts 66~ovs, 33 1 lckythion 

...,-...,-w--1 
aywvas MOS oiKc..JV 332 2131\ 
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- .... -...,---11 
ws -mi8T1a8e TOUS hious. 333 lckythion 

...,-..,--.,-..,-11 
8t\ouaav ou µ6A1s 1<aAeis. 334 21a 

...,-...,,_....,-....,-1 
lw IJEAEOS aµepa. 335 sync ia dim 

-.,......,....,,,'-'_""......,'-"'~ 

Tiv' 6pa TaAmva Tiva A6yov 336 21a 

...,...,...,-,.,_¥_,, 
6m<pu6evr' cncouooµai; 337 lckythion 

_""""_"-'_....,,_, 
µ~ lfPOIJOVTI~ aAyewv 338 lckythion 

-----------11 
npoAaµ~av·, c!:i ~iAa, y6ous. 339 21a 

...,.-...,-.._,...,...,...,-, 

Ti µ01 n601s IJEAeos ETAa; 34° 2ia 

..... w...,-...,-...,,-..., 

lTOTEpa 6EpKETat ci,aos TE- 34 1 2Lr 

- ..... - .... -..,--- .... -11 
8pm1Ta e· 6:A(ov KEAev8a T1 OOTEpwv 342-3 3tr11. 

-...,...,...,...,_,_,,-1 
ii < 

0

V> VEKUO\ KCITCI xeovos 344 lckythion 

-...,...,,_,'-' ___ ,1 

l TCI\I xp6v1ov EXEi Tvxav; 345 lckythion 

-...,-...,-...,-1 
ts TO ci,epTEpov Ti8Et 346 lckythion 

...,-...,...,......,...,-...,-11 
To µeAAov, 6 TI yevi,ae-ra1 347 21a 

...,...,,,.,,...,._....,._.,....,...,...,...,...,...,1 

OE yap EKO'.AEOa, OE 6E 1<crr6µooa 348 2tr 

...,...,.....,-...,...,...,...,-~ 

TOV u6p6EVTI 66va1<1 XAwpov 349 2lr 

-----~ 
EupC.::,Tav, 8av6vros 35° sync tr dim 

--...,...,...,...,-...,, 

el ~Q~IS ETUIJOS 6:v6pos 35 1 sync tr dim 
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a:6E 1,101 - Ti T0:6' 0:CnJVEia; -

q,6v1ov oiwp17µa 

-----11 
AatµoppuTOU oq,cxyas 

--.-------····-··· -- ... ---1 

COi\·I MENTAR\' 3 30 

cniTooi6apov foe..:, 1TEA6:oc..:, 610 oapKOS aµtAAav, 

6as EVi~OVTI np1oµi-

-..,-..,-..,-11 
6a1 1TOT

0 aµq,i ~OUCTT081JOUS. 

OAAoo' cmoTpona K(ll(WV 

yivono, TO 6E oov EU~XES-

[w TaAatva T polo, 

61' epy' CI\/Epy' ClhhUOQI l,JEAECX T
0 ET Aas, 

Ta 6' El,JCI 6wpo Kvnpt6os E"TEKE 

lTOAU µEv alµa, lTOAU 6E 6aKpuov 

(lTEPES TE nai6os o;)..eoav, 

3j'2 

353a 

353b 

354 

355 

357a 

359 

sync 1r dim 

sync tr dim 

2tr 

sync 1r dim cat 

dactylic hexameter 

2lr 

sync tr dim 

sync Lr dim 

lckythion 

kl.11.hion 

21a 

sync 1a tnm 

2lr 

2Lr 

2tr 

2tr 
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CITIC 6E -rrap8EVOI Koµas e- 2tr 

-··----- ·-··-··--4 
8EVTO ovyyoVOI VEKpWV rKaµav6p10V 369a 31r" 

--..-..---11 
aµq,i Cllpvy1ov oT6µa. i1hyphallic 

-----11 
~oav Poav 6' 'EAACJS < af> 37° sync ia dim 

iKEAa611aev CIVOTOT\J~EV, 371 2lr 

hri 6E KpaTi xipas E8flKEV, 372 2U' 

ovvx• 6' crnaAoxpoa yEvvv 373 lckythion 

------ ... --11 
E6waev 4>01via1m nAayais. 374 sync ia trim 

w µCD<ap :A.pKa6im -rro,e nap8EvE 375 

376a 

--------11 
Pas TETpapaµoal yulo1s, 376b 

377 

----- ....... --11 
a µopq>a:1 811pwv Aaxvoyviwv 378 

------ ........ --11 
[oµµcrn Aappw1 ax~µa AEaiv11s] 379 

----- ........ --11 
i~aAAa~aa' ax8ea Al.'.mas· 

et\/ 'TE TTOT0 'ApTEµIS t~exopevacrro 

xpuaoKEpa-r' eAa<i,ov MEponos T1Tavi6a Koupav dactylic hexameter 

K<IAAoavvas eveKev· TO 6' iµ6v 6iµas 
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WAEaEV wAEOE nipya1,1a ~ap6avlas 

.... .., .... ----111 
OAOl,IEVOUS -y' :A.xaious. ithyphaJlic 

330 HiE~a1,.1av 'I accept (your advice)': the Chorus-leader's scepticism (306-9) has 

proven persuasive. For such 'tragic' or 'instantaneous' aorisis, sec Lloyd (1999), esp. 

36-8 on E6e~aµT1v; cf. 348. 

331 ~cnE ~atE 6': H. takes up the Chorus-leader's offer (327-8). For the postponed 

particle after repetition, sec Devine and Stephens (1994) 349-50; cf. 370. 

332-3 ay~vas lvTOS o11<C&lv I ws mi8T108E -yous iµous 'so that you may learn 

within about my trials.' Kovacs (2002) 47 suggests placing 333 before 332, but the 

hyperbaton is not unusual and emphasizes H .'s 'trials' by placing them first. 

334 en,ouaav au 1,16A1S 'very willing indeed', emphatic understatement (cf. 16n.), 

with IJE understood; for ou 1,16A1s, cf. Acsch. Eum. 864 Elupaios foTc.J n6Aeµos ou 

1,16A1S na~v, Fracnkcl on Ag. 1082. (Elmslcy's ou µE 6is (Dale, OCT) is neat, but 

unnecessary.) 

335 IJEAEoS (exclamatory nominative) is, as the fem. form of the adj. (cf. 340), 

unique 10 Eur. (cf. Her. 877 l,IEAEOS 'D,Aas). 

338-9 np6µavT1s ..• lTpoAa1,.1~av': the repetition of lTpo- underlines H.•~ ha~tiness 

and pessimism (as the Chorus sec it) since she mourns M. 's death 100 soon. for the 

Chorus' coumervaiJingoptimism, cf.311, 346-7. ln addition, H. 's allc~cd lTpoµav-uia 

underlines the need 10 consult the genuine prophet, Theonoc (318~3). 

341"""3 arc a lyiic expansion of the common periphrasis 'sec the light = be alive· 

(e.g. 11/c. 18 eavwv ... 1Jfl1<h' eloopiiv ci,aos). 

Ti8p1TTTra e· aAlou: Helios' chariot was drawn by winged horses: cf. El. 466, Or. 
1001-2 1 Diggle on Phatlh. 173. 

344 'v = lv ('among the dead'), prodclision. 

346 ls TO 4itpTEpov Tl8u 'make the most or: the comparative ci,epTepos ('better', 

'braver'), frequent in epic, is found only once elsewhere in tragedy ([Acsch.] PV768). 

348-59 H. swears she will kill herself if M. is dead: cf. 293-8. 

348 aE yap l1<aAEoa, al 6l 1<a.61,.1oaa: the meu·icaJ and syntactical balance 

'impartS the solemnity of a religious formu.Ja' (Digglc on Eur. Phatl/1. 99), enhanced by 

anaphora and rhyme. For the pcrformativc aorists (common with 01.1vv1,.11, 'I swear'), 

sec K-G 1.165, Lloyd (1999) 33. 1<at61.1oaa lacks the temporal augment (replaced in 

L Kcrrw1,1ooa): cf. Digglc (1981) 65-6, 120. 

34g--50 TOv ..• EupwTav: as the symbol of H. and M.'s homeland (cf. NeiAou ... 

peal, 1-3n.), the Eurotas is weU suited to an oath that binds the two of them so closely 
(209-,on.). 

35~2 8av6vTOS I - .. TI Ta5' 6miveTa; '(I swear that) if this story of my husband's 

death is true- how is this unclear?' An echo of H.'s earlier ccnainty about M.'s death: 

cf. 308-IO. For amivnos, 'a characteristic adj. in Eur.'s later plays', sec Willink on Or. 
492-3; cf. also PJioen. 1731 (Oedipus on the Sphinx's riddle) aiv1yµ' acruVFTOV eupwv. 
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f36~1s: 223-5n. 

353-6 Sec 229-302n. 

353 416v1ov alwprn.10 ..• 6pi~oµai 'I will fasten a deadly noose round my 

neck'. 

354-6 The horrendous violence of the act is marked by an agglomerative style 

and rare compound adjs. (two of them, >.aiµ6ppuTOS and CXVToai6apos, being hapa.t 

lrgome.na), with almost every word suggesting exertion, pain or death. 

~14)0KT6vov SiCalyµa: lit. 'a sword-slaying thrust', obj. of ireAaow ('I will drive'). 

For 6iwyµa in its more common sense of 'pursuit', sec 20-1. 

>.atµoppuTou act,ayac; 'of slaughter gushing from the throat': the method ofkilling, 

more appropriate to the slaying of an animal, prefigures H. 's explicit description of her 

death as a 'sacrifice' (357). Borhc's alµoppuTou (accepted by Digglc) is supported by 

the fact that compounds ending in -p(p)u-ros usually denote the liquid with which the 

relc\"ant noun Oows (e.g. [ IA 1515] alµOT6ppu-ros, Acsch. Supp. 868 a>.ippuToc;. Sept. 
938 4>ov6pu-ros), but Eur. /7634-5 av8eµ6ppuTov ycxvoc; I ~ou0~s µeAiaOTJS offers an 

exception analogous to Aa1µ6ppuTOS. 

avToal6apov ••. &µ1AAav (lit. 'a contest of self-inflicted steel') is internal acc., 

describing the sword thrust. LSJ arc probably wrong to gloss mrroai611pos as 'ef sheer 
iron. "with cold steel'": sec Kannicht on 353-6 for details. 

357-9 H.'s description of her death as a 'sacrificial offering' (8uµa) to the three 

goddesses and 10 Paris is both shocking and sarcastic, since she has no reason to honour, 

and is in no mood to appease, those responsible for her ruin (cf 1093-1106). As often 

elsewhere in tragedy, the language of animaJ sacrifice serves to magnify the horror of 

human murder or human sacrifice (for Eur. 's pervasive use of sacrificial language and 

metaphor, sec Henrichs {2000)). So here H. imagines her own suicide as if it were a 

brutally violent human sacrifice to the three goddesses (and their human agent), thus 

highlighting her status as an innocent victim of divine (and human) self-interest: cf 

23-3on. 

Tp1~vyo1s 8eaia1 'to the triple team of goddesses': cf. Tro. 924 fl<p1ve Tp1aaov (ruyoc; 

o6e TPIWV 8e&v, Digglc on Phaell,. 104 Tpm>.ouv (euyos. 

TWI ••. f3ouaTa8µous 'and to the son of Priam who once sat in the caves oflda near 

his cattle-stalls.' The MS text aupayy' ao16ai aei,,~ov is corrnpt. Badham's conjecture 

anpayyac; 16aiac; tvi(ovTt restored Paris ro his traditional haunts on Mt. Ida, the 

scene of the Judgement (cf. 23-4, 29-3011n.); for a discussion of other conjectures, 

and a defence of the text adopted here (slightly dilTcrent from Iladham's on metrical 

grounds), sec Digglc (1994) 421-4. 

lvl(ovT1: a rare verb, used again by the Chorns at 1108, the word's only other 

occurrence in tragedy; so too with afipay~ ('cave'), used only at Soph. fr. 549 R 

1<p11µvous Te 1<ai afipayyas 116' imn<Tias I avAwvas, but similarly cvocati,·e of a 

secluded scene. 

36&-1 6iroTpoTTa: the Chorus' wish is literaJJy 'apotropaic', intended to ward ofT 

the bad omen of H. 's threatened suicide. 

362-85 A monodic lament for the destruction caused by H. 's beauty, focusing 

first on the bereaved, both Trojan and Greek (362-74), thrn on H. 's unique suffering, 
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which is said to exceed that of other women famously ruined by their beauty. The 

Chorus listen to H.'s lament before going into the palace ,,;1h her. The idea that they 

exit in silence during H. 's sang is supported by OaJc (exit by 374, leaving H. to sing her 

dactylic stanza alone) and Taplin (1977) 376; Kannich1 (on 381~) even suggests that 

the Chorns dance from or/Jiislra to stage during 375-85. However, any such movement 

by t.he Chorus would distract aucnlian from H. 's lament. 

362 [~ TaAa1va T pola: cf. 38-gn. 

363 61' ipy' avEpy' 'for deeds never done', i.e. the rape of H., the cause of Troy's 

destruction, which never really look place. for the oxymoron, sec 213-14n. avepyos 

occurs only here in archaic or classical Greek. 

364 Ta S h1a 6wpa Kunp16os: H. means her beauty, 'gift' being ironic. 

366 The transmiucd text (Cl)(EO: T
0 

CJXEOI 6cncpua 6Cll<puaiv EAa~E na8Ea) is impossi

ble lo construe. OaJc calls Cl)(ECI -y' axeo1, n68Ea n68EOI the result of 'rough-and-ready 

first aid', but it has a fair chance of heing right (cf. 1951 1163) and is preferable to 

outright deletion. The accumuJation of phrases in 165-6 and the repeated pol)l)lOta 

arc characteristic of Eur.: cf. 173n. 1 Gygli-Wyss (1966) 126-7. 

367 OAEOCX\I ('they lost') is the unaugmented form (wAEoav replaced in L): cf. 348n., 

371 cxvo-r6TU~Ev (for avc.J-roT\J~Ev). 

368-9 H. imagines the ritual hair-cutting of the Trojan mourners (here the sisters 

of the fallen waniors), a custom that is soon 10 be exploited by H. herself (cf. 1053-4, 

1187-88, 1224). This ritual is mentioned or performed many times in tragedy (e.g. Air. 
426-7, S11pp. 973-4, Tro. 480) 1 as is the related act of oflcring hair at a tomb (for the 

significance of the lancr, sec Garvie on Acsch. 010. 7). 

ano ... K61,.1as ieWTo: tmesis is a typical feature of tragic lyric (cf. 10611.), especially 

Eur. (Breitenbach (1934) 266 counts 56 examples), and is parodied by Aristophanes 

(Henderson on Ly.s. 262-3; K-G 1.535); cf. 628, 1459. 

IKa1,.1cn16p1ov .•. ol6µa 'beside the Trojan river Scamander': for the identification 

of communities by their rivers, cf. 1-3n. Bo1he wished to delete IK01.1av6p1ov, but two 

adjs. where one would do is a regular poetic device: cf. 1451 <lloh11ooa I16c.Jv16:s. 

370 · EAAas (al' ) : 'EU6s is adjectival, '1he <land> of Greece' (for 1hc loss of ala, 

cf. Hipp. 537 ~O\J'TCX\I ci,6vov 'EAACJS <al'> 6i~E1). Kannicht treats 'Hcllas' as equivalent 

LO 't..hc women ofHcllas' (for the bereaved wives of Greece, cf. Andr. J037-41), but t.J1e 

image is rather of a personified Greece (cf. Aesch. Pm. 181-gg) grieving for her dead. 

Her repeated cries of grief arc marked by anadiplosis of ~oav and asyndcton (371). 

371 miaT6-ru~Ev: 3rd sg. unaugmentcd aor. of avo-roni~CA> (the verb occurs only 

once elsewhere, as rhe Chorus react to Cassandra's cries by asking Ti TCIVT
0 

avc.J16-

TU~as alJci,i /\o~lou;, Ag. 1074). The exclamation itself (6-ro-ro-roi vel rim.) takes various 

forms in tragedy (cf. \·\lillink on Or. 1390-1). 

372-4 describe typical gestures of lamentation: cf. e.g. Andr. 1209-11 (beating 

head and tearing hair), Htt. 652-6 (beating head and scratching checks). As pan of 

his lcgislat..ion against ostentatious funerals Solon is said to have outlawed the self

laceration of female mourners (Plut. &/. 21). The gesture's prominent role in tragedy 

(it is found only once in epic: JI. 19.284-5) is an expression of the extreme grief 



COMl'v!ENTARY 375-378 193 

rxpericnccd by its characters, and of the possibilities of theatrical, as opposed to 
narrative, presentation. 

CXTTCXAoxpoa ('tender-skinned') stresses the violence of the rending. 

i6euaev: 3rd sg. aor. Beuw 'wet', 'drench'. 

:375-85 H. compares herself to two women, CaJlisto and the daughter of Mcrops, 

who were both destroyed by their beauty. Yet whereas chcy were transformed into 

animals and so left not only their aUure but also their sufiering behind, H. 's beauty 

and suffering cominuc. Moreover, their beauty ruined only their own lives, but H.'s 

has killed countless Trojans and Greeks. 

:375-80 The myth of Callisto ('very beautiful') has several variants (Henrichs 

(1987) 254-67 presents a detailed discussion of them with a useful table), but all 

feature her seduction by Zeus and subsequent metamorphosi~ into a bear. Like the 

dau~hter of Merops (381-5), Callisto was a hunting companion of Artemis before her 

transformation. As with H. 's assimilation to Persephone (24-4 """9n.), the reference here 

to another parlhenos who was raped stresses the threat posed by Thcoc. to H. 's sexual 

integrity. 

375 w µcn:ap: Callis to is 'fortunate' because of the loss of her beauty (375-85n.). 

w 1,.16:Kap is also the expression traditionaJly used to congratulate a bride or groom 

(er. 1434-5, Tro.311-13, 335-7), and thus appropriate to the virgin (-rrap8eve) CaJlisto, 

\vhose 'maHiage' is (from H.'s particular viewpoint) a happy one. 

~p1<a6fa1 ('in Arcadia'), of which the eponymous hero Areas was the son of Zeus 

and Callisto (c[ Larson (2001) 154-5). 

376 6-rri~as is a certain change for ,he transmiued hriJ3as, since Callisto did not 

'mount' the bed of Zeus as a bear, but became one only after their union. 

Trrpa~aµoa1 yulo1s 'on four paws' (lit. 'with four-footed limbs'). TETpa~aµwv in 

archaic and classicaJ Greek is used by Eur. only, referring elsewhere to horses (El 477 1 

Tro. 516 (the Trojan horse), Plwen. 792) and the Sphinx (with her four claws, P/1oe11. 
808). 

377 ws ... -rrMov 'how much better was your lot than my fate'. L's 1Jf1Tp6s 

introduces a pointless reference to Leda, spoiling the connection between H. and 

CaJlisto. 1<11p6s (gen. sg. of Kr,p), first suggested by Diggle (1994) 178-9, gives c."ccllent 
sense and requires less extensive change than any previous proposal. 

378-80 'for in the form of a shaggy-limbed beast (with violent eye the shape of 

a lioness] you shed your burden of pain.' Line 379 makes no sense, since Callisto 

became a bear, not a lioness, and there is no reason co mention her fierce gaze in this 

(as H. sees it) positive context. Murray's suggestion 51,.11,.1crr1 6' a~pw1 axfiµa ~eaive1s 

('you soften your shape with a gentle Jook') is problematic, since H. 's main point is that 

Ca.lJisto's new shape was a blessing. The origins oft he intrusion remain obscure: it may 

be that a scribe felt the need to make the description of 'shaggy-limbed beasts' (378) 

more explicit (~axv6yu1os is a lmpax), but, being unaware of Callisto's transformation 

into a bear (which was familiar enough 10 tJ1e original audience to be left implicit), he 

presumed the 'four-footed' animal to be a lioness instead. 

ax8ea ~\'.mas: i.e. the burden of her beauty. 
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381--3 This is our only source for the story ofl'vlcrops' daughter. She may be the 

eponymous heroine of the island Cos: Stephan us of Byzantium states in his Et/mica, a 

study of place-names (s.v. Kws), 'Named after Cos the daughter ofMerops.' 

av •.. Kovpav: the voc. with µaKap (c( 375) is to be understood with the rela

tive clause, 'And (fortunate arc you coo), Titan daughter of Merops, whom Artemis 

once ... 1
• 

T1Tav{6a: i.e., belonging to the generation of gods preceding the Olympians. Her 

father l\1Ierops is also otherwise unknown. 

t~ExopEvaaTo 'drove from her dances'. The rare verb acxopruw ('to break out of 

the chorus') is first attested here, Lhc middle voice (3rd sg. aor.) suggesting Artemis' 

personal interest in, and control over, her own xopol (Smyth §§17141 1720). For maidens 

dancing in honour of Artemis, cf. e.g. Tro. 551-5. 
xpuaodp<rT' f>.aci,ov 'as (i.e. transformed into) a golden-horned doc'. The deer is 

often associated with Artemis in myth and an: one of her cult epithets was e>.aci,ri~6Aos 

('shooter of deer': cf. Hom. Hymn Art. 27 .2). In some accounts of Iphigenia 's sacrifice, 

Artemis saves her by substituting a doc (IT 28-30, 783-5, IA 1587-97). Here the doc's 
golden horns (i.e. horns made of gold, rather than merely gilded, as with a sacrificial 

vicum) mark out the animal as a divine creation (cf. Pi.nd. 0/. 1.26-30, where Heraclcs 

returns to Artemis the golden-horned doc which Taygeta, one of the Plciadcs, had 

once given to her). 
KaAAocruvas fvEKEV 'because of your beauty', of which Artemis was presumably 

jealous. The phrase picks up KaA11.10.oi (376), marking the essential point of compar

ison with these mortal women. For H.'s alleged pride in her own beauty, cf. 1368n. 

383-5: c[ 27-g, 26!2-3nn. 
~AEaEv WAEaE: emotional repetition, cf. 195n. 

6Aou.ivous 'accursed', with a note of disapproval rather than pure pity (cf. 232n.). 

385 H. and the Chorus go into the palace: c( 327-8, 362-851111. 

386-434 1\t/enelaus' monologue 

M. arrives, shipwrecked, bedraggled, and lost. His entry-speech resembles in part 

a second prologue: M. is alone on stage, his opening vocative and genealogy arc 

characteristic of several Euripidcan openings (vocatives: y•c/., Ale., A11dr., Supp., El., 
Plioen.; genealogies: Her., IT, Ion, He/., Plioen., Or., Baccli., IA 49-52), and his speech 
describes at length the background Lo his current predicament. By presenting M.'s 

entry as a 'second beginning', Eur. prepares the audience for the 'M. act' to follow 
(386-514), and emphasizes M.'s importance from now on as a focus and catalyst of 
the acLion alongside H. 

In the first pan of his speech (386-407) 1 following his self-introduction, M. recalls 
the Greek expedition to Troy, contrasting his own miserable wanderings with the 

fate of those who died in battle or managed to reach home. In the second part 

(408-34) he describes the shipwreck thaL has ruined his own hopes of returning 

':.omc and reduced him to shamcf ul bcgga11~ Dressed in ta Leered sailcloth (421-4n.), 
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M.'s appearance demonstrates his complete loss of status, and like H.'s phantom, 

his desperate condition seems to call into quesLion the 'glory' of the war (cf. 393-6 1 

453nn.). 

386, Pclops is identified by his most famous achievement, the defeat of Oeno

maus, king of Pisa near Olympia, in a chariot-race. Since Pclops' victory won him the 

hand of Oenomaus' daughter Hippodamcia, who gave birth to Atreus, M.'s father, 

the cha1iot-race is also an apt starting point for the genealogy that M. wishes could 

be undone, cancelling out his own existence (cf. JT 1-5, 823-5). 

c!> • , • rro,e: the formality and grandiloquence of M. 's unusually elaborate apos

trophe (note the interlaced word order) emphasizes the illustriousness of his ancestor, 

but also suggests M. 's own sens(' of self-importance, which will soon be shown to be 

completely at odds with his situation (435-82n.). 

aµIAAac; l~aµ1AAf18eis: aor. part. of l~aµ1AAaoµa1 ('to compete vehemently'), with 

Oenomaus in the dat. as the person against whom the aµrAAa is aimed; the intensive 

EK-compound (the verb is confined to Eur. in archaic and classical Greek: CJ·d. 628, 

Or. 38, 43 r) ,1nd the cognate acc. stress borh the importance of the contest, which is 
in effect for Pclops' life or death, and t.he effort required to win it (cf. 1471). 

388b-9a Pclops' murder at the hands of his father Tantalus, who served his 

dismembered body at a banquet for the gods, was a weU-known myth (conrradicted 

and refashioned by Pindar, 01. 1.25-58) 1 but any reference to it here (as in the MSS) 

is highly unlikely. Quite apart from the peculiar shamefulness of this episode in his 

family's past, M. 's extended evocation of Pclops' victory at Pisa (386--7) suggests that 

his wish for Pdops' death is far more likely to be connected to that event (previous 

losers in the chariot-race having been killed by Oenomaus) than to any misfortune 

in the previous generation. Kannicht's tv 6p6lJotc; neatly restores the required sense. 

(The interpolation probably stems from a desire to include another (in)famous episode 

from the myth of Pclops. TTEta8eic; implies an othenvise unattested version in which 

Pclops was persuaded by Tantalus to be part of the banquet, hence tl1c anonymous 

conjecture neci,eeic;, 'cooked', among others.) 

390 yevvflaai: aor. inf. YE\JVOCAl, 'to father'. 

391 In Eur.'s Creton H'omen (produced in 438) Aerope bore M. and Agamemnon to 

Pleisthenes, son of Atreus (cf. Webster (1967) 37-9, Ganrz (1993) 555-6). For Acrope's 

adultery with Thyestes and its consequences, cf. Eur. El. 720-46, Or. 1009-10. 

392 KAEl\10\1 ~uy6v 'a famous pair': cf. Aesch. Ag. 44 oxupov ~euyoc; )\,pe16&.i. 

393-6 M. foregrounds his role as leaderoftl1e Trojan expedition. The suppression 

of Agamemnon, the traditional commander in chief, is in line with the play's panicular 

focus on the fate of M. (and H.), whose delusion and suflcring are emblematic of the 

war as it is portrayed in the first pan of the play (cf. 1603-40.). For an audience 

who know Homer, however, the tone of M.'s words is strikingly pompous: cf. 435-82, 

453nn. 
393 yap is to be taken nat with KAe1v6v (392) but with the whole of386-92: i.e. the 

magnitude of the Trojan expedition and M. 's subsequent misery (393-407) explain 

his opening wish that he had never been born. 
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ou K61.nr(.)1: by protesting too much 1\11. in fact draws attention to his boastful tone. 

394 Kc.:,Trf11 61oplaa1 'took over by ship', lit. 'with the oar': for the synccdoche, cf. 

191-3n .. and for the particular use of parts of ships in such pars pro lolo expressions, sec 

Breitenbach (1934) 174(d). 
395--6 l\•l.'s insistence on the absolute willingness of the troops, eliding the Greek 

leaders' oaths to avenge H.'s abduction (cf. Stes. fr. 190 PAIGF, LI 57-67) or the 

power of Agamemnon to compel their assent (cf. Thuc. 1.9.3), characterizes him 

sympathetically (from an Athenian democratic perspective) as the freely elected leader 

of the army: cf. El. 1082, Or. 1168, IA 84-5 for similar claims by or about Agamemnon. 
-nipavvos ••• veavla1s: for such 'emphatic repetition with z:arialio' as a feature of 

tragic style, cf. Mastronardc on Phom. 630. 
397-400 Tous 1,.1iv ••• I Tovs 6' ••• I tyw 6': M. first contra..c;ts those who died 

at Troy with those who returned home (c( Aesch. Ag. 433-55) 1 then contrasts the fate 

of both groups with his own ongoing affiiction. 
397 ap181,.1fiaa1 ,rapa (= ,rapeai1: cf 422) 'it is possible to count up'. 

398 For the dangers of the sea, cf. 126-32, 408-10. 
399 vacp&v ••• 6v61,.1ar': the names of their drowned comrades. rather than their 

own 'because they returned home after being given up for dead' (Oak). However, ~ l. 
himself will later agree to be called dead 'in report' (1050-2 A6yw1 8aveiv). 

400-, M. has been wandering the seas for seven years (cf. 112. 766-9, 775-6) 
until his arrival, shipwrecked and destitute, in Egypt. In the Od_)'sse)'. by contrast, his 

wanderings begin after his time in Egypt and arc an opportunity to collect much 

treasure (4.81-5). 
401 xp6vcv oaov,rep 'ever since'. 

403 TI'pos 8e&v: in fact the gods arc about to choose between competing plans for 
l\il. 's homecoming: c[ 876-86. 

404 A1~uns, •• lm6po1,.1as 'the landing-places of Libya'. M.'s visit to ·fenilc' Libya 

in the Od)'SSe.J' (4.By-9) reflects early Greek colonial interests in the region of C}TCne 

(cf. Mallcin (1998) Index s.v. Libya). Here its coast.line is 'desolate and inhospitable', 
stressing the hardships suffered by M. 

405-, In the Ot!)•Jse;• M.'s Acct is hit by a storm as it rounds Cape Malea (3.286-90) 
and he docs not sec Greece again for another seven years. The description here of 

being repeatedly 'close to my country' (°eyyus ... mi-Tpas), only co be driven back 
each Lime, magnifies his misery and fmstralion. 

405 X~Tav: crasis, Kai oTav. 
406 0Ctp1ov: sc. nvEv1,.1a, 'a favourable wind'. 

408-13 M. anivcs in Egypt with five ships in both t.hc Od_)'ssey (3.299-300) and 

cyclic Nosloi (p. 94.6-7 Bernabe = p. 67.9-11 Da,~cs). Here, however, his last ship 
is destroyed (41on.) and much ingenuity will be needed to furnish a replacement 
(1059-92). 

409 t~hreaov 'I have been cast up'; cf. 539, 1211. 
410 6p181,.1ous (in the sense 'separate pieces': cf. LSJ s.v. 1 4) is an acc. of result 

(Smyth §1578), stressing the impossibiJiLy of salvaging a sailwonhy vessel: '[my ship] 
· broken into countless bits of wreckage'. 
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,p1-13 M. and 'H 'survive by clinging to the broken keel (Tp6ms),jus1 as Odysseus 

had done before landing on Ogygia, the island of Calypso (Od. 5.130-1; cf. Rutherford 

on 19.278-82). 

411 nou<IAw\l apµoaµcnw\l 'of its skilfully fitted pieces (onJy the keel was left)'. 

The noun apµoaµa ('joined work') is a hapax /egome11on. 
413 anoam:xaas exw '(Helen whom) I dragged (from Troy) and have with me.' 

l\·J.'s emphasis on his possession of H. is understandable, since he spent ten years 

fighting 10 regain her. For his dragging of H. by the hair, cf 116n. 

414-17 Embarrassment at his condition has prevented M. from approaching peo

ple to find out where he is. The combination of aicrxuvn (415 ,; ICT)(U\I0IJflV) and alows 

(417 \'.m' al6ous) is emphatic, expressing the power of .M.'s shame. H. 100 is appaJJed 

by the idea that her husband has been reduced to begging (790-1). 

415 {anEaEiv: aor. inf ElanlTTTw, 'go among (the crowd)'. 

[416] Reference 10 M.'s 'shabby clothes' (6uoxAmviac;; c( Hee. 240) seems out 

of place, since his appearance is introduced at 42 1-4 as if it were an additionaJ 

aspect of his misery. Here, however, M. is speaking more generaJly of his shame 

at everything that has happened to him (417 Tac; wxac;). The interpolator has 

tried 10 elucidate M. 's embarrassment, but, inAuenced by 421-4 1 has done so too 

specificaJly. 

417-19 The idea that it is better (i.e. less painful) to be constantly unfortunate 

than 10 suffer the change from prosperity to misfortune is a piece of popular wisdom 

espoused by several Euripidean characters and choruses (e.g. Hee. 375-6 1 Tro. 639-40, 

IT 1117~2; interpolated at H,,. 1291-3). M. 's sentent.iousness (cf. 513-14) is a plausible 

reaction 10 the stress of his unfamiliar condition. 

U~flA0c; 'of high status', 'prosperous'. 

Elc; 6T18lav 'into an unfamiliar state'. 

Kcnclw = KaKlova, modifying a:n8iav. 

420 TElprn a poetic word (cf. e.g. II. 4.315 (Agamemnon to Nestor) OAAC aE yi;pas 

TEip11 oµohov), here emphasizing M. 's destitution: 'need presses hard on me'. 

ncipa = napecrn 'is available'. 

421-4 Though Aristophanes mocked Eur. for his ragged heroes (Ack 410-79, 

Peau 146-8 1 Frogs 841-2 1 1063-6) 1 M.'s costume is used to great dramatic effect. As 
well as reminding the audience of his desperate situation throughout, M.'s tattered 

appearance helps deceive Theoc. by supporting a false version of the shipwreck (cf. 

1079-82, 1204-5). By the same token, M.'s fine new clothes, given to him by H. 

(1382), symbolize a positive change in their fortunes as the escape plan develops, and 

his entrance dressed as a warrior foreshadows his success as a fighter on board the 

escaping ship (1375-81, 1600-12): cf. lntrod. § 5(a). 
421~ 'One can guess this by the cast-oITs from the ship that I am wearing.' 

avTci is emphatic by position: cf. Mastronarde on Phom. 557, who helpfully glosses 

mrra here as 'the facts themselves'. By 'the facts themselves' M. means his generaJ 

state of neediness (420-1) 1 not simply his lack of clothes. 
uaos l1<~6).01c;: M. has clothed himself in materiaJ salvaged from the ship. His 

description at Ar. Thwn. 935 as a 'sail-stitcher' (laT1opp6:4>os) makes it very likely that 
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he was wrapped in pieces of sailcloth in Eur. 's play, the target text of Aristophanes' 

parody. He also canies a sword (cf. 983, 1044). 

a1,.11tl0')(01,.1a1: crasis, & 01,.1nla-x_o1,Ja1, '(the E1<~0>.a) which I am clothed in'. 

423-4 >.aµnpa T
0 

61,.14>1~>.~1,JCITa I x>.166c; TIE 'bright cloaks and luxurious gar

ments', symbols of M.'s former prosperity. 

424-6 iu 6' mnpov IJU)(Oic; I ,cpu'+'ac; yvuai1<a: as soon as he reaches Ithaca, 

Odysseus hides the treasures given to him by the Phaeacians in a cave (Od. 13.367-9). 

By contrast, M. is still far from home and has hidden in a cave the cause of his own 

suffering. 

-n;u Km<wu naVTCAlV f1Jol I ap~aaCI\I: l\11.'s unsympathetic attitude to his wife is 

emphasized, since it will play an important role in his refusal to recognize the real H. 

(s41-g6). 
426-? nep1>.e>.e11J1Jluous: perf. pass. part. 1tEp1>.elno1,.1a1, 'those of my friends who 

survived'; cf. 599, 737. 

lruayKaaas: M.'s men must be forced to guard H. The detail su~gests not only 

M.'s continuing distrust of H., but also the Greeks' readiness to be rid of her. 

>.ix11 ('bed')= 'wife', c[ 475 1 584, 590 1 784, 974, etc. The metonymy is indicative 

of Greek gender ideology: the 'husband' is not so readily defined with regard to his 

sexual role. 

428-g 1,Jovos: M. 's solo mission marks both his status as leadl'r and his concern 

for his companions (cf. Od. 10.144-7). 

voa.c";:,: usually 'I return', but here simply 'I come': cf. 474,891. Neverthell'ss. the 

word evokes the delayed nostos of 1\1I. in early epic (405-711.). 

Ta np6a4>0p' 'what is needed', i.e. food and drink. 

430-1 Like Tcuccr, M. is impressed by the masonry and scale of the palace (68-

7on.); Odysseus man 1els too as he approaches Akinous' palace (Od. 7.81-135). 

432-4 M. explains his decision to approach this particular house (430 6wµa ... 

T06E): the rich arc helter able to help beggars than the poor. 

433 iK 6i IJ~ 'x6VTCAlV ~lov 'but from the poor'; for IJfl + part. in generaJ or 

conditional statements, cf. Smyth §§2728, 2734. 

434 ou5' ••• fxo111:u cni' '- they couldn't help even if they wanted to.' Palcy's 

emendation (E')(OIIJEV for exo1EV) removes the anacolu1hon ('from the poor we could 

get no help even if they wanted lo give it'), but the abrupt change conveys M. 's 

dismissive cenainty. 

435-482 J\1entla11J' dialogue with tlu Old l·Vi,man 

l'vl. caJls inside for someone to relay his request for assistance. An old female slave (c[ 

441 w ypaia) comes out of the palace and gruffiy orders him to leave. More than 

any other scene in the play, this encounter has been interpreted as a sign of Helm's 
'sub-tragic' quality. M.'s treatment by the Old Woman, it is often claimed, is absurd 

and out of place: e.g. Burnett (1971) 82 'for a moment he [M.] makes an open farce 

of her (H. 's] already ridiculous tragedy.' lt would be a mistake, however, to condemn 
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the intrusion of such 'comic elements' as a violation of tragedy's generic purity: sec 

lntrod. §7. 

\'\'hat, then, is specificaUy 'comic' about M. 's dialogue with the Old Woman and 

what purpose docs the humour serve? Though it is unclear whetJ1er M. actually 

knocks on the door as well as shouting (faplin (1977) 340-1 thinks not, while Brown 

(2000) 6 thinks it reasonable lo suppose 1hat he docs), both motifs (knocking and 

shouting indoors) arc more numerous in comedy than in tragedy, and 'the comedy 

of doors' was, and remained, a staple of comic drama (ef. Scolnicov (1994) 41-7). 

However, there is nothing amusing about the use of 1.hese stage-conventions elsewhere 

in tragedy(cf. Aesch. O,o. 653-8, Eur. /71304-8 1 Plwtn. 1069-71 1 Baul,. 170-j), which 

suggests tJrnt 1hcy arc, in 1hc fifth century at least, cro.u-gn,mc features rather than 

peculiar to corned}~ In other words, 1..he impact of such stage-actions depends on their 

context. 

Here, however, unlike the other tragic examples, M. 's command is made to seem 

ludicrous by the doorkeeper's peremptory response: the conqueror of Troy must beg 

an old female slave 10 stop being angry (442) and not push him away(445). Moreover, 

the humour is accentuated by Eur. 's reworking of the epic pattern in which M. is 
cast as a lesser version of Odysseus, for instead of meeting the nubile and hclpf ul 

Nausicaa, M. is confronted by a cantankerous old woman. The scene's comic quaJitics 

were immediately appreciated by Aristophanes, who quotes from it in his parody of 

Htlen, as lnlaw/' 1-lclcn' takes on the doorkeeper's function of informing Eur./'M.' 

about Egypt, while Critylla performs the role of abusing 'M.' (c( Tl,esm. 871-88). 

Nonetheless, the humour of the Euripidean scene differs from that produced by the 

recalcitrant slaves of comedy (one should also note that tJ1c incidence of coUoquiaJ 

expressions in the diaJogue is no higher than elsewhere in the play: 439, 475nn.). For 

it is hardly all uproarious (pau Seidensticker (1982) 175-7 1 who exaggerates the comic 

tone and reduces the scene to buffoonery), and, most importantJy, there is a bleak and 

disturbing edge to the situation, since it highlights above aJI M. 's loss of status and his 

desperation. 

In conclusion, M.'s encounter with the Old Woman u funny. even while it has 

a serious import, Iinet tlle.st two aspects can ,~xisl. Moreover, such polytonaJiry is nOl 

confined to Eur., since Aeseh. and Soph. also use the interaction of various cones and 

styles (e.g. the Watchman and the Herald in Ag., the Nurse in O,o., Liehas and the 

l\'lcssenger in Trad,., rhe Guard in Anl.) to enhance the tragic impact of the aclion. As 
here, the humorous passages in Acsch. and Soph. all involve lower-class (and usually 

anonymous) characters. Finally, M. 's dialogue with the Old \-\'oman also marks an 

important stage in his gradual recognition of the truth, since he first learns from her 

that H., daughter of Zeus (cf. 470-2), has been living in Egypt since before the Trojan 

\\far began (470-6). 

435 w,; is often used to attract attention ('Hey there'): ef. 1180, IT 1304, P/,oen. 

10671 1069 (all before closed doors). 

TIS av .•. µ6).01: a question with potential opt. can be an idiomatic way of 

expressing a wish or command. 
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4:n-40 The Old \•Voman's opening words arc a series of commands and threaLS, 

and she continues in this vein until 460, when she begins 10 answer M. 's requests 

for information. M. is ashamed of his condition (cf. 415-17), but now learns that his 

situation is far worse than he had feared, for all Greeks arc 10 be killed (439-40). 

438 npos CX\JAEl01a1v .•. m'.JAa1s 'at the courtyard gate': as with a Greek house, 

the outer gate of the Egyptian palace leads into a courtyard (behind the stage-building 

and so out of sight): cf.Jcl>b on Soph. Ant. 18 EKTOS avAeiwv TT"VAwv, 

439 For coUoquiaJ ox).ov 1Tapixe1v ('to be a nuisance'), ef. 1Wed. 337, Or. 282, 

Stevens (1976) 56. 

440 o1a1v ovK hrnnpo4>ai 'for whom (i.e. al ·EAA'f'IVES) there is no approach'; cf 

H.'s warning to Tcuccr (155). 

441-2 c!> •• , I E~ECTTI 'Old lady, you may say those same words in a diflcrcnt 

tone.' The MS text is corrupt (sec apparatus criticus). The sli~ht changes to ,avTa 

and KaAA<AlS Atye1v make it possible to retain ElTfl (changed to ElTEi by r-.•lurray and 

endorsed by Kannicht) and avoid isolating E~EO"TI. 

aves: aor. imper. of avif11 . .11, with separative gen., 'relax', 'cease from' (L.SJ s.,~ II 8 

c). 

443 f1,.1ol ••• 1Tp6aKEITat: lit. 'this (task) has been laid upon me', said as she 

advances threateningly towards M. 
445 For the use of a ('a sharp cry of protest, commonly followed by a prohibition 

with 1-1ti '), sec Barren on Hipp. 503-4. 

IJTl 1Tp6am xetpa 'don't shake your fist', i.e. as a gesture of rejection. Blomfidd's 

1Tp6am is preferable to L's IJTl 1Tpoaei).e1 xeipa ('don't force your hand (against me)'), 

since TTpo<mAE<Al is not otherwise ancsted in Attic poetry. Bond remarks (on /-In. 1218) 

that 1Tp6ae1e 'seems too mild for the context (1,.1ri6' w8Et pia1 follows, cf. 452)'. But 
there is no reason why this (familiar) gesture should nol be mentioned firsl, before the 

mention of force. Moreover, 1JT16' w8u J3ia1 implies only the threat of force, and 452 

shows that it has not been used. 

446 yap 'Yes, I will push you, because ... ' (cf. GP 74.2). 

448 Despite Kannicht's aucmpt to defend L's text, there is no ccnain instance of 

av with the future infinitive in classical Greek (cf. Moorhouse (1982) 216-17). A present 

or aor. inf. is needed, and Km,acs's conjecture (adapting Dale's aous y' foayyfile1v 

).6yous) reinforces the Old \•\loman's warning: her compliance with his request would 

be disastrous (mKpws) for .M. (001) himself 

449 M. tries Lo mollify the Old \'\ 1oman's anger by reminding her of his speciaJ 

status as a shipwrecked foreigner (protected by Zeus Xcnios and Hikcsios: cf. Cyd. 

299-301, Burkcn (1985) 130). 

451 OUK is accented to show ellipse of the verb (d1,.11, responding to 450 i81, 'go!'): 

cf. Moorhouse (1959) 27. 

n18ou: 323n. 

452 ~a6TJC71)1: 2nd sg. fut. passive of <1l8E<Al, 'push'. 

453 M.'s despairing question, with its insistence on his former status as leader 

oft.he Greek expedition, sounds pompous in context: 393-6 1 454-nn. The revelation 
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of the phantom will in due course make the apparent futility of the Trojan War 

itself clear to aJl: 707, 115 r-64, r220. II is important, however, not to exaggerate the 

significance of i\•l.'s complaint here, as if it were a claim (with extra-dramatic impon 

for rhe audience) abour the futiJiry of war per se.. sec In trod. §1(b). For a more posit.ivc 

C\'aluation of rhc Trojan \Var, and from the perspective of H. herself, sec p. 336. 

alai: M. 's high tragic style (cf. 455 w 6ai'µov, 461 w 6ucnnvos) contrasts forcefully 

with the Old \Voman's blunter manner, underlining how misguided M. was in his 

cxpcc1a1ion of sympathy and hospitality (427-36). 

454 The response is stark and crushing: 'You were obviously imponant somewhere 

else, bur here you arc not.' 

455 w 6aiµov: by invoking his own daimo11, rhc power that dri,·es his life (which, 

so far, had always been one of high stams), .M. both underscores and bemoans the 

shamefulness of his present condition. 

456 TI ••• 6cucpu01: as is shown by M. 's own justification of his refusaJ 10 shed 

tears before Thconoc (9,n-53) 1 weeping per .1e is not ne~cssarily un-hcroic, but the risk 

that it mi~ht be construed as 'cowardly' or 'womanish' (cf. 950--:3n.) made it a risl..-y 

and polentiaJly embarrassing gesture. (Of course, in masked theatre, weeping and 

other expressions must be imagined by the audience: cf. Pickard-Cambridge (1988) 

171-2.) Here M.'s show of emotion is undercut and rendered ludicrous by the Old 

\Voman's blunt refusal to pity him. 

11'p6s ••• d; lit. 'in whose eyes arc you worthy of picy?', implying 'you arc not so 

in minc. 1 

457-8 M. returns to the contrast with his former good fortune (453, 455), but 

rhe Old Woman's remarkably brusque response ('\Von'1 you go away and give your 

tears 10 your friends (so that they may picy you)?') stresses once again her humiliating 

treatment of him {cf. 455 ~saver~• r,T1µ~µE8a). 

460 KirchhoIT's adaptation of Ar. The.sm. 874 npuiTEulS Ta6'ecni µiAaepa answers 

M. 's question exactly (with 459-60 forming a chiasmus: land/palace"' palace/land). 

Kannichr defends L's reading npuiTEUS Ta6' oi1<ei 6wµa-r' on the grounds that 'the 

dead Proreus still counts here as the ruler'; yet although Protcus' conduct towards H. 

remains an important reference point for the contrasting actions of his children, it 

is clear that Thcoc. is now the ruler (c( 466) 1 while the only building that the dead 

Protcus could be said 10 inhabit (oiKEi) is his romb, which makes no sense as a response 

10 M.'s question about the palace in 459. 

461 oT is exclamatory, 'to what a land (have I then sailed)!' apa marks M.'s rcaJ

ization of the tru1h: cf. GP 40-4- For M. 's arrival in Egypt in other versions of the 

myth, sec 408-13n. Having been buncucd around the Mediterranean for seven years 

(400-7) 1 M. now finds himself further away from Greece than he has ever been 

before. 

462 TO Ne!Aov , •• yavos 'the Nile's sparkJing water'. Dodds on Boah. 261 notes 

'The root meaning of the word [yavos] seems to be "brightness" ... ; it is used 

especially to describe the sheen or sparkJc of liquids.' Here the word suggests 1hc 

Old \Voman's pride in her native river, and hence her annoyance with M. 's apparent 
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complaint about Egypt. For the Nile's alleged source in melting mountain snows, cf 

1-3n. 
463 ti.ah.14'811v (aor. with present sense) 'I do not find fault with it'; cf. Lloyd (1999) 

42 'The aorist here is more restrained and polite ... than the present would have 

been.' 

464 is a version of the most common topos of consolation, 'you arc not the only 

one to suffer' (e.g. Ale. 416-19 1 Andr. 1041-2), but here the Old \.Yoman has no wish to 

console M. and her tone is impatient and dismissive. For 611 wich pronouns (especially 

mi), where 'the emphasis is often ironical, contemptuous, or indignant in tone', sec 

GP208.ii. 
465 EaT

0 

••• ava~: M. has never even heard of Proteus (460) and so naturally 

docs not know that he is dead. 
467 ,rou ... Eln 'Where might he be then?' 6f;Ta and the potential opt. emphasize 

M.'s impatient desire 10 meet with the king, regardless of his exact identity. 

468 ouK evSov (sc. lo-r1): cf. 153-4, 1169-70. 
·H,A'IC71V 6l ,roAEl)IWTcrros: cf. 155, 439-40. M. docs nm discover the reason for 

Thcoc.'s hostility to the Greeks until 781-8, since the dialogue takes a new turn when 

he learns of (a certain) H.'s presence in Egypt (470-6). 
469 Tlv' ahlav axt:lv 'What reason docs he have (to be so opposed to the 

Greeks)? 

ii~ hT11up61,.1riv lyw: lit. 'of which I got the benefit'; for the sarcac;tic use of hrav
piaKoµa,, cf. JI. 1.410 (Achilles on the Greeks) iva iro.VTES eircrupe..>VTa1 ~aa1Afios, and 

76-7n. on a-rroACX\Jt..), 

47er2 n TOU A16s I ... n TuvSapls ,rais: the exact description heightens M. 's puz

zlement at the identity of this 'other' Spartan H. (487-96). The sequence of questions 

by M. in 471-5 underlines his astonishment stiU funhcr. 

473 Tlva ••. A6yov 'how is this matter to be explained?': an aside, like the second 

pan of 475 (cf. Bain (1977) 42-3). 
474 VOCTTf!aaa' 'coming': cf. 428-911. 

yi;s ••• cmo: anastrophc (23-4n.). 

475 ou -rl irov: sec 95n. M. cannot believe what he is hearing. 

AEAf1101,.1E8': 1st pl. perf. pass. Ar,1,01,.101, 'rob', with internal acc. 

Mxos: 426-7n. 
478 TVX'l .•• ~• TapaaaE""Tat: the disturbing turn of events is Theoc.'s desire to 

marry H., which has made her Ace the royal palace. 

479 Ka1pov ••• ouSiv'(adverbial acc.)= Katplws, nposlls Katpov (cf 1081). Timely 

and untimely arrivals arc of course a staple of narrative development, especially in 

drama (e.g. Hipp. 899-900, Phom. 106, Or. 384): cf. ro81, Race (1981). 

480 86vaTos ~h,16 001 YEVf1aETa1: M.'s appeal to the rights of a xmo.s (449) will 

cvidentJy count for nothing. The perversion of guest-friendship threatened by the Old 

Woman recalls Odysseus' meeting with Polyphemus, where the Cyclops' promise to 

cat the hero last of all is presented as a ~E1vi)1ov (Od. 9.369-70, Eur. Cycl. 34!2-4). The 

echo is a funher link between M. and Odysseus: 411-13 1 424-6nn. 
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481-2 oux oaou 'I am in fact well-disposed to Greeks for all (lit. not lo lllt t:cltnt o.fJ 
the harsh words I spoke in fear of my master.' The Old Woman's parting revelation 

of her underlying goodwill is highly cfTcc1ivc, since it stresses the danger posed by 

Thcoc., which will be chc cacalyst of the escape plot, while also making clear that not 

all Egyp1ians arc hos1 ilc to the Greeks: cf 998-1029, I ntrod. §6(c). 

483----.514 ,Htntlmu' uco11d monologue 

A be,,ildcrcd M. tries to make sense of the news that a Spartan woman called H., 

daughter of Zeus and Tyndareos, i.s living in Egypt (483-99). Having examined the 

information before him (490-6: the apparent existence of two Helens, two Spartas, 

etc.), M. concludes that many people and places have the same names (497--9). Thus, 

like Teuccr before him, 1\1I. is al.lie to retain a folse conviction (J,i.J H. is a bad woman) 

by believing that the Egyptian H. is merely an innocent double or homonym. There 

is nothing intrinsicaUy ludicrous about M. 's reasoning (nor is there any need to delete 

497-9, pace Kovacs (2003) 35-6): he begins by arguing Lhat Lhcre cannot be two Helens, 

two Troys, etc., but the aJtcrnativc scenario - lht H. is living in the paJacc and never 

went to Troy - is (for him) unthinkable, which makes the existence of homonyms a 

plausible solution. The audience might well be amused by M. 's confusion, but they 

could also appreciate the serious implications of his epistemological dilemma: sec 

lmrod. §6(a). 

483 T( ci,w; Tf M~CrJ; cf. 496 and M. 's bafficd speechlessness when he actually sees 

H. (548-9). 
484 IK TClu 1Tapo181 'in succession to the ones before'. 

nap1a,-~aas: fem. acc. pl. perf. part. of lTapiOTflµI, 'to be at hand' (LSJ s.v. e 11 

2). 
489 iAE~E 'she said', i.e. the Old \Voman (,no). 

490--1 &AX~ is used in quest.ions to express surprise (cf. Barrett on Hipp. 858--9): 

'Is there really some man called Zeus by the banks of the Nile?' Though M. rejects the 

idea initiaUy, his question evokes some of the most advanced theological speculation 

of the fifth century: Herodotus argued that the Greeks had gotten the names of nearly 

all their gods, including Zeus, from Egypt (2.50), while Prodicus claimed that the gods 

were originally humans deified for their good services to mankind (cf. Henrichs (1975) 

111-15). In the Baa/,ne Penthcus mocks the Lydian stranger with the suggestion that 

'some Zeus' (by implication a mortal) might live in Lydia producing 'new gods' such 

as Dionysus (467). 

493 Tov K<XAA166ua,cos ••. Eup~Ta: 209-1on. KCV1A166ua~ ('with beautiful reeds') 
is a /,apax. 

496 ou,c EXCrJ 'I don't know', lit. 'I do nor have [the knowledge o~ what to say'; cf. 

564 ou6' (XCrJ Ti ci,w. 
497-9 Ironically, M. solves the problem of multiplicity here by separa1ing the 

name from its referent (the individual man, woman, or city), the very concept he is 
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unable 10 grnsp when confronted by 1hc rea.l H., who musl remind him 1ha1 'a name 

can be in many places' (588). 

497 '(Bul I suppose it is credible) for .. .'; yap marks M.'s transition from perplexity 

to accep1ancc 1hat the sharing of names might not be so s1art.ling (499 8auµaa.fov) 
after all. 

t:>s Et~aa1v (= Attic form of foiKaaiv) is the personal cquivalcnl ('as they seem') of 

t:>s fo1KE ('as i1 seems'). 

hi 1ToAAi;1 xeovl 'in 1he wide world'. 

498 Tmi-r': crasis, Ta mi-ra, with receding accent, '1he same (n~mcs)'. 

500-14 Having resolved his confusion, M. determines to seek help from the king, 

despite the Old Woman's warnings, relying on his fame as 1hc conqueror of Troy. 

500 TO 6E1vov npoan6Aou: rhc absence of 1he article wilh npoCTTT6Aou has a 

contcmp1uous force, 'the warning of a (mere) servant'; cf. 439-40, 479-80. 

501-~ M. 's confidence in t.he hospi1a.lity of hi.'i host and 1he power of his name 

recaJls Odysseus' mistaken assumptions about 1he Cyclops: 'We arc the conquerors 

of Troy and have come as suppliants, so give us presents, as is 1hc right of strangers' 

(paraphrase of Od. 9.2G3-71). :M.'s encounter with the Old Woman has barely affected 

his sense of sclf-imponance; c( 393-6, 453 nn. 

501 ~6:p~apos tpiuac;: for L11e cruelly of hnrbaroi, cf. e.g. Or. 485 (f)11darcos to l\·J.) 

~E~apJ3apwaa1, xp6v1os WV iv J3ap~6po1s. 
5mz ouoµ· cncouaas: a further irony (cf. 497-9n.) will be felt when M. su1,•ives by 

concealing his name: rn77-8. 

Tou1-16v: crasis, To iµ6v. 

503~ There is no need to reject these lines (pact \\'illink, followed by Dig_~lc 

and Kovacs): their mixture of bravado and reasoning suits M. (cf. 490-502), while 

the implici1 stage-directions (M. will conceal himself (507 Kpu"°'as iµavT6v) so as ro 

observe the king's demeanour before deciding whether to approach him) explain why 

M. remains unseen until H. catches sigh1 of him near rhc tomb a1 541. (In facr Thcoc. 

docs not enter for over 600 lines, but when he docs, M. is crouching out of sight al 

the tomb: cf. 1085-6, 1178-g, 1203.) 
503 fi"°'a: tst sg. aor. ac1. of c:nnw, 'set on fire, light'. Note tl1e explanatory asyn

dc1on ('He will nm refuse me food, because .. .'); so too at 505, which picks up the 

central idea of 5001T. (' I shaJI not flee ... but I shall await ... '). 

504 is deleted by Kannicht as being supcriluous af1cr ovoµ' ... Touµ6v (502) and 

KAE1v6v (503), but the emphasis on M. 's pride in his name is apposite: 497 --91 5mmn. 

ouK ayvwa-ros: litotes, 'very famous'. 

505--6 61aaas •• I, 4>u>.a~E1s: lit. 'two securities\ i.e. two ways of coping with the 

king's attitude, whether hostile or favourable. 

£XEI (= naptxE1), '(awaiting the king) provides'. 

508 lv618c";:,1 TI µaA8cn<6v '(if) he shows some compassion'. 

508-9 Ta np6a4>opa I ... auµci,opas 'what is needed in (lit. fitting for) my current 
mi£fortune'. 

10 Kcncc";:iu •.. foxa-rov '(1his is) the worst of my sufferings'. 
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511-12 For the disgrace involved in begging, cf 790- r. 
51.3-14 The attribution of such a commonplace 10 'some wise man' suggcst.s M. 's 

eagerness 10 compensate somehmv for his humiliation: cf ,p7-19n. 

515-527 EPIPJ\RODOS 

In each of the few survivin~ instances where the choms leave the stage for a time 

(cf 327-811.), their re-cntl)' (enm6po6oc;) is naturally handled to suit the individual 

dramatic context: the Furies enter sporadically in pursuit of Orestes al Athens (Aesch. 

t1m1. 244~75); the two semi-chonrscs of Salaminian sailors rush from different direc

tions in search of their endangered leader (Soph. Aj. 866-78); the chorus of Trojan 

soldiers come upon Odysseus and Diomcdcs in the Trojan camp ([Eur.] Rilesu.r 675-

91); the old men of Phcrae accompany Adme1us in a funeral procession (Ale. 861-g34). 

Here the Chorus return from 1hc palace with news of Theonoc's response. (It is not 

en1ircly clear whether H. remains silent during their song or re-enters onJy after they 

have finished: the la11er seems more probable, /mcc Halleran (1985) 23; cf. Taplin (1977) 

19.~ n. 3.) 
Brief astrophic choral songs arc occasionally used instead of stasima in circum

stances of great urgency so as 1101 to slow the pace of the action (c[ Dodds on Bncrk 

1153-64, Rode (1971) 86). Here the short ode gets the Chorus back on stage quickly 

so that the long-awaited recognition scene can begin. Thconoe's pronouncement -

M, is not dead (517-19), but still wanders the seas (520-7) - undoes the grief caused 

by the 'rumour' of M.'s death (cf. 132n.)1 while leaving open the issue of his eventual 

fate (so as not 10 dissipate the suspense of the following scenes): cf 535-7n. 

,He/re. After an iambic introduction, a single acolo-choriambic stanza of three periods, 

each ending with a phcrccratean (i.e. a glyconic with catalexis). On Eur. 's fondness 

for the 'choriambic dimeter' or 'wi.lamowitzianus' (oo--x- .... ....,-), also prominent in 

the second and third stasima, sec ltsumi (1982) 59 1 72. 

--...,,--...,,--,.,-1 
TJKOUOO "TOS 8ECTTT1Cul60U KOpac; 5 15 sync ia trim 

---- ---- ------1 
a xpfi1~oua' hTAa8T)v -rup6vvo1c; 66µ0101v, 516 4 bacchiacs 

-..., ....... --...,.-

we; MEve,.aos ou- 5 17 clodrans A 

--.,-...,,,__,-...,-i 
lTCu µEAaµ4>atc; oixna1 518 glyconic 

wvv-...,.~-N 
61' EpE~OS x8ovi Kpu4)8E1S, 5 19 phcrccratcan 

-...,....,,...,-,.,...,,-, 
6"AA' h, Ka-r' ol6µ' aA1ov 520 l\.chor dim 
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521 char dim 

--- ...... --11 
q,avamv lTa-Tplas yas, 522 phcrccratcan 

523 "char dim 

"""'---..,,-~-I 
524 glyconic 

navro6a,ra:s ini ya:s ,ri6ov 52 5 glyconic 

xp11.1TTT61,1evos Elv0Aic..l1 526 "char dim 

--- .... ---111 
1ewna1 T pc..l106os b( yas. 527 phcrccratean 

515 ,as 81amc ... >16ov 1e6pas: for Theonoe's powers of prophecy, cf. 13-15, 145, 

317----20. 
516 <1i XPTl'~oua· !nAa8f1v 'what I desired (to hear) when 1 entered (the royal 

palace).' Diggle (1994) 424-7 has shown that traditional imerprcrntions of L's xpti4oua· 
(corrected in the Aldine edition to xpi)14oua) e.;>CCVTl as 'she clearly prophesied' are 
impossible, since neither XPT'14EIV nor xpi)14E1v can mean 'to prophesy' (paa L5J, whose 
only example is this passage). If we take xpti14oua· in its regular sense as 'desiring', 
I.he subject must be I.he Chorus itself, and Diggle's rnAo6flv (aor. pass. of TI'EAO~CAl, 'I 
approach, enter') gives better sense Lhan Triclinius' E4>CIVT)V ('I appeared'): cf. 327-8. 

518--19 1,11Aa1,14>als .•• I s,· EpE~os 'through I.he dark gloom (of the Underworld)'; 
cf. Ar. FrogJ 1331 vu1<TOS KEA01vo4>a11s op.;>va, where the parody of Euripidcan lyric 
mannerisms touches upon 'the clement -.;>ai)s (which] seems ro serve simply as a 
suffix to a colour-term' (Dover ad lac.) 

x8ovl Kpu4>81ls: for the dead as 'hidden in the earth', cf. Soph. AnJ. 24-5, Eur. Andr. 

12641 Hee. 897, Thuc. 2.34.6. 
521 TpV)(61,11vos 'worn out' (cf. the active form Tpuxouaa at 1286). 
523 aAcrn(a1 ~,6,.ou: not '(miserable) through lack of livelihood' (Kannicht) but 

'through a life of wandering'. 
5 24 ci4>1).os 4>(ACAlv: for expressions of this kind, using the gen. of separation with 

cognate alpha-pn\•ativc adjectives to emphasize the lack of something (e.g. Eur. Supp. 
35 cmai6as ... l'El<VCAlv), sec Breitenbach (1934) 192.9; cf. 213-14n. 

525-, nCXVTo6ana:s ••• I xp11,1,rr61,1EVos 'approaching lands of every kind'; cf. 

4o4-7. 
dva}dw, I Kwnai: synecdochc, 'with his seafaring ship': cf. 394n. 
Tpc.,>166os be yas 'ever since Ocaving) Troy' (for the tcmporaJ use ofe1<, sec LSJ s.v. 

II 2). 
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528-1106 SECOND EPISODE 

The long and elaborate cenlral sec1ion of the play {between the return of lhe Chorus 

and 1hcir delayed first stasimon: 1107-64n.) presents two major dramatic sequences 

embracing l\'1.'s eventual recognition of H. (528-760) and the firsl stages of their 
escape plan (761-1106). De~pitc the episode's great length (a feature of late fifth

century tragedy in parlicular: lntrod. p. 36)1 the action is enlivened by the alternation 

of two- and three-figure scenes, and in each case the entry oft.he third character brings 

about a crucial development: the Servant's report triggers the recognition (597-760), 
while Theonoe's agreement enables the initiation of the escape plan (857-1031). The 

general structure is as follows: 

528-96: 
597,6o: 

857-1031: 
1032-1106: 

M. and H. meet, but 1\1. refuses to recognize H. 
the Servant's news convinces M.; the recognition is celebrated in 

song (625-97). 
H. tells M. of the threat to his life; they determine to persuade 

Thconoc. 

H. and M. supplicate Thconoc, who agrees to support them. 

H. proposes to escape using the feigned ritual of burial at sea. 

The process of recognition and the planning of escape arc both elaborated by com
plicating factors: M. 's unwillingness to beLicvc that he fought for a phantom prevents 

his immediate acceptance of H.'s identity (541-96, esp. 593), while Theonoc's pow
ers make a direct attack on Thcoc. impossible (c( 809-32, 1043-6) .. M. and H. arc 

thrown back on their own ingenuity, and dramatic ironies proliferalc as the escape 

plan 1urns ignorance of identity (the roo1 of their suflcring) to their own advantage: 

ef. l 165-1300, 136g-145onn. 
5 28-96 The failure of recogniuon exposes the tragic consequences of M.'s trust 

in appearance~, espcciaJly for H., who is rejected by the very person for whom 

she has waited seventeen years (cf. 594-6). Scept.icism and reluctance to accept 
who the other figure says he is arc familiar features of recognition scenes from the 

OdJ•my onwards (cf. esp. Od. 23.166-246). However, the existence of the phantom 
leads Lo novel complicaL.ions which enhance the suspense and emotional effect of 

the reunion: whereas Iphigcnia, for example, thinks that Orestes is dead (in IT, so 

too Electra Orestes in Soph. El.), M .'s problem is that there arc too many Helens, 
and the existence of his 'other wife' (581) makes him unable to recognize the real 

one. 
528--9 Ta~ou Toe6'Els E6pas 'to my scat at this tomb'. H. re-enters from the palace 

(i;6' ~ ... TTOArv I o-rEixw) to take up her suppliant position once again, unaware 

that M. is hiding by the tomb (503-911.). She docs not sec him, nor docs he hear 

her, until 541; for such patterns of delayed contact in tragedy, c( Mastronardc (1979) 

2 3-4. 
530-40 There is no need to reject these lines: 1..hc repetition and elaboration 

of the Chorus' report (s t7-27) from the protagonist's perspective follows a regular 
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1ragic pattern (er. Schadewaldt (1926) 242), while the juxtaposition of 540 and 541 
is theatrically stunning and darkly ironic: H. wishes her husband would appear, but 

immediately runs from him in terror. 

530-1 The triple repetition of 'ali\'e' (ev 4>ae1 I ... ~WVTO q,eyyos eioopav) marks 

H. 's joy and amazement at the news of i\,I. 's smvi\"al (cf. 537 oeow1,.1evov). 

531 a1.16v = h.16v (with long alpha, used meln gralia); for 6µ6s (also equivalent to 

fiµhEpos) in tragedy, sec Ca1vic on Aesch. Clio. 425-8. 
532--3 nnr>.EVKOTa: L has nrn>.wKOTO, but since the Allie pr. pan. (of n>.ew, 

'I sail') scans, there seems no need to use the Ionic form (from n>.ww); cf. 405, 

461. 
ov6' ayvµvaa-rov n>.avo1s: litotes, 'not unharassed', i.e. 'utterly worn out by his 

wanderings'. 

534 ,;~E1v .•• Ti>.os '(and she says that) he will come (i.e. to E~1Jt) when he has 

reached the end of his troubles (i.e. his wanderings).' 

535, H.'s failure to ask Thconoe about M.'s fate beyond his arri,·al in Egypt 

is well-motivated dramatically, since ccrtaincy of success would diminish the threat 

to H. and M. and so lessen 1he excitement oft.he following scenes: cf. 56 gn. For a 

similarly motivated omission, one miglu compare /011 541 Tep4>8eis TOVTO. Keiv· OUl( 

tip6µ11v, where Xuthus' delight (er. H .'s r,o6eid, 537) al Apollo ·s oracle prewnls him 

from asking about the identity of Ion's mother. 

535 El 1.10>.wv awe,;ana1 'whether he will suni\'e after he has come here', i.e. 

whether he will be able 10 escape being killed by Theoc. 

536 mTEOTflV 'I refrained from (asking this explicitly)': for the inf epwT,;aa1, cf. 

A1led. 742 6pa:v Ta6' ouK aci,ia-ra1.1a1 (Acgeus: 'I do not shrink from doing this (sc. 

swearing an oat.h)'). 

538 t'yyvs .•. x8ov6s: as H. will soon discover, M. is meanwhile not merely 
'somewhere near 1his land', but actually in it. 

539 lK1na6v-ra 'cast ashore', EK1Ti1T'TW being the standard term for shipwreck (LSJ 

s.v. 1): cf. 409, 1211. 

541-5 H. sees the ragged M. by the tomb (s28~n.) and takes him to be one of 

Thcoc.'s men, intent upon handing her over to the king (cf 551-2). 

541 au TI irou: 95n. 

Kpu1TTEuo1.1a1 'I am being ambushed': when Electra notices 1hc 'strangers' Orestes 

and Pylades, she too thinks they have come to ambush her and rushes towards the 
safety of her house (El.215-19). 

542 lroinTou 'impious', because H. fears that Theoc. may violate 1hc sanctity of 
her asylum (c( 1021, 1054). 

543-4 The emphasis on H. 's swiftness (s46n., 555 Aa14111pov ir66a) docs not imply 
realistic sprinting: movement on the tragic s1.agc is stylized, not naturalistic, and H. 

docs not reach Protcus' tomb until 556: cf. Pickard-Cambridge (1988) 175-6. 

Ca:lS 6po1.1ala nc::i>.os ~ r,aKX'l 8Eou: macnads arc compared to fillies being released 

from the yoke at &all. 166-9, 1056-7. The parthcnaic conno1a1ions of nw>.os (an 
•unyoked' virgin) suggest H.'s determination to remain 'pure' in Egypt(66-7n.), when 
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she is in fact fleeing from her own husband. The wildness of the image!)' (untamed 

horses and energetic macnads) combines with the wildness of the place H. is rush

ing back to (a bed of straw in the open air: 798) to stress H.'s abnormal condi

tion, a form of enforced 'virginity' which she hopes to escape from, back to the 
'natural' (i.e. 'tamed') context of her marriage with M. (cf. 68-70 1 244--9, 375-80, 

1431-51111.). 
Ta4>c...,1 ~uv6:14Jc..., 1<w1'.ov: lit. 'I shall join my limb to Lhe tomb', i.e. reach it. Physical 

contact wi1h the sacred space (usually an altar or precinct: cf. 800-rn.) was essential 

to asylum. The suppliant was considered the property of the protecting deity (e.g. 

Ion 1285 (Crcusa to Ion) lEpov To crwµa T&1 0E&t 6i6c...,µ' EXHv; note also Hdt. 2.113, 

where Paris' slaves seek refuge in a temple of Hcraclcs after telling Protcus of H.'s 

abduction), and 10 'steal' such property (e.g. f/dd. 243-4 CJVAao0ai ~ia1 I ... ~c...,µ6v) 
,..-as an act of gross impiety (cf. 542 aohnou). Nevertheless, attempts to infringe or 

undermine the rights of suppliants arc well-attested in the fifth century: cf. Allan (2001) 

39-4.3. 
545 8r,paTai: ~•J. now takes on the role of (sexual) predator in H.'s eyes; cf. 50-rn. 

5 46 ai 'you there .. .': M. calls abruptly for H. 's attention; the initial acc. (witJ1 

ellipse of the governing verb, e.g. 1<aA&) is peremptory, in contrast to the customary 

polite vocatives of dialogue (e.g. 151, 158). 

opEylJa 6E1vov l')µ11'.1'.rllJEVf1V: lit. 'straining with fearful stretching', i.e. 'reaching 

with grca1 effort towards': for aµ1AAaoµa1, cf. 16511. 

547 'towards the base of the tomb and its pillars where burnt-offerings arc made.' 

The offering of burnt sacrifices on top of the tomb docs not (pace Kannicht) imply that 

Proteus is honoured as if he were a ~od, since it was regular practice to sacrifice at the 

tombs of heroes: Burkeri (1985) 205. (It remains uncertain whether animal sacrifice 

was practised in grave rituals for the ordinary dead in classical Athens: cf. MikaJson 

(1991) 36 n. go.) Eur. diverges from the 0fb•s.reJ' in making Protcus a mortal (sec 4n.), yet 

all hough his tomb is not explicitly called a lrc,0011, its location apart from other graves 

(1165-8n.), the ofTcring of sacrifices, together with its size, dccorat.ion, and ability to 

function as a place of asylum aU su~gest that the audience would take Proteus as a 

hero, not simply one of the ordinary dead. 

549 e1<TTAf1~1v ••. aci,aolav TE: amazed speechlessness is a typical motif of recog

nition scenes: cf 564, 630-1, 656, 17777, 849-40, /011 1446. Ahhough ~·L's instincts 

arc right, the woman's astonishing resemblance to H. is not enough to convince him: 

cf. 566-93. 
550 Elpy6µECJ8a: prcs. pass. of eipyc...,, 'I shut out, keep away from', with gen. of 

separation. 

552 c!lv i4>euyoµev yaµou~: cf. 63, 187-gonn. 

553-96 Stichomythia and distichomythia (cf. 1035-84) arc used extensively in 

Eur.'s later plays (their prominence partly accounts for the greater length of the later 

plays), especially in scenes of recognition and intrigue, where line-for-line dialogue 

provides an idcaJ format for scenes of questioning, planning, and deception: cf 779-

841 (questioning and planning), 1035-84 (planning), 1195-1277, 1412-28 (deception 
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of Theoc.). Moreover, stichomythia is regularly used in the build up to the moment 

of recognition to show how the initial reluctance of one panncr in 1he dialogue is 
overcome: cf. Aesch. Cl,o. 214-24, Soph. El. 1174-1231, Eur. El. 553-84, /7803-26, 

Ion 1402-36. By thus arousing the audience's expectations, Eur. makes !'vl. 's refusal to 

accept H, 's identity all the more surprising. 

554 1<al 1,1~u crroAflU y' 'and yet your clothes (arc 1hose of a thief and evildoer)', 

responding to 553: H. too is in her own way misled by appearances (cf.421-4n.). 

555 4>6~ou ~JE8Eiaa 'giving up your fear'; cf. 1236, 1631. 

55 6 H. reaches the safety of the tomb once again (s43-4n.). 

557-8 TIS eT ••• I cru 6' Er Tls: neither H. nor M. answer this essential question 

righ1 away, since both arc stunned by the other's appearance. 

avTOS .•• ).6yos 'the same question grips both you and me.' 
Ka:1,1': era sis, Kai e1,1e. 

559 npoo4JEpicrrepou 'more like (H.'s body)'. 
560 H. recognizes l'vl. Unlike him, however, she is noc compelled by rirn1mstanccs 

to change her mind (cf. 549n.). Thus, in contras! to some of the most famous rerog

nition scenes of epic and tragedy, it is not the identity of the newcomer that must now 

be proven (Odysseus; Oresles in Acsch. Cho., Eur. £/.), bur that of the person who has 

been awaiting him. 

c::i 8Eol ••• ci,l>.ovs 'O gods! For the rccogni1ion of one's own is also something 

divine!' The deification of abs1rac1 ideas is not unusual (cf. 1002-4n., Burkert (198j) 

184-6, Dover (1974) 142-4), bu1 its striking frequency in Eur. (e.g. /-In: 557 A16ws, Phoen. 
532 <l>1).0T11Jla; sec Dodds on Baul,. 370-2, Grube (1941) 41-2) shows his particular 

interest in analysing the nature of the divine and, chrough the apotheosis of T)-d1r 
in panicular, the extent to which humans comprehend it: lmrod. p. 63. Dale (ad 

lac.) regards H. 'swords as 'a whimsical by-product of the exclamation w 8Eoi', but 

tJ1is underestimates the theological significance of the scene: M.'s initial failure to 

recognize H., cvcntuaJly resolved by the epiphany of 1hc phantom, underlines 1he face 

that only divine knowledge is certain, while morlals arc painfully subject to confusion 
and error. 

561 is restored from Aristophanes' parody of the scene (Tham. 906-g = Htl. 558, 

561-3), where the reunion of 'M.'/Eur and 'H.'/lnlaw is blocked by Crirylla, who 

refuses to play the helping role ofThconoc (897-8). Aristophanes exploits to ludicrous 

effect lhe gap between Lhc (paratragically exaggerated) emotion of 'M.' and 'H.' and 

CrityUa's gruff rejection of their escape. The idcnlicaJ beginning of He/. 561--2 will 

have caused a copyist to skip a line. 

'mxwp(a: prodelision, rn1xCilpia ('native'). 

562 Kai TO a6v 'yours 100', i.e. M.'s nationality. 

563 61Jo(av 6n 1,10A10T'most like'. 

566, Overcome with joy at the confirmation of his identity (564-5) 1 H. leaves 
the protection of the tomb and attempts to embrace M., who indignantJy pushes her 

away. (For rejected embraces at the stan of other recognition processes, cf. Eur. IT 
798-g, Ion 1404-6; trealcd amusingly at Ion 519-25.) 
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566 ~ xp6u1os 0,8wu: 'at long last' (cf. 625-6, 645) is a standard motif of reunions: 

e.g. El. 578-9, 585. 
aijc; 6a1,1apTos is xipac;: Aristophanes parodies the (attempted) embrace by chang

ing ic; xipac; to iaxapac;, 'hearth', slang for the female genitals (Tlusm. 913). 

567 'TTOlas 66:µapToS 'what do you mean, "wife"?' The repetition of 'wife' and 

the colloquial use of lToios both express M.'s indignation and incredulity (cf. Stevens 

(1976) 38-9, Diggle (1981) 50-1). M. recoils from the embrace, unwiUing to believe 

that this is H.; compare Tcucer's reaction to H.'s uncanny 'double' (78). 

569,0 M. appeals 10 the chthonian goddess Hecate to send him 'kindly visions' 

(4>6:aµa.· EUµEvfi), unaware that he himself has spent the past seven years with a divine 

apparition. 

4>eua4>6p' : worshipped at night (c( 570 vuKTlq>avTov, Ion 1049), Hecate is often 

depicted holding torches (L/,HC s.v. Hekate 56~4; cf. Ar. Tlttsm. 858, Ly1. 443 

<I>wa4>6pou, Paus. 2.30.2). 

vu1<T{4>auTov 'TTp6rroAov 'Euo61ac; 'nocturnal attendant of Enodia'. vuKTi4>aVTOS 

is attested once elsewhere, used of dreams at [Aesch.] PV 657, though some editors 

prefer 10 read vu1<Ti4>01T' ovEipaTa. Hecate, whose origins seem to be Carian (cf. 

Burkert (1985) 171), was syncretized with the Thessalian 'Evo6ia, 'the one of the roads', 

a pro1ec1or of crossroads and roadside graves. 

571-82 The 1ransmit1ecl order makes sense as it stands. Kannicht detects dislo

cations in the text at 570-1 1 574-5, and 581-2, proposing the order 570, 575-80, 581, 

574, 571-3, !)8'.llf. West (1981) 66 agrees that 575 should follow 570 (moving straight 
from 1-lecate's visions to M. 's damaged eyes) and, slightly less complicatedly than Kan

nich1, places ,171-4 after 580. However, M.'s objection to the idea of having two wives 

(571) follows on perfect..ly well after 570, given the emphasis on H. as his real wife in 
566-8. Ka11nicht 's other objections involve unnecessary hairsplining, inappropriate 

to an animated conversation such as this (and 571 docs not make an apt response ro 

574). 
571 au µr,v ..• 1T6a1s 'nor again am I the husband of two wives.' for protesting 

au µ~v, sec GP 335-6. The juxtaposition of ds 6uoiv is antithetical, underlining the 

rejection of bigamy; er Andr. 177-8 ov6e yap l<QAOV I 6voiv yuva11coiu av6p' EV 1iviac; 

EXE1v, All(/r. 465-70 1 Soph. Trad,. 459-60. 

572 AE1<TpCuv: metonymy, 'bedfellow, wife'; 4.75n. 

6Ean6T11c;: cf. 1193n. 

573 ,;u aUTpa 1<Eu8E1 'the one hidden in the cave'. H. now learns that the phantom 

still accompanies M. (cf. 539). 

575-80 As in H.'s meeting with Tcuccr (c( 117-22n.), the concentration of words 

for sight and visual evidence is striking (6µµa, AEuaawv, opav, 0µ01ov, 01<i41a1, 

ni<nEWS, fo11<as, 01-11-1crra). Ironically, H. herself appeals (576, 578 1 580) to the very 

source of 'knowledge' which her circumstances show to be wholly unreliable as a 

guide to reality. Thus, given M.'s belief in the phantom, H.'s argument is self-refuting 

and M. rejects her visuaJ 'proor (573 nicn1c;) of her identity on the evidence (partly: 

cf. 593n.) of his own eyes. 
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575 ov rrou: cf. 95n. 
«i,povw ••• ru 'I am of sound mind': er /011 520 (as Ion resists his 'recognition' by 

Xulhus) EU ci,povris µiv; ,; a· E1Jf1VE\I 8EOv TIS, ~ ~EVE, 13'-6~11; 

577 TO awµ' 01.1010v 'your appearance is similar'. M. experiences the same con

fusion as Teucer (16o-in.): normally reliable awµa ('reality', opposed to unreliable 

ovoµa) is no longer enough to pro,~dc 'certainty' (To aaci,is). 

TO 6l aa~is y· anocrrOTEi 'but certainty is lacking'. For the use of aaci,ris where 

we might say 1lfuc' or 'certain', cf. 21, 309-10. 

578 cndq,a1: aor. middle imper. of oxnrro1.1a1, 'Look carefully!' 

579 'You look like her: that at least (y') I shall not deny.' 

580 For the eyes as the most reliable of the senses, cf. Heraclitus OK 22 a101a. 

cr' • • • cr' : OE ••. aa. 
5 81 lKEi voaou1.11v is defined by the OTt clause. voaiw is used here in a less specifi

cally physicaJ sense than at 575 (M.'s 'di.,;cased eye'), and is cquivalcn1 to 'my dilliculty 

is this': cf. 1607. Having u·ansposed 571-4 to follow 580 1 \-\Test (1981) 66 reads ·voaouµev 

and lakes itcEi to refer to Troy (i.e. '\Ve sulTered at Troy because I have another \\~fe'), 

but the transmiued order gives good sense: 571-8211. 

582 Ei6c.:i>.ov: 34n. 

583 1<al TfS is sceptical and derisory, 'and who exactJy ... ?': er GP 309-10. 

~).inoVTa awµaTa 'living bodies': cf. 34 Ei6w'-ov eµm,ovv. 

t~Epy6(na1'bring to completion' suggests the (to M. 's mind insuperable) difficulty 

of such a task. 

584 al8rip is what lies between our terrestrial realm and the sky (cf. 44, 866, 

Dover on Ar. Clouds 265) or it is the stuff of which the stars and sky arc madr (Dodds 

on Baah. 292-4). Here it is used interchangeably with sky (oupav6s) for the material 

basis of the Ei6w'-ov (34 oupavou ~uv8eia' crno; cf. 605 1 where the phantom disappears 

npos al8ipos TTTVXCXS), but is also given particular nuance by its role in Theonoc's 

eschatology: 1013-1611. 

81onov11T
0 

••• Mxn 'wife produced by the gods' (426--7n.): the phrase is also found 

at Tro. 953 (the only other occurrence of the adj. 6EOn6v11Tos), \\•here H., engaged in 

an ogon with Hecuba, cites her 'marriage that was brought about by the gods' (i.e. her 

relationship with Paris). 

585 ir>.6aavTos: aor. pan. (of n).aaac.:i, 'l make') in gen. absolute. 
cuAirTa 'unbelievable'. 

586 ftHpas 61a).).ay1.1' 'Hera made her [with iT'-aaaOTls understaod] as a 
substitute'. 

c::,~ ••• '-6~01: cf. 31-6. 

587 ir~s ouv: is often used to emphasize a following question: cf. 12281 12661 A1ed. 
1376 ,rC::,s ouv; Ti 6paac.:i; Hipp. 598, 1261, Htc, 876. 

ciµ' ••• a1.1a: the double aµa, restored by an anonymous corrector ofL's unmetrical 

text, dfcctivcly underlines M.'s astonishment at H.'s claim to have been in two places 
al once. 

588 er. 497~, 577nn. 



COMMENTARY 589-597 

5 89 1,.1t8e~: aor. imper. of 1,.1e8lri1,.11, 'let me go'. 

}.uTT11~ o}.1s ·enough grief: from war, wanderings, and shipwreck (397-434). 

590 dv' ... }.iXT'I 'your phantom wife': cf. 36 KEVTlV 66Kf)OlV. 

213 

591'Yes (1 am leaving), and I wish you well, since you look like H.' Compare 

Teucer's parting blessing ( 158-63). 

5 92 }.al3ouaa a''allhough I have found you'. The long-awaited reunion of husband 

and wife is delayed, stin-ing the audience's curiosity as to how it might finally be 

brought about (553-9611.). 

593 encapsulates the tragic ramifications of recognition, particularly for M. If 
H. is who she says she is, the TT6vo1 suffered at Troy (to regain his wife) would be 

meaningless. The thought that he and the other Greeks could have suffered all they 

have for the sake of an e'i6w}..ov is, from M. 's limited pcrspcct..ivc and at this point in 

the play, unbcarnblc. Yet we should be careful about treating the ei6w}..ov in a modern 

sense, as if saying the war was fought for an 'illusion' implied there was no divine plan 

(the plans of Hera and Zeus arc made clear in H. 's prologue: 31-43) or annulled the 

fart 1ha1 M. and 1hc other Greeks had a legi1ima1c grievance and plenty to gain from 

the war; ef. ,~53n. 

TOUKEi: crasis, TO tKei (i.e. at Troy). 

(To) 1,.1tye8os Twv ir6vc.lv 'the magnitude of our labours' (by an oversight the OCT 

has KCll<WV for ir6vwv). 

µe ••• TT~l8e1, au 6' ou: M. trusts his experiences more than he docs H. because 

he has more faith in his own identity than he docs in hers. 

594 at ·yw (with prodclision ofeyw) is an expression used only by women in Eur. 

(cf. 685, 857), often in passages of lamentation (cf. 1223). Here it marks H.'s despair 

at the loss (yr.t again) of M. 

595 }.EITToua1: M. cvidcnl.ly began to exit al 593. 

597-624 A Jervanl lel/J efthe pltanlom'J disa/)/Jearance, ,\,/enelau.s emhraces Helen 

As M. makes his way towards the ei.sodos leading back to the shore, a surprise entry 

stops him in his tracks. The figure is an old man (734 & yepmt), once a sc,vanl in the 

household of H.'s parents (720-5), who fought for M. al Troy (734-5). His function 

as a reporter of the miraculous orfoagc cvcnt.s is paramount (hence Lhc designation 

1'yyu,.os in L), but rather than leave directly after his announcement (as many tragic 

messengers do), he remains to offer his own opinion of the gods and their prophets 

(711-19, 744-57), while his characterization as a loyal old servant of H. and M. adds 

to the sentimental effect of the reunion. (M. meets the Servant to the side of Lhc 

acting area by the eiJodos, and the latter docs not notice H. until 616.) The Servant's 

intervention well illustrates how the arrival of a third character (i.e. speaking actor) 

can radically alter Lhc movement of a scene and t..he direct.ion of a play (for the likely 

distribution of parts between actors, sec In trod. p. 33). 

597-9 The accumulation of participles suggests the breathless urgency of the 

Servant: cf. Bond on ff er. 700. 
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575 OU "TT'OU: d 95n. 

cppovw ••• EV 'I am of sound mind': cf. /011 520 (as Ion resists his 'recognition' by 

Xu thus) EU cppovEiS µev; fi a' e1,111vev 0EOU TIS, c!J ~EVE, l3Aa:l3n; 

577 TO crwµ' 01,1010v 'your appearance is similar'. M. experiences the same con

fusion as Tcuccr (160-rn.): normally reliable aw1.1a ('reality', opposed 10 unreliable 

ovoµa) is no longer enough to provide 'certainty' (To oacpes). 

TO 6~ cracpes y' a:"TTO<rrCXTEi 'but cc11ainty is lacking'. For the use of amt>flS where 

we might say 'true' or 'certain', cf.21, 309-10. 

578 01CE"Va1: aor. middle impcr. of OKETTToµai, 'Look carefully!' 

579 'You look like her: that at least (y') I shaJI not deny.' 

580 For the eyes as the most reliable of the senses, cf. Heraclitus DK 22 e101a. 

a' • • • a' : ae . . . aa. 

581 {KEi voaouµev is defined by the OTt clause. voaew is used here in a less specifi

cally physicaJ sense than at 575 (M. 's 'diseased eye'), and is equivalent to 'my difficulty 

is this': cf. 1607. Having transposed 571-4 to follow 580, \Vest (1981) 66 reads 'vocrovuev 

and takes EKEi 10 refer to Troy (i.e. '\Ve suffered at Troy because I have another wife'), 

but the transmi11ed order gives good sense: 571-8211. 

582 Ei6c.:iAov: 34n. 

583 Kai TIS is sceptical and derisory, 'and who exactly ... ?': cf. GP 309-10. 

~;>,.elTovTa aooµaTa 'living bodies': cf. 34 ei6wAov El,.llTvovv. 

i~epya:~n-at'bring to completion' suggests the (to M.'s mind insuperable) difficulty 

of such a task. 

584 al0flp is what lies between our terrestrial realm and the sky (cf 44, 866, 

Dover on Ar. Clouds 265) or it is the stuff of which the stars and sky arc made (Dodds 

on Bacclt. 292-4). Here it is used interchangeably with sky (oupav6s) for the material 

basis of the ei6wAov (34 oupcxvou ~uv8eia' cmo; cf. 605 1 where the phantom disappears 

lTpos al0epos TTTuxa:s), but is also given particular nuance by its role in Thconoe's 

eschatology: 1013-1611. 

0eolT6v11T· ••. AEXfl 'wife produced by the gods' (426--7n.): rhe phrase is also found 

at Tm. 953 (the only other occurrence of Lhe adj. 8EOlTOVflTOS), where H., engaged in 

an ngo11 with Hccuba, cites her 'marriage thal was brought about by Lhe gods' (i.e. her 

relationship with Paris). 

585 lTAa:aaVTos: aor. part. (of lTAO:aaw, 'I ma.kc') in gen. absolute. 

aEA"TTTa 'unbelievable'. 

586 ftHpas 61aAAayµ' 'Hera made her [with lTAaaa:ans understood] as a 

substitute'. 

~s ... Aa~o1: ef. 31-6. 

587 lTWS ouv: is often used to emphasize a following question: cf. 1228 1 1266, ,\1ed. 
1376 lTWS ouv; TI 6paaw; Hipp. 598, 1261, I-lee. 876. 

01,.1' ••. aµa: the double &1.1a, restored by an anonymous corrector ofL's unmctrical 

text, eITcctivcly underlines l\'1.'s astonishment at H.'s claim to have been in two places 

at once. 

588 er. 497-9, 577nn. 
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589 µe8Es: aor. imper. of µe61Tw1, 'let me go'. 

AUTTflS aA1s 'enough grier: from war, wanderings, and shipwreck (397-434). 

590 tciv' ... Mxfl 'your phantom wife': cf. 36 ,cevi)v 66KflalV. 

213 

591'Yes (I am leaving), and I wish you well, since you look like H.' Compare 

Tcuccr's parting blessing (158-63). 

592 Aa~ouaa a''although I have found you'. The long-awaited reunion ofhusband 

and wife is delayed, stirring the audience's curiosity as to how it might finally be 

brought about (s53-96n.). 

593 encapsulates the tragic ramificalions of recognition, panieularly for M. If 

H. is who she says she is, the 1T6vo1 surfered at Troy (to regain /,if wife) would be 

meaningless. The thought that he and the other Greeks could have sufTcrcd all they 

have for the sake of an ei6c.,Aov is, from M. 's limited perspective and at this point in 

the play, unbearable. Yet we should be carcf ul about treating the Ei6c.,Aov in a modern 

sense, as if saying the war was fought for an 'illusion' implied there was no divine plan 

(the plans of Hera and Zeus arc made clear in H.'s prologue: 31-43) or annulled the 

fact that M. and the other Greeks had a legitimate grievance and plenty to gain from 

the war; cf. 45311. 

TOUKEi: erasis, TO EKEi (i.e. at Troy). 

(To) µiye8oc; TWV 1T'6voov 'the mag,,irudc of our labours' (by an oversight the OCT 

has KaKwv for TT6vwv). 

µE ••• 1Tel8u, au 5' ou: .M. trusts his experiences more than he docs H. because 

he has more faith in his own identity than he docs in hers. 

594 oi 'yoo (with prodclision of eyt:)) is an expression used only by women in Eur. 

(er. GH5, 857), often in passages of lamentation (cf. 1223). Here it marks H.'s despair 

at 1he loss (yet again) of M. 

595 AEITTovai: i'vl. cvident.ly began to exit at 593. 

597-624 A servant tells of the phn11/om's disa/J/)enrnnce, A,Jenelaus emhrnre..r Helm 

As M. makes his way towards the cisodos leading back to the shore, a surprise entry 

stops him in his tracks. The figure is an old man (734 w yepaie), once a scNant in the 

household of H.'s parents (720-5), who fought for l'vl. at Troy (734-5). His function 

as a reporter of the miraculous ofTstagc events is paramount (hence the designation 

'AyyeAOS in L), but rather than leave direct..ly after his announcement (as many tragic 

messengers do), he remains to ofTcr his own opinion of the gods and their prophccs 

(711-19 1 744-57), whiJc his characterization as a loyal old scNant of H. and M. adds 

to the sentimental cfTcct of the reunion. (M. meets the Servant to the side of the 

acting area by the eisodos, and the latter docs not notice H. until 616.) The Servant's 

intervention well illustrates how the arrival of a third character (i.e. speaking actor) 

can radically alter the movement of a scene and the direction of a play (for the likely 

distribution of parts between acrors, sec lntrod. p. 33). 

597-9 The accumulation of participles suggests the breathless urgency of the 

Servant: c[ Bond on /-/er. 700. 
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597 µaaTEuc.:iv 'searching for' (,,~Lh acc.); cf. 1321 for the ahcrnaLivc form UCXTEVCiJ. 

600 OV TTOV: 9511. 
601 8auµ' •.. ixou 'his a miracle, though Lhc word "miracle" cannot express ~it. is 

less Lhan) 1hc fact of the maucr.' Another variation on the 'name versus reality' antithesis 

(42-3, 66-7, 160-1, 577nn.), this time applied 10 language. The neuter pariiciplc EXOV 

stands in the acc. absolute construction (more common with impersonaJ verbs: cf. 

1159). 
602 ~S ••• vfov 'since you arc bringing something strange': vfov whets the 

audience's curiosity. The 'something new' mo1if is often used in the introduction 10 

speeches from messenger figures: cf. I-lee. 217, Tro. 238, IT 237, Bncdl. 1029. 
Tii16E Tii1 anov6;;1 'to judge from this haste' (dat. of circumstance): a swift entrance 

is a further sign that the newcomer has important news (cf. e.g. Hipp. 1152). 

603 n6vous ••• µaTT)V: from the Se"•ant's current perspective M.'s suflcring 

seems to have been 'in vain' because H. (so he believes) has disappeared from the cave 

(605-8). Later he too will be able to sec the significance of the ei6wAov for the war as 

a whole (707, 750): cf. 593n. 
604 TTCIACIQ ••• TTfll,laT

0

: M. misinterprets rhe Sen 1ant, taking him to be saying 

(as many have before, hence these arc 'old woes') that 1hc war wr1s a was1c of efTorl. 

ayyl}.}.E1S 6i TI; the postponed imcrrogativc underlines M. 's impmience to hear 

the Servant's news (cf. Thomson (1939) 148). 
605-24 As the Sen•am's reaction to the sight of H. makes clear (616-2 r), he docs 

not realize the full implications of the speech which he reports (608-15), since he takes 

it to have been delivered by H. herself. By contrast, rvt. has already been told of the 

phantom (582-90), and the news of i1s disappearance finaJly convinces him of H. 's 

identity (622-4). 

605 npos al8fpos ,rruxas: the phanLom returns to its origins in the aether (cf. 613 

TTaTEf) ts oupav6v): 584n. 

606 6p8eia': aor. pass. par!. of aipw, 'I raise'. 

607 m1.1uov lrv,.pov: l\11. had hidden H. fv avrpou 1,1uxois (424) with no mention 

of its being sacred 10 any particulr1r sea-god or nymph (cf. the cave of the Naiads 

on Ithaca where Odysseus conceals his treasure, Od. 13.103-12). But for the Servant 

the cave is now 'holy' because of the miraculous event that has taken place there, 

the vanishing of 'H.' into Lhc sky. (fhcrc is no need to emend the text, pace West 

(1981) 66, who suggests A1noua' a:crEµvov: 'from the lowly cave she has passed to 

heaven'). 

608-15 Like a deus ex macltina, the phantom's speech gives access Lo a higher level 

of knowledge (Hera duped Paris; H. is innocent) and resolves an impasse in the plo1, 

enabling the derniled recognition to proceed. The plrnntom not only has H. 's voice, but 

also echoes exact..ly what H. has expressed herself, and in sLrikingly similar language: 

pity for the Greeks and Trojans (608-g w TaAal1rwpo1 ... I 1\xaioi: cf. 38-9n.), 

her responsibility for t.heir deaths (609-10 61' eµ' en\ ~1<a1.1av6pio1s I cn<'Taicr1v ... 

!evfi1m<ETE "' (5'2-3) 61' eµ' tni I1<a"1av6pio1s I poaiaiv e8avov), Hera 's plotting 
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(610 ·Hpac; 1,1rixavoic;: cf 25-36), the deception of all those fighting at Troy, espe
cialJy Paris (61 I 60KOUVTE«; 'EAEVf'lV OUK £XOVT EXEIV nap1v ~ 35-6 Kai 6oKEi LJ' EXEIV, I 
Keviiv 66Kf'latV, ouK Exwv), and H.'s innocence and false reputation (614-15 c;,~LJac; .. I. 
ov6£v alTio; e.g. 53-4 ti 6e lTOVTO TAoa· eyw I KCI'TOpOT6c; elLJt). That the ei6wAOV itself 
should feel sympathy for H. (614 ~ TOAatva Tuv6apic;) reinforces the impression that 
she has been cruelly exploited by the gods (compare the effect of Lyssa's unexpected 
sympathy for Heracles, whom Hera is determined to destroy: f/er. 858-73). 

610 fevrpaKnE: imperfect, 'you kept dying'. 
6n 6oKouvTEc;: for the phantom as a divine illusion (66Kf101«;), cf. 119n. 
OUK' ixoVT' exuv: 35-6n. 
612 xpovov ... oaov 1,11 lxpiiv: i.e. until M. met the real H. 
613 TO LJ6pmLJov awaaaa 'having fulfilled my aUotted role'. 
nCJTEp' le; oupav6v: ef. 34, 584nn. 
614 O'TTEIIJI: emphatic position before pause. 
616-21 Catching sight of H., the Servant assumes that her miraculous disap

pearance was a trick and rebukes her for deceiving the Greeks once again. The 
Servant's confusion is both amusing and indicative of the serious havoc caused by the 
phantom. 

616 lv866' ~a8' apa 'so 1his is where you've been!' For apa with the imperfect, 
especially of EILJi, 'denoting that something which has been, and still is, has onJy just 
been realized', sec GP 36. ii. The expression has a coUoquiaJ ring, appropriate to the 
Servant's animated reaction (cf Stevens (1976) fr2). 

618 ,;yyEAAov: imperf., 'I wasjusl tcUing how ... 1
• 

618-19 Elfiwc; •• I• ~opolf'lc; 'since I had no idea tha1 you had a winged body.' The 
Servant is being ironic, unaware that the H. he is talking about really did Ay away: 
cf. 1516. 

619-20 ouK . , . au81c; 'I shall not let you delude us like this again.' For KEpTo-
1,1oc;/KEp-roLJEiv meaning 'delusive/delude', cf. Ale. 1125, JA 849,Jack.son (1955) 26. 

6:.ZJ n6vouc;: cf. 593 1 603nn. 
622-4 J\,f. finally rea1izcs chat H. has been celling the truth about her identity and 

turns towards her, inlent upon completing the embrace which he had earlier denied 
her (566-7). 

622 TouT· iCTT' IKEivo: a colloquial expression (variations on Tou,-' EKeivo arc com

mon in Aristophanes), marking M. 's delighted recognition (616n.), 'That's it!'; c( 1.Htd. 

98, Jon 554, Or. 804 1 Stevens (1976) 32. 
~UlJ~E~trai: pcrf act. of auµ~aivw, '1urn out (in a certain way)': LSJ S.\~ 1112. For 

the dat. (restored by Willink), Digglc (OCT app. cri1.) compares Soph. El. 261-2 ~• 
np~Ta IJEV TCI lJf'lTp6c;, ,; lJ1 iyEiVOTO, I ex81cna a\.}lJ~E~'lKEV. 

623 ~ TTo8uvoc; ~LJfpa: cf. 540 ~c; no8e1voc; Cl\l l,IOAOI«;, spoken by H. 
624 Elc; i1,1ac; ••• C.::,Aivac;: the embrace is not surprisingly a standard feature of 

recognition and reunion scenes (e.g. El. 579, IT 796, 828, 1011 560, 1438-40). For 
Aristophanes' obscene parody of Ll,c gcslure, sec 56Gn. 
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H. and M. embrace, celebrating their reunion in an emotionally chr1rgcd lyr-ic 

exchange (amoihaion). Such a moment, the climax of tragic recognition scenes, is 

foUowcd by song in sevcraJ other plays of the period: Soph. El. 1232-87 (Electra 

and Orestes), Eur. IT 827-99 (Iphigcnia and Orestes), /011 1439-1509 (Creusa and 

Ion), HJ,psipylt fr. 64.70-111 Bond (Hypsipylc and her sons); cf. Ccrbo (rg8g). With 

the exception of Soph. El. 1232-87, which is strophic in form, these exchanges (like 

?vl. and H.'s) arc astrophic and composed in a mixture of spoken and sung verses, 

predominantly dochmiac (sec A1tlrt below); compare the short astrophic song of the 

chorus following the recognition in Eur. El. 585-95. These reunion ducts arc usually 

split between a female sing1ng character and a male speaking one, who delivers either 

trimctcrs or parts of lyric verses spoken in antilahe: this pattern, cr1llcd 'punctur1tcd 

monody' by \Vlllink (1989) 46 1 is found in the second half of the Helen duct, the so

called 'Interrogation' (660-97), where a more restrained M. questions H. about her 

actual history since she disappeared from Sparta seventeen years before. In the first 

part, however, which aJso features an unusuaUy extended embrace appropriate to 

husband and wife (625-59), H. and M. both sing (for this unique clement, sec Popp 

(1971) 264) 1 expressing their intense mutual joy at their reunion. 

Like the other recognition ducts, H. and M.'s song combines elation at their unex

pected reunion with rccoUcction of past sufferings (cf. Cyrino (1998) 92). Yet given the 

cxccptionaJ circumstances of their separate histories, their cxchr1ngc is appropriately 

concerned to a peculiar degree with reviewing and reconstructing the past, specifically 

H. 's, which must be distinguished from that of the ei6wAov. (Thus, unlike the IT duct 

(876--g9), there is no glance forward to the escape plan, which is not de\·clopcd until 

778-829, after the second scene with the Servant.) 

A papyrus fragment of the first century nc, edited by C. H. Roberts as P. O~T-2336 

(= Tht OxyrliJ•11cltus Papyri 22 (1954) 107), contains pans of 630-51, 658, 660, 663 "7, 
and 670-4 (sec lntrod. p. 84). It confirms the high quality of L's text, but also ofTers 

several improvements, e.g. 633 avETTTepwcra for avETTTepwKa, 634 xepas for xeipa~. 
For a transcription and discussion of the papyrus, sec Zuntz (1965) 217-.i8 (with a 

photograph of the papyrus as plate xvr). Its readings arc discussed at the rcle\'ant 

points in the commentary below. 

A1tlrt. As in Eur. 's other recognition 'ducts', the predominant metres arc dochmiac 

and iambic (including a run of bacchiacs (642-3; cf. Ion 1,1-46))1 with occasional ana

paests and cnoplians (for the laucr as a vaJid metrical term, sec ftsumi (1991-3) 243-4, 

255-8). Unique 10 this exchange, however, is the lyric male voice of M., whose sung 

phrases underline not only his joy at being reunited with the real H. (654-5), but also 

his distress at the pointJcss destruction of Troy (659). By contrast, r ... 1.•s confinement 

to iambic trirnctcrs in the latter pan of the scene (660-91) suits his calmer role as 

questioner, to whom H. replies in emotionally charged lyrics as she is forced 10 recall 

her shameful abduction and the subsequent bloodshed on her behalf, including her 

mother's suicide (684-7). The dochmiac (whose various tragic forms arc catalogued 
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by Conomis (1964)) is unusual among Greek metres insofar as it seems to convey a 
particular emotionaJ connotation, namely that of urgency and excitement. Moreover, 
as H. and M.'s duct makes clear, its application ranges from ecstatic joy (627-9, 634-
5, etc.) lo passionate grief (673-4, 676-8 etc.): for a similar range of emotions, cf 
Ion 1439-1509 (Crcusa and Ion), IT 827-99 (lphigcnia and Orestes). Similarly H. 's 
agitated repetitions express borh delight and disgust (640 wA!31oav wA!31aav, 650-1 
lTOCJIV h.16v <eµ6v> exoµev exoµev ov eµevov I eµevov, 664a-b A6yov olov I olov, 670 6 
fi.16s 6 ti.16s, 684 TT6:8ea ,r6:8ea). In 661--2 the exclamations e e (representing alai) scan 
spondaic, and in 680-1 the anapaestic mctra arc augmented by dragged iambics (cf. 
\Vest (1982) 112). Dale (1968) 171 and Digglc (1994) 393 discuss the dragged form of eno
plian ........ -..., ..... - ..... --- in 657 and 680-1. For the cnoplian verse ...,...,-...,...,-...,...,-......... -x

ar 687, sec hsumi (1991-3) 244f., \Villink on Or. 1353-65~1537-48; and for 
the hcmicpcs (693) in a predominantly dochmiac reunion duct, cf. Ion 1441, 
1504-5. 

--,....,.--...,....,,,....,.-v-....,-1 
w cpi~hcn' 6:v6pwv MevO,ews, 6 µr:v xp6vos 625 31a 

---.·-···-···- ·-·-···-U 
lTQAOIOS, t'i OE TEP\.fJIS apTlws m:rpa. 626 3ia 

,.,...,...,-,_,-...,....,...,,-...,-I 
EAaj3ov aaµeva lTOCJIV eµ6v, cplAOI, 627 2 doch 

...,...,...,....,....,....,....,.....,....,....,....,-....,-1 

lTEpi T. ElTETQOO xepa cplAIOV EV µa1<po1 628 2 doch 

...,....,,.,.--..,-1 
<i,Aoyi ~aeacp6pw1. 629 r doch 

--_,,,---"""-....,,.-...,-I 
1<6:yw OE' lTOAAOUS 6' EV µfow1 A6yous exwv 630 3ia 

--- ·---- ·---...,-11 
OUI< ol6' orroiov TTPWTOV ap~wµai TCX VVV. 631 31a 

... -- ·--·-··---~I 
yeyr,8a, 1<paTl 6' op8iovs e8eipas 632 3 ml\ 

... -. ·--·-------fl 
OVETTTEpwoa 1<al 6a1<pu OTOACJOOW, 633 3ial\ 

....,....,....,-._,...,....,,.....,,....,...,-...,-1 

rrepl 6E yuia xepas ej3aAOV t'}6ov6:v, 634 2 doch 

-...,...,-...,-1 
w ,r6a1s, ws A6:j3w. 635 1 doch 

---·------~-""41 
w 4>1ATaTO 1Tpoa0\y1s, OUI< eµeµcp8riv· 636 31al\ 

I 



218 COMMENTARY 625 

'"'-""-'"'--""--II 
texw TCl Teu ~\OS AEKTpa A~6as TE. t 637 ia ba ba? 

&v UTTO Aaµna6wv 1<6pe1 AEUl<lTnTel 638 2 doch 

639-4o enoplian 

.... --.·-· ·-· ·-· ·-. 1 
TO np6cr8Ev, EK 66µwv 6e vocr<;>icras cr' eµou 641 3ia 

.... ----1 
,rpos aJ...Acrv y EACXVVEI 642 2ba 

--- ···--·.·--II 
8EOS m;µipepav TOC'6E KpEicrcrw . 643 3ba 

... ....-... ·-· .. ·-· .. ·-· .. ·-· ·-I 
TO KCIKOV 6' aya66v C'E TE 1<aµe crvvcrycxyev, ~ TTOOI, 644 enoplian 

xp6v1ov, c:iAX oµws· 6vaiµav ruxas. 645 2 doch 

-··-··-··-··-··-t 
ovate 6i;Ta· TCXVTCX 6e ~uveuxoµm · 6,1-6 31a 

------· ·------11 
6uoiv yap OVTelV oux 6 µev TAfiµwv, 6 6' OU. 64.7 3,a 

----1 
cp1A01 ct,IAat, 648 1a 

TO napes eUl<ETI O'TEVOl,JEV ou6' aAyw. 649 2 doch 

n6cr1v iµ6v <Eµov> exeµEV £X01,JEV ov eµevev 650 2 doch 

eµEVeV EK T peias 1TOAUE'Tfi µoAeiv. 651 2 doch 

... ----------- ·-1 
exe1s, eyw TE cr'· tiAieus 6e µuplous 652 31a 

µ6A1s 61eA8wv ~1cr86µ17v TO'. Tr}S 8Eo0. 653 31a 

eµa 6e xapµevcu 6cn<pua TTAEOV EXEi 654 2 doch 

..., ........ ---11 
xaplTOS Tl Al.'.rrras. 655 doch 
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--~-~-~--------11 
Ti cpw; TIS O:V Ta6' TlAlTIOE\I ~POTWV 'TTOTe; 

........ - ........ - ..... ---11 
a60KTJTOV £XW OE TTpOS crTEpVOIS. cnoplian 

--~.,_,-w---,.,.-1 
Kccyw ae, T~V 6oKOUCJCX\I '16aiav 'TTOAIV 

µoAeiv 'IAiou TE µeAeous nupyous. 2 doch 

---...------- ..... -11 
npos 0ewv, 66µwv 'TTWS TWV iµwv crrrecrraATJS; 660 

-- .... ------1 
E E" lTIKpas ES apxas ~aive1s· 661 ia doch 

--- ·-· ·-- ... -II 
E E" lTIKpav 6' epruva1s <l>OTIV. ia doch 

... -- ·-· ·-· ·-· ·-· ·---11 
Aey·, ws CIKOUCJTO" TTClVTa 6wpo 6mµ6vwv. 31a 

cmelTT\Jcra µiv A6yov olov cnoplian 

-..., .... - .... ...,-11 
olov icro1aoµe8a. hcmicpcs (D) 

665 

-·--·-· ------· ·-1 
OUK ETTi l3ap~6pov AEKTpo veovla 666 2 doch 

1TETOµEVOS KWlTaS, 1TE"TOµEVOU 6' Ep<.u- 667 2 doch 

..., ........ --11 
TOS a6iKWV yaµwv ... 668 doch 

-- .... --- .... --- .... -11 
.Is <6ii> ae 6oiµwv f) lTOTIJOS auAa1 m:npas; 669 3ia 

a ~16s 6 ~16s, w 1T6cr1, µe ,rois <Malas.·> 2 doch 

...,..., .... ---11 
ineAoaev NelAw1. doch 

-- .... --- .... -----11 
8avµacn6· Tov 1Teµ41av.os; w 6e1voi A6y01. 31a 
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...,...,.,,,,,-._,-..,,,'-'~--, 
K<XTE6cn<puaa Kai ~AE4>apov uypaivw 673 2 doch 

....,...,.__..,-...,,-...,...,,~...,,-11 
66Kpua1v· a ~16s µ' CXAOXOS WAEOEV. 674 '2 doch 

-- .... --- .... --- .... -11 
AHpa; Ti VWIV XPTJl~OUCJQ npoa8Eiva1 KOO<ov; 675 3ia 

- ........ --------1 
wµo1 tyw l<EiV<.tJV AOUTpwv Kai KPflVOV, 676 2 doch 

...,.....,...,,---....,--....,-i 
iva 8Eal µop4>cxv t4>ai6puvav, Eih' 677 2 doch 

------11 
iµoAov ts Kpiaiv. 678 docl, 

-- .... ---- ·-----11 
t TCX 6' EIS Kpiaiv CJOI TWv6' rnnx' 0 Hpa KOO<wv; t 679 31a 

...,.....,-...,.....,-.....,---11 
nap1v ws a4>EAOITO ... nws; av6a. 680 cnoplian 

...,,...,-....,...,-_.---11 
Kunp1s WI µ' ETTEVEUCJEV , .. W TAaµov. 681 cnoplian 

-...,,.__,-._..-...,...,,.,---11 
TAaµova TAaµov· w6' rneAaa' A[yvTTT<.tJI. 682 2 doch 

--··---··-··-·.·-II 
eh' avTE6w1<' ei6wAov, ws aE8ev KAV<.tJ. 683 31a 

.,,,,,,....,....,._,,.,...,...,...,,...,...,...,...,...,...,-

TO 6e <OCX> l((l'TQ µEAa8pa n6eea n68ea, µa- 684 2 doch 

-----11 
TEP, oi 'yw. Ti 4>,;1s; 685 doch 

--,.,---...,....,-...,...,,-1 
OVI< ECTTI µCITTlP' c:ryx6v1ov 6e ~p6xov 686 iambclcgus 

,.,...,.-...,...,-...,...,-...,...,---11 
61' eµcxv KCTTE.6TJCJ<XTO 6vayaµov alaxvvav. 687 cnoplian 

-------------11 
wµo1 · 8uycnp6s 6' 'Epµ16vris i:CTT1v A6yos; 688 3ia 

...,...,..,,.,,...,...,...,-...,...,...,-...,-1 

ayaµos 6-reKvos, w n6a1, 1<CITaCTTeve1 689 2 doch 

...,...,...,...,...,....,-11 
yaµov ayaµov <lµ6v>. 690 doch 
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------- .... --- .... -11 
~ TTaV KaT

0 

rnc:pas 6wµ' eµov lTEpaas nap1s. 691 31a 

,-ci6E Kai OE 6,wAEOE 1,.1up16:6as "TE cnoplian 

- ....... - .......... -11 
x□AKEOTTAWV ~avawv. hcmicpcs (D) 

eµE 6e 1TOTpi6os crno<TTpC» 1<00<61TOTIJOV cipai- '2 doch 

ov el30AE 8EOS cmo TTOAEOS cm6 TE aE6Ev, '2 doch 

DTE µEAa8pa AEXECX T' lAmov au A1iroua' 696 '2 doch 

.... -- .... -111 
en' alaxpois ya1,.101s. doch 

625-fi ~ ci,C\TaT': the intimacy of their relationship is finalJy recognized; cf. 595 

ol 4'iATaro1 AEinouai µ'. 

naAa16s, often used of 'time continuing from long ago up to the present' (Barrett 

on Hipp. 907-8), here refers to the long time of waiting, contrasted with (µtv ... 6e) 

the joy (TEp'f,ltS) of the present moment. The delight of the reunited philoi is another 

typical motif of these scenes: cf. 627 aaµeva, 632 YEYflea, 634 r,6ovav, 654 xapµova1, 

655 xap1TOS, rr 794 r,6ov17v, 797 TEP'fJIV, etc. 

627-9 After two trimcters, H. breaks into song. Embracing M., she addresses the 

Chorus (627 cpiAm; cf. IT 842) in dochmiacs, calling them to witness her incredible 

good fortune. 

inhaaa: 1st sg. aor. act. of nnavwµ1 (with tmesis of nEpi; cf. 634 TTEpi ... xepas 

lJ3aAov), 'I stretch around (him)'; a performativc aorist (cf. 348, 664nn). 

xtpa 4'IA1ov 'my loving arms', sg. for plural, as often in lyric. 

iv •.• 4'0Ea4'6pw1: lit. 'in the long light-bringing flame', i.e. after a long time 

(hi= 'after', as in h, xp6vw1). For the sun marking the passage of time ('light-bringing' 

suggests its repeated dawns), cf. 652 t'iAious 6e µupious. 

630--1 noAAous .•. exwv: lit. 'having many words/questions available'. There 

arc so many things M. could say or ask that he docs not know where to begin 

(cf. 549n.). 
Tei uuv: adverbiaJ, 'now'. 

632-5 H. describes the physical eflccts of her amazement (bristling hairs, and 

tears); for verbal cues of this kind in (masked) tragedy, cf. 456n., Stanford (1983) 43-4. 

633 6vETTTEpwaa: lit. 'I raised' (used of a bird raising its feathers). The metaphor 

expresses excitement: sec Collard on Supp. 89 ws ct,6~os µ' avcnrrepoi. The instanta

neous aor. is more idiomatic than L's perfect (perhaps influenced by 632 yEy118a). 

I 
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636 w 4>1;\Tcrra 1rp6ao'i'1s: M. 's eyes arc finally a source of non-deluded pleasure: 

cf. 575-Bon. 
OVl< hJhJ4>8nv: emphatic litotes, 'I have no complaint' (cf. Aesch. Supp. 137), in 

the sense 'I am delighted'. The words look forward to 637 1 which explains why 

?-.·I. is happy. Lloyd (1999) 42 follows Kannicht in seeing here a reference back to 

632-5 1 as if M. is saying 'I do not disapprove of your joyful outburst', but this seems 

forced. 

637 Boch sense ('I have the marriage-bed of Zeus and Leda') and metre (ia ha 
ha) arc faulty and none of the proposed emendations is fully satisfactory: cf. 'WiUink 

(1989) 52-3, Digglc (1994) 398 n. 122. Willink's OUK EIJE1J4>817v I iyw TOS ~,os AEKTpa 

/\~6as TE <yr,iJas> has M. make no complaint that he is married, but EXc..l should 

be retained since it is the fact that M. now has (and holds) H. which is important (not 

that he is married to her). Kovacs (2003) 37 suggests EXc..l Tav ~,as /\,i6as T. EKYovov, 

which gives the required sense, but docs not account for AiKTpa in Land the papyrus. 

638-40 H. recalls the nuptial blessing (6A~lai!6s: cf. Ale. 919, And,. 1218, 375n.) 

delivered by her brothers. 

v,ro ;\aµ1ra6c..lv: H. 's torch-lit wedding procession is described in greater detail 

by the Sc,vant (722-5); for the significance of the hymeneal imagery used to depict 

her return to Sparta, sec 722-5, 1431-5, 1663-5nn. 
;\EvKt1TTro1: the Dioscuri, who ride white horses (cf. Pind. 1.66 AEVl(OTTWAc..lV Tuv-

6ap16av), carry off the matching sisters, the Lcucippides; cf. 1465-7 1 1495-6, 1665. 

641--3 voa4>laas 'having separated (you from me)', aor. part. of voaq,i~c..l. 

f;\avvn I 8E6s: M. sees a divine power at work in the recognition and is optimistic 

about H. 's future, unaware of t.hc gods' more problematic personal interests: cf. 876-

q11 lntrod. §6(d). 

Taa6E KpElaac..l '(a fate) belier than this one'. 

644-5 TO Ka1<6v 6' aya86v: H. continues M.'s positive re-assessment of C\"ents, 

calling his shipwreck a 'fortunate misfortune' (for the oxymoron, compare Hesiod's 

dcscript..ion of Pandora as a KQAOV 1<Qk6v, Theo,(!,. 585). 

xp6v1ov, &A;\' l>µc..ls: i.e. belier late than never (1..hc adj. xpov,ov modifies To KQkOV 

crya66v): cf. 12 32 xp6v1a µev tiMEv, a.AA' OIJc..lS alv~ Ta6E. For the idiomatic ellipse a.AA' 

OIJc..lS (the cause of many interpolations 'completing' the sense), sec Rench an (1969) 

28-9. Dodds on Baah. 1027-8 compares 'but still' in colloquial English, which may 

also end a sentence. 

6valµav Tvxas: 1st sg. aor. middJe opt. of 6vhrr11.u (with Doric alpha), 'may I enjoy 

this good fonunc!'. 

646-7 TCIUTO 6~ ~UVEVX01Jar: l\•J. makes the same prayer for himself (i.e. ovaiiJav 

Kai eyw). 
oux 6 µlv TA~iJC&lV, 6 6' au: the rhetorical periphrasis ('one is not miserable without 

the other') underlines the unity of their fates: cf. 839-40. 

648--51 H. addresses the Chorus once more (cf. 627 4>iAa1) to announce that her 

mourning of the past is over. She cannot foresee M.'s painful interrogation of her 

history (660-97). 
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650 The sequence TT001v h.aov exo1,.1ev exo1,.1ev ov EIJEVOv (in both Land, i1 seems, the 

papyrus) requires two short syllables to maintain the mcuc (dochmiac dimeter). The 

simples1 solu1ion is 10 add a second e1,.1ov: Seidler placed it af1er 1he firs1, while Hermann 

proposed TTOaiv exo1,.1ev exo1,.1ev e1,.1ov <E1,.1ov> ov e1,.1evov. The run of anadiploses is 

conceivably Euripiclcan (cf. 195n., Breitenbach (1934) 220, Diggle (1994) 376--8); on 

balance, then, Seicller's solution is simpler 1han Hermann's transposi1ion. 

651 iroAun;;: the temporal adj. (modifying ov) is adverbial (cf. 566), 'for whose 

arrivaJ from Troy I waited, waited many years!' 

653 fllo861,.1T1v Ta TflS 8eou 'but now I recognize the goddess's hand', i.e. Hcra's 

part in creating the phantom and making him endure so many years of sufTcring 

(flAious .. I. 61eA8wv). The phantom i1sclf spoke of the deaths caused eHpas 1JT1xavais 

(6m). 

654-9 There is no need to adopt (as docs the OCT) the speaker-changes proposed 

by Krcrschmar al 654-5 (given to H.), 656 (M.), and 657 (H.). M. is capable of weeping 

and emotional dochmiacs (654-5, 659), while the 'rccogni1ion and embrace' section 

of 1he song ends al 659 (cf. 625-9711.) with two balancing trimeter plus lyric sequences 

(656-7 1 658-9) spoken by H. and M. 

654-5 xap1,.1ouai: causal dat., 'through joy'. 

lTA.EOV •• I . Auiras 'contain more delight than gi-ier. 

656 1 TI et,~; cf. 483, 5491m. 
iiA1r1oev ••• I &:661<T1Tov: unexpectedness is a further leitmotif of recognition and 

reunion scenes (e.g. /7802, /011 1447 a66KT1TOS ,;Sova): cf. 566, 624, 625-6nn. 

660-97 M. begins to question H. abou1 the cause of her disappearance 

from Sparta. H. 's shameful rcluc1ancc to speak of her past means that M. must 

repeat his request several 1imes (660, 663, 665 1 all 'rational' trimctcrs) before she 

starts to tell her story (in agitated dochmiacs). The conuas1 of speech and song 

(or 'punc1uated monody': 625-9711.) throughout this section highlighlS H.'s dis

tress at the recollec1ion of her abduction and its disastrous consequences for her 

family. 

&:1reoTaAT1S: 2nd sg. aor. pass. of CJTTOO"'T0,Ac.:>, 'you clcpaned'. 

661-2 ii· irncpas ••• Ii E" irncpav: the repetition of sound, mc1re, and s1rucrurc 

renccts 1he style of ri1ual lamcntalion (sec funher S1cvens on Andr. 497), an effect 

reinforced by H .'s cries of pa in. 

mKpav ••• ct,aT1v 'painful is the story you inquire after'. 

663 'Tell your story, since it is fit 10 hear. Everything is a gift of the gods'. This 

punctua1ion (Hermann's) seems preferable to the aherna1ivc (with no pause after 

mcouo-rci, 'Tell your s1ory, since all gifts of the gods arc fit to hear') since i1 emphasizes 

mouoTci (M. must overcome H.'s reluctance to speak), while ircivTa 6wpa 6ai1,.1ovc.:,v 

points 10 Hera's role in H.'s ruin (cf. 65311.). 

664 &:iriirTVoa: a pcrformative aor. (and tragic idiom, most common in Eur.), 

expressing the act of abomination ('I spit ou1/upon') in words (cf. Barrell on Hipp. 
614, Lloyd (1999) 26-8). H. is revolted by the 1aJc (Aoyos) of her own life. 

olov I oTov: emotive anadiplosis (19511.). 

I 
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lao1a61JE8a '(which) I am about to utter'. A6yov ela4'ip<.t.) (fut. elaoia<.t.)) is the 
usuaJ expression (cf. And,. 757, Bacch. 650); the middle (replacing L's eaoiaoµai on 
mcuical grounds: \·\~Hink (1989) 62-3) stresses that the action affects H. personally 
(Smyth §§1713-i4). The switch from 1st pers. sg. (cmhnvoo) to the 'poetic' plural 
(foo1a61,1E8a) for metrical reasons (or simple variation) is not uncommon. 

665 t')Sv TOI µox8<.t.)V KAUElV: proverbial, 'to hear of sufferings that arc past is a 

pleasure': cf. e.g. Od. 12.2121 15.400, Virg. Aen. r.203forsan et liaec olim memi11isse iuvahit. 
The sentiment recurs in Helen's companion play Andromeda fr. 133 K (probably spoken 
by Perseus, who had slain the Gorgon Medusa) aA"A.' r,6u TOI O<.t.)8rna µeµvfio8ai 
TTOVWV. 

666-8 H. begins by restating her innocence (cf. 582 1 586 1 6111 614-15 1 658----9): she 
did not travel on Paris' ship to Troy and she was not seized by adulterous desire. 

ou1< .•. I TTnoµivas ... nEToµivou: both gen. absolutes arc negated, with play 
on the difTcrcnt meanings of TTE"Tea8a11 emphasizing the speed of the ship (1<c~:mas: cf. 
147, 394nn.) and the 'flightiness' of desire. Repetition is common in cxciccd dochmiacs 
(cf. Digglc (1994) 297, 376-8), e.g. 670 a 610s 6 616s, 684 TTro3ea TTofaa. 

vmvia: used as an adj. (qualifying 'bed') and transferred by hypallage from 
~ap~6pou: it is Paris who is youthful. 

669 6alµ<.t.)v,; TT6T1,1os: cf.211-12n. For 6aiµwv (originally 'apportioner') as equiv
alent to eras in poetry, sec Barrell on Hipp. 1111-14. 

O\JAa1 n<hpas: gen. of separation, 'stoic you from your native land'. 
670-1 <Maias T.> is necessary since a 616s ... TTais is not enough to identify 

Hermes (cf. 243 Ma166os y6vov, 1670 Maia6os T61<os). 
hd"A.aaEv: 3rd sg. aor. of TTEAa~w, '] approach'; the causal sense found here ('bring 

to') is confined 10 poetry: LSJ s.v. e. 
672 TOU niµ\JlavTo,;; gen. absolute, 'at whose bidding?' As the messenger of the 

gods, Hermes is more likely to be acting under orders than of his own will. 
673-4 1<0Te6cn<puaa 'I weep bitterly' (1<aTa is intensive: LSJ s.v. E v): for 'emotional 

aorists' in tragedy, sec Lloyd (1999) 43. The compound verb 1<0Ta6m<puw is first 
auested here. Willink (1989) 64 rejects 1<crre6axpuoa ... I 6a1<pua1v as tautologous 
and suggests 1<crra 6 El<Aauoa instead, but such repetitious language is noc untypical 
of lament (661-2n.). For the Greek car as comparatively insensitive to redundancy of 
this kind, sec Dodds on Bacclr. 647. 

675 M. already knows about Hera's responsibility for the phantom, but he docs 
not yet understand why she created it (653n.). His question ('Why did she want to 
inAict harm upon us?') reveals his ignorance of Hcra's motives and her plan, as if 
the goddess's aim was to harm H. and himself, when in fact they arc (from a divine 
perspective) mere 'coUateral damage'. 

676-8 For the judgement of Paris (26 µop«piis ... 1<pia1v), sec 23-3onn. 
1<elv<.t.)v: gen. of cause, as often foUowing wµo1, oiµo1 or 4ieO ('alas for those 

springs ... 1, 
lva 'where'. 
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!4>al6pvvav: the verb ci,a16pvvw implies washing something clean so that it 
shines (ci,ai6p6s = 'beaming'; cf. Ag. 1107-9 (Cassandra on Clytemneslra's bathing 
of Agamemnon) lw TCl'.Aatva, T66e yap TEAeis; I TOV 6µ06eµv1ov TI'OO'IV I AOVTpoiat 
ci,ai6pvvacra· TI'WS ci,pacrw TE/\os;); the goddesses competed in making themselves 
look 'radiant'. 

679 Despite textual problems, the sense required here is clear from the context. As 
in 675, M. is t1ying to make sense ofHcra's actions. H. has just spoken of the judgement 
(676-8), so l'vl. now looks for the connection between it and Hcra's hostility. 680 ('so 
that she might ... ') answers the question '\\Thy?', so it is likely that 679 began Ti 
6' rather than TO 6'. Numerous conjectures have been made, and most of them arc 
discussed and disposed ofby Digglc (1994) 181-3, whose own Ti 6'es Kpicr1v 001 T6v6' 
e8f1X' ftHpa KOTOV ('why did Hera bear you this rancour over the judgement?') seems 
to be the best so far proposed. 

680-1 Animated avT1/\al3~ as M. finally comprehends Hera's motive: H. was 
taken to Egypt to avenge Aphrodite's bribing of Paris. 

nap1v ••• I KvTI'pts (Kl'.mp1v ... TI'ap1v L): the transposition of initial words in 
adjacent lines is common. 

naptv ws aci,eAOITO ••• !TI'EVEVO'EV 'so that she (Hera) might take (me) away from 
Paris ... to whom Aphrodite had alloued (lit. nodded) me'. 

681-2 w T/\aµov I T/\6:µova T/\6:µov: M. 's pity ('O poor woman!') is echoed insis-
tently by H.: she is the goddess's victim. 

!TI'e/\aa' AlyvTTTWt: cf. ETfEAacrev NeiAWI (670-m.). 
683 M. fills in the final stage of Hera's response, the creation of the phantom. 
OVTE6WK1 'gave as a substitute'. 
ws ae8ev KAVW: 582-8. 
684-90 H. laments the death of Leda and the misery ofHermione, both the result 

of her apparent 'shameful marriage' (687). 
684-5 Tex 6e < acx> ... Tr6:8ea Tr6:8ea: exclamatory acc., with emotional anadiplo

sis (19511.). 
oi 'yw: 594n. 
686-, crrx6v1ov 6e l3p6xov I ... KaTe6riacno 'she tied a strangling noose': c[ 

136 !3p6xw1 y' ~acrav evyevi; 6epT]v; 299-30211. 
St' !µcxv ••• 6voyaµov cxlaxvvav: for Leda's suicidal shame, cf. 201-2 alaxv

vas eµa:s vrr cx/\yewv. Though innocent of any disgraceful behaviour, H. still feels 
responsible for her mother's death: 28111. 

688 /\6yos 'is there word (of our daughter Hermionc)?' L's !3ios ('is she ali\'e?') 
would take a dat. rather than a gen. 

689-90 ayaµos aTeKvos: sec 282-311. 
ayaµos ••• I yaµov ayaµov: Hcrmione and H. arc both ayaµos, but in clillcr

cnt ways: Hermione is literally 'unmarried', and she laments (689 KCXTao-revet) her 
mother's 'marriage that is no marriage' (213-14n.), i.e. her adulterous union with Paris. 
Moreover, as \Villink (1989) 67 points out, 'my yaµos ayaµos' also suggests, from H.'s 
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own point of view, 'either her sundered marriage with Mcnclaus or her illwory adultery 

,,ith Paris' (my itaJics). 

691 w nav ... TTEpaac; nap1c;: apostrophe and alliteration underline Paris' crime. 

Ka-r' (D(pac;: the phrase is typically used of sacking a city (e.g. Pltoen. 1176 t<aT' cn<pwv 

TT1:pyaµwv EAEiv TTOAIV). According to the Iliad, Paris stole many treasures from M. 's 

palace as well as his wife (3.91-3). Yet the metaphor also emphasizes the devastation 

surfcred by bot.h sides: the victorious M., who razed Paris' house and city 'from the 

top down', endured in turn 1hc des1ruction of his own family (6wµ' iµov). 

692-, H. concludes the duct by reviewing the disastrous consequences of her 

bogus 'marriage' to Paris (690), focusing in particular detail, and with unrestrained 

self-pity, on her own misfortunes (6g4-7). 

692-3 Ta6E refers principaJly to 691, but embraces the whole background to Paris' 

destruction of M. 's family, stretching back to the Judgement on Mt. Ida and Hera 's 

fabrication of the phantom (676-83). 

µup,a6as TE I xaA1e1:6TTAc.lv ft.CJ\lawv: the epicizing epithet ('bronze-armoured', 

a hapax) is poignant, evoking the many Greeks killed at Troy, for the sake of an 

1:i6wAov: cf. Tro. 369 (Cassandra on the 'conquering' Greeks) 8ripwvTES 'EAEVflV 

µupiouc; crnwAmav; 52-3n. 

694-, sum up H.'s peculiarly unfonunate status as a \ictim of divine malice 

(694-5) and human prejudice (696-7). 

694-5 'But for from my country the god cast me, doomed and accursed, away 

from my city and from you.' 

lmo<TTp6>: the preposition (used postpositivcly, as al 1133 TTaTpi6ac; crna,rp6) 
is found six 1imes elsewhere in Eur. lyric. For its restoration here (regularizing the 

dochmiac rhythm), sec Digglc (1994) 184-5. 
6paiov 'accursed', since she is unfairly vilified as an adulteress (cf. 54 KaTapaT□S 

Eiµ1, 66-7, 223-5, 250-2, 270-2, 614-15 1 666-8). 
696-, OTE • - • EAmov ou A11Toua· ',vhen I left, though I did not leave·. H. 's actual 

departure was different: it was the phantom who left with Paris ETT0 alaxpoic; y6:µ01c;. 

698-9 Actor's song is regularly followed by a choral couplet, separating the lyrics 

from the following dialogue. As is typical, the Chorus-leader's comment here is both 

sympathetic and sententious. The structuraJ function of these brief di\iding units is 

paramount, hence the frequent banaJity of their content. Though H. and M. will 

indeed 'get good fortune', it is far from clear that this can 'suffice for' all that they and 

oLhers have surTcrcd. 

Ta Aoma 'in the future': cf. /T841 (OresLes to Jphigenia) TO AatTTov 1:vTuxoiµ1:v 

ClAATJAW\I IJETQ. 

'TTpoc; TO: ,rp6cr81:v apt<EcrEIEV av 'that would make up for the past'. 

700-760 The Servn11l ref/eels upon the revelalio11 of the phn11to111 

The Servant, who has been a silent and increasingly puzzled bystander since line 621, 

intervenes 10 ask M. for an explanation of his joyful reunion with H. M. confirms that 
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the Trojan War was fough1 for an 'image made of cloud' created hy Hera (705-8), 

promp1ing the Servant to deliver rwo speeches dealing with 1he complexity of the 

divine (711-33) and the worthlessness of prophets (744-57). Many critics have won

dered why the Servan! remains on stage after reporting the miraculous disappearance 

of 'H.' (605-21). Comparision with the reunion scene of the JT may help: there too 

actor's lyric is followed by a choral couplet before Pylades intcn,enes, taking the aCLion 

in a new direction by reminding Orestes that they must now 1hink of an escape plan 

(902-8). Here, by contrast, Eur. has postponed the issue of escape (778-829, 1hough 

it is adumbrated at 739-43) and deliberately slowed the pace of the plot. Far from 

creating an 'amusing littJc interlude' (Arnott (1993) 149), Eur. has paused the action 

because he wants the audience, like the Servant, to reflect in all seriousness upon 

the wider ramifications of the phantom's exis1ence, and to do so from the 'ordinary' 

perspcc1ivc of a non-heroic figure. 

700-1 np6cr6oTov: dual aor. imper. of npocr6i6c..:,µ11 'give a share or (+ gen.), 

replacing L's unmctricaJ TTp6cr6oTe. The plural verb is addressed 10 H. and .M., while 

the singular vocative (MevEAae) picks out their reprcsen1a1ive (and the Servant's leader): 

sec Digglc (1994) 506. 
µav8CI\lc..:> µtv ..• au aa~&s 6' exw: the Servan! can sec M.'s joy for himself 

(µav8avc..:, = 'l perceive'), but is unable to grasp its meaning properly. For fxw = 'I 
understand', sec LSJ s.v. A 1 9. 

702 6;\;\' signifies compliance ('very well, then'): GP 17.i. 

1<01vwve1 A6ywv: present impcr. of KOIVWVEc..:> (+ gen.), 'take part in our conversa

tion'. 

703 ~pa~eus is used here uniquely in the sense of 'author' or 'cause'; it originally 

referred to the umpire of an aywv (athletic or otherwise): c( 996, ro73. 

704, mark 1hc Servan i's important realization of the tragic futility of the war. Ti 

ci>ti•s; (706) may be seen as a unique extension of the extra mctrum exclamations found 

elsewhere in tragedy. Though such 'interroga1ivc exclamations' arc found among 

trimc1ers in Sophocles, only one example (Soph. OC 315 Ti <i>c::i;) is part of an iambic 

metron rather than a full manometer (c( Fracnkcl on Acsch. Ag. 1216; the OCT of 

Sophocles adopts Meinckc's ,i ~c..:,vw;). Ncvcnhelcss, this unusual feature of tJ1e Ser

vant's speech may be justified as an appropriate response to the disquie1ing revelation 

of divine deception (704-5). 

704 oux fi6e forccf ully contradicts the Servant's identical opening (703). 

705 ve~EAT)S aya;\µ' ••. Auyp6v 'a destructive image made of cloud': cf. 750 

ve4>EAT)S UTTEp8vrpcrKovTas, 1219 ve~EAT)S aya;>,,µ', and the fate of lxion (34n.). 

707 ve4>EAT)S ... nip1: anastrophc (23-4n.) combined with hypcrbaton. 

aAAWS 'in vain': cf. 593, 603nn. 

708 8ewv Tp1aa&lv ep1s 'the result of the strife between the three goddesses'. For 

M. 's gradual comprehension of the link between -Hpa5 Epya and the judgement of 

Paris, sec 653, 675nn. 

709 'What? This woman here is really your wife?' The question builds up to the 

climactic words 'your wife', expressing the Servant's amazement and disbelief. (The 
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MS 1cxt begins fi 6' oua·, but E V\'. Schmidt's Ti 6; we; removes the awkwardness of 

fi6E coming after~ 6'.) 

711-33 The Sc avant 's first speech begins with general reAcction on the unpre

dictability of the divine (711-15)1 which is then illustrated by the fortunes of H. and 

M. (716-19). The blessings of H.'s marriage song arc renewed (720-5), leading into a 

concluding section on the virtues of being a 'noble slave' (726-33). The OCT deletes 

over haff ofthc Servant's two speeches (713-19, 728-33, 746-8, 752-7). The majority 

of Lhcsc Jines arc of a moralizing nature, but since it would be misleading to treat 

scntcntiousness per se as a mark of interpolation (especially in Eur.), each of these 

passages must be judged individually on i1s stylistic and dramatic coherence. Taken 

as a whole the Servant's speech reveals a 1horoughly 1radi1ional view of bo1h the 

unknowability of the gods and the fragility of human fortune (cf. esp. JI. 24.527-33 

on Zeus's cwo jars, one containing blessings, the other ills, where the most one can 

hope for is a mi."cd lot). Thus H. and M. had their share of su0cring (716-17), but 

now they arc 'lucky' (719) because of the change 10 good fonune embodied in their 

reunion. 

711-13 The revelation of H.'s true identity and her reunion with M. prompts 

reflection upon the instability and inscrutability of the di\~nc: sec 1137-5onn. 

c':l 8vycrrep: an ancctionate form of address (cf. 616). 

6 8e6c; is used generically, without reference to any particular god: cf e.g. 1137, Her. 
1345-6, and Lhc use of TO 8eiov in the S4JtJlms fragment (TrGFt 43 F 19.16 = TrGFS 
p. 177). 

iroudAov suggests both 'complex' and 'changeable'. 

6uaTiK1 . .iapTov 'hard to interpret': cf Tro. 885 (Hccuba on Zeus) 6uCTT61Taa-roc; 

ei6eva1. The adj. 6uCITEKµapToc; (once each in [Aesch.), Soph., and Eur.) is used by 

Promc1hcus to describe rhc 'diflicuh art' of sacrifice (PI' 497) and by Oedipus of the 

'track of ancient guih' leading back to Laius' killcr(s) (OT109). The idea that human 

knowledge of the gods is unccnain is a central concern of the f/e/n,: sec 1137-8, 

1148-5onn. 

eu 6i irc..Jc;: nwc; qualifies the adverb (Ev = 'thoroughly', no approval is implied; 

cf. Hipp. 504), i.e. the Servant can sec the great confusion caused by the gods, bur is 

unable to explain it. For 1TWS as an expression of the mysterious nature of Lhc divine, 

cf. Jon 1615 xpov1a IJEV TO T~V 8E~V 1TCJS, ES TEAoc; 6' OVk aa8evi;. (irou is also used in 

this way: sec fracnkel on Acsch. Ag. 182f.) 

irciVTa CTTpitrn Hcrwcrdcn's conjecture supplies an object for bo1h a-rpe~e1 and 

ava~ipwv. The scribe who imroduccd 6:vaaTpE~EI (L) was probably innuenccd by 

civaci,ipwv, and the mistake was aided by the use of avaa-rpi~w elsewhere 10 describe 

the gods 'overturning' human affairs, e.g. Eur. Su/Jp. 331 o yap 8Eoc; iravT' 6:vaa-rpi~e1 

TTOAIV. 

iKEiaE K61<eia' ava4>Eptilv 'arranging (them) this way and that'. The sudden and 

unpredictable changes brought about by 'divinity' liken it to 'chance': cf Ion 1512-14 

w µna~OAOUOQ µupiouc; fi6Tl ~POTWV I Kai 6ua-Tuxfia01 Kcru81s au 1Tpa~a1 KaAwc; I 
TVXfl• 
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713-19 illustrate further the capriciousness of divinity, first in general terms (713-

15), then with reference 10 the fortunes of H. and .M. (716--19). 
714 au81s 'afterwards'. 

715 TT\s ael TVXTJS: 6e( qualifying a noun phrase = 'at any given time' 1 'at each 
particular moment\ i.e. his fortunes arc constantly insecure. 

7 16-17 au ... n6a1s TE aos ... I av: the Servant focuses on the unexpected 
change from bad to good fortune in the lives of H. and M. 

1J.ETE<7XETE 'you had your share (of troubles)'. 

A6yo1a1v 'through (people's) talk', causal dat.: for H.'s disgraced reputation, c( 

66, 135, etc. 
718-19 oT· eaneuS' 'when he strove', i.e. to regain H. 
cnh6µa-ra ••• Taya8' 'blessings that come of themselves', i.e. without eflort. 

euTuxecna-ra: superlative adv., modifying npci:~as, 'faring very fortunately'. Such 

interlacing is one of several kinds of hyperbaton found in tragedy: sec Stinton (1990) 

98-112, esp. 102-3. 
720-1 Remarking on H.'ssupposed 'shamefulness', the Servant thinks ofH.'s male 

kin (father and brothers), the guardians of her family's honour. 

apa marks the speaker's realization of the truth: GP 40.4. 
722-5 The Servant renews (ci:vaveovµai ... m:xA1v) the blessing of the marriage 

hymn (l~1111enaios) which he once sang for H. (cf. 1431-5n.), and recalls how he accom

panied the chariot that brought her from her father's house to that of M. (1663-5n.). 
Kai AaµncrSwv µeµv,;µE8' 'and I remember the torches': cf. 638 un6 Aaµm:xSwv. 

as .. I . naptq,epov 'which I carried as I ran along beside the four-horse chariot'. 

The chariot is showered with apples, Rowers, and garlands in Stcsichorus' account of 

the procession (fr. 187 P,WGF). For H. and M.'s wedding in art, cf. LLHC s.v. Helene 

61-9. 
avv Tw16e: gesturing towards M. 

726-33 The Servant's maxim-like statements form a coherent argument. 726--7 

define the 'good slave' in terms ofloyalty to one's master and sympalhy with his mood 

(cf. ,\1ed. 54-5, And,. 56-9, 87-90). The Servant then focuses on his own claim to be 
counted among those 'noble slaves' (cf. 1641) who have a 'free mind' even if they lack 

a free man's 'name'. The Seivant's remarks arc far from rebellious in context, but 

by pointing to the gap between the label 'slave' and the 'free mind' of the individual 

who bears that label, Eur. is adapting current ideas about the contingent nature of 

such categories as 'slave' and 'free': sec Guthrie (1971) 155-60, Hall (1997) 110-18. As 
Gregory (2002) 161 has shown, however, the many passages dealing with the nature 

and status of slaves in Eur. do not establish the playwright as a 'social activist' (c( Heath 

(1987) 150 n. 56 on Eur.'s use of the stock aristocratic figure of the 'loyal retainer'). 
Passages of general rcAcction tend to cluster at the end as well as the beginning of 

speeches (cf. Friisjohansen (1959) 98). 
726 Ta SeaTTOTWV 'the interests of his mastcr(s)'. 
727 ~uyy118ew ('rejoice with') is a ltapa."; auvCAJSlvw ('sulTcr with') occurs only here 

in archaic or classical poetry. 
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728 KEI: crasis, Kol EL 

TTlcf>ux' •• , A6:Tp1s: lhe Servant is not an enslaved former aristocrat (a frequent 

figure of tragedy, especially in the form of women taken into captivity after the fall of 

lheir city, e.g. Cassandra (Acsch. Ag.), Joie (Soph. Traci,.), And.romachc (And,.), Hecuba 

(Hee., Tro.): sec Hall (1997) 123-4) but was born in servitude, making his claim to a 

'free mind' all the more arresting. 

730-1 For slavery as a mere 'name' or title (albeit a shameful one), cf. Eur. 1011 

854-6 (which I would not delete, pnce Digglc), fr. 511 K. The slave's 'free mind' is 

mentioned in a fragment of Sophocles (El cr&µa 6ouAov, 6.A°A 6 vous EAEU8Epos fr. 940 

R), and both idcc1s arc combined in Eur. fr. 831 K (TToAAoim 6ovA01s Touvo1,1' aicrxp6v, 

ii 6E 4>p17v I ,&v ouxi 6ouAwv ioT· iAeu8epwTEpa) 'The name brings shame to many 

slaves, but lhcir mind is more free than that of those who arc nm slaves.' 

731-2 KpEicraov •• I . xpi;cr8m 'for that is better than to suffer two evils at once' 

Oit. 'tJ,an for one person to suffer two evils'): the antithesis of eTs with other numbers 

(6uoiv ... ev) is often used for rhetorical emphasis and contrast (cf. 571), or may be 

equivalent (as here) to &µa (Barrett on HiPf,. 1403, Denniston on El. 649). The 'two 

evils' arc elaborated by the two infinitives exe1v ... 6xoue1v (732-3). 

733 61<ovE1v (+ gen.) 'to obey': cf. 1415. 

734-43 The Sen.•c1nl is sent back 10 tJ1e shore with instructions for M. 's men that 

prepare for their role in the escape (cf. 1069-72, 1537-1612). 

734-5 1Tap' 6C"'TTl6a is simultaneously heroic (suggesting the lesser fi~htcr who 

accompanies the Homeric warrior) and contemporary (evoking the shirld-by-shicld 

formation of the hoplitc phalanx: cf. 1Hed. 250-1): sec l\fastronardc on Phom. 1073-4. 

For nap' aanl6a combined with iKnov&v ('labouring to perform'), cf. Or. 653 croi 

nap' acrnl6' EKTTOVWV. 

i~hTAf1aac;: 2nd sg. aor. act. ofiKTT(IJnAfllJI, 'I complete, accomplish'. 

736-8 µnaax~v: cf.716 n6vwv IJETEC"XETE. 

EU 1Tpa~lac;: cf. 719 rrpa~ac; ... EUTUXECTTQTQ. 

au T0 

iaµi:v TVX'lS 'where our fortunes stand'. The lack of movement in uncom

pounded dvm tells against L's ol: cf. Dunbar on Ar. Birds 9, Digglc (1994) 186 n. 

23. 

739-43 The three infinitives (µivE1v ... Kapa6oKEiv ... cf>poupEiv) arc all governed 

by ayyE.1Aov (737 aor. imper., 'and tell them to ... '). 

739-40 1<apa60KEiv I ... 1,1' 'to wait for the ouccomc of the struggles that lie in 

store for me'. For the sense of Kapa6oKEiv, cf. Mastronardc on 1Hed. 1107 'the verb 

implies wailing with ncnmus expectation for an outcome, often in a military context 

with the notion of determining one's behaviour according to who wins a battle'. Here 

the word marks M.'s gradual return to his role and status as a milicary leader, as he 

and H. move from beggary and supplicat.ion to developing a strategy for escape. 

~s iAnl,oµev 'as I expect'. 

741 El .•. rrw~ 6uualµi;8' 'in case I might somehow be able to ... '. 

742 4>poupEiv <8' > cmws av 'and to watch for a way ... '. Dale and Kovacs follow 

Jackson (1955) 239-40 in deleting nws ... I «ppoupEiv (741-2) and retaining Kai Tflv6' 
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(741), but Hcn.vcrden's el in 741 and the addition of0'by Digglc give the eonditionaJ 

clauses (el ... ~v 6uvwµe8a) a distinct and proper purpose (cf. Digglc (1994) 186-8). 

els iv tA86vTES TVXflS 'combining our fortunes'. 

744-57 Before departing the Servant condemns aJI prophets as liars, since neither 

Calchas nor Hclcnus (the Trojan prophet, and a son of Priam) revealed the existence of 

the phantom. Prophets and divination arc criticized or questioned throughout Greek 

literature from the Iliad onwards (e.g. /i. 1.106--8, 12.237-40, 24.220-4). Prophets may 

be suspected of prostituting their craft for material gain (e.g. Od. 2. 186, Acsch. Ag. 
1195, Soph. Ant. 1035-47 1 10551 OT 387-9 1 Eur. Bacch. 255-7, LA 520-1), rejected as 
impostors with no access to the gods ( OT 390-8) 1 or (as here) presented as practising a 

false skill because the gods (though they exist) do not communicate with humans via 

sacrificial offerings and birds. It is important to note that the Servant's critcisms arc 

not an attack on the gods themselves (indeed he urges sacrifice and prayer to them: 

753-4), but on the faJliblc human practitioners of tJOVTIKfl (cf. Xenophancs DK 21 

A52, Eur. Hip/,. 1055-9). The same distinction is found in Eur.'s El. 399-400 1 where 

Orestes declares J\o~iou yap eµ1n601 I xp11crµoi, l3poTWV Si µOVTIKT)V xaipe1v EW (cf. 

Soph. OT 497-503, Eur. Phom. 954-9). That the tragedians should be fascinated by 

prophecy is hardly surprising, since tragedy is essentially concerned with the divine 

and how humans may gain knowledge of it; for Eur. in particular, sec Radcrmachcr 

(1898). Moreover, the validity of divination was an especially controversial issue in 

the later fifth century as rational explanations based on science began 10 challenge 

the authority of traditionaJ religious practices (cf. Lloyd (1979) 10-15, Burkert (1985) 

311-17, Rihll (1999) 17). 
Several critics have detected particular venom and topicality in the Servant's attack 

here (performed in 412)1 since Thucydides tells us that in the previous summer, when 

news of the disastrous defeat of the Sicilian Expedition reached Athens, the Athe

nians were enraged with the prophets and reciters of oracles who had predicted a 

successful campaign (fhuc. 8. 1). As Parker (2005) 113-14 observes, however, 'Cer

tainly, Euripides' I-Jelen, produced in the year after the disaster, contains the most 

general denunciation of seers to be found in Attic literature ... But, in the long term, 

false prophecies usually create an appetite for true ones, not a wholesale rejection of 

the institution.' Moreover, as we have seen, the fallibility of prophets is a traditional 

theme, and the passage must be linked first and foremost to the world of the play. 

Insofar as the success of the escape plan depends upon 1hc goodwill and support of 

the prophet Theonoc, it is clear that, despite the Servant's auack, not aJI who claim 

to understand the will of the gods arc selfish charlatans. (Of course audiences were 

also familiar with the regular pattern in tragedy whereby the predictions of seers 

arc fulfilled, however unlikely they look to the characters in the action; cf. 746-811.) 

Matthicssen (1968) 696 and Kannicht (on 744-60) deny that the Servant's speech 

has any bearing on Thconoc, since she is not the same kind of seer as Calchas or 

Hclenus (who use sacrifice and birds), but the audience have been told nothing of 

Theonoe's methods, and Tcuccr has spoken of her skills in language typical of Greek 

divination (145-6 TT)V 8ecrmCAJ166v 8eov6r,v .. I . we; TVXCAJ µav;euµOTwv). Thus, 
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the Servant's condemnation of prophets raises the possibility that Theonoc herself 

will prove unhelpful and hostile, choosing her own self-interest before the happi

ness of M. and H. Moreover, as well as creating suspense about how Thconoc will 
act, the Servant's speech highlighLs the significant and disturbing fact that the gods 

chose not to reveal the truth about the ei6wAov (through the 'signs' of divination or 

otherwise). 
Editors difTer considerably in their view of the SeJVant's gnomic style, the coher

ence of his train of thought, and hence the extent of their deletions. Alleged linguistic 

and stylistic difficulties boil down to one real problem (the later Attic temporal aug

ment in 752 ~pouAno) which can be easily remedied (sec below). In conclusion, 

the Servant's speech is highly relevant to the play, and its style and structure cfTec

tively charactcri2e the speaker as a shocked yet spirited old man, prone to morali2ing 

reflection. 

744-5 foTm Ta6': a formula of agreement (cf. 12941 Hee. 898, El. 650, etc.), here 

expressing compliance with M. 's orders. Collard (:2005) 371 contrasts 'this originally 

solemn formula' "~th 'the more everyday expression' 6paaw Ta6e (e.g. Hipp. 1088). 

a.>..>.a TOI 'but, you know': 'Tor brings the point home to the person addressed' (GP 

548). 
foeiEiov: the aor. of verbs of understanding stresses the completeness as well as 

the instantaneousness of the insight (Lloyd (1999) 44-5), 'now I truly understand 

how .. .'. 

TO 1,1avnc.:>v: lit. 'the things of prophets', the neuter article and possessive gen. 

being a common periphrasis for t.hc people themselves (or their interests: c[ r26 TO 
6EcrrTOT6°:lv). 

746-8 The Servant rejects two of the chief meLhods of divination: the Aames of 

sacrifice and the cries of birds (d Burkert (1985) 112). 

~v ap': fort.he sense and colloquial nature of the expression, sec 616n. 

vy1es ouEiiv: also colloquial (Stevens (1976) 25-6) 1 'nothing wholesome' = 'no 

good' (nine examples in Eur., once in Soph. Phil. 1006, performed in 409), first \\~th 

dependent gen. (e1,1nupou q,il.oy6s), then with predicate nom. (TrTEpwTc':lv cf>0Eyµcrr': 

cf. A11dr. 952-3 uy1Es yap ou6ev ai 0upa8ev Eiao601 I 6pwo1v yuvmKwv). The Se1vant 's 
simple language enhances his forthright opinion. 

EUfl8ES • •• I TO 1<al 601<Eiv: the art.icuJar infinit.ive is nom., 'and even to think that 

(birds benefit mortaJs) is stupid.' The Servant's scepticism is at odds with the general 

pattern in tragedy whereby 10 ignore omens is to court clisasrer; cf Hector's deluded 

reject.ion of ornilhoma11leia in the Iliad (12.237-43). 

74g-51 reformulate the theme of the war's futility from t.he perspective of prophecy. 

ou1< dn' ou6' fa~ l,,lflVE aTpCIT~1: far from being 'inelegant padding' (Kovacs (2003) 

41)1 the repetition emphasi2es the culpable silence of the prophets, and the dlcct is 

strengtJ1ened by the use of 01'11,1aivw, which is vox propria for divine 'signs': cf. Heraclitus 

DK 22 n93 6 cxva~. OU TO µav-rei6v ECTTI TO EV 6eAq,ois, CUTE A£YEI OVTE KpV1TTEI CXAACl 
a111,1aivE1. 

ve-i,t.>.ns .• I . IJaTflV: cf. 593, 603, 707nn. 
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752 ehro1s av: Lhc Servant imagines a potential cxplanmion for the prophets' 

failure, 'It was because Lhe god did noL wanL {to give a sign).' Ion, servant of Apollo, 

stresses thaL one cannot hope to extort informaLion from the gods, either by sacrifice 

or bird omens, if they arc unwilling to give it (/orz 373-7). Yet in contrast to Ion, who 

urges Creusa not to ask awkward questions, the Servam turns the unwillingness of 

the gods against the prophets themselves (753-4). Ironically, however, the Servant's 

imaginary defence is acLually valid in this case: the gods duJ. conceal the ei6wAov from 

the prophets. The truth is more disturbing than the Servant reaJizes. 

il3ovAETo: a certain change for L's ti~ovAeTo since the temporal augment ii-with 

~ovAoµai and other verbs (ti6uvaµT)v, fiµeAAov) is a morphologicaJ development that 

features sporadically in prose of the fourth century and beyond (e.g. Dern. 1. r5), but 

nowhere else in fifth-century literature (ci. Sihler (1995) 486). 
753-4 spell out the implications of 752: if prophets cannot guarantee knowledge 

of the di,~ne, it is better to sacrifice and pray Lo rhc gods directly. 

0uoVTaS alTEiv crya6a: ayaea is one of the most frcqucmJy used words in prayers, 

since prayer was seen as 'asking for good things' (Pulleyn (1997) 7-8); ci. e.g. Eur. Baah. 

285 wcrre 610 TOVTOV [sc. Dionysus, when poured out as wine during prayer] Taya8' 
av8pwnous EXEIV. 

755-, arc deleted by Dale on the grounds of 'irrelevance', yet they effectively 

expand the Servant's criticisms of prophecy and end his speech with a gnomic state

ment (757) that is highly appropriate lo the subsequent course of the action. 

!3fov ••• T66E 'for that (i.e. µavnia) was invented merely as one of life's traps.' 

The 6eAeap {'trap, bail, temptation': c[ A11dr. 264, IT 1181) is L11e (mere) promise of 

success given by prophecy. 

6pyos ~v 'without making an effort', i.e. nobody ever prospered simply by making 

divinatory sacrifices; cf. Hes. WD303-4. iWI 6e 0eoi veµECJWO'I Kai avepes, as KEV aepy6s 
I ~wT)1. 

yvwµT) ••• Eu~ouAla 'the best predictor of the future is intelligence and good 

planning.' The Servant's rejection of the traditional an of divination in favour of 

human judgement deploys the rationalist language and thought of the sophistic 

enlightenment: c[ Antiphon DK 87 Ag for µavTIKTJ as 'the conjecture of an intel

ligent man, (av8pwrrou 4>poviµou e1Kacrµ6s), Eur. fr. 973 K µaVTIS 6' op1crros OCJTIS 
eiKa~e1 KaAws, 744-5711. But his declaration also prefigures the action to come, where, 

despiLe the tacit support of the prophcL Theonoc, H. and M. must rely for success 

upon their own intelligence and planning: cf. esp. 1022-3. 
758-60 As the Servant returns to the shore, the Chorus-leader expresses general 

agreement wiLh his opinion of prophecy, reaffirming the importance of the gods' 

goodwill (ef. 753-4.). The comment is just as important structurally as it is for the 

'character' of Lhc Chorus (cf. 698-911.): the scene of initial reaction to the reunion 

is over and the lengthy dialogue that follows between M. and H. represents the first 

phase of the escape ploL (esp. 815-29). 
758 TOUTO Kaµof: crasis for TO cruT6 and Kai eµoi, lit. 'the opinion about prophets 

turns out the same for me too as for the old man.' 
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761 -856 Dialogue between Helen and J\tlenelaus 

The transition from recognition to planning is handled in animated stichomythia 

(cf. 553-g6n.). M. learns of the threat to his life (778-88) and a plan emerges with 

H. 's suggestion that they supplicate Thconoc and win her support (825-31). In the 

opening dialogue H. questions M. about his wanderings since the end of the Trojan 

,var (761-77). Thus, rather than forming part of Lhe reunion scene (c[ Od. 23.306-43), 

the review of M. 's troubled noslos comes just before the threat to his life is revealed, 

emphasizing that tJ1c series of dangers and struggles facing M. and H. is far from over. 

761 eUv: the interjection (found 28 times in Eur.; cf. Stevens (1976) 34) is often 

used 'to move the discussion and action forward after a lyric or messenger's narrative 

or other delaying clement' (1vlastronardc on Pltoen. 1615). 

6eiip' ael: 6eupo is temporal and is intensified by aei, 'right up to now' (with 1<aAwS 

E)(El the phrase has an idiomatic ring: 'so far, so good'). 

763-4 1r68os 6h·1s I ... 4>IA0101v: dat. of possession, 'loved ones long (to hear ... )'. 

For the thought, cf. 665n. 

4>IAC&lv 4>IA0101v: polyptota (173n.) with cpiAos and ex6p6s arc used frequently in 
tragedy, stressing the reciprocity of the relationships; c[ Gygli-Wyss (1966) 67. 

765 av,ipou: 2nd sg. aor. of aveipoµa1, with double acc., 'I ask x about/. 

ivl A6yc.l1 1..1101 8' 66c':>1 'in one word and at one go' (for the colloquial tone of 1-1101 

66w1, cf. Stevens (1976) 49), i.e. with her single question H. has asked him to recount 

many sufferings. 

766-9 A summary of M .'s wanderings in />Taeteritio ('\-\'hy should J tell you of. .. ?'): 

c( 400-7, 405-7nn. 

766 4>8opas 'shipwrecks', referring to the many Greeks killed during the return 

from Troy: c[ 127-30. 

767 -ra .•. 1TupTToA,iµaTa 'the beacon-fires [TTUpTToAT)I..IO is a /10,t,ax] set by 

Nauplius on Euboea'. Palamcdcs, son of Nauplius, had exposed Odysseus' madness 

(feigned so as to avoid joining the expedition to Troy) and was killed by the Greeks 

tJuough the plotting of Odysseus. The story was narrated in the cyclic CJ,pria (sec 

pp. 40.30-3, 43.66 Bernabe= pp. 31.4.1-3 1 33.86 Davies). In re1aliation for his son's 

murder, Nauplius lit false beacons and lured the storm-driven Greek ships to wreck 

themselves on Cape Caphereus. The murder of Palamedcs was a popular subject of 

tragedy: Aeschylus (frs. 181-2 R), Sophocles (frs. 478-81 R) and Euripides (frs. 578-90 

K) all wrote plays about it (for a reconstruction of Euripides' Palamede..s, sec Scodcl 

(1980) 43-63 1 Collard in Collard et al (2004) 95-6). Nauplius' revenge was presented 

in Sophocles' Nauplius Sa;ls Jn and Nauplius Lights a Fire (frs. 425-38 R), and is alluded 

to in Euripides' Trojan M1mun (90-1), which followed Eur. 's Palamede.s in the production 

of 415; Nauplius tragedies were also written by Philocles (TrGF 1 24 T 1), Astydamas 

II (TrGF 1 60 F 5), and Lycophron (TrGF r 100 T 3). Beyond tragedy, Gorgias wrote 

an exhibition speech called the Defence of Palamede.s (DK 82 n1 ia: c( Cole (1991) 75-

6), while Timothcus composed a citharodic 1101110s (or pcd1aps dithyramb) cntitJcd 

.Nauplius (fr. 785 PA1C). Sec f unhcr 1126-3 rn. 
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768 KptiTTlS TE /\1~u11s e·: in the Odyssey some of l\'1. 's ships arc driven by storms 

to Crete, while M. himself is driven to Egypt (3.291-302). For Libya, c[ 404n. 

hnaTpClct,flv: 1st sg. aor. pass. of hna.pect,oµai, 'I go back and forwards' (cf. 83, 

89): 'the cities of Crete and Libya which I visited on my wanderings'. 

769 mco1T16s TE TTepaic,Js: Herodotus (2.15) places 'Perscus' \Vatchtowcr' in Egypt 

at the westernmost point of the Nile Delta. M., however, has never been to Egypt before 

(cf. 460-3) and he clearly has somewhere else in mind. The place was named after 

Perseus' rescue of Andromeda from the sea-monster, and since the Helm's companion 

play Andromeda was set among the Etl,iopians of the ALian tic (cf. fr. 145 K 6pw 6e Trpos 

Ti;S 1Tap8evou 801v6:µa-ra I 1<iiToc; 8o6~ov e~ ATAavT11<i;~ a>.6s), M. probably means 

that he wandered to the western extremity of the Mediterranean. For the division 

of the Ethiopians into those dwelling in the cast and the west, sec Od. 1.22-4. The 

allusive reference to 'Perseus' \Vatchtowcr' may suggest that the Andromtda preceded 

the Helen in the production of 412; but since we do not know the order of the plays, it 

may also be a trailer for the story of Perseus that will foUow: sec 1463-4n., p. 4. 

769-71 For the thought, sec 143n. 

lµTrAr,aaiµ1: 1st sg. aor. opt. ofiµTriµTrAfllJI (+ dat.), 'ifl were to satisfy your appetite 

with stories'. 

Myc,Jv T0 

•• j ,raaxc,Jv T0

: for the comparative use of TE ... TE ('just as ... so .. .'), 

sec GP515. 

TTa:axc,Jv T0 i1<aµvov 'just as I suffered while enduring them (sc. 1<Cll<a)'. Digglc 

(OClj deletes 771, but the line apLly reinforces the prospect of M. 's renewed suOcring. 

77tJ. 1<al 'TTAElov': Nauck's conjecture ('you have answered more fully than my 

question expected') not only reacts to M.'s ii Tr6AA
0 

avr,pou evi Aoyc,Jt µ101 8' 66w1 

(765), but also emphasizes the extent of his suffering. L's 1<aAA1ov ('you have answered 

better than my question') makes for a strange response. 

773-6 H. already knows that seven years have passed since the fall of Troy 

(d 111-12) and that M. has been wandering ever since (520-7 1 766-9), but the repeti

tion prepares for the powerful contrast of 777-8 (ct,eu ci,ru· µrn<pov y' .. I . es aqiay6:c;). 

773-4 TaAAa 1TapaAmC:::,v: eras is, TCI aAAa, 'leaving out the rest'. For TCIAAa 

opposed to ev, cf. e.g. IT 597 1<aAws EAE~as TaAAa 1TAT1V ev. 

lct,8elpou: 2nd sg. imperf. of 4>8elpoµa1, 'I wander, drift' (of shipwTecks: LSJ s.v. 11 

4; cf. 766 ci,eopas), with internal acc. CXAIOV TTACI\IOV. 

775-6 np6s (+ da1.) 'in addition to'. 

TTEp16poµac; hwv: for time's 'revolutions', cf. 112n. 

777-88 M. learns why his arrival prompts the enmity ofTheoclymenus. 

777-8 ~ TaAas •• I • ac,J0els: cf. 762 fow811s, w Ta:Aac;. The repcti1ion underlines 

the illusion of M. 's 'safety': he is in fac1 headed 'for slaughter'. 

779 TI Ai~us: a shocked 'wha1 do you mean to say?' The future tense implies Lhe 

speaker's desire for elaboration. The idiom is unique to Eur. (sec Barrett on Hipp. 
353). 

780 (= Phom. 972) is deleted by many editors (following Valckenaer). The line 

makes perfect sense here, since H. can as yet sec no alternative to M.'s Aight. That 
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such a formulaic line should reappear a few years later in another play is hardly reason 

enough to suspect it here. 

782 TI xp,;1,1a = 'what?' (for its colloquial ring, sec Stevens (1976) 21-2) 1 oflcn 

combined with a form of 6pcrv, especially in animated stichomythia: cf. 82 6 (6pa:cra1), 

1238. 
784 ~ yap introduces a surprised question (GP 284-5), '\•Vhat? Docs someone 

want ... ?' 
TCll,l

0 

••• Mx11: er 426-7n. 

785 'Yes, committing an outrage against me, which I would have endured (i.e. 

had you not arrived).' 

u~p1v • , • u~pl(euv: thejigura e!)•mologica (where words with the same etymological 

derivation arc used together) is characteristically Euripidean: c[ Held. 181 Supp. 512 1 

Her. 708,741, Bacc/1. 247, IA 961. Here it refers to (and the rhetorical figure stresses) 

the outrage of H. 's rape. She would only have married Theoc. under duress, as her 

suppliancy makes clear. 

Kov hA11v iyw: L's 11v ITA11V Eyw would imply that H. had endured rape, which 

is neither true nor likely to be followed by M.'s reply (786). KCXV introduces an unful

filled conditionaJ clause, reassuring M. that his wife has not been sexually coerced 

(cf Stinton (1990) 308-9, 443-5). 
786 l'vl. asks if the man is a powerful individuaJ or the counu,,'s ruler (TIJpavvruwv 

xBov6s). The laner description is here given a negative charge by the sexual context 

(for the irnponance of context in determi11ing 1hc sense of rupavvos and i1s cog11a1cs 

in fifth-century literature, sec Bond on Her. 29); lo force himself sexually upon women 

is typicaJ of a tyrant (c[ Hdt. 3.80.5, from the debate on constitutions: 1hc tyrant's 

crimes include ~1CrTai yvvaiKas). 

788 The Old Woman's account (460-80) is no longer a 'riddle' (aiv1yµa), i.e. M. 

is now able to understand why Theoc. will want 10 kill him. 

78g-92 H.'s sensitivity 10 l'vl.'s shameful loss ofs1atus matches his own: cf. 414-17, 

513-14nn. 

7 89 nolo1s •.• m,Aw1,1amv: cf. 437 Tic; npos nuAa1a1v; 

790 For I\,I, 's humiliating rejection by the Old \\'oman, sec 435-82n. 

~crnep 'TTTwx6s: M. is ll)'ing to minimize the disgrace of his condition: he 

was not simply treated like a beggar, but actually came as one (cf. 420-1 1 428-9, 

5ro-12). 
791 ou nou: 95n. 

792 The forced deployment of the ovoµa/epyov antithesis marks M. 's shame at 

his lowly condition (he could not bring himself to say the word 'beggar'). 

793-801 ivl. learns of H. 's supplical ion at the tomb of Proteus. 

794 el si AEKTpa 61e4>vyES: despite H. 's reply at 785 that she has so far escaped 

Thcoc. 's advances, M. wants to be absolutely sure. 

0\.11( exw: 496n. 

796 ne16w 'proof, assurance': M. docs not take H.'s fidelity for granted, since 

they have been separated for seventeen years and the attentions of a country's ruler 
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arc hard Lo resist. For the significance of her exemplary 'female' conduct, sec In trod. 
p. Go. 

aaci,~ 'true': c[ 21. 

797 T64Jou Tou6' 68~dous E6pas: c[ y28-9n. a8A1os ('wretched, pitiable') is here 

treated as a two-termination adj. 

798 TaAalvas O"T1~6:6as 'a miserable bed of straw'. Of L's TO:Amva Dale rightly 

asks 'Why Ta:Amva when he has still to ask what it has to do with her?' 

~v TI ao1 µha(= µET£CTT1); M. cannot imagine how his wife came to be camped 

at a tomb (800-m.). 

799 AEKTp<ilv IKETEuoµEv 4>uy6s: H. had earlier described how she came 10 Pro1cus' 

tomb as a IKETIS, iv' av6pi Taµa 61aowor11 AEXTJ (65); a811<TOV EUVT)V ... OEOWµEVflV 
(795). IKETeuoµev (with long syllabic iK-) is imperfect. 

800-1 .M. 's question ('for lack of an altar or because of foreign custom?') sug

gests thrlt the Greek audience too will have found H.'s choice of asylum unusual. 

Aristophanes parodies this passage when he has Critylla auack Euripides' kinsman 

for daring lo call the on-stage altar a tomb (Tlu:sm. 887-8). Suppliants in tragedy (as 

in real life) normally take refuge at altars or temples rather than tombs (cf. e.g. Acsch. 

Su/1/1. 83-5; Soph. OC 1158-60; Eur. LA 911; Lys. 12.98 on altars and temples er Kai 
Tois 661Kovo1 owTi)p1a yiyvETa1). However, it would be misleading to sec here any 

specific reference to Egyptian cults of the dead or to a peculiarly Egyptian respect for 

grave monuments. The respect accorded Protcus' grave is an extension of essentially 

Greek ideas. The Chorus-leader of Aeschylus' C/10e/1hori tells Electra, 'I revere your 

father's tomb as if it were an altar' (106 ai6ouµevri 001 ~wµov ws Tuµ~ov mrrp6s; 
cf. Cho. 336-7) .incl Simonides wrote of the heroic dead at Thermopylac, 'Their tomb 

is an altar' (fr. 531.3 PMG ~wµos 6' 6 Taci,os). Proteus is treated as .i hero, not simply 

ac; one of the ordinary dead (sec 54711.), and in the Greek world heroic tombs were 

charged with extraordinary power. The tomb has been chosen here as H. 's place of 

asylum because Eur. wants to keep Protcus, and his protection of H. (both in life 

,1nd in death), firmly in the minds of the audience, since the former king's conduct 

will be a major influence on Thconoc's decision and hence the outcome of the play 

(cf. 909-23, 940-1 I 961-8, 987). 
a1Tavl~ouo': for 01Tavi~w + gen. ('to be in want of'), er. 12601 lvled. 960- r Qason 

to Medea) 6oKeis 01Tavi4e1v 6wµa j3aaiAEIOV lTElTAc..lV, I 6oKEIS 6e xpuaou; 
fppue8': 3rd. sg. imperf: puoµai ('10 protect'); er. e.g. II. 6.403 oles yap epuETO 

·1;>,.1ov ~EK,wp. 

802-14 Theoc. cannot be killed; another plan is needed. The technique of explor

ing and rejecting 66uvaTa ('impossible plans') before hiuing upon the best scheme is 

typical of plotting scenes: c( Eur. El. 615-18 (Aegisthus is protected by bodyguards), 

IT 1020-7 (Iphigeni.i will not murder her 'host' Thoas), Ion 971-7 (Creusa refuses to 

burn Apollo's temple or kill Xuthus). 
802 vauaTOA£iv <a> 'to t.ikc you home by ship'. TOuµ6v AEXOS in H.'s reply 

(803) shows that oe is needed here (otherwise the verb would mean simply 'to sail 

home by ship'). 
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805 µr, ••• KaTai6ou: pres. imper. ofKcrrai6foµai, 'do not be ashamed (to Ace)'. 

M., however, feels that flight would be 'cowardJy' (808; c[ 948-g). 

806 at,v xaptv 'for your sake'. 

807 'Better that (i.e. to leave) than for my marriage to kill you.' 

808 y': exclamatory (GP 127.1), underlining M.'s rcfusaJ to Acc. 

'IAlou T' ouK a:~1a: M. cannot give up the idea of Trojan glory, although he now 

knows that the war was fought for an ei6c.i:i).ov: 845-9, 1603-4nn. 

810 'Is his body so invulnerable to the sword?' M. 's ironic question reveals his 

warrior mentality (the vulncrabilityofonc's opponents is a toposof epic, cf. //. 4.510-11, 

21.568-g), but the impracticability of violence necessitates a more ingenious solution 

(1049n.). 
811 EiO"T'lt 'you'U find out', i.e. why the king cannot be killed. M. lcarns ofTheonoc's 

protective role at a later stage of the planning (1043-6). 
a6uvaT': cf. 802-14n. 

av6pos au ooq,cu: Lhe gen. + infinitive expresses what it is natural or characteristic 

of the person 10 do (Smyth §1304). 

812 a1yij1 (emphaticaUy line-initial) marks M.'s disgust at the idea of surrendering 

so meekly. 
napaO)(CA> ••• 6ijaai: deliberative subjunc. with infinitive of purpose, 'am I to 

hold out (my hands) for binding?' 

813 encapsulates the structure and motivation of Eur. 's so-called 'recognition and 

int1;gue' plays: Introd. p. 36. 

is anopcv: cmopoc; Oi1. 'impassable') is used idiomaticaUy of dillicult 

circumstances: LSJ s.v. 11 1. 

6ei 6t UflXaviis Tlvos: tJ1e 'scheme' it.self has two stages: first, the persuasion of 

Theonoc (prepared for here, 815-31); second, the discovery of an appropriate plan 

(1033--92). 
814 M. continues in martial spirit: cf. II. 22.304-5 (Hector facing Achilles) µ,i µav 

6cnrou6i ye Kai CO<AEIWS crn0Aoiµ11v, I a/\Aa µeya pe~a~ TI Kai eo-aoµevo1a1 TTU8eo0a1, 

8t0n. 

815-31 H. realizes that 1.hc only way to prevent Theoc. from finding out about 

M. is by persuading Theonoe to remain silent. Her support will also be crucial 10 any 

escape plan. The dialogue prepares for Theonoe's entry in 1he following scene. 

816 ~VflTOS fl ToAµ1)TOS: the two-termination adjs. modify lAnic; (815), 'by bribery, 

daring, or persuasion?' Like Odysseus, M. is ready to use trickery and deceit, bm is 

not as smart as he is - or as H.: cf. 1049n. For the play's pervasive intcrtcxtuality with 

the Od_J1Hry, sec lntrod. p. 27. 

818 Diggle's transposition seems superior to any of the conjectures made thus far. 

By ending witJ1 the qucst..ion '\i\'110 will tell him?', emphasizing that (as far as l\1I. knows) 

there is nobody who can, H.'s reply gains in force. As Diggle (1994) 189-91 has shown, 

the transmitted texl (Epei 6e T{S µ'; ov yvwaeTa{ y as eiµ' Eyw) is defective: the eUipse of 

acp,yµEVov in the first question is awkward; the combination of a strong pause after the 
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first mclron with a caesura after the following monosyllabic (ou) is highly irregular; 

and finaJly, Triclinius' y docs not give the necessary connection between the remarks 

(as DaJc says, we seem to need yap). 

lycI)IS': crasis, eyw ol6a. 

819 ~uµµaxos ('ally', here fem., hence ian) stresses that it will be hard for M. and 

H. to overcome Thconoc's natural loyalty to her brother. 

820 'Some divine voice established in the inmost recesses of the house?' M. imag

ines a domestic oracle; prophets were a regular part of a leader's household in the 

heroic age: cf. Aesch. Ag. 409, Cho. 37-42. 

lv µuxois: prophecies regularly emerge µvx60ev; compare Apollo's entrance from 

his µavT1Ko1 µuxot (i.e. his temple at Delphi) in Acsch. £um. 180. 

822 XPflOT11p1ov µlv ToOvoµ': cf. 13-15n. 

6T1 Se Spat: another instance of the ovoµa/Epyov antithesis (792n.). Although 

having a prophetic name docs not guarantee prophetic powers, the symmetry is true 

in Theonoe's case, as 1-1. 's response makes clear (823). 

824 evrpaKOlµev 0:\1 'I am dead then!': cf. 91n. 

oux oT6v TE 'it is impossible' (icn1 understood). 

825 IKneuovTe: pres. dual participle., preparing for the joint supplication of 

Thconoc (894-995). 
826 TI xpi;µa Spo:aa1: 782n. 

uncryEIS 'lead on'. 

827 µfi c;,pacra1 depends on IKETEUOVTE (825), as M. 's questions do nm interrupt 

the syntax: '(supplicate her ... ) not to tell her brother that you are in the country.' 

828 neloav'Te 'and when we have persuaded (her)': the ob_j. is supplied from the 

preceding exchange. 

61opiaaiµev ... n6Sa 'leave' (lit. 'carry the foot across the border'): c( 394 Kwnrp 

61opiaa1. 

829 Ko1vi;1 y· lKelvn1 'yes, with her help' (lit. 'together with her'); for Ko1vi;1 as a 

prep. with dat., sec LSJ s.v. Ko1v6s B 11 3. The absolute necessity ofTheonoe's support 

increases the suspense of the following scene. The effect is heightened by pa16iws, 

which is something of an exaggeration: the success of the escape plan is far from 

assured (c( 1032-1106). 

830 M. asserts that Theonoc will be more open to a request from H. For appeals 

10 female solidarity made woman to woman cf. 329 (female Chorus-leader 10 H.), 

Med. 822-3 (Medea to female servant), IT 1061-2 (lphigenia to female chorus). M. 's 

brief gnomic remark says much about rhe ancient Greek male's perception of women 

as a group (often seen as eomplicitous), and also suggests the strategics of mutual trust 

which marginal groups arc forced to adopt in many cultures. 

aov epyov: a colloquial expression, 'That's for you to do' (cf. Stevens (1976) 39). 

np6cr4'opov 'suited to', neuter in a gnomic statement: c( Diggle (1994) 260 'Its use 

is particularly common when "woman" is the subject', e.g. Eur. El. 1035 (Clytcmncstra 

speaking) 1,.1wpov µEv ovv yuvai1<es. 

831 ws (with ellipse of ia81) 'be sure that .. : (cf. 126). 

' 
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oVK axpw<TTa: cmphat.ic double litotes, 'not untouched(+ gen.)'. 

832-42 M. and H. resolve to die together, if they cannot persuade Theonoe. 

8 • • .. ,. • 11· · 1 · ('\,.'h ·f ;)' ·s :>') 32 4IEp fl\l •.• noyous: an c 1p11ca qucsuon ·, at 1 .... , uppose . . .. , as 

often with Ti or q,epe followed by 11v with subjunc. (as here) or El with opt. (1043-4): 

c( Stevens (1976) 30-1 1 Digglc (1994) 109 n. 62. 

vw1v 'our (appeal)': gen. dual form of ey~. 

834 Despite H.'s proven and exceptional fidelity, M. considers her potential remar

riage a betrayal In his eyes, H. is better dead than in the hands of another man 

(c( 988-90). It is no coincidence that their suicide 'pact' (cf 835n.) involves H. being 

killed first (842 ). 

npo66T1s crv dfls: exclamatory opt. (cf. 91, 824nn.), 'You traitor!' 

m<fl'+'aa' £XEIS: aor. part. of OKflTT'TCAl1 'I allege (as an excuse)', in periphrastic 

construction (sec 413n.): 'your talk of force (cf 833 l3ia1) is merely an excuse'. 

835 H. begins to swear an oath, which M. takes to be the start of a pledge that she 

will die rather than take a new husband (836). However, given H .'s assumption that 

she would survive M. 's death (833) 1 she is more likely 10 swear an oath repudiating the 

m~ust charge of betrayaJ in 834. Her oath is thus 'a conversational denial ... which 

Menclaus treats as the beginning of a formal oath. Helen then finds herself committed 

to lti.s interpretation of her words' (Lloyd (1999) 31-2, my italics). Although H. had 

already threatened to kill herself if M. proved to be dead (353-6), it is significant rhat 

M. is first to think of suicide here, and that he docs so out of posscssi\'encss as much as 

devotion (contrast the voluntary suicide of Evadne on her husband's pyre: Eur. Supp. 
1063-71). 

aou Kapa 'by your head', acc. of the object sworn by (cf. e.g. M,d. 746-7 oµvu 

TTE60\I ri;s mrripa 8' GHA10\I TTaTpos I TOUµov 8EW\I TE CJ\J\ITl0Els crrrav yevos). Since 

oaths frcquemJy involve the invocation of \'encrable objects or deities, H. 's choice of 

M. himself (the head standing for the whole person, as often in tragedy: cf. Harrett on 

Hipp. 651-2) underlines the great value she attaches 10 both him and their marriage 

bond. 

icaT<.:l1,1oaa: 348n. 

836 8aveia8m: fut. infinitive dependent on ica-r~1,1oaa. M. supplies the content 

of H.'s oath. 

837 Far from rejecting l\·1.'s suggestion, H. embraces the idea of joint suicide 

(835n.): cf. /7684-6, Or. 1151-2 (Pyladcs will share Orestes' death). 

838 ETTi Toia6e 'on these terms', i.e. the content of the oath, sworn in the following 

couplet (839-40). 

6e~u:is fµi;s 01ye 'grasp my hand': right hands were clasped when making pledges 

(cf. ,\,Jed. 21-2 !3001 µev opicous, QVCil(CXAEi 6e 6E~1as I TTiCTTIV µeyiCTTfl\l]. 

8,p wa"TE Kai 66~av ~al3eiv: since the manner of death is an essential aspect of a 

hero's posthumous reputation, H. is concerned that their death should bring glory. 

(Though suicide was gencraJly admired as an escape from dishonour in classicaJ 

Athens (Dover (1974) 168-9), there was aJso a risk that it be misperceived as cowardJy: 

cf. Her. 1246-54, 1347-51). 
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842 TUIJ~ou 'nl v~:>To1s: M. explains the reasons for this to Thconoc (982-7). 

lµe: reflexive, for Eµm.rr6v (K-G , .559). 

843-54 M. will seek a glorious death in combat, fighting ror H. 
843 6yC:>va µeyav: er. 1090-2n. 

844 6 St 8eAwv hw 1dAas: a general challenge, 'let any who wanl5 (to fight) come 

near.' 

845-9 M.'s rcfosal to shame his Trojan KA£0S is striking. Although he knows that 

the war was fought for an Ei6w>..ov, he still believes that the victory was glorious, for 

otherwise the sacrifice made by his dead comrades becomes meaningless. i\,f. cannot 

abandon his heroic values, yet the situation reveals their tragic limitations. KAEO<; may 

be just as illusory as the 'Helen' for whom the Greeks and Trojans perished (1603-4n.). 

846 ov6' , .• ~oyov: the suicide pact is momentarily forgotten so that i\·1. can 

consider, and reject, the reprehensible idea of returning 10 Greece alone. (For a less 

serious lrcmmcnt of the heroic refusal to flee, sec Eur. y-d. 198-202 1 where Odysseus, 

like M ., is anxious to retain his Trojan reputation.) 

84 7 <!laTIS introduces an explanatory relative clause, 'for it was I who deprived 

Thctis .. .'. 

848 TEAaµwvlou ... cr4>ayas: for the suicide of Ajax and Tclamon's grief, sec 

94-io4. 
849-50 T0v NT)AEWS T

0 

a,ra16a 'the son ofNclcus childless': Nestor, son ofNelcus, 

had lost his own son Antilochus at Troy (cf. Od. 3.111-12). Antilochus was killed 

while u,•ing to save his father from the onslaught of Memnon (narrated in the cyclic 

Aethiopi.s: p. 68.13 Bernabe= p. 47.17-18 Davies; cf. Pind. /yllt. 6.28-42), miling his 

death especially painful to Nestor (cf. Soph. Phil. 421-7). L's Tov 811crews TE nai6a 

is impossible, since Theseus' sons, Dcmophon and Acarnas, survived the war and 

returned to Greece: cf. Eur. Tro. 31. The deaths of Achilles, Ajax, and Antilochus arc 

mentioned together by Nestor at Od. 3. 109-12 1 making the corrections of Musgrave 

and Lenling very likely. 

61a 6l T\1V eµt;v I ... ey~: this question, answered emphatically in 8511 completes 

the argument of the previous lines (8,1.6-9), i.e. if such great warriors died for the sake 

or (61ci) his wife, how can M. refuse to do so? The evocation of the grieving parents 

(l'hctis, Tclamon, and Nestor) makes the thought of returning to Greece without H. 
especially shameful, for M. would have to face their reproaches among at.hers (846 

'EAAa:6' EA8wv ATj~Oµa1 TTOAUV ~6yov). 

851 µ6:A1a-rci y· ('certainly, of course') answers M.'s own rhetorical question. 

El yap Ela1v ol 8EOI aoq,o{: M. is not questioning divine wisdom (ror complainl5 

or that kind, cf. Eur. El. 971--2, 1245-6 1 J-Jer. 347 1 655-6, JT570-1, Phom. 86---7), but 

endorsing the gods' 'wise' treatment of the brave and the cowardly, which motivates 

him (y6p) to stay and risk his lifo for what is rightfully his (as often, aoci,os here implies 

moraJ, rather than intellectual, correctness). 

852-4 In contrast to the man who fights and dies bravely, the coward is denied 

proper buriaJ, an extreme form of punishment (cf. e.g. Soph. 1ljnx 1047-1420, Ant. 

21-30, 45-6, etc.). 

II 
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,couci,f11 • , • x8ovl 'with a light covering of earth': compare the chorus' prayer at 

Ale. 463 ,couci,a 001 xewv e,ravc.u8E lTECJOI, yuvm, a frequent sentiment in later Greek 

(and Latin) epitaphs (cf. Lattimore (1942) 65-74). 
1<crraµnlaxoua1u 'they cover' (a ha/1ax): cf. Tro. 1147-8 ,;µeis µev ovv, oTav au 

KOoµfiaEIS \IEKVV, I yi;v "TWIO ElTQIJ'TTICTXOVTE<; apouµEv 66pu. 
,ca,couc; ... yi\c; 'but cowards they cast out on a ridge of hard rock', taking yfic; with 

ipµa raL.hcr than with EK~cv.>.oum (pace Dale and Kannicht, who take epµa to mean 

'reef' and sec reference here to death by drowning at sea); the corpse cannot be buried 

on the hard ridge. o-repe6v contrasts with ,couci>fl•, e,cj3aAAoum with ,caTOIJTTioxoumv. 
855-6 The Chorus-leader's prayer for good fortune (cf. 698-911.) ends the opening 

phase of the planning (761-856, 815-3 mn.) and looks forward to the crnciaJ encounter 

\\~th Theonoc, which will decide the fate of H. and M. 

yEVfo8c..l •.• µETaOTflTc..l: middle and act. 3rd sg. aor. imperatives (µe8io-r1iµ1, 'I 
change'). 

6ti 1TOT0 'at last' (GP213.ii.b). 

yivoc; I TOT avTaAuou: mention ofTantaJus triggers recollection of the prodigious 

history of suffering in the family of M.: 388-9n. 

857-893 Theo11oe emergeJjrom the palaa 

The introduction ofTheonoc (an additional 'blocking figure' absc111 from the escape 

plot of the JT: sec lntrod. p. 36 n. 156) expands and varies the action by making 

it neccssar, 1 to secure her support before a1temptin,g 10 outwit Thcoclymcnus. The 

importance of Theonoc's decision, and the exceptional nature of her lrnowlcd~e, arc 

;nagnified by the religious solemnity of her entrance (865-72 n.). In addition, her report 

of dissent among the gods concerning the return of H. and M. to Greece (878-86) 

heightens the suspense of their developing escape plan. The scene is symmetrically 

structured, with the appeals of H. and M. (894-943, 947-995) framed by the two 
speeches of Thconoe, the first setting out the divine background to her decision 

(cf. 887 TEAoc; 6' tci,' ~µiv), the second explaining her reasons for it (998- 1029). 

857-64 As the palace doors arc unlocked, H. expresses her fear at the arrival of 

Theonoe (815-3 in.). Theonoc's entrance is visually striking, since she is accompanied 

by two servants who purify the air with sulphur and cleanse her path with the Aamc 

of a torch (865-7211.). H. 's despair (c( 862 ~ 6ua.f1vos, ws crnc..lAoµflv) accentuates 

the tension surrounding Thconoc's impending decision. 

857 oi 'yC:., TaAa1va: c[ 240 1 5941111. 

Ti;S TVXflS yap c!JS' EXc..l: lit. 'for that is how I stand in respect of fortune' (cf.31311.)1 

explaining the exclamation oi 'yw Ta7'a1va. 
858 61anenpayµe8' 'we arc finished!': cf. 11111. 

85g--60 KT\JTHi 'resounds'. For entry announcements exploiting sound cfkcts, 

cf. 1011 515-16, Or. 1366-8, Bacc/1. 638. 

KAfl18pc..lv Au8ivTc..lV: gen. abs., 'as the bars arc released'. 
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861-2 Flight is futile since Thconoc knows of M.'s arrival whether or not she sees 

him (c( 530-40). 
863-4 T polas .•• KaTTo ••• x8ov6s: crasis, Kai CrTT6, with the preposition 

governing both nouns, as often in poetry (e.g. Hee. 144 i01 vaous, i01 TTpos ~c..>µous). 

~apl36:pou .• I . ~apl3ap': the polyptoton (17311.) underlines the constant adversity 

experienced by M., who has survived the Trojan ·war only 10 face execution in Egypt. 

This is the first explicit statement depicting Egypt as a second barbarian threat on 

a par with Troy; the equation encourages the audience to think of .M. 's escape from 

Egypt as a mini-Trojan War, fought this time for the real H. (1603-4n.). 

865,2 Although Thconoc's act..ive participation in the drama is far from being 

a surprise (cf. 10-15 1 1451 317-29 1 515-27, 819-31), the detailed instructions given to 
her two female auendants (865/868 T)you au ... I au 6' av ... ) add weight to her 

ceremonial entrance, while also drawing attention to the purificacory rituals involved 

(fumigation and fire). Some scholars have seen here an effort on Eur. 's part co give 

Theonoe's religious practices an Egyptian navour (cf. Zuntz (1960) 204 1 Mikalson 

(1991) 97). Yet although the Egyptians employed a variety of methods to ensure ritual 

purity and cleanliness (cf. Hdt. 2.37-~p, Shaw (2000) Index s.v. religion, esp. p. 334), 
purification by fire and fumigation by sulphur arc no less typical of Greek religion 

(Parker (1983) 57-8, 227-8). Theonoc, therefore, docs not renect Greek perceptions 

of specifically Egyptian beliefs and practices (she also speaks solely of Greek divinities: 

878-91, 10o5-8 1 1024-7). Nevertheless, her emphasis on the 'sky's pure air' (867), 

like her later appeal to the sentient nature of the aether (ru13-16n.), is meant to be 

arresting, even if both arc extensions of essentially Greek ideas. For as well as creating 

a visually impressive entrance (compare Cassrlndra 's torches at Tro. 298-352), the 

fumigation and fire rituals serve lo associate Thconoe from her first appearance with 

purity and proper conduct, and so prepare for her decision to suppon the 'just' and 

'pious' example of her father (cf. gm,, 919~3, 940-3, 998-1029). 
865 ci,tpouaa Aat,11T'Tflpwv aEAas ('carrying the lantern's name') refers lo the sul

phur burner swung by the first allendant. (Such implements were of Babylonian

Assyrian origin: Burkert (1985) 62.) 
866 8Elou: sg. pres. imper. of 6E16c..>1 'fumigate (with sulphur-)'. For the puril)-ing 

elTects of sulphur, c[ II. 16.228 (Achilles cleans a cup before praying to Zeus to preserve 

Patroclus), Od. 22.481--94, 23.50 (Odysseus fumigates his hall after killing the suitors), 

IT 1216 (Timas is to cleanse Artemis' temple). 

aeµvov 8ea1,.16v: internal acc., 'according to holy ordinance'. 

al8epos µuxous: obj. of 8eiou; cf. 584n. 
867 nveuµa 1<a8apov oupavou: since the air /Jer .se was not normally felt to be 

impure (cf. IT 11771 where lphigenia brings the goddess's statue outside aeµv6v y 
uTT· ai6tp', ~'i µe"Taa"Triaw cp6vou), Theonoe's cathartic ritual s1resses her particular 

concern with purity (865-72 n.). 

86&-,o The second attendant is to strike her torch against the ground, burning 

off the pollution left by impure passers-by. 

868 E~Aa41Ev: equivaJent here to 'defiled'. 

' 



2-t-4 COMl\·I ENTARY 869-885 

869 Ka8apalc.lt ti\oyl: the purifying power of fire is a familiar Greek idea 

(cf. e.g. Her. 937 Ka8apa1ov "TTVp), but the act of burning off polluted footprints is 

itself unpa.-allcled, suggesting once again perhaps Theonoe's peculiar sensiti\~ty. 

871 v61,1ov ••• a-rro6ouaai 'and having rendered my customary setvice to the 

gods'. 

872 e♦eaT1ov 4>i\6y': the sulphur burner and torch arc to be returned to the palace 

hearth from which they were lit. 

1eo1,1l(ETE: the attendants arc dismissed (c( Stanlcy-Poner (1973) 80, Bain (1981) 

32), leaving Theonoe alone to hear the appeals of H. and M. 
873 'What or my prophecies? How do they stand?' The additionaJ question (nws 

exe1;) is inserted parenthetically: cf, 1579-80 ES TO TTp6cnlev - 'ii l<CXAWS exe1; - I 
ni\euac.l1,&EV;, Digglc (1994) 428-9. For Theonoe's revelations thus far, sec 515-27, 

530-40. 
875 ve&v .•. 1,111,1,i1,1CITos 'deprived or his ships and of your false image'. Theonoe 

knows even of the phantom's disappearance: cf. 13-14, 530, 819, 823. Eur. is the 

only poet to use µh.1T1µa (eight times: c[ He/. 74), a word used frequcntJy by Plato of 

various (counterfeit) images, including artistic and musical representations (e.g. Laws 

798d). 
877 ou6' ola8a v6CTTov oi1<a6': H. had earlier omitted to ask about ~J. 's final return 

to Greece (for good dramatic reasons: sec 535-711.). 

878-86 Fractious divine assemblies arc particularly characteristic of epic, cspe

ciaUy the Iliad, where tJ1cy vividly dramatize the opposing wills of the gods. Here 

Thconoe's extraordinary detailed knowledge of the divine conflict and its motives 

generates great suspense, as she reveals tha1 the gods arc to meet in council this very 

day (879 T&16' ev fi1,1CCT1). Yet it is also made clear that they have not yet reached 

d final decision concerning H. and M. (a decision that remains obscure - again for 

reasons of dramatic tension - until Castor's concludingdeusex mad1inn speech), thereby 

focusing the audience's attention aJl the more sharply on Theonoc's own reaction to 

the suppliants' appeals: 887-91n. 

879 napE6pos Zflvl: lit. 'sitting beside Zeus', implying his role as arbiter: cf. 1669. 

880-6 AJthough Hera has altered her stance in favour of J\,J. and H. 's return to 

Greece, she and Aphrodite both remain driven by rivalry and self-interest rather than 

by any moral concern for M. and H. themselves: lntrod. p. 62. 

883-4 iv' 'EAAOS •• I • µa8fl1: if Hera prevails, Aphrodite's 'gift' will be exposed, 

i.e. all will know that her bargain with Paris was never honoured. 41eu6ovuµqieuToS 

('falsely married') is a liapn.t. 
884~ The gods too feel embarrassment, and fear criticism, if their discreditable 

behaviour is revealed: cf. /on 1557-9 (Athena has come in place of Apollo, who wishes to 

avoid reproach from Ion and Creusa), /7712-3 (Apollo is ashamed or his prophecies, 

says Orestes, and so has driven him as far away from Greece as possible). Aphrodite's 

desire to conceal her failure implies that she too knows it to be shameful. 

885~ c:.:is 1,117 ~ei\Eyx8i;1 'lest she be shown up': cf. Ion 367 (Ion speaking to Creusa 

about Apollo) alaxuvETal ,-6 npay1,1a· 1,117 ~Ei\Eyxe VIV. 



COMMENTARY 887-892 215 

l,Jf16l ••• I KCIAAoc;: q>aivoµm with the participle (np1aµEVTJ 4lCI\li; 1) emphasizes the 

reality of Aphrodite's disgrace (Smyth §2143), 'and be clearly seen 10 have bought the 

prize for beauty'. 

'E).fo17c; ... yaµo1c; 'with a marriage that, so far as H. is concerned, never hap

pened'. civov,;To1s ~it. 'unprofitable, to no purpose') stresses that the bargain was 

never f ulfillcd: cf. 883-4n. L's wv17Tois may have been influenced by np1a1,1fVT1 in 

the line above; in any case it makes no sense since Aphrodite's bribery of Paris was 

common knowledge, while Hera and Athena had made their own counter-offers: 

cf. Tro. 925-3 i. 

887-91 Theonoe's words TEAoc; 6' e4>' iwiv look forward to the deliberative sub

junctives 610.Maw and crwaw, and refer to Theonoe's independent decision whether 

to tell her brother of M.'s arrival. Thconoe's choice docs not pre-empt that of the 

gods or render their strife irrelevant (contra e.g. Dunn (1996) 147), nor could it force 

the gods to change their mind. The gods' decision is separate and left deliberately 

uncertain, magnifying the importance ofThconoe's role and hence the tension of the 

supplication that follows. 

889 µe6' "Hpac; aTciaa 'taking my stand on Hera's side'. 

(892-3] Both Theonoe's character and the structure of H. 's speech (894-943) 

suggest that these lines arc an intcq:JOlation (with a view to Theoc.'s intended killing 

of his sister at 1632-41), intended to heighten the urgency of the ensuing supplication. 

Dale defends them as a request directed to the Chorus, and finds it credible that 

Theonoe should suddenly think of her own safety. Quite apart, however, from the 

peculiarity of appealing to a Greek Chorus to betray M., the selfish sentiment docs 

not suit Thconoe's character as displayed in her response to the suppliants' appeals 

(998-1029; the same objection applies to the rcwtiring of the lines by Holzhauscn 

(1995) 191-3 ei 6' de; 66eA4>w1 TOV6E O'T1IOVEi y EIJWI I nap6VTa, TTWS av TOVl,JOV 

aa<J,aAwc; exo1;, where, in addition, els is wrongly used for TIS). l\,Jorcovcr, one would 

expect H. to appeal immediately against such a request, but she docs not; indeed, as 

Mastronardc (1979) 113 obse" 1es, 'her speech is constnictcd like an appeal to someone 

still undecided rather than one who has decided adversely.' 

894-1029 S11pplicatio11 of Tl,eonoe 

Having left t.he refuge of Proteus' tomb (64-5, 543-4, 800-rnn.), H. now establishes 

direct ritualized contact with Thconoe herself, embracing her knees in supplicat1on 

and begging her not to tell Theoc. of M.'s arrival. As a ritual charged with power

ful religious and social sanctions (sec Gould (1973)), supplication is used throughout 

tragedy for a variety of purposes. Mede a, for example, uses it to sway both Crcon and 

Aegeus (,Wed. 324-56, 709-58), while Hecuba supplicates Agamemnon to support 

her punishment of Polymcstor (Hee. 752-904). The pa1tern of two speeches prcsemed 

before an arbiter (sec esp. 996-7 for Theonoe's role as judge') is reminiscent of the 

agon-scenes of Eur. (pace Lloyd (1992) g, who draws too 1igid a distinction between 

' 
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agon and supplication: cf Dubischar(2001) 73-5 on supplicatory agons), the difference 

here being t.hal both speeches argue for the same posit.ion (similarly JA 1098-1275). 

Thus rather than choose between the speakers (as done, for example, by Agamem

non in Hee. or M. in Tro.), Thconoc must choose between them and the wishes of her 

brother. 

894-943 H. 's speech falls into two major sections: the first focuses on .M.'s right 

10 regain his wife, with an appeal to Thconoe to live up to the pious reputation of 

her father (898-923); in the second part H. turns to her own rescue and vindication 

(924 -38) 1 and her speech is rounded off by a final reminder to Thconoc of the legacy 

of Protcus (939-43). 
894 aµ4'l aov nhvc..:, y6vu: the knees, along with the chin and hands, arc the main 

areas of supplicatorycontact (cf. e.g. And,. 572-4). The gesture marks the powerlessness 

and vulnerabili1y of Lhc petitioner: cf Gould (1973) 94-5, Burkcn (1979) +4-7. 

895 ,rp001<a6l~C£l 8a1<ov: lit. 'I sit a scat', internal acc., referring 10 H. 's suppliant 

pos1urc. 

896 µ6A1s noTI 'at long las1': cf. 597. 

897 l,r" 6Kµi;s (+ inf.) 'on the verge of': the idiom derives from the proverbial 

'razor's edge' (eni ~vpou cncµfis), first found in//. 10.173 to describe the fate of the 

Achacans, which is poised between destruction and survi\'al. 

898 µ01: a so-called cthicaJ dat., ') beg you' (Smyth §1486). 

901 TTl\l EVOE~E1av µri np06w1s: H.'s request refers to Thconoc's pious charac1er 

as a whole, but also more specifically to the reverence that is owed 10 suppliants. 

902 xop1TaS ••. 6:!Vouµtvri: just as Aphrodite fears disgrace from 'buying 1hc prize 

or beauty' (885), so Thconoe should not 'buy gratitude that is wicked and unjus1', i.e. 

:ell her information (and, it is implied, her integrity) for the sake ofThcoc. ·s gra1 i1uclc. 

903-8 illustrate the idea thal it is wrong 10 seize or retain another's property (wi1h 

a view to Thcoc.'s treatment of M.'s wife). 905-8 arc delc1cd in the OCT (following 

Hartung), but 1he compaaison wi1h the na1ural world in 906-8 suits the argument 

and lends t.hc concept of rightful property the desired general validity. 

903-4 o 8E6s: as with Tau 8eov (914) and o 6aiµc..:,v (g15), H. means the gods in 

general, rather than one specific deity. 

Ta KTTJTO ••• I naaea1 KE1'.EuE1: H. revealingly defines herself as one of J\,J. 's 

'possessions': cf. 915-16. The alliteration is expressive of her \'ehemcm pleading. 

Is 6pTiayos 'by (violent) seizure' (so-rn.): for ES conveying manner, cf. 1297 ES 

aµJ3oAas, 'with delay'. 

[905] Besides being unmc1rical, the line is alien to the argument, since reference 

10 wealth (as opposed to 'property') docs not suit H.'s status as M.'s wife. Rather 

than being an actor's interpolation, the line was probably written in the marR1n as a 

(Euripidean) paraJlcl to H.'s moralizing maxim and later integrated into the text (for 

this kind of interpolation, sec Mastronardc on Pboen. 555-[8]). 

906-8 The fact that the sl..1• and the earth are the common possession of all 

mankind supporLS the idea that everyone has an cquaJ right to property, and, by 

extension, an equal right not to have it seized by others. 

• 
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6w1,1aT
0 

6uaTTAf1pov1,1ivovs 'as they fill up their homes (with possessions)'. 

TaAA6Tp1a: crasis, Ta aAA6Tp1a, 'what belongs to others'. 

247 

9og-18 H. applies the general principle of 903-8 to her particular situation (a 

regular argumentative technique: cf. Friisjohanscn (1959) 140-1): she was entrusted 

to Protcus for safekeeping, but still belongs to M. and should now be returned to 

him. 

909 1<a1pfCA>s: Hermes' intervention was 'timely' (479n.) because it saved H. from 

being taken to Troy by Paris, yet it also led to her current misery (a8AiCA>s 6' i1,10~. 

911 1<6n0Aci(ua6ai: crasis, 1<ai cmoAa~ua8at (cmoAci~UIJOI (a liapax) = 
c!m0Aa1,.1!3avw; cf. 912, 955), 'and wants to get me back.' 

912-14 arc deleted in the OCT (following SchenkJ), but as with 906--8 the case 

against them is not convincing. H. 's insistence on the wishes of 'god and father' is 

likely to appeal 10 Theonoe (cf. 894-943n.), making the repetition (914-15) both 

understandable and effective. 

8Cillwu 'if he (M.) were dead', picked up by Tois 0avovarv (913). 

KEivos refers 10 Proteus (not Theoc.). H. emphasizes that Proteus, though dead 

(cf. 915 xw 8auwv), is still her guardian, i.e. that it is !,is wishes Theonoe should 

respect, not her brother's. 

ti6'1 ••. CJKOTTE1: ,;s,, is emphatic, 'now is the time to consider ... '. 

TO Tov 8E00 Kai TO TOU 1TaTp6s: the neuter anicle + gen. has a wide range of 

meanings besides mere ownership (as in 915 Ta TWV TTEAas) and can even funcaion as 

a 'periphrasis for the thing itself (cf. Smyth §1299); so here 'now is the time to consider 

thr gods (903--411.) and your father', or (given what follows) 'what the gods and your 

father would do'. 

916 ~OUAOI\IT° av ,, <au> ~OUAOIVT
0 av: the pleonasm is rhetorically errecti\·e, 

forcing Thconoc to think of her dead father's conduct. Kovacs (Loeb) suggests <a'> 

after iTOTEpou (915)1 translating 'would the god and your dead father wish <you> to 

give back their neighbors' goods or not?', but there is no need to aher the focus on 

what Protcus and the god would do themselves. 

917-18 6oK& 1,1iv 'l think (they would be willing)', i.e. to return another's propeny. 

The phrase's emphatic first position in the line, followed by a full-stop, strengthens 

the force of 1-1. 's answer. 

nAlov I vi1,1E1v (+ dat.) 'pay more respect to'. 

1,1aTalw1 'rash, recl<lcss', since Thcoc. disregards M.'s divinely sanctioned rights 

of ownership. His conduct is opposed to that of his 'noble/hones, father' (XPflCTTWt 

TTaTpi). 

91g-23 H. concludes her defence of M.'s claim with a powerful appeal to Theo

noc's sense of (divine) justice (answered at 1002-4) and her desire to live up to the 

standards of her father (cf. 999-1000, 1009-12). 

919 TO 8Ei ~you1,1iv'l 'believing in the gods' (cf. 1020-1). 

921 6wCJEIS xaptv 'do (him) a favour': cf. 1000-1 ou6e avyy6vw, xop1v I SoiflV, 

902 xoptTOS ... wvouµEVfl. 

922~ alaxpov ••. i~u6iva1 'it is shameful that you should know well ... '. 
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8eia •. I . 1,1e:i\i\ovTa: cf. 13-14. 

925 ~0aa1: aor. imper. of puouai, 'I save, rescue'. 

napepyov •.. 6h<f1s: lit. 'granting this (i.e. my rescue) in addition to justice (i.e. 

M.'s claim to me)'. The transmitted WXflS would mean 'granting Lhis in addition to 

my good forrunc (i.e. reunion with .l\·J.)', but the focus on Thconoc's decision in 6iKf1S 

better his the context. 

926 CTTV"YEi: cf.71-85, ending au 1'0pa a· 'Ei\iv11v el CTTUyEiS 8au1JaCTTfov. 

927-8 ~S npo6oua' ,IJOV I n6a1v: for the 'new' H. the charge of infidelity is 

unbearable: cf. 54-5 1 223-5, 270-2, 614-15, 666-8, 696--7, 931. 

WIKflaa: ingrcssivc aor., 'I went to live in' (c( Goodwin §55). 

noAuxpuaous: for the accusation I.hat H. had given in to her taste for (barbarian) 

luxury, cf. yd 182-6, Tro. 991-7, Or. 1113-14, IA 73-5. 

929 Karr1~w: crasis, Kai rn1~w, 1st sg. aor. subjunc. of em~aivw (+ gen.), 'I set 

foot in'. 

930-r KAu6vTEs dm66vns: the second asyndctic participle intensifies the first, 

'hearing, indeed even seeing that .. .'. For the (at times misleading) authority of visual 

evidence, c( 117-22n. 

Tlxvms 8ewv I w:i\ovT·: for the gods' schemes and their significance, cf. 36-43, 

675nn. 
ouK ap' fi 'and that I was not after aJI .. .': 6i6n. 

932 naA1v .•. au81s au 'once more': the pleonasm suggests H.'s longing for 

,~ ndication. 

ls TO awci,pov '(they will restore me) to my virtuous reputation'. (By an oversight 

.he OCT has hri To awq>pov.) 

933 t6vC.:.,ao1J01 'I shall betroth', i.e. provide Hcrmionc with a dowry (E6va). In 

Homer suitors regularly give gifts to the bride's parents; for the producti\'c 'anachro

nism' of contempora,y marriage practice (dowry: e.g. Hdt. 1. 196) in the heroic world, 

sec Mastronarde on Mtd. 232. H.'s rehabilitation will enable her daughter 10 marry: 

c[ 282-3, 689-gonn. 

934 Tf1V ..• aAflTelmi nn<pav 'this bitter life of begging' (contrast 523). 

936-8 By imagining her reaction to l\•1. 's death far from Egypt, H. underlines the 

awfulness of losing him when he is both alive and reunited with her. Ironically, it is 

precisely by elaborating the story of M.'s death elsewhere that H. is able to deceive 

Thcoc. (c( e.g. 1398 for the deceptive use of her imaginary grid). 

Ka-re4>86pf1 'consumed': numerous emendations have been proposed for L's 

Ka.eaq>ay11, 'butchered' (for details, sec Kannicht ad loc.), but SchcnkJ's conjecture 

seems c.he best remedy: cf. Kovacs (2003) 43-4. As Dale remarks, 'The antithesis is 

dead body reduced to ashes far away/living man whole-and-sound present.' 

np6ac.:i 'far away', modifying OTI□VTa. 

fiycinwv: 1st sg. imperfect of 6:ycrrraw. As Mastronardc remarks on Plioe11. 1327 

VEKUV TOI "TTaJ6os aycrrra~wv EIJOU, the use of aycrrrac.:i/cryana~w 10 mean 'show 

affection and honour to the dead' (cf. Eur. Supp. 764 1 c.hc only mhcr instance of 

ayanaw in tragedy) may be a Euripidcan mannerism. 
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939-43 H. repeats her appeal and ends with a gnomic gcncraJization that explains 

(941 yap) whyThconoe should suppon her. For the pauern of request and generalizing 

reflection a, the encl of tragic speeches, sec Friis Johansen (1959) 151 IT. 
939 I.If} Si;Ta: a passionate negative, with ellipse, 'No, don't (do 1his)': cf. CP276.2. 

94~• 6cc; TflV xap1v I.JOI Tt,v6E: i.e. it is H., not Thcoc., who deserves Theonoe's 

goodwill: c[ 92 m. 
1.111.100 Tp6nouc; I ncnpoc; 61Kalou: cf. 919-23n. 

942---3 mnpoc; XPflaTou: such as Protcus (cf. 918 XPflcrTWI mnpi). 

le; -rau-rov ~i\8E: crasis (To cnrT6v = To avT6) and gnomic aor., 'comes to be the 

same as his parents in character' (Touc; Tp61Touc; = acc. of respect). Respect for one's 

parents was central to Greek morality and was matched by pressure rn live up 10 (if 

not surpass) their reputation: cf. Dover (1974) 273-4. 

944-6 For the use of brief choral intei,.1cntions as structural markers or dividers, 

especially in Eur., sec Mastronarde (1979) 34. h is also characterisLic of agons (894-

1029n.) that the chorus deliver two or three iambic lines between speeches: Lloyd 

(1992) 5. The Chorus-leader's comment here is typically insubstantiaJ (cf 698-gn.) 

and serves merely 10 introduce i\•l. 's speech. Dale defends at length L's attribution 

of the lines to Thconoe, but considerations of bmh character (would Thconoc say 

something so conventional?) and technique (these intcrvent..ions arc otherwise spoken 

by the chonis) tell against it. 

napov-rec; !v 1,1loCA:l1 'under consideration'; cf 630, 1542. 

'4JUXflS nip, 'to save his life': cf. //. '12 _ 161 OAAa nepi '4'VXiiS 0fov ~EK-ropoc; hnro66-

µ010. 

947-95 Although M. deploys many of the same arguments as H. (appeaJing to 

Thconoe's sense of justice (954-8) as well as her desire nm 10 fall shon of her father's 

reputation for piety (g66-8, g73-4)), his speech is delivered in a tone that is far less 

polite, relying less on Theonoe's moral conscience and filial obedience than on threats 

of violence, suicide, and pollution (975-87). 

947-9 M. 's refusal to supplicate Theonoc on 1hc grnunds that it would be cowardly 

and would bring shame on Troy (cf. 808) points 10 the self-abasement and rccogni,ion 

of inferiority required by the suppliant: cf. Eur. S11pp. 164-7 (Adrastus must overcome 

his feelings of disgrace in order to supplicate Theseus), Phom. 1622-4 (Oedipus refuses 

to betray his nobility by supplicating Crean). Unlike H., .M. cannot bring himself to 

adopt the humbled stance of 1he suppliant and chooses to adopt a more peremptory 

auitudc instead. 

fyC::, is emphatic, marking the contrast with H. 's actions. 

TflV T polCI\I. 1-• nAeia.ov aloxuvo1lJEV: cowardice on M. 's part would demean the 

Trojans since they would be 'regarded henceforward as having yielded to an unworthy 

foe' (Denniston on Eur. £/. 184-g, who gives further examples of the idea, including 

Q,cl. 198---200, Hipp. 976-80, A11dr. 329). 

950'--3 \Vhcrcas Homeric heroes weep with no rear of criLicism, fifth-ccntlll)' 

tragedy contains a number or passages where tears arc labelled or rejected as 

unmanly (cf.Soph.1~}.31g-20, Trad,. 1071-5 1 1199-1201, Eur. /-/er. 1354-6, Or. 1031-2). 
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M. rcAects this ambivalence, for ahhough he has heard that it is noble to weep in 

times of disaster (950-1), and having wcpl himself at his humiliation by the Old 

'Woman (455-7), he now declares his preference for courageous resolution (953 

Tf;S euq,vxias). 
950 1rp6s (+ gen.) 'bcfitt.ing'. 
954-8 M. presents Theonoc's alternatives: save him and support what is right 

(954-6) or don't save him and be exposed as wicked (956--8). 

954 awaai ~ivov: since M. claims the rights of hospitaJity and protection granted 

to a xenoI (44.9, 48onn.), killing him would be particularly impious. 

956 npos: adverbial, 'in addition'; cf. 110. 
ac";)aov (sc. µe). 

957-8 M. is accustomed to suilcring, whereas Thconoc, if she rejects his appeal, 

will endure a bad reputation for the first time. 

au ••. 4>cnJ;;1: the curt expression and fu1. indicative (after potential w eiriv) make 

tJ1e threat of disgrace seem even more vivid and pressing. 

959-,4 M. invokes Protcus (962-8) and Hades (969-74). Though very dirfcrent 

powers (969-74n.), each is capable of persuading or compelling (cf. 973 avay1Caoov) 
Thconoe to decide in his favour. As Parker (2005) 366 n. 167 observes, 'Mcnclaus states 

that an appeal to a dead man, useless in it.self, may prove useful in shaming a living 

relative of the dead man; and he is right (1009-16: but lhc living relative sees the dead 

man as retaining perception [c( 1014n.]).' 

959 a~•· ~µwv: unlike formaJ supplication, M. considers his apprals to Protcus 

and Hades 'worthy' of himself (947-911.). 
960 av8crq,ETQI (+ gen.) 'will touch' (cf. ,\1ed. 55 4>pevwv 6v0aTTTETOI). Like H. 

(920, 940-3), l\11. openly exploits Thconoe's feelings for her dead father. 

96 • TTEawv: while H. embraces Theonoc (it seems likely that ritual contact is 

broken only when he1· request has been granted, i.e. at 1029), .M. falls at the tomb of 

Protcus, a powerful gesture intended to sway Thconoc as much as the spirit of her 

fatJ1cr (cf. 965). 
962 Tov6E ).a1vov Ta4>ov 'this tomb of stone': for Protcus' subslantiaJ stone mon

ument, c( 547n., 797-801. 

964 fiv Zeus ETTEIJq,E: cf. 44-8. 
aw1~e1v iµol: M. repeats the argument that Protcus was merely H.'s guardian, 

keeping his wife in trust for his return: c( 910-11. 

965 8avwv ('since you arc dead') explains why Protcus himself cannot give H. 

back, and so prepares for the burden being past to Theonoc in 966-8. 
966 vep8ev crvmc:a;\ouµevov 'whom I call up from below'. 

968 1Cmc:ws a1Couam: Thconoc will acknowledge concern for Protcus' reputation 

as one of her main reasons for supporting H. and M. (999-rnoo, 1028-9). 

KUpla yap taT1 v(jv 'for she now has the power', i.e. to restore H. M. depicts 

Theonoe as the inheritor of her father's obligation, and as possessing as much authority 

as her brother when it comes to preserving their father's good name. So although 

Thconoc wilJ break the bond with her brother, she will be doing what her father 
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would want her to do (as Theonoe says herself when explaining her decision: IOI 1-12, 

rn28-g). Thus Theonoc's behaviour docs not subvcrr gender or familial hierarchies, 

since she behaves like a good Greek daughter, and as a foil to her autocratic brother: 

cf lntrod. §6(b). 

96g-?4 Unlike Proteus (and, by extension, Theonoc), Hades wouJd appear to be 
under no obligation to M. as far as H. is concerned, but M. adduces an ingenious and 

macabre argument to prove that he is. In a variat.ion on the common prayer technique 

of first rcmincling the deity how he or she has benefited from tl1e petitioner (cf. e.g. 

1097-8), M. claims that Hades has received 'payment' for H. (97 r 1,11a6ov 6' exe1s) in 

the form of the many men he has killed for her sake. The god is then urged either to 

give back the payment (i.e. resurrect the dead, a clear impossibility) or ensure that H. 

is returned. 

969 w vipTep' ~161"1: prayers to Hades, especially those that name the god directly, 

arc rare in Greek literature: sec Harder (1985) 86 on Eur. Cmph. fr. 448a.87-8 K; 
c( Pulleyn (1997) r 14 'If people felt that the name was 100 dreadful to speak, they 

might use the euphemism n).ouTWV ("Pluto, the wealthy one") instead.' M. avoids 

euphemism and ;1ddresses the god directJy in order to outline the consequences of 

their supposed transaction. 

971 T~IJCill: crasis, TWI i1,1w1. 
1,11086v: for the idea that Hades is 'made rich' by death, c( Soph. OT 30 

~16T1s cr-revay1,1ois Kai y601s TTAouTi~ETa1 (playing on the equation of Hades and 

nAoUTWV). 

973-4 i\ ... y 'or compel this woman (fheonoc) at least (to give me back my 

wife)'. 

h' .. I . 4>aveiaav 'showing herself to be even greater than her pious fatl1cr', i.e. 

in actually ensuring H. 's restoration. 

975-90 Raising himself 10 his feel (g6rn.), M. delivers a chilling threat: if H. is not 

returned to him, he will either fight Thcoc. 10 the death or kill both H. and himself 

upon Proteus' tomb. 

975 el ••. avM1ane: 2nd pl. (rcfcning 10 Theonoc/Protcus and Thcoc.) and fut. 
(with ei, in a threatening future condition: Smy1h §2328) of av).ac,.:,, 'I rob'. 

976 a ... TTapO,mev i;6E T~v ).6ywv 'what this woman (H.) left unsaid' (773-4-n.). 

977 op,co1s KEKAT111,1E8': lit. 'we arc closed in/barred by oaths'. The metaphor 

underlines the st.rengt.h of their pact: cf. IT 788 (Pyladcs to lphigenia) w pa16io1s 

opKOIOI lTEp1!3aAOUOO IJE. 

~S 1,108T11s: a parenthetic (and, in context, menacing) final clause, ~ust so you 

know'. 

978-9 npCilTov: as a warrior M. naturally gives priority to the option that will 

result in glory or a heroic death. For the fifth-century Athenian civic ideology of the 

'glorious death' in ban.le, sec Michclakis (2002) 64-6. 

iMeiv 616 IJCIXT'lS (+ dat.) 'to fight with' (cf. 843-4). The periphrasis 616 + cognate 

noun+ verb of motion= verb (so here= IJO)(Eo0ai: cf. e.g. Htr. 220 61a IJO)(TlS 1,10).~v) 

is an Attic idiom found frequently in tragedy (sec further Barrell on flipp. 542-4). 
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arr).ous A6yos 'it's as simple as that' Oit. 'simple is the speech/matter'), another 

idiomatic e)..-pression (c[ e.g. Aesch. Cho. 554 6:1r>.ous 6 µu8os), marking .M.'s tone of 

forthright defiance. 
980 n66' avT18~11ro6(: such phrases, involving polyptota (173n.) of weapons and 

body parts, evoke the closeness of hoplite combat (e.g.//. 13.130-3 4>pa~avTES 66pu 

6ovpi, acnc:os a01<E.'i 1rpo8Er.uµvw1 ... , Tyrtaeus fr. 11.31-3 \\' Kai n66a m:rp 1ro6i 8eis 

Kai e,r' a<TTTi6os 601ri6' ipeiaas ... ' Eur. Held. 836-7 lTOVS E1TaAr.ax_0eis ,ro6i, I av11p 

o rn av6pi OTas; c( Fowler (1987a) 24) 1 and can be readily transferred (as here) to the 

hand-to-hand fight.ing of a duel. 
9811 The 'rules' of supplication could be manipulated or even ignored in real 

life (fhuc. 3.81 .5 describes how suppliants were dragged from altars or killed upon 

them during the civil war in Corcyra in 427) 1 and staiva1ion (981 >.1µw1) was one of 

the methods used to force suppliants to leave their place of asylum; c( Gould (1973) 

78 1 82-4. By the same token, however, suppliants themselves (in drama, at any rate) 

might seek to manipulate their 'hosts', as when I.he daughters of Danaus, like M. and 

H. here, threaten suicide if their supplication is not accepted (Aesch. Supp. 455-67). 

981 8f1pai: for Thcoc. the 'hunter', c( 50-m. 

lKETEU6VTE vw: duaJ acc. pl. of prcs. participle and first person personal pronoun 

(fyw), 'as we supplicate (at the tomb)'. 

982 6tl>ona1: the perfect is more decisive and emphatic than the aor. E6o~e: their 

decision is finaJ. For the suicide pact, sec 835-42, with 835n. 

983 TTpos ~,rap c!laa1: for suicide by a sword-thrust to the liver, cf. e.g. Soph. Trath. 

931, A111. 1315, Eur. Or. 1063; [209-302n.]. 
6(o-ro1,.1ov 'double-edged': c( Eur. El. 164 ~i~ea, ... 61,.14>1T61.101s ('culling on both 

s:ides'). 

984-5 T01.1J3ou ',rl v~,-01s: c( 842. 

iv' ••• Ka-TaaTa,wa1 'so that streams of blood will drip down upon the grnve. · 

The pollution of death per .se is magnified, firsLly by H. and l'vl. 's sta1us a'i suppliants, 

and secondly by their threat to kill themselves upon the grave of Protcus. a sacred 

site (c( Parker (1983) 65-6 1 185). The daughters of Danaus similarly threaten to hang 

themselves from the statues of the gods in Argos (981-7n.), and Orestes recalls how he 

once L11reatencd ApolJo's Delphic sanctua1)' with pollution by staiving himself there 

(/7973-5). 
985~ KE1a61.1m8a ••• I vEKpoo 6u: H. and M. will lie together in death at least: 

c( 988-90, Ale. 363-8 (Admctus plans to be buried with Akestis). 

TW16'i1rl ~ea.&>1 Taq>w1 'upon 1..his grave of hewn stone': 547n. 

987 aAyos ••• '4'6yov: acc. in apposition (cf. Diggle (1994) 191-3 1 223-4 for a 
defence of his conjecture). The corpses oft'vl. and H. wiU be a source of'rcproach' as 

well as poUution, since Proteus will have failed to protect them. 

988-90 er. 834n. 

989 6XX tyt:l aci,· &na~oµai: the middle voice expresses i\11. 's personaJ interest in 

recovering his wife (Smyth §1714)1 'I shall take her (who belongs to me) away (for 
myself)'. 

• 



COMMENTARY 990-996 253 

990 El ur, ••. 6AA6 'if not ... then at least .. .': GP 12. 

991-5 arc deleted in the OCT (following Schcnl<l), yet they provide an effec1ive 

conclusion to M. 's speech. Overcome by the image of H .'s death (990 ,rpos v0<povs), 

M. is moved to weep, but restrains himself(991 TI TavTa;); then, urging himself to be 

a 'man of action' (992 6pacrnip1os), he orders Theonoc to kill them if she will (993), 

followed by (as Jackson (1955) 37 puts it) 'the typical relapse into the better pan of 

valour: "or preferably listen to reason".' 

991-2 'TI 'Tcriha; breaks off a line of thought or action. Dale (ad lac.) and Stevens 

(1976) 31 translate it here as 'What sort of talk is this?', but .M. is not repudiating what 

he has just said. On the contrary, his threat has moved him to tears and he breaks off 

the emmion, 'Vlhat is this (good for)?' 

6aKpuc1s •• I • 6paaTtip1os 'if I turned womanish and wept, I'd be pitiful rather 

than active'. l\11. reaffirms his 'manly' restraint: 950-3n. Tragic women arc more prone 

than men to weeping and 'exaggerated emotionality' (McClure (1995) 59), reAecting 

Greek (male-generated) views of women's 'natural' inability to resis1 their emotions 

(cf. Dover (1974) 101). 

~v (probably never used by Aesch. or Soph.) is the contemporary form of the older 

Attic 1st pers. sg. fl (scribes commonly replaced the older form with the newer one in 

the manuscripts: cf. Barrett on Hipp. 700). Editors have often attempted to emend (or 

delete) the si.'< passages where ?iv is required by the met.re (Ale. 655, Hipp. 1012, Her. 
1416, 1011 280, He/. 992 1 1A 944), but as Stevens comments (on A11dr. 59), 'there seems 

linJejust.ihcation for removing it from Eur.1 who in some other respects is nearer than 

Acsch. or Sop h. to Aristophanes and the spoken language of his day.' The presence 

of ?iv is therefore not sufficient in itself to mark a passage as spurious. 

993 6uaKAEO:S 'people of bad repute' (cf. 270, 1001) seems better than L's 6uaKAEWS, 

since the adverb would have to be taken with the implied object ('so as to give (us) a 

bad reputation'), which seems rather strained. 

995 Tv' fi•s 6,Kala: cf. 919-23, 947-95nn. 
99fi-? The Chorus-leader's introduction to Theonoe's speech (cf. 944-6n.) 

emphasizes her role as 'judge' (f3paf3eue1v / Kpivov) between the Greeks and her 

brother (cf. 894-102911.). 

tv ao( '(it is) in your power'. 

f3paf3Eum1: the verb ('to act as judge') is found in extant Greek poetry only here 

and at 1073; cf. 703n. 

998-1029 Tlleonoe agreer lo supporl Htleu nnd Altntlnus 

Theonoc's reply shows that she has taken the arguments of H. and M. very much to 

hean. The first pan of her speech (998-1016) 1 which sets out her reasons for helping 

them, foregrounds her piety and sense of justice, aJong with her concern to safeguard 

her own and her dead father's reputation for 1hese qualities (894-943, 947-951111.). 

In the second part (1017-29) she outJines the nature of her assistance (she will not 

help them find a way to escape, but will, as requested, keep M.'s arrival secret from 

11 
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her brother), and finally urges both H. and M. to pray for divine support. Theonoc's 

speech is remarkable both for its emphasis on internal moral standards (esp. 1002-411.) 

and for its ,~cw of the mind's posthumous fate (1013-1611.). 

998 1reci,u1<a ••. 1<al ~ouAoµa1 'it is in my nature and I want (to be pious)'. 

999 4l1Ac::i -r· tµauT,iv: although love of self can sometimes lead to selfishness 

(cf. ,Hed. 85-6), Thconoe's actions arc clearly Lo be seen as commendable. In eonrcxt 

the phrase looks back to Theonoe's internal moral sense (998 nE<i,u1<a ... ) and forward 

to her concern for reputation (999-1001). As Cairns (1993) 282 observes, '[ah hough] 

it seems equally possible that the enlightened plii/aulia to which Theonoe refers should 

refer eit/1er to the self-respect which renders one true to one's own principles or to the 

impulse towards self-protection against the criticisms of others (my italics) ... the 

passage (is) a clear demonstration of the compatibility in the Greek moral outlook of 

self-regarding and other-regarding motives.' 
1000 µ1ava1µ': aor. opt. of µ1aivoo, 'J defile, stain, pollute', a powerful word indica

tive ofThconoe's respect for her father's kleos and of her desire to maintain his stan

dards (942-3n.). 
xap,v: er. 902n. 

1002-4 ivea-r1 , . I . 4>ucre1 'There is a great temple of Dike in my nature.' The 

deificat.ion of Justice as the goddess Dike, daughter of Zeus and Themis, was an 

inheritance from archaic Greek thought, which freely deified abstract powrrs (cf. 

esp. 1-les. WD 2 t3-85: Dike trounces 1-lybris). Although Dike docs not seem to have 

been worshipped in fifth-century Athenian cull (for the worship of 'personifications' 

in Anica, sec Parker (1996) 235-6) 1 she often features in poetry (especially tragedy) 

as both a symbol of cosmic order and an enforcer of Zeus's will (sec Hutchinson on 

'\csch. Se/ii. 645-8 1 adding Soph. OC 1381-2, [Eur.] RJ1es. 875-6), and e\'en appeared 
as a character in an unknown play of Aeschylus (fr. 281a R). Thconoe's 'great temple 

of Dike' also recalls the 'altar of Dike' invoked at Acsch. Ag. 381-4 and Eum. 539-

43. Thus the metaphor of Dike's temple is thoroughly based in traditional thought, 

yet its application to an internal mental state is unusual (Ronnet (1979) 256 speaks in 
modern terms ofTheonoe's 'conscience' intervening) and calls auention not only 10 

Thconoe's process of moral deliberation (a characteristic interest of Eur.: cf. esp. Mtd. 
rn78-80, Hipp. 380-404) but also to the contrasting insouciance and selfishness of the 

gods. 
Nripic.:,s irapa: Ncrcus is traditionally associated with justice as weU as prophecy 

(13-15n.). His introduction here adds to the pressure on Thconoc to live up to her 

ancestors, since she is already determined to protect her father's reputation for justice 

(cf. 920, 940-I I 1647-g). 
1005-8 Theonoc relates her decision to the plans of the rival goddesses. Foreseeing 

Aphrodite's anger, she seeks to propitiate her. 

1005 ~ouAnal a· euepyeTeiv: for Hera 's change of mind, and her motives, sec 

88o-6n. 

1006 fi Ku1Tp1s: Aphrodite is asked to overlook Thconoe's decision against her. 

L's Xap1s here is an obvious corruption: Aphrodite's association with the Charitcs 
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(Graces) was well known (e.g.//. 5.338) 1 and is presumably lhe cause of the confusion 

here. Charis appears as Hcphaesrus' wife in the //iad(18.382,), a role lakcn elsewhere 

in epic by Aphrodite. Bul this merely shows that the Iliad pocl chose to use a different 

version, not that Charis stands for Aphrodite. A fifth-century Athenian audience 

would understand n Xap1s as a reference to one of the Graces; the metonymy of 

Xap11i = Aphrodite is unparalleled. 

10o7-8 iAEc..l~ 'gracious, kindly' (scanned here as two long syllables, by synizcsis). 

au1,.1~E~f1KE 6 au6a1,.1ou 'though she docs not suit me at all' (lit. 'has nowhere agreed 

with me': 36-711.), expanded in the following line. 

,rap8ivo~ 1,.1ivE1v aEI: in favouring Hera over Aphrodite, Theonoc, who has already 

chosen maidenhood instead of marriage, once again sets herself apart from the god

dess of sexuality. She is therefore anxious nol to appear biased (contrast Hippolytus' 

abnormal sense of purit)' and his open rejection of Aphrodite: Hipp. 102-113) 1 and her 

remark '] shall try to remain a virgin forever' (c( H.'s honorific address, ~ ,rap8hl 

894,939) points 10 the (in Thconoc's opinion) positive religious aspects of her virginity 

(12n.). In addition, Thconoc lakes great care to explain that her decision was reached 

in accordance with justice and piety: 1002-4 1 1010-11, 1021, rn28-9. h is important 

lo nolc that from a Creek point of view Thconoe's determination to remain a virgin 

forever is a highly unusual choice. For although certain religious positions required 

the holder to remain chaste while in office (cf. Fehrle (1910) 54-64), l.here is very litllc 

evidence (and none in Athens) for a priest(css) or prophct(css) being a virgin for life: 

sec Parker (1983) 86-94. Bad ham's deletion of rno8 should therefore be resisted. The 

sentiment is appropriate 10 Theonoc, and the rcpelition of 1rnpaaoµa1 ( 1004 ~ rno8) 

reaffirms her resolution to do what she lhinks right. 

10o9-12 Theonoe further validates her supporl by identifying herself with Pro le us. 

a ... I ri1-1iv 06' au-YO~ 1.1u80~: the opening relative clause stands in an acc. of 

respect relationship lo the main clause, 'as far as concerns the reproaches you made 

at the tomb of my father here, my view is the same.' 

1<eivos ~AETTc..lV 'if that man (i.e. Protcus) were alive, (he would ... )'. av gra,;1ates 

towards the start of the sentence or next to the verb, bul often (as here) both features 

combine and av is used twice (sec Barrell on Hipp. 270). 

aol Tflv6' ixe1v, TaUTfll 6e ai: lhe chiasmus (her 10 you, you to her) stresses the 

fairness of reuniting both panners. 

1013-16 'Indeed, retribution for rhcse ma11ers (i.e. the neglect of such moral duties 

as returning what is owed to a person) comes 10 all people, both the dead below and 

those above. For when people die, their mind docs no1 live on, but it retains an 

immortal consciousness once it has merged with the immonal aether.' These lines 

have been deleted by many editors, yet they present a coherent, if highly idiosyncratic, 

view of mind and the afterlife, and arc relevant to Thconoe's argument, explaining 

how both she and her dead father arc affected by the lrcalmcnt of H. and M. (lo call 

them 'eschatological mumbo jumbo' (Sansone ( 1985) 27) seems rather harsh). Archaic 

and classical sources attest a wide range of views about lhc afterlife (Bremmer (2002)), 

but Theonoc's focus on the mind (vovs) and its posthumous consciousness (yvwu11) 
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amidst the aether - significantly, she docs not speak of ~UXfl or the punishment 
of sinners in the Underworld - evokes contemporary philosophicaJ debates. As in 

865-72, Eur. presents Thconoc as distinctive and exotic by adapting Greek ideas 
rather than by trying to mimic specifically Egyptian ones. Air and aether were central 
to the cosmologies of many philosophers, especially those of Ana..ximcncs (DK 13 
AS, n2}, Empedocles (DK 31 038, 100, 109), and Diogenes of Apollonia (DK 64 
05)1 while Anaxagoras had developed a system in which mind (vou~) was capable of 
controlling all matter in the universe (DK 59 e12; for criticism, cf. Pl. Pltntdo 97c-99b). 
Eur. draws on such ideas here, but docs so quite freely, since he is not attempting 
to promulgate a coherent system of beliefs, but rather seeking to portray Thconoc 
as a reflective character, for whom justice has a secure foundation. (fhc complex 
intellectual background to Thconoe's conception of the mind and consciousness is 
well discussed by Egli (2003) 104-10.) 

1013 Tfa1~: I.he precise nature of the afterlife was (perhaps not surprisingly) disputed 
(cf. Hcraclitus DK 22 B27 'When people die things await them that they do no1 expect 
or even imagine'), but the idea of /Jost morltm punishment of sins is widely ancstcd: cf. 
e.g. Aesch. Supp. 227-31, Eum. 269-72, Ar. Frogs 145-50, Pl. Rep. 33od-c; sec Dover 

(1974) 261-8. 
1014 6 voOs: what Theonoc here says of the mind - that it is (at least in part} 

immortal and that it returns to the aether after death - arc qualities more commonly 
attributed to the soul (~ux11) or spirit (1Tveuµa}: cf. Eur. Supp. 53 r-6 (after death the 
body returns to the earth, the spirit to 1hc aether), an idea also found in contemporary 
grave inscripLions (Lattimore (1942) 26-31, Parker (2005) 366); also Supp. 1139-,1,0, Or. 
1086-7, Ertelttlteus fr. 370-71-72 K. Herodotus says the E~tians were the first to 
1.rgue that the soul was immortal (2.123), but the idea is deeply embedded in Greek 
thought. In any case, Thconoc's focus on mind (vous) and its eternal existence in the 
aether is clearly related to current debates among Greek philosophers (1013-16n.}; as 
at Tro. 884-7, where Hecuba prays to Zeus as a controlling power identifiable with 
eh' avayKTl cpuaeos ehe vous ~poTwv, Eur. is using contemporary language to express 
conventional ideas in a striking form, whether they concern the supreme power of 
Zeus or (as here) popular belief in a (potentially unhappy) afterlife. 

1015-16 yuooµnv ... 686vcrrov: though the mind no longer 'lives' (because the 
body in which it operated is dead), it retains some form of personal consciousness 
(a unique use of yvwµn; cf. 757, 1687), and so can be aware of past misdeeds and 
punished accordingly. For popular beliefs about the feelings or perceptions of the 

dead, sec Dover (1974) 243-6. 
els 68avaTov al8ip' iµ1TE<1~v: as well as being a fundamental clement in some 

contemporary cosmologies (1013-1611.), the aether was also treated as a god in its 
own right: sec Dover on Ar. Clouds 5701 where the Clouds address their father A10ipa 
creµv6Ta-rov, ~106pEµµova lTavTwv. Aristophanes mocked Euripides' frequent refer

ences to aether (The.sm. 14-15, Frogs 892, etc.; c( Bond on Her. 5rn); its use in Helen is 
part.icularly varied: 584n., 605-6, 865-7, 1219. 

1017 w~ ouv 1TEpolvCAl µ,; µaKpau 'to keep my speech brier. 
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a1yTiaoµa1: repeated in 10231 outlining the extent of Theonoc's assistance (cf. 

1387-9). Thconoc's agreement docs not, however, mean (j)nce .Mauhicsscn (1968) 695) 

that the decision of the gods is no longer in doubt. Thconoc may have devoted herself 

to what is just (1002-4), but this docs not guarantee that the gods will do the same: 

Aphrodite could still ruin the escape, hence the need to pray to her (rn25). Thconoc's 

promise of silence paraUcls that sworn to by the conspiratorial Chorus (1385-9n.). 

io18 µwpla1: for Eur.'s use of µ~pos to denote 'culpable lack of intelligence' with 

regard to 'sexual intemperance', sec Barrell on Hipp. 642-4. 

1020-1 ou 601<ovo'oµws: lit. '1..hough I seem not to', i.e. though he might not think 

that I am doing him any good. 

iK 6vaae~elas oaiov: cf. 900-1, 972-4, 998, 1632. 
1022-3 H. and M. must rely on their own ingenuity and intelligence in order to 

escape: cf. 755-7n., 813, 1033-4, 1049. 
6,rooTaa· iKTTo6wv: 'standing out of the way'. 

io24-, Thconoc urges them to pray for divine suppon: H. appeals to Hera and 

Aphrodite before entering the palace (1093-1 rn6)1 while .M. latcr prays to Zeus as they 

leave for the shore (1441-50). 
XIKETEUETE: crasis, Kai IKETEUETE. 

Ti)v evvo1av. 1-. owTT'IPlac; 'her intention of (providing) safety'. 

iv TauTc';rn crasis, T&l1 mJT&lt, '(remain) in the same place'. 

io28-9 Thconoc ends as she began (cf. 998-1000), with her overriding concern 

for piety and her father's reputation (894-943, 947-95nn.). Her address to Protcus in 

his tomb answers that of M. (962-8). 

1030-1 As Thconoe returns to the palace (cf. 858-60) 1 the Chorus-leader com

ments on the advantages of justice. 

yeyws (epic yeyaws) is a poetic alternative 10 prose yeyovws (perf. part. of yly

voµa1), in the sense 'having proved to be'. 

f>,.,r(6es awT11plas: instances of the key-word awTT1pia cluster here (1027, 1034, 

1055; cf. 1032 aeowµe8a, 1047, 1060, etc.) as the escape plot gets fully under way. 

1032-1106 Helen tlevr.lo/JS nn r-scaJ,e /J/an 

Having secured Thconoe's assistance, H. and 1\,(. turn their attention to the details 

of the planning. \Vhcn M.'s suggestions prove impossible, H. takes charge with her 

superior intellect and inventiveness (1049n.). The escape plan invoh·cs a feigned ritual 

at sea, as in the IT, where [phigenia pretends 10 cleanse the matricide Orestes, his 

accomplice Pyladcs, and the statue of Artemis (which they have polluted) by washing 

them in the sea (IT 1029-49 1 , 157-1233). H. is to bury the shipwrecked !'vl. at sea by 

giving him his last rites in an 'empty grave' (1057). The scene develops in animated 

distichomythia (cf. 553-9611.) as I-I. outlines her strategy in response 10 M. 's quest.ions. 

After final instructions to M. and prayers to Hera ;md Aphrodite (1085-no6), H. goes 

into the palace to begin the deception ofThcoc. 
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1032-4 H. im~tes M. to suggest a plan that will save them both. The stress on oe 

(1033) underlines M.'s inability to suggest anything practicable and prepares for H.'s 

emergence as the better plotter (1035-48, rn49nn.). Both Diggle and Kovacs accept 

Jackson's emendation of 1033 ('TOUv01hi6e 6' els EV TOUS Aoyous ci,epOV'TE xpn: cf.Jackson 

(1955) 154-5), announcing the need for joint planning, but the emphasis on M. 's failure 

is apt. Acyous ci,epe1v without a compound (ela-, npooci,epe1v) or prepositional phrase 

such as ES µeaov (c[ Tro. 54) is unusual, but that it here means 'contribute a plan' and 

not 'bring a message' is quite clear from the context. 

1tpos ..• 1tap0evou 'as far as the maiden is concerned' (1007-811.). 

1035-84 Distichomythia is relatively rare in Eur., though the late plays feature 

passages that arc longer than those of Acsch. and Soph. (Or. 217-54, 1022-57, Baccli. 

935-62, IA 819-54). It is even more formal than stichomythia; here it marks the 

significant moment of tJ1c escape plot's invention. 

1035-48 i'vl.'s suggestions (escape by chariot, killing Thcoc.) arc immediately 

rejected. The resulting impasse makes H. 's plan appear all the more impressive. The 

sequence 'escape from Egypt / or kill Thcoc. / despair requiring unxav,i' was used 

before the Theonoc scene at 805-13. As with H. 's superior intelligence (104911.), there 

is epic precedent for M.'s lack of it: cf. Od. 4.589-619, where M.'s offer of a gift of 

horses and chariot (unsuitable for rocky Ithaca) is tactfully declined by Tclcmachus. 

1035-6 For cncoue 6ti vuv as a 'favourite Euripidean formula' (6ti vuv making the 

command more urgent), sec GP218. 

auvTe8pa41a1: 2nd sg. per[ pass. of ouv-Ypeci,w, 'you have grown familiar with 

Theo c. 's servants)'. 

1038 TI ••• xpncrrov Is Ko1v6v 'some good to us both'. 

vw1v: cf 832n. In 1040 and J055 it is dative. 

1039-40 chives. 1- • avaaaoua': avaaaEIV may originally ha\'C meant simply 

'to control' (c[ Seaford on Eur. CJ1d. BG) but its later sense ('to be lord or) led 10 its 

metaphorical use in classical poetry, as with the noun ava~: cf. 1610-11 ol61<wv ... I 
avaK'T· ('helmsman'). In a discussion of Lhc orator's use of metaphor (Rhel. 4O5a 28-

30) AristotJc criticizes such phrases (quoting t<CilTTllS av6oowv, 'ruling O\'cr the oar', 

from Eur. Telep/ms fr. 705 K) as 'inappropriate, because the word "ruling" is more 

clignified than the subject warrants, so that the artifice is no longer hidden', but 

poclI)• differs from prose, and such metaphors arc pan of the elevated .h.,mslsprac/lt' of 

u-agcdy (and arc parodied in turn by Aristophanes: e.g. LJ•S. 706 avaaaa npcryous 

Tou6e Kai ~ouAeu1.1cnos). 

1041-2 M. has neglected to consider that they have no idea how to escape by 

land through Egypt. The suggestion aJso ignores M. 's sutviving companions, whose 

welfare he earlier thought important: 428-33, 737-43. 
nelaa11J' <av>: 828n. 

1043-6 M. proposes killing Theoc., though the idea was rejected as 'impossible' 

al 809-11. Schwingc (1968) 127 n. 34 defends the repetition as 'reasonable' on the 

grounds that Theonoc has now agreed to help them, but her speech made clear both 

the extent of her assistance and her concern for her brother (1017-23). That M. is 
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prone to think of violence is not in itself surprising behaviour from a warrior-chieftain 

(81on.), but in context the rcpct..ition seems intended to characterize him as rather 

slow-witted (cf. 1049n.). 

1043-4 a6uvcnov elnas: sec 802-14n. 

TI 6'EI: the ellipse (832n.) conveys M.'s animation as he searches for another idea. 

61<TTOIJC•:11: as Dover (1997) 98 n. 8 points out, the adj. is nm meaningless, 'for it 

imparts an awareness of the fierce efficiency of the sword used against a man anackcd 

from ambush ... Similarly in He/. 983 the adjective helps to convey the pathos of pain 

and death.' 

1047-8 M. finaUy, and despairingly, realizes that a ship is essential to their escape. 

By contrast, H. integrates it into her plan from the start (1061-2). 

6.'>,X ••• fo,1v 'and besides we do not even have a ship'. For aAX ou6E '-'f1V 

introducing a new argument, sec CP345.ii; compare the use of 1<ai µ,iv at 1053, 1071, 

and 1079, marking separate stages in the development of the plan. 

fiv .•• 86Aacrcr' £XU: for the wreck of M.'s ship, c( 408-13. 

1049 As in Eur. 's other surviving recognition and intrigue plays, it is the woman 

who takes control of the situation (cf. El. 647-67, /011 985-rn38, IT rn29-81). Both 

lphigcnia and H. take the leading role in the escape, and their ingenuity and cleverness 

arc clearly to be admired. By contrast, M. and Orestes arc scarcely able to tl1ink beyond 

killing the king (IT 1020-3). M.'s belligerence is out of place and he cannot cope with 

thc challenge facing him in Egypt H. prevails, however, through her own no less 

heroic (Odysscan) resourcefulness (c( 816n.). Such dolo$ is (in Greek gender ideology) 

typicaJly female (since women can rarely rely on brute force, as men often do), but 

it is not necessarily a negative quality; context is crucial, and since the audience arc 

meant to support H. 's plans, her emergence here as (like Penelope) a positive dolos 
figure represents an ingenious rcworkingoftraditional epic motifs. Moreover, it would 

be misleading to sec H.'s intellectual superiority to M. as posing a serious chaUcngc 

to fifth-century norms which asserted that women were intellectually inferior to men 

(cf. Dover (1974) 99), since not only is M. a Spartan autocrat (and so no model for 

an Athenian male citizen), but H. herself is motivated by loyalty to M. and the re

establishment of their oiko$: sec lntrod. §6(b). 

cncoucrov: it is now M.'s turn 10 listen (cf 1035). 

r,v •.. ao4'6v 'in case even a woman can say something clever.' H.'s tentativeness 

is in the circumstances deeply ironic. 

1050-6 Having suffered the consequences of a divine illusion for many years, H. 

now turns the deceptiveness of appearances to her and M. 's advantage. Her trick is 

similar to that of Orestes: like M. in H.'s plan, Orestes feigned his own death in order 

to outwit his enemies (Acsch. 010. 674-718 1 Soph. El. 53-66, 1442-80). Indeed, the 

parallels with Sophocles (his Orestes speaks of dying A6yul1 and of the 1<Ep6os that 

justifies deception: El. 59-61: cf. He/. 1050-2) led Dale (on Hel. 1050IT.) to suggest that 

Sophocles' Electra had been produced shortly before Htle11, probably in 413. This is 
possible, but not certain (Ringer (1998) 141-2, for example, sees the inAucncc working 

the other way). In any case, the trick dates back to Aesch. (and is probably much 
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older: cf. 1055-Gn.), while the motif of exploiting one's misfortunes (rcaJ or feigned) 

for profit is also found in the rT (1034) with reference to Orestes' matricide. The 

audience may have recalled Orestes' scheme of a fa.kc death, but need not have done 

so, since the details of H.'s (more elaborate) plan arc sufficient to establish her status 

as a formidable figure in her own right. 

1050-2 1,.1t, 8avoov A6yc.:i1 8avEiv: I.he repetition of these words in M. 's reply is 

deliberate, emphasizing his dependence on H. 's new plan, despite his inability (as 

1055-6 show) to grasp its full meaning. 

KCIKOS ••• opv1s: the mention of dcatl1 is a 'bad omen', but justified by the 'gain' 

involved; cf. Sop h. El. 59-61. (For methods used to defuse ill-omened words, sec Parker 

(1983) 219). 
1053-4 Unlike Sophocles' Electra, H. is fully aware that the death of her closest 

philm is bogus (indeed, she is its inst.igator), so that her grief will be feigned (cf. El. 
1126-70). Thus, whereas the fiction of Orestes' death generates massi\'C sympathy 

for Electra (even though, or rather, precisely because the audience can sec Orestes 

standing al her side as she laments), that of J\,f.'s death is a rclal.i\·cly benign illusion 

geared towards the excitement and ironies of Theoc. 's deception. 

yuva11<elo1s ••• I 1<oupaim: for the shorn hair of female mourners, c( 368-911. 

npos Tov av6mov 'before the impious man', stressing that Thcoc.'s conduct jus

tifies the fake rituals of grief. 

1055-6 M. cannot grasp how H.'s story could provide a 'remedy for our safety' 

(ac.,:nr,pias ... cn<os), since, so he claims, 'it seems rather old' (naAmoTflS ... T1s). 

Dale sees here a humorous response to Sophocles' £/earn, calling it a 'mischievous 

interpolation' on Eur. 's part, implying 'The idea isn't a very original one.' Objecting, 

however, to the idea that M. could make a seemingly extra-dramatic comment of 1his 

Kind, some editors emend the text. Kovacs (2003) 44-5 1 for example, endorses Cobet's 

1,.1CITa16TT1S ('Your story seems a bit pointless'). Yet there is no need to cmrnd, since .M. 's 

comment is one of several tragic passages which allude to earlier dramatizations. often 

to emphasize (among other things) the originality of the new version (cf. Cropp on Eur. 

El. 487-584 1 Mastronarde on Phoen. 751-2). Like several other passa.~es in tragedy, 

M.'s comment has been discussed in terms of 'mctarhcatrc': e.g. Segal (1997) 370, 

Lada-Richards (2002) 399-400. However, the term is best avoided (cf. Roscnmcyer 

(2002) 107) since Eur. is nor making any self-conscious reference to theatre pn s,, but 

rather alluding intcrtcxruaJly to previous versions of the feigned death plot, which is 

an entirely traditionaJ mode of drawing attention to one's skill as a poet or shaper 

of myth. So there is intcrtcxtual aJlusion here, but it is not (pace Dale) limited to 

Sophocles' Elerlra. For in that play Orestes himself remarks, 'I have qfle11 ;,, tl,e posl seen 

clever men falsely reported dead; and then when they return home they arc honoured 

aJI the more' (62-4, my italics). Nor is it likely that Sophocles (if his play was produced 

before Helm) is thinking simply of Acsch. C/10., since the story pattern will have been 

known before that (the Od_)'Jsey exploits it, though Odysseus docs nor himself spread 

tl,c rumour of his death). In any case, Eur. had used the plot of a hero spreading such a 

rcpon in his Cresphonles, which was produced before 424 (Harder (1985) 3-4) 1 so there 
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is no need to sec here a specific reference to Sophocles (cf. Michelini (1987) :335-6). 

But granted that Eur. is exploiting the motiPs inienextuaJ history, what is it.s meaning 

here? ¼'hat docs it revcaJ about M. and his abilities as a planner? Aeschylus' Orestes 

makes no apology for using deceit, while Sophocles' points to the scheme's previous 

success in order to overcome his uneasiness (cf. El. 61 'I think that no word that brings 

profit is bad'). In both cases, however, the scheme worked, so that by criticizing it as 

'rather old' (w'ith an additional hint of 'stupid' or 'simple-minded': cf. OT 290 1<ai IJflV 

Tay' aAAa 1<w4la Kai naAai' FTTfl), M. is characterized as unimaginative and dejected. 

Moreover, his scepticism highlights the originality of Eur.'s version of the 'rcponcd 

death' plot, as well as the cleverness and complexity of H .'s plan. 

io57 ~s 6118av6vTa a'lv6A1ov 'on the ground that/ with the pica that you died at 

sea': unlike Orestes or Cresphontcs, for example, but an essential detail of H. 's plan, 

as her subsequent replies show. 

1059--60 1<al 611 napeiKEV 'granted then, he agrees'. For this sense of 1<ai 6,i, cf. i\i/ed. 

386 1 Hi/Jp. 10071 GP 253.v 'denoting imaginary rcaJization, "suppose that so-and-so 

happens"'. 

weu ve~s: 1047-8n. 

1<evoTa4louvT(e): nom. pl. dual prcs. pan. 

1061-6 H. will exploit Theoc. 's ignorance of Greek custom (cf. 1065 voµi~e1v, 1246) 

in order to motivate a shipboard ceremony (1239-1300). Since one could perform 

proper burial rites, and would do so on land, only for those whose bodies had been 

recovered from the sea (for the importance of doing so, cf. Pl. Apo/. 32b), H.'s plan for 

a burial there will appear particularly anomalous from a Greek perspective (which, 

it turns out, is one also shared by Thcoc. himself: 1240, 1244-81111.). Burial of one's 

enemies might be prevented by throwing them into the sea, but this was an exceptional 

form of revenge: cf. Parker (1983) 45 n. 47. 
1062 1<6a1,.1ov T64lw1 a&,: the gifts ofTcrcd to the dead would be appropriate to 

the dcccased's status and gender (cf. 1253). As a royal warrior, M. receives expensive 

bronze armour (1263-4), an item also conducive to the escape plan (1255-78n.). For 

1<6a1,.1os and 1<oa1,.1Ew used of M.'s 'grave' goods, cf. 1068, 12791 14q. 

neAo:ylous ls aytcaAaS 'into rhc sea's embrace': a poetic metaphor (cf. 1436, Acsch. 

Cito. 587 1 Eur. Or. 1387 (of Ocean encircling the sea with his arms)), first found in 

Archilochus fr. 213 W 1<u1,.16Twv ev c:ry1<6Aa1s (quoted at Ar. Frogs 704); also applied to 

the rock that 'embraces' Promcthcus (f Acsch.] PV 1019). The pcrsonificat.ion of the 

sea in this way may have begun as a way of mitigating the awfulness of such a death 

(1061-Gn.). 

1063-4 M.'s objection is plausible (cenotaphs were in fact built for those who had 

been lost at sea: cf. Lattimore (1942) 199-202), but H. has thought of a way around it. 

ou6tv ••• 4lepe1 'the pretext (of burial at sea, to gc1 a ship) accomplishes nothing'. 

rn65-6 H. 's inventive explanation raises the issue of Thcoc. 's react.ion: will he 

actually care about the Greeks' religious cus1oms? The uncertainty of the situation 

will lead H. 10 supplicate him, itself another Greek religious custom (1237-49): for the 

(allegedly surprising) 'Greckness' of Eur.'s 'barbarians', sec In trod. §6(c). 
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1067-8 TOUT au Ka-TOp8ois 'you have solved Lhis (problem) too.' 

TCIVT~m erasis, T&lt <XVT&l11 '(in) the same (ship)'. 

1069Jo H. realizes that M.'s men will be necessary to secure control of the ship 

(c( 1537-1612). 

ohTEp ••• vavaylas: cf. 426-7, 539, 737-43. 
1072 avf)p ,rap' av6pa: as in battle formation: c( g8on., 1574. M. reassures H. 

that his men will be prepared. 

1073-4 oi XPTl f3paf3EuE1v irovTa 'you must take complete control' (c( 996-7n.): 

H. entrnsts M. with the fighting, but her instnictions confirm his dependence on her 

as the deviser of their escape (ro49n.). 

n61,.1m1,.101 .•. uEwi; 'may the winds now blow favourably in our sail and the ship 

run on!' Compare the Chorus' prayer to the Dioscuri once the voyage is undenvay 

(1504-5). 
1075-6 fcrm1 .•• 1,.1ou: M. 's optimism about the gods is soon complicated by H. 's 

account of Aphrodite's cruelly (1097-1106): cf. 876-86. 

6:-rap ... irEnua1,.1fvf1 'but from whom will you say you heard about my death?' 

crr6p expresses a sudden change of topic (GPy2), while the interrogative Tou (= Tlvos) 

goes with lTElTUOIJEVfl, per[ pan. instead of rhe infinitive (nnruo8ai): cf. 537 hrei v1v 

Elni 1,.101 aeac.:i1,1ivov, Goodwin §9ro 'Some verbs which regularly ha\'e the infinitive 

or OTI and CilS in indirect discourse occasionally take the participle.' Schwinge (1968) 

128-9 exaggerates M.'s imponance here when he says 1ha1 his question 'modifies' 

H.'s 'faulLy' plan. In fact, H. has already thought of making l'vl. the reporter of his 

own death, as is shown by her decisive reply (1077-8). 

1078 'hpiC£JS .•. auv na16I: cf. 390-2. 

107g-82 M.'s ragged appearance will support H .'s account of the shipwreck, 

which will in turn transform the rags from il shameful marker of i\·1. 's loss of status 

(42 r-4n.) into a useful costume geared to the deception of Thcoc. (cf. 1204). 

Kai IJ~V: cf. 1053, 'and then indeed .. .'. 

Ta6' ••. ~cncri 'these rags cast around my body': c( Eur. Teleplws fr. 697 K (Tclephus 

on his disguise) lTTc.::ix· aµ4>if3Af)Ta OWIJOTOS AO~WV pa1<f1. 

~u1,.11,.1apTVpES ••• ipE11rlC&'>v '(will) confirm your story of the shipwreck.' 

Is Ka1p6u ..• cnca1p' 'It (i.e. the loss of your clothes) has turned our 10 be advanta· 

geous, although al the time the loss was harmful' (tram. Race (1981) 206 n. 23). 1<01p6s 
is a remarkably polysemous word: temporal senses (esp. 'appropriate or opportune 

Lime') predominate, but these shade easily into 'advantage' or 'profit' (as here); for a 

comprehensive study of Ka1p6s, sec Trcdc (1992). 

T6TE: i.e. at the time of the shipwreck. 

1083-4 Once again M.'s question acknowledges 1ha1 H. is firmly in charge of the 

plan (io49, 1050-6nn.). 

1085-6 M. is to take up H. 's former position at the tomb of Protcus. Thus, dressed 

only in rags, M. remains visible on stage during the following choral ode on the 

senselessness of war (1151-6411.). He docs not speak again until 1251, as H. takes the 

lead in the deception ofThcoc. (1193ff). 



COMMENTARY 1087-1093 263 

TI TTAT)IJIJEMS 'anything outrageous', a veiled reference to Theoc.'s plan to put 

to death any Greek who comes to his palace (439-40, 443-4, 479-80); c( .Hd. 306 

(Medea to Crean) au 6' ouv c;,ol3i;1 µ£· IJfl Ti TTAT)µ1,1£Aes TT6eT)1s; 

TciC,,os •.• av pvaa1To: 800-rn.; cf. also Goodwin §505 on the optative with av 

as 'merely a softened expression for the future indicative'. 

ci,aayav6v TE a6v: for M. 's willingness to fight to the death, cf. 843-54, 978-9. 

1087-9 At 1184 H. re-enters from the palace dressed in black mourning clothes, 

her hair cropped (368-9n.) and checks torn. 

~oa-rpuxovs TEIJW: for 'Helen of the beautiful locks', cf. Pind 0/. 3.1. Unlike the 

H. of Oresles (128-9), here she docs not hesitate to spoil her looks (262-3n.). 

TTETTAOOV .•• avTaAAa~oµm: Death himself is 'black-robed' (Ale. 823-4 avaKTa 

TOV IJEAQµTTETTAOV VEKpwv I 0ava-rov). 

,rapi;161 ••• xpo6s 'and l shall force my nail into my check, bloodying the 

skin': banned from fifth-century funerals in Athens, this female gesture of mourning 

underlines 1hc extremity of suflcring and grief depicted in tragedy (sec 372-4n.). 

The checks, along with the hair and skin, arc traditional points of reference for 

female beauty (compare the Homeric epithet KaAAmcipT)OS, applied to H. at Od. 

15.123). 
1090-2 H.'s stark presentation of the potential (and utterly divergent) outcomes 

of the plot heightens the tension of the intrigue scenes that follow (cf. Eur. El. 690~, 

IT 1056-74 ). 
µeyas yo:p aywv (= o crywv) 'a l01 is al stake': a colloquial expression (absent from 

Acsch. and Soph.); cf. Mas1ronardc on Plioen. 860. 

6vo poTTO:S 'two possibilities', lit. 'two ways the scale could tip'; compare the 

Homeric scales of Zeus, in which the fates of mortals arc weighed(//. 8.68-74, 16.658, 

19.223-4, 22.:209-13), Hippolyrus' demise ('ITTTTOAVTOS ovxh'ea-r,v, ~s EITTEiv eTTos· I 
6t6opKE IJEVTOI cpws ETTi aµ1Kpas j:)OTTflS, Hipp. I 162-3), or Oedipus on his imminent 

death: poTT11 l3iou 1,101 (OC 1508). 

ro93-1106 \<\1i1h the escape plan ready to begin, H. follows Thconoc's adv-icc 

(1024-7) and prays 10 Hera and Aphrodite (cf. 1441-5on.). The consultation scenes of 

Eur. 's intrigue plays regularly close with characters or Choms praying to the gods to 

support their plan: El. 671-83, /011 1048-60 1 IT rn82-8 (cf Soph. El. 1376-83). H.'s 

invocations arc tailored 10 1he very dine rent auitudes of the two goddesses (as rcvcaJed 

by Thconoc: 880-6): Hera, already well-disposed to H. and M. 's escape (cf. 1026--7). 

albeit for her own seHish reasons (88o-6n.), is bricAy urged to relieve chcir suncring 

(1093-6); Aphrodite, on the other hand, is rebuked and cajoled 10 change her ways 

as well as simply appealed to (1097-1106). Both goddesses feature prominently in the 

Chorus' subsequent ode, where their part in 1hc destruction of 1hc Trojan \Var is 

criticized (r 118-21, 1134-6), reminding 1hc audience that a positi\'e response to H.'s 

prayer is by no means certain. 

1093-4 w TT6Tv1' .•. "Hpa 'O lady Hera': the honorific term TTOTV1a may have 

originally referred 10 a Mycenaean goddess, but is combined with the names of other 

goddesses already in the .Mycenaean tablets (cf. Burkert (1985) .1,3-6) and later, in 
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Homer, with tJ1e names of mortaJ women (as in tragedy: e.g. Eur. El. 563 w 1T6Tv1' ... 

'HAEKTpa). 

lilo1a1v h, Ah<Tpo1s: although it is not unusual to invoke Hera as Zeus's wife or 

bedfellow (cf. 426-7n.), the description is particularly appropriate to H. and M.'s 

efforts to renew their marriage. 

nlTVEIS 'lie down'. 

6u(E) ol1<Tp~ 4>c-::iT(E): dual acc. pl., 'two pitiable humans'. 

mia41u~ov: aor. imper. of ava41uxw, 'I revive', here in sense 'release (from cheir 

toils)': c[ /011 1604-5 (Athena to Ion and Crcusa) EK yap Tija6' ava41vxi\s lTOVWV I 
ru6aiµov· uµiv lTOTµov e~ayyEAAOµOI. 

1095~ ahouµE8' ••• I phr-rou8' (= piTrToVTe, dual nom. pl. part., 'throwing'): H. 
and M. extend their hands to the sky (for this as the regular posture of Greek prayer, 

sec Pulleyn (1997) 188-95). 

1v'. , • nouclAµaTa: for heaven (1095 npos oupavov) as home to both the gods 

and the stars, cf. Or. 1684-5 (Apollo on H. 's apotheosis among the Aaµnpwv aCTTpwv). 

1To1KiAµa is used of the starry sky by C1i1ias (TrGF 1 43 F 19.33-4 To T
0 

OO"TEpw1T6v 

oupcrvou CJEAas, I Xp6vou KaAOV 1TOiK1Aµa, TEl<TOVOS ao4>ou), while the author of the 

Promell1e1LS Bound calls Night lTOIKIAEiµwv, 'of spangled dress' (PJ/24). \Vest (1997) 579-

80 relates tJ1is image to the star-spangled garments worn by Near Eastern divinities. 

On the development of star imagery by the lyric and tragic poets, sec Kidd (1997) 13. 

1097-1100 H.'s invocation of Aphrodite begins by rccaUing her protracted 

~xploiration by the goddess, creating moral pressure to spare her life. The address 

lS a whole is constructed with much rhetorical skill as H. 's admonitory tone gradually 

urns to Aauery (1105-6). 

1097-8 nl TWµw,: prodclision and crasis, mi TWI tµw, ... yciµw1, 'at the price 

of my marriage', i.e. by bribing Paris. 

KCIAAoc; fn1iaw 'you won (the prize o~ beaucy': c( 885-6. 

tc6pri 61wvris: Dione is mentioned as Aphrodite's mother only once in early Greek 

epic (JI. 5.370-417); otherwise she is 'daughter of Zeus' (616s 8uyciTrip). Here the rare 

mention of her mother may be an attempt to appeaJ to Aphrodite's filial sentiments 

(the mother-daughter rclacionship is panicularly marked in the Iliad passage, as Kirk 
notes ad lac.), since H. has lost her own mother (133-42n.) and has a daughter in 

need of her back in Greece (282-3, 689-gonn.). 

109!r1100 Auµ11s .•. fAuµ,;uw: 2nd sg. aor. middle of Auµaivoµa1, with jigura 
e!J•mologica (785n.), 'you have aJrcady inflicted enough outrage upon me'. 

Touuoµa , , . ou To a&µ': cf. 42-3, 66-7nn. 

iv '3ap~apo1c;: i.e. the Trojans. 

1101-2 8avEiv •• j , 1TaTp~101: a pathetic pica (cf. //. 17.645-7, where Ajax prays 

to Zeus at least to allow the Achacans to die in the light). 

1102~ The fcmaJc choruses of .Medea (627-44), l·b/Jl)olyl11s (525-64, 1268-82), and 

Iphigmia al Au/is (543-89) sing of Eros and Aphrodite's awesome power and wish thac 

she come to them 'in moderation' (Mtd. 630-1 El 6' aA1S eA801 I Kunp1s, Hipp. 529 

µ116' appu81,.1oc; eM01s, IA 554-5 ei17 6E µ01 µETpia I µev xap1s). H. 's bewilderment 
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(1102 T{ 'TTOT
0

) at the destructive impact of the goddess acts as a foil to her concluding 

'confession' (1106 ouK aAAws Atyw) of Aphrodite's 'sweetness'. The sk.ilful transition 

from the violent and disapproving language of 1098-1 ro4 (1J1l µ' e~epycicrT)I ... ) to the 

mollifying close (1105 µnpia ... ,i6{CTTT)) is geared to persuade the goddess to relent. 

1102 a1TAflCTTOS ••• KaKwv: the idea of 'insatiability' is appropriate ro Aphrodite, 

goddess of desire, but here it has a strong critical force: she is made 10 seem no more 

self-conrrollcd than her human victims, while her appetite is for 'evil' (cf Acsch. Eum. 

976- 7 cmAf1CTTov KOKwv ... CTTamv). 

1103-4 The harm inAicrcd by the goddess is catalogued in a crescendo of noun 

phrases (the series begins asyndctically, ipwTas crncrras, expressing H. 's agitation). For 

the deception and devastation created by Aphrodite among both gods and monals, 

cf Soph. Ant. 781-800, Track 497-502. 
~IATpa ••• 6wµcnwv 'and love charms that bring bloodshed upon houses'. Diggle 

(OC'll prints i\·lusgrave's crwµciTc.uv, where the gen. is governed by 4liATpa raLher than 

by aiJJOTT)pci, but L's text is acceptable Greek and H. 'sown 'house-desLroying' beauty 

offers a parallel (cf. 27-9, 262-3, 383-5). 
1105~ e{ 6' ?)a6a µnpla: 1102-6n. 

TaAAa y': lit. 'in (all) other respecls certainly'. 

fi6{CTTf1 8Efuv: c( 1Hed. 630-2 Ei 6' Cl/I.IS EA801 I Kunp1s, OVk aAAa 8eos ruxap1s 
OUTW~. 

ouK aAAws Alyc..l ('I do not deny it'): H.'s generous admission makes her criticism 

of Aphrodite all the more c0cctive. 

1107-64 FIRST STASJMON 

As Helen goes into the palace to prepare herself for the pretended mourning of 1L's 

death (1053-4 1 1087-9), the Chorus dance and sing the first stasimon of the play. \Vhile 

the surviving oeuvre of Eur. (and Soph.) shows a progressive shift oflyrical expression 

away from the chorus and towards the actors (sec I n1rod. p. 39 for details), the songs of 

the chorns, though (on average) fewer and shoner rhan before, remain fundamentally 

imponant to the audience's experience and understanding of the later plays. It is, for 

example, a striking and unique fcarurc of the Helen that there is no formal stasimon 

for over 1100 lines, but thereafter three choral odes in remarkably quick succession 

(1107-64 1 1301-68, 1451-1511). Nonetheless, both the delay and the concentration of 

choral lyric in the latter part of the play arc the resuh of deliberate and skilful choice, 

not a sign of the irrelevance of the chorus. Since their entry song (shared with H., 

164-252) the Chorus have sung twice, firsLly to engage in a second lyric dialogue with 

H. (330-85) and then delivering a brief astrophic song 10 mark their return from the 

palace (s 15-27). The long second episode contains aclOrs' lyric early on (G'.15-97), but 

there is no choral song to punctuate the action as the plot accelerates: the reunion of 

H. and M. (622-60) is followed by the revelation ofTheoc.'s desire (783-8), which in 

turn leads into the Theonoe scene, since she is I.he real barrier 10 their escape (819-31). 

One might have expected the Chorus to celebra1e in dance and son~ H. and M.'s 
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successful supplication of Thconoe (894-1029), but instead we arc plunged into the 

plot to deceive Thcoc. (1032-92). After the reunion, therefore, as allention shifts to 

the threat posed by Thcoc. and the urgent need for planning, no choral ode is aJlowed 

to retard the play's gathering momentum. Thus the outburst of choral song, after so 

many scenes of speech and dialogue, has a sudden and arresting intensity. 

Despite 1hc long tradi1ion of treating Eur. 's choral odes, and particularly those 

of his later plays, as lµl36A1µa ('interlude songs'; a false inference from A.rist. Poet. 

1456a25-31) 1 all three stasima of the Helm arc intimately and significantly connected 

to the events unfolding around them. The present ode expands the audience's view 

of H. and M. 's predicament beyond the here and now of the developing escape 

plot. Significantly, its opening invocation marks it as a song of grief (1112 8p71vwv 

h1oi ~uvepy6s, 'share in my lamentation'). Although the episode just ended saw H. 

and M. reunited and the intrigue begun, the Chorus show no sign of reacting to 

the hopeful thrust of the action, but look back to, and tf)' to fathom, the suffer

ing of the Trojan \·\Tar. After the foUowing episodes, by contrast, once Thcoc. has 

accepted H.'s lying talc of M.'s death and is willing to supply all that is needed for 

his 'f uncral', the second and third stasima glance hopcf ully forward, the Ian er even 

envisioning H. and M. 's long-awaited return to Sparta (1465-94). As in every tragedy, 

the stasima taken 10gcthcr form a coherent and mcaningf ul song-cycle, whose range 

of emotions and ideas reflects the trajectory of the action: so here (broadly speak

ing) the Chorus sing of uncertainty and death (first siasimon), then of absence and 

·cunion (second stasimon), and finally of home-coming and H. 's vindication (third 

;tasimon). 

Slruclure. Like the second and third stasima, the first consists of two strophic pairs. 

fhcrc is a notable modulation as the song progresses from the specific to the general, 

from the factual to the philosophical: the first strophic pair concentrates on the suf

fering brought upon both sides by the Trojan War, while in the second the Chorus 

become more reAcctivc, focusing on the unpredictability of the gods and the madness 

of war. Yet despite this shift, 1..hc two parts cohere: it was the gods who began the war, 

and so the second half reflects upon the causes of the misery lamented in the first half. 

Moreover, though each stanza is self-contained, the figure of H. joins them together: 

she appears in every one and is addressed several times (r 120, 1144, r 160). 

There arc further links and correspondences within each strophic pair. The first 

two stanzas lament the deaths of Trojans and Greeks, both in baulc and during the 

no.rloi ('returns') of the survivors from Troy. Each stanza ends with a sea-journey: in 

the strophe Paris takes 'H.' to Troy (the beginning of the war), in the antistrophe M. 

is driven off course while bringing her home (part of the war's disastrous aftermath). 

Both men arc equally mistaken, thinking that they 'lead' (aywv, 1118, 1135) the real 

H., while in fact they arc bringing a 'cause of woe for the Trojans' (µEAm np1aµi6ais, 

1118) and 'strife for the Greeks' (ep1v I ~avawv, 1134-5). FinaUy, both Paris and M. 

arc shown as victims of divine caprice: Paris brings his bancf ul bride to Troy 'escorted 

by Aphrodite' (no1.maia1v :A.4>po6iTas, 1121) 1 while M. brings not, as he supposes, his 

wife, but 'Hera 's divine phantom' (ei6wAov lep6v ~Hpas, 1136). Thus the two goddesses 
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who arc central to the story (23-43, 669-83, etc.), and to whom H. prayed .u the end 

of the previous scene (1093-1106) 1 close each stanza, their names and actions in exact 

responsion (1121~1136) 1 in motive as well as metre. 

The responsibility of Aphrodite and Hera for the events lamented in the firs1 

strophic pair creates a provocative context for the Chorus' rcffcctions on the gods at 

the beginning of the second strophe. Their bafficmcnt at the divine is rooted in the 

specific fate of H., daughter of Zeus (1144-8); similarly, in the antistrophe, the Chorus' 

rcjec1ion of \~olencc in favour of arbitration is rooted in the horrendous and (from their 

perspective) pointless losses of the Trojan VVar. The apostrophe of the warmongers 

('You arc all fools who ... ', 1151 IT.) is strengthened by the Chorus' insistence that their 

goal was a mere phantom. The song ends by addressing H.(1160) and restating her 

pitiable condition (1163-4) 1 thus returning to the sombre and personaJ tone of the 

opening lament. 

Function. The central ideas of the stasimon (H. 's innocence, the sufferings ofTrojans 

and Greeks) have been aired before, and lamented at length in the Chorus' lyric 

dialogues with H. (164-252, 330-85). But whereas the earlier songs naturaUy presented 

events largely from H.'s viewpoint, the narrative traditions of choral lyric enable the 

Chorus to adopt a more universalizing and renective stance. Ha\~ng bewailed a series 

of human catastrophes in the song's first two stanzas, the Chorus arc at a loss to 

explain or justify them. \·Vith H.'s fate in mind, they arc no longer confident that 

they understand the gods: how can an innocent woman, a daughter of Zeus, be so 

neglected and abused? Their conclusion is stark: all that humans can hope co discern 

of the gods is the unpredictable outcome of their acti\~tics (1140-2). 

Such an emphasis on the impenetrability of the divine is a traditional feature of 

Greek thinking about the gods (1137-5011.), but here it gains particular force from 

the dramatic context. M. 's optimistic claim that 'the gods will put an end to my 

troubles' (1075) was immediately countered by H. 's powerful and detailed indictment 

of Aphrodite's cruelty (1097-1106). H. and M. have Thconoc's support (1005--'.29), 

but it remains uncertain which way the gods will decide (cf. 878-86) 1 and there is no 

guarantee that Aphrodite will abide by their decision, should it go against her. Thus 

the Chorus' reminder of the unexpected shifts of fonunc brought about by the gods 

reinforces the tension and excitement of the drama's developing escape plot: despite 

H. 's cleverness and ingenuity, Aphrodite may well try to derail her return. 

The needless devastation of the Trojan \•Var has been a leitmotif of the play (52-3, 

109-10, 196-9 1 229-39 1 362-74 1 692-37 1 707-8 1 749-51, 847-9, 969-71). Here the 
Chorus give the theme its fullest lyrical expression. As noted above, the third stasimon 

looks forward, rather than back 10 the Trojan War, prescn1ing a more optimistic picture 

of H.'s future and the gods' influence upon it. Here, by contrast, H.'s unwilling role 

in the slaughter of Greeks and Trojans is expanded into a statement of the pity and 

the waste of war in general (1151-6411.). The Chorus' insis1encc on the madness of 

war is given an added dimension by the presence of M., left behind at the tomb of 

Protcus when H. went into the palace (1085-6). Though such a situation is far from 

unusual (Aichele (197 r) 55 calculates that about 40 per cent of surviving choral odes 
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arc sung in the presence of at least one actor), it is significant that the audience should 

c.xpcricncc a song about the senselessness of warmongers while M. is in sight. Finally, 

it is typicaJ of Eur. to present the Trojan \Var and its aftermath from the perspective of 

its female victims, both Trojan and Greek, part..icularly in the emotionally heightened 

register of choral odes and actor's ly1ics (e.g. A11dr. 274-308, 1037-46, Hee. 68-97, 

154-215, 475-83, 629-56 1 Tro. 153--2291 511-67). Though the Greek women of the 
Chorus here arc not prisoners of war, they arc captives in a foreign land (191-2), and 

they express a moving sympathy for the calamity faced by the Trojan women and for 

the wives left widowed in Greece (1114-15, 1123-5). 

,\1etre. The first strophic pair is written in a variety of acolic cola (as arc the second 

and third stasima) \,~th an admixture of iambic and dactylo-cpitritc elements. The 

first two stanzas arc each built of six periods. The periods correlate closely with units 

of sense, and there arc significant effects of thematic correspondence between them. 

In the founh period, for example, the strophe deals with the suffering brought upon 

H. and the Trojan women by the Greeks (1113-16)1 while the responding period 

of the amistrophe (1128-31) details the warriors' own destruction at the hands ofa 

fellow Greek: sec further 1132-6n. The most striking metrical cITects occur in rhc fifth 

period of each strophe (1117-18~1132-3), where the heavily resolved iambics express 

the recklessness of Paris' voyage in the first instance, and the chaos of the storm that 

scallers M.'s fleet in the second. Such resolutions arc also characteristic oflamcntation 

(cf. Parker (1997) 30). At 1109 the deletion of oe restores rcsponsion; c[ Digglc (1994) 

438 n. 66 for the rcsponsion of 0111: before the choriamb. For the initial resolution of 

the tclcsillcan (x-..,..,-..,-) in 1113~1128, sec hsumi (1991-3) 250. 

The second pair of stanzas is wriucn in a blend of dactylo-cpiuitc with a consider

able proportion of resolved iambics, a metrical form which Dale (1968) 191 says 'might 

more properly be described as daetylo-iambic' (c[ \,Vilamowitz (1921) 455). Periods 

one and two open with the same sequence (ia D 2ia) as 1he first strophic pair (1107-8, 

1122-3). The first period of each stanza (1137-43, 1151-7) contains the Chorus' gen

eral reflections; the second pe1iod is addressed to H.(1144, 1160). The final transition 

from the more measured and regular dactylo-epitrite elements to resolved iambics 

marks the Chm11s' cmotionaJ turbulence as they move from contemplation of wider 

issues to confront dircct.ly the inexplicable negligence of the gods (1147-50) and the 

catastrophes of the Trojan War (1161-4). 

1107-36 first strophe and antistrophc 

oe Tov evavA01s urro 6ev6poK6µ01s 
1TOAAoi 6' Axmwv 6opi Kai nnpivms 

1107 
1122 

µouoeia Kai 8aKOUS evi~ouoav ava~oacrw, I 108 
pmaio1v EICTiveuoCIVTES A16av µeAeov E)(OU01v, 1123 

ia D 

2ia ithyphallic (2nd 

long resolved) 
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Tav ao160TcnCI\I 
TQAQIVQ\I aAOXCAlV 

opv18a µEAullSov cn,S6va Scn<pv6moav, 
KEipavTES E8E1pav, avuµ4ia Se µe:>..a8pa KEiTat· 

f:>..8' w 61a ~ou8av YEVUCAlV EAEA.l~OµEva 
TTOAA.OUS Se lT'\Jp<JEUO'QS 4>:>..oyep6v O'EAQS 
oµci,,p0av 

-- .... - .... --11 
8p"vulv iµoi ~uvepy6s, 
Eupo1av ETh' 1'xa1wv 

'D,ivas µEAfous n6vous 
µov61<ulnos av11p nhpms 

TOV l:>.16:6Cilv T' cm
Kac,>ripimv Eµ~a:>..c.::iv, 

6ouoai 6mcpuOEVTC TTOTµov 
Alyaia1s ev6:>..01s 66:>.1ov 

-------11 
i\xaiwv UTTO :>..oyxms, 
QKTais QO'TEpa A.aµ41as· 

eh' iSpaµE p681a TTOAl(l f3appap<A>I TTA.crTal 
a:>..iµeva 6' op,a µEA.ea pap~a:pou CTTOA.as 

as EµOA.EV EµOA.E µEA.Ea np,aµiSa,s 6yCAlV 
TOT' EOUTO TTOTpi6as crrronp6 xe1µctTCAlV 
TTVOCll 

AaKE6ai1,.1ovos CXTTO :>..exea 
yepas OU yepas a:>..:>.' Ep1v 

O'E8Ev, C::, 'EA.Eva, nap,s alv6yaµos 
~avawv Meve:>..as ETTi vavoiv CI)'c..JV 

1109a 

1123b 

1109b-10 
1124-5 

1111 

1126 

1112 
1127 

1113 
1128 

1114 
1129 

1115 

1130 

1116 

1131 

1117 
1132 

1118 
1133 

1119 

1134 

1120 
1135 

269 

oo choriamh 

x praxillean (4th long 
resolved) 

- C - D2 

2ia,. 

1clesillcan ("•it..h initiaJ 
resolution) 

tclcsillcan 

glyconie (final long 
resolved) 

phcrccratcan 

tclcsillcan 
(cf. 1113 ...., 11:18) 
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-- .... .-:..=~--111 
lTOµTTaimv ~ct,po6has. 
ei6wAOV iepov ·Hpas. 

I 121 
1136 

1137-64 second sLrophc and antistrophc 

OTI Seas ii IJTl eeos fi TO µfoov 
aci,poves 0001 TCIS apnas TTOAEIJWI 

-- .... -----1 
TiS «i,r,a' epeuva:aas l3p0Twv; 
A6yxa1ai T0 CIAKaiou 6opos 

-"'-'"""'_"""'....,-"""'-"""'....,-...,--..,-, 
µ01<pOTOTOV lTEpas r,upev as TCI eewv eaopa1 
KTaa8', aµa8ws 8avcnw1 TTOVOUS KOTQAU6µevo1. 

_....,....,-....,....,-'-'-....,....,-....,....,-1 

6eupo Kai au81s eKeiae Kai lTOAIV CIVTIA6yo1s 
el yap CllJIAAQ Kp1vei VIV aiµOTOS, OUTTOT0 EPIS 

--------11 
rr,6wVT· CIVEAlTicrro1s Tuxms. 
,ei41e1 KOT0 av8pwlTWV lTOAe1s· 

mi Ll1os e«i,us, w 'EMva, 8uymr,p· 
01 np1aµi6os yas EAoXOV 8aAaµous, 

-- .. ·---~-
lTTOVOS yap lv KOAlTOIS OE Aft
E~OV 61op8waa1 A6yo1s 

- ........ -.... .... -11 
6as heKvwae lTOTfl p · 
aav Ep1v, w 'EAEVO. 

--....,--....,--....,-1 
KOIT1 lax118ns Ka8' 'EAAaviav 
vuv 6' oi µev 'A1601 µEAOVTOl l<CITc.:J, 

lTpo66TtS CllTl<TTOS 6611<os Meas· ou6' exc.:i 
Teixm 6E 4>6v1os WCITE Ll1os ElTEO\JTO «i,A6~, 

0 TI OO<f>ES, 0 TI lTOT0 iv j3poTois TWV 8EWV 
ElTi 6t lT6eea lTa8m1 <J)Epe1s mlAia 
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ithyphallic 

1107-21 First strophe. The Chorus call upon 1hc nightingale lOjoin in their lament 

for H. and che women of Troy, victims of the war begun by Paris' abduction of H. 
1107-12 The myth of the nightingale is an evocative symbol off em ale lamentation. 

The s1or,1 is first referred lo in Od. 19.518-23, where Penelope compares her agitated 

mind to 1hc lrillingvoice oft he nightingale (1111-12n.). In the Homeric version (accord

ing to the scholia) the bird/mother, Aedon (taking ariowv 'nightingale' (19.518) as a 

proper name), once daughter of Pandarcus, king of Crete, mourns the death of her 

son, hylus, whom she bore to Zethus, king of Thebes, but then killed accidentally. The 

more familiar Attic version (or something very like it) was already known co Hesiod, 

I VD 568-g and Sappho fr. 135 V, who call the swallow (i.e. Philomcla) 1hc daughter of 

Pandion, kin~ of Athens. In Lhis version, dramatized in full by Sophocles (Terew, frs. 

580-95b R), Philomcla is raped by Tcrcus, the husband of her sister Procnc and king 

of Thrace (cf Time. 2.29.3). To escape detection Tercus cuts ouc Philomcla's tongue 

but she weaves a tapestry depicting her ordeal and has it sent to her sister. Procnc 

takes revenge by killing ltys, her son by Tereus, and serving him t.he flesh. As Tereus 

tries to kill the women, all three arc transformed into birds, Tercus into a hoopoc, 

Philomcla a swallow, and Procne a nightingale, forever lamenting the death of her son 

(the bird's cry being interpreted as a continual calling of hys' name, making the myrh 

aetiological: cf. Acsch. Ag. 1142-5, Soph. El. 147-9, Eur. Pliaelll. 67-70). Though we 

cannot be certain of the date of Sophocles' Tereus, we can be sure that it was produced 

before 414 (and so before He/.), since i1 is lampooned in Aristophanes' B,,d.rofthat year 

(cf. Birds 15-16, 100-1). In any case, the nightingaJe had long since become a familiar 

embodiment offemale suffering and mourning, cpccially in tragedy, e.g. Acsch. Supp. 
57-72, Ag. 1140-9; Soph. El. 107-9 1 1076-7, A_j. 628-30, Trad,. 963; Eur. Her. 336--8, 

Rlu~s. 546-50; cf. Oehler (1925) 92-4 1 Suksi (2001) 650-1. For the myth's relation to 

religious rituals and social pauerns throughout Greece, sec Burkert (1983) 179-85, 

Forbes-Irvin~ (1990) 99-107; cf. also 1109-10, 1111-12nn. 

1107-8 at ••• 6va~oci:aw: the Chorus' invocation recalls the opening of the 

parodos, where H. called upon the Sirens (167-78), figures of death and mourning 

like the nightingale, to join in her lament for the victims of 1he Trojan \Var. The 

verb (ava~oam:...:,) is hortatory aor. subjunctive; cf. H.'s performative aoriscs aE yap 

iK<XAEaa, at Se ><crroµooa ('I caJI upon you, I swear by you', 348n.). 

ivau1'01s urro 6Ev6p0Koµo1s: lit. 'in (your) haunts beneath tresses of trees'. The 

adj. 6ev6p6Koµos occurs only here in Eur. and first in Ar. Clouds 280 (lyr.). For phrases 

adding 'hair' (foliage) to meadows and trees (e.g. v~6Koµov vcmos, Andr. 284). sec 

Breitenbach (1934) 1671 and 1-lordern (2002) 186 on Tim. Pers 106 6Ev6poi8E1pa1 'trce

tressed'. Naturally enough, the ni~h1ingale is often imagined amid foliage: OC671-3, 

Plloen. 1515-16, Birds 215 (cf. Diggle (1996) 193). 
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µouoEia 1<al 6cncous tvl(ouoav: Willink's translation 'sitting within perched halls 

of song' (quoted by Diggle (1994) 423 n. 13) seeks to capture the hcndiadys 'places of 

singing and seats'. In Eur . .1llcmn1t fr. 89 K ivy is called XEA166vc.:iv µovoeiov 'singing 

place of swallows', a phrase adapted by Dionysus ('choirs of swallows') to describe 

tragedians who arc inferior to Eur. (Frogs 93); cf. 174n. For Eur. 's bird imagery in 

general, sec Dclulle (1911) 18~ 1, Paucr (1935) 140-2. 

nog-10 TCIV 60160Tcnav: the nightingale's musical skill is proverbial (ar,6wv....., 

aEi6c.:iv was a frequent source of wordplay); despite lhc pain of her cry, her song is 
bcautif ul. Baechylidcs says of his own poet11• 1<ai 1JEA1yAwaaou TIS u1-1viiaE1 xap1v I 
KT)ias Cll)66vos ('and men will praise also the charm of the honey-tongued Ccan 

nightingale', 3.97-8 S-l\•l). The narrrator of Thcocritus 12.6-7 uses the supcrlat.ivc 

adj. 60166Taros to describe how welcome is the arrival of his lover: oooov c.n,6wv I 
avµnOVTwv A1yu4>wvos 60160To:Tf11T£TET1vwv ('as the clear-voiced nightingale sings 

best of all winged creatures'). 

6r,66va: in apposition to opv18a, '(I call upon you ... ) the melodious bird. most 

gifled in song, tearful nightingale'. The proximity of 60160TCXTOS and 01)6wv empha

sizes the bird's characteristic act (aEi6wv). In the fable of the hawk and the nightingale 

(M1D 202-12), Hesiod underlines the fact that the nightingale (the victim of arro.~ant 

assault) stands for himself by drawing attention to its role ac; an 60166s (:208), both 

'singer' and 'poet'. 

6C11<pu6Eaoav: the nightingale is not the only bird of sorrowful song (cf. e.g. the 

halcyon: IT 1089-95; or swan: Aesch. Ag. 1444-6, El. 151-5, /-/er. 110-11), but it is 

,-,re-eminent in the poetic u·adition, in part because of the richness and gruesomeness 

of the myth; for the bird's association with de;-1th in Creek literature, sec Thompson 

(1936) 16~2. It is also a popular motif in Latin poetry: Accius wrote a tragic TrrnH: cf 
also Ovid, Met. 6.424-674 1 Syndikus (1984----90) 11.196-7 on Cat. 65.13-14, Thomas 

(1988) 233 on Virg. Ctorg. 4.511-15. 

1111-12 The Chorus intensify their invocation by addressing the nightingale in 

the vocative. 

616 ~ou8av ytvuwv IAEA1~oµiva: the phrase is strikingly reminiscent of Birds 213-

14, produced two years before: (fercus dcsc1ibes the nightingale) EAEAl~OIJEVfl 61epois 

1JEAE01v I yevvos ~ou8i;s, 'trilling forth fluid melodics from your vibrant throat' (tr. 

Henderson). As Dunbar (1995) 205 obse1' 1CS, 'it is an a11ractivc possibility ... that 

for once Eur. may be imitating Ar., not vice versa, though alternatively both may 

be imitating a common model unknown 10 us.' The nightingale's 'being set astir' 

(iAEA1~oµeva) is transferred here to her (trilling) song; cf. l\fas1ronardc on Plioen. 1514, 

where the active EAEAi~w means 'utter a shriU, mournful cry'. The bird's quivering 

notes arc a traditional feature: Od. 1g.y21, Ag. 1142; cf Rl,e.s. 547 noAuxop60TcrTa1 (her 

voice 'has many notes'). The idea of modulating song is reinforced by the adj. ~ou86s 

(ef. Bcrgson (1956) 134)1 which may refer to vibrating sounds and movements (sec 

Dunbar (1995) 206), rather than simply colour, 'brown, tawny, gold' (pact Fracnkcl on 

Ag. 1142 'in the fifth century the word was always taken to refer to colour'). \Vhc1hcr 
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the Chorus themselves sang here in an oscillating melody is impossible to say (no 

musical papyri of Helen have survived), but recently published papyrus fragments of a 

tragedy on Achilles (perhaps by Sophocles) indicate such a 'trilling' melody: cf. Wes1 

(1999) 49, Hall (2002) 19-20. Like ,aAaivav in 1123, ~ou8av is the Doric form of the 

fem. gen. plural. 

8p~vc..Jv h,10I ~uvepy6s: the Chorus seek a rcspondcnl for their anriphonal lament 

(as H. herself did in the parodos, 164-78); cf. Phom. 1518 eµois axecrt O'VVWl66s 

(Antigone invokes the nightingale), Hipp. 523 avvepyos eiris (the Nurse prays to 
Aphrodite). The nightingale is a fitting companion in a lament for H.: PhiJomela 

was raped, while H. i.s 1hrcatcncd with an unwanted marriage; Procnc kiJlcd her 

own son (cf. /011 1482, where the myth evokes Crcusa's loss of her son), while H. feels 

responsible for ruining the life of her daughter (688-90). By concrast, the bird imagery 

of the third stasimon is purely joyful (1478-94). 

1113-16 The Chorns bewail not only their fellow countrywoman but aJso the 

women of Troy, now captives in a foreign land, as the Chorus themselves arc. Similar 

songs of sympathy for women of the other side arc found at Hee. 647-56 (f rojan 

women imagine the pain of bereaved Spartan wives and mothers) and IA 773-93 

(Greek women from Chalcis envisage with hon·or the bloody destruction of Troy and 

the forced deportation of i1s female population). 

TOV 1A1ci6c..Jv T
0 

0EI I 6ouc,m 6aKpu6evTa lTOTIJOV: the fern. dat. sg. pan. cm6ouaa1 

modifies e1.1oi (1112). Ionic aei6w is an epic word (cf. Burkhardt (1906) 17), appropriate 

to a lament for Troy's destruction (on epic forms in Euripides, sec Smcrcka (1936) 54-

7). The Chorus echo H.'s expressions of pity for Troy (107-9, 362-69) and cmplrnsizc 

her own suffering and innocence (1113). 

1117-21 The scmy of H. 's misery and Troy's fall is traced back to its ultimate 

origin, the conduct of Paris at the instigation of Aphrodite (cf. And,. 274-300). 

p681a 1TOA1a •grey surge' (acc. of extent of space). Hcrwcrdcn's 1roA1ci 'grey' for 

L's 1re6ia 'surging plains (of the sea)' gains support from 1503 p681a 'TTOA1a 8aAacrcras 

and the epic lTOA1i;s ElTi 81vi 8aAaoaris (II. ~ .. 248). 

~apl3apw1 TTACITOI: cf. 234, 394nn. 
i1.10Aev iµoAe: for the anadiplosis, sec 195n. IJEAEa agrees with Mxea ('bringing your 

marriage-bed [mctonymic for 'bringing you as his bride'), a source of misery to the 

sons of Priam '). 

TTap1s alv6ya1.1os: the Chorus of Agnmen111011 imagine the Trojans thcmscl,·cs 

lamenting TTap1v Tov alv6Aenpov ('Paris, fatal in your marriage!', 7 J0-13); cf. Haupt's 

<alvoyoµwv> yciµwv at Eur. Supp. 995 (Evadnc recalls her wedding day). Similar!); 

the Trojan Chorus of 1-/cmbn curse the 'fatal Paris' (945 alv61rap1v; cf Akm. fr. 77 

P,HGF Llvcr1rap1s Aiv6nap1s KOKov 'EAAa61 ~wT1aveipa1) for his 'marriage that was 

no marriage' (948 yciµos au ya1.1os; cf He/. Ggo, Andr. J0~-5). As Stinton (1990) 45 n. 

54 points out, 'ln Greek poetry Trojans nearly always use the name AJcxandros ... and 

the rare occasions when they call him Paris arc in close connection with his marriage 

(Andr. 103, '{;o. 398) ... Paris is evidently a name of ill-omen in Trojan cars'; cf. //. 
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3.39 (Hector speaking) llvo,rap1, ET6os cxp1o-re, yuva,µOVES rpreponEUTO ('Paris you 

pest, good for nothing but your looks, you woman-crazed seducer!' tr. Hammond). 

For aivo-compounds in Homer and tragedy, sec Sidcras (1971) 162-3. 

nol,lrraia1v i\4'po6 l-ras: the final words of the first two stanzas reveal the divine 

forces behind the human cat.tStrophc: cf. 1136 ei6wAov iepov -Hpas. 

1122--36 first antiJtroplte. The stanza has three parts, each progressively closer in 

both space and time to the narrating Chorns: the Greeks who died al Troy and the 

sorrow oft.heir \\1dows (1122-25); the deaths of yet more on the way home as a result 

of Nauplius' trick (1126----31); the misfortunes of M., who, returning to Greece with the 

phantom, has been blown off course to Egypt (1132-36). 

1122-5 TTnpiva1s I pmaia,v: lit. 'by rocky hurlings' (causal dat., equivalent to 

nnp~v pmaiaiv), i.e. many were killed by stone-throws. 

EXOuaiv 'inhabit (grim Hades)'. 

KElpavTES i8E1pav: lit. 'they CUI the hair f of their miserable wives]', but the verb 

has a causative force (Smyth §1711): the soldiers' deaths cause their \\1dows to cut 

their hair in mourning. At 368-9 H. envisioned the sisters of the slain Trojan warriors 

culling their hair and throwing it into the Scamander. Now she herself is inside the 

paJacc cutting her hair in pretended grief (1087, 1187-8). However, rather than being 

an indictment of H.'s deception, as it is in Or. 128-9 ('Diel you sec how she cut off just 

the tips of her hair, preserving her beauty?', asks Electra), the motif of hair-culling 

here underlines the fact that, like the Greek and Trojan widows, H.'s suffering at the 

loss (albeit non-fatal) of her husband has been real and undeser\'ed. 

avuµc;,a 'husbandlcss': c( Hee. 416 (Polyxena speaking) cxvuµci,os avuµeva,os c::iv µ' 

EXPTJV TVXEiv. Since the adj. may also mean 'bridcless', the word stresses the absolute 

destruction of the marriage. On Eur. 's fondness for privative adjectives (with their 

varied emotionaJ dTeclS), and his taJcnt for creating new ones, sec Breitenbach (1934) 

77-81. 
tcEiTm: the homes 'lie' husbandless. The verb reinforces the image of empty mar- . 

riage beds. 

1126--31 As in their lament for H. and other victims of the war, the Chorus here 

return in greater detail and with a ,,1der perspecti\'e to an idea mentioned before: the 

false beacons set by Nauplius at Cape C.:aphcrcus in southern Euboea 10 avenge the 

death of his son Palamcdes. The myth's evocation of war-time treachery (Odysseus' 

plot against Palamedcs at Troy), and the destruction of the returning fleet by a fellow 

Greek, prepare for the Chorus' rejection of war and perpetual strife in the final stanza 

(1151-6). For Nauplius and Palamedes in fifth-century literature, especially tragedy, 

sec 767n. 

nupcrEvcras ..• I Euf301cni 'having lit up sea-girt Euboea (direct obj.) with a fiery 

beacon (ci>Aoyepov aeAas, internal acc.)'. Unlike the li.~lnhouse, the ancicm shore

beacon marked a safe harbour. The Homeric epithet a:µci,1puios 'sea-gin' - found in 

extant tragedy only here and at Soph. 1y. 134-5 (of Ajax's Salamis) - heightens the 

pathos of the Greeks wan;ors' unhcroic end. 

eTh' 'kiJJcd' (LSJ s.v. alpew A 11). 
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1,.1ov6KC&l1TOS &v,;p: the audience, familiar with the myth (767n.) 1 can supply the 

man's name (cf. JA 198). The sense of µov6KWTTOS is not 'having one oar' bu1 rather 

'having oars and being alone or apan from others' (sec Mastronardc on Pltoen. 1517-

18, discussing µova- + substantive stem adjectives), implying 1ha1 Nauplius rowed 

oul alone to set the false beacon-fires. The emphatic (initial) noA>.ous reinforces the 

ingcnuil)' of Nauplius' Irick, \vhich enabled a single man to destroy an entire Acct (a 

stratagem worthy of his proverbially clever son Palamcdcs). It also suggcs'5 that an 

entire army may suffer for the failings of ics leaders (cf 1151-6). 

i1,.1~a).~v •.. >.aµ~as: aor. participles, like TTVpcreucras (1126), explaining how 

Nauplius 'killed' (dX, 1127) the Greeks: 'hurling (lhcm) on the Caphcrcan rocks, (and 

by) nashing his u-cachcrous star on the sea-headlands of the Aegean'. 

Alyalms iva>.01s ••• l anais: locative da1ivcs (Smyth §1531); for the phrase 

c( Tim. Pm. 98 rn' cncTais iva>.01s (of the defeated Persians who have managed 

to get ashore). For the smoother colomctry (glyconic + pherccratean) achieved by 

Hermann's transposition (66>.1ov aKTais), sec Itsumi (198.1) 70. 

66>.1ov ••• 6:a,-ipa: a striking image for Nauplius' beacon-fires. The baJcful 

star recalls one of the most famous similes of the Iliad, where Priam sees Achilles 

approaching Troy, shining in his armour like the Dog-Star, 'a sign of evil' (Kcn<ov ... 

ai;1,.1a 22.25-32, c( 22.317-20). An even closer parallel, since it bc1okcns ill for the 

Greeks, is 1hc simile, capping the day of greatest Trojan success, which compares the 

thousand Trojan camp-fires burning in the plain to stars shining in the clear sky (//. 

8.553-65). Here the star•imagc also evokes Nauplius' exploi1ation of the darkness of 

nigh1, when seafarers .ire most vulnerable. 

1132-6 M. 's failed 11oslos conncc1s the Chorus' narrative directly to 1hc dramatic 

present. A nadir of pl·ssimism is reached in their prcscnlation of the Trojan \Var: 

whereas the first strophe ended with H.'s abduction as seen from Paris' conventional 

perspective (1ha1 is, as involving the real H., 1117-21)1 the an1is1rophe closes with chc 

revelation, experienced by M. in the prcccdi11g episode, that the prize of war (1134 

yipas) was a mere illusion. The stanzas arc further linked by significant metrical 

and thematic responsion (1117 ~ap~apw1 n>.c:rra1 (Paris' voyage)~ 1132 ~apr,opou 

cr.o).cis (M. 's wanderings); 1118 os eµo).ev (Paris)~ 1133 ToT'fovTO (M.); 1120 'E).iva"' 

1135 Meve>.as; 1121 noµnaimv A4>po6iTaS ~ 1136 ei6w).ov lepov RHpas). The text of 

1132-6 has drawn much attcn1ion; sec Nordhcidcr (1980) 35 n. 3 1 Bas1a Donzclli 

(1980). 

1132 a>.lµeva 6' op1a µi).ea 'grim (cf. 1118 µE).ea), harbourless lands': for M.'s 

posHvar sea-wanderings, lasting seven years, sec 128-30, 400-13 1 520-7, 765-76. 

The dangers of landing a ship on a 'harbourless shore· (6).iµevov x86va) arc vividly 

described by the Egyptian Danaus a1 Acsch. SupfJ. 764-9. 

~apr,opou crro).cis ·where foreign dress i.s worn'. For the use of non-Greek costume 

in the pl.iy, sec In1rod. p. 33. 

1133 fouTo: 3rd sg. epic aor. pass. creuo1,.1a1 'to be put in motion'. 

1Ta-Ypl60~ 6,ronp6 '(then he was driven) far from his nati\'c land' (the prl'posi1ion 

is postpositivc, as often in poetry: Smyth §1665a); for crnonp6, cf. 694-5n. 
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1134 yipas ov yipas: the expression 'X not X' is a characteristic trope of Eur., 

e.g. Hrc. 948 (quoted above, 1117-2111.), Phoe11. 1495 cra 6' Ep1s - ouK Epts cv.Aa: ipovCAJI 

4>6vos ('Your strife - no strife but murder upon murder'); sec Breitenbach (1934) 

238. 
1136 d6CAJ).ov IEpov ·Hpac;: anything that belongs to a god or goddess may be 

caUcd ipsofnclo 'divine', but the word has an added resonance here, since only the 

gods arc capable of creating such a 'living image': sec 33-4, 582-6, 683. The final 

words of t..hc antistrophc reveal with devastating force the mutuaJ delusion of Paris 

and l\1I., and the apparent futility of the Trojan War (cf. 453, 704-8). 

1137-50 Second 1/rophe. '\Vho among mortals can understand what deity is? You, 

Helen, arc Zcus,s daughter, but you arc universally disgraced. I do not know if mortals 

know anything certain about the gods.' The Chorus' general reflections arc rooted 

first and foremost in the action of the play (cf. 758-60, 1688-92n.): the unpredictability 

of events and the limitations of human knowledge arc now illustrated at the level of 

theology (sec Wildbcrg (2002) 1-11). Yet the Chorus' state of aporia is to be interpreted 

in the light of the wider myth (familiar to the audience) and the 'thcologicaJ' remarks 

made earlier by the Servant: like the Chorus, the Servant marvelled at the inscrntabiliLy 

of the divine (711-13), but presented a posilive view of divine influence in the face of 

H. and M.'s reunion (716-19); the Chon.is by contrast can sec no consolation, and 

point to H.'s fate as a paradigm of human vulnerability (1144-8). Thus the stanza as 

a whole reveals the Chorus' own limited perspective on c\'cnts, since they themselves 

arc unable to understand the wiU of Zeus and his plan for H., which im·olvcs her 

suffering. However, the Chorus' complaints about divine neglect will eventually be 

answered by Zeus (1144-8n.). 

1137-8 o TI 8Eoc; ••• f3poToov 'What is god, or not god, or in between, which 

mortal can say after searching?' Several passages in tragedy remark on the mystery 

of the divine, but while some do so in a spirit of 'religious humility in the face of the 

unknowablc' (Dodds on Batel,. 894 oTt TTOT
0 

apa TO 6a1µ6v1ov1 'whatever it is that is 

divine'), others have a more pungent and critical force: '\i\ 1c arc slaves to the gods, 

whatever "the gods" arc' (Or. 418 6ov).Euo1.1EV 8Eois, OTI TTOT1 Eicriv o\ 8Eoi), ·Then 

Zeus, whoever Zeus is, sired me as Hcra's enemy' (Her. 1263-4 ZEuc; 6', oa-r1c; 6 Zruc;, 

,roMµ16v µ' tyEivcrro I ·Hpm). Here the Chorus' reflections have 10 be set in the 

context of the gods' self-interested motives for bringing about the Trojan War and 

their subscquem conduct (esp. 23-43, 878-86). 

6T1 8EOS ii 1.1118EOS ii TO µfoov: to express 'all X' by breaking 'X' into opposing parts 

is a typically Greek style ofthoughi: sec Breitenbach (1934) 203-4 'polar expressions', 

\\'ilamowitz on Her. 1106; for division into three parts, where the 'middle' term is 

usually put last, sec Fehling (1969) 276. The 'in between' should not therefore be 

taken to refer to 'demi-gods' (so Jerram, Dale; also \Vilamowitz (1931-----2) 1.367 n. 

2): it is the nature of god which is at issue, not the distinction between god, man, 

and semi-divine heroes or heroines (such as H.). The expression is thus a 'pleonastic 

catch-aJI formula' (G1iffith on [Aesch.] PV 116, cf. also Hutchinson on Acsch. St/JI. 
197) reminiscent of the 'archaic precautionary and all-embracing formula beginning 
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prayer-hymns' (Collard (2002) 122 on Acsch. Ag. 160-1 Zeus, oai1s TTOT. E<TTiv, el T66' 
au I Tw1 cpiAov 1<e1<A111Jivw1, 'Zeus, whoever he is, if it pleases him to be called by 
this name'). The Chorus' religious language makes their subsequent claims about the 

remoteness and unknowability of the divine even more arresting. 

ipevvaaas: aor. part. epruvaw 'I search, enquire after'; cf. 662, ,\tied. 1084 (where 

the chorus asserts f emaJc wisdom). 

1139-43 The rhetorical form of the Chorus' opening question (1137-8) implies 

that 110 mortaJ has yet been able to say who or what god is. In these lines, accordingly, 

the Chorus present their view of what humans do (and can hope 10) know about the 

gods, outlining the 'furrhcst boundary' (µrn<p6TCITOV TTepas 1139) of their discoveries. 
The result is bleak. 

1JOKp6TCITov lTlpas: lTepas also means 'limit', but the Chorus do not mean that 

human knowledge is 11ece.ssan'/y incomplete; it simply is so, as far as the gods arc 
concerned. 

flUpEv: gnomic aor., since the Chorus intend their statement 10 apply not only to 

the pasl but for all time; cf. Goodwin §§154--51 Bcctham (2002) 236 'The aorist aspect 

indicates the viewpoint of a speaker or writer outside an action 11ol 11ece.rsarily i11 the past, 
of which 1he beginning and end arc in view.' 

Ta 8ewv '1hc actions / dealings / dispensations of the gods'; cf. IT 476-7 lTcrvTa 
yap Ta Twv 8ewv I !s a4>avES ipTTe1 ('AJI 1hc gods' designs arc obscure in their outcome'), 

Phoe11. 382 6ei 4>epe1v Ta T~v 0ewv ('What the gods send one must endure'). 

6eupo ••• TTaA1v: the zig-zagging nm of the adverbs cap1urcs the bewilderment 

of the human spectator. The language and thought recall 712-13. 
TTf16wvT0

'leaping', modifying Ta 0ewv; for the vivid metaphor, cf. Tro. 67 (Poseidon 

addressing Athena) TI s· w6e 1Tf16a1s a.AAOT0 els aAAous TPC)TTOUS ... ; ('But why do 

you IC'ap about in this fashion from one temper lo another?'). For the pejorative use of 

TTf166:w, cf. Or. 895-6 (bracketed by Digglc) TO yap yivos To1ouTov· hri Tov EVTVXTJ I 
lTf16wa' aei KflpUKES ('Heralds arc like that, always leaping over to join the successful 

man'). 

lrvT1A6yo1s: the adj. civ-rlAoyos is found only here in Eur. (sec Smcrcka (1936) 155) 
and nowhere else in extant archaic and classical litcraiurc, bu1 the noun avTtAoyla 
'contradiction' is common in the classical period (LSJ s.v.), making the adj. an easy 

and readily comprehensible formation. (Protagoras is said to have written cwo books 

of 6VT1Aoyia1: DK Bo 'A I, n' 5; cf. Ar. Frogs 775.) Ah hough some recent editors (Digglc, 

Kovacs) prefer Dobrcc's 61Jq>1A6yo1s 'uncertain, wavering' (cf. /T655), the manuscript 

reading gives good sense and need not be changed: the Chorus arc looking forward 
10 1he example of H. (114-4--8), whose situation is indeed contradictory. The notion 

of 'uncertainty' is already emphasized in both TUXfl and 6:vEATrlaTos (con1ras1 rhc 

positive 'unexpected fortune' al 412). To call 1hc gods 'coniradicrory' in their effects 

adds greatly to the critical force of the Chorus' vision. Greek polytheism means 

different gods with different personalities, whose desires and plans arc sometimes 

contradictory; so here Hera and Aphrodite arc pulling the lives of the characters, and 

the play, in opposite directions. 
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&ve~1Tla,-01s: contras1 Hcraclitus DK 22 018 (Kahn fr. vu) eav 1.ni eA1TflT01 

ave:;\ma,-ov ouK e~euprioEI, avE~EpEvvflTov tov Kai cmopov ('He who docs not expect 

the unexpected will not find it, since it is trackless and unexplored'). 

Tvxms: humans perceive divine activity as mere 'chance', that is, as fundamentally 

incomprehensible and incalculable (cf. 715,719, Hipp. 1106-10). The concept ofnixri 

is used to manifold crfcct in tragedy, especially in the later plays of Eur.: sec Busch 

(1937) 45-54, i\fatthiesscn (1964) 180-5. While TVXTl may be dispensed by the gods (e.g. 

Soph. PIil/. 1316-17, Eur. Ale. 785-6, Jon 1512-14), the idea that the world is governed 

by (malignant) chance rather than by the gods is shocking (c( Soph. OT 977-8, 

Eur. C;-d. 606-7, Hee. 488-91, TrGF II F 506), since TIJXfl, like death and neccssit)~ 

is fundamentally beyond our influence and appeasement (the personification and 

worship ofTychc as a goddess, prevalent from the founJ1 century onwards, is meant to 

replace such chaos with order and reciprocity). However, to sec the Chorus suggesting 

'that god is no more than our name for unpredictable chance' (Dunn (1996) 148) is 

too restrictive. The Chorus arc not denying the reality and power of the gods, but 

lamenting the fact that we can comprehend only the chaotic effects of their impact 

on our world. 

1144-8 The Chorus' inability to understand the divine is embodied in the figure of 

H., Zeus's daughter and yet {KOIT. 1147) an outcas1. One might compare the challenge 

to Zeus (and the Olympians in general) arising from the destruct ion of his son Hcraclcs 

'Traci,., Her.). Yet in both cases Zeus has a plan for his own children, c,·cn if mortals 

:annot sec it, and even if this docs not prevent other deities from having their own 

1lans too (as with Hera 's desire to destroy Heraclcs). 

av 610s iq,us ..• 8uycnf1p: for a similarly bewildered response to Zcus·s apparcn1 

neglect, sec 17--21. The word order 'you of Zeus' emphasizes the god's responsibility 

for his kin. 

TTTav6s ••. lTOTT)p: the words artfully enclose Leda. For TTTav6s ('\,;ngcd', with 

Doric a for ri), c( 1487; for Zeus's flight, sec 18, 215-16. The proverbially 'winged· 

god is Eros (e.g. Hi/1/1. 1271-5), an association that suits Zeus's purpose. 

iv K6A1ro1s ••• A,;6as 'in Lcda's womb': c( CaJlim. fi)'mll lo ,<_eus 15 fo8a cr' e1rEi 

IJTlTTlP µryaAwv cme8riKO"TO K0AlTWV, LSJ s.v. K0ATTOS I 2. 

heKvwoE: the act. forms of TEKv6w arc usually used of the man ("father'), t..hc 
middle of 1hc fcmak ('bear'). 

K01T': crasis for Kai eha, 'and yet'. 

laxn8ris 'you were proclaimed', 2nd sg. aor. pass. of laxew. lax1i8ris is scanned 

--..--( ... ---when the augment is dropped): sec Digglc (1994) 387. 
1<a6' E~Aavlav: wit..h yaia or x8wv understood; cf. 230. 

,rpo66T1s: the Chorus echo H. 's own assessment of her ruined reputation: cf. 54 
Kai 6oKW 1Tpo6ouo·, 927 npo6ouo·. 

ama-ros a61Kos a8Eos: the asyndctic tricolon of alpha-privative adjs. ('faithless, 

lawless, godless') concludes the Chorus' estimate of H.'s condition with great force

fulness. Though such tricola arc found in Homer, Aeschylus, and Sophocles, they 
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become a mannerism in Eur. (sec Stevens on Andr. 491; Breitenbach (1934) :226 counlS 

eight examples), who on one occasion employs four adjs., IT 220 aya1,1as crrEJCvos 

O'TTOAtS 04>1AOS (Iphigcnia singing of her miserable fate among the Taurians). 

1148--50 A notorious crux. The text printed here (that of Kovacs, incorporating 

the conjectures of Schenl<l and \Villink) gives excellent sense and manages to keep as 

much of the transmitted text as possible: 'and I do not know what cenain, what true 

word about the gods 1 can find among mortals.' Various solutions have been oOcred: a 

popular start, present in Paley, Murray, and AJt, is to punctuate after ~poTois, making 

the Chorns' final statement one of confident piety. Thus Murray gives ou6· fXW I Ti 

To aaci,es h1 [lvlusgrave] lTOT
0 

Ev ~poTois· To TWV 8Ewv <6'> [Barnes] hrns 6Aa6es 

flVpov. Yet this is 10 introduce confidence and reliability where they do not belong. 

Moreover, Alt's attempt [(1963) 186] to connect mos to the prophecy of Hermes (56-7) 

is unconvincing, since any reference to such optimistic prophecy is entirely misplaced 

here, and without effect (there is no sign of it in the following antistrophe, for example). 

ixw 'I know': LSJ s.v. A 111 2; cf. 496,564. There is period-end here (established by 

hiatus) ifwe accept o TI. The lack of pause is unusual, but not impossible (cf. Stinton 

( 1990) 344-5). 
aa<i,ls ••. &Aa8ls: the Chorus still lack confidence in human knowledge; cf. 21 

El aaq>js_ OUTOS Aoyos ('if this story is true/reliable'), Htr. 62 ws ou6EV av8pc.:J'TTOIOI 

TWV 8Elwv aaq,is ('how litt..le of what the gods send can humans know for sure'). To 

insist on the unknowability of the gods is, however, far from atheism. Indeed, it is the 

Chorus' belief in the gods, and their apparent indifference to human suffering, which 

have caused their confusion (1137-5011.). 
Evpw: deliberative subjunc. in indirect question (ou6'i:xw 6 TI ..• ); cf. 564, Goodwin 

§572, Smyth §2668d. 

1151-64 Second anti.strophe. 'You who try 10 win glor)' by war arc fools. St rife will 

never end, if people seek to decide disputes through violence. If only the quarrel over 

you, Helen, had been resolved by words; the Trojans would not be dead, their city 

destroyed, and you would not be so desolate.' The Chorus continue 10 rdlcct on the 

larger problems exposed by H. 's tormcni, ending their song with a powerful indictment 

of warfare and violence. Among the competing pol~is of archaic and classical Greece 

warfare was a basic fact or life (cf. the Hcraclitcan metaphor 'War is father of all 

and king of all', DK 22 o 53; 83 Kahn), and every community maintained a citizen 

army (and also a navy, if necessary: cf. Thue. 1.15.3-5). Yet the Chorus repudiate 

militarism in the strongest terms, both as a means of "~nning glory and as a method 

for resolving disputes (115 r-7). Indeed, their second person pluraJ address 'AH of you 

arc mad who by war acquire .. .' (1151-3 oci,povEs ... KTao-8') has encouraged many 

critics to sec particular extra-dramatic resonance in these lines. The foolishness of war 

is, however, a topos of tragedy (1158-6on.). These lines make sense in their dramatic 

context, where the Trojan War is lamented as a catastrophe by all concerned, and it 

is unlikely that an Athenian audience would transfer rhem to the Pcloponnesian \Yar: 

sec Introd. p. 8. 
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1151-4 The Trojan \Var is already portrayed in critical and unhcroic terms in 

Aesch. Ag. 437-5r, 555-67, etc. 
115 1-3 a:4>poVES ••• naa6': the delayed verb reveaJs the statement to be an apos

trophe of the warmongers themselves, sharpening the charge of foolishness against 

them. 
TCIS &pncis: i.e. the fame arising from acts of lrpETT) (excellence) in battle. 

,roll.!1.1001 I 1'.6yxa1al T0 aA1<alou 6op6s: lit. 'by war and the point of the mighty 

spear'. For both language and thought, c( Supp. 949-51 w TOAai1rc.upo1 ~poTwv, I Ti 

l<TacrBE Aarxas Kai KOT' OAAf1AWV 4>6vous I Ti0Ea0e; ('Suffering mortals, why do you 

get spears and bring upon yourselves each other's blood?'). aA1<aios occurs only here 

in extant Greek, formed from a:Al<T) 'strength', an eminently Homeric word. The epic 

quality underlines the Chorus' rejection of the warrior mentality. 

1153-4 ciµa8ws 8ava:T<..:11 1r6vous 1<cncv.u6µEvo1: the verb is conativc present 

(Goodwin §25), 'foolish1y trying to win release from the toils of war in death'. For 

the correction of L's 1<0Tancru6µevo1, Digglc (1981) 17 compares the prose expressions 

KCITaAveoBai 1r6Aeµov, 1<. ix8pas. L's 1r6vous 8vOTwv refers to 'mortaJ sufferings' in 

general, but the specific military sense better suits the context: it is lighters who arc 

being addressed. aµa0ws picks up and reinforces acppovEs (1151): the 'foolish' never 

learn the lessons of war; cf. Thuc. 3.82.2 for a criticaJ view of warns a 'violent teacher' 

(~ia1os 6166:mccv.os). 

1155-7 'For if competition in bloodshed is to sett.le it, strife will never cease among 

the cities of men', tak.ing v1v as singular and referring to ep1s 'strife'; others take it as 

plural, referring to 1r6vovs or even TctS a:pna:s. However, the Chorus arc looking ahead 

to the Ep1s over H. (1160 aav Ep1v, w 'Ell.eva), while also condemning the mentality 

that seeks to resolve every dispute through violence (01.111'.Aa ... aiµaTos, obj. gen.), 

since this breeds only further conflict. 

1158-64 The Chorus' rejection of warfare (1151-7) is illustrated (and justified) by 
the specific example of the Trojan War. 

1158-60 L's tai TTp1aµl6os yas EArnov 8all.aµoust is corrupt. The two likeliest 

so1utions arc either to read 0:1 (dat. sg.) for ai and V.axov for V.mov, 'by which [strifcJ 

they won as their lot chambers ofTrojan earth', or to read & (nom. sg.) for ai and V.1,r' 

av for V.11rov, '(strife) which would have left (i.e. spared) the bcdchambers of Priam 's 

land'. The former is preferable, since it retains the stanza's focus on the fighters and 

their fatal method of resolving disputes, whereas the latter switches the focus to the 

Trojan widows. Moreover, the metaphorical use of6a:Aa1,.1as as 'chamber beneath the 

earth', i.e. 'grave', is more slriking, and better suited to the context, than the simple 

'bedchamber'; for the figurative use of the word in tragedy, c( Collard on Supp. 1022. 

Finally, the second option introduces an unwanted conditional clause (av), since the 

acc. absolute t~6v has greater force if taken as 'when it was possible to resolve .. .' 
than as 'had it been possible to resolve .. .'. 

np1aµl6os yas .•• 8aAO:l,IOUS '(The Greeks occupy) tombs in Lhe earth of Troy'; 

c( Ag. 453 0T)Kas 111.10:Bos yas. 
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Maxov: the word points ironically to the warriors' failed ambitions: they set out 

to 'acquire glmy in war' (1151-3), but instead 'have won graves'. 

61op8woai A6yo1s '10 resolve with words'. The Chorus' preference for ncgot.iations 

and wise judgements rather than war is a traditional one (e.g. Hes. WD ::n5-9, Aesch. 

Supp. 701-3). l'vloreover, the idea of diplomacy is no1 new: the Greeks tried it, but the 

embassyorM. and Odysseus was rejected by the Trojans(//. 3.205-24). For the Chorus' 

faith in the power or speech, cf. Phoeu. 516--17 (E1eoclcs criticizing his brotJ1er's auack 

on Thebes) TTOV yap e€aipei Aoyos I o Kai oi6T)pos TTOAE1,.1iwv 6paomv CXV ('speech 

captures cve1ything that an enemy's sword might accomplish'), Supp. 744-9. 

oav ep1v 'the quarrel over you'; for the possessive pronoun taking the role or an 

objective gen., cf. 1236, Smyth §1197. 

w 'EAiua: H. is apostrophized by the Chorus for rhc rhird time (1120, 11.H), as rheir 

song moves from the losses or the Trojan \•Var to the closing depiction or her own 

predicament (1163-4). 

1161-4 The final vision orfroy'sclestruction, like 1hes1asimon as a whole, embraces 

the suffering of Greeks, Trojans, and H. herself (cf. 1113-16, 1122-5 1 1144-8). 

1161 vOv 6': i.e. since diplomacy provided no solution (an unsurprising result, given 

that the Trojan \Var was part of Zeus's plan for mortals). 

al µiv 1'16m 1JiAovT01 1<crroo: an ironic expression, suggesting that the men (Greek 

and Trojan alike) arc now 'cared for' by Hades; cf. 196-7n. 

1162 The burning of Troy is brieny, yet vividly, imagined (cf. 107-8, 196-7, 503, 

Tro. 1260-1332): the (Greek) lire is compared to Zeus's lightning, which has 'swept 

over' (hrfovTo) the walls of the city. 

4>6u1os .•• 4>A6~: among 1he various suggested improvements on L's clumsy 

4>Aoyep6s ... 4>A6t Hcn\'crclen's 4>6u1os ('murderous Harne') is the most appealing: 

c[ Tro. 1318 (Hecuba addressing Troy and irs temples) Tav 4>6v1ou EXETE ci,A6ya 6op6s 

TE Aoyxav. One can imagine a scribe confusing cf>6v1os with q>Aoyep6s, i.nAucnced by 

4>A6~ and perhaps by 4>AoyEp6s shonly before (1126). 

waTE lu6s 'like (that= the name) of Zeus', i.e. the god's lightning. 

hdovTo: 3rd sg. aor. pass. rn1oeuoµa1 'rush upon'; cf. 1133n. The verb is found 

only in lyric in tragedy, and \\~th double oo in Homer (sec Sidcras (1971) 86). 

1163-4 The Chorus encl with a powerful description orH.'s misery, abounding in 

words denoting distress. 
hrl 61 na8m na8m1 'surfcrings upon surferings'. For the polypto1on, and its capac

ity to excite sympathy, sec 173n. The separation of the prcposirion and the noun it 

governs is not unusual: sec Fehling (1969) 232-3; ror examples of polyptocon with mi 

(used in prose to mark solcmni1y) 1 sec Gygli-Wyss (1966) 75 11. 2. 

ci,tpus 'you endure' rather than 'you bring, cause'; c( 254-

68Ala: Dale's emendation (for the clat. pl. ci0Aior~) makes the aclj. agree with the 

fem. sg. subject (H.). 
ov1,.14>opais iAe1uais: datives of cause after ci8Aia (Smyth §1517), 'made miserable 

through pirif ul surrcring'. 
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1165-1300 THIRD EPISODE 

Theoc.'s return from hunting (cf. 153-4) means that Lhe deception, which has been in 

preparation since 8151 can finally begin. The third and fourth episodes arc the shortest 

of the play, and the pace of the action increases markecUy as the intrigue takes dfect 

in passages of rapid dialogue (1195-1277, 1412-28: cf. 553-96n.). Thcoc.'s opening 

speech (1165-g2) is followed by stichomythic exchange, first with H. (1195-1249), 

then with M. (1250-77), until Thcoc., now thoroughly deceived, not only approves 

che burial rites but even promises the shipwrecked stranger (i.e. M.) a safe return to 

Greece (1279-84). The whole scene, like rhc next, is permeated by illusion, duplicity, 

and dramatic irony: Thcoc. is the onJy figure who docs not understand the significance 

of what is happening, and so cannot appreciate the double meaning of much that is 

said, not only by H. and M. (cf. esp. 12011 1205, 1215, 12511 1273, 1288-1300), but even 

by hirnsclf(1230, 12461 12501 1254, 12641 1278-84). H. and M. exploit the superficial 

plausibility of appearances for their own ends: M., whom H. had feared dead (cf 1321 

203-4, 226-8, 277-g, 308) 1 now pretends to be so. 

1165-92 Theoc. enters from the countryside with attendants leading hounds and 

carrying hunting-nets (cf. 1069-70). Having addressed his father's tomb, he vows to 

kill the Greek who has rccemly arrived at the palace (1171-6). Then, noticing that H. 

is no longer seated as a suppliant at the tomb (1177 fo), Theoc. calls to his servants 

to organize a pursuit, but is immediately halted by H.'s entrance from t.he palace, 

dressed in mourning (11841T). The entrance-speech integrates the newcomer inro the 

tiramat.ic action with particular dexterity. 

1165-8 Thcoc. not only greets his dead father but gives an explanation for the 

tomb's unusual placement beside the palace doors - so that Thcoc. can addrl'ss Proteus 

as he comes and goes from t.he palace. The passage draws attention to Thcoc. 's respect 

for the dead, a fundamentaJ idea in the dialogue that follows, but also reminds the 

audience of Theoc.'s distance from his father in his treatment of H. There is no 

reference here to Egyptian burial practices (tombs and necropolises were kept well 

apart from living spaces in Egypt as well as Greece), and the dramar..ic need to corn binc 

tomb and paJace prevails over ethnographic realism of any kind. Theoc.'s explanation 

stresses his own decision to place the grave where he did, implying that this is a feature 

peculiar to Proteus' tomb, even in his 'Egypt': cf. lntrod. p. 30. 

1165 ~ xaipE: before the fourth centu'l' ec xaipe was nor used (on epitaphs) co 

address tJ1e ordina11' dead, but was associated with heroization and deification: sec 

Sourvinou-lnwood (1995) 180-216. Thus Thcoc.'s greeting as he approaches the grave 

reinforces the idea of Protcus' heroic status: cf. 547n. 

1167 Kaa1t:Jv: crasisi Kai eo1wv. 

1168 Thcoc. addresses his father (1166) and names himself: since there is no choraJ 

entrance-announcement to name the newcomer, Theoc. must do it himself, but the 

combination of father and son also indicates pride in his ancestry (d 386-92). 

1rais .•. na-rEp: Theoc., like his sister (999-1000, 1028-g), is cager to honour his 

father, even if his desire for H. prevents him from acting as Proteus did. 
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11691 0 The attendants enter the palace through the central doors; the dogs and 

cumbersome hunting-nets arc thus quickly removed. The imagery of Thcoc. as an 

erotic 'hunter' (so-m.) is now embodied in literal physical terms, just as he cap1urcs 

(or so he thinks) H., his sexual 'prey'. 

1171-6 Theoc. has learned of M.'s arrival, but (as is crucial for the escape plot) 

not of his identity. 

1171-2 Theoc. upbraids himself for failing to enforce discipline among his sentries 

(1174 aKonous), who arc Kmc:ous for allowing the Greek 10 elude them. The audience 

may be reminded of the Old Woman, whose gruffness was forced on her by her master 

(e( 481-2n.). 

noAA(a) •. , s,; 'many times indeed': 611 emphasizes adverbial noAAa, not (as ir 

usually docs) 1hc immediately preceding word: GP 227 11.1. 

1173 4>avEp6v emphasizes the la."'i1y of the guards. 

1175-6 Unlike Thoas in the IT, who is motivated 10 kill foreigners by Ancmis' 

demand for human sacrifice, Thcoc. is driven to kill Greeks by his own desire for H. 
(116811.). 

8r,pC.::,µEvov: Thcoc. projects his own intentions onto the newcomer: d 50-m. 

~v ••• µ6vov: ye 6ti emphasizes riv, as docs u6vov, 'if only he is caught'; GP 245. r 

illustrates its use as an 'emphatic !imitative'. ye 6ti is common in prose, but rare in 

tragedy: sec Griffith on [Aesch.] PV 4.2. 

1177 fo: cf. 7 rn. Thcoc. sees the empty space where H. used to sit, without seeing 

M., who must be crouching on the other side, and infers that she has made off with 

the stranger. 

61anEnpayµlva '(already) accomplished' (the pcrf. r,up11Ka underlines the idea of 

completion), referring to H. 's removal from 1hc tomb (d J 179 EK1TETT6p8µNTar, 'has 

been carried ofT(by ship)', 1183 EKK0µ1a8eia'). 

1179 i1<TTETT6p8µeuTa1: 1..hc verb e1<nop8µeuw ('to carry away by sea') is found only 

in Hein,; sec 1517-1811. 

1180--3 Thcoc. calls inside to the servants to open the palace doors and the stables 

(ITTTT11<6:s I q>CJTvas) which arc imagined as being in a courtyard behind them. 

1180 xaAaTE KAi;18pa: 859-6on. 

1181 1<61<1<oµl~e8': erasis and elision, 1<ai EKKoµi~ETE. 

1182 novou y' EKcn1 'as far as my cfTorts arc concerned' (LSJ s.v. li<11T1 JI 2), i.e. 

not for want of exertion on Theoc.'s part. 

1184 lnlaxn' 'stop!' As Thcoc. speaks of tracking down his would-be 'wife' (1183 

~oxos), the palace doors open to reveal nol, as expected, the servanis and char

iots, but H. herself, dressed in mourning. Taken aback, Thcoe. cancels his own 

orders. 

ous: the generalizing plural is masculine in Greek, even when it refers to a single 

female(= fiv): Smyth §rn15. 

61C.::,Koµev: for Thcoc. as an eroticizcd hunter, cf 1169-7on. 

1186 aiJTr,: when the dcmons1ra1ivc pronoun is used as a vocative (\ou there') 

it usually has a tone of impatience, surprise, or disapproval (d 1627, Stevens (1976) 
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37-8); so here Theoc. is caken aback by H.'s appearance and asks her a series of urgent 

questions 10 find ou1 what has happened ( 1186-92 ). 

1186-90 As H. herself predicted (rn87-gn.), she has transformed herself into a 

figure of mourning (dfectcd theatrically by a black costume and a new mask with 

cropped hair and furrowed checks). The beauty that destroyed her life, and that she 

wished could be undone (260-3) 1 is now marred, and in an effort, appropriately 

enough, to re-establish her marriage and former happiness. 

1186 i~,i41w: 2nd sg. aor. middle ofe~c:nnw, 'fasten to', with gen. (xpo6s, 'skin'). 

1188 al6T1pcv lµf3a>.ouci: cf. Or. 966 (of the personified Mycenae) oi6apov rni 
Kapa Tt0eiaa KOUptµOV. 

a,dep,aas: 2nd sg. aor. of cmo0epi~w, 'cut ofr; cf. Or. 128-9 (Electra on the 'old' 

H.) i6fTE yap cncpas ws cme8p1aev Tpixas, I C7Wl~OUCJa KCJAAOS. According lo Plutarch 

LJ·c. 15.51 Spartan brides had their hair cut off on the eve of marriage. H.'s hair

cutting would thus make a nice prelude to her new 'marriage' with Thcoc. (in rcaJity 

the renewaJ of her old one with M.), but it is doubtful whether an Athenian audience 

would readily make such a connection here. 

1189 x1'wpois ... 66:1<pum: XAwp6s ('fresh') connotes 'glis1ening' as well as 'moist' 

(cf. TEyye1s): sec l'vlastronarde on 1\1ed. 906. 

1190-1 lTE1TEICJIJEVfl I ... 6velpo1s: dreams and their interpreters arc a feature of 

Greek literature from Homer onwards: e.g. II. 1.63 (sent hy Zeus, as with all dreams in 

the Iliad), Od. 4. 795-84 i. (Athena sends a dream-image oflphthime to Penelope). Fifth

century Hippocra1ic scientists argued that dreams had a physiolo~cal rather than a 

:livine origin (On dreamJ (= On regimen 4), On the sacr,d di..s,n.s,), but dream-interpreters 

:lpcratcd throughout antiquity; on the Greeks' attitudes to their dreams, sec Dodds 

1 1951) 102-34. Dreams in tragedy create various narrative effects of prediction and 

suspense as the charac1crs struggle to interpret them (Acsch. Pm. 181-99, Ow. 32-42, 

523-50; Soph. El. 417-25; Eur. Her. 68-91, IT 42-55; [Eur.] R/uJ. 780-8): sec Cropp 
on IT 42-66. 

1191-2 cf>OTIV TIV oYKo8Ev 'some news from home', brought perhaps by the 

recently arrived Greek (1173-4). 

1193 w 6fo1ToT
0 

••• hros: H.'s first words to Theoc. represent a brilliantly manip

ulative use of the covcntions of Greek address, whose forms can dcnore many nuances 

of status and authority: cf. Wendel (1929) 139-40 (for Eur.'s practice), Dickey (1996) 

95-8, 272 (on the use of 6fo1T0Ta). As H.'s earlier application of 6ecnr6TflS to .i\ I. 
shows (572), the word may express a husband's authority over his wife (as well as a 

master's over his slaves: cf. 1630). H.'s 'master', emphasized by her explanation (yap) 

of this surprising form of address (cf. And,. 56-7, 64-5 1 Jon 517), immcdia1cly creates 

the impression that she has gi\'cn up all resistance to Thcoc. and is now willing 10 

accept him as her husband-to-be (cf. 1231; note also Mcdea's pejorative use of the 

word at ,\,Jed. 233-4 1r601v 1rpioo6ai 6m1TOTflV TE CJWJJCITOS I Aal3eiv). H. 's plan works 

and by tJ1c end of the scene Theoc. addresses her sympathetically as ~ TOAmva 

(J285). 
1194 4Jpou6a T&JJa: crasis, Ta tµa, 'my hopes arc gone'. 
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1eou6h1 El1,1' h1: eras is, 1<ai ou6iv; for the idiom of 'being nothing'(= 'to be dead'), 

cf. 60-2n. 1 Soph. El. 677, Pl,il. 951 1 Eur. Andr. 1077, Cooper (1971) 152. 

1195-1277 represents the first and longer of two passages of stichomythia in which 

Theoc. is deceived (cf 1412-28). H. begins by convincing Thcoc. 1hat the Greek 

stranger at Proteus' tomb is an eyewitness to M.'s death at sea (1195-1221). Then, 

having successfully supplicated Theoc. to allow her 10 give M. a 'proper' burial (1222-

48), H. leaves it to the Greek 'stranger' to supply the details of the burial's ritual 

requirements, each one of which is in fact also geared 10 their escape (1249-78, esp. 

1255-78n.). The audience will undoubtedly have enjoyed the inventiveness of H. and 

M. and the irony of their responses, but there is more to the deception ofTheoc. (and 

to the deception of Thoas at IT 1153-1233) than mere fun and amusement, since the 

action raises genuinely troubling issues of human ignorance and mispcrccption, albeit 

at the expense of a gullible barbarian (lntrod. §6(a)). 

1195 lv TClt ••• av1,14>opas: partitive gen. after interrogative TCl1 (= Tiv1), 'what 

misfortune arc you in?' 

Tls "1 TUXT'1 'what has happened?' 

1197-8 1197 foregrounds not only Theoc.'s basic humanity ('I do not rejoice at 

aJI in your words', said in sympathy), which H. and M. will soon exploit to secure 

'buriaJ' for l'vl., but also Theoc.'s happiness al his improved prospeclS of marriage 

to H. ('though they bring me good fortune'), which 100 will be a crucial factor in 

the ensuing dialogue. So disruption of the stichomythia is no argument against 1197 

(1198 being crucial 10 what follows) since irregularities arc common, especiaJly at the 

beginning of such sequences. 

1198 1,1Clv (contracted from IJTJ ouv) serves here as 'littJc more than a sign of 

interrogation' (Barrell on H;pp. 794 1 who discusses the various implications of starting 

a question with 1,1wv). Theoc. names the other possible source of such news (c( 1191-

2n.). 

1199 1<Elv11 TE 4>11alv: H. 's confidence in Thconoc's support proves jusuficd: cf 

1370-30. 
6 TE 1Tap~v oT' ~).).uTo 'and someone who was present when he died'. H. of all 

people knows how important visual evidence is as proof, even at second hand (cf. 

r 17-22, 575-Bonn.). 
1200 liaTIS 1eal ••• aa4>,;: the stress is on the final word: cf GP295.ii '1<ai following 

a relative (especially the universalizing ocrns) often gives an effect of limitation, by 
imposing an additional qualification.' 

12011,16Ao1 ••. 1,10AEiv ('if only he would go where I want him to go!') is a defl piece 

of double talk, which would be savoured by the audience: Theoc. understands H. to 

wish the suMvor a bacl end (since he has brought such unwelcome news), whereas H. 

is in fact wishing M. a safe return home. Cf. also Mas1ronarde on Pltom. 1604-5: ·rhe 

wish is connected with yap because it explains the biucr tone with which the short 

preceding phrase (i.e. fi1ee1) was uttered.' 

1203 Thcoc.'s double question (1202) is immediately answered (cf. 1206-7) as H. 

points lo the lamb. 
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viro"TTTT)~as 'cowering': H. tactically draws ancntion to M.'s weakness and des

peration, stressing that he is no threat to Theoc. 

1204 '1\iroAAov: 'invocation of Apollo, as healer and averter of evils, was a collo

quial expression of alarm 1 (Uoyd on Andt goo); cf. Her. 538 (Hcraclcs reacts 10 the news 

that his children arc about to be killed) 1\rroAAov, oio1s 4>po1µio1s OPXTl' A6you, IT 
1174 (fhoas on the matricide) 1\iroAAov, ou6' ev ~ap~apo1s ETAfl TtS av. The religious 

world of the play is Greek, despite its Egyptian selling: cf 865-72n. 

ta8i;Tt 6uaµ6p4>CAJ1: M. 's costume begins to have the desired effect: 42 1-4, 554, 

1079-82nn. 
1205 K6:µou: crasis, icai eµ6v, ·1 suppose my husband too must be in such a condi

tion.' 

1206 KaTEO)(E denotes travel by sea, 'put in to shore'. 

1209 oh<Tp6Ta6' (elided adverb, oh<TpoTCITa) 'in the most pitiful way', since death 

at sea prevented proper burial rites: 10G1-6n. 

vypoia1v: a common epithet of the sea; compare the Homeric 'watery ways', uypa 

,ceAru8a. If there was a widespread Greek conception that barbarians were unable to 

swim (c( Hordcrn (2002) 153)1 the manner of M.'s demise may be intended lo strike 

Theoc. as especially terrifying. 

1210 ~ap~cipo1ai: Theoc. paradoxically shares the Greek audience's ethnographic 

viewpoint (cf. 1258) as well as its religious one (1204n.). However, we should beware 

of reading such remarks (cf also Thoas', quoted above on 1204) as a sign of Eur.'s 

subverting the dist.inction between Greek and barbarian, since the heroic age Greeks 

1re not the same as the fifth-century audience, and there is no simple dichotomy of 

Greek and barbarian at work in the texts: sec (ntrod. §6(c). 

vavaeAouµEvov: masc. acc. sg. pres. part. pass. of vavoeA6w ('I carry by sea'); the 

verb is used in tragedy only by Eur. 

1211 At~UflS ••• irhpais: a coastline that M. happens to know all too well: 404n. 

6:A1µeuo1s: the Chorus described M.'s wanderings in the same terms: 1132n. 

1212 KotvCAJvwu irACITflS 'since he shared the (same) ship'. For the synccdoche, cf 

1911 234, 1117, 394n. 
1213 ,ca1dous = KaKioves. A typical piece of aristocratic 'wisdom', which deflects 

Thcoc.'s surprise (1212 Kai irws ... ;), 'common people arc often luckier than the 

noble.' But if H.'s words arc understood in a moral (rather than simply social) sense, 

they can be taken as a veiled complaint about the better fonunc of 'bad men' Ii.kc 

Theoc. 

1214 Am~v is modified by irov and placed first for emphasis: 'but where did he 

leave the wreckage of the ship before he came here?' 

1215 By cursing the wreckage H. cleverly evades Theoc. 's question, lest he search 

for the wreck and discover M.'s crew (c( 1069-70). The passage echoes the exchange 

between Odysseus and the Cyclops (154-5, 501-2nn.) 1 where Odysseus successfully 

pretends that the rest of his men perished in the shipwreck (Od. 9.279-86). Bur here 

it is H. who plays the part of the resourceful Odysseus: cf 1049n. 
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1216 5AwA' t1<Eivos: Thcoe. has fallen for (the firsl part oD the trick: 1195-r277n. 

1217 Anonymous sailors brought the stranger from Libya (1211). H.'s vagueness is 
caJculatcd. 

avElAovT·: L has avEThov, but the middle is regularly used of rescuing the 

shipwrecked: c( 1616, Pl. Apo/. 32b3. 

1219 VE4IEAflS ••• ayaAµ: 705n. 

t~ al8ip': 584, 613nn. 

1220 oo ••• Tpwras: Thcoc.'s rcAection on lhc war gains emotional intensity from 

the apostrophe of 1hc dead Priam and his devastated city; c( 362-3, A11dr. 105-6. 

IJO'TllV: for the fulility of the war (from the perspective of certain Greeks), sec 453, 

593, 707nn. Once again, however, it is important to resist the notion that Thcoc.'s 

comment challenges the superiority of Greek over barbarian (r2 ion.). The Greeks 

ha\'e a limilcd viewpoint on the war, and Theoc. himself is hardly one lOjudge them. 

The point of his comment is to underline the absolu1e deslrnction of Troy, which is 
clear to all, and the baflling purposes of the gods. He is after all speaking about lhc 

Ei6wAov (1219), which has been made and deployed by the gods. 

1222 \Vi1h M.'s death established (1~216), the focus turns to the issue of his burial. 

1223 oi'yei>: H. 's expression of grief continues the pretence of mourning: c[ 59,in, 

Having already lamented l\·I.'s death, believing it to be genuine (203-4; cf. /T 56-8, 

143-77), H. now docs so as part of the deception. 
1224 ~avBiis 1<61-1ri~: rvl. too was renowned for his blond hair (cf. ~avBos MEvO.aos: 

//. 3.284, etc.) and is likely to have worn an appropriaie mask, a further (visual) link 

bet,,·ccn husband and wife. 

1225 As a reply to Theoe.'s qucslion ('Is that why you have cut your hair?'), L's 

text 4>iAos yap fcrTIV OS TTOT EOTiv ev8o6' WV is dearly impossible ('Yes, for he is dear, 

whoever he is thai is here'). Diggle prefers 4>iAos yap eaT1v, w~ rroT' i)v, h' tv666' 

wv ('Yes, for he is still as dear (to me) here as he once was'). His recommendation is 

perhaps the best (Kannicht reviews almost two dozen conjectures), since it delivers 

the dou/J/e e11le11dre with the minimum change of leuers. 
fv8a6' wv: the point rests in the ambiguity not only of 'here' (M. really is present) 

but also of wv, which can s1and as an 'imperfect' participle ('when he u.·a.J here'): c( 

I 199, 1249, 14.37. 
1226 6p8ws ••. 60:1<puna1 'Is it really (1-1iv) right that this misfortune be lamented?' 

In other words, Theoc. can still scarcely believe that M. is in fact drad and H. is forced 

to appeaJ once more 10 Theonoe's reputation for knowledge (1227); cf. 1199. 
1,.1iv: cf. GP .367 'It [1-1iv] generally implies tha1 unless the answer is "yes", the 

discussion cannot go on.' 
1227 !v ni1,.1apEi (a periphrasis for E1i1,.1apes eaT1; cf. Barrett on Hipp. 78.~ -5): 'It's an 

easy thing, I suppose (youv), to elude your sister.' For ironic youv, sec GP 455.ii. 

1228 rrws oOv marks a change of topic (d 587n.), 'Whal now?' 

1230-29 The transposition proposed by Jackson (1955) 25-7 res1ores 1~n9 10 
Theoc. (as sense demands) and has H. make a characteristic pledge 10 remain fai1hful 
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to her husband (1230), which she then dramatically abandons (or so it seems) in 1231, 

to Theoc. 's delight. Kovacs (2003) 45-6 defends \•Vil link's suggestion that we keep the 

transmitted order and mark lacunae before 1229 and 1230, butjackson's is the more 

economical and plausible solution. 

1231 f'i6T'l ... yauc.:iv: for the wedding arrangements, cf 1431-5. H. pretends to 

give up her marriage with M. in order to begin a new one with a barbarian king -

she is, in other words, playing her old 'self (i.e. the tradit.ional adulterous H.), but in 

the service of rescuing the 'new' one. Eur. is using H.'s intertextual history to novel 

and striking effect. 

1232 xp6v1a .•• Ta6e 'this (i.e. her agreement to marry him) has been long in 

coming, but thank you nonetheless.' 

alvw expresses approval and thanks, but here in a patronizing manner (Lloyd 

(1999) 38--g compares ,\,fed. 908, IT 1486, and [Rhc.s.] 191 as examples of the present 

(hr)a1vw with a condescending tone). 

1233 ola6' •.• 6paaov: sec 315n. 

Aa6t::l1JE8a: hortatory aor. subjunctive, 'let us forget (the past)'. 

1234 hrl Tool 'on what terms?': cf. 838 hri Toia6e. 

xap15 .•. 6VT\ xap1To5: the repetition emphasizes the reciprocity of favours. 

Theoc.'s r1dagc (d Soph. Aj. 522, OC 779) sct..s up H.'s appeal for burial (1237-49) 

Jnce she has apparent.ly renounced her quanel with him (1235). 

1235 a1rov6a5 TELJCA>LJEV 'let us make a truce': the language is formaJ and cercmo-

1iaJ, magnifying H.'s agreement and reinforcing the impression of trustwonhiness. 

61ai\i\ax8flTI: aor. pass. impcr. of 61a>ii\crrrw, 'be reconciled (w1th me)'; cf. Med. 

896-7 (spoken in a similar situation of bogus reconciliation) 61w.Aax8ri8' ... I Tfic; 
np6atlev ex8pas ES ct,ii\ous. 

1236 vei,cos TO a6v 'my quarrel with you': cf. aav Ep1v (1158-6on.). 

1237 H. falls to the ground and embraces Theoc.'s knees: cf. 894n. 

np6s vuv aE yovaToov '(I implore) you by your knees': the ellipse of the verb 

(l,cnruw) governing ae is regular in such appeals; cf. Mastronarde on ,'vled. 324. 

lnElnEp El CS,li\os: H. entices Theoc. with the prospect of being 'dear' to her, as M. 

once was: cf. 1225n. 

1238 TI xpfiua: 782n. 

8ripwa·: a key-word for Theoc. (so-in.), but now he is H.'s 'prey' (1175-6n.). 

C::,pix8fls: 2nd. sg. aor. pass. 6piyo1,1a1 (+ gen.), 'reach out for'. 

1239 To go unburied was the ultimate disaster for a hero. (For the additional 

problems created in tJ1e afterlife by the lack of proper burial, cf. //. 23.69-74 1 Od. 
11.51-80, 12.8-15.) 

1240 Theoc., though a barbarian, shares Greek expectations of what constitutes 

a proper burial: 1061-6, 1204, 121onn. His question is unintentionally ironic: M. is 
both alive and present (ecn' cm6VTwv wuj3os;). Moreover, although there is no 'shade' 

to bury (ii 8a',IJEIS m<1av;), 01<16: can denmc the unreal, and they will indeed bury a 

'shadow' (i.e. a 'notJ1ing') 1 since M. is not dead. According to Herodotus (6.58.3), if a 
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Spartan king was killed fighting abroad (and his body was not recovered), the Spartans 

would make a statue of him and bury it with full honours. 

TI 61 (shortened from Ti 6' ecrn: cf 600, 1514) expresses Theoc.'s incredulity. 

1241'E>.>.flalv foT1 v6"1os: as in the /T(1153-1233), 'Greek' ritual is used to deceive 

the barbarian king (1032-1106n.). The disparity between Greek and barbarian nomoi 

is consciously exploited (cf 1246), yet it is significant that the difference is inunled 

(124on.). Similarly, both lphigenia and the Greek chorus of the IT reject human 

sacrifice as a 'barbarian' practice (389-90 1 464-6), despite Agamemnon's decision to 

sacrifice lphigcnia hersclf(359-71): cf 1210, 122onn. 

1242 ao4>ol ••• nE1'onl601: docs Theoc. mean the Pcloponnesians/Greeks in 

general or Lhe Spartan royal house in particular? 1264 supports the latter, 1429 the 

former. In either case, they arc both expert (compared to an Egyptian) in Greek 

burial customs, and there is unconscious irony in the fact that the Pclopids M. and H. 

(386-92) arc being far more 'clever' about the burial than Theoc. realizes. 

1243 KEvoia, ••• uq,aa'-'aarv: M. 's empty shroud and covered bier (1261) evoke 

the slate funerals of Athens itself, where an empty bier represented all the fallen whose 

bodies had not been recovered (cf. Thuc. 2.34.3). Yet the 'ancestral custom' (n6Tp1os 

v6µar Thuc. 2.34.1) of symbolic burial is necessarily adapted here for death - and, 

more imporlanlly, escape - by sea. Moreover, the empty shroud and bier seem to 

honour H.'s 'missing' husband, yet the burial is indeed tcevos (cf. 1057, ro6o, 1243, 

1261, 1546) in the sense of 'pointless, void' (LSJ s.v. 1 2), since l•d. is not in fact dead. 

1244-8 Theoc.'s suggestion 1ha1 they build a cenotaph for the missing M. (the 

actual Greek custom in 1he case of those lost at sea: 1063-4n.) triggers the introduction 

of the invented ritual. 

1244 lxvlaTfl: pres. imper., 'erect'. 

1246 nws 6al: the colloquial particle 6ai (not found in Aesch. or Soph.; cf GP 
263.2, Si evens (1976) 45-6) marks Thcoc. 's surprise at H. 's rejection of his suggestion, 

'So how do you bury them?' 
>.i>.E11,1µ01 'J am ignorant or ~ii. 'I have been left behind in', a racing metaphor: 

L~J s.v. AEinCA:J n 11 2--3). Thcoc. 's ignorance enables H. 's deception, yet his admission 

is also ironic (and amusingly so for the Greek audience) since the Greek customs in 
question do not actually exist. 

1247 The combination of is n6vTov and !~op1,11~01,1ev ('we take our') underlines 

the most crucial aspects of the ritual: it requires a ship and must be done in the open 

sea (c( 1266-9). 

1249,8 H. entrusts the details of the ritual to M., presenting him as an cxpen 

in such mailers (1249 66' ol6', eyw 6' crrrE1pos) in order to ensure his participation in 

the 'burial' itself It is likely 1hat H. now releases Theoc. from her suppliant clasp and 

stands up again (since he has just agreed 10 her request), while ~J. steps forward from 

che romb 10 converse with Theoc. (1085-611.). 
1250 >.6yCA:Jv .•• 4>IAriv: Thcoc. makes no attempt to disguise his pleasure at the 

news of M. 's death. 
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1253 C::,c; .•• ~1: lit. 'as each man is in respect of his available wealth' (for dva1 

+ pa11. gen., cf. 738 o~ T. EOIJEV TVXflS, Ion 1252 iv d TVXflc;), i.e. 'as weU as each 

man's wealth allows'. M. entices Thcoc. to display his status by malung the offerings 

as generous as possible. 

1254 TCIUTflc; xap1v: Theoc. 's response shows his infatuation with H. 

12551 8 Each of the i1cms required for the burial is simultaneously geared to the 

escape plan. The sacrificial animal (1255), bier (1261), armour (i.e. possessions valued 

by 1he deceased, 1263), food offerings (1265)1 and presence of closest lun (1275) arc all 

regular features of Greek burials (Burkert (1985) 192-3) 1 but they also provide food, 

clothing, and armour conducive to the escape, while ensuring H.'s presence on board 

the ship (the one item (1267) not required by genuine ritual, but fundamental to the 

plan). 

1257 avToc; au ylyv'-'>m<' 'you decide yourselr. 

lzpKfoE1 once again invites Theoc.'s generosity (1253n.). 

1258 lv ~ap~apo1c;: both animals were also sacrificed as part of Greek funerary 

rituals, ah.hough Lhe horse only rarely (Burken (1983) 51, 53): sec 1210n. The offer of 

a bull, the most valuable sacrificial animal in Greek terms, or a horse, whose meat, 

unlike the bull's, would not be eaten (t255-78n.), underlines Theoc.'s wealth and 

generosity (for horses as symbols of wealth in Athens, sec Parker (1996) 140-1). 

1259 'Give, but make sure you don't give anything malformed.' 

YE µlv s,;: cf GP 395 'This rare combination is confined to tragedy ... [h is) 
definitely, and strongly, adversative.' 

6ucryEvlc; l,.lf16iv: sacrificial animals must be healthy and unblemished. 

1260 ou T~v6' ••• aTTavl~o~JEV 'we do not lack these' (800-m.), i.e. suitable bulls 

and horses. 

1261 cnpCA>Ta ••• AiKTpa: the bier is to be covered with robes (cf 1243n.), which 

may later be used for clothing (cf 428-9). 

1263-4 er. J062n., 1375-81, 1606-8. 

1266 TT~S ouv: 'what then?': 1228n. 

1267 KOpETIJ~V lm<TTaTac;: crasis with Kai, 'and rowers'. For the poetic periphrasis, 

cf. 1039-4on. 

uz68 TT6aov .•. 66pu: lit. 'what distance from land is i1 necessary (sc. 6ei 1267) 

to separate the ship?' 

1269 p681a 'the splash (of the oars)'. 

XEpcr68Ev 'from the shore'. 

1270 TI 6r, •.. IK Tlvoc;: the repetition ("Why? For what reason ... ?') indicates 

Theoc. 's puzzlement at the Greek 'custom' (v61.111.1ov: cf. 1277). 

1271 C::,c; ••• KAU6CA>v 'so that the tide docs not carry the pollution back to land.' 

The Auµcrra arc Lhe byproduct.s of the sacrifice, cast into the sea, which was viewed 

as a powerful purifier (ef Soph. Aj. 654-5, Eur. IT 1039, 1193 8at..aacra KAV~E1 TTO:via 

Tav8pw1tc...>v KOl<a). But whereas the Greeks usually thought of the sea as absorbing 

(and so neutraJizing) the pollution (cf. Parker (1983) 229-30), l\1I. raises the (invented) 

danger of the pollution being washed ashore in order to justify rowing far from land. 
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1272 TOXUTTapo~ 'swiftly moving' (applied to Achilles at Eur. El. 451). The Phocni

cians were renowned seafarers: cf. e.g. Od. 15.415, Hdt. 4.42-4 (circumnavigation of 

'Libya', i.e. Africa). 

1273 Mn1lAEWI TE npoc; xaptv ('and would be pleasing 10 M.') is doubly ironic, 

since spoken by M. himself, who knows, as Theoc. docs not, cxactJy how the swift 

ship will be pleasing. 

127 5 J\'1. 's prescription reAccts actual Greek burial cus10ms, since the corpse was 

bathed, anointed, and dressed by close relatives, normaJly the women of the famiJy: 

e.g. Tro. 377-8 (the Greeks killed at Troy were not dressed for burial by their wives), 

IT627 (Orestes laments not being buried by his sister Electra). 

1276 C::,c; "tye1c; 'from what you say'. 

1277-8 M. secures H. 's participation with an appeal 10 'piety', ironically so in view 

of the focus on Thcoc. 's impiety in depa.ning from the conduct of his father (900-

2, 919-23, 973-4, 998-1001, 1020-1, 1028-9). The contrast of auitude underlines 

Thcoc. 's obsession with H., for whom he was prepared even 10 murder innocent 

Greeks. \.Ve have already seen one aspect of Theoc. 's respect for his dead father 

(1165-811.), and the appeal to proper burial (a divinely sanctioned claim and a major 

theme of Greek literature, especially of epic and tragedy: cf. esp. Soph. Aj. 1332-45, 

Anl. 450-60, Eur. SujJ/). 558-63) is likely to have an dlcct, particularly as Thcoc. has 

nothing to lose by consenting. 

1277 Iv euaE~Ei (=EUaE~ec; ECJT1): 1227n. 

youv 'Yes, for .. .': cf. G'P 451.ii '[youv] introduces a statement which is ... evidence 

for a preceding statement' (i.e. 1277 shows that it is H.'s task 10 bury her husband). 

1<MnTE1v implies deprivation, so here '10 cheat the dead of their due' (Dale). 

1278 hc.,.:, expresses acquiescence, 'very well, then'. 

npoc; fl'-1~\I (eo-riv) 'it is in my interest'. 

a"oxov euoe~~ Tpe4'E1v: Thcoc.'s complacency and his view of H. as his 'wife' 

(encouraged by H. herself: 1193n., 1399) arc of course wholly misconceived (cf. 1385-

6, 1423, 1431-5). 
127!r-84 Thcoc. promises to reward the Greek sailor for bringing the 'good news' 

of M.'s death (contrast 1176, where he threatened to kill the Greek, 1.hinking he was 

after H.). 

1279 1<6aµov VE1<p~1: cf. 1062n. 

1280-2 The audience can appreciate the irony of Thcoc.'s words: M. certainly 

hopes not to leave 'empty-handed', having clone a 'favour' to H., while the news is 

not 'good' for Thcoe. 

1282-4 M.'s transformation from ragged beggar 10 impressive fighter is un\\11-

tingly furthered by Theoc. himself (d 1379-81). 

0\/TI Ti;c; ax"a1vlac; 'in place of your rags' (cf. 416). ax"a1via (lit. \,·an, ofa cloak') 

is a lmpnx. 
1285, Theoc. turns nnaJly 10 H. herself, seeking to console her for M.'s death. 

'-"fl• • 1-oaUTTJV 'do not, wasting yourself away 10 no purpose, .. .": the lacuna 

posited by Badham will have contained lhe missing imperative. Diggle's txrmpligralia 
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supplement (sec Lhc app. crit.) gives the required sense, 'do not ... mourn M. exces

sively'. The words will presumably have dropped out through a scribe's oversight (saut 

du meme au mime). 
KOVK ••• y601s: the idea that one cannot bring the dead back to life through 

weeping is a familiar theme of consolations (e.g.//. 24.551, Eur. Ale. 985-6; cf. Kassel 

(1958) 63). H. is playing the part of the mourning wife quite convincingly (cf. 1419). 

1288-1300 Before aU three characters exit into the palace, M. and H. exchange 

advice and encouragement, their true meaning disguised by Thcoc.'s ignorance of 

the situat.ion. The barrage of references to H.'s 'husbands' (12891 1292, 1294, 1299) 

generates much intcntionaJ and inventive ambiguity at Thcoc.'s expense. 

1288-9 aov Epyov (cf. 83on.) refers to the following advice. 

oo \IECl\11 ('young lady') maintains the tone of a weU-mcaning stranger. 

TOV 1Tap6VTa 1.1lv I ... TOV 6E l.lflKh' ovT: Thcoc. understands this as referring 

to himself and M. respectively; speaker, addressee, and audience understand the 

opposne. 

1290 npos TO TVyxavov ('(for that is best for you) in view of the present circum

stances') is deliberately vague. 

1293 '416you ••• TOU nplv: for H.'s unjustly ruined reputation, cf 223-5, 250-2, 

27°~, 694-7. 
yuvf) yivn1: the repetition of the same or similar syllabic in successive words did 

not 'sound orTcnsivc to the ancient car' (as Dig~lc (1994) 32 points out, with examples), 

and in some cases (as here) Lhc assonance seems emphatic. 

1294-5 iaTat Ta6' expresses H.'s assent (cf. 744) and her confidence of success (cf. 

Collard on Eur. Supp. 1182). 

Eian1: 2nd sg. fut. of oT6a, 'you will know'. 

1296--, For M. 's bath and fresh clothes, cf. 1382-4. 

1297-8 ouK ls 61.1~01'as '(I shall take good care of you) without delay· (903-4n.). 

For the apocopc of crvaj3oAT), sec LSJ s.v. II 2. 

1298-1300 H.'s final words arc char~ed with double meaning. 

EUIJEvfoTEpov: adverbial, 'more kindly'. 

Ta np6a4>opa ('what is suitable/fitting') refers ostensibly to l\11. 's funeral rites but 

can also be understood (by everyone except Theoc.) as a comment on the imminent 
escape. 

fi1.16>v ••• XPTl ('if you get from me what you ought 10') is similarly ambiguous: 

Thcoe. thinks of M.'s bath and change of clothes, but the audience understand the 

phrase more generally in terms of H.'s assistance in the deception. (Dimock (1977) 19 

sees here a hint that H. and M. will make love while inside.) All three exit into the 

palace (1369-89n.). 

1301-1368 SECOND STASI.MON 

The choral odes of tragedy regularly involve the chorus reflecting upon an earlier 

moment in the play or its related myths. Thus in the first stasimon the Chorus lamented 
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the origins of the Trojan War and its consequences for both sides (1107IT.). In the 

third s1asimon, by contrast, they look forward in time (beyond the boundaries of 1hc 

action) and envisage H. and M.'sjoyful arrival back in Sparta. (145rff.). Here in the 

second stasimon, however, the allegedly excessive distance between the content of the 

Chorus' song and the action of the play has led to strong scholarly condemnation of 

the stasimon itself (cf. Whitman (1974) 65 'gencraUy considered the most irrelevant 

ode in Greek tragedy'), while Dale (on 1301-68) describes it as 'a strange ode, perhaps 

reflecting something of the style of contemporary dithyramb'. These two complaints

that the ode is an irrelevant 'interlude' (or e1,1J36A1µov) and that it is 'dithyrambic' -

arc connected, and need to be considered in more detail, not onJy for what they rcU 

us about critical attitudes to later Euripidean tragedy, but also because they compel 

us to consider the precise relationship of the second stasimon 10 the action that 
surrounds it. 

In his Po~lir.s Aristotle prescribes that 'The chorus should be treated as one of the 

acrors; it should be a pan of the whole and should participate [sc. in the action], 

not as in Euripides but as in Sophocles. With the other poets, the songs are no more 

integral 10 the plot than 10 another tragedy - hence the practice, started by Agarhon, 

of singing interlude songs (e1,1J36A11,1a)' (1456a25-9, tr. Halliwell). As elsewhere in the 

Po,tics, Arisrolle's own preference for Soph. over Eur. is clear, but perhaps the most 

striking aspect of this passage is the way later critics have misinterpreted it, as if 
ArisroL.le's remarks justified their own search for, and condemnation of, eµJ36A11,1a 

in Eur. Yer Aristotle ascribes such sung interludes ro 'other poets', not to Soph. or 

Eur., while his complaint that Eur. 's choruses do not 'participate' (avvcrywvi(m6a1) in 

the way Sop h. 's do is very dirTcrent, perhaps pointing to che tendency of Euripidcan 

choruses 10 be more distanced in rhcir reflectiveness, thus appearing more disengaged 

from the action itself. 
The second complaint - that the song is a 'di1hyrambic' interlude (e.g. DaJc xiii) -

is no less problematic. For although Kranz's inAuentiaJ study of'dithyrambic stasima' 

((1933) 252-60) focused on narrative odes ('die l<nopim') like the present one, it seems 
misleading 10 define 1he choral narration of myth as specifically 'dithyrambic' (nor is 
third-person mythical narrative confined to the eleven odes discussed by Kranz). A 

more rewarding approach is to consider Eur. 's lyrics in relation to the music, style, 

and diction of the so-caJled New Music, whose chief exponents experimented with 

the dithyramb among 01her genres. With regard 10 Eur. 's choraJ style in panicular, 

Aristophanes' parody of it in Frogs (1309-22) illustrates, albeit with comic exagger

ation, a number of features which were undoubtedly inAucnced by contemporary 

dithyrambogTaphcrs: Aorid imagery, densely poetic language, rhe invent.ion of new 

compound words, frequent anadiplosis, and innovative musical effects. Thus, as in his 

polyrnetric and a.strophic monodies (cf. 229-52n.), Eur. 's choral odes rcAect, in their 

most decorative and picturesque passages, the impact of the new 'dithyrambic' style 

(Introd. p. 40). It is in this sense that the second stasimon may be said to be 'dithyra

mbie', though the term is perhaps best avoided (unless, for example. the tragic choms 

is in fact singing a hymn to Dionysus, as in the parodos of Barclla~, 64-169), since 
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these innovations were applied lo other lyric genres as well (such as, for example, Lhc 

citharodic monody or nomos, best preserved in Timotheus' Pmae: P,HG 788-91: cf. 

Hordern (2002) esp. 25-35). 
S/ruclurr.. In the first and third stasima, following an opening address (to the nightingale 

and the Phoenician ship rcspccLively), the Chorus name H. in the very first strophe 

(1113, 1464), thus dissolving the initiaJ distance between their words and the preceding 

action. Here, by comrasr, the connection between Lhe Chorus' mythical narrative 

and the events of the drama is far less direct or immediate, and H. is mentioned 

(not by name) only in the finaJ stanza (w TTai 1356). In itself such a delayed con

nection is not at all unusual in Eur., since the link between his choruses' rcncctions 

and the dramatic situation is frequently made explicit only towards the end of the 

stasima, often using such deictic words as vuv, 001, and o6e (the technique, rare in 

Aesch., is more common in Eur. than Soph.: cf. Kranz {1933) 204-7; for deixis as a 

feature of choraJ lyric in gencraJ, sec e.g. Daniclewicz {1990), D'Alcssio (2004)). Yet 

despite the Chorus' address to H. in the second antistrophe, where they fault her 

for neglecting the rites of the Great Mother, the nature of the link here has proved 

comroversial, since many have viewed both the mythical narrative itself and H. 's 

alleged misconduct as completely unconnected to the rest of the play; sec, howC\'Cr, 

1355-7n. 
The narration of the myth takes up three of the song's four stanzas. The Cho

rus begin by describing the goddess's search for her abducted daughter, aided by 

Artemis and Athena. The antistrophc focuses on the goddess's grief and its diimstrous 

efTccts upon the natural world, resulting in barrenness, stan•ation, and the cessation 

of sacrifice to the gods. The second strophe recoums the resolution of rhis crisis as 

Zeus seeks to assuage the anger of the Grear Mother by dcli~h1ing her wi1h music 

and dance. The Chorus 1.hen apostrophize H. and remind her of the goddess's power 

and the importance of her worship. Despite textual problems at both the bc~nning 

and the end of the final stanza, it is clear that the Chorus bclie\'e H. to ha\'C ne~kc1cd 

the goddess's worship and that the previous myth is largely intended to emphasize 

the danger of her anger. Thus, as often in Eur. 's stasima, the Chorus seek to trace 1he 

origins of present suffering in past events. 

SJ•ncretism. The second s1asirnon is the earliest surviving literary evidence for the blend

ing (or syncrctism) of the myth of Demeter's search for her daughter with the rites of 

the Mother of the Gods, a deity of Anatolian origin, also known as Cybele. In the first 

haJf of the s1asimon Mother searches and grieves for her lost daughter; in the second 

she is identified as Deo (i.e. Demeter, 1343) and her rites arc equated with those of 

Dionysus (1358-65) 1 thus forging a link between all three deities (tvlothcr, Demeter, 

and Dionysus). Far from inventing these ritual connections, Eur. is responding to con

temporary religious ideas and practices, since the three were linked in A1tic cult. An 

altar of Demeter and Kore stood beside the l\ktroon (Mother's shrine) in the Athe

nian Agora in which she also watched over the state archives, while statues of Mother 

have been found at Eleusis, the centre of Demeter and Perscphone's worship (sec 

Roller (1g9g) 162, 175), where Dionysus also had a sanctuary (cf. Soph. Ant. 1119--21, 
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where the Chorus invoke Dionysus as 'you who ruJe in the vales of Eleusinian Dea, 

open to all'). 
In addition to the cullic links between Moc.her and Demeter as fenili1y goddesses, 

the farmer's orgiastic rites encouraged syncretism with Dionysus. Hence Mother's 

rites at Agrai in Attica, the so-called Lesser Mysteries, were treated as a prelude to the 

greater M ys1cries at Elcusis and involved worship of Dionysus as well as Demeter (cf. 

Parker (2005) 341, 344-5). The goddess's association with Dionysus is also reflected 

in the parodos of the Bncd1ne, where the Chorus recall how Cybele's instrument, the 

tympanon (c( 1347 n'.,nava ... r,vpcroTevfi), was invented by the Corybants and given 

to • Molher Rhea' (as mother of Zeus, Rhea easily merged with Cybele in her guise as 

Mother of the Gods: cf. 1302 Mci-rrip ... 8ewv), who then used the dn.rm to beat time 

for the ecstatic Bacchants. Thus the tendency to assimilate Cybele with established 

Greek deities such as Demeter and Dionysus was a long-standing one. For as a non

Olympian newcomer to the divine pantheon, Cybele had no Greek mythology of 

her own; nor did she ever have a daughler who was abducted, hence her fusion with 

Demeter here. Thus, although this stasimon is the earliest extant nidence for the 

transferral of Demetcr's Eleusinian myth to her, it is one encouraged by 1he popular 

association (and even identification) of Demeter and Cybele/Mother in Attic cuh, an 

identification made easier by the fact that Demeter and Perscphone were sometimes 

referred to as Mother and Kore at Eleusis (e.g. Hdr. 8.65.4). On Cybele's role in 

tra~edy and other texts of the period, sec AJlan (2004), esp. 140-6. 

Function. The second stasimon has struck many as having no particular be,1ring on 

the action itself. Thus, with regard to H. 's alleged offence against the Great ~lather 

(1355-7), D,1lc (on 1301-68) speaks of 'the complete irrelevance of this motif to aU 

the rest of 1he play'. The fact that the goddess is not mentioned ,1nywhcre else in the 

drama - where the focus is on the plans of Zeus, Hera, and Aphrodite - no doubt 

contributes to the sense that the song is extraneous. Kannieht (1969) 2.334 accounts 

for the goddess's unexpected anger by arguing that the H. who is \\'arncd by the 

Chorns in the final stanza is 'no longer simply the H. of this drama, bur a metaphor 

for " particular human way of rcfating to the spirituaJ powers of the ecstatic rites 

and mysteries.' Yel this seems too far removed from the dramatic context, where the 

Chorus' narration of the .Mother's myth is a foil for their warning of H. specifically 

{µfiv1v 6' !)(e1s µeyaAas I MOTp6s, w naT ... 1355-6). Kannicht is nevertheless partly 

right insofar as the H. they address has (on a literaJ level) link in common with 
'the H. of this drama'; however, the significance of the stasimon (argued in detail at 

1355-7, 1368nn.) is that in trying to explain H.'s sufTcring the Chorus interpret it as 

divine punishment for an o0cnce whose meaning isfigumliue rather than literal, and 

connected to H.'s symbolic identity as" quasi-pnrll1e11nic figure. 

,\tie/re. Two acolo-chori,1mbic strophic pairs, the predominant metre in each being 

the 'choriambic dimctcr' and its acephalous form (cf. 515-2711. ',Hetre'), wic.h occa

sional glyconics (described by lrsumi (1984) 80 as 00--- ... ----- in tragedy) and related 

acolic cola (phcrecratean, tclesillcan, rcizianum, and dodrans). The first strophic pair 

also contains (non-aeolie) iambic dimetcrs (1308-9~1326-7) 1 preceded by five longs 
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(1307~1325) 1 or which Dale (1981) 128 says '[these] could be dragged dochmiac but 

would then be unrelated to anything in the context: if the middle syUablc is a con

tracted double-short, it is a rcizianum like the double clausula 1351-2 1 1368'. AdopLing 

Digglc's transposition (ecru8f18ec':>v) in 13021 a glyconic corresponds with a choriambic 

dimetcr (1302~1320: cf. 1459~1473 1 146o~1474, 1481~1498 1 1487~1504). There is 
syn izcsis or 8eci at 13 11 and 1349. 

1301--37 first sLrophe and antistrophc 

6peia lTOTE 6po1,.1a61 l<W-
6poµaiov 6' OTE TTOAUTTAOV17-

---...,~'-'-I ___ "-'_'-',,_,-, 
AWi M6:Tflp iou8fl 8ec':>v 
Tov Mmflp i1rauae navov 

w· uAavTa vo:,r11 
IJCITEVOUa· cnr6vous 

TTO"TOIJIOV TE xeuµ' v66:Twv 
.:ivyCITpos apnayas 6oAious, 

'3apu'3po1,.16v TE KUµ' <V\IOV 

XIOV08pEIJIJOVCXS T0 ElTEpa<i 

1r68w1 TQS crrro1xo1-1evas 
'16mav Nu1,.14iav OKOTTIC:XS 

-----11 
app~TOU KOUpac;. 

phrn1 •· fv nev8e1 

KpOTQAQ 6e l3p61,.11a 61a,rpua1ov 
1rhp1va KCITa 6p1a 1r0Auv14>fo. 

leVTa l<EAa6ov civel36a, 
l3p0Toim 6' oXAOa TTE61a yas 

--.....--...... ...,-1 

<X-x-...,..,-> 

r3o3 
1321 

1310 
1327b 

glyconic 

glyconic 

char dim 

dodrans B 

chor dim 

char dim 

char dim 

5 longs 

'213 

21a 

"char dim 
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~Eu~aaa 0ea: acrrivas 
OU KapTTi~ouci ap6TOIS, 

----- ....... -1 
TcnJ ap,raa0Eiaav K\JKAiulV 
Aawv 6e ~8Eipe1 yeveav· 

::.:---- .......... -! 
xopwv E~(A) TTap8eviulV 
TToiµvats 6' oux ie1 8aAepcxs 

---x- ......... -11 
KOUpav <-x- ........ ->. 

l30C'l<O:S EU~VAAulV EAiKWV' 

µna 6' <~l~<l\l> CIEAAOTT06ES 
TTOAEulV 6' O"TTEAHTTE l3ios, 

---c-...,...,-[ 
a µev TO~OIS 'Apnµ1s, a 6' 
ou6' ~aav 8ewv 8uaim, 

----- .......... -11 
EYXEI ropywms lTOVOTTAOS" 
~ulµois 6' ac;>AEKTOI 1TEAavoi· 

------ ..... -1 
avya:~(A)V 6' E~ oupaviulV 
iroyas 6' aµTTOUEI 6poaepcxs 

< Zeus 6 lTOVTOTTTOS E6pavwv> 
Aeu1<wv eKl3cv.Ae1v u6cnwv 

---.., ... --!!! 
aAAav µoTpav e1<pmvev. 
TTEv8e1 irm66s aAa:CTTCAll. 

1315 
1333 

1318 
1337 

,..chor dim 

chor dim 

chor dim 

chor dim 

rclcsillcan (with 
resolution) 

chor dim 

chor dim 

chor dim 

chor dim 

phcrccratcan 

1338-68 second strophe and amistrophc 

i.- ..... -- ....... -1 
ETTei 6' Eiravd e[Aairivas 
WV OU 8eµ1s <0'0 > ou6' 6aia 

0eois l3poTEiult TE yevet, 
lTUpulaas ev <yas> 8aA6µms, 

i339a 

1354 

chor dim 

chor dim 

297 
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--c:::,-'W'....,-1 
Zeus µe1Aiaawv O"Tuyious 133gb 
µfiv1v 6' E)(EIS µey6Aas 1355 

-~--...,.....,.-, 
Ma,-pos opyas evrnEl · 1340 
Ma,-p6s, w TTai, eualas 1356 

-------...,-11 
BcrTE, OEµvai XaplTES, 1341 
OU aepi~ouaa Seas. 1357 

..., ...... - ...... '"""'-...,-I 
iTe, Ta:v TTEpi TTop0tvCA:n 1342 
µeya "TOI SuvaTal veppwv 1358 

--;:i- .... ...,-1 
~nw 8uµCA:iaaµEVO\I 1343 
1Taµ1ToiK1Ao1 a-roAl6es 1359 

---ll!-_,.,_,-1 
AUlTO\I t~eJ..frr' 6AaAa1, 1344 
Ktaaou ,E O"TEq>8eioa XA6a 1360 

--g-,.,.,-1 
Mouaol 8' uµvo101 xopwv. 1345 
:rp8n1eas eis lepous 1361 

-----..,-1 
xaAKOU 6' au66:v xeovlav 1346 
p6µpou e· elA1aaoµtva 1362 

,..;...,...,__,...,,.,-,.,,,,,..,-1 

TUlTO\ICX T. eAape pupaoTevfi 1347 
KVKAIOS ivoais ai0epia 1363 

---._...,....,-vvw 

KCl/1.A(a-ra TOTE TTPWTa µcnca- 1348 
Pcn<xeuouaa T' e8e1pa Bpoµ(- 1364 

--,,,,------11 
pCA:iv Ku1Tp1s· yEAaaev 6e Sea 1349 
(A)\ Kai 1TO\IVUXi6es 8eas. 1365 

-~ ...... -v-1 
6E~QTO ,• {s xepaS 1350 
teu 6E VIV aµaa1v 1366 

"""'-...... ...,--I 
papuppoµov auAov 1351 
IJTTEppaAE OEAavat 1367 

Achor dim 

11chor dim 

tclcsillcan (with initial 
rcsoluLion) 

Achor dim 

chor dim 

,..chor dim 

chor dim 

glyconic 

glyconic 

dodrans A 

rc121anum 



-- ........ ---111 
TEp4>8eio' CXAaAayµw1. 

µop4>a1 µ6vov T'JVXEIS. 
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re1z1anum 

1301-18 First strophe. Unlike the first and third stasima, which begin with elaborate 

aposlrophes, the second opens straight into rapid and vivid narrative. The song staru 

from the goddess's search for her daughter and moves backwards in time 10 the 

moment of the girl's abduction, followed by Zeus's intervention to foil the rescue 

attempt made by Artemis and Athena. The pace of the narrative, together with the 

swift movement of the characters themselves (6poµcr61 KWAc..>1, ecrufui, 6E.AA61To6es), 

emphasize the goddess's anguished and frantic journey over the eanh in search of her 

missing daughter. 

1301-2 6pela .• j. Mchrip •.• 8ewv 'the mountain Mother oft.he Gods'. Cybele 

merged with various Greek mountain culls (acquiring the tide MtiTTlP opeia: cf. Hipp. 
1~~) as well as with a perhaps indigenous mother of the gods (for evidence of such 

a figure in early Greek religion, sec Robertson (1996)), hence her identification \~ith 

Rhea (cf. H ipponax fr. 156 \i\'). 

6po1J661 KwAoot ('on speeding foot') is insrrumenraJ dat. 6po1Jcrs is used elsewhere 

in Eur. of movement that is wild or out of control {as ~fastronardc comments on Phoen. 
1124-5 •it is almost a litblingsworl: Hipp. 550, Supp. rooo, Tro. 42, Htl. 1301, &ah. 731'). 

Here (in combination with fou8ri) it denotes the goddess's frenetic searching; cf. 1319 

6poµaiov. H. had urged herself to flee from M. (5,~3) ws 6po1Jaia TTWAOS (sec n. ad 

Joe). 
fo,i8ri: 3rd sg. aor. pass. of aeuoµo1 (1133n.), '{she) rushed'; cf. Hom. Hymn Dern. 

43-4 (Demeter looking for Persephonc) creua,o 6' c:is T
0 

oloovos hri Tpa4>eptiv TE 1eai 

uyp71v I 1Ja1oµevri. 

1303-5 mark the extent of the Mother's journey, 'through the wooded glades and 

the nowing river waters and the deep-roaring wave of the sea'. 

J3apu~poµov (an adj. unique to Eur. in tragedy) is aJso applied 10 the aulos taken 

up by the goddess when she relents from her anger (1351). 

1306--J 1T68001 'in longing for'(+ gen.): cf. 763, 1395, Hom. Hymn Drm. 201 = 304 

1T68001 1Jtvu8ouoa pa6u~wvo10 8uya,p6s; also Acsch. Ag. 414-15 (on M.'s longing for 

H.) 1T68w1 6' UlTEplTOVTias I 4>croµa 66~EI 661,JWV crvcrooe1v. 

TOS • I .. 1eoupas 'her vanished daughter whose name may not be spoken'. The 

name ofDemctcr's daughter (in Attic prose, Pherrephatta or Phcrrophaua) was spelled 

in many different ways (cf. 175,Jcbb on Sop h. A11t. 894). Perhaps because of its associ

ation with the girl's role as Queen of 1hc Dead, the name was considered ill-omened 

and she was called simply Korc ('the Maiden'): Pl. l'rnt. 404-c-d, Pulleyn (1997) 113-

14. Thus the name itself became one of many appTJTO ('unspeakable things') that 

celebrants of the Elcusinian Mysteries were forbidden to divulge (cf Burkert (1987) 

J06 with n. 109). According to a recent etymology by Rudolf Wachter (2005), Perse

phone's name comes from an Jndo-Europcan root meaning 'sheaf-beater· (in early 
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Greek= 'Pers6phaua'), which would accord well with her agiicultural role in Greek 

myth and ritual. 

1308-9 1<p6Tcv.a .• I, avE~6a 'and the roaring cymbals, raising a piercing din, 

cried out': a su-ik.ing concalenation of sound words, with the fervent striking of the 

instruments expressed in the resolved iambic dimeters. The ho/a/a arc not simply 

'clappers' or 'castanets', but larger cymbal-like percussion instruments (\Vest (1992) 

125 calls them 'cymbal-clappers'), sometimes made of bronze (cf. 1346, Eur. Cycl. 205) 

and ofien connected to u1c worship of Cybele and Dionysus (e.g. Pindar's second 

dithyramb, fr. 7ob.8-11 Machler). The Hom. Hymn lo the 1Hother ef the Gods (14.3-4) 

names the other instruments characteristic of her worship (~• 1<poTOAc.JV T\JlTOVc.JV T
1 

la:xii avv TE ~p61,1oc; miAwv I Eua6EV) whose aetiology is narrated here (1346-52). 

1310-11 8npwv. I .. mnlvas 'when the goddess yoked her chariot 10 a team of 

wild beasts'. Though identified as Demeter (1343), 1hc goddess's composite identity is 
clear, for besides her association with ecstatic music and Anatolia (cf. 1324 'l6mav) it 

is Cybele who is carried on a lion-drawn chariot. The Chorus of Sophocles' Philorl,lts, 

for example, invoke Cybele-Rhea-Earth (another striking instance of syncretism) as 

1,1rn<aipa Tavpo1<T6vwv I AEOVTc.JV Eq>E6pe (400-1), and in archaic and classical Greek 

iconography Cybele is frequently depicted with bo1 h IJ•mJ,ana (cf. 134 7) and lions (U. \JC 

s.v. Kybclc, esp. 29-39, 81-gB). 
acnlvas: acniVT'l (attested only in the pl.) is a rare word (found only here in tragedy). 

ls usage suggests a vehicle used primarily by women: c( Sappho fr. 44.13-15 V 
•he Trojan women travel on aa-riva1c; ... evrp6xo1c; to the wedding of Hector and 

Andromache), Anacrcon fr. 388.10-12 PMG(mockin~ a man who rides around with 

gold earrings and a woman's parasol). The latter passage may also reflect a residual 

connection \\~lh the cast (albeit negatively charged as 'oriental' luxury; for the putati\'C 

eastern origins of the word aa.ivn, c(Janko (1982) 169-70). This would be appropriate 

to Cybele, but Athena herself is presented in the early (probably seventh-century) Hom. 

f-l_)'mll lo Aphrodite as teaching joiners to build aa-rivac; TE 1<ai op1,1a-ra no11<iAa xaAKWI 

(13), suggesting that such carriages (like Cybele herscl~ had become a familiar clcmenc 

of Greek life. 

1312-14b The text printed here is ~faas's persuasive rearrangement of L·s IJETCX 

Koupcxv 6' ae?-.11.6no6ES, with lacunae marked after 1<oupav and µna 6' (restoring 

rcsponsion with 1331-2). On this reconstruction TOV . I .. Koupav ('her daughter, 

snatched away from the maidens' circling choruses') still lacks a governing verb (as 

docs the next clause referring to Artemis and Athena: c( 1314b-16n.), but the general 

sense of the missing phrase ('searched for', 'called after' uel sim.) is clear from the 

context. Kovacs (Loeb) suggests e.g. wp1,1a ac.:,aoµeva. 

KUKA{c.uv I xopwv •.. nap8Evlwv: in Hom. H.J•mn Dem. Perscphonc is dancing with 

the daughters of Ocean (as well as picking flowers: 244-gn.) when she is abducted by 

Hades (c( also Hom. /-f_)'lnn AJJ/,r. 117-20, where Aphrodite in disguise recalls how she 

was abducted ~K xopou by Hermes as she danced with a group of women). Here the 

motif is underlined by the Chorus' own dancing, which evokes the original xop6c; of 

Pcrsephone and her fiiends (the Chorus themselves have become companions of the 
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abducted H.: e.g. 255,330). This is the first of several sclf•refercn1ial aJlusions to choraJ 

song and dance which connect the performance of 1he Chorus in the orkl,istro to that 

of other choruses elsewhere (not infringing, but enhancing, the Chorus' identity as 

characters within the drama): cf. 1345, 1454-5, 1468nn. The allusion to Pcrscphonc 

tl1c abducted pnrllttnos triggers once again the paradigm of H. as a quasi-panhcnaic 

figure. The identification is partial, not complete (on a 'logical' Jcvcl, H. is a mature 

and manicd woman longing to return to her husband), but the mythical overlap 

ere.ired throughout the play between H. and Pcrsephone is enough for the symboJic 

p.irallcl to work (cf 244-9n.); one might compare the way that Penelope (a prototype 

for Eur.'s new H.: Introd. p. 27) is likened to a pnrlltenos in the Od_psey, with all the 

symbols of a wedding contest that come at the end of the poem. For the underlying 

nnodos pattern and its relevance to Helen, sec 134911. 

1314b-18 The efforts of Artemis and Athena to prevent Persephonc's abduction 

arc first allcstcd here, but may well have been known to the poet of the Homeric 

Hymn, who has the goddesses present at the Aowcr-picking (Hom. Hym11 Dnn. 424). 

In the Hymn, Perscphone attempts to resist but her cries arc no1 heard by Zeus, who 

sits apart from the other gods, having approved his daughter's marriage 10 his brother 

Hades (27-30, 77-80). Here, by contrast, the goddesses themselves give chase but 

arc prevented by Zeus from rescuing Pcrsephonc - significantly H., like Persephonc, 

is abducted with Zeus's consent (cf. 36-4311.). The sto1y is told allusively: the god

desses advance to battle, but Zeus 'brought to pass a different fate'. The encounter 

is presented in greater detail in Claudian's unfinished epic (wri11en in 1hc early fifth 

century AD), De rnplu Proserpi11ae 2.204-32, where Zeus hurls a thunderbolt and forces 

the goddesses 10 retreat, allowing Hades to ride off with Persephone in his chariot. 

1314b-16 The goddesses lack a verb (of movement) and Maas's i')1~av (aor. of 

aiooc.u) supplies it (i'i1oav may also be worth considering, though the swiftness of 

n•~av bcuer suits OEAAcmo6es). 

aEAA6TTo6ES ('storm-footed') is used of the messenger Iris(//. 8. 409 = 24.77, 159) 

and of horses (J-/0111. /-fym,111/Jhr. 2171 Pind.Nem. 1.6); this is its sole use in extant tragedy. 

Cf. /Jna/1. 873-4, where a fawn is described: 1,.16xB01s 6' wKV6p61,.101s aEAjM.xs 8pw1crtc:r,1 

TTE6iov I TTapaTTOTaµ,ov. 

1315-16 T6~01s ... I iyxE• pick out the weapons (bow and spear) with which each 

goddess intends 10 oppose Hades. Like TTOVOTTAOS, r opywms ('the Ficrcc-cyecl One') 

stresses Athena's prowess as a warrior goddess (cf. Soph. ,y·. 450 ,; 616s yopywms 

a6aµCITOS 8ea). 
1317-18 To restore rcsponsion with 1336, a verse of the shape -x-x-...,...,- is 

needed, which will also specify the subject of i1<paivev and supply a noun to .igrec 

with oupaviwv. The 1cx1 printed here combines the suggestions ofL. Dindorfand Dig

glc (sec the app. crit.). Wilamowi1z (1921) '215 proposed Zrus 6 TTOVTapxas ~6pcrvwv; 

both epithets arc appropriate (cf. Soph. oc 1085-G lw eewv TTOVTOP)(E TTaVTjorr-Ta 

ZEu), but Diggle's TTavTOTTTf'lS ('all-seeing') be11c1· fits 1he context, as Zeus Jooks 

down from the heavens and 'sees clearly' (auya~wv; cf. Dodds on Bncd,. 596--9) 

the goddesses' pursuit of Pcrscphonc, which he promptly ends. Zeus's panoramic 
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vision (implying his superior knowledge) is traditional: cf. e.g. Acsch. Supp. 139 ncrr71p 

o lTOVTOTT'TOS, 

aAAav 1,1oiptn1 EKpaivEV: as he will do for H. herself; c( 1669 ZEUS yapw6E ~OUAETOI. 

1319--37Firslnnlistrophe. In contrast 10 the frantic movement and vivid landscapes of 

the opening strophe the anListrophc portrays immobility and barrenness. Collapsing 

in grief for her daughter, the l\fothcr makes the earth infertile. As humans and animals 

stan•c, tJ1e gods receive no sacrificial offerings. The suffering of gods as weU as humans 

illusrratcs the power of the Mother's anger, preparing for the Chorus' criticism of H. 

in the final s1anza. 

13 1g--20 6po1,1aiov . j •• n6vov 'When the Mother ended her swift, far-wandering 

toil'. The introductory clause echoes the opening of the first stanza, re-emphasizing 

the goddess's frantic search: 1301-18, 1303-5nn. Murray's restoration of acc. 6poµaTov 

KTA. seems necessary, since intransitive nauw is unparalleled: cf. Bers (1984) 110. 

1321-2 µa-rruoua·. I .. 6oA{ous 'frenzicdJy tracking her daughter's treacherous 

abduction'. 

arr6uous: though the adj. ('desperate, mad') is not found elsewhere, ii well expresses 

the Mother's panic and increasing hopelessness. aci,avous ('unseen, vanished'; c( 126, 

207) may also be worth considering: it is used euphemistically of Persephone (cf. 
1306-7n.) at Soph. OC 1556-7 el 8iµ1s fo,i µ01 TW 04>ovfi 8eov I ... ArTais aEl3i~e1v. 

apnayas 'abduction' or 'abductor': 50-m. 

1323-4 x1ovo8piµµovas . I •. a,comas 'she reached the snow-clad crags of the 

Nymphs of Ida'. Cybele was known as the 'ldaean Mother' (cf. Or. 1453 '16aia µcrnp 

iJCITEp) after her prominent cult at l\•lt. Ida in the Troad (c( Ap. Rhod. Argon. 1.11281 

Strabo 1.2.38, 10.3.12). As with hen•ehicle (1310-11n.), the goddess's rou1e makes clear 

lhc adap1ation oft.he originaJ myl.h, centred around Eleusis, 10 the syncrc1istic figure 

of Cybelc-Dcmc1cr. 

x1ovo8pe1,11,1ouas: lit. 'snow-nurturing'. A /l(lpax, so too x1ovo,-p6q,ov at Phom. 802 

(describing Mt. Cit.haeron). 

hdpaa': for nepov + acc. meaning 'arrive', sec Barrell on Hipp. 782-3. 

1325~ ~l1TTE1 (historic present: 6--7n.) is intrans. (cf l)d. 166, .Ale. 897), 'and 
hurled herself down'. 

nhp1va .•• n0Auv14>fo 'among t.he rocky thickets deep in snow'. The emphasis 

on the remoteness, harshness, and coldness of the location (n0Auv14>r,s = l,apa:r) is 

expressive of the goddess's grief (1325 tv niv8E1, 1337 niv8e1 TTai6os CIP.a:<ITc.:ll; c( 

188-9, where the Naiad is raped uTTo ... I TThp1va yuaAa). The resolved iambics 

(after the five longs of 1325) underline her headlong collapse. 

1327~7 The famine's impact is similarly described in Hom. HJ1m11 De1n. 305-12. 

1327-8 The missing line (corresponding to 1310 8r,peilv OTE ~uyious) will have 

specified t.he Mother's role in rendering the fields cixAoa ('barren', lit. 'grasslcss'). 

Kannicht suggested TEVXEI, TEUXE, or Ti8r,ai, while Kovacs (Loeb) has proposed E8flKE. 

ou Kap,r{~oua' ap6To1s: the nom. sg. fem. part. Kapni~ouoa refers to the goddess, 

'and (she made) the fields of the earrh barren for mortals ( ... ), making nothing fruitful 
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through tillage': cf. Hom. H_J•m11 Dem. 308-9 'TTOAACI 6e Kaµm.iA' apoTpa µcrrriv f36es 
ElAKOU apaupa1s, I noAAO\I Se Kpi AEUKOV ETWCJIO\I EUlTEOE yairi1. 

1329 Aa&v ••• yeveav: cf. Hom. Hym11Dem.310 Kai vu KE nciµnav oAeaae yevos 
IJEpO'TTW\I av8pw'TTW\I, 

1330-1 nolµva1s •• I-iAIKCAJV 'for the herds she sent forth no fresh pasture ofleafy 
tendrils'. 

oux TEI: cf. Hom. Hymn Dem. 306--7 ov6e TI yaia I anepµ' civle1. 
IAIKCAJv: cf. 180 eA1Kci -r 6:va XA6av, Ar. Frogs 1321 (from the parody of Eur.'s choral 

lyrics) l36Tpuos eA1Ka nauainovov. 

1332-4 indicate the consequences of the animals' deaths for humans and gods 
alike. 

n6Aewv ••• f3los 'and cities were dying out'. 
8e&u 8uola1 'sacrfices for the gods': cf. Hom. Hym11 Dem.311-12 yep6CAJv T

0

Ep11ru6fo 
TIIJfl\l I Kai 0umwv T)IJEpaEV 'OAUIJTTla 6wµaT· EXO\ITCS. 

aci,AeKT01 neAauof 'and no oflcrings were burnt'. neAav6s was a mi....:ture of barley, 
honey, and oil that could be formed into small sacrificial 'cakes' (neAmoi) and burnt 
on altars: cf. e.g. Ht/Jp. 1471 Tro. ro63, /011 707. 

1335, The grieving Mother inflicts drought as well as famine. 
aµnauu •• I . iKl3aAAuv 'she stopped ... from pouring forth'. 
AEuK&u: AEUKOS ('clear', 'limpid') is applied 10 the water of springs (cf. H,r. 573, IA 

1294, and the Homeric AEUKOV 06CAJp, //. 23.282, Od. 5.70.). The contrast here is with 
1he type of water that Homer calls µeAav (because of its depth), i.e. water in wells (cf. 

Od. 4.359). The epithet underlines the fact that rhe goddess has taken away the fresh 
water essential to human and animal life. 

nfv8e1 ••. aA6CJTCAJ1: the phrase is epic (cf. //. 24.105, Od. 1.342, 24.423). aAaa.os 
was traditionally derived from 6 + Aa\.18auoµai and mrnslated as 'unforgeuablc' (cf. 
e.g. L"?J s.v.), but this analysis has been refuted: sec Barrett on f-11/J/J. 877-80, who 
glosses aAaaTa as "'causing or involving grievous hurt",just as the aAacnCAJp is "he 
who causes grievous hurt"'. L's a>.aaTwp would foreground the harm caused by 
the goddess ('an avenger in grief for her daughter'), but the epic niv8os a>.aa.ov 
cflcctivcly restates the severity of the Mother's pain, which has been central 10 the 
narrative so far. 

1338--52 Seco11d strophe. The Mother's grief and anger have disturbed the natural 
order bol.h in heaven and on earth. As in the Hom. 1-1;·11111 Dem. (473-82), Zeus's 
aucmpt to mollify 'Deo' (1343) leads 10 the instirmion of a new cult in her honour, yet 
in keeping with Lhc song's syncrctism of Demeter and Cybele the f-f;·11111's aetiology 
of the Eleusinian Mysteries is here replaced by an aetiology of the ecstatic music and 

worship of Cybele herself (1346-52). 
1338--9a inel •• I . ylvei: the restatement of the comequencrs of the goddess's 

grief marks the transition to the next stage of 1he narrative (compare the start of the 

second stanza: 1319~011.). 
elAa"TTlvas 'feast.s'. 
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1339b-40 µE1AlaaCAlv: conativc pres. part. (Smyth §1878), 'trying to appease'. A 
rare verb, occurring only here in Eur. (if we accept Tyrwhiu's EIAiaac..Jv al JA 1324); an 
Athenian audience might think of Zeus Mcilichios, the honorand of their greatest Zeus 
festival, the Diasia: cf. Thuc. 1.126.6. As f]\.V note on Acsch. Supp. 1029, 'µE1AiaaE1v 
and its nominal derivatives arc most frequently used of propitiator,' libations to the 
dead or the potentially hostile powers below'; here it is Zeus himself who seeks to 
placate the l\1lothcr's destructive anger at the disappearance of her own daughter to 
the world belmv. 

OTIJYlous I ... 6pyas: contrast A/,d. 195-200, where the Nurse laments that no 
one has discovered how to end the CTTVyious Al.mas of mortals through music. 

1341-5 In the Hom. Hymn Dt:111. (325-30) Zeus sends all the gods in turn to propitiate 
Demeter with gifcs, but she gives up her anger only when reunited with her dau_ghtcr. 
Here Zeus's instructions to the Charites, Muses, and (as 1346-9 reveal) Aphrodite 
rely upon tJ1e consolatory powers of music (1344n.), and ah hough the narrati\'C stops 
short of mentioning t.he reunion, the goddess's laughter and her acceptance of the 
aulos (1349-52) prefigure the success of Zeus's plan. 

Xap1TES I, .. Mouaai: in HesiodthcCharitcs('Graccs')dwcll beside the Muses on 
Olympus, an expression of their common interests in poetry, song, and dance ( Theog. 
64-5; for the l\1Iuses' wider range of cultural roles, sec Murray (2004), ar~1ing that 
(389) 'they change with the changing forms of human creativity'). The- goddesses arc 
frequently associated with one another, e.g. Sappho fr. 128 V 6EVTE vvv a~pa1 XaptTES 
.aAAi1<oµoi TE Moiaar, Eur. Her. 673-5 ou nauaoµa1 TOS Xapnas I Tais Mouoaicr1v 

mJYKaTa'-ml yvus, i,6iCTTav cru~uyiav. The Charitcs were also connected 10 cults of 
Dionysus in several cities (cf. Dodds on Baal,.414), making their participation here in 
ecstatic Dionysiac dancing (1364-5) all the more appropriacc. 

1341-2 BetTE ... I ln: the repeated impcrnth·cs milrk the urgency of Zeus's 
command. Short passages of direct speech arc often included in lyrics, borh solo and 
choral: cf. 1459-64. Kranz (1933) 259 mentions the main examples, but his discussion 
of the technique is marred by prejudice against late Euripidean style. 

1342-3 ,npl 1Tap8iVCAll I ... 8uµc..l0aµh1av: cf. Hom. f(J•mn Dnn. 77 axvuµEVflV 
lTEpi nai6i Tavua«pupC•ll. 

tu1w = Demeter: cf. Richardson on Hom. f/_J'mll Drm. 47 n6TVta ~flW. 
1344 Aunav i~eAm' : the idea that music can alleviate grief was traditional: 

cf. esp. Hes. Tlieog. 98-103. The combination here of choral song and dance with 
ecstatic cries of ci>.aAai (cf. 1352 cv.aAayµw1) embodies the syncretism of Elcusinian 
music with that of Cybele. For the ecstatic and cathartic functions of music and 
dance in mystery cults, sec Burkert (1987) 113, Hardie (2004) 18. As a musical 
performance, tragedy itself may be said to provide emotional catharsis (as well as 
entertainment) through the aesthetically ordered depiction of violence, death, and 
mourning. 

1345 uµvo1a1 xopwv: the palliative dfcct of the ivluscs' d,orein has its dramatic 
(and mortal) equivalent (1312-14b1 14j4-5nn.) in the Chorus' well-intentioned advice 
to H. in the final stanza (1353ff.). 
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1346-52 The music of Dionysiac and other ecstatic cults features prominently in 

Eur. (sec Barker (1984) 73-8), especially in the Bnccluzt, where the Chorus of Asian 

Bacchants relate the invention of the tym/Jnnon by the Corybants, the companions of 

Mother Rhea (123-9). Though different in its details, the musical aetiology ofkred 

here resembles that of the Bnccllne in its focus on the origins of the cuh itself, as the 

instruments' first use marks the beginning of Demeter-Cybele's worship through 

orgiastic music (c[ 1348 TOTE rrpwTa). The Mother's delight in the music of cymbals, 

IJ•mpn11n, and nuloi is central to the short Homeric Hymn in her honour: 1308-9n. The 

goddess's itinerant devotees, the mtlrngyrlni ('begging priests of the ivlo1hcr'), played 

and danced to these instrnmcnts, achieving a state of frenzied divine possession. For 

Eur.'s particular interest in music and musical innovation, sec lmrod. p. 41. 

1346 xaA1eou •.• cni6av x8ovfav ('the rumbling (lit. "earthy") voice of bronze') 

refers to the cymbals characteristic of Cybele's cult ( 1308-911.). Hardie (2004) 17 sees 

here a reference to the bronze gong (tixeiov) that was struck by the priest of Kore at 

Eleusis. Yet even ifwc could be sure that Apollodorus, who mentions the tixeiov (FGrfl 

244F110), is describing a practice that elates back 10 the fifth centur,~ the presence of 

oriemal clrnms and pipes suggests that the audience would think more readily of the 

bronze cymbals of Cybele. 

1347 TVTTava ••• pupaoTevii 'the drums of stretched hide': cf. Bnccli. 124 

~upa6Tovov KVKAc.vµa T66e. For the corruption of TUTTava to TVµnava, sec Dig

gle (1994) 458. The drum is ;m integral part of the classical iconography of Cybele 

(1310-1 rn.). The Nvmn lo lltt 1\'1011,er ef 1/,e Gods found inscribed in the sanctuary of 

Ai.clcpius at Epidaurus (dated lo the fourth or third century nc: Maas (1933) r.p-
7, \-Vest (1970) 213-15, Furley and Hremer (2001) 1.214-24, 2. 167-75) presents Zeus 

responding 10 the Mother's grief and isolation by striking the earth with thunderbohs 

and threatening to take away her drums (11-14). Undaunted, the goddess demands 

dominion over much oft he world (half of the heaven, earth, and sea). 

1348 K<XAAfoTa: the adj. is especially appropriate to Aphrodite (but not confined 

to her: cf. Ba rrcll on f-li/J/J. 61, 1 ). 

T6Te ,rp&Ta 'then for the first time' (or alternatively 'then ... the first (!)·111pn11n)'): 
the phrase emphasizes the moment of invention and hence the origins of Cybele's 

distinctive music. 

1349 yeAaaev St 8eo: in the Hom. /-(J•nm Dem. (202-5) the goddess's laughter at 

the jesting of lambe initiates a 1ransi1ion from isolated grief. as she takes the baby 

Dcmophoon into her care. A similar narrative patlern operates here as the goddess, 

delighting in the new instruments, relinquishes her grief and anger, which in turn 

foreshadows the end of the famine and the restoration of the natural order. (The 

sequence of events thus diflcrs from the Homeric Hymn, where the famine comes after 

the laughter and is only ended by the return of the goddess's daughter.) The goddess's 

reconciliation marks the turning-point in the play's pervasive n11odospattern (244-9n.), 

thus linking Persephone's abduction and return from Hades to H. 's abduction and 

return from Egypt: c[ Segal (1971) 569~73, Wolff (1973) 63-.~. Foley (irno1) 306-7. 

Moreover, H. 's n11odos, like that of Persephonc, marks her transition from the status of 

l 
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a /Jartltrnos 10 that of a gy11e (for parthenaic motifs in the play, cf aJso Zweig (1999b) 

162-4, Foley (2001) 325-7); in other words, the myth of Persephonc's return told by the 

Chorus looks fon\'ard to H.'s reunited marriage with M., after her period of enforced 

/Jartlmios-lik.c seclusion from the scxuaJ predations ofThcoc. (63, 184-901111.); c( Zweig 

(1999b) 168, 1355-711. 
1351-2 ~apu~po1JOv avA6v: Kannicht (ad Joe.) and Barker (1984) 76 n. 95 sec in 

the epithet 'resounding' a reference to the so-called 'Phrygian' aulos, one of whose 

pair of pipes 'was a horn-pipe, having a cow-horn attached to the end of the pipe and 

curving upwards from it' (\·Vest (1992) 91), giving it a deeper pitch than Greek auloi. The 

Chorus of the Baa/,nedepict the Corybants mingling the sound of the newly invented 

!)·111/Ja11011 with a6u~6a1 <llpuyiwv I avAwv TrVEUIJaTI (127-8). The related syncretism of 

the Bacchaescene and the oriental origins of Cybele hcrsclf(1323-4n.) may favour the 

specific identification with the 'Phrygian' auloi, but conventional auloi could be 'deep

sounding' in their lowest notes (cf. Ar. Clouds 313, where the competing chorus of the 

City Dionysia arc accompanied by the 1.1ouaa l3apul3pouos auAwv). They arc also 

described as opy1acrT1K6v in and of themselves (Arist. Pol. 134 ia21 ); hence Aristotle ·s 

recommendation that auloi should not be used 10 teach children music in schools: c[ 

Ford (2004) 325-6. 

TEp~8Eia' 6AaAay1.1fu1 'delighted (fem. sg. aor. pass. pan. of TEpnw + dat.) hy its 

sound'. aAaAay1.16s describes the sound of Bacchic !)•mpa11a at Eur. C)d. 65. 

1353-68 Second anli.sfro/Jhe. In the concluding stanza the Mo1hcr's anger is finally 

''>nnectcd 10 the dramatic situation of which the Chorus arc part. Apostrophizing H. 

p356 w nai), the Chorus allege that the goddess is enraged by Ii. ·s failure to honour 

her rites. 

1353-4 Given the Chorus' emphasis on 1hc Mother's disrespected rites (1356-

68), it seems preferable, if possible, not to abolish the idea of sacrillcc containrd in 

rnupwoas. I therefore adopt, among other changes, Hermann's nupwaas, which 

helps restore the metre. L's text twv OU 8e1.11s ou8' 601a I emipwaas lv 8aAOIJOISt has 

been endlessly emended, producing a diverse range of openings for the final stanza 

(for a sample, c[ Ah (1963) 188-90, Pearson's Appendix p. 204). 

1353 wv ••• nupwaas 'you burned(= hrupwaas) what it is not right or holy 

for you (to burn)'. The charge of improper sacrillce is intended to establish H.'s guilt: 

r355-7n. 
8i1.11s ••• oala: the insistence upon 'divine law' underlines H.'s apparent impiety. 

1354 tv <yas> 8aAa1.1ais 'in her cavcrn(s) beneath the earth': Eur. uses the word 

8CIAOIJTl of a variety of subterranean spaces: e.g. Supp. 980 (Capancus' grave), Phom. 931 

(the lair where the Theban dragon was born). The present passage exploits the word's 

status as 'a vox propria for a sacred cave' (Dodds on Bacch. 120 8aAOIJEUIJa KovptiTwv): 

c[ Ion 393-4, where the oracular cave ofTrophonius is called TCIS Tpocpwviou I ... 
8aAa1.1as. The goddess's secluded shrine is a far more plausible location for the sacrifice 

than H. 'sown chamber (the standard interpretation ofev 8aAa1.101s). 

1355-; ff the interpretation of 1353-4 offered here is correct, the Chorus' expla

nation oft he Mother's anger is based upon the idea of improper sacrifice. This may be 
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seen as a variation upon the (more common) accusation of neglected sacrifice, which 

is frequent.Jy cited as a cause of divine anger: e.g. JI. 1.65, 9.533-42; c( also Soph. 

Aj. 172-81 1 Eur. Hipp. 145-7. The disruption of sacrifice is a plausible basis for divine 

resentment because the noLion of reciprocity between humans and gods is f undamen

tal 10 Greek religion. Here t..he Chorus point to the goddess's anger at her abused rites 

and go on to remind H. of the great power that lies in the worship of Dionysus and the 

Mothcr(1358-65). The typical nature of the allcgaLion might suggest that the Chorus 

arc merely speculating in an cnon to make sense of H.'s sullcring, as at 1137-50. Yet 

this leaves the central problem of the ode completely unexplained; namely, why the 

Chorns suddenly introduce the Great Mother (rather than Hera or Aphrodite, for 

example) as the goddess who is ang1)' with H. 

However, ifwc think of H. more in/ig11ralive1han in literal terms, we can sec that the 

Chorus' charge makes sense, as docs their choice of Mother/Demeter as the goddess 

who is allcgccUy punishing H., since it is motivated by Dcmctcr's connection, via the 

anodo.s paucrn, to H .'s renewal of her normal status as a sexually mature gyneback in 

Greece. For in her role as an allegorical parthcnaic figure (1312-146, 134gnn.), H. is 
behaving in a typically transitional-parthenaic way by rejecting marriage, as symbol

ized here by her failure to participate in the rites of Mother/Demeter (qua goddess of 

fertility and sexuality). Of course, on the literal level, in terms of her actual beha\.iour 

in the play, where she rejects marriage to Thcoc., H. docs 1101 merit criticism. However, 

in wider cultural terms such behaviour on the part of pnrlltt'lloi is sociaJly disrupri,·e 

and is accordingly criticized in su1viving parthenaia; for a detailed claboralion of this 

argument, sec Swift (forthcoming). Thus, from the universalizing pcrspccti\'e of the 

Chorus, H. is being presented as the archetypal par!ltmoJ, who must come 10 realize the 

necessity of reconciling herself to marriage (for H. as the chorus-leader of pnrl/1moi in 

Spartan transition rituals, sec 1465-711.). Fortunately, everyone (except Thcoc.) agrees 

that H. should not marry Thcoc., and a way is eventually found whereby H. is able 

instead to find a marriage she can enter into joyfully, thus fulfilling her figurative 

transition 10 maturity, i.e. by resuming her 'normal' life as a married woman back in 

Sparta; cf. 722-5, 1431-5, 1663-5nn. 
1355 ixers: the present tense is appropriate (c( foxes Hermann, ETxes i\fosgravc, 

e~w; Bothe) since the Chorus arc concerned with (as they sec it) the current impact 

of the goddess's anger upon H. 

135fi--? w nai is normally used (like w TE1<vov) when the addressee is younger than 

the speaker (cf. Kovacs (1994b) 1631 Hutchinson on Acsch. Sept. 686). Here. however, 

rather than implying that the Chorus arc older than H. (c( 193 'D,Aavi6es 1<6pa1), 

the vocative ('my child') marks the Chorus' authoritative tone as they criticize H. 's 

apparent misconduct, and underlines 1-1. 's Jmrllte11os-likc status, as a girl (kore), like the 

Chorus themselves (cf. 1364-5n.). 
0ualas refers principally to honouring the goddess through sacrifice (d e.g. Hom. 

1-I_J,mn Dem. 367-9 for the punishment that comes to those who fail 10 make proper 

oncrings). The disruption of sacrifice was a sign of crisis in the narrative section of 

the stasimon as well: cf. 1333-4. However, the word also prcpar·cs for 1358-65, ,,.hich 
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depict the goddess's 8uaia1 in the broader sense of 'rites' or 'ceremonies' and, by 

implication, H .'s neglect of them. 

ou aE~l~ouaa: thus H. is allegedly repeating the mistake of her father Tyndareos 

(171 472,494, 568, etc.), who is said to have been punished when he forgot to sacrifice 

10 Aphrodite (48n.). 

135 8~5 assert and enhance the power of the Mother's cult through syncretism 

wi1h 1hc ecstatic opy1a of Dionysus. (At Baah. 120-34 a similar process of assimilation 

enables the music of Mother Rhea to be incorporated in the cult of Dionysus: sec Syn

aetism, p. 295; 1346-52n.) The passage corresponds (thematically as well as metrically) 

with 1342-49, where the origins of the goddess's rites and music were described. 

1358-9 µfya: adv. acc., cf. Acsch. Eum. 950 µeya yap 6uvcna1 lTOTVi 'Ep1vus. 

Tot: apostrophizing H. ('mark you'): GP 538. 

6uvcrra1. I .. CTToAl6Es: the sg. form of the verb (required by the metre) is followed 

by a plural noun, an instance of the figure known to ancient scholars as the srhema 
Pi11dnrict1111. It is most common with fo,i or ~v followed by a plural subj. (Soph. Trarh. 

520, Eur. Htc. 1000-2, /011 1146; cf. \Vest on Hcs. Theo~. 321). Other verbs arc aJso 

found, but the construction is relatively rare in tragedy (cf. Acsch. Pers. 49, Supp. 714-

15, Eur. Photn. 349, Bacck 1350). The sg. form is innucnccd here by the listing of sc,·cral 

attributes of the Mother's cult (aToAl6Es K1aaou TE ... XA6a ... p6µ~ou e· ... Evocr1s 

etc. - the level of parataxis is striking) in which 'a collection of subjects arc mentally 

Jnificd' (Dodds on Bacch. 1350). 

ve~pc";w I ... <TTOAl6es '(great is 1hc power o0 the dappled fawnskin robes': the 
11aractcristic costume of Bacchants (e.g. Bncclt. 24 ve~pl6' e~a'YaS xpo6s). The skins of 

various animaJs were thought to transmi1 the slain animal's vitality (µeya TOI 6uvcrrm) 

to the human wearer; cf. Burkert (1983) 166-7. 

136~1 Ktoaou .. I • IEpous 'and the greenery of ivy that crowns the holy thyrsus'. 

The twining of ivy leaves turned the vap811~ (fennel stalk) into a 8upoos, the symbol 

par excelleuu of raw Dionysiac energy (and potential violence): cf. Dodds on Bnah. 
113-14 aµci,i 6E vap811Kas u~plCTTCIS l 601ouo8'. 

1362"""3 p6µ~ou . I .. al8Epla 'the circular curl in~ shake of the hull-roarer high 

in the air'. The rhomhos 'consists of a shaped piece of wood whirled round on Lhc end 

of a string to produce a demonic roaring noise ... it was used in some mystery cults, 

especially those of Dionysus and Cybele' (\-Vest (1992) 122). 

1364-5 ~a1exEuouaa ... e8E1pa Bpoµljc.:i, 'the hair streaming out for Bromios'. 

Such movements arc characteristic of ecstatic cults (the Chorus of Bacchat present 

Dionysus himself (150) Tpuc;,ep6v <TE> lTAOKaµov EIS al8epa pilTTwv). Dodds (1951) 

273-4 discusses the gesture's representation in ancient art and literature, together with 

its capacity to induce (religious) hys1eria in several modern cultures. Like Dionysus, 

the Mother of the Gods also combined a wild, exotic mythical identity and ecstatic 

rites wiLh a respectable function in polis life, and her temple doubled as Lhc state 

archive. As Parker (2005) 134 observes, 'Much about the informal cult of 1\·lothcr ... 

was regularly criticized - its begging priests, its tambourines - but the continuing 

existence of the cult, which was very popular, seems not to have been questioned.' 
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f301(xeuouaa: the part. ('act like a Bacchant') personifies e8e1pa. 

Bpoµlc.:,1 could also be causal dat. (= 'inspired by Bromios'}, but this is aJready 

implied by ~axxeuouoa. 8p6µ1os ('Roarer'} is a frequent title of Dionysus; the god is 

the ideaJ complement to Cybele's Kp6-raAa J3p6µ1a (1308). H. and Dionysus had been 

connected in Cratinus' comedy Diollysnlexandros, produced c. 430 ec (K-A frs. 39-51), 

where Dionysus usurped the role of Paris and abducted H. from Sparta. Here, by 
contrast, the 'new' H. is faulted for her failure to participate in the god's worship; cf 

i355-7n. 
Kai ,rawuxl6es 8ea:s 'and the goddess's all-night festivals': a pann_)'this was an inte

gral clement of many festivals: c( Tro. 1071-3 (addressed by the Trojan women to 
Zeus) 4>pou6ai OOI 0uoiai xopwv T' I EV4'T')1JOI KEAa601 KOT' optplvav TE TTavvuxi6es 

0ewv. Herodotus (4. 76) describes a night-festival of the Mother of the Gods at Cyz
icus (in the southern Propontis), while the festival of the Thracian goddess Bendis, 

newly established in Athens, involved an impressive pa1111J·d1is (fiv ci~1ov 8ea:aao6ai, 

Adcimamus says to Socrates: Pl. Rep. 328a7). The Mat.her of the Goru was honoured 

in public cult at Agrai in Attica, and although no 'all-nighters' for her arc attested 

as part of any slate fcstivaJ, it is possible that these were celebrated privately by less 

formal cult associations. In any case, the Chorus envisage such devouons for the god

dess here, and fault H. 's absence from them. Moreover, this criticism comes from a 

group of J'Ou11g wo111t11 (193 'El\Aavi6ES Kopa1; cf. 1356-7n.), underlining H. 's neglect 

of parihenaic ritual (Jmrlh111oi 100k part in pn111!J'd1id,.s al several Athenian festiva.Js, 

including the Mysteries, Panathenaea, Tauropolia, and Brauronia; c( Parker (2005) 

166). 

136f>-7 L's ICXt feu Se v1v aµao1v I VTTEpJ3aAE OEACX\lat is corrupl (if we keep OEA0\10, 

&rrepJ3aAe is unmclrical, rhc whole passage nonsensical: 'Lhc moon surpassed her 

well by day') and has not been convincingly repaired by any suggested emendations. 

OEAava is very likely 10 he genuine, however, referring back to the time of the goddess's 

all-night riles (1365). The question then becomes what the moon is likely lo have been 

doing while H. gloried in her beauty (1368). The plural oµao1v ("by day'; Doric for 

,;µaoa, from 11µap) is suspicious and can in any case hardly be combined with au.o:va. 
If we therefore adopt Heath's apµaaiv (of rhe moon's chariot), keeping L's v,repf3aAE 

in mind, it is tempting to read Schcnkl's urrep8e, with 1hc verb understood (~v or ei11: 

for EUTE + opt., with impcrf: in the apodosis (cf. f')lfXEIS), meaning 'whenever', sec LSJ 

s.v. EUTE r 3): 'bur when (or whenever) the moon was in her chariot above (euTE 6' ev 

apµamv I u,rep8e aEAOlla), you gloried in your beauty a.lone.' 

aEAava: since the calendars of all Greek poleis were essentially lunar, each month 

started with the new moon (vouµf')vla) and progressed through the full moon to the 

moon's vanishing (cf. Burkert (1985) 225-7). Some fesrivaJs coincided with rhc full 

moon (cf. Eur. Ale. 450-1 on the Spartan Carnca, oe1poµevas I ,rawvxou ov.avas), 

which was also a particularly suitable time for a pn111l)°Cltis. 
1368 µop4>a1: as with the Chorus' criticism of H. for neglecting 1he Mother's rites, 

their final charge, 'you gloried in your beauty alone', is best understood figurati\·ely 

(sec 1355-711.). for in the course of the play H. has complained repeatedly about her 
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beauty and the suncring it has caused (27, 236-7, 261-5, 303-5, 375-85; c( Voclke 

(1996))1 so the Chorus' claim makes no sense on a literal level. However, to rely on, 

or show pride in, their beauty was thought characteristic of /Jarllreno; (cf. Aleman fr. 
1.50---91 64-77 P,\1GF). Thus H.'s alleged misconduct makes sense figuratively as part 

of the parthenaic motifs surrounding her (1349n.) 1 while the Chorus' vision of a vain 

H., while not literally true of her character in the play, is rendered more credible by 

the vanity often ascribed to H. in more traditional versions of her myth (lmrod. §3). 

11VXEIS: for the sense 'glory in', cf. Ba1Tcll on Hipp. 952 fi611 vvv avxE1 '\-\'hen it is 

used absolutely or ,,~t..h dat., "feel confident (in)" naturally moves over to "plume or 

pride oneself (on)".' 

1369-1450 FOURTH EPISODE 

By staging a second confrontation with Thcoc., Eur. prolongs the suspense of the 

escape (the IT, by contrast, has a single dcccp1ion scene (1153-1233)). Thcor. su.[tgC~l..S 

once more tha1 H. stay behind and let others perform the burial (1392-8; cf. 1274-8), 

prompting H. to further ingenuity in order to ensure her participation. ~I. remains 

silent until after Theoc.'s departure, thus focusing our attention on H.'s cleverness 

and her ability to manipulate Thcoc. The final preparations for the 'buriaJ' arc made 

'1 a second passage of deception s1ichomy1hia (1412--28; rf. 1195-1277), cnli,·cning the 

ction and providing more irony and humour (e.g. 1418, 1420, 1424, 1426) as the plan 

pproaches its climax. Following Thcoc.'s return to the palace, the short scene ends 

uh a prayer from M. (1441-50) as he and H. lead the 'funeral' procession towards 

the shore. 

1369-89 H. enters from the palace and informs the Chorus of the plan's surressful 

progress so far (as with all stasima, the Chorus' preceding song is taken 10 co\'cr 

whatever span of time is required by the action of the play). Thconoc has concealed 

M.'s presence from Thcoc., while .M. himself has managed to gain control of the 

armour intended as a burial ofkring. /\s Thcoc. and .M. come out of the palace, H. 
appeals 10 the Chorus not 10 divulge their plan. 

137~3 Having promised 10 'stand out of the way and be silent' (1023), Thconoe 

has had to lie in response to a direct question, telling Thcoc. that M. is dead (cf. 
I 198-9 1 1226-8). 

avvEKKAhnouaa • I .. IC"'Topou1,.1iv11 'helping to conceal ... when questioned'. For 

Lhc various senses (all involving deceit) of KAETTTEIV and its compounds, sec Denniston 

on El. 364-5 (Orestes to Electra) ,rpos 0ewv, 06' avT)p os ovveKKAhrre1 y6µovs I Tovs 
aous, 'Opfo.,iv OU KcrrmaxuvEIV 8EAwv; 

flAlou I ••• avyos Elaopav 'she said for my sake that he is dead and docs not sec 

the light of the sun.' L's ~v xSovl (1372) is impossible: it cannot mean 'upon the earth' 

(hri x8ovl), nor is ~-1. 'inside the earth' (he supposedly died at sea). Oigglc follows 

Prinz in deleting 1372, but the line (with Hermann's r,Aiou) emphasizes Thconoc's 

courage in defying Thcoc.; cf. also 530-m. 
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lµriv xap1v 'for my sake': the adv. acc. of xap1s takes the gen. (e.g. 1254 TO'VTT'IS 

xap1v) or, as here, a possessive pronoun (LSJ s.v. 1v 1). 

1374 L's text (1<aAA1CTTa 6i;T
0 

avtiprraaev iv nixrp rr601~) is meaningless as it 

stands, but insofar as it seems to conceal a garbled comment by H. in praise of her 

husband's conduct, \1\1ccklcin's suggestion restores cxccllenr sense with the minimum of 

change. 

KMA1o-ra ••. TUXflV 'my husband seized this chance very skilfully indeed', 

explained in 1375fT (yap). 

,;prraaEv -ruxnv underlines M. 'sown resourcefulness in exploiting 1hc opportunity. 

1375-84 prepare the audience for M. 's radically different appearance when he 

enters dressed in fine clothes and full armour (1390-rn.). For the significance of M.'s 

change of cos1umc, sec 421-4n. 

1375 1<aeriaE1v ••• eµeA;\ev '(the arms which) he was supposed 10 sink' (cf. 12471 

1266). 

1:376 lµ~aAwv .•• xtpa 'putting his noble arm through the shield scrap'. This 

anachronism describes a contemporary hoplite shield, the TT6p7ra~ being the bronze 

arm-band through which the hand passed before gripping a handle at the shield's 

edge {cf. van \i\1ees (2000) 84-5). 

1378 ws ••• 6Ti (+ parl.) arc ironical (GP 230.ii), expressing M.'s alleged mmivc 

for carrying the shield and spear, 'as if he were joining in doing scnricc to the dead 

man'. 

1379 TTpoupyov (adv., = rrpo epyov) 'conveniently (for ba1tlc)'. 

t')a,criaa-rn: 3rd sg. aor. middle of aaKEW, 'he has fiucd himself our' (compare the 

active form in 1383), referring to the armour (helmet, grcavcs, corsclet) worn on i\·I. 's 

body. 

1380-1 ~~ ... I 8tiac.:,v 'meaning to set up trophies over countless barbarians 

with his hand'. An expression of victory, rhe trophies imagined as crecrcd upon M.'s 

return 10 Greece. for the armour's importance in Lhe closing fight, cf. 1606-10. 

1<c.>TTfiPES 'oared': cf. 1413, 1452, 1461, 1534, 1598-1601. 
1382-4 It is appropriate tha1 H. herself should oversee his bathing and clothing, 

since the change is an important stage in the restoration of her marriage (cf. Od. 
23.153-5, where Odysseus is washed and given new clothes before his reunion with 

Penelope). 

vcru4>86pov aToAi;S 'his shipwrecked clothes'. M.'s men have naturally suffered a 

similar fate: cf. 1539-50 (the only otJ1cr use of vau<i,8opas in extant tragedy). 

xp6v1a vhrTpa: acc. in apposition, Iii. 'long-awaited water for washing'. 

TTOTaµlas 6p6aou 'of pure river wa1cr', as opposed to the sea water wirh which 

M. was encrusted after the shipwreck (408-9). 

1385-9 As Thcoe. is heard at the palace door, H. appeals to rhe Chonis to remain 

silent. Such requests arc used in tragedy for a W1ricry of dramatic purposes (sec 

Barrett on Hi/Jp. 7rn-12). Here, as in all other scenes of this kind (with the exception 

of Eur. Jon, where the chorus of Crcusa's maidservants disobey Xu1hus' demand 
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for silence (666-7)) 1 the Chorus arc sympathetic to the figure making the request 

(cf. Aird. 259-68, Hipp. 710-14 1 IT 1056-77) and they do not need to reply to make 

clear t.hcir consent (c( Acsch. Clio. 555 1 581-2 1 Soph. El. 468-71, Eur. El. 272-3, Or. 
1103-4). H.'s appeal to the Chorus is, however, not merely 'perfunctory' (DaJc), since 

it serves to highlight once more the dangers facing the conspirators. H. aJso mentions 

the possibility that the Chorus themselves may be rescued (1388-9), which, although 

a deliberate inducement, suggcst.s her unselfish nature. Unlike the IT, however, where 

Athena forbids Thoas from punishing the chorus and commands him to return them 

to Greece (1431-4, 1467~. 1482-3) 1 there is no mention of the Chorus' release later 

in the play. The focus turns instead to t.hc punishment and salvation of Thconoc (cf. 

1621-411 1647-9, 1656-7 1 1682)1 since it is her promise to remain silent (rather than 

t.hc Chorus' implicit agreement) which has been treated as central to the success of 

t.he escape plan (829, 1017-23). 
1385 a).).iJ ••. yap is used in a number of entrance-announcements (mostly 

Eur.), with a).),6 marking a break-off from what precedes and yap explaining the 

main clause (which may be elliptical): GP 103.4, Bond on Her. 138. 

1386 ixm, 6otcwu: Theoc.'s delusion about his 'marriage' resembles Paris' mis

taken belief that he has the real H.: Kai 6oKEi µ' £XEIV I ... ouK exwv (35-6n.); both 

'11Cn are fooled, Paris by the Ei6c.:>Aov, and Theoc. by H. herself. 

1387 11pocnrhvc.:, µtuE1u 'I beg you to remain (loyal and hold your tongue)". Dig

le print.s a lacuna after 1387 (following Hartung). but Rauchenstein's emendation 

Jits the tense situation, as H. figuratively supplicates (,rpoCTTTiTVw) her fellow Greek 

. .iptivcs. L's 11poCJ1To1ouµE8a is problematic since the zeugma with KpcrTEiv seems 

strained ('we lay claim to you as a weU-wishcr and (bid you?) to hold your ton~c'). 

As DaJe remarks (ad loc.), 'probably t.hc termination of the next line [-µe8al has been 
contagious.' 

1389 aw8EuTES .•. avaawaai: cf. IT 1067-8 (lphigenia to the chorus) ow8Eioa ... 
I awaw a' ES 'E).).66'. 

1390-1 Thcoc. enters from the palace, followed by M. and a group of servants, 

some of whom carry the funeral oITcrings, while others attend the king himself Bain 

(1981) 30--2 has argued that the first group departs immediately towards the shore 

(1390 xwpEiT'), since (p. 30) 'it would be odd ... if the escon were present ... to hear 

1441-50 in which Menclaos speaks with complete candour about his hopes.' However, 

.l\11.'s prayer to Zeus (1441-50) is quite compatible with the scsvants' presence, while 

H. 's references to 'these offerings' (T66E) at 14 m and 1437 suggest that the bier and 

food offerings continue to be visible, along with the armour carried by M. \Vere the 

bull and horse also paraded at this point, or will it have been enough to hear of them 

later (1555ff)? Mules or horses did appear when chariot-borne entries were staged 

(e.g. Eur. Tro. 568-76, El. 998-9), but there is nothing to imply the presence of animals 

here, and dramatic convenience suggest.s that their passage to the shore was left to the 

imagination of the audience (mules or horses yoked to a chariot arc relatively easy to 

control, but an unyoked animaJ, especially a bull, is not). Two more ofTheoc.'s slaves 

arc dispatched at 1417 and 1433; t..hc remainder leave with him at 1440. 
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1390 l4'E~iis ..• ha~Ev: both words ('in file ... ordered') suggest military 

discipline and combine with M. 's appearance in full armour 10 underline his new 

authority. 

1392 'EMvri: Theoc.'s use of H.'s name marks a new level of inrimaey (cf. Dickey 

(1996) 4.6-50, 243 'in tragedy such address (sc. by first name) is rare, for rhc usual 

way of addressing unrelated women is yuvm'), which is reciprocated deceptively by 

H. ('my new husband' (1399), 'my lord' (1428)); cf. 1193n. 

1393-4 TavTa: crasis, To avTa. Yet H. can object (cf. 1403-4) tha1 she can

not perform 'the same service' for her husband if she is absent from his burial 

(127511.). 

1395-, Thcoc.'s fear tha1 H. might drown herself is ironically misplaced; in the 

end she urges .M. and his men to throw the Eg)1>1ian sailors into the sea (1602-4). 

1JE8Eivm: aor. act. inf. of µE8iru . .11, 'to throw': cf. Eur. Supp. 1070 Kai Sr, trapEiTat 

awµa, where Evadne throws herself onto 1hc pyre of her husband Capaneus. 

IKTTElTAf'IYUivriv: perf. pass. par1. of iKTTAflTTc..l, which used 1oge1her with xap1cnv 

has an erotic charge; cf. Hipp. 38-9 KCX1<TTElT'Aflyµtv11 I 1<EvTpo1s epwT05. 

1399-1411 H. responds 10 Thcoe.'s show of concern with an effusive declaration 

of her loyalty 10 him ('O my new husband', 1399), yc11he stress throughou1 her speech 

(delivered in M.'s presence) on 1hc respect she still owes her 'first marriage' (1400 TO 

TTpwTa AiKTpa) makes clear 1hc true nature of her clevmion. 

1399 w Katv6s ... n6ms: 1hc nominative is sometimes used vocativally in tragedy, 

usually with w (cf. Digglc (1994.) 155 n. 3 1 Fracnkcl on Aesch. Ag. 1072, Sehwr2cr 2.64). 

Lee (1986) defends L's 1<Ae1v6s, arJ..ruing thal it simultaneously 0attcrs Theoc. (KAE1v6s 

is a regular 1crm for royally: ef. Denniston on Eur. El. 327) and alludes ro M. 's Trojan 

fame (ef. 105,392,453, 503). However, the con1ras1 between H.'s 'new' and 'former' 

husbands (cf. 1397 Tou trp6a8ev av6p6s, 1400 Ta npwTa AEKTpa) belier suits rhc 

rhetorical context. Confusion between 1he 1wo words is common in L: sec Bond on 

Eur. JltT. 38. 

1402 ~uv8avo11.i av is truer 1han Thcoc. realizes: cf. 835-42. 

1404 ivTaci,ra 'funeral gifts', i.e. typical ofTcrings for 1hc dead a1cre carried by the 

servants) such as libations, flowers, and cakes as well as 1hc armour (carried by NI.): 

sec 1255-7811. 

1405 of ly~ 8iAw is ironically ambiguous, turning an apparent wish for good 

fortune, at least as far as ii concerns Thcoc. (aoi), i1110 a curse. 

1406 avvEKTTOVEi describes 1hc stranger's 'assistance' with the rites (cf. 1378). 

1407 otav XPTJ a' ex11v: i.e. no wife at all. 

1409 T1v· Is TUXf'IV ('to some happy end') is ddibcra1cly vague, allowing Theoc. I<. 

think of his marriage, while the audience can appreciate the reference 10 H. and M.'s 

1mmmcnt escape. 

1412-13 Theoc. commands an a11endant to arrange a ship for 1hc burial: the lan

guage recalls 1267-72 (14.13 ~16wviav ~ 1272 <I>oiv1aaa KWTTf'I, 14.13/1267 KCXpITµwv 

ETTICTTCCTas), where the issue of the ship (but 1101 its commander: ef. 1414-17) was first 

raised. 
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1TEVTT)1<6vTEpou: the trireme had rendered the fifty-oared ship obsolete by the start 

of the Persian Wars (cf. Thuc. 1.14), but the latter's use in epic (e.g. II. 16. 169-70) made 

it an appropriate vessel for the heroes of tragedy. 

I16c,,)ulav: i.e. Phoenician (1451, 15311 1272n.). 

1<apn-µ&v hnCTTcnas: 1267n. 

1414-17 Before Thcoc. 's attendant can leave, H. suggests an additional order for 

the ship's crew. The reason for her insistence on M.'s command soon becomes clear, 

as do the consequences for Thcoc. of his agreement (1549-53). 

mcol.'.mv TouSE '(must) obey this man'. 

1418 KayC.:.,: crasis, 1<ai tyw, with ellipse of 6vaiµr,v, 'and may I too profit from 

what I intend to do!' 

1419 Thcoc. misinterprets H.'s tears as yet more weeping for her dead husband. 

The audience can perceive her joy at securing for M. the crucial role of commander 

(cf. 1411). 

lKT~~T11s: :md sg. aor. subjunc. ofeK"TTJKc,,), 'don't spoil your checks'. 

1420 xap1v is doubly ironic, nm only referring to H .'s •~ratitudc' to Thcoc. (shown 

by her escape from him), but also suggesting the power of her own xcrp1s ('charm') in 

duping him (cf. 1234, 1254nn.). 

1421 Theoc.'s dismissal of the afterlife ('the dead arc nothing'; a rragic topos: cf 
uarkcr (2005) 365) contrasts strongly with Thconoc's view of the mind's enduring 

vwµT'l (rn15-16), while his description of care for the dead as 'wasted eITort' (cf. Tro. 
'.48-50) is at odds with his own concern for his dead father ( 1165-811.). Yet the remark 

.ust be understood in context: Thcoc. is still trying to persuade H. to give up her 

. 1ef and with it her desire 10 perform the burial herself (cf. 1427). 

1422 is particularly dense and ambiguous, but there is no need to obclizc (OCT) 
or delete (so Oak, along with 14.21). In response to Theoc. 's claim that the burial rites 

arc pointless, H. reaffirms the prerogatives of the dead: 'Those of whom I speak ha,·c 

some power both in this world and the next.' \,Vhilc H. speaks of the man who stands 

beside her, Thcoc. thinks of the dead M. (and replies accordingly). 

1423 MEuEAEW: gen. of comparison, 'a husband no worse than I'vl.' 

1424 ov6tv ••• µ.Eµ,r,-6~: emphatic litotes, 'you arc impeccable', i.e. would make 

for an outstanding husband. 

T;;s TVXT)S: Thcoc. 's response shows that he interprets H. 's 'good luck' (needed for 

the escape) in terms of their f uturc as husband and wife. 

1425 iv aol 'in your power' (cf. 996). 

1426 ou vuv is emphatic ('I don't need to be taught now to love my friends'): H.'s 

conduct has been guided rhroughout by her devotion to M. 

616a~6µ.Ea8a: future middles with passive force arc common in tragedy: cf. Bond 

on Her. 582, K-G 1.114-16. 

1427 ~ouAT)I ••• t1<1riµ_4'c,,): l3ouAn1/Ea8E + dclibcrat.ive subjunc. (instead of tJ1c 

subjunc. alone) is colloquial {Stevens (1976) 60-1). For the spelling l3ouAn1 in poetic 

texts, as opposed to L's l30uAe1, the form preferred in prose and comedy, sec Smyth 

§628. 
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1428 H. deflects Thcoc.'s potentially disastrous oficr with a deft appcaJ 10 his 

sense of status; cf. Aesch. Ag. 943 (Clytemnes1ra to Agamemnon) m8oC,· 1<paTEiS 

µevT01 1Tapels y eKwv Eµof. 

fi1<1aTa 'of course not' (Stevens (1976) 14), the opposite of µa}..10Ta (851, 1415). 

IJfl 6ouAEUE aois 6ouA01s: cf. Bacch. 803 (Pcntheus to the Lydian stranger, ,.c. 

Dionysus) TI 6pwvTa; 6ouAEUOVTQ 6ouAElats eµai5; 

1429 Thcoc. finally allows H. to perform chc ritUals herself. 

6.'"A"A.' eTa 'very well, chcn '. The particles regularly mark a transition to an imperative, 

here iTc..:> (1431), which follows after Theoc.'s explanation of his decision (1430 yap ... 

yap). L has Ela (so too LSJ, GP 14, Stevens (1976) 33, etc.), but the rough breathing is 
supported by papyri of Sophocles (Radt on Aesch. fr. 78a. 181 .Mastronarde on Phoen. 

97o). 

neAom6wv: cf. 1242n. 

iw 'I let be', in the sense 'I will no longer worry about'. 

1430-1 Corpses infected the place of death with pollution (cf. Parker (1983) 

38 n. 20). 

6w1JaT
0 

••• iv866e: unknown to Thcoc., M. was prepared co die there (977-85). 

1431-5 A second aucndant (cf. 1417) is ordered to begin preparations for the 

wedding. 

u1rapxo1s refers 10 Thcoc. 's subordinate chieftains (cf. LSJ s.v.). They arc to honour 

him with 'wedding presents' (yaµc..:,v I c.ryaAµaT). 

f3oaa8a1: for the construction (an intransitive verb in the passive: K-G 1.126-7), cf. 

1147 laxfi8ris, Eur. El. 691 OAOAU~ETOI miv 6w1,Ja, IT367 OO:,"A.eha1 OE lTOll l,JEAa8pov. 

µa1<apla1s u1,.1vw16(ms I V1Jivaios: the accumulation of marriage ccrms marks 

Thcoc.'s ironic delusion as well as his eagerness (1231n.), since the l!J•menaioi that 

he calls for to celebrate his wedding arc in fact appropriate to H. and M., whose 

actual marriage will soon be renewed back in Spana; cf 722-5, 1663-5nn. For the 

µa1<ap101J6s, or 'calling blessed', in connection with marriage, cf. [Hes.] fr. 211.7 l\l\V 
(from a wedding song for Pclcus and Thctis) Tpis µa1<ap Aicnd6T) Kai TETpa1<1s 0A'31e 

nfl"A.eo. 

1436-40 Theoc.'s parting instructions to the Greek stranger arc laden ,,~th irony, 

since 1-1. 's 'former husband' (1437) docs indeed intend ro 'hurry her back home' (143B 

rra'"A1v TTpos oi1<ous a1T1:u6). 

TTeAay(ous is 6y1<a"A.as: cf. 1062n. 

Tovs yaµous .•• auv6alaas l1,Jol 'having shared the feast with me at her wed

ding', a strikingly incongruous image, underlining once again the extent of Thcoc.'s 

ignorance. 

aTEA"A.111: 2nd sg. prcs. mid.-pass. subjunc. (of purpose after ws), 'you may set out' 

(cf. 1527 foTOAfl). 
144.1-50 As Thcoe. returns to t11e palace, M. prays for divine aid (c( IT 1230-3, 

where lphigenia prays to Artemis before launching 1he cscapc).Jusl as H. had invoked 

Hera and Aphrodite (also at the end of an episode), 1he two divinities most directly 

linked to her suffering (1093-1106n.), so M. prays first to Zeus in his role as 'farhcr· 
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and 'wise god', implicitly challenging Zeus to live up to these titks (144rn.), then 

admonishes the gods as a whole by reminding them of their past cruelty mwards him 

(1447-50). Dale (1969) 182-4 discusses sevcraJ examples of such 'challenging' prayers 

in late Eur. 

1441 ao~6s: Euripidean characters often question the 'wisdom' of the gods directly 

(cf. 85rn.). l\1l.'s prayer is less openly confrontat.ionaJ, but still powerful, since it implies 

that for Zeus not to aid their escape would be a sign of his lack of'wisdom', understood 

in a moral sense (for the moraJ extension of aoci,6s, and 1hc assimilation of intellec

tual and ethical terms in Greek thought, sec Dover (1974) 119-23). Nevertheless, as 

the tragedies themselves repeatedly show, human expectations of the gods' superior 

'wisdom' can be excessively op1imist.ic (cf. esp. Hipp. 120). 

1443-4 EAKouai •••• au1,14>op6s: a striking metaphor that likens M. and H. 10 

animals dragging a heavy load (their misfonuncs) up a hill. 

irpos AhTas 'to the summit'. 

O'V\la41a1: aor. middle imper. of OV\IOTT1'W (+ da1.), 'help (us as we drag ... )'. J\,J. 
cannily foregrounds their own cffons, a prerequisite of divine assistance (cf. Fraenkcl 

on Acsch. Ag. 811). 

1444 KCI\I cncpa1 8lyfl•S XEpl: the image undclincs the case ,,-ith which Zeus could 

escue them from disaster, 'even if you touch us wi1h the ,·cry tip of your finger'. 

1446 For &1'1~ + gen. and emphaticjig11,a t!)•mologica {µ6x0wv ... lµox0ou1,1n1), cf. 

o99. 
1,t47-8 J\·L recalls liis many prayers that were both 'useless (i.e. unheeded) and 

full of pain' {crxpflo.· ... I Kai Al'.mp). 

d~fla6E: 2nd pl. pcrf. pass. of Ka>itw, 'you have been summoned'. 

TOI 'as you well know': for the particle used in a remonstrating sense, cf. GP 5.~0-1. 

KAUE1v: West {1984) 179 prefers to accentuate as aor. inf. KAuEiv. but the present well 

stresses the continued hearing of 1hc gods (rather than, as with the aor., the simple 

occurrence of the prayer): Smyth §1865. 

1449-50 1,1la\l ••• I 66vTEs: despite his criticism of the gods' past neglect, .M. has 

no choice but 10 pray once again for their help. 

EUTIJXii: the gods do support the escape {cf. esp. 1584-8, 1662-79), but this 

docs nor cancel out the terrible consequences of their disregard for mortals (lntrod. 

§G(d)). 

1 4 5 1 - 1 5 1 1 T H I R D ST A S ll'vl O N 

As H. and M. depart for the shore, accompanied by Thcoc.'s scn 1ants carrying the 

funeral offerings, the Greek women of the Chorus sing of the couple's return home, 

escorted on the voyage by the Dioscuri, whose aid they invoke. 

S/ruc/ure. The Chorus begin by apostrophizing the ship itself, whose passage is 
described in idyllic terms, surrounded by 'dancing' dolphins {1454-5n.) and assisted by 

the goddess Galancia ('CaJm'). The goddess's address to the sailors states the purpose 
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of tJ1eir voyage - to bring H. back to Sparta (1463-4) - and this leads into the anti

strophe's depiction of Sparran life, as the Chorus imagine H .'s renewed participation 

in 1..he city's rituaJs and her reunion with her daughter Hermione. In the second stro

phe the Chorns' wish that they might join the migrating cranes in flight expresses 

their eagerness that the news of M. 's homecoming be brought quicldy to Sp;ma (even 

before his arrival there). The song ends with a prayer to the Dioscuri, who arc invoked 

as 'H.'s saviours' (1500), first in general terms as marine gods (bringing the sailors fair 

winds) and then more specifically as H.'s brothers (removing her evil reputation as an 

adulteress): the requests prepare for, and arc answered by, the Dioseuri's epiphany in 
the closing scene (cf. 1652-5, 1663-5, 167'2, 1684-7). 

Funclio11. The song's emphasis on rapid movement towards Greece (the ship's divinely 

assisted voyage, the flight of birds, the Dioscuri's flying horses) not only evokes the 

escape raking place behind the scenes (soon to be reported by the Messenger), but 

aJso anticipates the success of the recently completed deception: instead of singing 

wedding songs for H. and Theoc. (cf. 1433-5), the Chorus celebrate the restoration of 

H. and ~-1.'s married life in Sparta. The ode aJso extends the play's geographical and 

cultural scope, as H. 's reintegration into Spartan society is envisaged in rirnal terms, 

as she joins the Lcucippides and dances in honour of Hyacinrhus, a scene embracing 

two of the city's most distinctive culls (1465-75). And since H.'s return to communaJ 

life depends on the reinstatement of her good name, the Chorus end their song by 

affirming her innocence and undeserved suffering (1506-11) 1 a central lheme of the 

play (lntrod. p. 64). 

Thus, if we look for continuities and devclopmenr across the play's three stasima 

(reading them as a cycle oflyric reflections on the Trojan War, with H. 's predicament 

as their connecting thread), we can sec a general transition from despair to hope, 

marching the trajectory of the plot. The Chorus' uncertainty about divine motivation 

and their disillusionment with war in the first stasimon arc foUowed by a warning 

against divine anger in the second, giving way to a new cone of optimism in 1he third, 

as they look fon.vard to H. 's return and rehabilitation (rather than back 10 her past 

suffering, the subject of their lyrics from the parodos onwards). 

,\1elu. As in the cpiparodos and second stasimon, tJ1e metre is predominanLly acolo

choriambic. Given the iambic opening and final bacchius, 1452~1466 may be 

described as iambo-choriambic (contrast 1464 ~1477, a so-called 'char trim catalcctic': 

ltsumi (1982) 70). A glyconic corresponds with a choriambic dimerer at 1459~1473, 

1460~ 1474, 1481~1498, 1487~1504 (c( 1302~1320). For the five longs at 1462~14.76a, 

cf. Dale's comment on 1307~1325 (quo1cd above, 1301-6811. 'A1elri). The first line 

of the second strophe ends pendant (---x, 1478), crc.uing period-end: c( Stinton 

(1990) 326 'Pendant close is always a mark of period-end, if it is followed by a short 

or anceps.' The multiple resolutions of 1485-6~ 1502-3 mark both the bearing of the 

crane's wings and the clashing waves of1hc sea (cf.i117-18~1132-3, 1308-9~1326-7). 

The responsion of..,...,,_ and-- in 1493-4~1510-11 is unusuaJ in tragic glyconics (c( 

ltsumi (1984) 68-9, Brown (1974) 210-11). 
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1451-77 first strophe and antistrophc 

<llaiv,ooa '.L16wv1as w 
n 'TTOU Kopas CIV 'TTOTaµou 

TCl)(Eia 1<w'TTa, po8io101 NT)pews 
'TTap' oT6µa /\eui<mTTi6as,; 'TTpo vaou 

elpmia 4>IAa, 
na.AAa6os av Aa~o1, 

xopcrye TWV KaAA1x6pwv 
xp6vw1 ~UVEA8ouoa xopois 

6EA4>ivwv, OTOV av
,; Kwµo1s 'Ycn<iv-

-..,.""""""""-..,,,,,,,""""-I 
,en, 'TTEAayos 6:vfive µov ~ 1, 
dau vvx1ov ES EV4lpacruvav, 

r:::,-...,--..._.-,-1 
yAauKa 6e novTOU euyan,p 
8v i\~aµ1AAaoaµevos 

..,c::;-..,...,--11 
r aAave,a Ta:6' ei'TT111· 

TPOXOV CITEpµava 6iot<OU 

vv\..AJ ~v--- V v-

Ka-ra µev loTla 'TTETOO'QT1

, av
El<OVE <l>o,~os, TO'.I <6E> /\m:ai-

pas Am6vres elvaAlas, 
Val ya1 pou8UTOV aµi\pav 

Aaf3ETE 6' EIAaTivas 'TTAOTOS, 
a 616s d'TTE OE~EIV y6vos· 

-----11 .. - -W VCX\/1'01 VOUTOt, 

µ6c,xov e· <iv tAi'TTOIT0 oi1<01st 

'TTEIJ'TTOVTES EUAtµevous 
<X-x- ........ -> 

1459 
1473 

char dim 

char dim bacchius 

dadrans A 

char dim 

sp char 

char dim 

char dim 

phcrccratcan 

glycanic 
char dim 

char dim 
glycanic 

glycanic 

5 longs 

"char dim 
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----- ........ - ... --111 
n1:paeiwv oitcwv 'EAEVOV rn' cn<TCIS. chor dim ba 
os OUTT(.,J TTEUl<QI npo yaµwv EAaµ~av. 

1478-1511 second strophe and antistrophe 

...,-...,'-'"-...,...,--I 
61' ai8ipos Ei8E lTOTQVOi 
µoAOrTE ,ro8' hnnov oTµov 

....,-...,...,-....,...,-1 
yevoiµ1:8' 01TQI A1l3uas 
61' ai8ipos IEµEvo1, 

---~~-u 
olwvoi O"TOAa6es 
nai6es Tuv6api6a1, 

---...,-,0...,-

oµ~pov xe1µip1ov AllTOU-
AQ~.mpwv CJO"TEpC.:lV un' CEA-

---0-~ ..... -1 
oa, viaOVTQI npEO~UTO"rOU 
Aa1s oi vain' oupCl\/101, 

--....,-....,....,-, 
crvp1yy1 1TE186µEVOI 

awTi;pe TOS 'E;\ivas, 

-...,.,.,--...,...,-, 
no1µevos, al3poxcr 8' os 
yAav1<6v in' ol6µ' aA1ov 

....,...,...,c::,t;;,....,lli!W...,-1 

1TE6ia 1<apTT04lOpa ,-E yas 
l<Vavoxpoa TE l<Ul,10,-uJV 

.....,...,....,...,...,...,._...--11 

hnnn6µevas laxei. 
po81a 1TOAICI 8aAaoaas, 

-----o .... -1 
w ,r,-avai 60A1xavxeves, 
VCXVTOIS EUOEiS CJVEl,!C.:lV 

---.,,,,,,,...,-....,-1 
auvvoµo, VE4lEuJV 6p6µou, 
1TEµ1TOVTES tu68ev nvoas, 

1478 
1495 

1479 
1496 

1480 

1497 

1481 
1498 

1482 

1499 

1483 
1500 

1484 
1501 

1485 
1502 

,~86 
1503 

1487 
1504 

l,~88 
1505 

cnoplian 

prosodiac 

sp char 

glyconic 
chor dim 

chor dim 

,.char dim 

hcmicpes (D) 

lckythion 

glyconic 
chorclim 

glyrnnic 

319 
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-~-,.,...,~"""-I 
PCITE nAe1a6as &ire µeaas 1489 glyconic 

6V01CAEIQ'V 6' crno avyy6vou 1506 

c::,t::)....,-.._,~...,-1 

u)piWVCI T0 hJvvx_ lOV, 1490 chor dim 

~CJAE'TE ~ap'3apwv AEXEWV, 1507 

--~-..__.....,-, 
Kapu~CIT• ayyE?-.iav 1491 "chor dim 

&v 16ma:v epi6wv 1508 

--~-..,'W'-1 
EupwTav lct,E~OµEvm, 1492 char dim 

TfOIVaeEia' EKTT)OCITO, ycrv 1509 

~llt'.-"'-'...,,-""""-1 
Mevt?-.ews OT\ ~ap6civou 1493 glyconic 

OVl< eMo~aa TTOT
0

1Aiov 1510 

~--.., .... --111 
TTO?-.tv e?-.wv 66µov T]~EI. 14-94 phcrccratcan 

'l)o1peious hri m,pyous. 1511 

1451-64 Firsl slroplit. The opening stanza marks the ode as an extended TTpOTTEL.1TT

T11<6v, tha1 is, a song (or speech) wishing a friend a safe journey - in this case a safe 

sailing home to Greece (on the history of1hc form, first attested in Sappho and Alcacus, 

and popular in Hcllcnis1ic and Roman poetry, sec Hunter on Thcoc. 7.52-89). The 

Chorus of Greek women similarly predict lphigcnia's safe voyage from the land of 

the Taurians to Athens, aided by Pan and Apollo (IT 1123-31). But whereas 1hc IT 
ode is sc1 between scenes of planning and dcccp1ion, the present song comes after rhc 

deception is complete and the journey is imagined as already under way, thus linking 

the Chorus' apostrophe of the ship (145d[) and prayer for fair winds (1495-1505) 10 

simultaneous events orfs1agc. 

14513 K~ma ('oar') and elpeaia ('oaragc') sland for 1hc whole vessel (3940.), 'O 
swift Phocnician ship from Sidon, oared vessel dear to the waves of Ncrcus'. For 1hc 

seafaring prowess of the Phocnicians, sec 1272n. 

1454-5 xopay! ••. I 6e?-.4>lvulv: the dolphins swimming around the ship arc 

compared to circling dancers, making the ship itself their 'Chorus-leader'. Though 

he docs not mention this choraJ ode, Csapo (2003) explores the connections in Greek 

thought between 'circular choruses' of dolphins and the choral dances of cult and 

dramatic performance. The dolphin was thought to be auractcd (and inspired 10 

'dance') by the sound of the av?-.6s played to mark time for the rowers {1575-6n.): er. 

Hdt. 1.23-4 (Arion, inventor of the dithyramb, saved by a dolphin), Eur. £/.435-7 (on 

the Greek fleet sailing 10 Troy) iv 6 4>iAavAOS rna>.?-.e 6E?-. I ci,is 1rpw1pms KVOVEµp6AOI 
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I mv EiA1cra61,1evos. The sea has been poriraycd so far as a place of danger, wandering. 

and death (e.g. 129-32, 203-4, 400-2, 408-10, 520-7, 773-6 1 11171 1126-36) 1 but it 

is now celebrated as the medium of H.'s csc.ipc. On Eur.'s frequent use of seafaring 

imagery, cf. P.iuer (1935) 117-26. 

K<XAA1x6pc .. lU: as wi1h 1he dances described in 1hc second stasimon (13 12- 13, 1345), 

KaAAixopos evokes I he Chorus' own performance, which here serves to integrate them 

more closely with the imagin.ir,• escape scene. For the adj. as .i signal of 'choral pro

jection' in olher Euripidcan stasima (Hc/d.359-60 1 Her. 690, Pl1oen. 786), sec Henrichs 

( 1996) 51. 
1455--6 The opening vocatives of the apos1rophe lead into .i {temporaJ) relative 

clause introduced by oTav. Such extended .ipostrophes arc pa.nicularly characterisLic 

of Eur. 's l.iter lyrics (cf. Kranz (1933) 238-40) and arc parodied by Aristophanes 

(Frogs 1309-16 'you halcyons ... and you spiders ... '). Fracnkel (on Agam. 1407[, 

p. 698) discusses the roots of this loose form of apostrophe in prayers. 

oTcrv. I .. avi)ve1,10v ~•: the presence of Cafaneia, goddess of Calm, implies that 

there arc no winds for sailing, m.iking Murray's avi)ve1,1ov a compelling conjecture. 

The adj. takes .i genitive (c[ Soph. OC 677-8 avi)ve1,.1ov ... I xei1-1wvc..:,v), supporting 

Bl.iydcs' avpciv. 

1457-8 y:Aautca: the .idj. ('grcy(-eycd)') is applied to the sea once in Homer 

(II. 16.34), but is a common epithet thereafter: c( 400, 1501. n.CXV)(,; is .i sea nymph in 

//. 18.39 and (alongside raAi)vri) Hes. Tluog. 2,H, 

r aAa:vE1a: Hesiod's r aA i)vri is the daughter of Nereus and granddaughter of Pontos 

(Tluog. 233-44). Here the goddess of Calm is d.iuglucr of Pontes, i.e. sister of Ncreus, 

the grandfather ofTheonoc and Theoc. (13-15n.). The form yaAi)ue1a is confined to 

Eur. (Her. 402, IA 546 1 flJ1JS. fr. r iii 4-5 Bond), and is personified only here. 

1459-61 present Galaneia's instructions 10 the sailors (d 1341-2n.): 'Let the sails 

hang down freely, leaving the sea breezes behind, and rnke up your fir-wood o.irs.' 

The windless calm me.ins that the rowers must set to work. 

KaTa • . • nnaacrr': aor. imper. of KOTCITT£Tavuu1,111 with tmesis (368-gri 

ava-rrna:vuu1,11 is used in the sense 'spread 0U1/unfurl (the sails to the winds)' (11.r.-tE 
etc.), while KaTa1TETavuu1.11 seems here to imply th.it the sails .ire to be allowed to hm 
down against the mast while the rowers propel the ship. This interpretation seer, 

superior to that which treats the line as equiv.ilcnt to 'spre.id the sails', since there arc 

no winds here to fill them (1455-611.). In these circumstances, rowing will get them 

b.ick 10 Greece fastest. 

A1n6uTes: as Digglc (1994) 436 obse1ves, the sense is 'leaving the sea-breezes (not 

only behind but also) out of the reckoning'. For AEiTTc..:, in 1his sense, sec LSJ s.v. A 1 3, 
and cf. 753 lTapaAmwv. 

elAaTlvas: the lightness of fir made it .in ideal nrntcrial for ship-building: cf. Meiggs 

(1982) I 18-19. 
1463-4 TTEIJ1TOVTES . I .. 01<Tas: lit. 'escorting H. to the well-harboured shores 

of Pcrseus' home'. The ship will dock .it Naupli.i, the port that scn:cd thc inland 

kingdoms of Argos .ind Mycenae (cf. 12,p1.). This pass.igc, along with the (Eubocan) 
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Chorus' description of Mycenae as the n6A101.1a nEpoiws (IA 1500), arc the earliest 

survi,~ng references lO the tradition that Mycenae was founded by Perseus. This took 

place after the events dramatized in Andromtda, bu1 it is possible that it was referred to 

there prospectively (14on.). \Ve cannot be sure whether Andromeda preceded or followed 

Htlm, but the allusion 10 Pcrseus' heroic achievements is approprialc either way; cf. 

769n. 
1465-;7 The Chorus jump ahead to H. 's arrival in Spana and her reunion with 

the daughters of Lcucippus and her own daughter Hermione. Such a swift transition 

between scenes is typical of choral narrative, in which diflerent times and places arc 

juxtaposed, leaving the audience 10 supply the connections and thus round out the 

narrative sequence - contrast the linear and connected movement of the Messenger 

speech (1526rI). The local details (river, temple, festal dancing, singing and feasting) 

present both an idyllic Sparta and a joyful view of H.'s homecoming. The Chorus' 

optimistic vision, prompted by the imminent escape, thus contrasts strongly with 

their earlier picture of Greek mourning (1122-5) and with H. 'sown anxiety about her 

reception by Jhe Spartans (287-9, 929-31). Moreover, the cult~ chosen to symbolize 

H. 's reintegration into Spartan society arc both connected with the transition to adult 

(married) life, and arc thus appropriate to H. 'sown return to her proper status as wife 

of M. (1431-5, 1663-5nn.). 
14651 ii noO . I •• av Aol301 'she will, I think, find .. .': cf. GP286 'the hesitation 

1plicd by rrou imposes a slight check on the certainty implied by r,.' 
Kopas • I .. AEuK1nnl6as: the daughters of Lcucippus, Phoebe and H ilaeira, were 

e wives of Castor and Polydeuces, who had snatched them from the ahar as they 

,ere about to marry ldas and Lynceus (Mcssenian princes later killed by Polydeuces 

to avenge the death of Castor: cf. 1659n.). Like their sister-in-law H., the Lcucippidcs 

were the recipients of cult in Sparta (cf. \Vide (1893) 326-32, Farnell (1921) 229-33) 

and were probably connected, as H. certainly was, to the initiation of Spartan girls 

into marriage and adulthood: cf. Calame (1997) 185-91, lmrod. §2(6). L'lrson (1995) 

67-9 is sceptical of the Lcucippides' initiatory role, but their manifold connections 

to H. (they too were abducted - for a 'better' marriage to the Dioscuri, at least from 

a Spartan (i.e. anli-Messenian) perspective - and Lcda's egg was displayed in their 

shrine (Paus. 3.16. 1)), together with the identity of their virgin priestesses as ·fi!)ies' 

(nw).01), make it very likely that the Lcucippides played a role in the training of 

Spartan girls, who will have honoured them (as they did H.) as ideal maidens and 

brides in choraJ song and dance (cf. 1468). 

noTaµou I nap' ol61.1a: lit. 'by the swell of the river', i.e. on the banks of the Eurolas, 

the river of Sparta (cf. 209-10, 349-50). In Aristophanes' Lysi.slrala, produced in 4111 

a Spartan ambassador describes how young ~rls dance like 'fillies' (nwA01) beside 

the Eurotas, with H. as their Chorus-leader (1305-15). This passage of Aristophanes 

is important for what it tells us about the Athenians' knowledge of maiden-chomses, 

for ahhough they did not operate to the same extent in Athens as they did elsewhere 

(cf. Parker (2005) 183 'The idea that par!lttnoi learnt by learning to dance is, ii seems, 

appropriate only to certain areas of the Greek world'), the Athenians were clearly 
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familiar with the transitional-parthcnaic function of such choruses, and with H.'s 

identity as a role-model for Spartan girls, and so could make sense of H.'s role in the 

play as a quasi-panhenaic figure (cf. esp. 1349, 1355-7nn.). 

1Tp6 vaou I naAAa6oc;: for Athena's temple on the Spartan acropolis, cf. 226--Bn.; 

and for a discussion of the goddess's worship there, sec Villing (1997) 82--g. H. had 

been gathering rose petaJs for Athena of the Brazen House when she was seized by 

Hermes and taken to Egypt (244-9), and the same goddess is the recipient of 1he 

Spartan hymn that ends Lysi.Jtrnln (1320-1). Evidence for her cult is scarce, but there 

may be a parallel between A1hena Chalkioikos' role as a virginal protceror of the city 

and H. 's function as a symbol of girls' readiness for marriage, a transition essential for 

maintaining the exclusive descent group of Spartan citizens (cf. Calame (1997) 196). 

1468 xpovCi>1 ••• xopois 'as she joins in the dancing al long last': H, is imagined 

participating (1oge1her with the Lcucippides) in the kind of ritual choral dancing that 

Spartan girls would later perform in her honour (1465-7n.). Unlike the /T(1132-y2), 

1he Chorus' reference to choral dancing back in Greece (e[ 1454-5n.)does not prompt 

any explicit nostalgia for their own former life, since the focus here is kept exclusively 

on H. and M.'s fate rather than theirs: cf. 1385-911. 

146915 The Chorus evoke the Hyacinthia, one of the three major cults of Apollo 

at Sparta (ef. Peuersson (1992) 9-41) 1 alluding not only to its choral performances 

(1469 Kw1,.101s) and ni~htlong celebrations (1470 vvx1ov is Eu4>poa\/\lav), but also to 

rhe origins of the festival itsel[ Having accidentally killed his young lover Hyacinth us 

with a discus throw, Apollo instituted sac1iftces in his honour. (fhis is the earliest 

surviving literary reference 10 Hyacinthus' death. Ah.hough the story is certainly 

older, earlier \'ase-paintings focus on Apollo's erotic pursuit of his beloved rather titan 

his death: LJ,HCs.v. Hyakinthos 3-1 r.) The myth rcAects the merging of ApoUo wi1h 

the pre-Greek Hyacinthus, and the relationship between god and hero conforms to 

the common pa11ern whereby a god or goddess kills their 'mortal double', 10 whom 

they arc connected in cult, e.g. Artemis and lphigcnia, Poseidon and Erccluheus: 

sec Burkert (1985) 202-3. Though more common in dt1lS ex 111ad1i11n speeches in Eur. 

(1642-79n.), such cult aetiologies arc also found outside them: e.g. /011 15-26, 267-7 

(the Athenian Arrephoria), IT 947-60 (the Choes ritual of the A111hcstcria). Despi1 

its sombre aetiology, the three-day Hyacimhia was characterized by a transition fror 

grief 10 joy, making the cult an appropriate choice here, as the Chorus imagine tl· 

happy renewal of H.'s (married) life a1 Sparta. 

146910 i'i 1<w1,.101c;'Ymclv I 8ou 'or(takes part in) the re\'cls for Hyacinthus': KWIJOS 

may refer to an uproarious procession, bur the proximity of xopois makes its other 

meaning 'song of cclcbra1ion' more likely. 

1470 The prep. ES expresses purpose (LSJ s.v. v 2), lit. 'for joy at night'. 

14 71-3 ov •. I . <l>oi~os 'whom Phoebus kiUed, having exerted himself with the 

round discus.' 

f~a1,.11AAaa61,.1Evos: for 1he implied clfort, c[ 165n. 
Tpoxov 6Tip1,.1ova: Iii. 'endless wheel', cnepµCuV here being used like crmipCuv (L~J 

s.v. e 3) in the sense 'round'. 



324 COMMENTARY I -l 73- I •l82 

Slcncou: Apollo kills his young lover with an object emblematic of their relationship. 

1473-5 Tai • I •• y6vo~ 'and the son of Zeus ordered the land of Sparta to observe 

a day of sacrifice'. The Hyacinthia, honouring Apollo of Amyclac (near Sparta), began 

,,~th offerings being made at the tomb of the hero himself. The tomb, shaped like 

an altar, is said to have formed a pedestal for a large bronze statue of Apollo (Paus. 

3. 19.3). The shrine thus displayed not only the close connection between god and 

hero (expressed in the myth by tJ1eir erotic relationship), but also their relative status 

and power. 

1476---7 Despite textual problems, there can be no doubt that the µ6crxos ('heifer') 

referred to by the Chorus is Hcrmione, whose unmarried state has been lamented by 

H. (cf. 282-3, 688-go; l'vlossman (1995) 150-1 discusses Eur.'s use of the word to denote 

young and often vulnerable people of either sex). In referring to Hcrmionc's marriage 

(the bridal torches have 'not yet' (ou-m,J) blazed for her), the Chorus underline their 

confidence that the escape will be successful: cf. 933. 

1478-94 The Chorus wish that they could join the migrating cranes on their Aight 

home to Libya. As they Ace the wintry north, the birds (and. by extension, the Chorus 

women themselves) arc imagined passing over Sparta, where they arc 10 l.1nd and 

deliver the news of l'vl .'s imminent return. 

1478--9 St' ••• I yevoi1JE8''if only we could fly through the air'. The wish that one 

could escape on wings from a desperate situation is a loj,os of tragic lyric: cf. e.g. Antlr. 

862, Ion 796-8. Padel (1974) 235-40 discusses the present ode in terms of rscapism. 

but unlike 1-lij,j,. 732-75 and particularly IT 1138-52, the focus here is much more on 

H. and tvl. 's return to Sparta than on the escape of the Chorus (cf. 14.6811.). 

r47!r82 onm ... vlomnm 'to where the Libyan birds go in close array, lca\'ing 

the winter rain behind'. Cranes feature in a number of poetic similes: c[ II. 3.3-5, thc 

cries of the advancing Trojans arc compared 10 those oft he migrating cranes, where as 

Kirk points out, 'The common elements arc the cranes, their noise, and more loosely 

their landing or taking off and 1hcir association with rivers.' All of thcsc clcmcnts arc 

present here: the leading bird is compared to a pipe-player and the cranes land beside 
the Eur0tas. 

1479 J\1~uas: /\1~ur, (area) and /\i~us (adj.) normally refer to the whole of North 
Africa west of the Nile. 

1480 a-ro;\66es: the adj. CJTOACXS denotes ordered movement Oike a crToAOS, 'mili

tary unit', LSJ s.v. 1 3), here applied to the V- or double-V formation of the migrating 
birds. 

1482 vlaovTa1: via(a)oµai ('I go/come') is a frequent epic word, but rare in tragedy 

(six times in lyrics and anapaests, once in trimcters: Mastronardc on Phoen. 1233-5). 

The Chorus' fantastic wish is expressed in suitably elevated language. 

1482~ npea~uTCJTov I ... laxei 'obedient 10 the piping of the eldest, their leader, 

who calls out as he Aies over the rainless and the fruitful plains of the earth.' 

aup1yyt ••• I no1µEvos: the leader of the Aock is likened to a shepherd with his 

panpipes, an idyllic image (c[ Eur. El. 702-6, Ion 498-501) which stresses the Chorus' 

desire for flight (cf IT , 125-7). If the avA6s-player in the theatre ever attempted 
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to imitate other instruments mentioned in a play, rhe aup1y~ will have been (as 

another wind instrument) among the easiest: cf. West on Or. 1451 one of the likeliest 

examples. 

a~poxa ••• yas: Kannicht interprets this as a reference to Egypt ('the rainless 

andJ•et fruitful plains of the land'; ef. 1-3n.), but the Chorus is thinking more gcneraJly 

of the various terrains crossed by the migrating birds (hrmrr61.1evos with acc. = 'Ay 
over', rather than 'Ay to'); cf. 1479n. 

laxei: ornithologjsls describe the crane's impressive 'clarion-caJI' as 'a loud, clear, 

non-gutturaJ bugling' (Dunbar on Ar. BirdJ 710). 

1487-94 Having imagined themselves joining the cranes in Aight, the Chorus now 

address the Aock ('O long-necked birds ... ') and urge them to land in Spana with 

the news 1ha1 M. will soon be home. 

1487 60).1xauxevec;: the rare adj. 60A1xavx11v is used of the swan that sired H. 

(LA 794 610 cre, ,av 1<u1<vou 60A1xauxevos y6vov), and is otherwise attested only once 

(Bacchyl. Dith. 2.6) of a swan that pleases Apollo. 

1488 auvvo1.101 VE~fo,v 6p61.1ou 'partners of the racing clouds' (for 6p61.1os = 'rac

ing' rather than 'path', sec Mastronarcle on Phoen. 163-4; cf. 1074 vews 6p6uos), i.e. 

the cranes arc as swift as the clouds themselves (cf. Ale. 245 oupav1ai n 6ivm vec;>EAOS 

6pouaiou). auvvouos, applied to animals, often has its original meaning 'feeding with', 

but is here used in the generalized sense 'partner or. 

1489-90 ~aTe .• I . lvvux1ov 'Ay beneath the Pleiades in mid-course and Orion 

in the night'. As Dunbar observes (on Ar. BirdJ 7ro), 'Cranes migrating from the north 

reach the Mcditen-ancan in mid- to late October on their way 10 the ti\'cr valleys of 

the Sudan and Ethiopia.' Thus their crossing of Greece coincides witJ1 the setting of 

the Plciaclcs and Orion; cf. 1-lcsiod, who uses both t.hc cranes and chc scars as a marker 

of the ploughing season ( WD 383-4, 448-50, 615-17). 

n).e1a6as: a cluster of seven stars in the constcUauon Taurus, who were identified 

as seven daughters of Atlas and 1hought 10 be pursued by the great hunter (and lover) 

Orion: cf. Ion 1152-3, JA 7-8. The form nE>teia6es ('Doves') found in L refers 10 'a 

secondary folk-etymology' (West on Hcs. ~VD383-4) and conflicts \\ith Eur. 's spelling 

nA- elsewhere (cf. Willink on Or. 1005-6). 

14911<apu~a-r': aor. imper. of 1<11puaaw, 'announce'. 

149~ Evp~Tav l~e~61.1eva1 'as you land beside the Eurotas': for the river ~ 

toponyrn, cf. 349-5on. 
1493-4 MevEAEWS 0T1 6ap6avou I 1r6).1v !).wv: the Chorus' ncwfound optimis1 

allows for no hint of the war's cost (cf 1451-151 r 'Function'), in cont..ra.sc to thcin~ew 

the conAict in the first s1asimon (esp. 1122-5, 1151-4). i\forcovcr, by naming M. hen. 

so emphatically, the Chorus confirm his heroic achievement in winning the war: sec 

453, 1600-Ernn. 
1495-1511 The song ends with a prayer to the Dioscuri, 'saviours' ( 1500 ac,.ni;pe) 

both of sailors and their sister H. Like the opening stanza, the last evokes H. 's ,·oyagc 

home with divine assistance, but here the Chorus go on 10 imagine the cnccts of H. 's 

(unjustified) reputation back in Greece and urge the Dioscuri to vindicate her. Teuccr's 
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earlier uncertainty about the fate of H. 's brothers (137-42; cf. 284-5) is replaced by the 

Chorus' conviction that they have become gods, a belief exemplified in the Dioscuri's 

final epiphany above the palace. As with H. herself, t..hc lndo-Europcan origins of 

the Dioscuri's worship arc compelling but obscure: cf. Eitrem (1920) 144-50, Burkert 

(1985) 212, \i\1est (1975) 8~, Inrrod. p. 14. Despite their close mythological ties to 

Spana and their major cult centre at Thcrapne (1659n.), the Dioscuri were very 

popular throughout Greece (for their cults, cf. Farnell (19~ 1) 175-228; they were also 

in 484 ec the earliest Greek gods to be adopted by the Romans). In Athens the Dioscuri 

were identified with the 'Aucnc:Es, worshipped in the Ana kc ion in the centre of the city 

(Andocides 1.45, Paus. 1.18.1---2); 1hey were honoured with an athletic festival (for the 

Anakeia, sec Parker (2005) 457) and also received ritual hospi1ality in the Prytaneion 

(Burkert (1985) 107); cf. 1666-gn. 

1495~ 1.16Ao1TE •• I . li1.1euo1 'come rushing through the air on t..hc path your 

horses make'. The Dioscuri, riders of white horses, functioned as role models for t..hc 

aristocratic youths of Sparta (207-8 1 638-4onn.). Their starues stood by the race

track (Paus. 3.14.7) and rhcy were frequcntJy rcprcsen1ed with symbols of Laconian 

cult (LIMC s.v. Dioskouroi 58-64). The Spar1an poet Aleman calls them 'tamers of 

swifr steeds and skilled horsemen' (fr. 2 PMGF KaO"Tc..>p -YE nCilAc..>u WKEc..>U 6ucrri;pEc; 
1nn6Ta1 aoci,oi I Kai nwAu6ruKT')S KV6p6s) and the athletic Lampito swears 'by the 

~win Gods' (Ar. ~yJ. 81 vai TW aiCil), yer their associa1ion wirh horsemanship cxrendecl 

ar beyond Sparta and was part of their panhellenic identiry: an altar to them stood 

t the turning-post of the hippodrome in Olympia (Paus. 5. 15.4), where they were 

entrusred wirh supervision of the games by Heracles (Pind. 0/. 3.33-8), and in his 

hymn to the Dioscuri, AJcaeus of Lcsbos addresses rhe gods as 'you who ride O\'er the 

wide earth and aJI tJ1c sea on your swift-footed horses' (fr. 34.5-6 V oi] KCIT
0 

eupf)av 

x[86va] Kai 86:Aaaaau l naioav ipxme· w(KVn6]6wv in' i1T7rc..>V). 

ol1.1ou: the evidence of ancient papyri suggests that the aspirated form is preferable 

to Blaydes' ol1.1ou; c( Pfeiflcr on Call. fr. 1.27. 

1498-g Aa1.11rpcjv •• I . oupmi101 'you who dwell in the heavens beneath the 

whirling of rhe bright stars'. The Dioscuri not only dwell among 1hc stars, but arc 

often depicted with them or said to be stars themselves, owing to their appearance in 

the form of St. Elmo's fire (15oon.): cf. 14on. 1 LJMCs.,~ Dioskouroi 232-7. 

ldA>.ms: contemporary cosmologist..s speculared on the dlccts of the whirling 

motion of atoms (Democritus DK 67 A 1) and the outer heaven (which pre\'ented 

it from coUapsing upon the canh, according to Empcdoclcs: DK 31 A 49) and on 

the genesis and motion of the stars, viewed as deposits of fire (Empedocles DK 31 A 

53) or fiery stones set in the aether (Ana.'<agoras UK 59 A 42). The present passage 

may have prompted some to recall such rhcorics, but cuAAa is not itself a nested in the 

vocabulary of tJ1e Presocrat..ics (who speak of rotation as 6iuf1 /6iuoc; or nEp1xwpf)ais: 

cf. Dover on Ar. C/oud.f 380) and the idea of the stars' movement through the sky is 

not incongruously scientific. 

1500 ac..>TiiPE Ta~' EMvas: the Dioscuri had already proved themselves 'saviours 

of H.' by rescuing her from Athens when she was abducted by Theseus (cf. 27-g, 
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r642-79nn.). Bui here, in the context of H.'s voyage home, the description evokes 

the Dioscuri's particular status and cult as maritime ac..>Tf;pES (cf. 16641 Eur. El. 992-

31 r348, Or. 1637). Their power to rescue sailors from storms is aucsred in AJcaeus' 

hymn (fr. 34 V) and the Homeric Hymn lo 1l1e Dioscuri (33.~17), which is perhaps aJso 

archaic (cf. Page (1955) 267-8). AJcaeus' poem describes 1he gods' manifcs1ation in 

the electrical discharge known as St. Elmo's fire, visible around the maslS and rigging 

of ships during storms (9-12) 1 which Xenophanes had a1tempted 10 explain ratjonally 

in terms of ve4'eA1a ... KCXTa: TflV no1av 1<ivricr1v napaACIIJlTOVTa (DK 21 A 39). The 

Dioscuri were naturally very popular in maritime Athens, and decrees survi\'C from 

I.he fifth century which show that laxes paid by mcrchanlS using the Piraeus were used 

to finance their cult (JG 13 133: cf Garland (1992) 1111 Parker (1996) 125). 

1501-3 y;\av1<ov . I .. 8a;\aaaas: Iii. 'over 1hc green saJ1 swcU and the dark 

blue-grey surge of the sea waves'. AJI three colour adjs. (y;\avKov ... 1<uavoxpoa ... 

no;\16:) denote dark shades (cf. Maxwell-Stuart (1981) 1.234-5), enhancing the danger 

of the sea and H .'s escape upon ir. 

1504-5 vcn'.JTa1s • , I • nvocrs 'as you send the sailors fair-blo\,~ng winds from 

Zeus': cf 1663. 

1506-11 The Chorus end their song\,~lh an appeal for the restoration of H.'sgood 

name. Her undeserved disgrace (1506 6ucn<Ae1av) has been repeatedly lamented (e.g. 

53-5, 250-2, 362-3, 694-7, 926-8) and its position here al the clima.\'. of t.hc Chonis' 

prayer illus1ra1cs once again the divine origins of H. 's suffering and it.s importance to 

1hc fundamental seriousness of 1hc play. 

1508-9 av ■ • I . iKT,iaCJTo: t.he rel. av (= fiv) refers 10 the antecedent Suc:nv.EIOV, 

'(the bad reputation ... ) which she incurred as a punishment for the suife on ~·h. Ida'. 

The injustice is clear, as I I. is made 10 pay for the goddesses' van icy and ambition: cf. 

23-30 1 675nn. 
1509-11 The simple synta.~ and language of the ode's conclusion reinforce the 

startling encct of H.'s absence from Troy. The 'towers of Troy' evoke the myth's 

earliest suiviving expression in S1csichorus' Palinodc ou8' i1<eo nepyaµa Tpolas (fr. 

192.3 P1'1GF). 
1511 <t>o1~elous .. , nupyous: Apollo and Poscidon had built the walls of Troy 

for Laomedon, Priam's father (cf. //. 7.452-3, Andr. 1009-18, Tro. 4-6 1 Or. 1388-9, 1 
755-6, (Rites.] 231-2). But Laomcdon's failure 10 pay the gods led 10 his dca1..h a, 

the city's capture by Heracles (e.g. Virg. Gtorg. 1.501-2 salis iam pridrm sa11g11int nosh 
laomedonlent lmmus periuria Troioe). The Chorus thus C\'okc the first Trojan cxpcdiric 

even as they stress H.'s absence from the second. Yet rhe particular emphasis 

<l>o1'3eious (i.e. Laomedon's treachery) underlines rhc Trojans' share of responsibilil) 

for the dcs1ruc1ion of their cily, just as in the Trojan War it.self (cf 1114-2 1 ). 

Following the intricate and ironic sequences of recognition and deception which ha\'e 

dominaled the action thus far (s,p-1511, aJmos1 cwo-1hirds of1hc play), 1hc final scenes 
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present the escape and its consequences (which extend to contemporary Attic cult) in 

three rapid encounters, each involving Thcoe.: the Messenger reveals the illusion of 

M.'s death and H.'s mourning (1512-1620); Thcoc. is restrained by the Chorus-leader 

from killing Thconoe (1621-41); the Dioscuri intervene to haJt the pursuit of H. and 

M., and Thcoc. accepts their instrucrions (1642-87). 

1512-1618 As Thcoc. comes out of the paJacc, he is met by one of the servants who 

accompanied H. and M. to the shore carrying the 'buriaJ' offerings. Such messenger

scenes (containing reports by minor figures of major off-stage events) arc found in aJI 

of Eur.'s surviving plays (except Tro.), and this can be classed as the second such scene 

in Htlm, if one includes the earlier entry ofMcnclaus' servant; but for differences, sec 

597-624n. In any case, multiple messenger-scenes arc a feature of late Eur. (IT (2)1 

Pltot11. (4), Or. (2)1 Bacch. (2): sec de Jong (1991) 179-82) and pan of his more expansive 
prcscnralion of events. 

Similarities between the narrative styles of the tragic messenger-speech and epic, 

espcciaUy in 1..hc quotation of direct speech and the greater use of epithets, arc fre

quently noted (cf. Barrett (2002) 1-6, 69-73; for the omission of temporal augment, 

another feature of epic narrative, sec Page on /11/td. 1141). Indeed, Barrell (2002) 

:11,.-vii speaks of the messenger 'appropriating the narrative voice of Homer', but one 

o:;hould not forget that the tragic messenger is a mortal reporter wirh his own particular 

>crspcctivc: he docs not rely on the divine Muses as docs the epic narrator, but derives 

1is authority from autopsy (or feigned autopsy: cf. Soph. El. CiBo-763). Nevertheless, 

•~c narrative importance and artistry of the tragic messenger-speech arc undeniable, 

as it brings Lo life a wide array of voices and viewpoinL'i (here those of M., H., and 

various Egyptians: e.g. 1543-6, 1589-91, 1603-4), and dissolves the boundary bcrween 

those actions seen by the audience and those taking place 'off-stage', now rendered no 

less vivid and enthraJling by the messenger's performance: cf. Goward (1999) 18-20, 

26-32, 35-6. 

As is conventional, the Messenger's speech is prefaced by a brief dialogue giving 

the central facts of his report (1512-25). From the very beginning of his narrative the 

Messenger makes frequent use of his rctrospccrivc awareness that the sea burial was 

a sham (cf. 1528 crocpw,ae·, 1529 lTOO'lV 1T£Aas nap6vTa KOU TE8vr,,c:6Ta, 1537 TOVT
0 

apa mconouµE\101, 1542 66A1ov olKTov, 1547 no1r,Tw1 Tp6nw1, etc.). As de Jong (1g91) 

55-6 remarks, such 'narrating focaJizat..ion' is geared to exonerate the Messenger of 

any blame: he has to report unwelcome news to his superior and so takes care to poinr 

out not only 1.hc extent of the Greeks' deception, but also the cruciaJ role played by 

Theoc.'s own mistake in putting M. in charge of the ship (1549-53; cf. 1414-17). 

1512 is not only unmetricaJ (beginning .... - ........ ) but also nonscnsicaJ, since the 

Messenger has come from the shore, not from the palace. (Holzhausen (1995) 202-3 

suggests Ta ,cm1<n', a:va~, <crois> ev 66µ01s Eup~,caµev, understanding 66µos in the 

wider sense of family or household, but tv tells against this (c[ 477-8) 1 and the initial 

anapaest so divided is unthinkable.) The line has probably been interpolated to plug a 

gap left by the scene's missing opening, with tv 66µ01s perhaps aJluding to Thconoc's 

bctrayaJ of her brother; this, however, is ignored in the subsequent dialogue and first 
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raised only after the Messenger's departure (1621-41). In any case, comparison with 

other Euripidcan messenger-scenes allows us to guess how the initial contact between 

Messenger and addressee may have been handled, and suggests 1ha1 1hc missing line 

or lines may have contained little beyond conventional introductory remarks. 

1513 we; is cxclama101)' (cf. Barrell on Hipp. 879), 'how startling arc the mflcr

ings ... '. Messengers oflcn renrnrk at 1hcir entry upon the bad news to come (e.g. 

A11dr. 1070-1, Or. 852-4). 

1514 IJ.VflOTEu1.1,a-ra 'wooing' (found only here and Phoe11. 580); Thcoc.'s wedding 

plans arc over (cf. 1431-5). 

1516 Theoc. 's ironic question expresses incredulity at the idea of H. leaving Egypt, 
'Diel she soar on wings or walk on foot?' Flight is impossible (cf. ,l,,ftd. 12971 Htc. 12641 

P/10,11. 1216, Or. 1593), for the real H. at least (cf. 605-6, 1219), as is escape by land 

(1039-42). 

TTE600T1~1:i: lit. 'ground-treading', a grandiloquent epithet, confined to tragedy in 

classical Greek (cf. Ar. Pm. 127. Suppl. rooo, Eur. ,Htd. 1123, [Eur.] RhtJ. 253, 763). 

1517-18 reveal to Thcoc. the illusion of M.'s death. 

hmETT6p8µwTa1 is pcrf. pass. al 1179; here the midclJc voice marks M. 's particular 

interest in the action, 'has taken her out of the country by ship.' 

mh6v: the pronoun (= emJT6v) as subj. of the in( 8avEiv is not strict.ly necessary, 

but it makes the sentence much easier to follow, and its emphatic juxtapositjon with 

cniT6c; underlines the daring and ingenuity of M. 's report. 

1519 Tic; •. I . x8ov6c; 'what ship has taken them out of this land?' vCIVK.Aripicr is 

equivaknt here to 'ship', as rhe Messenger's reply makes clear (cf. 1589, where the 

sense is 'voyage'), though the word's root meaning of shipowning and commerce (cf. 

Mastronarde on 1\Jed. 527) may suggest a suspicion that M. has hired a ship and crew 

to transpon them from Eg)pt. 

15 20 amCTTa: explained in 1523-5; cf. IT 1293 (the Chorus' dissembling reaction 

to the Messenger) amaTov ETTTac; µu8ov. 

1521-2 f)V YE 'the very one which .. .'. 

616<4ls: his1oric present, stressing the acrion (in rhc past) and irs consequences (in 

the present); cf. &-7n. au adds f urthcr emphasis. 

lv ~pCX)(Ei: i.e. the essential faers, followed by rhc full report (1512-161811.). 

1523-4 TTpo8u1,.1oc;: El1,.1i is undersroocl, omission of the copula being common in 

poetry (e.g. 408, 824), though ellipse of Ilic firsr person is rarer rhan r..he third (sec 

Denniston on Eur. El. 37). The phrase motivates the Messenger's following acrnur 

(cf. IT 1323-5, more elaborately). 
ou .. 1-~E~fll<E: lit. 'ir has nor passed within my expectations', i.e. 'I ncverexpcClo 

that one man .. .'. 

15 26-36 Tiu 'hurinl' proct.ssio11 n11d pn1inrntio11 ef 1l1t sllip. 
1526 ETTEi is commonly used as an i111rocluc1io11 10 messenger-speeches, usually 

alluding to some earlier event (e.g. Andr. 10851 El. 774, /011 1122). The subsequent 

narrative carefully articulates 1he sequence of evc111s (1530 ws, 1537 1<crv T~16E µ6x8w1, 

1569 TEAoc; ... ETTE16fi, 1577 bTEi, 1615 f)6TJ). 
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1528 ao4><.:JTa8' ••. avia-nvn, 'she very craftily lamented': the first of several 

remarks which show the Messenger's knowledge of later events and in turn guide the 

audience through his narrative of deceit and false appearances (1512-1618n.). 

6~p6v 1t66a "T181ia· 'as she stepped gracefully along'. Insofar as the Messenger 

is hostile to H. 's deception, his description may exploit the negative connotations in 

Athenian democratic discourse of the word 6~p6s, suggesting aristocratic lu~ .. 11)' and 

sensuality (cf. Willink on Or. 349 M1viAaos ava~, noAus a~pocruvrp). Nevenhcless, 

the audience can t\ppreciate H .'s skilled performance of the role of mourning wife. 

153H For a similarly detailed description of the launching of a ship, sec IT 
1344-53 \\~th Cropp's note ad loc. 

1530 awv mpi~oAov v1wpiwv 'the enclosure of your dockyards'. 

1531 I16wviall vavv: cf. 1272n., 1413, 1451. 

1tpw-Y61tAouv ('making itS first voyage') underlines Thcoc. 's generous treatment 

of H. and (by implication) her ingratitude. 

15323 'with room (µhpa) for fifty rowing benches (~vywv) and o:irs (crasis, Kai 

~pITµwv).' For the 'heroic' pcntccontcr (in fact an invention of the archaic period), sec 

1412-13n. 

ipyov .•• t~'l~El~no 'and one task followed another'. 

1534--6 Despite the corruption of 1535, these lines carefully describe the prepara

tion of the mast (ICTT6v), oars (1tAcrrt'}V), sails (ICTTia), and rudders (n1"l6aA1a). 

Ka8IO'"Taro (3rd sg. imperf. middle KatHcnf11 . .11, 'was scttin~ in place') is preferable 

to L's aor. middle Ka8iocno (from Ka8i~w. whose aor. form in the fifth ccntur,· would 

in any case be Ka81iaa and not, as later, ~Ka81aa: sec Barrett on Hipp. 29-12), since 

the i\'1csscngcr uses several impcrfccts (1531-6) 10 describe a series of actions and 

their progress, whereas aorists would point to the simple fact of their occurrence: cf. 

Goodwin §35. 

1535 t-Yapa6v TE x11plt: in a nautical context -Yapa6~ (LSJ s.v. 'frame of wicker

work') refers to the full array of a ship's oars (cf. Cropp on IT 1346), and it is hard to 

sec how this could be combined with TTACITflV and the dat. XEIPi. 
fit~ lv fivt ('were together') seems to refer to the furling of the sails (the mast and 

sails arc first raised at 1612)1 but El~ EV is usually accompanied by a verb of motion (cf. 

742, Stevens on And,. 1172)_ Another imperfect verb may have dropped out. 

1536 ~EvyAaun 1tapmca8IE"To '(and 1hc rudders) were lowered by ropes (sc. into the 

sea)'. 1tapm<a8i1"l1.1• is first found here (and only here in extant tragedy). Such double 

compound verbs (c( e.g. 1406 auv11<1tov1i) proliferated in later Greek; Brci1enbach 

(1934) 104 counts 32 new examples in Eur., compared to 9 in Aesch_ and 40 in Soph. 
1537-53 Tht arrival anti emharknlion of M_ '.! crtw. 

1537 Kbv Tfu1611.16x8c.u1 'while this was going on': also used in messenger-speeches 
at Ion 1196 and Pliom.1396. 

"Tou-i . • • C7l<onou1.1£uo1 'who had been watching for I.his (opportunity)': for .M .'s 
instructions to his men, cf. 739- 43 . 

6pa marks the Messenger's subsequent realization of the trnth, 'as it transpired' 
(cf. Cl' 36.:2); so too 1538 M1viAEc..l1 ~vvtµ,ropo1. 
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1539-.,ao vau4>86po1s ••. I TThrho1a1v: liJc:c M. (421-4), and to similarly deceptive 
eficct (1079-82n.). 

fia8T11,.1Evo1: pcrf. pass. part. of fo8ew, 'dressed'. The verb occurs nowhere else in 

t.ragcdy, bu1 Parson's na1<rwevo1 seems unnecessary (despite 1379). 

euu6eis 1,.1ev, aux1,.1T1pol 6' opav 'handsome men, but squalid 10 look at' (epexege1ic 

inf.). The insistence on their good looks (temporarily obscured by their rags) helps 

characterize M.'s crew, from a Greek perspective, as good and admirable (for the 

application of words meaning 'anractive' or 'beautiful' 10 moral vaJucs and conduct, 

sec Dover (1974) 69-73). 

1541 \/IV= CX\JTOUS. 

15.,a2 ls µfoov: the phrase's Athenian/democratic conno1a1ions of openness and 

transparency in public discourse (cf. CroaJly (1994) 165 n. 9) scn·c to emphasize ~-1.'s 

deceptiveness (contrast 944, where the Chorus' pity for H. is genuine). 

15.,a3-6 By quoting M.'s speeches (cf. 1560-4) the Messenger shows the extent of 
his elaborate deceit. 

1543-.,a 1rw5 l1< Tlvos: for the double quest.ion, c( Eur. El. 779-80 Tiv£~ I -rr60ev 

,ropeumff; I 1011 793 TTWS 6e TTOU \/IV elai6wv; 

8pcruaavTES .•• a1<a4los 'after shancring the vessel'. 

15.,a5-6 aAX: a command, not a question, is wanted here, since the Greeks arc 

supposed to have no knowledge of M. 's death. Hortatory 6:h>.a + impcr. (cf. 477) gi,·cs 

them the necessary information and direction (cf. Zuntz (1955b) 70-1, correcting L's 
exp"). 

l:m6vTa: the irony is now clear to Theoc. as well (cf. 1240, 1289, 1437, 1529). 

I5.,a7 TTOIT'!TWI Tp6nw1 'in a feigned manner': their tears arc as false as H.'s (cf. 

1186-go). 

15.,aB MevtAECAJI novTlaµaTa 'the olTcrings 10 be thrown into the sea for M.' Sin, 

M. 's men arc destitute (cf. 428-9 1 433) and have no prior knowledge of his 'dcatl 

this must refer 10 the oficrings supplied by Theoc., which the Greeks simply join 

carrying (1r6vT1a1,.1a is found nowhere else in archaic or classicaJ Greek). Yet they h 

brought something of their own aboard: 1574-5. 

1549-53 The Messenger blames Theoc. himself for the subsequent chaos on the 

ship (1512-161811.). 

1550 hrea~aT~v 'additionaJ passangcrs'; a J1apru:. 
1552~ The men's suspicions were cancelled out br Thcoc.'s emphatic orders 

(1414-17: cf. IT 1333-5). 
aw1~ovTES 'obeying' (cf. 613 TO 1,.16pm1,.1ov awaaaa). 
avvlxEOs: 2nd sg. aor. of ouyXECAJ, 'you caused all 1his confusion'. 

1554-68 TJ,e sacrij,cial bull's refusal to board the ship. 

1554-5 1<ou4>l~ovTa describes 'the other things' (Tw.ha: crasis, Ta aA>.a), which 

could be carried aboard easily 'because they were light'. 

1555-8 Taupe1os .•• nous (rather than simply Tavpos) guides the audience 10 

visualize a specific aspect of the scene at the 'gangway' (1556 oavi6a), as 'the baulking, 

slithering hooves take the centre of the picture' (Dale). 
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1528 ao41c;,lTa8' .•. avfoTEVEV 'she very craftily lamented': the first of several 

remarks which show the Messenger's knowledge of later events and in turn guide the 

audience through his narrative of deceit and false appearances (1512-1618n.). 

a~pov n66a T18Eia' 'as she stepped gracefully along'. Insofar as the Messenger 

is hostile to H.'s deception, his description may exploit the negative connotations in 

Athenian democratic discourse of the word cxf3p6s, suggesting aristocratic luxury and 

scnsuaJity (cf. \A.'illink on Or. 349 MevO,aos ova~, nol\us a~poauvr11). Nevertheless, 

the audience can appreciate H. 's skilled performance of the role of mourning wife. 

153o-6 For a similarly detailed description of the launching of a ship, sec IT 
1344-53 with Cropp's note ad lac. 

1530 awv nEpl~o;>,.ov VE(&)p[oov 'the enclosure of your dockyards'. 

1531 I16wvlav vauv: cf. 1272n., 14131 1451. 
np(&)T6nAovv ('making its first voyage') underlines Thcoc. 's generous treatment 

of H. and (by implication) her ingratitude. 

1532--3 'with room (µhpa) for fifty rowing benches (~uywv) and oars (crasis 1 Kai 

tpnl,lwv).' For the 'heroic' pentcconter (in fact an invention of the archaic period), sec 

1412-1311. 

epyou •.• t~T11JElf3E"To 'and one task followed another'. 

1534-6 Despite the corruption of 1535, these lines carefully describe the prepara

tion of the mast (laT6v), oars (TT1'crrnv), sails (lcnla), and rudders (nn6CIA1a). 

1<a8la-rCXTo (3rd sg. imperf. midcUc Ka8[a-rnµ11 'was setting in place') is preferable 

to L's aor. middle Kaelacrro (from KcrtH~w, whose aor. form in the fifth century would 

in any case be Ka8Eiaa and not, as later, EK6:81aa: sec Harrell on Hipp. 29-32), since 

the Messenger uses several imperfeccs ( 1531-6) to describe a series of actions and 

their progress, whereas aorists would point to the simple fact of their occurrence: c( 

Goodwin §35. 

1535 fTapa6v TE XEtpit: in a nautical context Tapo6s (LSJ s.v. 'frame of wicker

work') refers to the full army of a ship's oars (cf. Cropp on IT 1346), and it is hard to 

sec how this could be combined with TTACITfl\l and the dat. XE1pl. 

t els llv r,vt ('were together') seems to refer to the furling of the sails (the mast and 

sails arc first raised at 1612), but eis EV is usually accompanied by a verb of motion (cf. 

742, Stevens on And,. 1172). Another imperfect verb may have dropped out. 

1536 ~nryl\a1m napa1<a8IETO '(and the rudders) were lowered by ropes (sc. into the 

sea)'. napaKa8ifllJl is first found here (and only here in extant tragedy). Such double 

compound verbs (cf. e.g. 1406 O'\JVEKTTovei) proliferated in later Greek; Breitenbach 

(1934) 104 counts 32 new examples in Eur., compared tog in Acsch. and 40 in Soph. 

1537-53 Tire arrival and embarkation of M. 'screw. 
1537 1<av TC:l16e µ6x8(&)1 'while this was going on': also used in messenger-speeches 

at Ion 1196 and P/ioen.1396. 

-rouT' ••• oxonoulJEVOl 'who had been watching for this (opportunity)': for M.'s 

instructions to his men, cf. 739-43. 

apa marks the Messenger's subsequent realization of the truth, 'as it transpired' 

(cf. GP 36.2); so too 1538 MevD.ew1 ~vvEµ1topo1. 



COMMENTARY 1539-1555 331 

1539-40 vau4>86po15 ••• I lThrA01a1v: like M. (42 r-4) 1 and 10 similarly deceptive 
efTcct (ro79-82n.). 

t;a8riµivo1: pcrf. pass. part. of eaeEc.:>, 'dressed'. The verb occurs nowhere else in 

tragedy, bu1 Parson's T}OKT11Jivo1 seems unnecessary (despite 1379). 

eue16eis JJEV, aUXIJTIPOI 6 6pav 'handsome men, but squalid 10 look at' (epcxcgctic 
inf.). The insistence on their good looks (temporarily obscured by their rags) helps 

characterize M.'s crew, from a Greek perspective, as good and admirable (for 1he 

application of words meaning 'attractive' or 'beautiful' 10 moraJ values and conduct, 

sec Dover (1974) 69-73). 
1541 \ll\l = Cl\JTOUS. 
1542 is µfoov: 1hc phrase's A1hcnian/dcmocra1ic conno1a1ions of openness and 

transparency in public discourse (cf. Croally (1994) r65 n. 9) serve to emphasize M. 's 
deceptiveness (contrast 944, where the Chorus' pity for H. is genuine). 

1543-6 By quoting M. 's speeches (cf. 1560-4) the Messenger shows the extent of 
his elaborate deceit. 

1543-4 nws be: Tlvos: for the double question, cf. Eur. El. 779-80 TivEs I 1r68EV 
TTOpevm8';, /011 793 nc:;:is 6e TTOU VIV Eia16wv; 

8pavaavns ••• aKaq>oc; 'after shaucring the vessel'. 

1545-6 6XA': a command, not a question, is wanted here, since Lhc Greeks arc 

supposed 10 have no knowledge ofM. 's death. Horiatory a:AAa + impcr. (cf. 477) gives 

1hcm the necessary information and direction (cf. Zuntz (1955b) 70--1, correcting L's 
ap'). 

&1r6vTa: the irony is now clear to Thcoc. as well (c( 1240, 1289, 1437, 1529). 
1547 TTOlT1Tw1 Tponc.:,1 'in a feigned manner': their tears arc as false as H. 's (, 

1186-90). 

1548 MeviAE<u1 novTlaµaTa '1hc offerings to be thrown into the sea for M.' Sin 

M.'s men arc destitute (c( 428-9, 433) and have no prior knowledge of his 'dear' 
this must refer to the ofTerings supplied by Thcoc., which the Greeks simply join Ll 

carrying (n6VT1oµa is found nowhere else in archaic or classical Greek). Ye1 they have 

brought something of their own aboard: 1574-5. 
1549-53 The Messenger blames Thcoc_ himself for the subsequent chaos on the 

ship (1512-1618n.). 

1550 inea~aTwv 'additional passangcrs'; a hnpnx. 
155 2 3 The men's suspicions were cancelled out by Thcoc. 's emphatic orders 

(1414-17: cf. IT 1333-5). 
aw1(ovTES 'obeying' (cf. 613 TO µ6pmµov awaaaa). 
auvixeas: 2nd sg. aor. of ovyxec.:), 'you caused all this confusion'. 

1554-68 The sacriJ,cinl hull's rejusnl lo bonrd llte sl11iJ. 
1554-5 1Cou4>l~ovTa describes 'the other things' (TOAAa: crasis, Ta CIAAa), which 

could be carried aboard easily 'because 1hcy were light'. 

1555-8 TaupE1os ••• 1rous (ra1her 1han simply Tavpos) guides the audience to 
visuaJizc a specific aspect of the scene a1 the 'gangway' (1556 aavi6a), as 'the b,mlking, 

slithering hooves take the centre of the picture' (Dale). 
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OUK fi8EX: s:tcrificial animals were supposed to go willingly to their deaths (cf. 

Burkert (1983) 3-4). The bull's resistance is ominous, foreshadowing (and focalizing 

from the ivlcssengcr's Egyptian perspective) the animal's deceptive sacrifice (1581-8) 1 

while providing an opportunity for M. and his men to display their strength and 

determination (1560-4n.) before the fighting begins (1600-rn). 

f~E~puxa.·: 3rd sg. imperf. of EK~pux6:01.1a1 ('to bellow forth'), also used to describe 

the roar of the escapingGreeksailors at IT 1390-1 ol 6e CTTEvayµov ,;suv EK~pvxwµEVOI 

I rna1a0'\I CIAµflv (the verb's only ather occurrence in extant Greek). 

aµµ· ••. KUKAt.ll: compare 1..he rolling eyes of the crazed 1-leracles, who is likened 

to a bull about to charge (Her. 868-9). 

KUpT&v TE v&Ta 'arching its back'. 

KOS (Kai ls) Kipa~ ,rapE1.1~AE1Tt.lV ('and looking along iLS horns') well depicts the 

suspicious and threatening gaze of the angry bull; cf. Bau/1. 743 (of the bulls torn a pan 

by the women of Thebes) KOS KEpas 8u1,1ou1.1Evo1. 

1560-4 The hoisting of the bull on the 'sturdy shoulders' (1562 vEaviais wuoiai) 

ofl\1.'s men will have reminded a Greek audience of the ritual allested in Athens and 

other cities from the fifth century onwards (cf. 1560 'Er.Ai,vwv v6µw1) 1 whereby men 

displayed their sl..rength by lifting a buU above the altar for sacrifice. JG P 82.29-30 

(421 /o ec) speaks of 200 Athenians being chosen by the priests for this purpose: rf. 

Stengel (1910) 105-12, van Straten (1995) rn8-13 with plate 115, Himmelmann (1997) 

22-6 with pl:ttc 13. As Diggle (2004) 480-1 points out (on Thcophr. U1nr. 27.5), the 

earliest evidence for this being a peculiarly ej,hebic practice comes from the second 

century nc (cf. P:trker (1996) 254 n. 127). In any case, the ritu:tl allusion prepares for 

the physical exertion of M .'screw in the battle abomd the ship, but also links M .'s men 

10 I.he Athenian audience, encouraging them to support M. and his Greek comrades 

in their efforts to escape from Egypt. 

1560 'W TTEpaav-rE~ 1Atou 1T6A1v: dressed in full b:tttkdrcss (cf. 1375-81), M. 
reasserts his confidence in the achievements of the Trojan War; cf. 1600-12. 1003-.pm. 

1561 ovx Ela (1429n.) + interrogative fut. (1563 eµ~a>.EiTE ... ;) is equiv:tlent to an 

imperative, 'Come on ... put him (in the prow)': cf. 1597, /71423 1 Or. 1fr22, Diggle on 

Pliael/1. ~n 1; for the phrase's colloquial tone, sec Collard (2005) 356, whose C\'idcncc 

shows that the incidence of colloquialisms in tragedy is much the same in direct and 

rcponcd speech. 

1562 vEmila1s: as an adj. vmvias docs not imply that M.'s men arc young, since 

it is applied 'regardless of age to what is young in character' (Bond on Her. 1095)1 so 

here 'slurdy', 'vigorous'. 

1563-4 -S,acryavov •• I . aiprn a parenthetic description of M. ('and here he 

raised his drawn sword'), interrupting the report of his words (for the technique in a 

messenger-speech, cf. Eur. El. 788-9 1 Plioen. 1452). 

a4iay1a TWI TE6UT1K0T1 'as a sacrificiaJ oflcring to the dead man' is rhetorically 

apt, since it expresses the (hogus) purpose of the men's bull-lifting. 

1565 f~av,;p,raaav: 3rd pl. aor. act. ofe~avapm::t~CtJ ('to snatch away'); cf. JA 75 

(on Paris' abduction of H.) epwv i:p&aav w1xri e~avap,raaas (the verb's only other 

occurrence in extant Greek). 
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15 66 Tavpov ••• Elot8EVTo o0.1,.1tna: the second acc. is governed by Eis-(for 
the construction, cf Digglc (1981) 116). The oe>.1,.1aTa arc, strictly speaking, rowing
bcnchcs, but the phrase simply amoun1s 10 'they put into the ship' (sec \Villink on Or. 
242). 

1567-8 Though the horse is nol sacrificed (cf. 1258n.), its inclusion underlines 
Theoc. 's deluded generosity. 

1,JOVCll,JlTVl<OS: gen. sg. of µovaµ,ru{ nit. 'having one frontier'; cf. Alt. 428, S11pp. 586, 
680), here denoting a single horse (cf. 1129 µov61<c.>1TOS avnp). 

1.JJ~Xc.>V 'stroking (its neck and forehead)'. 
1569-76 H., 1\1/_, n11d /1,e Grttk.s bonrd tlu ship. 
1570 TTA~oaaa ••• Evo4>upc.>1 ,ro61: the derail of H.'s shapely foot (cf. 1y28) has 

the effect of a cinematic close-up (Barlow (1971) 64-, de Jong (1991) 86 n. 66). For the 
(here instnimcnca.l) dat. corrupted 10 gen. after TTh.11TAT}l.ll, cf. 769-70 E1JTTA~aai1,.11 ... I 
1,.1u801s (1,.1u8c.>v L),Jackson (1955) 239, Digglc (1994) 189. For the gen. used correctly, 
cf. 1575-6 t~eTTilJTTAaTo I '30,;s '(the surge) was filled with our shouting'. 

1<A11,.1cncTi;pas arc the rungs of the ladder. 
1571 l6c.>Alo1s 'the quarterdeck', 10wards 1hc stern of the ship (cf. 1603 irpt11,.1VT')8EV). 
1572 ou1<h' WV A6yo1ai: cf 1050-2. 
1574 av~p nap' av6p': the Greeks arc arranged in pairs. The phrase foreshadows 

the fighting to come: sec 980, 10721111, 
1575-6 The boatswain (KEAEUo-rT)s), sometimes accompanied by an au/os-playcr 

(IT 1125-7, Ar. Ack 554), gave the rowers their cadence (cf. Ar. Frogs 208 (Charon 10 
Dionysus) wo,r6,r, won6n), and the la11er replied with rhythmic shouts (Frogs 1073 
(Aeschylus recalls the cry made by the crew of the Pnrnlus) puTT1Tairai). 

1577-88 Sncrijia n11d /mJJ•tr. 
1577-80 The ship is rowed a 'safe discance' (cf. 1268-71) from the shore. 
1578 ola1<wv ci,uAa~ 'the helmsman': oia~ refers 10 the handle of the rude' 

(nT166A1ov): d. 1536, 1591. 
157g-80 For 1he double question, sec 873n. 
lTAEUOWIJEV: 1s1 pl. aor. delibcra1ive subjunc., 'shall we row?' 
1581-4 Descriptions of on-board sacrifice arc VCI)' rare in Greek literature (cf. 

\·Vachsmuth (1967) 123 n. 198), since oficrings would normaUy be made on dry land 
before or after a voyage (e.g. Od. 3· 178-9 noaE16awv1 6E Tcnipc.>v I 'TT'OAA° mi 1,.1fip' 
e8EIJEV, TTiAayos 1,.1iya IJETpT}aaVTES). The need here to gel the ship out to sea dic-
1a1cs 1hc unusuaJ location, while the oflcring itself reinforces ~,J. 's prayer 10 Posci
don, since he is not only god of the sea but also particularly associated with bull 

sacrifices (Burkert (1985) 138; cf. Hipp. 1169-70, 1213-14). As often in tragedy: the 

sacrificial killing of an animal is followed by human slaughter: cf. Soph. Trnd,. 756-
82 (the maddened Heracles kills Lichas), Eur. Andr. 1113-60 (Ncoprolemus is killed 
at Delphi), I-ftr. 922-1000 (Heraclcs murders his wife and children). and esp. El. 

774-843 (Orestes kills Acgis1hus with 1he sacrificiaJ cleaver). For murders at sacri
fices outside tragedy, sec Parker (1983) 159-60, who points ou1 1ha1 the Athenians 
were willing 10 overlook such impiecy if 1he ends juscificd the means (as with Har
modius and Aris1ogeiton's plot to kill 1he 1yrant Hippias at the Panarhcnaca of 5'·h 
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which ended in the murder of his brother Hipparchus: Hdt. 5.55-65, Thuc. urn, 
6.53-9). 

1581 1'A1s µ01 'That's (far) enough for me!' For aAlS in a variety of colloquial 

phrases, sec Fracnkcl on Ag. 1656 and 1659. 
1582 ls npw1pav: M. makes his way to the front of the ship to perform the sacrifice 

(c( 1571). 
Kmrl: crasis, Kai tni, 'for the purpose of (slaughtering the bull)'. 

1583 µvnµ11v ex_oov 'making mention (of none among the dead)': M.'s prayer 

concerns the living instead (1586-7), arousing suspicion among the Egyptians. 

1584-5 Prayers ofrcn begin by memioning places where the god is likely to be (sec 

Sommcrstcin on Acsch. Eum. 292-6). 

N11ptoos: the 'just' god may be likely to support M.'s escape: sec 1002-4n. 

1586---, A dramaticaJly charged moment, as the details of M.'s request reveal both 

his identity and actual intentions. 

auiaa.e ... I acrvAov 'bring (us) safe and sound' (cf. 61). 

hT' cncTas NauTTAlas: cf. 1463-4n. 

1588 i011K6vT1~ov: 3rd pl. impcrf. of eiaaK6VT1~w ('to hurl Uavclins)', common in 

militat)' prose, esp. in Thuc.), used absolutely (i.e. without a direct object) to create a 

graphic image of the 'spouting' or 'darting' streams of blood (the verb is attcs1cd only 

here in poetry). 

oup101 ~tvoo, 'propitious for the stranger': the blood's spurting straight into the sea 

:1hc domain of Poscidon and the Ncrcids) is interpreted as a favourable response to 

~.'sprayer (cf. 1612 oup1a1 o fiKov 1Tvoai). 

15 Bg-99 Speeches from both sides before tire fighting begins. 
15 89-9 • Kai TIS TOO Elne: anonymous tis-spccchcs arc characteristic of both epic 

and messenger-narratives (sec Barrell (2002) 87-8). 

6vTlav (sc. 666v) KEAEUE au, I au 6e aTptci,· oicn<': the first command is addressed 10 

the boatswain (KeAevo-r,is: 1575-6n.), 'you order (the rowers) in the opposite direction', 

the second to the helmsman (157811.). 

1591-2 IK • • I . cna81:ls: the sacrifice is completed: cf. 1582-3 mi ... I CITa8eis. 

Tavpelou ci,6vou: the adj. in place of a gen. noun is typically poetic: cf. 1582 

Tavpeiw1 mpayi;, (K-G 1.261-3, Schwyzcr 2. 177). 

6ve~611oe O\Jµµaxous: cf. Digglc (1994) 437-9 1An accusative with ~OCI\I or 

wa'3oav expresses the content of the J3ori ... he did nm call "cruµµaxo•", but used 
the ornate periphrasis i:) yi;s 'EAA6:6os AooTioµCITa.' 

15 93-9 The opposing paraenctic speeches of M. and the Egyptian arc reminiscent 

of the battlefield exhortations of epic (cf. Collard on Eur. Supp. 694-717). The prelude 

to rhe battle thus encourages the audience Lo sec M.'s struggle as a second, miniature 

Trojan \•\lar fought to rescue his wife from a foreign suitor (1603-4n.). 

1593 Ac..:,Tiaµa.a: lit. 'picked flowers', the metaphor suggesting rhat only the best 

men have been selected; cf. Acsch. fr. 99.17-18 (of the Greeks attacking Troy) KAEOS 

yap TJKE1v 'EAA6:6os Ac..:,TlaµCITa I n6:or,s, Eur. Tro. 808-9 (of Hcraclcs' earlier sack of 
Tmy) 'EAA6:6os cxyay1: TTPWTOV fu8os. 
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1594 a~<i~EIV ~oveue1v: cf. Mastronardc on Pl10en.1193 e8vT11m<ov e~rntlT'ToV 'ver

bal asyndcton at the stan of a trimctcr is an intensifying device used by all chrcc 

tragedians, frequently in narratives of violence.' Insofar as acpa~ezv suggests the ac1 of 

slaughtering a sacrificial animal (sec Henrichs (2000) 179-80), M. 's use of the word 

stresses the violence of the scene still further. 

1595 aois: chc Messenger addresses himself ostensibly 10 Thcoc. throughou1 (cf. 

1530, 1551-2, 1606, 1616). 

1596 ~oa:1: the historic present form recreates t.hc Messenger's experience as an 

eyewitness, who now narrates the events as he experienced them (de Jong (1991) 

38-45); it also draws attention to the action as being particularly importam for the 

development of the narrative (cf. Rijksbaron (:.mo6) 128)1 since the boalSwain's order 

begins the fighting. 

KEAi:ucn,;~: 1575-6n. 

niv ivCl\/Tlav ona 't.he opposite comm,md'. 

1597-9 Oux ef . .. 6peiTar • I .. 1<a6a11-1a-rc.::iaer: for the construction and imper

atival futures (of aipoµa1, 'pick up' and 1<a8a1µaT6c...>, 'bloody'), sec 156111. 

6 µiv TIS: the combination of dcf. and indefinite articles picks out a particular bu1 

anonymous individual: cf. 1'1ed. 1141, JT 1,1.07, 9811. 

Aoia8ov •.. 66pv '(one of you pick up) a spar as a spear!' 

a~as: aor. part. of ayvvµ1 1 'break up (the benches)'. 

CJl(aAµov '(take an oar) from its tholepin': cf. IT 1347-8 (the Taurian l\.fcsscnger 

on Orestes' ship} VOVTOS TE TTEVTT]KOVT
0 mi m<CIA.IJWV TTA<i-ras I EXOVTas. 

16o<r12 Victory nnd de/1arlure ef tlie Greeks. The narrative's epic elements culminate 

in the bat de itself and H.'s exhortation of the Greeks 10 remember their Trojan glory 

(sec 1603-411.). M. 's transformation from shipwrecked beggar to warrior is now com

plete (1375-8411.). Some critics, however, detect a more pessimistic view of warfare 

and 1<Afos in 1.hc scene: SegaJ (1971) 607 1 for example, comments, )\ work which 

has bi11erly condemned violence requires violence, finally, for its resolution.' Ye1 the 

play has no1 condemned violence J1er 1e; rather, certain figures have lamented the 

seemingly pointless suflcring of the Trojan War, but this docs no1 prevent the audi

ence from enjoying the Greeks' successful getaway here, nor docs the narrative draw 

allention to Egyptian sufl"ering as it did earlier to the destruction of the Trojans. 

The Trojan War is in fact viewed in a variety of ways, depending on speaker and 

context (sec 45311.), and its positive evaluation here by M. and H., while fulfilling 

t.hc 1ac1ical aim of encouraging 1.he Greeks to fighr, also reaffirms 1he basic right

ness of their cause (H. is M.'s wife and their return to Greece is supporred by tl• 
gods). 

1600-1 6p8ol 6' avfi1~av 'leapt 10 their feel'. 

Kopµous •.. vauT11<ous: the Egyp1ians have only 'pieces of ship's timber' w= 

which to defend themselves. The detail is part of 1he Messenger's defensive rhcro. 

concerning their defeat (cf. 1512-1618n. for such 'narrating focalizarion'). 

1602 4>6vc.:i1 6! vcxvs ippEiTo 'the ship was made 10 llow (imperf. pass. of pEw) with 

blood'. 
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,rapaKEAEvaµa: H. herself joins in the exchange of bolstering speeches; cf. 1593-

911. 
1603-4 H.'s brief paraenesis is rhetorically accomplished: a taunting question 

('\\'here is your Trojan glory?', with ellipse oficnw), followed by a rousing imperati\'C 

('Show these barbarians!'). Like M. before her, H. appeals to the Greeks by evoking 

the Trojan \Var and calling for another victory over barbarians (cf. 1560, 1594). Critics 

arc often too gloomy in their reading of the K>.eos of Troy here: e.g.Juflras (1993) 56, 

l\ilchzer (1994), Rehm (1994) 126 'Helen's conversion into a cheerleader for banlc 

sounds a bi1terly ironic note.' However, the Trojan War can be evaluated positively as 

well as negatively (c( 1600-1211.), and the Greeks' victory is framed here as a Trojan 

\·Varin miniature, fought this time for the real H.: c( 1560-4, 1593-9011. 

6El~cru: aor. imper. of 6EiKvvµ1. 

1604---fi cntou6i;s S (mo: lit. 'through eagerness (for the fight)', i.e. 'in the hard 

baa.le'. 

ETTtTrTov 'some fell', with ol µev understood, balancing oi 6e (cf. Hee. 1161-2, Her. 
636, IT 1350, Or. 1489). The ellipse makes for a more rapid narrati\'e: for many 

examples from Homer onwards, sec GP 166.i.i, K-G 2.266. 

C::,p8oiiVTo: yd pl. imped: middle of 6p86w, '(others) picked themselves up again". 

Tous ••• I vucpous 'but the ones lying still you could sec were dead'. 

El6Es: 1595n. 
1606-10 Despite its being narrated by an enemy Messenger to an equally hostile 

1ddressee (rheoc.), M. 's concern for his comrades is, from the audience's perspective, 
-lmirable (1600-1211.). 

1606 ixc.>v OTTAa: a further reason to consider Theoc. culpable (1512- 161811.); cf. 
13751T., esp. 1379-81. 

1607-8 OTTfll is balanced by another local adv. Tav-rr,1. (L has OTTOI, implying 

movement, but corruption of -lTTl(t) to -1To1 is common: cf. \Villink nn Or. 430.) 
voootEv 'were struggling', 'were in distress'. 

Ka.aaKoTTwv has strong milita11• associations (e.g. Thuc. 6.50.5). The verb occurs 

only here in tragedy, but the noun KOTO:O'KOTTOS ('scout', 'spy') is used at He<. 239 of 

Odysseus' time as a spy in Troy, of Pemheus' spying on the ~vlaenads at Baal,. 916, 

956,981, and several times in the Rhesus (set in the Trojan camp near the Greek ships). 

The sense is more positive here as M. keeps a close watch on his men's fortunes. 

16og-10 iKKOAUµ~a\l 'dive ofT': the subject of the infinitive (aous vav~erra~) is 
understood from what follows. There is no need to posit a lacuna after 1608 (so 

Kovacs, following Rassow) in order to supply the subject. 

flPf1µwaE: 3rd sg. aor. ofep11µ6w, 'he cleared (the benches)'. 

1610-II olcncwv ••• I C1\IOKT
0

: 1039-40, 1578nn. 

Eu8vvE1v 66pv 'to steer the ship': the phrase occurs at Aesch. Pm. 411, Eur. G_)·d. 
15. For 66pv = ship, cf 1268, 1568 (LSJ s.v. 1 2). 

1612 ~pav: 3rd pl. aor. of 6-Eipw, 'they raised (the mast)'. C( Diggle (1994) 440 

'The ship must have left shore with its mast lowered. If its mast had been raised, 
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Mcnclaus would have given his game away, for, by raising the mast, he would have 

indicated that he intended to use sail, that is, to sail on the high sea.' 

oup1ai: 1588n. 

1613-18 The lv/essenger's escape and concluding reflectio11. Barrett (2002) 89 11.58 claims 

that the narrator's narTow escape 'parod[ics] 1hc convention of the messenger 

endowed with a status comparable to that of the Homeric narrator.' There is, however, 

no trace of parody: the Messenger must explain how he survived to tell his talc (c( 

the Herdsman at Bacc/1. 734-5), and his privileged (eyewitness) knowledge of events 

would be useless without his sunrival and escape (the Homeric narrator, by contrast, 

owes his privileged perspective to the ~•Juses). 

1613 l3El3am 8' fK yfis: a pointed summary of the entire narrative (1602n.). 

1615 6p1,.11aT6vwv 'fishermen' (ltnprLi:: 6p1,.116 ('fishing-line') + TEivw). 

1616 f~if:h1ae: causal aor. (LSJ s.v EK'3aivw eJ, 'put (me) ashore'. 

1617 cryyEAouvTa: fut. part. of purpose (Goodwin §840). 

1617-18 Tragic messengers often end their accounts with a morali2ing rcAcc

tion related to the events they have just narrated: e.g. Soph. An/. 1242-3 (the suicide 

of Haemon shows al3ouAia to be the greatest c,il), Eur. ,Hed. 1224-30 (the deaths of 

Crean and his daughter make clear that human happiness is never secure); c( the Scr

vant 's scmcntious rcAcctions at 752-7. So here the Messenger's generalization about 

the great usefulness of 'sober scepticism' (aw<J>povos amo,ias) can be imcrpreted 

as a comment on the conscc1ucnccs of Thcoc.'s conduct, since it was his credulous 

excitement at the thought of man1ring H. (compare his reaction to the news: 1622 

iKTTE<J>Evyamv ya1,.101 IJE) which enabled H. and M. to outwit him and escape. 

1619-20 As the Messenger departs, the Chorus-leader rcacl'i to his speech by 

maintaining the fiction that the Chorus were not party 10 the intrigue (contrast rT 
1420-1). 

'lOxouv: IS( sg. impcrf~ of ovxew, 'I would never have expected ... ' (for its USC 

with the in(, sec Fraenkcl on Ag. 1497, Harrell on 1-lipp. 952-5). 

1621-41 arc in trochaic tetrameters. According to Aristotle, this was the princi

pal metre of early tragic dialogue until it was replaced by the iambic 1rimc1cr (Poe/. 

144ga20-1). Aristot.Jc also describes the tclrametcr as more suited to dancing and 

satyric poetry, the trimc1cr as suited to action (Port. 144ga'..n-3, 1459037-8). and the 

tetrameter's use in sun,iving tragedy shows the poets exploi1ing its capacity to mark 

not only an acceleration of tempo but also a heightening of emotion and dramat: 

tension. The metre is used in all of Eur.'s later plays (from /-Irr. onwards), often (as 

here) in passages of excited dialogue and animared movcmenr, sometimes rendered 

even more dynamic by the presence of ;mtilabc (1630-9): c( Ion 530-62. IT 1203-21, 

Phoen. 603-24, Or. 744-98, IA 1341-68, Kohler (1913) 38-40; for a general survey, sec 

Drew-Bear (1968). Pickard-Cambridge (1988) 158-Go argues that most of 1hcse scenes 

may have been delivered in rccita1ive 10 the accompaniment of the aulos, which, if 

true would be a further indication of increased cmorion and excitement. Jnsofar as 
I 

the trochaic tetrameter was associated with an older style, it also created an air of 
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authenticity, and so can be seen as part of Eur. 's wider project of constructing new 

myths along lrnditional lines: cf In trod. §4(c). 

1621-6 Theoc. realizes Thconoe's duplicity immediately and determines to kill 
her, neglecting the potential involvement of the Chorus: cf. 1385-gn. 

1621 yuva11<Elais ,-txvaia1v: Theoc. is thinking of H. as well as Theonoc, but his 

complaint is refuted by the justice of H. 's return to her rightful husband, as it is by 

Thconoc's admirable concern for their father's wishes. Moreover, Theoc.'s tyrannical 

character means that he is hardly one to pronounce on the morality of al.hers. 

1622-3 KEI: crasis, Kai El. 

a>.waiµos I ... 61wyµaaiv: as Thcoc. himself acknowledged, however, the ship 

is too fast to be caught: 12721 153mn. 

1624 TE1a6µea8a: fut. middle of Tivw, 'l shall punish'. 

1625 f\TIS ... µ01: for the 'indicting' use of the general relative pronoun, sec 

\o\1illink on Or. 285-6 /\o~ia1 6e µtµ4>oµa1, I OCTTIS ... 

1626 To1yap 'for that reason' (GP 566). 

1627-41 The identity of Theoc.'s interlocutor is disputed. Many scholars follow 

Clark in giving lhcsc lines to a male se1vant, who now enters to block Thcoc. 's path 

into the palace (cf. e.g. Stanlcy•Porter (1977)). However, the Chorus·lcadcr seems 

better suited to this role than an anonymous (and unannounced: cf. Taplin (1977) 

8 n. 2) newcomer, since the Chorus (like Thcoe.'s interlocutor) have full knowledge 

)f Theonoc's grounds for supporting H. and have declared their support for her 

lrinciplcs (cf. 1030-1). The use of the masculine singular (6o0Aos wv) in 1630 has 

lecn taken by many to exclude the (femaJc) Chorus•leader, but 1his objection is not 

.ompelling (sec 163011.). While one might have expected Thcoc. to rcg;ster the sex and 

nationality of such an opponent, he repeatedly stresses the speaker's inferior status as 

a slave. h is very improbable that the .l'vlcssenger remains on stage to intcr..•ene here, 

since tragic messengers invariably depart or remain inactive once they have finished 

their accounts. No less unsatisfactory is the solution olTcrcd by Ley (1991) 32 1 who 

thinks Thcoc. was originally stopped by the intervention of the Dioscuri. 

1627 OUTOS is peremptory, 'you there', and an unusually curt way of addressing 

one's superior (1186n.). By contrast, the vocative w ... 6tCTTToT0 is mollifying (cf. 119311.), 

since the Chorus·leadcr wishes to convince Theoc. that her apparent disobedience is 

justified (cf. 1630, 1638). 

1628 fi 6(Kr,: Thcoc. 's conception of what justice demands clashes strongly with 

his sister's (1002-411.)1 as Theonoe herself had predicted (1020). 

aci,ta.aa{o): 2nd sg. pres. middle impcr. of 6:q>iCTT1w1 ('step back'), corrected (by 

John Milton) from the pl. aq>iCTTa~(E), which violates Parson's law that the syl

labic before a final trisyllabic cretic (- .... - EKTTo6wv) must be short (unless it is a 

monosyllabic): \Vest (1982) 84~5. The Chorus·leadcr, prompted by Theoc.'s threats 

against Thconoc ( 1624-6), has moved to block his path into the palace. 

1629 ouK a~flOOLJQI TTETTAwv a~v: in an dTort to restrain Thcoc., the Chorus

leader clutches his robes. The action is unique in extant tragedy, but other choruses 
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come close to physical confrontations with u1tjust rulers: cf. Acsch. Ag. 1612-73 (partly 

in tetrameters), Soph. OC 835-43, Eur. Her. 252-74. 

1630--9 AntiJabe increrues both the pace and tension of the exchange, as the 

Chorus-leader not only restrains Theoc. physically (1628~), but counters each of his 

statements, questions, or threats with a capping response. 

1630 aAAa conveys Thcoc. 's indignation (equivalent to a)..A' ~;, GP 8.ii), '\Vhat! 

Arc you, a slave, going to rule your master?' 

OEITTToTwv: poetic pl., expressing Thcoc. 's sense of his own status. 

6o0Aos ~v: the masc. sg. is justified (aJthough Theoc. is addressing a woman) 

because the question has a generalizing force (cf. f:J\V on Aesch. Supp. 245): Theoc. 

implies that slaves should by definition never oppose their masters. 

«;,povw yap EU 'yes, since what I think is right'. 

1631-2 1.1tv ouv is in each case strongly adversative (GP 475.3.i), 'No, J shall not 

allow you ... Not evil, but a most pious woman.' 

Euael3ECITCXTflV: c( gg8-rn29 1 1020-rnn. 

1633 KaAflV ye 1rpo6oaiav: the cognate acc. and oxymoron ('noble betrayaJ') add 

force 10 the refutation of Thcoc. 's npou6wKEV. 

1634-5 -r61.1a AiKTp': crasis, Ta Eµa, and metonymy, 'my marriage-bed' = 'my 

wife' (cf. 426-711.), 

KUplWTEpo1s I 1<up1os, , . ,rcrrpos napa: the language of guardianship (introduced 

by the Chorus-leader) evokes the transferral of the Greek bride from one guardian 

(Kup1os) to another, i.e. normally from father to husband, making l-.·J. 's claim to H. far 

stronger than Theoc. 's (c( gG8n.). 

1636 i1i TVXfl ... xpiwv: the Chorus-leader trumps Thcoc. once again, deploying 

the topos of the irresistibility of 'necessity' (cf Ale. 962-84). 

1638 6px6µea8 ... 1<paTovµev: Thcoc. is enraged by 1hc apparent challenge to 

his authority, 'I am a subject then, not the ruler!' 

oa,a 6pav: 1he epexcgctic inf takes off from 1<pa"TouµEv: '(you nile) 10 do what is 

right'. 

1640--1 ri1.1wv i1<ov"Twv: gen. absolute. In tragedy the gencraJizing masc. pl. may 

be used when a female speaks of herself using a plural verb (Smyth §1009). 

npo 6Ecrrro-rwv I ... 8aueiv: for 1he Chorus-leader's 'noble' loyalty to Thconoc, 

c[ 726-33n. 
1642-,9 The sudden appcara11cc of the Dioscuri prevents the murder ofThcon 

and reveals the gods' plans for H. and M. Eur. is particularly fond of bringing I 
plays to a close with a divine epiphany (Hipp., A11dr., Supp., El., IT, /011, Or., Bnc 
Oacunose), IA (probable, but now lost); cf. e.g. A11tiope (Hermes), Ered11/u11s (A1hc1; 

Hyps1/,yle (Dionysus), [ Rl1mtSJ (.Muse)), and the 1echn ique is also used by Sophocles 

in Pl,iloclele5 (1409-51). Insofar as Castor's speech aims 10 prevent further violence, 

its closest analogues arc IT 1435-45 (Athena orders Thoas 10 cancel his pursuit of 

Iphigenia and Orestes), Or. 1625-57 (Apollo i11s1ruc1s M. not to storm Agamemnon's 

palace and teUs Ores1es to remove his sword from 1-Jcrmione's throat), and .-lnliope 
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fr. 223 K (Hermes orders Amphion and Zc1..hus to spare Lycus). In l!..rechtl,euJ Athena 

urges another god, Poseidon, not 10 attack Athens (fr. 370.55-7 K). 
Jn common \\~Lh all such closing epiphanies in Eur., Castor's speech makes use of 

aetiology to link the heroic and mythical world of the play 10 that of the fifth-century 

audience; indeed, such actiologicaJ connections arc made in alJ of Eur. 's surviving 

tragedies except Ale.. and Tro. For although H. was worshipped primarily in Laconia, 

Eur. links his new H. 10 conrempora.r,• Attica: sec 1666-9, 1670-5nn. As always, the 

gods chosen 10 appear arc appropriate to the concerns of the drama and its characters: 

the Dioscuri arc naturally concerned for their sister's survival and had rescued H. from 

Athens when she was kidnapped by Theseus (for the myth in early Greek literature 

and art, sec Gantz (1993) 288-91, L/MC s.v. Dioskouroi 174-6). More specifically, 

since the Dioscuri were worshipped in Spana and were invoked throughout Greece 

as maritime 'saviours' (1495-1511, 15oonn.) 1 they arc filling escorts for H."s \·oyagc 

home (1663-511.), where she too will become a goddess (1666-911.). The first pan of 

their speech is addressed 10 Thcoc. (1642-61): as well as vindicating Thconoc, the 

Dioscuri reveal t.hc gods' approval of the destruction of Troy. They then address H. 

herself, predicting her deification and M.'s posthumous happiness on the Isle of the 

Blessed (1662-79). Far from being an alienating device (pnu Dunn (1996) 135), the 

deuJ ex mad,;11<1 scene underlines Zeus's concern for his daughter (1669) and is thereby 

highly traditional in its emphasis on the limited nature of human knowledge. 

Staging. The Dioscuri's promise that they will escort H. on her voyage home 10 

Greece 'riding our horses over the sea' (1665 TT0VTOV napmTTEUOVTE) makes it VCI",' 

likely that they entered on the 1,1rixavri or 'crane', which was widely used for divine 

epiphanies and other fl}~ng entrances in tragedy and comedy: d. ~lastronardc (1990), 

esp. 270,280,284 on lie/. The use by the gods of both the crane and the Jkh,r roof is 

often an expression of their separation from the mortal world of suffering and death. 

Thus H.'s appearance on the crane together with Apollo at the end of Or. symbolizes 

her immed;ale translation t.herc to divine status. The Dioscuri had already made a flying 

entrance at the end of Eur. El. (cf. 1235-6 ou yap 8vriTwv y' I fi6e 1<EAEV8os), and the 

reference to their riding (-rrap1inreuovu) suggests that they may have been portrayed 

here (if not also in El.) as riding on dummy horses; Ocean us had entered on a winged 

griffin ([Acsch.] PJ/284-7), BeUcrophon on Pegasus the winged horse (Eur. Bf'lll'ropho11, 

earlier than the parody by Ar. Ad,. 426-9 in 425; cf also Ar. Peace 76-178), and flelrn's 
companion play A11dromeda featured a flying Perscus equipped with winged sandals by 

Hermes (parodied by Ar. Thesm. 1010-1134). 

1642 hTlaxEs: aor. impcr. oHTTEXW, 'stop/check'. Epiplrnnic gods often begin their 

speeches with an imperative, either calling for attention (e.g. Eur. El. 1238 Ayaµeµ

vovos nai, KAu81) or commanding a specific action (e.g. /011 1553 µi) q>Euyn). Here 

tJ1e order's immediate impact (in contrast to the Chorus-leader's failed opposition to 

Theoc.) underlines the Dioscuri's divine authority. 

1643-4 61aaol •• I . KaAouµEv 'we, the two Dioscuri, call you': the text docs not 

specify which of the twins speaks, but Castor docs so in Eur. El. (c( 1240 KaCTT(.t,)p 

1<aaiyvriT6S TE noAu6eUKf'lS o6e) and is otherwise the more prominent of the two 
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in tragedy: cf 205, Tro. 132-3 (Hccuba on H.) KaaTOpl i\w'3av I Tc';)I T EupwTai 

6ucn<i\Etav. 
1646 au .. , 1rnrp(.)µevo1aiv: Thcoc.'s anger is pointkss, since his marriage 10 H. 

was 'not fared'. References to fate, necessity, and Zeus's will abound in closing divine 

speeches (1651, 1654, 1660-1, 1669, 1677). 

1647-9 Thconoc's decision 10 support H. and M. on the basis of justice and piety 

is now endorsed by the Dioscuri. 

e,as ..• fi<yovos: 6-7n., 318. 

iv6hcous hmnoi\as: for the 'just commands' of Protcus, cf 46-8, 91~0, 940-3 1 

962-8, 1009-12, 1028-9. 

165«r5 Kovacs (2003) 47-8 Lransposes these lines lo follow 1646, finding them 

'intrusive', coming as they do between two passages that deal with Thconoc (1647-

9, 1656-7). Yet the abab pallern in the manuscript text is pcrfcct.ly comprehensible: 

Theoc.'s marriage to H. is impossible (1646) / Thconoc is innocent (16.-1-7-9) / H.'s 

marriage to M. is to be renewed (1650-5) / so recognize that Thconoc acted rightly 

in aiding their escape (1656-7). 

1650 EIS ••• alEI T0V nap6vTa vuv xp6vov: an elaborately phrased equivalent of 

the temporal expression (unique to tragedy) 6Evpo ... aei (e.g. r\csch. Eum. 596, Eur. 

,\Jed. 670 1 /011 56; cf. 76rn.) 1 'until now'. The amplification suits the god·s exalted and 

didactic tone. 

1652-3 ou1<h1 is highly elliptical but is easily supplemented from 1651: 'but now 

that Troy's foundations have been uproo1cd and she has lent her name to the gods, 

(she) no longer (has to stay in your home).' 
• . f T0UV0µ: C . 42-311. 

1654 i~Eux8a1: perf. pass. inf. of 4Euyvu1.11, 'she must remain joined in the same 

marriage', i.e. to M. The depiction of H.'s post-war home life in the 01!11sse_;· (Books 

4 and 15) will have been well known to the audience. £\'en 1hc 'old' H. regained her 

conjugal happiness, and the 'new' faithful H. deserves no less. 

1656 µii\av ~l4>os: the epithets µEi\as and 1<u.a1v6s arc applied with sinister cITect 

('dark', 'murderous') 10 swords ;rnd spears: cf. Or. 1472 µei\av ~itpos, Bnrd1. 628 ~i4>os 

1<Ei\a1vov, Soph. 1u. 231 l<EAOIVOIS ~i4>Ea1v, Trnd1. 856 l<EAa1va i\6yxa, Ikr,ir-;on (1956) 

130. The word may also be taken prolcp1ically 10 refer to the blood 1ha1 'blackens' 

the sword (cf. Willink on Or. 821-2 µei\6v6ETOV 6e 4>6vw1 I ~i<i,os). 

1658-61 Gods may explain their non-in1en,cntion, failed protection, or apparer 

cruelly in terms of the contrary workings of other gods (Hipp. 1328-34, Tro. 23-5) < 

1he will of Zeus/fate/necessity (Eur. El. 1298-1302, /Jnrcll. 1348-9). Such ·apologjc 

(cf. Scodcl ( 1999) 104) oITer little comfort lo the human figures concerned: noncthdc~ 

the human characters have no choice but 10 accept the supremacy of 1he .616s '3oui\n, 

here involving H. 's role in the Trojan War, and rhcrc is often, as here, consol.11ion for 

their suITcring: sec lntrod. p. 64. 

1658 -rr6i\a1 ... (Kai) irplv: emphc1tic pleonasm. 'long ago'. 

1<av (= 1<ai ov) i~ea~aaµEv: contras! 1hc Dioscu1i's a11i111dc 10 1heir other sister 

Clytemncstra, whom they would not have sough• 10 pro1ce1 (Eur. El. 1242-4). 



342 COMMENTARY 1659-1666 

1659 ~1,.1ac; ... 8.1ouc;: 1hc cyclic epic Cypna calls Castor mortal, Polydcuces immor-

1al (fr. 8 Bernabe = fr. 6 Davies). In Pindar Nem. 10.80-8, Zeus tells Polydcuces that 

Castor is the son of Tyndarcos, while he is the son of Zeus, but that he may share 

his immonali1y with his brother (who has been killed). Polydeuccs chooses to save his 

brother and they alternate between living one day on Olympus, the nex1 day beneath 

the canh at Therapne near Sparta (cf. .Nem. 10.56-7, Pylh. 11.61-4, Hom. Od. 11.298-

304). Regardless of their split parentage and the circumstances of their apotheosis, 

however, the Dioscuri were worshipped together throughout Greece, and were very 

popular in Attica (1666-gn.). 

166rr1 ,;aaou' li1,.1Eu •. I . T&u 8u~u: as newcomers to divinity, the Dioscuri 

have a relatively low s1a1us in the hierarchy of gods: compare their reluctance to 

criticize Apollo (El. 1245-6): <Doi~oc; 6E, <I>oi(3oc; - a.AA° ava~ yap icn' £1,.IOS, I 01y~. 

The explanatory power of fate (Tou ,rnrpc.:i1,.1ivou), like that of'neccssity' (cf. El. 1301 

µoipa T0 avay1<f1 T
0 riy' ic; To XPE<Ju), is undeniable, and even Zeus may be portrayed 

as subservienl 10 fate: cf. (Aesch.] Pf/518. It is often cited when (as here) the speaker 

aims to evoke a reac1ion of resigned submission to events {usually past, but also future: 

cf. El. 1247-8 TCIVTEU8n1 6E XP'l I npaaaEIV a Moipa ZEuc; T0 E1<po:ve aou lTEpi). 

olc; ••• ixuv: as in Eur. El. 1280-3 1 where Castor announces that H. did not go to 

Troy and tha1 Zeus sent an Ei6w">.ov in her place (cf. 36-43n.), the revelation stresses 

the disparity bc1wccn human expectations of 1he gods and their actual conduc1. 

1662 aol, •• ">.iyc.:i: the rest ofCas1or's speech is addressed to H. as she sails away 

with M. to Greece. Athena similarly instrnc1s 1hc departing Orestes and lphi~enia 

m IT 1446-74 and the unseen Poscidon in Erec/,/ll. fr. 370.55-117 K. Gods can hear, 

and be heard, from far away (e.g. Sappho fr. 1.6-7 V). The di\inc voice of Castor 

confirms for H. the s1ory of her brothers' deification, refuting the talc of their suicide 

(cf. 133-42n.). 

1663-5 As maritime 'saviours' (1664 awTi;pE: sec 15oon.) 1 the Dioscuri make for 

ideaJ cscons on the voyage back to Greece. So too Athena promises to accompany 

Ion (Ion 1616) and Orestes (IT 1488-9) on their journeys back to Athens, while Apollo 

will escort H. to heaven ( Or. 1683-5). 
1TAEi: pres. impcr. 

,rv.101,.1a • , • oup1ov answers the Chorus' prayer 10 the Dioscuri (1504-5). 

11ap11r1rEuouTE: H. 's brothers accompany her as if she were a bride in a wedding 

procession (for their presence at H. 's original marriage in Sparta, sec 638-40), thus 

bringing the series of hymeneal allusions surrounding H. and M. 's reunion and escape 

to a joyful conclusion; cf. 722-5, 1431-5nn. 

1666-g The Dioscuri arc the most widely attested recipients of tJ,eoxenia ('god

fcasting') throughout Greece, including Athens (cf. 1495-151 in.), a form of ritual 

hospitality in which tables of offerings were prepared for the divine guests. However, 

Castor's prediction that H. will share in such cmcnainment (1668 ~tv1a) is the earliest 

extant evidence for H. being worshipped in this way. It is possible that H. 's involvement 

in the rite here is a case of'ad hoe invention' by Eur. (as Willink calls the marine cult 

of H. predicted by Apollo in Or. 1635-7), but before we conclude that Eur. freely 
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invented cuh aetiologics we must remember how scanty the evidence is for Creek 

cults and rin1als. (Sec lntrod. p. 62 for additional arguments against Eur. 's invention 

of actual cuh details.) In any case, H. 's inclusion in the rite of Theoxcnia would fir 
the wider pattern of her worship outside Spana whereby (as Roben Parker shmvs in 

his forthcoming study of the 'Menclaion') H. is worshipped 'as a junior partner in 

cult primarily addressed to her brothers the Dioscuri'. For evidence of H. and the 

Dioscuri receiving cuh together in Attica, sec lntrod. p. 15. 

1666 Ka1,.141rps •.. ~lov: the me1aphor is from racing, KOIJTrTW 110 round lhe bend' 

{KaµnT,ip, 'turning-post') having come to mean 110 reach the end' (Barrell on Hipp. 
87 -rEAOS ... Kaµ~m1,.11 ... ~iou). 

1667 8eos KEK~TJC1f11: 2nd sg. fut. per( pass. of KCIAew, 'you will be called a 

goddess'. Such exalted transformations arc rare; dttLJ tx mad,ina figures more often 

predict the foundation of hero cult (e.g. Eur. Hipp. 1423-30). Apart from H. 's 

(unusually premature) apotheosis in Or., one might compare Thctis' promise to 

make Pelcus an immortal (A11dr. 1255-6) and Athena's announcement that she has 

deified t.he daughters of Erechtheus and Praxithea as the 1-Jyacinthids (Ertd,1/z. 

fr. 370.71-89 K). 
1667b-8a teal •• I . µe8e~e1s add little to the promise of shared l/1toxeni11 (1668-

9), which will have naturally included libations. It 1hereforc seems likely that the 

phrase is interpolated, especially as many interpolations stem from the urge to supply 

proper names (~1oaK6pwv uha ~ µe8' ~1,.1wv): cf (gb-roa]n. If genuine, the phrase 

would emphasize H.'s new di\'inc status, but the dull repetition (cf 1,.1e6e~e1s ~ £~EIS 

1,.1e8', ~ 1oaK6pwv µha ~ civ8pw1Twv mipa ~ µe8' ri1,.1wv) suggests that it was added 

later. 

1669 Zeu~ ..• ~ouAnai: an appeal to the final authority, as often in u-agedy; cf. 

e.g. A11dr. 1269 (Thetis to Peleus) Zflvi ycip 601<ei Ta6e, also in the context of deification. 

Not surprisingly Zeus himself almost never appears on stage in tragedy; for as Parker 

(2005) 147 puts it, 'the ultimate explanation cannot itself be dragged on stage and 

required to give an account of itself.' 

1670-5 The rocky island called 'Helen' (now Makronissos) lies oIT the south-cast 

coast of Attica. Writing in the early fifth century, Hecataeus ofMiletus had said that H 

disembarked there on her return from Troy (FG,Hisl IF 128; cf. Paus. 1.35.1-2), whi 

Strabo (9.1.22; cf. 9.5.3) records a source that identified 'Helen' with Cranae ('rod.") 

the island mentioned in //. 3.443-5 as the place where Paris and H. first made love ( 

their voyage from Sparta to Troy (the sources for 1he island arc collected by Duchcnl 

( 1940), though her suggestion 1hat Lhc island lies off Egypt, not A11ica, is comradictec 

by 1673, which there is no reason to delete). \-\'c cannot be certain which (if either) of 

these stories gave the local aetiology of the island's name in Eur. 's time: Hcca1aeus may 

be the earlier source, but there is no trace of his version in early epic, whereas Strabo's 

is linked to the Iliad and to the journey away from Sparta, as here. Nevertheless, we 

can be quite sure that they arc both more plausible candidates than Eur. 's version, 

since they take as their basis the traditional SIDI)' of H. 's abduction from Sparta and 

presence at Troy. Wishing to maintain the connection between the t\uic island's name 
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and H. 's role in L11e Trojan \i\1ar, Eur. has invented a divine stopover for Hermes on 

his flight from Sparta to Egypt. The detour, while geographically implausible, is an 

ingenious solution to the problem of reconciling the new H. with local tradition, and 

shows Eur. 's eagerness (displayed L11roughout the de,LJ ex machina speeches) to integrate 

his novel version of events with cs1ablished cultie or mythological details, thereby 

displaying his poetic skill and inventiveness (c( 1666-gn.). 

1670-1 ou .•• 6p6"10V 'And where Maia 's son first set you down on your journey 

through the sky after carrying you off from Sparta'. 

~p"11aEv: aor. of opµi(w, here in the sense 'scl down', though the verb's basic 

meaning is 'to bring safely imo harbour', thus cleverly evoking, while simultaneously 

denying, H. 's traditional journey by sea f rnm Sparla to Troy. 

Ma1a6os T61eos: cf. 241-3n. 

a-rrapas: aor. part. of cmaipw, 'J carry off. 

1673 4'povpov ••. TETaµiuriv 'stretched out as a guard along the coast of Attica'. 

The island, stretching t. 12 km from Cape Sounion up to Thoricus, is presented 

as sheltering 'Actc' Oit. 'coast', but also another name for Attica, whose coast.line is 

extensive) from the Aegean. 

1674-5 'EAtvn •• I 1eAo,ras: Lhe aetiology contains etymological word-play, since 

'E>.tvri suggests the verbal-root t>.-'to take'; for grimmer play on the rom EA·, also 

meaning 'to destroy', cf Acsch. Ag. 681----.go. But rather than being the active 'destroyer' 

in the more familiar version of her elopement witJ1 Paris, H. is presented here as the 

passive victim who is 'stolen' (by Hermes) from Sparta; cf. also 1672 KAEl.f,IOS. For a 

similar eombinacion of aetiology and invented etymology in dms r:r. mad,ina speeches, 

c( Ion 1580 (the tribe of the Aigikorcs named after the aiyis of the KOPfl, i.e. Athena·s 

aegis), IT 1453-7 (Artemis Tauropolos = 'Taurian-roaming Artemis'). Such verbal 

'connections', in addition to displaying ctymologieaJ ingenuity (13-15n.), arc a furlhcr 

expression of the poet's desire to link the mythical world of the play (with its names, 

cults, and the like) to that of the fifth-ccntUl)' audience: cf 1670-511. 

TO AOl'T1'0\I ••. ICEICAflOETOI: as in other name actiologies, e.g. Her. 1329-3 I rrhl·scus 

speaking of his precincts, now oficred to Hcraclcs) TauT· hrc.Jvoµaaµeva I oieev TO 

AOITTOV EK ~poTwv KEKAflOETOI I ,wvtos, IT 1457 (Athena on Artemis) TO >.omov 
UµVflOOUOI T avpoTTOAOV 8Eav. 

lnEl ••. i6etCXTo 'since it received you when you were stolen from home'. For 

the abstract noun with personal pronoun KAonas <eras> as equivalent to a part. 

(kEKAeµµEVflV ae) or adj. phrase (hence Herwerden 's KAonaiav a·, accepted by Digglc), 

cf. 50-1 TCIS Eµas avapnayas I 8ripo1, 'he hunis me down, his stolen wife'. 

1676-, In the OdJ•ss9 (4.561-9) Pro1cus tells rvl. that he will not die, but will be 

conveyed by the gods to the Elysian plain, 'where life is easiest for men', because he 

is married to H. and thus the son-in-law of Zeus. Such a privileged fate is exceptional 

in Homeric epic, since even Achilles and the other great heroes (excluding Heracles, 

like H. the oflspring of Zeus: Od. 11.601-4) reside as shades in Hades (Od. 11.387-

567), yet it shows the strong inAuence of H. 's divine birth (and perhaps of her own 

divinity and immonality, which arc otherwise excluded from the Iliad and OdJ•sse)'): 
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sec lntrod. p. 14. Though less exclusive than the Odyssean Elysium, the lslc(s) of the 

Blessed (1677 µm:apc.uv ... vijaov) arc a privileged destination: cf. e.g. Hcs. 1,VD 167-

73 (reserved for the o?l.~101 fipc.ues by Zeus), Pind. 01. 2.70-83 (Cadmus, Pclcus, and 

AchiJlcs). In tragedy Dionysus predicts that Arcs wiJJ rescue Cadmus and Harmonia 

(Arcs' daughter) and settle them in the 'Land of the Blessed' (Bocci,. 1338-9). 

TWI ,r?l.av~Trp: although M.'s fortunate after-life is owed in part to his mar

riage relation with H. (as Pelcus owes his immortality 10 his wife Thctis: A11dr. 

1253-6), he has also suITcrcd greatly, and by calling him 'the wanderer M.', Cas

tor affirms his heroic endurance (for the play's adaptation of Odysscan themes, 

cf lmrod. p. 27). 

8Ewv TTapa I ••. fa.1 µ6pmµov 'it is fated by the will of the gods': cf. 1669n. 

1678-9 Castor's insistence that 'the gods do not hale the nobly born' is a piously 

reassuring response 10 the fate of 'the wanderer M.', who has finalJy received his own 

reward (cf. 1678 yap). Unless 1679 is interpolated, its approxima1e sense must be 'but 

they (i.e. the noble) suITer more than the countJcss mass.' The suffering of royaJ or 

aristocratic figures dominates Greek myth and tragedy, but Castor's consoling speech 

is no place 10 address the theologically disturbing aspects of the heroes' affiictions, 

which arc in large part a consequence of their peculiar closeness to the gods; sec 

lntrod. p. 64. 
1680-, Thcoc. 's brief speech accepting the divine commands and the play's swift 

conclusion thereafter arc regular features of de1LJ e:c 111nd1ina endings: cf. Andr. 1273-83 

(Pclrus 10 Thctis), Sup/). 1:127-31 (fhescus to Athena), IT 1475-85 (Thoas to Athena), 

Ion 1606-13 (Ion and Crcusa 10 Athena), Or. 1666-81 (Orestes and M. to Apollo), 

Soph. Phil. 1445-7 (Philoctetes and Neoptolemus to f-lcraclcs). By contrast, in Hipp. 
1342-1461, A,. 1292-1356, and Bncdt. 1344-87 1 the god's speech is followed by further 
dialogue in which the human characters lament their fate and protest against di\•inc 

cruelty and ruthlessness. 
1680-1 TO µiv napos ] velK'l .•. nep1: lit. 'J shall let go my former quarrels 

regarding your sister', i.e. Theoc. renounces his anger at H. 's refusal 10 marry him 

(cf. 1236). 
aci,w1v: gen. dual form of the second person prnnoun (Smyth §325). 
1683-2 The transposition of these lines makes for a smoother transition from 

1<ao1yVTJT11S to KEiv11 (both referring to H.) and rcs1ores the necessary emphasis 10 

lyw (1682). 
el 8rnis 6oKEi: cf. 1646, 1680-71111. Like his sister, Thcoc. recognizes the same gods 

as the Greeks. 
1684-5 iaTov ..• I yeyWTE: dual impcr. of ol8a and dual pcrf. par1. of yiyvoµa1, 

'know 1ha1 you arc born from the same blood as a most excellent and \'irtuous sister.' 

aeu4>povmTCIT1'1~ suggests the sexual purity of the 'new' H., a quality now para

doxically praised by her former pursuer (cf. 63, 314, 981). 
1686-'7 xalpe~ ... ouvEK. 'I wish you well for the sake of .. .'. The audience's 

reaction to Theoc. 's concluding generalization about women wiJI have been affcc1cd 

by both context and spc.iker: sec 162 Ill. 
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c!>: the neuter relative encapsulates the preceding idea (i.e. 'to have a noble char

acter'), 'a thing which ... '. 

lv1 = evea,-11 'is (not) found in ... '. 

1688-92 As the Dioscuri Ay ofT to accompany H. home (cf. 1664-5) and Theoc. 

returns to the paJacc, t.hc Chorus chant tJ1eir final remarks (in anapaests, with a final 

paroemiac, and probably accompanied by the au/os-player: sec Pickard-Cambridge 

(1988) 1fr2) before they too leave the stage. The same choral lines appear at the end of 

Air.., A11dr., Bnccl,., and (with TTOAAwv T□µias Zrus evOAuµ1TWI as the opening line) /\,fed. 
Opinion is divided on their genuineness and appropriateness in each case: Barrell 

(on Hipp. 14fr2-6) 1 for example, argues that only the Ale. is likely to be genuine and 

tJ1a1 the passage was added to the other plays by later actors 'to cater for a public 

addicted to sententious commonplaces'. (Diggle (Oen, by contrast, accepts the lines 

in both Ale. and Andr.) However, as Roberts (1987) has shown, most of the survi\ing 

codas of tragedy (including this example) serve a genuine closural function. :Moreover, 

they regularly do so in a moralizing and univcrsaJizing manner, which makes them 

particularly well suited to delivery by the chorus, as observers of the preceding event.s 

who arc prone to gnomic rcAcction. The present lines arc clearly dilTerent from the 

extra-dramatic prayer to Nike ('Victory') that ends the IT, Phoen., and Or. Such an 

illusion-breaking request for a prize is indeed redolent oft he activities of lalcr ac1ors, 

but the same cannol be said of this choral rcAection on the unpredictability of the 

1ods. The sentiment is both traditional and fundamental to the religious world of 

Greek tragedy, and its very conventionality, far from being a sign of spuriousness, 

may well be an essential part of Eur. 's purpose. For by hearing the chorus dcli\'er 

such a trite explanalion of the terrible events they have witnessed, the audience is 

prompted to re Acct anew on the gods' role in (the) human sulTering (of the drama): 

cf. Sourvinou-lnwood (2003) 415-17; 1642-79, 1658-6rnn. 

1689 6~ATI"Tws 'unexpectedly'. 

1690-1 601<f18h1T
0

: aor. pass. part. of 6oKew, the form e6oKii0nv being the rarer 

(mainly poetic) equivalent of e66x0flV. 

h1:Afo8T1 I ... flUpE: gnomic aorists (1139-4311.). 

1692 anE~fl: aor. of a:1To~aivC.J, 'to turn out' (LSJ s.v. 11 2). 
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MotJ1er of 1hc Gods 40, 294-5, 305, 308 

m alro Cybele; syncretism 
Muses 304 
music 84 

su al.Jo New Music 

Nacvius 75 
Nauplius 274 

StL aLJo Palamcdes 
Nausicaa 27, 199 
Ne,v Comedy 74 
Ne\\' Music 411 71,186,293 
nightingale 271 
Nile 144-5, 201 

INDEXES 

nominative 
exclama1ory 190 
used in address 3 13 

nomo~-, invented 289 
Nostoi 196 
nymphs, sexually vulnerable 174 

oaths 240 
Oflenbach,Jacques 78 
op1:11ive, exclama1ory 240 
oracles 164 

su al.Jo prophecy 
'orientalizing revolution' 56 
orld,is/ra 31 
Ovid 51, 75,150,272 
oxymoron 163, 176, 192,222,339 

paean 172 
Palamedes 234, 274 
pannJckis 309 
papyri 84,216 
Parmenides 47 
Penelope 11, 54,311 
pcnteconter 3 14, 330 
Pcrsephonc 14 

name of 299 
Persians 9, 58 
Pindar 21, 25, 64, 152, 16o, 175,342 
Pla10 5, 8, 41, 57, 72, 148 
Pla11tus 75 
pleonasm 161,247, 2,i8, 341 
plural 

generalizing 283 
poeuc 339 

polar expressions 276 
pollution 252, ·.190, 315 
polyp101on 165,172,234,243,252,281 
Parson's law 338 
prayer, 10 Hades 251 
presenl 

conativc 280 1 304 
his1oric 146, 150,329,335 

Presocratics 46 
Prodicus 203 
propemptikon 320 
prophecy 155, 231----'2 
Pro1agoras 48, 163 
Proteus 59, 145 

ragged heroes 197, 262 1 291,331 
'realism' 45 
recognition 36-7, 182,207,223, 

2 59 
resolutions, in iambic 1rimetcr 3 
rhyme 175, 190 



fNDEX ES 

Riding, L,ura 81 
Ronsarci, Pierre de 76-7 

sacrifice 
disruption or 307 
human 191 
on board a ship 333 

Salamis (in Cypnis) 164 
Sappho 13,148,300,304 
SDIII d11 ,,,;,,,, DII mrmi' 2 92 
1dm11n Pi11darirum 308 
scholia 68 
sea 321 
seashell, omniscient 79 
Selcris, George 80-1 
Semonides 12 
Srnern 75 
sex. ·unn.uurnl' 59 
Shakespeare 73 
Sicilian Expccfoion 9 
singular, for plural 221 
Sirens 171 
1kn10.,:mpl1in 30 
slave!)• 59, :z:19 
Solon 23 
song 38-45 

as1rophic- 205 
ur nlso monody 

Sophists 46 
Soph<K·lcs 1, 2, 5, 16, 36, 39, 44, 66, 70, 293 

,-!J,u 205 
A11drom1dn 4 

"'""!:""' ,JO, 54, 6o, 294. 337 
Elntrn 47,207,216,259, 26o 
O,dip,u nl Colom1.1 8, 30, 57 
Ordipm 1ptt1111UJ 30, 38, 49, 67, 76 
P/1il0t /tin 34, 64, 6g 
1,mu 271 
Ttu,rr lj9 

Trad1111ia1 36 1 65, 333 
TJ•ro 37 , 6g 

sound enccts 242 
Spartan cult 7 
speech 38-45 
Spenser 73 
stage 31 

Stesichorus 15, 18--22, 81. 327 
srichomythia 39, 209. 234, 282, '2185, 310 

Stt abo distichomy1hia 
Strauss, Richard 78-9 
s1yle 42, 45 

gnomic 232, 233, 239, 249 
111 also image!)·: language 

subjuncti\·c, ddibcrati\"e 238 
suicide 240 
supplication 156. 209, 24j, 252 
swimming, inability of b.,rbariam 286 
syncrellsm 294-5 
srnecdoche 158, 196,206, 286 
synizcsis 163, 296 

temporal ;rngment 233, 328 
Teuccr27,33,36, 65,80 
Thcoclrmcnus 58-g 

as hunter 156, 164, 252. 283 
Theocritus 15 
Thconoc 58-6o 

purity or243 
vir'brinity or 255 

thcophoric names 14 7 
ll1ro.m1in 342 
Thucydides 8, 23, 72. 152 
Timo1heus 171,234,275,294 
lu ·speeches 334 
tmesis 161,192,221,321 
trochaic tetrameters 337 
Trojan War !!67-8, 335 
tylu ('chance') 63,228,277,278 

Valery, P.,ul 65 
Virgil 75,145,164,224,272,327 
vocabulary 43, -H 

weeping 201,249,253 
women, presence in theatn.- jO 

Xenophanes 327 

Zeus 
au1hori1y orfr2 
plan of 28, 63, 64, 66, Jj2, 276, ~ 78. '.HI 

Zeuxis 76 
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& 200 
crya;>,µa 180 
ayamit.l 248 
ayM1oµa 147 

OE16c.l 273 
al :A.n1Kai 52 
ai8~p:z12 
alvo- !!H 

369 








