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PREFACE

In recent decades, fon has come to be recognized as one of Euripides’
most attractive and inventive tragedies. With its story of an anonymous
temple slave who, on reaching maturity, is discovered to be the son of
Apollo and an Athenian princess, the play is increasingly appreciated as
a rare dramatization of Athenian myth for (mostly) Athenian spectators;
a thoughtful meditation on Apollo, Delphi, and piety; and a unique rep-
resentation of the suffering and longing of the foundling and his mother,
who refuse to play exactly the parts Apollo has in mind for them. The
prologue’s prediction of a happy ending guarantees a play unlike Medea,
Oedipus Tyrannus, or Agamemnon, but amid the twists and turns of a plot
that anticipates later Greek comedy, Euripides reflects seriously on the
god and his oracle, the experiences of Creusa and Ion, and the ideology
of autochthony and empire. Along with the thrills attendant on decep-
tion, intrigue, narrowly averted violence, and finally joyful reunion, the
play provokes intense sympathy and occasionally smiles or even laughs,
and its overall effect remains elusive and puzzling. This edition aims to
make Jon accessible to students and scholars by addressing its contexts in
myth, ritual, and religion, and law, politics, and society, along with mat-
ters of literary form, dramatic technique, style, and language. It aims at
nuanced views of issues that have often been oversimplified. Readers will
encounter my judgments and opinions, but I hope also to help them form
their own.

It has taken much longer than intended to complete this edition
and commentary, and I have incurred debts of many kinds, which it is a
pleasure to acknowledge. I would like to thank the students with whom
I have read Jon at the University of Colorado Boulder, especially Tyler
Denton and Florencia Foxley, for their work as research assistants; and
Zachary Biles and Jennifer Starkey, friends who are now as inspiring as
scholars and teachers as they once were as students. Warm thanks also
to my wonderful colleagues in the Classics Department. My work has
been supported by various leaves and grants provided by the University of
Colorado Boulder and its College of Arts and Sciences. Harvard’s Center
for Hellenic Studies provided an incomparable setting for research and
writing at an early stage; my sincerest thanks to all who made my year
there so memorable, especially then Directors Deborah Boedeker and
Kurt Raaflaub.

All students and scholars of Euripides owe a tremendous debt to James
Diggle for his magisterial critical edition in the Oxford Classical Texts
series. I have also derived much benefit from the Aris & Phillips edition
and commentary by Kevin Lee, and the Loeb Classical Library edition

1X



X PREFACE

by David Kovacs. The new edition and commentary by Gunther Martin
appeared when my work was essentially complete. For help of various
kinds, I am grateful to Diane Arnson Svarlien, Lucia Athanassaki, James
Diggle, Kevin Glowacki, Mark Griffith, Carolin Hahnemann, the late
James Irvine, David Kovacs, John Miller, Melissa Mueller, Victoria Pedrick,
Ed Sacks, David Sansone, Scott Scullion, and Zoe Stamatopoulou. Helene
Foley and her students at Barnard and Columbia read most of the com-
mentary and provided feedback as they prepared for a production of lon
in New York in 2015. For reading and offering detailed and helpful com-
ments on portions of the work at various stages, I am especially grate-
ful to Luigi Battezzato, Donald Mastronarde, Lauri Reitzammer, Harvey
Yunis, and the participants in a commentary writers’ workshop held at the
University of Minnesota in 2007, above all its tireless and learned organ-
izer Douglas Olson. Martin Cropp read the entire work when it was nearly
complete and made a number of very useful suggestions and corrections;
I offer him heartfelt thanks for his kindness and expertise. I first studied
Ion three decades ago while writing a dissertation in Harvard University’s
Department of the Classics under the supervision of Albert Henrichs,
with whom I continued to discuss the play from time to time until his
death in 2017. Albert’s warmth, energy, learning, and insight are fondly
remembered and sorely missed by all who knew him.

Finally, I would like to thank the editors at the Cambridge University
Press, in particular Michael Sharp, for his patience and professional-
ism; Mary Bongiovi, for her work as Content Manager; and especially
Iveta Adams, for her outstanding copy-editing. Most of all, I thank Pat
Easterling, Neil Hopkinson, and Richard Hunter, Greek Editors of the
Cambridge Greek and Latin Classics, for the invitation to contribute to
the series, for thoughtful comments on multiple drafts of the text, com-
mentary, and introduction, for helpful responses to my queries, and for
patiently awaiting the completion of my work. I have benefitted enor-
mously from their knowledge and editorial experience. They have saved
me from countless errors; for those that remain, I am solely responsible.

I dedicate this book to Adam and Sophie, who have had to live with it
for too long, and who have taught me more than anyone.

Boulder
August 2018
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INTRODUCTION

1 EURIPIDES: LIFE AND WORKS

Few details of Euripides’ life are certain. As celebrities, tragic poets
attracted gossip and comic caricature — Euripides more than most. Ancient
sources present such material, along with untrustworthy inferences from
the poet’s work, as biographical fact. Sources like the Life prefaced to the
plays in many manuscripts, the papyrus fragments of a dialogue on the
poet’s life by the Peripatetic Satyrus (probably third-century BCE), and
the entry for Euripides in the Byzantine encyclopedia known as the Suda
(e 3695), must therefore be treated with great caution.' A few data, how-
ever, derive from study by Aristotle and his pupils of the records of tragic
competitions kept by the Athenian polis,” and these can be combined with
careful use of the other available evidence to give an outline of the poet’s
life and career.

Euripides was probably born in the 480s. His father’s name is given as
Mnesarchides or Mnesarchus; his deme was Phyla, which belonged to the
tribe Cecropis. We know nothing of his childhood and young adulthood,
but we can infer from his activity as poet that he came from a prosperous
family and received a good education. He must have participated in the
standard military training and service required of Athenian males and,
to an unknowable extent, in the institutions of Athenian democracy. He
probably acquired theatrical experience by associating with other poets,
actors, and chorus-trainers (roles often combined in the same individ-
ual). The ancient Life calls him a pupil of Anaxagoras, Prodicus, and
Protagoras, and an associate (étaipos) of Socrates (T 1.7-8). This dubi-
ous claim, echoed and varied in other sources, reflects awareness that his
characters and choruses participate more overtly than their Aeschylean
and Sophoclean counterparts in the intellectual trends of fifth-century
Greece.

The date of Euripides’ first entry in the dramatic competition, again
according to the Life (T 1.26—7 ~ 51-2), is 455, when he is said to have won
third (that is, last) prize with a tetralogy including Daughters of Pelias. The

' For a complete collection of sources, see TrGFv.1.39-145 (reference to which
is made by the letter T followed by item number). See also the collection and in-
terpretation by Kovacs 1994: 1-141, and Scodel 2017.

* The Greek word for “director” (normally the poet) is 818&okados, lit. “teacher”;
a dramatic production is &i8ackaAia, a word also used for the written record of a
production. The evidence for tragic productions is collected in 7rGF1.3-52.



2 INTRODUCTION

next important date is 441, when he won his first victory, with unknown
plays (T 56-7). Of the nineteen surviving plays attributed to Euripides
(seventeen genuine tragedies; the satyr play Cyclops;, and the tragedy
Rhesus, almost certainly the work of a fourth-century poet), the earliest
is Alcestis (438, second prize); next comes Medea (431, third prize). The
other extant plays produced on known occasions are Hippolytus (428, first
prize), Trojan Women (415, second prize), Helen (412), and Orestes (408).
Phoenician Women was produced after 412. The surviving Iphigenia in Aulis
and Bacchae, along with the lost Alcmeon in Corinth, won first prize in a
posthumous production within a few years of Euripides’ death, which
the evidence of Aristophanes’ Frogs (405) allows us to fix in 407/406.
Altogether, ancient scholars knew the titles of ninety-two plays, but they
had texts of only seventy-eight (seventy tragedies and eight satyr plays),
and they doubted the authenticity of a few of these.

No dates are transmitted for the other surviving plays, including Jon.
The approximate dates assigned by scholars are based mainly on two cri-
teria: quotations and allusions in datable comedies, and the frequency
and types of metrical resolution in the iambic trimeter. Suspected allu-
sions to datable historical events are sometimes adduced as well, but these
are mostly vague or general, in accordance with tragic norms, and thus
open to varying interpretation. An even less reliable criterion is the devel-
opment of Euripides’ dramatic technique. The following are commonly
accepted dates and date-ranges: Children of Heracles (c. 430), Andromache
(c. 425), Hecuba (c. 425-424), Suppliant Women (c. 423), Electra (c. 420),
Heracles (c. 416), Iphigenia among the Taurians (c. 414).3

There are no certain allusions to /on in datable comedies.t The met-
rical criterion points to the 410s, one of the most thickly documented
decades in Greek history. Given the play’s relevance to Athenian impe-
rial propaganda during a turbulent phase of the Peloponnesian War, we
would very much like to narrow the range further. Unfortunately, the
method of dating Euripides’ plays by metrical evidence, while generally
convincing, depends on various assumptions that can be questioned, and
in any case can indicate only approximate dates; special circumstances,
such as the low incidence of proper name resolutions in fon in compari-
son with other plays, introduce further uncertainty.?

3 Mastronarde 2010: 28-43.

+ Delebecque 1g51: 226 unconvincingly identifies two passages of Aristophanes’
Birds (securely dated to 414) as allusions to fon (Birds 769-84 ~ Ion 161—9, Birds
999—-1009 ~ Jon 1132—40), which would then predate 415 (that year being already
occupied by the Trojan trilogy). No sound inference regarding chronological pri-
ority can be based on mention of Pan’s cave in Aristophanes’ Lysistrata (produced
in 411) at 1, 720, and g11 and in Jon at 492—509 and g36-8.

> Cropp and Fick 1985: 5—25 and passim.
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Ion’s resolution rate falls between that of the securely datable Tio.
(415) and Hel. (412); other extant plays whose rates fall between those
of Tro. and Hel. are IT, for which external evidence is lacking, and Ph., for
which X Ar. Frogs 4 indicates a date between 411 and Euripides’ death.
Cropp and Fick’s calculation from Jon’s resolution rate makes a date
within the range 417-414 “very plausible,” and a date outside the range
418—413 “implausible.”® When the evidence of types of resolution is taken
into account, Jon again fits comfortably among the plays named so far,
along with El and Her., and is somewhat less free than the latest group,
consisting of Or., Ba., and IA.7

Efforts to date Jon on the basis of political tendency and supposed
historical allusions have not produced consensus. At 1592, Athena calls
Achaea “the coastal land around Rhium.” The small town of Rhium oppo-
site Naupactus near the entrance to the Corinthian Gulf was important to
Athenian naval strategy in the Peloponnesian War and is mentioned by
Thucydides in connection with events of 429 (2.86, g2) and 419 (5.52).
Becauseitis otherwise rarely heard of, Henri Grégoire argues that Euripides
must have written Jon while the events of 419 were recent.” Others, favor-
ing the lower end of the range suggested by meter (in part for good, but
inconclusive reasons relating to dramatic form and technique), examine
the relationship of Jon to the disastrous (for Athens) end of the Sicilian
expedition in 419. They disagree, however, as to whether the play more
naturally belongs to a time before Chios, Erythrae, and other Ionian allies
revolted from Athens, or after.? They also disagree about the relevance

% Cropp and Fick 1985: 23, dates rounded to the nearest whole number. The
authors calculate two “relative likelihood intervals” (RLIs), 50% and 10%. The
former means that a date within the calculated range has at least half as good a
chance of being correct as the date corresponding, on the line derived from the
metrical data, to the actual resolution rate; such a date is “very plausible.” A date
outside the 10% RLI has less than 10% as good a chance of being correct as the
date corresponding to the rate and is “implausible.”

7 Cropp and Fick 1985: 60-5.

® Grégoire opts for 418 (1923: 167-8), and is followed by Delebecque 1g51:
225 and, tentatively, Goossens 1962: 478 n. 1. Owen 1939: xl-xli agrees about
Rhium, but thinks a supposed allusion to ostracism at Jon 603 “would well suit
the period immediately preceding the ostracism of Hyperbolus,” which he puts
in 417. The attack on such methods by Zuntz 1955: 55-69 (64 on Jon) has been
influential.

9 Wilamowitz first held that Jon could not have been produced after the “col-
lapse” of the empire in winter 413/412 (1935—72: v1.188 n. 1 [1888]), then that it
very well could have been (1926: 24). Matthiessen 1964 accepts his first thoughts,
Zacharia 2008: 3—7 his second. Zacharia’s reason for preferring 412 to any later
date is unconvincing, since it depends on an association between the number 400
and the four old Ionian tribes around the time of the oligarchic revolution (411
BCE). While no ancient source makes this association, the oligarchs demonstrably
made use of the ten Cleisthenic tribes in their reorganization of the government.
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of the Spartan fortification of Decelea in spring 419 which, starting in
the autumn of that year, prevented initiates into the Eleusinian Mysteries
from following the usual route of the Iacchus-procession from Athens to
Eleusis along the Sacred Way.'* While some think that Euripides would
not have evoked the procession as he does at Jon 1074-89g(n.) after these
events, others take the opposite view.'' Jon celebrates the shared ancestry
of Athenians and Ionians, affirms the Athenian claim to hegemony, and
disparages the Dorian Spartans’ inferior ancestry and claim. The Sicilian
defeat created an atmosphere conducive to this tendency, but it would be
equally fitting at any point during the Peloponnesian War, and certainly
throughout the decade of the 410s. The trimeter evidence fits the middle
of the decade best, but we will probably never know the exact chronologi-
cal relationship of Jon to events of the war and Athenian domestic politics.

2 MYTH
2.1 Genealogy

In terms of genealogical myth, Ion’s defining purpose is to serve as epo-
nym of the Ionians.'* The stories told about him were not among the oldest
or best attested Greek myths, and they remained subject to variation and
manipulation into the fifth century and beyond. The most influential early
version, preserved in the Hesiodic Catalogue of Women, makes Ion the son of
Xuthus and Creusa, a daughter of the Athenian king Erechtheus; in addi-
tion to Ion, Creusa bears Xuthus a son Achaeus and a daughter Diomede.'3
In this account, Xuthus is one of three sons of Hellen (son of Deucalion,

> Xen. Hell. 1.4.20; cf. Plut. Alc. 34, Diod. Sic. 13.68—g.

'* For the first view, see Owen on 1076; for the second, Wilamowitz 1926: 24
and ad loc. Note that although Jon’s resolution rate as interpreted by Cropp and
Fick renders 412 “implausible,” many recent scholars are prepared to consider it.
Martin 2018: 24—42 supports a date as late as 410 (advocated by Klimek-Winter
1996 and some earlier scholars on less convincing grounds); regarding meter, he
emphasizes the many similarities of Jon and Ph. (datable by external evidence to
409  2).

'* The ethnic “lwves, from which the personal name Ion derives (cf. 8o—1n.),
has no agreed etymology. It appears to be attested already in Linear B in the form
Ija-wo-ne (Bremmer 19g7: 10-11), and several west Asian languages borrow and
adapt it as a name for “Greeks” generally (Beekes s.v. "lwves).

's [Hes.] fr. 10a.20—4 = P.Turner 1.20-4 + P.Oxy. 2822 fr. 2, first published in
1981 and 1971, respectively. The only name entirely preserved in the papyri is
Diomede, also called Xuthus’ daughter in Apollod. 1.9.4, but the combination
of preserved letters and Apollod. 1.7.4 puts the restoration of the others beyond
doubt (Parsons, Sijpesteijn, and Worp 1981: 14). Ion’s name, which falls entirely
in a gap, must have appeared here in the form Iaon (West 1983 and 1987). In
Mel. Soph. fr. 481.9-11, Euripides follows Hesiodic tradition in making Ion the
son of Xuthus and an Erechtheid (unnamed). For a possibly older, west Locrian
genealogy that makes him the son of Physkos, see Hall 2008: 29-30.



2 MYTH 5

son of Prometheus); the others are Aeolus and Dorus ([Hes.] fr. g). This
so-called “Hellenic genealogy” explains the main ethnic subdivisions of the
people who called themselves “EAAnves at the time when it was constructed or
became widely accepted, namely Aeolians, Dorians, Ionians, and Achaeans.
Xuthus is the only “Hellene” in this stemma who is not an eponym; his pur-
pose is rather to facilitate expression of the perceived or asserted degrees
of kinship among the others: Achaeans and Ionians are presented as more
closely related to each other than to Aeolians and Dorians, while the inser-
tion of an extra generation between them and Hellen perhaps implies that
they are somehow less “Hellenic.” That Ion’s mother is a daughter of the
Athenian king Erechtheus, meanwhile, suggests that Athenians at this time
wanted to be seen both as “Hellenic” and as ancestors of the Ionians.'s But
Athens’ claim to be the Ionian metropolis was contested: a strong tradition
located Ionian origins in Achaea in the northwest Peloponnese. The fact
that Achaeus and Ion are brothers in the Hellenic genealogy may be an
attempt to explain or reconcile these competing claims.*

The genealogy put forward in Jon differs from the Hesiodic Hellenic
genealogy in three ways. First, and most important, it makes Apollo Ion’s
father. Apollo’s paternity is not attested before Euripides, and the relatively
few sources that attest it later are not demonstrably independent of him.'7
The relative obscurity of Xuthus was a standing invitation for someone
to gratify the Athenians by giving Ion a superior father and eliminating
the foreign element from his background. Fortunately, it hardly matters
for interpretation of lon whether it was Euripides or someone else who

't On genealogical thinking generally, see ]J. Hall 1997 and 2002; on the Hel-
lenic genealogy, ]J. Hall 1997: 34-66 and 2003, Fowler 1998 and 2000-13: 11.122—
30. Fowler dates “the birth of Greek ethnic identity, if not its widest diffusion, at a
time slightly before Homer, in the late eighth century B.c.” (127); West 1985: 136
dates the Hesiodic Catalogue to the period 580-520 BCE.

'3 Cf. the equation of Ionians and Athenians at Hom. Il 13.685—9 and Solon’s
description of Athens as wpeoButatny . . . yaiav ‘laoving (fr. 4a.2 West).

' Parker 1986: 206. For the historical colonization of Ionia, see Hornblower on
Thuc. 1.12.4, Deger-Jalkotzy 2006.

'7 At Pl. Euthd. g02c—d, Socrates says that there is no “ancestral” (watp&dios) Zeus
for Athenians and Ionians, but rather AtéA\wv TaTpdios 8i& Ty ToU “lwvos yéveorw.
For the view that Plato may depend on Euripides here, and that later sources nam-
ing Apollo as Ion’s father (e.g. [Arist.] Ath. Pol. fr. 1, Arr. Anab. 7.29.3, Diod. Sic.
16.57.4, £ Ar. Birds 1527) in turn depend on either Euripides or Plato, see e.g.
Parker 1986: 207 n. 80; for speculation that Euripides draws on an older tradition,
e.g. Conacher 1g67: 271, Smarczyk 1ggo: §62. Socrates’ suggestion that Apollo’s
cult epithet watpdios derives from a myth of paternity is misleading, as it can be
explained in other ways (Parker 2005: 22-3). Although the word is very com-
mon in Euripides (around ninety occurrences), it is not found even once in Jon.
Athenians and Ionians shared the festival Apatouria, concerned with kinship, but
Apollo was not its honorand (Parker 2005: 458-61), and Ion apparently played no
partin it (Kearns 1989: 109).
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answered the call."® Having two fathers, a mortal one in name (as will con-
tinue to be the case, within the fiction, in the future Athena ordains at the
end of Jon) and an immortal one in fact (as Athenians would be pleased to
believe), places Ion in the distinguished company of Heracles (Zeus and
Amphitryon), Theseus (Poseidon and Aegeus), and the Dioscuri Castor
and Pollux (Zeus and Tyndareus), among others." But the treatment of
Ion’s mortal “father” differs greatly from that of, for example, Amphitryon,
who opens Heracles by proudly identifying himself as “the one who shared
[Alcmene’s] bed with Zeus.”* The premise in Jon is that Xuthus and the
world at large are never to know that Ion’s true father is Apollo.*' Ion,
meanwhile, differs from other divine children in that he already has a close
relationship with Apollo through personal religious devotion before he
learns that the god is his father, and his social status and political identity
are problematized in ways not seen with other semi-divine tragic heroes.**

Second, whereas the Catalogue makes Xuthus son of Hellen (son of
Deucalion,** son of Prometheus), in Jon Euripides makes him son of
Aeolus, son of Zeus. On the assumption that this Aeolus is the one
who is Xuthus’ brother in the Catalogue (and in two other places in
Euripides, frr. 481.7—9 and g2gb), it is not clear why Euripides here
makes him Xuthus’ father instead, as he has no obvious motive for
boosting the status of Aeolian Greeks.*! If the goal is not simply to

% Creusa and Jon (possibly the same play) are attested as titles for Sophocles,
but the fragments are undatable and do not even establish that Sophocles treated
the same story as Euripides, let alone what parents he may have given Ion. For a
possible intertextual relationship between lonand S. frr. 456 and g54 (Creusa), see
633—45n.; cf. 16, g1g—22nn.; n. gg below.

' LIMC v.1.703 (E. Simon). West 1985: 106 notes that Apollo, though not
named in [Hes.] fr. 10a, may have been identified as Ion’s true father when Creu-
sa’s story was told more fully later in the Catalogue of Women.

* 1oV Mds oUMexTpov (Her. 1). Cf. Or. 476, where Tyndareus takes no offense at
being addressed by Menelaus as Znvdg 6pdAextpov képa.

' This is in keeping with the treatment of Xuthus as an outsider (§5.2); see also §9
on Jon and comedy. For Apollo’s wish to keep his union with Creusa secret, see §8.1.

** §§7.1,6.1.

* West 1985: 50-6 makes a strong case that the Catalogue made Zeus the true
father of Hellen. This would explain why Euripides does the same in Mel. Soph. frr.
481.1—2 and g2gb.

*t Smith 2012 argues that the Aeolus meant is the Odyssey’s king of the winds,
and that Euripides thus alludes to a Dorian genealogy of Xuthus (since this Aeolus
is son of Hippotes, a Heraclid). Smith succeeds in showing that Xuthus’ ethnic
background could be contested, but he is wrong to say that Jon 292 (cf. 63—4)
points to a Dorian genealogy because “no matter how hard you look, Zeus is no-
where to be found in the lineage of the ps.-Hesiodic, Ionian, Hellenic Xuthus”
(2012: 133). On the contrary, Euripides himself, probably following the Hesiodic
Catalogue, makes Zeus Hellen’s father (previous note). Smith does not explain why
Euripides would blend Dorian and Hellenic elements in Xuthus’ genealogy, nor
what it means that he presents Dorus as Xuthus’ son (lon 1589—91).
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make Hellen disappear, it may be to draw Aeolians and Ionians closer
together. In any case, “Greekness” is no longer an issue in the way it was
when the Hellenic genealogy was created; interest has shifted to dis-
tinctions among perceived ethnic subdivisions, above all Ionians and
Dorians.*3

The third difference is that Dorus (along with Achaeus) is made
Xuthus’ son rather than his brother (1589—-94). This diminution of the
status of their eponym would be most unwelcome to Dorian Greeks,
including (among many others) Spartans and Corinthians, Athens’
bitter enemies at the time of the play’s first production. Worse still is
that Dorus and Achaeus are to be sons of Creusa, which makes them
Athenian on their mother’s side, and that their father is the mortal
Xuthus, whereas their older half-brother Ion is a son of Apollo. This
outrageous innovation, which almost certainly belongs to Euripides,
is ignored by later authors. Some modern scholars maintain that the
bitter pill is sugar-coated, in that the Euripidean genealogy offers a
reminder that Athenians and Spartans are after all related, but the
widely accepted Hellenic genealogy already did that on terms much
more favorable to the Dorian Spartans.*®

A genealogical explanation was also sought for the fact that Athens
shared the names of its four pre-Cleisthenic “tribes” with divisions of
the population in various Ionian cities.*” Jon never achieved a place on
the usual list of Attic kings.** Rather, he was usually seen as a military
man summoned from elsewhere to help Athens in a time of crisis.*
When specified, the crisis is the defensive war fought by the Athenians
against the Eleusinians and their Thracian allies led by Poseidon’s son

*5 Already in antiquity Euripides was notorious for taking genealogical liberties
(2 Hec. g); for examples of genealogies he gives in longer and shorter forms, cf.
Harder on Arch. 2 Austin(= 228a Kannicht).17.

** For Athens as lonian metropolis in Jon, see further §6.3.

*7 Jones 1987: 11-12, 295, 303-15, §20-2 (citing evidence from Erythrae,
Teos, Colophon, Ephesus, and Miletus); cf. Parker 1996: 16-17, Zacharia
20094 51.

** The list, some version of which was apparently known to Thucydides (2.15.1),
is stable in the Atthidographers (chroniclers of Athens) and later sources; for its
early history, see Fowler 2000-13: 11.447-5%. In Ion, Athena does instruct Creusa
to install Ion on the Athenian throne, and the text emphasizes that he deserves to
rule (1572—4, 1618).

* He is often called otpatdpyns or the like. According to [Arist.] Ath. Pol. g.2
and fr. 1 (and some others: see Rhodes ad locc.), he was made moAépapyos; this title
suggests the existence of a story explaining why the Athenian king did not lead his
own army and giving an aetiology for the office of polemarch still held annually by
one of the nine archons in classical Athens. On the transfer of Ion’s military skill
to Xuthus, see 59-6on.
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Eumolpus.?* This war provides the context for Euripides’ Erechtheus,
in which Ion has no part.3' In Jon, it is said to have taken place while
Ion’s mother Creusa was still an infant, and the Athenians are led by
the autochthon Erechtheus.?* It has been argued that in earlier versions,
roughly from the mid-sixth to the mid-fifth century, Ion led the success-
ful Athenian defense. In the late archaic period, such dependence on
an ally with a foreign father was acceptable; later, under the influence
of democratic and Periclean ideals of citizenship, Ion was seen as insuffi-
ciently Athenian to have led Athens in this defining struggle — a problem
neatly solved by Apolline paternity.33 After coming to Athens’ aid, Ion
fathered sons who gave their names to its tribes.3! In fon, Athena predicts
the colonization of Ionia by descendants of these sons, and we are to
understand that they take the tribal names with them.35 Early sources do
not say where Ion was when he was summoned as an ally. Achaea in the
northwest Peloponnese is one obvious possibility, Phthiotic Achaea in
Thessaly another. Later sources variously associate Xuthus and Ion with
both of these, while cult records attest their connections with places in
Attica other than Athens.3*

2.2 The Hero Exposed and Rescued

As his story is developed by Euripides, Ion is one of countless children
(mostly sons) born to mortal princesses impregnated by Olympian gods.
In myth, such sons exist to be exposed, rescued, and raised in exile or
obscurity. Eventually, they return to their native land and enter their
rightful status as kings, or they go somewhere else and found new cities
or cults. This story pattern, which is old and found in many cultures, is

3 See Hdt. 8.44.2, Thuc. 1.8.2 and 2.15.1 (which glance at this tradition but do
not name Jon), Philoch. §28 FGrHistF 13, Strabo 8.7.1, Paus. 1.31.8 and 7.1.2-5,
EM 649.49 (= [Pherecyd.] g FGrHist F 176), £ Ar. Birds 1527; Fowler 2000-1:
11.464-8.

3t Unless he is the heir Erechtheus addresses in fr. 362 (but the heir is too
young to fight); see Cropp ad loc., Sonnino 2010: 125-31.

32 g277-82n.

3 Sonnino 2010: 45-58; on Ion and Athenian citizenship, see §6.1.
3+ Hdt. 5.66.2 (cf. 5.69.1); Ion 1575-8, 1579-81(nn.).

35 1581-8; cf. 74-5n.

% Marathon (/G 13.255 A 14; cf. Lambert 2000: 71-5), where Strabo says
Xuthus settled and founded the Marathonian Tetrapolis (8.7.1); Potamoi, where
Pausanias says Ion was buried (1.41.9, 7.1.5); Porthmos, where Ion received an
offering from the Attic genos Salaminioi (LSS 19.86—7); and Gargettos, near which
was a deme called Ionidae (Kearns 1989: 109-10, 174-5, Harding 2008: 216—
17). West 1985: 57-8 suggests that Xuthus was originally at home in Euboea; in
Ion, he has won Creusa’s hand by helping Athens in a war against the Euboeans
(59—60n.).

e

w



2 MYTH 9

only sparsely attested in Greek literary sources before Attic drama.?7 It
was apparently Sophocles and Euripides who made it a favorite subject
for tragedies.’® Most center on either the birth, exposure, and rescue
of the newborn, or his arrival at the threshold of maturity and encoun-
ter with his birth family. fon is our best surviving example of the latter
type, and because it includes vivid recollections of Ion’s birth, exposure,
and rescue, it develops many typical motifs of the former as well.3 These
mostly occur in the back story, but a few are reenacted and developed
within the play.

Ion’s mother Creusa was raped by Apollo (motif 1.1)* and exposed
their child through fear (motif 2.1),*" an act she characterizes, unusu-
ally, as unjust.** In a sense, Hermes exposed Ion again when carrying out
Apollo’s instructions to save him (28-40). When, in the prologue, he
returns to Delphi to see what will happen next (76-7), the effect is both
to collapse time and to suggest that Ion is once again exposed to danger.
The cave where the rape occurred and Creusa exposed Ion is significant

37 Oswald 2004, Huys 1995: 62—3. The best-known examples in early poetry
involve Perseus (Simon. fr. 543), Jason (Pi. P. 4.108-16), and Iamos (Pi. O. 6.29-
58); in prose, Cyrus (Hdt. 1.108-17). A related pattern becomes a staple of Greek
New Comedy: a baby girl is exposed, rescued, and raised; becomes the object of
a young citizen male’s affections; and is finally discovered to be born of citizen
parents and thus marriageable (Sommerstein 2013: 30-6). That New Comedy
owes a debt to tragedy and to Euripides in particular was acknowledged already in
antiquity (550—4, 1431nn.; §9 below), but how often and in what circumstances
infants were actually exposed by ancient Greeks is debated (references in Sommer-
stein on Sam. 142), as is the question how much the historical reality should affect
our understanding of either genre, especially tragedy, where the circumstances
surrounding exposure (divine parentage, royalty, oracles, etc.) invite interpreta-
tion as myth, psychological fantasy, and literary elaboration. For a psychological
interpretation of Jon that takes the historical practice of infant exposure seriously,
see Pedrick 2007, especially g1-51; cf. §5.3.

3% The evidence does not reveal which of them led the way. In Aeschylus, ele-
ments of the tale type are found in Oedipus’ background in the Theban trilogy,
and the satyric Diktyoulkoi dramatizes the rescue of Danae and Perseus by fisher-
men.

39 Plays dealing with the hero’s birth, exposure, and rescue include Sophocles’
Danae (with related material possibly in Akrisios and Larisaioi) and possibly 7yro
A; and Euripides’ Danae, Melanippe Sophe, Alope, and Auge. Plays dealing with his
maturity and encounter with his birth family include Sophocles’ Oedipus Tyrannus,
Aleadai (and possibly Telephos), Alexandros, and Tyro B; and Euripides’ lon, Antiope,
Alexandros, Melanippe Desmotis, and Oedipus. For Sophocles’ Creusa and/or Ion, see
n. 18 above, n. gg below.

1 For rape, see §2.3; for the identification and numbering of the motifs, Huys
1995: 40—1. Huys studies the tale type systematically in Jon and the eight fragmen-
tary Euripidean plays listed in the previous note, and provides copious Greek and
non-Greek parallels.

1" 1497—9n.; cf. 897-8n. It is not clear whom Creusa feared (14-15n.).

+ g63; cf. Huys 1995: 100 n. 46.
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(motif 2.2). It is a marginal, uncivilized place, but at the same time linked
with the sacred.® It represents a womb-like enclosure analogous to Ion’s
basket, Apollo’s temple, the tent where Ion faces danger from his mother
again, and Delphi itself.#* When Hermes “exposed” Ion, it was likewise
in a special, liminal place, just outside the entrance to the temple, which
continues to be significant not only as the play’s setting, but as a symbolic
boundary marking Ion’s transition to adulthood (§3).

Creusa exposed Ion in a special basket along with special objects
(motif 2.9) whose Athenian ritual and symbolic associations are devel-
oped at length.15 She exposed him as a “compromise between death
and rescue” (motif 2.4); her expectation that he would die has persisted
in unresolved tension with her hope that Apollo saved him. Ion was
rescued (motif g§.2) by Hermes, who conveyed him to the threshold of
the temple (28-40), and by the Pythian priestess, who took him up and
raised him (49).17 The fact that Hermes acted on Apollo’s instructions
and the Priestess on an impulse caused by him shows that the divine
father is looking out for the welfare of his offspring, as is typical.+® The
young lon shows extraordinary ability (motif g.3): the Delphians have
entrusted him with important duties (54-5), and he has led a life of
uninterrupted piety (55-6).% In the end, Ion learns that what binds
him to his mother and Athens is stronger than what binds him to his
father and Delphi. The princess in the tale had always represented the
hero’s ties to a particular clan or city, but Euripides invests the motif
with extraordinary emotional force.>

43 Cult places of Pan and possibly Apollo are nearby, as is the Athenian Acrop-
olis (11-13n.).

# 19, 76, 1141-65nn. Etymologically, “Delphoi” means “inhabitants of the
womb (8eAgus)”; yuaha, “hollows,” was a kind of nickname of Apollo’s precinct
(76n.). Mastronarde 2010: 253—4 notes that the association of males with interior
spaces in Jon is a striking inversion of the norm.

5 13095-1438, 1421-3, 1427-9, 1433-6nn; see also 26—7n., §3, Mueller 2010,
2016: 70-84.

1518, 26—7, g65nn., Huys 1995: 246-52.

17 The hero in such tales is rescued by animals, gods, humans, or some combi-
nation of these. Because they are often combined in literary elaborations, rescuing
and menacing are treated together by Huys as motif g.1. Ion is never actually
menaced, but Creusa imagines him being devoured by birds and beasts, and the
descriptions of this grow more vivid throughout the play ($48-52, 504-6nn.),
even after Creusa knows it did not happen (1494-5n.).

# Hermes’ role is one he plays elsewhere (1-81, 28—4o0nn.). In the play, the
Priestess’ helpful intervention (47-8n.) is both reenacted and reversed when she
brings Ion’s basket back out of the temple (1320-68n.); spectators will see this and
the “chance” events that foil Creusa’s murder plot (1189, 1191-2, 1204-5nn.) as
further saving acts by Apollo, as Athena eventually confirms (1565n.).

19 54-5, 55-0nn,, §7.1.

* §§5.3.7.1.
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The “second phase” of the tale consists of “return, recognition, and
rehabilitation or enthronement of the adult hero.”s* Of these, Ion, strictly
speaking, dramatizes only recognition. Ion’s return begins only in the
play’s final lines, and his enthronement belongs to Athena’s instructions
for the future (1571-5). Whether or not delaying return until after rec-
ognition is a literary adaptation of a more “natural” mythical or narrative
sequence, throughout the play we remain aware of Hermes’ guess that
Apollo plans for the true recognition to take place only later, in Athens.5*
Creusa, however, wants to find out within the play what happened to her
exposed child. This leads us to expect that (true) recognition, emotion-
ally the most powerful element of the “second phase,” will take place
within the play.? But we must wonder whether a mortal woman striving
against the god’s plan — a potential 8esopdyos — can accomplish what she
wants and escape punishment.!

The false recognition with Xuthus puts Ion, too, in the position of
striving against the god’s plan, at least briefly, when he is reluctant to go
to Athens, almost the only thing “myth” insists he must do. Despite his
pious acceptance of the oracle, he remains out of sympathy with Xuthus
(557-51n.), and his devotion to Apollo produces the paradox that he
prefers his current humble status to what the god intends, greatness in
the eyes of the world. In a further paradox, Ion’s reasoning marks him,
in contemporary Athenian terms, as an elite quietist — an attitude he
has acquired as a temple slave (633—45n.). Finally, his enthronement is
paradoxical, even beyond the puzzlement possibly felt by spectators who
know that he is not usually said to have become king. For Ion to come
into his rights, nothing is really required beyond Athena’s command, but
earlier scenes have made us wonder how, “realistically,” this can happen.
From a mythical perspective, at least two points are relevant.>> First, when
Creusa offers a “realistic” explanation of Apollo’s plan (1539—45), Ion
brushes it aside (1546-8), but when Athena offers the same explana-
tion a moment later and he accepts it, he embraces his mythical destiny
and leaves behind what has defined him as a dramatic character. He is
like Sophocles’ Philoctetes, accepting ui6or from Heracles that hardly
differ in substance from the Aéyor with which Neoptolemus has tried
and failed to persuade him.>® His position also resembles that of certain
other Euripidean characters who find it difficult to believe in gods whose

5" Huys 1995: 41.

* 69-73.

53 But not necessarily in Delphi: see n. gg below.

51 See further §§2.3, 8.2.

5 On Ion’s political identity, see further §6.1.

3 Jon 1562, 1606-8n.; S. Ph. 1393-6, 1409-12, 1417, 1445-7.
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immoral actions are at the root of their own “mythical” existence.5?
Second, by commanding Creusa to keep Ion’s true parentage secret,
Athena ensures that “King Ion” will be known publicly as the non-Athe-
nian Xuthus’ bastard son by an unknown woman. Such a status is rather
more embarrassing to Athenians than the traditional story that makes
him an ally, legitimate scion of a noble family. But the final paradox built
into Athena’s dispensation is that no actual Athenians ever believed Ion
was illegitimate, because the possibility exists only in Jon itself, a fiction
that simultaneously reveals the “truth.”

2.3 The Gurl’s Tragedy

The tale of the hero exposed and rescued begins with “illegal or unusual
sexual intercourse, mostly of a god with a mortal princess.”* The prin-
cess has her own story, sometimes called “the girl’s tragedy.”s® In archaic
and classical Greek literature, she always belongs to a tale told by a male
author, and usually it seems that not much has been imagined from her
point of view. Among the few exceptions, fon holds pride of place, for
nowhere else do we hear so much from a princess impregnated by an
Olympian god. Here we look at “mythical” aspects of her tale in relation
to action, theme, and classical Athenian law.®

It is generally agreed that, as Robert Parker puts it, “such myths of sex-
ual contact between man and god were by origin myths of a kind of grace,
an ennobling contact between the perishable and the divine.”* This is
because the girl’s tragedy is ultimately “a prelude to the emergence of
the hero” somebody claims as a glorious ancestor or city-founder.” But
the tale type was probably always amenable to complication, especially
in connection with two issues: the marriageability of the unwed mother

57 E.g. Heracles (Her. 1340-6), Iphigenia (/T 380—9g1).

5% Huys 1995: 41.

5 The term was coined by Burkert 1979 to describe what he calls “senti-
mental stories about the mothers of important heroes” (6). Burkert writes that
“the agents, places, motivations and all the details vary; but there is the fixed
sequence of departure, seclusion, rape, tribulation, and rescue as a prelude to
the emergence of the hero” (7). On rape, see further below; in outlining a fixed
sequence of “narrative functions,” Burkert follows the Russian myth theorist
Vladimir Propp. For interpretation of the sequence by Burkert and others, see
Bremmer and Horsfall 1987: 28-30, Csapo 2005: 1g9-201. On the girl’s trag-
edy in Jon, Scafuro 19g9o: 138-51 is fundamental; see also Murnaghan 2006,
especially 108-12.

> Creusa’s experience is treated from a variety of other perspectives through-
out this Introduction and the Commentary.

1 Parker 2005: 143.

b2 Burkert 1979: 6-7.
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and the child’s survival, whether at birth or maturity, when threatened by
someone who sees him as a stain on the family honor, a dangerous rival,
or an unworthy outsider. Both issues affect the “gir]” at a deep emotional
level and make good material for tragedy. It is thus no wonder that, as
Parker goes on to say, “the tragedians transformed [these stories]; Zeus’
dear and much-travailed son Hercules, Apollo’s abandoned bride Creusa,
and many another god-raped maid, become in their hands living and
breathing problems in theology.”’s

The first distinctive aspect of Euripides’ handling of Creusa’s mythical
experience is how often and how explicitly she talks and sings about it.
Tragic decorum sets limits to explicitness, but the two central accounts, in
Creusa’s monody and the long stichomythia that follows it, clearly present
her as a victim of rape.® Creusa was unwilling (g941) and called out to her
mother for help or witness (893). Apollo used force, laying hold of her
wrists and taking her to a lonely spot (891-5). Creusa struggled a terrible
struggle (939), and both she and the “bed” were “wretched” (goo-1).%
She describes what happened to her on two further occasions, once ear-
lier, while pretending that it happened to a “friend,” and once later, after
being reunited with her son.’® Despite differing emphases, these accounts
contain nothing to make us doubt that Euripides means Apollo’s act to
be understood as a violent sexual assault. This is no less true of the two
accounts by others. Indeed the first, Hermes’ unvarnished statement in
his prologue-rhesis, is important because it is first, unambiguous, and
reasonably considered authoritative.®” Hermes says that “Phoebus yoked
Erechtheus’ daughter Creusa in (sexual) union by force.” The other

% Parker 2005: 143—4.

%1 887—go1, 936—49 and g54-65. For rape in ancient Greek and Roman litera-
ture, see e.g. Tomaselli and Porter 1986, Deacy and Pierce 1997, Rabinowitz 2011,
Robson 2013.

% In a contemporary context, this is more than enough to warrant the label
“rape.” For consideration of the ancient legal context, and whether it is relevant or
useful to judge a god in a myth or work of literature guilty of a crime, see further
below.

" 338-54, 1474-99.

% This is not to say that prologue-speakers invariably tell the truth, or that
Hermes is right about everything (cf. 6g—74n.). For Hermes’ voice as “Hesiodic”
(genealogical, male-centered, and uninterested in female experience) and the
interplay between this voice, resumed in Athena’s epiphany-rhesis, and the tragic
voices of Creusa and of Ion and the Old Man when responding to Creusa, see
Stamatopoulou 2017: 167-78.

% 10-11 Taid’ ’EpexBiws Poifos Eleugev ydpois | Picn Kpéouoav. Interestingly,
the word translated “(sexual) union” is also an ordinary word for “marriage”
(Loraux 1g993: 201 n. 72, Rabinowitz 1993: 201), but the ways in which Apol-
lo’s and Creusa’s union is not a marriage clearly remain important. For Bia, see
further below.
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account, from the Chorus, describes the union as bitter (mkp&v y&upwv),
the result an outrage (6ppw).%

The second distinctive aspect of Euripides’ treatment of Creusa’s
experience is how insistently she blames Apollo. Her cryptic remarks
at 252—4 soon give way to direct accusations (358, 384—91) and cul-
minate in her impassioned monody (859—922), which she calls pouga
“blame.”?* Creusa’s mistaken belief that Apollo let their child die heads
the list of her complaints, but it is hardly the only one. She blames
Apollo for bringing up their child alone, if that is what he did (it is),
and for keeping her in the dark by blocking her private inquiry.”* She
describes the rape as shameless and motivated by lust.”* She comments
on the terrible suffering of her “friend” (342, 368) and regards Apollo’s
gift of a son to Xuthus as a betrayal in terms of the x&pis the god owes
her.7

This leads to a third point, the inward nature of Creusa’s sufferings.
Many a “girl” in “the girl’s tragedy” suffers imprisonment, banishment, or
worse at the hands of a male relative, usually her father or uncle. Creusa’s
father was long dead when she was raped, and nobody punished her for
becoming pregnant and giving birth while unmarried. Indeed, because
nobody even knew of these events, her status was unaffected, and she was
eventually married to Xuthus.” But the play dwells insistently on the pain
she felt when she abandoned her child, as she felt compelled to do.”> Her
marriage added a new emotion to the anguish and mingled hope and
fear she still felt from not knowing her child’s fate. Now she became anx-

% s03-6n.

7 885-6n. Ion already referred to Creusa as Aodopoloa at 429-30(n.). The
claim that beauty outweighs ugliness and blame in Creusa’s song (see especially
Burnett 1962) is unconvincing. It is also doubtful that her description of Apollo
reveals her as “susceptible” to his beauty (Wilamowitz on 887) and surprising that
she has been thought to give an “ambivalent and ambiguous description” as a re-
sult of which it is “not clear that she was a victim” (Rabinowitz 1993: 195—201, at
198; reiterated at Rabinowitz 2011: 10-11).

7 958, 384—400nn.

7 894-5, 8gbnn.

7 879-80, g14—15nn. Her feeling that she has been betrayed moves her to call
Apollo an “evil bedmate” (g12 kaxds evvaTwp).

7 14-15, 57-8. Hints that Creusa feared her mother interestingly vary the usual
situation (280, 1489-9g1nn.). Although Athena says Apollo made Creusa’s delivery
without complication (&vocov) so that her ¢ido1 never knew (1595—9gn.), Creusa
refers to her téxous ToAukAauTous (869, cf. 1458), and the Old Man observed her
“secretly bewailing a hidden disease (vécos)” at some point after the rape and
before the birth (944). The véoos could be the trauma of a rape victim, a solitary
pregnant girl’s fears for her health and reputation, or even a ruse to escape detec-
tion (g42-7n.).

" 342—4, 503-6, 897-901, 954-65, 1494-1500.



2 MYTH 15

ious because her marriage to Xuthus remained childless.” These adapta-
tions of the punishment motif allow Euripides to explore private, inner
“tribulation” in ways well suited to the tragic genre.??

Next, Creusa’s feelings compel her to do something. She does not
merely wait to be rescued, but has a secret plan when she comes to Delphi
with her husband. When she is blocked, she becomes openly hostile, and
mythically speaking, she ought to be in real danger. Even after Apollo
foils Creusa’s attempt on Ion’s life, interrupts Ion’s retaliation, and brings
mother and son together in the presence of recognition tokens, Creusa
must actively risk her life to bring about the recognition that finally puts
an end to her tribulation.”

This leads to a fifth point, that what Creusa accomplishes is good - for
her, for Ion, and for us as spectators. To be sure, Apollo has to help, but
Athena confirms Hermes’ guess that Apollo did not intend Creusa and
Ion to recognize each other in Delphi, that is, in this play.”? Euripides
certainly had no intention of withholding this satisfaction from his spec-
tators, and in this sense he is Creusa’s ally.* What Creusa gains for herself
is, from one point of view, merely a matter of time, but that is no small
thing in a play that invites comparison of human and divine perspectives
on the girl’s tragedy. That she compels Apollo to give her the answer she
demands on the day she seeks it confirms that her anxious months of
pregnancy and painful years of not knowing her child’s fate matter.”’

These aspects of Euripides’ treatment of the girl’s tragedy give rise to
several further questions. First, does the classical Athenian legal context
support labeling Apollo’s act “rape,” and does it even make sense to con-
sider a god guilty of such a crime? It has been observed that “although
Greek has several terms for assault which can be used to signify sexual
assault committed with violence and without consent, nevertheless there

" Anxiety is implied by g55-6, Ion (607-20) and the Chorus (676-80) expect
Xuthus’ acquisition of a son to trouble Creusa, and the Old Man plays on her
fears (8o8-29, 836—56). In a few places where Creusa mentions her childlessness,
spectators can hear a reference to the loss of her son by Apollo as well as the in-
fertility of her marriage to Xuthus (304-7, 761—9, 790—2). Creusa’s infertility can
reasonably be seen as among Apollo’s devices to secure Ion’s rights, as 67-8 may
imply; see further §8.1.

77 Burnett 1962 argues that the variation reveals Creusa to be weak and faith-
less; she moderates her view somewhat at 1g71: 122-4.

™ See further §8.2. For Creusa’s monody and the murder plot as responses to
the Old Man’s plea to “do something womanly,” see 843-6n. and §4 below.

7 1566-8, cf. 6g-73.

% For discussion of the play’s use of literary form to give spectators a stake in
both its outcome and its political ideology, see Wohl 2015: 19—-48. Lloyd 1986 also
argues that the result Creusa forces is better than what Apollo planned.

® For other aspects of the play’s meditation on time, see Lee 1996, Segal 199q9.
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is no word with this specific and unique meaning.”®* Still, if Creusa were
a classical Athenian and her assailant a man, several legal remedies would
be available to her kyrios (male legal guardian) after what happened to
her. Importantly, one of these is clearly evoked in the play: a ikn Biaicov
or “private suit seeking monetary damages for violent acts.”® That legal
proceedings had to be initiated by a kyrios reminds us of an important
point about the adaptation of legal reality to drama. Whereas the law
denies women standing and treats sexual crimes against them mainly in
the light of family honor, a play can present rape as a crime against Creusa
“personally.”® Another point is that in some contexts where the legiti-
macy of children is the main concern, it does not matter whether a girl or
woman consents to extra-marital sex. Thus consent is rarely mentioned in
Athenian forensic speeches and is largely irrelevant to Menandrian come-
dy.® It has been shown, however, that when illicit sex is at issue in tragedy,
girls or women who can convince others that they did not consent expect
better outcomes than those who cannot.*

When Ion is shocked by Creusa’s story of her “friend” and implies
that the god is guilty of what contemporary Athenians recognized as a
crime, the effect could be merely local, a teasing paradox comparable
to Orestes’ demand that because Apollo commanded him to murder
Clytemnestra, the Argives should consider Apollo ritually polluted and
kill him (Or. 591-6). Ion himself insists that he is engaging in a thought
experiment, and that a legal judgment will never be imposed on the gods
(444-"7n.); we too might take the main point to be that human standards
simply do not apply to a god. Apart from lon’s earnestness, however, what
suggests that his admonition should be given some weight in interpreta-
tion is that Creusa too tries to hold Apollo accountable. She mostly uses
the discourses of gratitude, reciprocity, and justice, within which the fact
that Apollo did rescue and raise their child can perhaps be held to vin-
dicate him." In prominent exit lines spoken near the end of the long

% Todd 2007: 130.

% 444—7n. Ion has just used the key term Biai, “by violence,” at 447, echoing
Hermes at 11.

5t It does not follow that Euripides uses Creusa’s experience to address the real-
world problem of rape. This is the place to point out that there is no scholarly con-
sensus as to whether women attended the Festival of Dionysus; see the opposing
views of Henderson 1991 and Goldhill 1994; cf. Goldhill 1997: 62-6.

% Omitowoju 2002.

% Sommerstein 2006b; cf. Harris 2014. Omitowoju 2002: 186 recognizes that
in Jon, Creusa is presented as unwilling, that is, as a rape victim, and that there is
an unusual emphasis on “her feelings of anger and distress at the memory of the
act of intercourse itself.”

%7 It is in just this sense of looking out for his progeny that the god had always
been “accountable” in the old stories, even if the sons suffered (cf. 507—gn.).
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Second Scene, however, Creusa urges Apollo to “make good his mistakes
(duapTiag)”; if he does, she will accept as much as he wills (for he is a god),
but Apollo “could not become entirely gitos towards us” (425-8). Though
not technical, the language of “making good” resembles the legal dis-
course Jon uses in his immediately following thought experiment. One
element that will be missing from whatever restitution Apollo deigns to
make is marriage. Though later by about a century, the typical New Comic
scenario gives a sense of the legal background. There the goal is to secure
the marriage of an eligible female; everybody sees this as the most desir-
able outcome, even if the man to whom she is to be married has raped
her.”™ From a legal perspective, the impossibility of marriage in the mythi-
cal scenario lends great poignancy to Creusa’s remark that Apollo cannot
be “entirely ¢idos.” Euripides recasts the girl’s tragedy so that premarital
sexual experience can be thought of as “ruining” her for marriage and
respectability. Creusa does not suffer this fate, but only because she and
the god maintain secrecy.

It may also be asked whether blame of Apollo continues to make sense
once Creusa herself explicitly renounces blame. She does this because
it turns out that Apollo has rescued their son and restored him to her,
that is, because of the “happy ending.” Creusa’s words and behavior play
an important part in guiding our response, but not necessarily in the
sense that earlier blame is entirely discarded or forgotten. As spectators
or critics, we can always decline proffered gestures of “closure,” so that
Creusa’s earlier words remain available to anyone trying to make sense of
the play as a whole. Two further points suggest that this is more than just
a theoretical possibility. First, Creusa at the end displays effusive joy while
overtly recalling her earlier words and actions;™ however, her act in cling-
ing “gladly” to the temple door falls rather short of the intimacy Apollo
once imposed on her. Her effort to be close to the god pathetically enacts
the truth that Apollo is not and can never be “entirely ¢iros.” Second,
while Creusa rejoices, Ion stands by, apparently impassive and arguably
disillusioned.?’ While Ion benefits from the relationship he now knows

% Sommerstein 201: 30-6.

% Words: 1609 ouk aivolica Tpiv, encompassing all earlier blame. Actions: she
addresses the temple door and the oracle as “pleasing to the sight” (1611 ebcwoi),
although “earlier they were hostile” (1612 Suopevii m&poBev dvta), recalling both
her tears when she first saw the temple (241-6) and her aggressive approach to it
during her monody (go7, g11nn., §8.2).

% Apollo has chosen not to appear, when he could have and spectators may well
have expected him to. See further §§4, 8.1, 8.2.

9 Just as Creusa’s words deliberately recall and revise an earlier attitude, so
Ion’s response to Athena (especially kai mpiv “even before”) recalls what went be-
fore, in his case immediately before (1606-8n.).



18 INTRODUCTION

he has with Apollo, his case too can be taken to illustrate the truth that
Apollo is not entirely gidos. Like Creusa, then, Ion becomes a “living and
breathing problem in theology.”"*

This is the place to consider, finally, whether Euripides makes anything
of the fact that the particular god in Creusa’s story is Apollo. Apollo’s
erotic liaisons with mortal women involve a number of unusual frustra-
tions and even failures.” In stories earlier than Euripides, Idas rivals
Apollo for the hand of Marpessa and even raises his bow against the god;
given a choice by Zeus, Marpessa chooses the mortal man for fear that
the god will leave her in old age.?* Coronis, after being impregnated by
Apollo, consents to marry the mortal Ischys without her father’s knowl-
edge.?” Cassandra tells the Chorus of Aeschylus’ Agamemnon that she first
agreed to give herself to Apollo, but then reneged (Ag. 1208). Daphne
was pursued by Apollo, but escaped when Zeus heard her prayer and
transformed her into the tree that bears her name.” A short list of top-
ics the poet of the Homeric Hymn to Apollo considers telling in the god’s
honor includes “a series of rivals, some of whom seem to have been more
successful than Apollo.”7 Such stories are also told of other gods, but
both before and after Euripides, Apollo seems to attract more than his
fair share. Apollo did of course have his way with Creusa, and their son is
destined for greatness. But the play invites a response to his indifference
to Creusa’s suffering after he raped her, his inability to predict the actions
she takes within the play, and in a sense his loss of Ion, who passes into
Athena’s hands at the end. These are themes whose potential Euripides
may have glimpsed partly as a result of myths concerning Apollo’s erotic
failures and frustrations.

3 SETTING, STAGING, AND PRODUCTION

Ion’s fictional setting is Delphi; the first performance took place in Athens.
This is one of Euripides’ most Athenian plays: the major characters arrive
from Athens and are destined to return there, the crucial events of the

92 See further §7.1.

9 Gantz 1993: 8g—94, Kakridis 200q.

9+ 2bT Hom. Il g.557, citing Simonides (fr. 563 PMG = °°353 Poltera); cf. Apol-
lod. 1.7.8—9. Poltera attributes the story to Bacchylides, while others think that it
may have been told by both poets (Maehler 2004: 220-1).

9% Pi. Py. 3.8-58. In Acusilaus FGrHist 2 F 177 Coronis, like Marpessa, is moved
by fear of the god’s scorn.

9% This story, best known from Ovid’s Metamorphoses, is not certainly attested un-
til Hellenistic times (Phylarchus FGrHist 81 F g2 = Parth. amat. narr. 15), but Gantz
1993: g0 shows how mention of Apollo’s rivalry “with Leucippus and the wife of
Leucippus” at h. Ap. 212 “might conceivably lead us to it.”

97 Kakridis 2009: 633, discussing k. Ap. 208-13.
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play’s pre-history occurred in Athens, and Athenian identity is explored
on many levels. At the same time, Ion’s identity as Pythian Apollo’s son
and servant is centrally at stake. Two places, Delphi and Athens, are
compared, contrasted, and interwoven with the play’s themes from start
to finish.”® Place also contributes dramatic tension, as Creusa hopes to
accomplish in Delphi what Apollo means to put off to Athens.»

Many Athenians will have known Apollo’s sanctuary at Delphi from
personal experience. Euripides could evoke the setting in words and
rely on their imaginations, as Greek theatrical convention for the most
part demands; he did not need to strive for realism in costumes, props,
or stage decoration, and he could depart from reality to serve dramatic
goals. The play was first performed in the Theater of Dionysus on the
southeast slope of the Athenian Acropolis adjacent to the precinct of
Dionysus Eleuthereus. Several points concerning the layout of the theater
in the fifth century BCk are debated, but they do not matter much for Jon,
whose most important visual meanings can be conveyed with fairly simple
resources.'® The play requires a stage building (oxnvf) representing the
east facade of Apollo’s temple at Delphi. Despite the description of its
sculptures by the entering Chorus, it need not be elaborately decorated; it
only requires central doors capable of swinging open.'*' The performance
area may be entered through these doors, by means of paths (gicodo1) to
the left and right of the dancing area (épxfiotpa), by ascending to the roof
of the stage building by a ladder concealed behind it (not used in lon),
or on the crane (unxavn). The playing space includes a notional acting

® E.g. 5-13, 184—9, 251, 384, 644-7, 1269-74, 1554. Somewhat different are
passages that play knowingly with spectators’ awareness that they are in Athens
watching actors who are pretending to be in Delphi think and talk about Athens,
e.g. 24, 30, 585-6. On Delphi and Athens in Jon, see especially Loraux 1993:
195-8, Chalkia 1986: g7-139, Kuntz 1993: 48-58, Zacharia 2003: 7—-43.

9% That Apollo wants the recognition of Creusa and Ion to take place in Ath-
ens is at first merely Hermes’ guess (6g—7gn.), but Athena confirms it at the end
(1566-8). Lee 1996: 86—7 wonders whether Euripides is teasing spectators with
the possibility that the tension will be resolved by the unusual means of changing
the scene from Delphi to Athens (as elsewhere only in A. Eu., so that this is “an
instance of Euripides’ theatrical selfconsciousness”). Dalmeyda 1915 infers from
1021-6 that Sophocles must have set his Creusa (or lon, possibly the same play) in
Athens, and that Euripides, in setting his play in Delphi, was pointedly improving
on his predecessor. Colardeau 1916 seeks to strengthen the theory, and Grégoire
1929: 162 and Goossens 1962: 483—4 cautiously approve. Burnett 1971: 103—4
asserts it confidently and has tempted a few others (e.g. Torrance 2014: 66—7 and
229, cautiously), but most judge it to have little or no foundation, since the frag-
ments are uninformative, and we do not even know whether the Creusa of Creusa
was Jon’s mother (cf. n. 18 above).

' For overviews of the theater, see e.g. Moretti 1999—2000, Rehm 2002:
37—41, Davidson 2005.

'*** Hourmouziades 1965: 43-57, Wiles 1997: 161-2.
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area in front of the stage building and a dancing area between the acting
area and the spectators, but these need not be physically distinct, and
actors and Chorus move freely between them. If the acting area included
a raised stage communicating with the épxnotpa by means of one or more
steps, then the stage in Jon represents the stylobate of Apollo’s temple,
an appropriate place for Ion to begin his sweeping and sprinkling.'* But
there is no need to confine Ion or any of the actors to this area, or to
deny the Chorus access to any space visible to the spectators. Ion requires
a large altar at which Creusa seeks asylum between 1255 and 127q. This
altar is best situated in the middle of the épxfioTpa;'®s it is described as
adorned by woolen bands (oTéppara, 1310) and carved images (§éava,

140%).

The different ways of entering and exiting the playing space give the
playwright a chance to convey visual meanings.'* Before exiting at the
end of his prologue-rhesis, Hermes says he will go “into this laurel hollow”
to learn what will become of Ion. The actor playing him, who must return
in other roles, probably ducks behind a stage property, from which he
can enter or get around to the back of the stage building unseen; within
the fiction, we are to imagine the mischievous god staying and watch-
ing events unfold.'*> Next, Ion enters through the central doors, the only
time he will cross this all-important threshold. Shortly after Xuthus joins

2 g8, 46nn. The possible existence of a raised stage is discussed by e.g. Ar-
nott 1962: 27—42, Hourmouziades 1965: 58—74, Taplin 1977: 441-2, Wiles 1997:
64-5. As Creusa and the Old Man enter, they mime ascending a steep path, as
visitors to Apollo’s temple at Delphi must do; a little later, the Old Man describes
Apollo’s xpnotnpia as steep. These passages do not prove the existence of a stage
(725-7, 739—40nn.).

‘s Cf. 1261-81n. In favor of an altar in the middle of the épxfioTpa, see especial-
ly Rehm 1988, Poe 1989 (129—-30 on Jon). If the altar is so placed, there is room
for an image of Apollo Agyieus (whatever form it took) in the acting area to one
side of the central doors (186—-7n.). Less likely is the view that the center of the
dpxnoTpa was occupied by a permanent altar dedicated to Dionysus, and that plays
requiring an altar within the fiction therefore had to use a separate stage property,
usually imagined as either just to one side of or in front of the central doors; so
Lee on 1255-6. Wiles 1997: 63-86 argues persuasively that the épxfioTpa is gener-
ally the visual and conceptual focus of tragedy, but this does not entail that it was
circular (Wiles 1997: 44—52); for the view that it was trapezoidal, see e.g. Rehm
2002: 49, with references. The view that Creusa’s altar scene is to be thought of as
taking place inside Apollo’s temple (Winnington-Ingram 1976: 497-9, followed
by Wiles 199g7: 80) is improbable; see e.g. Zacharia 2003: 14 n. 48.

‘1 In Ion, the gicodo1 more or less correspond with Delphic topography (Hour-
mouziades 1965: 109—17, 134—5; Burnett 1970: 134).

5 1-81, 76nn. This view presupposes that Hermes speaks on the ground level
used by the play’s human characters; this will make him seem, appropriately, to be
closer to them than Athena, who speaks from the unyavii. Hourmouziades 1965:
157-9 believes that Hermes speaks from the roof of the aknvs.
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Ion and Creusa on stage, there are three exits within thirty lines, all in
different directions: by Xuthus (after 424) through the central doors,
into the temple; by Creusa (after 428), to one side, to pray to the gods
“around the altars laden with bay”; and by Ion (after 451), to the other
side, to fill vessels with lustral water. The unusual sequence gives striking
visual expression to the characters’ disunity (401-51n.).

Xuthus’ exit into the temple represents access denied to Creusa; he
passes over this boundary again when he reenters the playing space at
515-16."° Just before this, Ion has returned; the two characters’ conver-
gence is an element of Apollo’s plan, which requires that Ion be the first
person Xuthus meets (534—6n.). When Creusa enters at 1250, she knows
she is being pursued; realistically, there is no reason for her to return to
the playing space at all, but of course she must. It might make sense for
Ion, who is pursuing her, to enter from the same side, but since the larger
point is that the two now converge on Apollo’s doorstep, it would also
work well to have them enter from opposite sides. In this case, when the
Priestess enters from the central doors, we will have seen an inversion of
the earlier sequence where Xuthus, Creusa, and Ion all exited in different
directions.'*?

In all this, the most important boundary by far is that between the
inside and the outside of Apollo’s temple, the site of oracular revelation.
For one thing, Apollo’s threshold is a place where things nearly happen:
Ion nearly shoots birds during his monody, nearly shoots Xuthus during
the false recognition, nearly violates Creusa’s asylum, nearly dedicates
his basket unopened, nearly executes Creusa, and nearly reenters the
temple.'*® It is also a symbolic boundary signifying Ion’s coming of age,
Apollo’s control of Xuthus and the Priestess, and the fraught relationship
between the god and Creusa.

Like other Greek tragedies, Jon can be played with three actors, one or
more of whom take on multiple roles. The play requires two actors with
good singing voices, one for lon, the other for Creusa. It is possible for
the third actor to play all six remaining parts, with nearly 500 lines total,

5 The only other character to pass over the threshold in both directions is the
Priestess (below).

"7 Thematically, the Priestess’ appearance resembles a divine epiphany (1920-
68n.); in terms of stagecraft, it is a surprise substitute for use of the unyxavn. (The
opposite surprise occurs when Medea enters on the pynyavt) instead of through the
central doors at the end of Med.) For more on Creusa’s stage movements, see §8.2.

% Cf. Taplin 1978: 1367, who notes that Hermes’ narrative of the Priestess’
initial eagerness to cast the infant Ion beyond the boundaries of the sanctuary
(43-6) sets the pattern for these other nearly occurring disasters. Close brushes
with disaster are characteristic of plays of reunion and rescue from this phase of
Euripides’ career and were much admired by Aristotle (Po. 1454a4—9).
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all spoken. To make this actor’s job less demanding, the role of Hermes
can be taken by the actor who plays Creusa, the Old Man by the actor who
plays Ion, and/or the Servant by either of these.'® As for non-speaking
roles, there may be a retinue with Xuthus at 392—400, and Ion is accom-
panied by armed men when he enters at 1257-60.""°

In terms of “proxemics” (movement and timing), lon employs a few
noteworthy techniques. An ancient writer comments on the opportunity
Ion’s monody affords an actor for innovative movement.'"* In the Third
Scene’s false recognition, Ion misunderstands Xuthus’ initial approach as
a kind of assault (517-27n.); eventually, he accepts Xuthus as his father
and embraces him (561n.). These movements are mirrored, and some-
what complicated, in the Closing Scene’s true recognition: at the start, lon
tries to seize Creusa but fails; later, she tries to embrace him but fails.''?
Mother and son finally fall into each other’s arms just before 1447-8(n.).
Between the two recognition scenes, there is an unusual, stylized chase
scene (1261-81n.). The sudden entrances of the Priestess and Athena are
staged in ways long familiar, but nevertheless exciting, to late fifth-century
spectators. Just before the end, Creusa is seen clinging to the door-rings of
Apollo’s temple, a gesture with no known parallel (1612-18n.).

As for costuming and props, Hermes and Athena can wear or carry
items that make them easy to identify. Ion’s costume need only commu-
nicate “sacred official”; he is carrying or wearing “garlands of the god”
when Xuthus attempts to embrace him (522n.), and he could also be
recognizable specifically as a slave. The props he uses during his monody
can be placed on stage ready for him to pick up as he needs them, but
he may already hold his broom and have his bow slung over his shoulder
when he enters.''? In the Fourth Scene, we learn that Creusa carries an
important prop on her person, an heirloom bracelet containing deadly
and healing drops of Gorgon’s blood; later, the Priestess enters with the
play’s most important prop, Ion’s basket, wrapped in woolen bands.''
The bracelet and the basket are significant objects that need to be seen
in combination with both words and actions. The bracelet’s history links

'*9 For the actor who plays Creusa to take the role of the Servant, however,
would require a rather fast costume change between 1228 and 1250.

't Tragic kings were often, but not invariably, accompanied by retainers. A di-
rector who brings extras on with Xuthus will want to take them off again without
distracting from the effects surrounding entrances and exits described above. The
Delphians Ion addresses in g4 probably do not appear on stage (see note ad loc.).

"' Demetrius, On style (Tlepi épunyeias) 195; cf. 154-83n.

'* 1261-81, 1402-6nn. Both times Ion gives an order to his attendants that is
not fully carried out.

'3 7g-8on. Ion uses his bow again later to threaten Xuthus (524n.), but when
he threatens Creusa, it is probably with a sword (1g20-1n.).

' 1001-17, 1337-9, 1380—94.
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Creusa with her autochthonous forebears, Erichthonius and Erechtheus,
and with her city’s patron goddess, Athena. Its contents symbolize the
ambivalence of autochthony, Creusa’s twin capacities for good and evil
(§6.2). By the time the Old Man asks Creusa whether the drops of blood
are mixed or separate, we are well prepared to find thematic significance
in her answer, “Separate, for good and evil do not mix.”"'> The basket
evokes the infancy of Erichthonius. As a receptacle for the infant Ion, it
recalls the cave and the play’s other interior spaces.''* When Ion, who sees
that it must be opened (1487n.), calls the basket a treasure-chest (1394
8noaupicpactv), he activates a parallel with Creusa’s “opening” of herself
in song."'” As they emerge from the basket, the recognition tokens not
only establish Creusa’s claims, but help shape the identity of Ion and even
the Athenian spectators.'®

4 STRUCTURE AND DRAMATIC TECHNIQUE

The basic structural principle of Greek tragedy is the alternation of scenes
spoken by actors and songs sung by a chorus; however, poets varied this
structure in countless ways, and no two tragedies are exactly alike. Songs
differ in number, length, internal structure, and rhythmic style (as well
as other musical elements, for the most part irretrievably lost). A typical
number of choral songs is four or five; a typical song consists of two or
more strophic pairs (pairs of stanzas with identical metrical form), with
an optional epode which, when it occurs, almost always follows the final
strophic pair. A few songs, including the Second and Third Songs of on,
consist of only a single triad (strophe, antistrophe, epode); a few others,
including the Fifth Song of Jon, are astrophic (that is, contain no match-
ing pairs of stanzas). Dialogue scenes may consist mainly or entirely of a
single rhesis (a long speech by a single actor, for example a prologue- or
“messenger’-rhesis), or they may use long rheseis within stylized structures
(for example, contest scenes). Usually, actors converse in short speeches
of no set length, but occasionally they exchange single lines in stichomythia

'S5 1017n.

1'% Above, n. 44.

"'7 On this ambivalent act, see g2g3—4n., §8.2 below. Another object that ac-
quires symbolic significance through a series of appearances and images is T6§a,
“bow (and arrows).” Ion’s bow signifies both Apollo’s paternity and his own lim-
inal status, as he is repeatedly shown not quite ready to use it (§2.2); compare
the significance attached to stringing Odysseus’ bow in the Odyssey, and to Her-
acles’ bow in S. Ph. In another pair of passages, Creusa takes aim with a meta-
phorical bow, first at Apollo with hostile intent, then at Ion in quite the opposite
spirit (256, 1411).

18 For the role of objects in constituting spectators’ identity, see Mueller 2010,
2016.
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(a highly stylized form used sparingly in early tragedy, but in longer and
more complex scenes in Euripides), or pairs of lines (distichomythia). The
division of individual lines between speakers (antilabe), usually an inter-
ruption of or pendant to stichomythia, seems to quicken the pace and con-
vey excitement.

Scenes in which actors sing or chorus-members chant or speak contrib-
ute further variety. The chorus-leader (xopugaios, lit. “head-man”) regu-
larly speaks iambic trimeters, often exactly two or three in number and
bland in content, especially when they are used to mark divisions within
a scene. An actor, meanwhile, may sing, either alone (“monody”) or in
combination with the chorus and/or another actor who sings or speaks.
In these scenes, called amoibaia (763—-9ggn.), there may be a marked con-
trast between singing and speaking, with song indicating greater emo-
tional intensity. Actors’ songs often combine registers of vocal delivery
(see below); their lyric sections may contain pairs of stanzas (Ion at 112-
43) or be astrophic (Ion at 144-8g, Creusa at 881—g22). Finally, choral
songs, though generally uninterrupted, may have lines spoken or chanted
by an actor interspersed (as by Ion at 219-36).

The usual dialogue meter in tragedy is a strict form of the iambic tri-
meter. It is highly stylized, and the representation of conversation remains
elevated and artificial even as, over the course of his career, Euripides
admits more colloquial expressions and more (and more varied) resolu-
tions (substitutions of two light syllables for a heavy or anceps element).
In the last decade of his career, Euripides revives the trochaic tetrameter
for a few kinds of dialogue scene whose shared quality seems to be quick-
ening of pace and heightening of emotion vis-a-vis surrounding iambics
(510-65n.).

Since actors sometimes employ anapaests, either chanted (or “march-
ing” or “recitative”) or sung (as indicated by Doric vowel coloration and
other markers, 82—18gn. Meter), it can be helpful to think of the varieties
of vocal delivery as rungs on a ladder, with chanted and then sung ana-
paests ascending towards full lyricism (typically correlated with emotion-
ality), as in dochmiacs (virtually confined to tragedy and always associated
with strong emotion) and other categories of rhythm that are invariably
sung (aeolic, dactylo-epitrite, etc.).''?

From Aristotle and other ancient authors, scholars derive a set of
terms traditionally used to name the parts of a Greek tragedy: prologos for
everything preceding the entrance of the chorus; parodos for the chorus’

"9 It is not certain that this description accurately reflects fifth-century modes
of performance (Hall 2006: 296-304), but the notion of a rising scale of emotion
correlates well with the content of the passages in question. For an accessible in-
troduction to Euripidean lyric, see Battezzato 2005,
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entrance song; epeisodion for a scene between choral songs; stasimon for
each choral song after the parodos; exodos for everything following the last
choral song.'** Here is an outline of Jon’s structure:

Opening Scene (prologos) 1-183

(1) prologue-rhesis of Hermes (1-81)

(2)Ion’s monody (82-183)
(a) recitative anapaests (82—-111)
(b) strophic pair (aeolic) with refrain (112—43)
(c) lyric anapaests (144-83)

Entrance Song (parodos) of the Chorus 184-236
two strophic pairs (aeolic and iambic), the second antistrophe with
interspersed anapaests from Ion

Second Scene (First epeisodion) 237-451

(1)dialogue of Ion and Creusa (237-400), including long stichomythia
(264-368)

(2)dialogue of Ion, Creusa, and Xuthus (401-51)

Second Song (First stasimon) of the Chorus 452-509
strophic pair (aeolic) and epode (aeolic, dochmiac, dactylic)

Third Scene (Second epeisodion) 510-675

(1)dialogue of Ion and Xuthus in trochaic tetrameters (510-65), includ-
ing stichomythia (517-29) and antilabe (530-62)

(2)dialogue of Ion and Xuthus in iambic trimeters (566-675), including
epideixis (585—64[n.])

Third Song (Second stasimon) of the Chorus 676-724
strophic pair and epode (dochmiac)

Fourth Scene (Third epeisodion) 725-104%7

(1)dialogue of Creusa and Old Man (725-62, 800-58) enclosing amoi-
baion (763—99, Creusa in dochmiac, Old Man and Chorus-leader in
spoken iambic)

(2) Creusa’s monody 859—g22
(a) after g (lyric) paroemiacs (859-61), recitative anapaests (862-80)
(b)astrophic (mostly anapaestic) lyric (881-g22)

(g) dialogue of Creusa and Old Man (plotting scene) (9g23—1047), includ-
ing long stichomythia (938-1028)

Fourth Song (Third stasimon) of the Chorus 1048-1105
two strophic pairs (enoplian and aeolic)

'** See Dubischar 2017: §68—.
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Fifth Scene (Fourth epeisodion) 1106-1228
dialogue of Servant and Chorus-leader, including messenger-rhesis
(1122-1228)

Fifth Song (Interlude) of the Chorus 1229—49
astrophic stanza (aeolic and ionic) (1229—43) followed by recitative
anapaests (1244—9)

Closing Scene (exodos) 1250-1622

(1)Creusa, Chorus-leader, and Ion (pursuit scene) (1250-1319), first
Creusa and Chorus-leader in trochaic tetrameters (1250-60, with anti-
labe 1255-8), then Ion and Creusa in iambic trimeters (1261-1319),
including stichomythia (1284-1811)

(2)dialogue of Ion and Priestess (1320-63) (or —[68]), including sticho-
mythia (1324-56)

(g)dialogue of Ion and Creusa (1369-1438), including rhesis of Ion
(1369-94) and recognition (1395-1438)

(4)reunion duet (1439-1509) (Creusa in enoplian dochmiac, Ion in spo-
ken iambic)

(5)dialogue of Ion and Creusa (1510-48)

(6)Ion, Creusa, and Athena (1549-1622), including Athena’s epiphany-
rhesis ex machina (1553-1605) and closing trochaic tetrameters
(1606-22)

The play is framed by appearances of two deities.'** There is symmetry

in that both are surrogates of Apollo, and Athena confirms Hermes’

guesses as to Apollo’s plan (69—73n.), but asymmetry in the staging

(1-81n., §3), reflecting the different nature of their involvement in the

action.'** The division of the Opening Scene into two parts is typical.

After Hermes’ prologue-rhesis, lon’s monody allows him to make a first,

favorable impression, but it also conveys subtly that his present situa-

tion is untenable (82-18gn.). He will not sing again, but his mother’s
sung parts all play off against this first occurrence of actor’s song and
likewise have an enormous impact on the play’s emotional rhythm and

‘' The play’s doubling of formal elements is often noted and admired (e.g.
Conacher 1959: 20-2, Wolff 1965: 169-73, Swift 2008: 34-5).

'** Apollo might well have been expected to appear at either end of the play
himself (1549-1622n.). In the middle, Creusa approaches the doors of his temple
and challenges him to appear immediately. Formally, an epiphany here would
be most unusual; divinities appear in the middle of Her., but not in response to a
summons.
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tone.'*s Creusa’s reaction to the Chorus-leader’s news of Apollo’s oracle
first takes the form of an amoibaion with the Old Man and the Chorus-
leader in which Creusa is the only singer (763—-ggn.). Then, after long
speeches by the Old Man, Creusa bursts forth in solo song.'*t Creusa’s
song has some formal resemblances to Ion’s, but the increased use of
dochmiacs marks a rise in intensity over his placid aeolics. It is an “anti-
hymn” in counterpoint to his song of praise, and it represents the sec-
ond emotional peak of the play.'*> The third is also marked by song:
when mother and son have at long last recognized each other, they par-
ticipate in a reunion duet (Creusa singing, Ion speaking).'

Ion contains the two longest scenes of stichomythia in surviving tragedy.
The first (264-368) has much in common with “pre-recognition” scenes
in other plays of reunion and rescue. It is pervaded by a teasing irony, as
Creusa and Ion are instinctively drawn to one another, comment on the
complementarity of their situations, and move alternately towards and
away from topics that could lead quickly — too quickly, in terms of dra-
matic design — to recognition. They are furthest from their goal when
Creusa announces her private purpose (p&vteupa kpuntoév, 334[n.]). Her
drive to learn about her lost son runs counter to Apollo’s plan, but she has
dramatic form on her side.

When Xuthus and Ion achieve (false) recognition through a shorter
stichomythic exchange, this varies the second of four stichomythic build-
ing blocks found in similar plays. The regular sequence is pre-recogni-
tion, recognition, planning, deception.'*” The false recognition is in the
“right” place, then, but Apollo’s plan includes no further actions to take
place in Delphi; it has been accomplished too easily and too soon. Like
the other “romantic tragedies” IT and Hel., Ion lacks a contest scene
(agon). Just when Ion’s long speech explaining his reluctance to go to
Athens creates the expectation of one, Xuthus declines to play his part.

'3 The increased importance of actor’s song is typical of later Euripides and
later-fifth-century tragedy generally.

1 Creusa’s silence after 803 and 835 increases the force of her first lyrics; see
8o2-3, 836-56, 859—g22nn.

'*5 Creusa’s monody comes near the play’s midpoint and has several additional
claims to centrality: as the climax of Creusa’s first attempt to reestablish contact
with Apollo (§8.2), as the most important narrative of the rape (cf. §2.3), and as
the theatrical event that transforms Creusa. See e.g. Friedrich 1953: 17-19.

' 1439-1509n. The sequence solo (Ion)-solo (Creusa)-duet (Creusa and
Ion) coexists with the pair of doublets consisting of monodies (Ion, Creusa) and
amoibaia (Creusa with others, Creusa with Ion). The reunion duet completes both
patterns and unites the play’s two most important characters.

'*7 Seidensticker 1971: 212-14, demonstrating the pattern in El, I'T, and (with
slight variation) Hel.
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Formally, this is convenient, since Euripidean contest scenes typically
drive the antagonists further apart than they were before. Here, Xuthus
simply brushes Ion’s arguments aside, and Ion yields to his “father.”'**

After the Chorus-leader’s revelations and misinformation, the Old
Man’s wild speculations, and Creusa’s monody, the “planning” section
of the second long stichomythia appears to resume the regular sequence,
but because it is based on misunderstanding and targets an impossible
victim (the would-be murderer’s son, with whom she must instead be
reunited), the intrigue cannot succeed.'* After it fails and Ion pur-
sues Creusa to Apollo’s altar, true recognition is accomplished in a
final block of (mostly) stichomythia, followed by the expected reunion
duet. These displaced elements have become the plot’s final goal and
supplant the earlier false recognition and Creusa’s lyric reactions to it.
Formally, all is well until Ion discovers a reason to undertake an action
that “cannot” happen.'* This leads to a blocking epiphany and final
dispensations by Athena, followed by trochaic tetrameters, here indi-
cating closure.

Despite an unusually complex plot, Jon has a structure that in many
respects is most easily interpreted as “closed.”'3' Nevertheless, a strong
hint of openness is provided by Apollo’s failure to appear. Expectations
of an epiphany of the god are raised but not fulfilled, and Athena’s expla-
nation of his absence is ambiguous.'s* Ion’s poignant question (“Does
the god prophesy truly or in vain?”) goes unanswered. Finally, Creusa’s
ecstatic joy in response to Athena’s epiphany-rhesis supports an open
reading of Ion’s formulaic acceptance, and especially his remark “this was
believable even before.” The wording suggests suppression of another
thought, which it is up to us to supply if we wish.'33

'*8 Tt is ironic that the rhetorically sophisticated display of Athens’ faults is deliv-
ered by its future ruler, and that it receives no rebuttal; cf. §2.2.

'*9 On the long Fourth Scene (725-1047), see Gauger 1977. In the second long
stichomythia (938-1028), “planning” begins at g70. Scholars call a sub-plot involv-
ing escape or revenge a unxavnua, “intrigue” (1116n.). Several plays close in date
to fon have both an intrigue and a recognition, but Jon differs from e.g. EL, IT, Hel.,
and Antiope in that recognition comes after intrigue and resolves the conflicts that
led to it (Solmsen 1968a, 1968b).

'3° Jon cannot reenter the temple and prolong his childhood, cannot ask Apollo
an embarrassing question, and cannot disrupt the play’s happy ending.

' On open and closed form and structural strategies, see Mastronarde 2010:
64-8.

4‘3“ 1557-8n. Of course, Athena’s epiphany is itself strongly closural. Very early
in the play, Hermes’ words imply that Apollo is present in his temple (5-6n.).

133 1606-8n; §82.3, 8.3.
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5 THE CHORUS AND THE CHARACTERS
5.1 The Chorus

The role of the Chorus exemplifies several general tendencies of later
Euripidean tragedy. The proportion of their lines to total length is lower
than in earlier tragedy, they are mainly subordinated to one character
(Creusa), and the importance of their songs is reduced in comparison to
that of actors’ song.'3* But their leader makes one of the most consequen-
tial interventions of any Greek tragic chorus when she violates Xuthus’
command to silence and misrepresents what the Chorus have heard of
Apollo’s oracle (666—7n.).'35 Also, each of their songs is closely tied to the
dramatic action, in which they take a lively, partisan interest. In this respect,
they differ from the kind of Euripidean chorus Aristotle probably has in
mind when he remarks that the tragic chorus should “share in the dra-
matic contest (cuvaywvilesBor) not as in Euripides, but as in Sophocles.”s°

The Chorus’ Entrance Song begins with a hint that they are Athenian
and ends by identifying them precisely as servants of the Athenian
royal family, which they present as virtually inseparable from the city’s
patron goddess, Athena.'s7 That their primary loyalty is to Creusa is per-
haps implicit in their sex and confirmed at the latest in their response
to the false recognition scene; like many Euripidean female choruses,
they provide support and a sounding-board for a suffering heroine.'s®
Their Athenian pride is often expressed in terms of Creusa’s family, in
particular her father.'s¢ For fifth-century spectators, Erechtheus repre-
sents the Athenian claim to autochthony and contemporary notions of
democratic citizenship.'* As slaves and women, the Chorus have quite
low status in these terms, but “good” tragic slaves embrace the values of

31 Mastronarde 2010: 88.

'35 Unusual features of Xuthus’ command and threat could lead experienced
spectators to expect the Chorus to disobey and tell Creusa what Xuthus wishes, for
the moment, to conceal. In this case, they will not be surprised when 752-60 build
towards a revelation, but the first thing the Chorus-leader reveals is surprising on
any account. She says, falsely, that Creusa will never take children into her arms or
nurse them at her breast (761—2n.). In context, Creusa and the Old Man can only
take this as an authoritative report of what Apollo proclaimed through his oracle,
and it becomes one of the main drivers of her murder plot.

136 Po. 1456a25-7; discussion in Mastronarde 2010: 145-52.

37 184-236, 194—-200, 235nn.; Swift 2013: 147.

3% 566-8n.; cf. 469—70, 510-16n., Murnaghan 2017: 415-19.

39 721-4, 10506-60, 1069-73, 1087—9. In their identification with Creusa and
her father, the Chorus prefigure the Old Man, whose views they in turn amplify.
They do not, however, sing any extended praise of Athens such as Med. 824—45,
S. 0OC668-719.

Ho 886.1, 6.2.
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their owners, and tradition allows choruses to express sentiments not
strictly appropriate to their dramatic role.'t' For example, Creusa’s serv-
ants say that they are willing to forego wealth and royal chambers in
favor of children and moderate possessions.'t* On the whole, they do
not generalize much, and when they do, their thoughts remain close to
the dramatic situation.'t® They rarely allude to myth.'t Their lyrics con-
tribute to atmosphere and divide “acts” without competing with the role
of actors’ song in marking the play’s most important emotional peaks.'15
The choral voice divides into parts in the first three stanzas of the First
Song, perhaps pointing programmatically to the process of discovering
the meaning of works of art.'+

The Second Song ends with an ominous, brooding epode. The epode
of the Third Song, coming after a pair of anxious and pessimistic stanzas,
turns darker still. These epodes and the third stanza of the Fourth Song
all refer to ritual dancing by female choruses and thus involve “choral
projection.”'7 In each case, the Chorus misapprehend the dramatic situ-
ation, and there is a kind of irony in their evocation of ritual.'+* Another
complex irony arises from their invocation of Athena and Artemis at
the start of the Second Song. The Chorus pray for the ancient lineage
of Erechtheus to flourish “by means of clear/pure (xaBopois) oracles.”
Apollo’s oracle is all too clear, and false; yet the “purity” of the Athenian
lineage is maintained after all, and Athena’s epiphany can be seen as
long-range fulfillment of the Chorus’ prayer.'t When they enlarge on the
theme of gender rivalry at the end of their Fourth Song (1090-1105), the
irony is like that at Med. 410-45: murdering children is no way to improve
the reputation of women. Luckily, their prayer to Einodia/Hecate at the
start of that same song goes unanswered, and Creusa’s plot fails.

"' “Good” slaves: 725-1047, 850-8nn.; cf. 1229—49n., where the Chorus ex-
pect to share in Creusa’s punishment. For general discussions of the tragic chorus
in terms of status and authority, see Goldhill 1996, Gould 1996, Foley 2003, Mas-
tronarde 2010: go—106, Gagné and Hopman 2013.

4 485-7n.

"3 507-9, 1244-5nn. For the articulation of episodes by short, often senten-
tious, speeches from the Chorus-leader, see 381-3, 1619—22nn.

'+ Exceptions: description of sculpted scenes involving heroes, gods, and Gi-
ants in the Entrance Song (184—-246n.), allusion to the birth of Athena at the start
of the Second Song (452-3, 455—7nn.). Contrast the choruses of e.g. Ph. and /A,
whose songs constitute entire “cycles” of allusive myth.

15 §4. In their Fourth Song, the Chorus contribute a bit of misdirection: Creusa
may commit suicide if her plot fails (1061—7gn.).

1% 184-236, 194—200nn. Murray’s proposed assignment of lines in the second
stanza of the Third Song to different Chorus-members is unconvincing.

17 For the term, see 461—4n.

" 4092-500, 713-24, 1074-89, 1078-86nn.

"9 g422—4, 468-71nn,; §§7.1, 8.1.
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5.2 Minor Characters

The most salient aspect of Xuthus’ identity is “non-Athenian.”'5* He is
also noble, kind, pious, and accomplished in war,'s' but the play does
not allow him to become a focus of serious interest or emotion. Instead,
each part that he plays, whether as foil or instrument of Apollo’s will,
sooner or later diminishes him.'3* He arrives on stage after a long scene
dramatizing the “natural” affinity of Creusa and Ion, which his brusque
interaction with Apollo’s servant underscores by contrast. His lack of rap-
port with Ion then plays out in the Third Scene in an inept and mis-
understood approach to his “son.”5 While Ion labors to discover how
the oracle can be true, it is clear that Xuthus would just as soon take
it on faith.'>* He shows no interest in the identity of Ion’s mother, and
when Ion asks whether he was born from the earth, his dismissive reply
marks him as an outsider.' When Ion explains earnestly and at length
why he prefers his current life in Delphi to the future Xuthus plans for
him in Athens, Xuthus is given no chance to present a contrasting world-
view, as he would in a formal contest scene. Instead, in merely brushing
Ion’s reflections aside, he reveals his misunderstanding of Ion’s pious
devotion.'s® Xuthus himself is pious, and his kindly intention to deceive
Creusa for a time is in line with Apollo’s plan, but in the end it is he
who remains permanently deceived.'5” His determination to sacrifice in
thanks for Ion’s “birth” leads to his exclusion first from the tent where Ion
constructs his Athenian identity, and then from the rest of the play.'s* His
last words before he exits the stage are a command and a threat that are
soon disobeyed and defied.'s9

The Old Man, the Servant, and the Priestess are nameless figures
whose “characters” are more or less entirely functions of the plot.'™ The

'3 63, 290, 293, 702, 813, 841-2.

'5' Nobility: 63—4, 291-2, 392, 558-9, 1540, 1562. Kindness and piety: 401-51,
401-3, 422—4, 653, 804—7, 977, 1125-7, 1130-2nn. Military accomplishment:
61-2, 296-8, 814, 1296—9.

'5* Xuthus’ status as Apollo’s instrument is given scenic expression in his easy
access to the temple (§3); for his “comic” affinities, see §g.

3 p17-27n.

Pt 539-41n.

55 No genuine Athenian would say, “the earth does not bear children” (542n.,
§6.2). The incorrect explanation at which Ion and Xuthus finally arrive assigns
Xuthus a role not unlike that actually played by Apollo (550-4n.).

150 p85-647, 650nn.

57 1601-gn.

5% 651-2, 850-3, 11257, 1192nn.

'3 666—7n.

160 For the Servant, see 1106—1228, 1 10g—-10nn.; for anonymous characters in
general, Yoon 2012.
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Old Man was once tutor to Erechtheus, and because of this Creusa hon-
ors him and treats him almost as a father.'®* At his first appearance, it
is made clear that he is in complete solidarity with Creusa, whom he in
turn treats like a daughter.“52 Like the Chorus, he proudly espouses an
exclusive notion of Athenian identity despite being a slave.'®s His two
long speeches focus on Creusa’s domestic situation and are full of clever
and tendentious rhetoric.'* The Old Man and the Chorus make a sym-
pathetic internal audience for Creusa’s monody, and his reactions, like
theirs, guide the response of the spectators.'’» At a moment when the plot
nearly stalls, he urges Creusa to pursue revenge. Because of this, he can
be described as an “instigator,” whose agency mitigates Creusa’s guilt.'*
At the same time, the scene shows her transferring to him the energy she
brings to the plot.'"7

The Pythian priestess is presented as an instrument of Apollo’s will and
a surrogate mother for Ion.'** Her timely entrance at a thrilling moment
resembles a divine epiphany; spectators will probably suspect that it is
caused by Apollo, as Athena later confirms.'® After handing over the
all-important basket, she exits back into the temple, notionally to the side
of Apollo.

5.3 Ion, Creusa, Family Dynamics

Whereas spectators will recognize that the Chorus and minor characters
mainly fulfill dramatic functions and probably will not engage in much
if any imaginative identification with them, the situation is different with
Ion and Creusa. To be sure, they too play parts defined by familiar struc-
tures, such as perpetrator of “intrigue,” partner in “recognition,” and so
on, but their more complex roles invite greater emotional involvement

"Y' 725-1047, 730, 733—4NN.
* 728, 735—7nn.

%3 837, 839—42nn. For his claim that a good slave is no worse than a free man,
see 854-6n.

%1 808-29, 811-12, 813-16, 836-56nn.

% g29—4, g25-6nn.

% Yoon 2012: g2-6; but cf. 725-1047, 970-1047, g70nn.

%7 1041-7n. This has the convenient further consequence that Creusa is re-
moved from direct participation in the murder attempt.

108 47-8, 49-50, §19-21, 1324, 1347, 1358, [1359-60], 1365nn Yoon 2012:
1g—20 suggests that the Priestess can be thought of as Ion’s “nurse” (though she
did not suckle him: §18-19) and that, as a result, when Ion comes close to matri-
cide, “as in Choephoroi, the horror . . . is mitigated by the confusion of the mother
figure.”

% 1320-68, 1565nn.; §§3, 4.
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and prompt us to respond to them more as if they were real people.
Dramatists create a unique “world” for each play and situate their char-
acters within it; however, this world is inevitably fragmented and under-
determined, and when recreating it during a performance, spectators
supplement it through the activity of their intellects, imaginations, and
unconscious fantasies.'” “Focal” characters stimulate such response more
than others.'”" For many reasons, then, no attempt will be made to sketch
the “characters” of Ion and Creusa; they will instead be treated partly
as the sum total of the dramatic developments and themes discussed in
this and the following sections, and partly as imaginative constructions
made by spectators. The particular constructions made by ancient Greek
spectators no doubt varied, and they are almost entirely inaccessible to
us, but we are more likely to approximate them by reconstructing rele-
vant contexts (familial, political, religious, and so on) than by examining
stage figures in isolation. Discussion of “character” under a series of the-
matic headings has the disadvantage of separating elements that a perfor-
mance of the play presents as a whole, but the advantage that individual
developments can be presented sequentially, as they are experienced by
spectators.

Family relationships constitute an important component of everyone’s
identity. While only some spectators are citizens, for example, and even
fewer are “Athenian citizens” (and therefore, in the dramatic world of
Ion, “autochthonous”), everybody is a “child,” and while not everyone is
a parent, most people have enough close-up experience of other people
in the roles of “mother” or “father,” “wife” or “husband,” “brother” or
“sister,” and so on — and additional experience encountering these roles
in stories, songs, and plays — that they are able to engage sympathetically
with dramatic figures enacting any of these roles. In this section, we exam-
ine Ion and Creusa as “son” and “mother.”

It is obviously of very great importance that Ion and Creusa begin by
inhabiting these roles, but not in relation to each other, and only discover
their true relationship at the end. The Ion we encounter first has con-
structed a fictive family with Apollo as his “father” and Apollo’s Priestess
as his “mother.”'7* As projected, Apollo’s fatherhood is unstable and tem-
porary; in due course, he will be replaced by different fathers, first Xuthus

'"* For this approach to dramatic characterization, see especially Griffith 1998
and 1999: 34-8, 58-66. For various approaches to characterization and individ-
uality in Greek literature, see Pelling 1990, de Temmerman and van Emde Boas
2018.

'7" For the useful term “focal character,” see Heath 1987: go-8.

't 196-40, 319—21; cf. 1324.
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and then Apollo himself seen in a new light.'” Ion’s relationship with the
Priestess, by contrast, is affectionate but not intense; it leaves plenty of
room for him to long for his birth mother. He expresses longing for his
mother overtly only after the false recognition with Xuthus, but what he
says there is that he now longs to see her “more than before.”'7! In his ear-
lier encounter with Creusa, he expresses his ignorance of both his birth
parents matter-of-factly (313, 429), but longing for his mother is evident
in some of his responses to Creusa, whose thoughts turn repeatedly to the
anonymous young temple servant’s mother, never his father.'7

Up to this point the play, like a fairy tale, allows us to fantasize about
parents superior to those we actually have (Freud’s “family romance”)
and to enjoy the irony that Ion’s fantasy of Apollo as “father” coincides
with this play’s “truth.” Seen in this light, the false recognition offers emo-
tional dissonance as well as plot interest: lon accepts, but cannot truly
accept, Xuthus as his father.'” He convinces himself that his mother was
a Delphian girl impregnated by Xuthus during Dionysiac revels, a notion
so unsatisfactory that he can hope a short while later that she was, instead,
Athenian.'77 Confronting Creusa at Apollo’s altar, Ion feels pity and long-
ing for the mother he believes is absent, feelings again to the fore when
his fictive mother hands him the means for searching out the woman who
bore him.'”® After bidding the Priestess good-bye (thereby making room
for Creusa to step into the maternal role), he toys briefly with the idea of
suppressing knowledge he might prefer not to have.'?

Ion’s longing for his mother is entwined with Creusa’s longing for her
son and our knowledge that each is the one the other seeks. Longing to
see Creusa’s desire satisfied means longing to see her secret inquiry — not

‘7 See further §7.1. Unstable elements in lon’s present situation include the
tale type itself (§2.2), Hermes’ guess as to Apollo’s plan (6g—7gn.), lon’s solo pae-
an suggesting that he lacks a community (82-18gn.), his oxymoronic self-descrip-
tion as “born (yeyws) without a mother and without a father” (109—11n.), his wish
never to stop serving Apollo or to do so “because of a good destiny” (151-gn.),
and the fact that in his current “family,” Ion does not even have a name (g309-
11n.). For tragic fathers and sons, see Griffith 19g8; for different ways of figuring
fatherhood in Jon, Zeitlin 1996: §20-6, 395-8.

'7 564. In 563-5, the emphasis on seeing is noteworthy: not only has Ion in fact
already seen his mother without knowing it, but the sight had an immediate effect
(2977-40n.), and seeing is also what spectators do in the theater.

'75 308, 318, 320, 324, 328, 330. After an ambiguous line in which Creusa can
be heard referring to Ion’s longing for his unknown mother as well as hers for him
(g60n.), Ion asks Creusa not to “carry me away to grief for what I had forgotten”
(361-2n.).

7% pp7-61n., §5.2.

77 550—4, 668—75n0n.

' 1275-8, 1352, 1369-77.

79 1380—4, 1385-8.
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Apollo’s plan, but the play’s plot — succeed.'® As spectators, we share her

frustration when Ion blocks the inquiry and her despair when the Chorus-
leader tells her she will never have children.'®* These feelings nearly make
a murderer of her, but her original desire remains strong enough that she
is willing to risk her life when she recognizes Ion’s basket.'®

In following the plot on its arc towards true recognition of mother
and son, we have so far left out of account a further family dynamic that
perhaps cannot reach such satisfactory closure. Creusa abandoned her
infant soon after his birth. It has been suggested that the main function
of this age-old and widespread motif is to enable a fantasy of wish-fulfill-
ment: identification with the abandoned - and invariably rescued — child
provides vicarious experience of the feeling of having superior parents.
But can the horror of abandonment be written off so easily as narrative
embellishment? In returning obsessively to the moment when a parent
decides not to raise a child, the play may tap into something deeper. This
is not just a matter of Creusa’s feelings of guilt. Ion’s reason for identify-
ing Apollo as his “father,” for example, also makes sense in these terms.
Apollo provided the nurture denied by Ion’s birth mother; he saw to it
that their child was taken up and raised, just as Athena took up Ion’s
mythical prototype Erichthonius from Earth. As spectators, then, we
engage with Creusa in the twin roles of a mother whose powerful long-
ing finds joyous fulfillment and one who can never get over abandon-
ing her child. In the second role, Creusa is not the mother of the young
man she meets in Apollo’s sanctuary, but only of that lost infant.*®s This
role is reprised within the play as the murder plot, and Ion’s retaliation
represents the same conflict from the abandoned baby’s point of view.
The mother whose desire leads to true recognition, on the other hand,
legitimates Ion’s status as Athenian and autochthon.'® Her bond with her
son is shown to be stronger than the bonds of fatherhood, whether false
(Xuthus) or true (Apollo).

180
%1 869-80, 761-2nn. In accepting the Chorus-leader’s misinformation as
authoritative, Creusa conveniently “forgets” Xuthus’ report of the oracle of Tro-
phonius (407—9gn.).

2 1402-6n., §8.2.

"3 Pedrick 2007 theorizes a “romance of belonging” to complement (or rival?)
the Freudian “family romance.” In her reading of Jon, she emphasizes the sheer
number of descriptions of the scene of abandonment, discrepancies in them that
destabilize any apparently authoritative account of origins, and other traces of
psychological complication and anxiety in the play’s themes and imagery.

%1 §§6.1, 6.2. Does Creusa have a stake in Ion’s status as eponym of the Ionians,
as predicted by Athena (§6.9)? The fact that she never uses the name “lon” (Loraux
1993: 188—9) could suggest that she does not. The masculine nature of the colonial
project can also be seen in the fact that the text does not name or even mention the
mother of Ion’s children or their wives, from whom the colonists descend.
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6 POLITICAL IDENTITY
6.1 Citizenship

When Ion is “recognized” as Xuthus’ son, his status seems to undergo
several changes — from slave to free, anonymous to named, low-born to
noble. The recognition is false, but we know from Hermes’ prologue-rhesis
that Ion’s status “really” will change in these ways (and more). By the time
Athena instructs Creusa to install Ion on the Athenian throne because
he is worthy as a descendant of Erechtheus,'* nobody will object. Xuthus
and Creusa both have good reasons to support his claim, and there need
be no complications around his status in the play’s imagined future.
Along the way to this conclusion, however, Ion and others worry about
his status in terms suggesting contemporary Athens. Far from being for-
gotten amid the play’s happy ending, such concerns are brought back to
our attention in Creusa’s very last words before the epiphany of Athena,
words then echoed by the goddess herself.'® Examination of Ion’s status
shows that Euripides takes advantage of a license always available to trag-
edy and extends it to an extraordinary degree.

Tragedy develops its own idiom for integrating political, legal, and
social issues into its heroic setting. The useful term “heroic vagueness”
has been coined to describe this phenomenon.'*” Heroic vagueness is
not just vagueness; rather, Greek poetry had always encouraged audi-
ences to appropriate and identify with mythical heroes and heroines in
particular. Tragedy continues the practice in such a way that its princi-
pal characters can provide something for everybody and avoid dividing
spectators along class lines. on arguably goes further, encouraging spec-
tators to identify with its hero whether they are citizens, metics, or allies,
legitimate or illegitimate, even free or slave. This does not mean that
the play is an activist’s call for a revolution in Athenian law, politics, or
social structure. But even in a play with many light touches and a happy
ending, Euripides’ manipulation of “heroic vagueness” turns out to be
compatible with looking critically at “official” beliefs and raising hard
questions.'®

To begin with the discourse of slave and free, as a temple slave Ion dis-
plays a “nobility” that can be understood in two ways, as both a manifestation

18

5 1579—4; cf. 1618.

" 1534-6, 153945, 1561-2.

%7 Easterling 19g7a.

'** For a nuanced discussion of tragedy and ideology, see Pelling 19g7b, espe-
cially 224-35; also Pelling 2000: 164-88. For civic ideology considered from a
variety of historical perspectives, see Boegehold and Scafuro 1994. Ion has been
much studied in these terms. See e.g. Walsh 1978, Loraux 1993 passim, Saxon-
house 1986, Hoffer 1996, Lape 2010: g5—136, Kasimis 2013. For a good brief
discussion of marginal identities in the play, see Ebbott 2005: §70-1.
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of his true parentage and the result of his own understanding of his cur-
rent situation. Sacred service exalts him, and he praises Apollo because
Apollo gives him the opportunity to serve and benefits him in return.'®
Apollo has brought him up, and done it well, so that the lowly slave’s good
character seems to result from both nature and nurture.'% After being
falsely recognized as Xuthus’ son, Ion is happy to escape servile status, but
loath to end his temple service.'"' When the Priestess gives him the means
to search for his mother, he briefly considers not doing so for fear that she
may turn out to be a slave (1380—4). By this time, he seems to resent what
his mother did that led to his slavery and anonymity, but only while also
pitying her for having to abandon him.'¢*

Xuthus urges Ion to leave his “homelessness” (576 dAnteiav) behind
and come to Athens, where he will be noble and rich (576-81). So far,
nothing has prompted us to wonder how, in practical terms, Ion will come
to “enjoy what belongs to him” (77g). In his epideixis-rhesis, however, Ion
intermingles heroically vague terms with others that anachronistically
suggest the qualifications for citizenship in fifth-century Athens (585-
647n.). He worries that, as a bastard and the son of an immigrant, he will
suffer two disadvantages (véow, 591—2n.). Since he assumes that a polit-
ical career will nevertheless be open to him, he evidently conceives this
“cause for reproach” (59g 6veidos) as a social rather than legal liability,
and later in his speech he imagines his future position in quite different
terms, as “tyranny” (621-32). So also Xuthus, who in dismissing Ion’s
worries says that he will watch for an opportunity to persuade Creusa to
allow Ion to hold his (Xuthus’) power (lit. “scepters,” 660).

With talk of tyranny and scepters, the play’s discourse of status has
returned to the heroically vague register, but given Ion’s “realistic” pic-
ture of Athens, it may be asked whether Athenians would have been able
to make sense of Apollo’s plan, as now given slightly more concrete form
by Xuthus, in terms of their own customs and laws. The plan assumes
that the royal power Xuthus holds by virtue of marriage to Creusa, itself a
reward for military aid, is in Creusa’s gift. If we translate this into fifth-cen-
tury Athenian terms as a desire to secure Ion’s right to inherit what had
belonged to his maternal grandfather, the challenge for Apollo is to give
both Xuthus and Creusa a reason to legitimize Ion. Xuthus must believe
that Ion is his natural son, and Creusa must know that he is in fact hers.'93

"0 121-4, 128-40, 132-3, 134-5, 137nn. lon “belongs” to Apollo: gog-11n.

' 109-11, 137, 138-40, 247-8nn.

' =6, 674—5nn.; 646-7n.

21369, 1371, 1372, 1378—9gnn.

'3 This is in essence the explanation of Burnett 1971: 106 n. 6, but she confuses
the issue by asserting that Xuthus is thought of as an adopted son of Erechtheus
and implying that there was some regular means of legitimizing a bastard in classi-
cal Athens (see further below).
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The challenge for spectators is to accommodate the need for Creusa’s
consent within some known procedure.'?* There was no regular proce-
dure at Athens for legitimizing a bastard.'9> Like most things, however, it
could be accomplished by a decree of the Assembly, and a recent instance
would have been well known to Euripides’ spectators. After Pericles lost
his two legitimate sons, he asked for the terms of the Citizenship Law he
himself had proposed in 451/450 to be relaxed on behalf of his illegiti-
mate son by Aspasia, and the Athenians agreed.'?"

Some have hoped to shed further light on Ion’s status in contempo-
rary legal terms by considering Creusa’s position as the daughter of a
man who died without leaving a son, natural or adopted, as heir. The
Athenians called such a daughter an epikleros, sometimes misleadingly
translated “heiress.” The epikleros does not inherit her father’s estate;
rather, she is “upon” it (the literal meaning of émi + xAfjpos) in the sense
that the man who marries her gets (management of) the estate, too.'%7
When Erechtheus died, Creusa was indeed left in the position of an epikle-
ros. But the intent of the law that determined who could marry an epikleros
was that when her father’s property and care of the family cults eventually
passed through her to her son, that son would be as closely related to his
maternal grandfather’s household as possible. The law therefore offered
the chance to marry an epikleros first to her paternal uncles, then her
paternal cousins, and so on in a prescribed order called the anchisteia,
“circle of close kin.”'9* Creusa had no surviving male relatives, but even
so the award of her hand in marriage to a foreigner went completely
against the spirit of the epiclerate.'?® Moreover, Athena prophesies the
birth of legitimate sons to Creusa and Xuthus (1589—94). One would

' Burnett 1971: 106 n. 6 asserts that “legitimization of a bastard . . . would
have to be done by consent of both parties in the marriage.” There is no evidence
for such a procedure, and the requirement for a female’s consent would be anom-
alous.

95 Ogden 1996: 124-5.

% Plut. Per. §7.2—5. For discussion, see Ogden 1996: 60-1, g1—-3. The son was
called Pericles, at least after he was legitimized. For the law on citizenship, see
further below.

'97 For the Athenian epiclerate, see Harrison 1968-71:1.9—12 and 132-8, Foley
2001: 68-70.

'9® Harrison 1968—71: 1.1483—9. The anchisteia includes relatives on the mother’s
as well as the father’s side.

"% Loraux 1993: 201-5. There is no evidence to support Burnett’s