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General Editor’s Foreword

Euripides’s remarkable variety of subject, ideas and methods challenges each
generation of readers—and audiences—to fresh appraisal and closer definition.
This Series of his plays is in the general style of Aris and Phillips’ Classical
Texts: it offers university students and, we hope, sixth-formers, as well as
teachers of Classics and Classical Civilization at all levels, new editions which
emphasise analytical and literary appreciation. In each volume there is an editor’s
introduction which sets the play in its original context, discusses its dramatic and
poetic resources, and assesses its meaning. The Greek text is faced on the
opposite page by a new English translation which attempts to be both accurate and
idiomatic. The Commentary, which is keyed wherever possible to the translation
rather than to the Greek, pursues the aims of the Introduction in analyzing
structure and development, in annotating and appreciating poetic style, and in
explaining the ideas; since the translation itself reveals the editor’s detailed
understanding of the Greek, philological comment is confined to special
phenomena or problems which affect interpretation. Those are the guidelines
within which individual contributors to the Series have been asked to work, but
they are free to handle or emphasise whatever they judge important in their
particular play, and to choose their own manner of doing so. It is natural that
commentaries and commentators on Euripides should reflect his variety as a poet.

These last points are being borne out by the volumes as they appear, all of
them different in emphasis and style. Reviewers in a very wide range of journals
have been generally sympathetic to the purpose of the Series and appreciative of
what it offers. Some of the warmest welcomes have come from countries where
English is not the first language. The publisher and I are strongly encouraged and
intend if we can to include eventually all the plays ascribed to Euripides and,
before long, the first of two volumes containing the’ major fragmentary plays.

Hippolytus is the eighth play in the Series. The General Introduction, by
Shirley Barlow, is once again reprinted (pp. 1-20) and the General Bibliography
slightly revised (pp. 51-5). The Greek text is again reprinted from the Oxford
Classical Text of Dr. James Diggle, to whom, and to the Clarendon Press, the
publisher and I once more express our thanks.

Christopher Collard
University College of Swansea

X




Preface

For the past twelve years I have had the good fortune to work in the
Classics Department at the University of Washington in Seattle. For the
stimulating and happy environment it has provided I am grateful to my
colleagues and students. During the last six of these years I have spent much
of my time working on this Commentary, and I am pleased to record here
debts incurred along the way.

Teaching this play many times in English and in Greek has sharpened my
thinking about old questions and raised new ones. I am especially grateful to
the students in my Euripides class in Autumn 1993 who used an early draft of
this Commentary.

Leave in Autumn 1990 afforded me sustained time in which to make
progress on the first draft of the ms. I acknowledge my gratitude to the
University and College for granting that leave. Deans Joe Norman and John
Simpson of the College of Arts & Sciences have been generous in facilitating
my scholarly work while I have served as Chair of my Department.

Several colleagues, here and elsewhere, have provided assistance on a wide
variety of topics. I want to make sure I don’t forget to thank Cathy Connors,
Martin Cropp, Alain Gowing, Michael Haslam, Pierre MacKay, Richard
Martin, and Jeff Rusten. Francis Dunn and John Gibert kindly sent me ms.
versions of their work relating to the play. Doug Machle, our Department’s
Administrative Assistant, solved various computing questions. Tracy Griffin
compiled bibliography and performed a number of other tasks. Her untimely
death three years ago cut short her own scholarly career. Stephen Thielke
checked references, proofread the ms., and made helpful suggestions on the
Index. In the final stages of production, the staff of the College’s Center for
Advanced Research Technology in the Arts and Humanities (CARTAH)
offered valuable aid on computing matters.

Those who commented on the ms. improved it greatly. Stephen Hinds
read a nearly final version of the Introductionsand offered several helpful
comments. Mary Whitlock Blundell and Bill McCulloh read the whole ms.
(at different stages), and I have happily incorporated many of their very useful
suggestions.

Chris Collard has been an ideal Series Editor. He generously applied his
learning to the entire ms., and it is much the better for it. His patience,
encouragement, and good cheer have been a great help over the course of this
project. I even leamed to decipher his handwriting. For allowing me to
exceed the standard page limit for this Series I am particularly grateful.

My greatest and most happily incurred debt is to my wife Erin. She
talked to me about this project, listened to and answered innumerable
questions (substantive and stylistic), and improved the ms. with her customary
good sense and acute judgment. More importantly, her support, patience,
interest, and humor have made working on this Commentary possible. Our
children contributed in different ways. Rebecca and Thomas are old enough to
have taken an interest and offered their questions and comments—and also to
have complained about my working. Andrew’s arrival nearly a year ago
delayed the completion of this project but has added great joy to our

Xi




household. To Erin, Rebecca, Thomas and Andrew I lovingly dedicate this
book. ,

July 14, 1995
Seattle, Washington

Preface to the Second Printing

I have taken the opportunity of this printing to correct some errors and make a
few changes in the translation.

MRH

June, 2000
Seattle, Washington
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General Introduction

General Introduction to the Series
by Shirley A. Barlow

I. The Ancient Theatre

The contemporary theatre consists of many different types of performance, and
these are on offer most of the time at numerous small theatres in many places,
particularly in centres like London and New York where the cultural choice is vast.
Audiences go to only one play at a time—unless, that is, they are attending
something special like Wagner’s Ring Cycle—and they go primarily for
entertainment, not to be overtly instructed or to discharge a religious obligation.
The choice includes musicals, ballets, operas, variety shows, classical plays,
contemporary plays, thrillers, serious prose plays, verse dramas, domestic
comedies and fringe theatre. Audiences range from the highly intellectual, who
might be devotees of serious opera, or of Becket or Eliot or Stoppard, to the self-
acknowledged low-brow, who go to the theatre to escape from real life and have a
night out away from the harassments of home and work. In spite, however, of
this range in type of audience, the English speaking theatre-going public has long
been, and probably still is, predominantly middle class. It is not representative of
all strata of the population.

I mention all these obvious things merely to draw a contrast with the ancient
theatre. For the classical Greek theatre did not have this fragmentation of genre,
location or audience. The genres were few, all in verse, consisting of only four
types—tragedy, satyric drama, comedy and dithyramb. There were neither scattered
small theatres, nor performances on offer all the time. Theatres were outdoor, few
and far between, and performances were concentrated into one or two dramatic
festivals held at select times of the year. One could not go to the theatre all the
time in ancient Greece. Audiences were vast mass ones (probably 14,000, for
instance, at the theatre of Dionysus in Athens) and were drawn from a wide section
of the population. Moreover their reasons for going were as much religious, or to
glean instruction, as for pure entertainment. They would not have expected their
tragedies to allow them to escape into a fantasy world which bore little relation to
reality—or to escape into another private domestic world which had no public
relevance.

Greek Tragedy was in no way portrayed on a small canvas, nor was it personal
in character. It was grand and large, and it dealt with elevated social, political,
religious, and moral issues in elevated poetic language. It conveyed these themes
through traditional myth, and was thus communal in another sense than just
having a mass audience—it had a mass audience with a shared heritage about to be
presented on stage. This heritage had both religious and secular associations.

First, religious. Tragedy, like the other dramatic genres, was an offering to
the God Dionysus whose statue stood in the theater throughout dramatic
performances. The main festival at Athens, the Great Dionysia, happened once a
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year for a few days in the Spring when tragedies, comedies, satyr plays and
dithyrambs were performed in open competition in Dionysus’ honor.  The
occasion was for the whole community and a kind of carnival air reigned. The law
courts were closed. Distraints for debt were forbidden. Even prisoners were
released, according to Demosthenes, and any outrage committed during the
performance was treated as a sacrilegious act.

Although such religious ceremonial was essential to the presentation of drama
at Athens, it was the state which managed the production side. A selected official,
an archon, in charge of the festival, initially chose the poets and plays, and was
responsible for the hiring and distribution of actors. Thus the theatre was also a
state function.

Peisistratus had been the one to institute tragic contests recognised by the
state, and the first competition was held in 534 B.C. when Thespis won first
prize. At each festival from then on, three poets were appointed as competitors,
and each exhibited four plays (three tragedies and a satyr play). The general name
for the group of plays was didaskalia or teaching, because the author taught
(edidaxe) the plays to the actors.

A herald proclaimed the victorious poet and his choregus (trainer of the
Chorus), and these were crowned with ivy garlands. The poet and choregus who
won a prize were listed on public monuments, and in later times actors’ names
were also recorded on official lists. The monuments, and in later times actors’
names were also recorded on official lists. The monuments of stone erected near
the choregus, or the dedication of masks, marble tablets or sculptural reliefs and
the didaskaliai, show how high a place the tragic poet held in society. The place
of the poet in ancient fifth century society is thus different from the way poets or
dramatists are regarded by most people today. His place was in a context of the
whole community and so was the subject matter of his plays.

Note
The most scholarly and detailed discussions and evidence for the festivals,

staging and performances of the ancient Greek theatre may be found in A. W,
Pickard-Cambridge, The Dramatic Festivals of Athens and The Theatre of
Dionysus in Athens; among newer literature see esp. J. J. Winkler, F. Zeitlin
(eds.), Nothing to do with Dionysos?, including the essay by S. Goldhill, ‘The
Great Dionysia and Civic Ideology’, pp. 97-129.  Shorter and more easily
digestible treatments, also suitable for the Greekless reader, may be found in H. C.
Baldry, The Greek Tragic Theatre; J. Gould, ‘Tragedy in Performance’ in The
Cambridge History of Classical Literature, 1, 263-81; G. Ley, Ancient Greek
Theatre; R. Rehm, Greek Tragic Theatre, Part 1, pp. 3-42; P. Walcot, Greek
Drama in its Social and Theatrical Context; E. Simon, The Ancient Theatre.
(See General Bibliography, Section VIIL) A. E. Haigh’s The Attic Theatre
(Oxford, 19073), though very old now, and in many ways superseded, has some
very useful details on ancient sources.

General Introduction

II. Greek Tragedy

Greek Tragedy treats passions and emotions of an extreme kind (fear, anger
ha.te_, m?dness. jealousy, love, affection) in extreme circumstances (’rnurdcr‘
sglClde, incest, rape, mutilation). Its potency is felt all the more because sucl;
circumstances and such emotions occur within the close confines of a family.!
Were. the. protagonists unrelated, such intensity would be lacking. Yet offsetting
all this violence is the concentrated and controlled form of the plays which serves
as a fr_ame for the action. Of all art forms Greek Tragedy is one of the most
forrna!nsqd and austere. The combination of such formality with the explosive
materlal‘lt expresses, is what gives this drama its impact.

In llfe_, extremes of emotion do not often have shape and ordered neatness.
They are incoherent and chaotic. The newspapers show every day the havoc
wrought by acts like murder, incest, rape and suicide—the very stuff of Greek
Trager. Amid such havoc the perpetrators or victims of violent deeds seldom
have either the temperament or the opportunity to express in a shaped form how
they feel or felt at the time. Lawyers may later impose an order for them, but it
cannot be their own response as it was at the actual moment of disaster., What
Greek Tragedy does is to create an imagined action, through myth, where the
characters are able to articulate the thoughts and emotions which drive them, and
whfare the audience is given the thoughts and emotions of those involved Witl’l the
main actors, i.e., relatives, friends, outsiders. It does this moreover in such a way
that the lasting effect is not onme of repugnance, but of acceptance and
undesstanding.

The material of Greek Tragedy is shaped and transformed into art in two main
ways. One is through the creative harnessing of ancient myth and more modern
1n51gh_ts. The other is through the formal conventions of language and structure.

First the combination of myth with more contemporary elements. By this I
mean the blending of traditional stories, the shared heritage, with the perspectives
which _come‘from the city state, particularly fifth century Athens. This means an
explosive mixture of past and present. Consider first the mythical element:

1) Myth means the past to a Greek tragedian, a past which he has inherited
over gcntunes, ever since the earliest stories were recited to his ancestors.

2) This past myth is usually concerned with the heroic—the great heroes as
they are presented in epic and lyric poetry.

3) In this telling of the heroic, the individual is important. It is the single
figure and his greatness which stands out, whether Achilles or Agamemnon
or Odysscus or Ajax or Philoctetes or Heracles.

4) This gingle figure is so glorified that he may often have become, in epic

and particularly in lyric poetry, a model, an archetype of heroic qualities.

!Aristotle, Poetics, ch. XIV, 1453b, 19-22.
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Against this let us set the other side—the contemporary world of the poet
which must confront this mythical material.

1) It is the present with present values and attitudes. _ _
2) It is not a heroic world—it is the city state with its keen interest in
contemporary politics and social issues. .

3) It is interested in collective values much more than in the lone
outstanding individual. The community matters.

4) It is interested in asking gquestions, not in eulogising the great
heroes—at least not exclusively. As Vernant says, when past heroes
become incorporated into contemporary tragedy, they turn into problems
and cease to be models. ‘

In the creation of tragedy, therefore, we have the meeting of the mythical past,
with its stress on the greatness of the hero, with the contemporary present, with
its stress on collective values and the asking of fundamental questions. .Vemant
puts it very elegantly. “Tragedy is a debate with a past that is still alive” and
“Tragedy confronts heroic values and ancient religious representations with new
modes of thought that characterise the advent of law within the city state”.?

So too Nestlé, “Tragedy is born when myth starts to be considered from the
point of view of an (ordinary) citizen”.3 .

The heritage of myth is well represented by epic poetry in the shape of
Homer, and lyric poetry in the shape of Pindar.

Tragedy borrows heavily from the stories told by Homer. In fact Aeschylus
was said to have called his plays “rich slices from the banquet of Homer”.* From
the Iliad we meet again in tragedy the heroes Agamemnon, Ajax, Menelaus, and
Odysseus, as well as Hecuba, Andromache, Helen and Clytemnestra. Other figures
from the other epic cycles such as Philoctetes, Heracles, Theseus and Oedipus
form the main subject of tragedies. ,

Agamemnon for instance plays a leading role in Homer’s /liad and Aeschylus
Oresteia, yet in the transformation from one author to another, setting, concept
and climate have changed. Agamemnon is no longer seen as prestigious leader
against the backdrop of a glorious war. The new domestic situation in which he is
depicted strips him both of prestige and of a glorious cause. The nghtepusness qf
the Trojan war is questioned, Agamemnon’s motives are questioned, _hls
weaknesses dwelt upon rather than merely lightly indicated. In this new setting
our concept of the hero is found to undergo a change, but it is not only that the
setting alone brings about that change, it is that the tragic poet explores a
complexity of motive, both human and divine, which would have been
inconceivable in Homer’s day. It is not simply the greatness of the heroic ﬁgpre
which interests Aeschylus, but the weakness and complex negative traits which

2Vernant & Vidal-Naquet, 10; 4.
3Cited ib., 9.
4Athenaeus, 347e.
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underlie the reputation of that heroic greatness. He uses the familiar epic frame in
which fo paint a new picture in a dramatic form.

In Homer, whatever the heroes’ faults, they are unquestionably great and
glorious. Eulogy is implicit in the very epithets used to.describe them. Pindar
also eulogises several of the great hero figures who become later the subject of
tragedies. Among them are Ajax, Heracles, Jason and Philoctetes.

Homer and Pindar both celebrate Ajax’s greatness, particularly his physical
strength. Homer calls him “great”, “huge”, “strong”, “tower of defence”, “rampart
of the Achacans”, “like a blazing lion”.5 He defended the ships against the
onslaughts of Hector, He was prc-eminent in the batte for the body of Patroclus.
He held a special place of honor at one end of the Greek encampment.$ Even in
the Odyssey, in the Underworld, where he turns his back on Qdysscus, his silence
is majestic and impressive.” Pindar glorifies Ajax in the fourth Isthmian and
pays tribute also to Homer’s celebration of the hero’s greatness. Neither Homer
nor Pindar, however, ask fundamental questions about the nature of the man—they
are content merely to celebrate him as a hero. But Sophocles begins from where
Homer and Pindar left off. He too acknowledges this hero’s greatness, but he asks
stringent questions at the same time. His play Ajax is the vehicle for such
questions: How can the world comfortably contain such an individual? How can
society function properly with one such as him in its midst? How can Ajax
himself survive when he confuses so tragically the rdles of comrade-in-arms and
arch enemy? What does it mean to him mentally to take the decision to kill
himself?

In this play we see Ajax not only as a glorious single heroic figure, but also
as a fragic character who is so because he is isolated from others, and is unable to
communicate with them successfully. He is seen in the perspective of those
around him—Odysseus, Tecmessa, Teucer, Agamemnon and Menelaus.
Undoubtedly he has that epic star quality which the others do not possess and the
continuity with the heroic past is important and a fundamental part of the whole
conception—but that is not the whole of it. He is a problem both for himsclf and
for others, and because he is a problem we see the tragedy unfold. The heroic
individual is balanced against the collective values of a more modern society,
represented particularly by Odysseus, and to some extent by Agamemnon and
Menelaus—odious though they are.® What makes the drama of the play is
preciscly this tension between the old heroic individual concerns (the core of the

5H0mer, 1l. 23.708, 842; 3.229; 7.211; 17.174, 360; Od. 11.556; Il. 3.229; 6.5;
7.211.

611. 11.5-9.
70d. 11.543f.

8See especially Soph., Aj. 121ff. where Odysseus rejects the traditional Greek view of
the rightness of hating one's enemies and 1067ff. where Menelaus complains of the
problems an individual such as Ajax poses for the army as a whole and its discipline.
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myth), and the newer collective values of society which had more relevance to
Sophocles’ own time. Of course this is an over-simplification—there arc
problems implicit in epic 100, as in Achilles’ case, but they are not articulated as
problems, they are just told and the audience must draw its own conclusions.

One of the most eulogised heroes in Pindar is Heracles. He is celebrated as
the glorious hero par excellence—monster-slayer and civiliser of the known world.
In the first Nemean Pindar introduces him, and then goes on lo describe his
miraculous exploits as a baby when Hera sent snakes to destroy him in his cradle.?
In the ninth Pythian are the words:

Stupid is the man, whoever he be, whose lips defend not Herakles,

who remembers not the waters of Dirke that gave him life, and Iphicles.
1, who have had some grace of them, shall accomplish my

vow to bring them glory; let only the shining

light of the singing Graces fail me not.1?

In the fourth /sthmian he speaks of Heracles’ ascension to Olympus after
civilising the known world, and in the second Olympian he greets Heracles as the
founder of the Olympic games.!!

Euripides takes the spirit of the Pindaric celebration and incorporates it early
in his play, The Mad Heracles, in an ode somewhat reminiscent of Pindar.!? Init
the chorus culogises the great labors of Heracles, stressing his superhuman
strength and effortless valour. But this dramatist too is concerned ultimately not
with mere celebration but with problems. The end of the play shows a
wransformation: not the glorious invincible hero, but a vulnerable human being
struck down by madness. This is a disgraced and humiliated Heracles who is
broken and dependent. It is society who rescues him in the shape of Theseus his
friend and Amphitryon his father. As the hero is brought down to the level of
others, the superhuman isolation goes and human social values are seen to count,
Once again the tension between the lone heroic figure and socially co-operative
values are worked through in the course of the drama.

Perhaps nowhere is this blend of archaic myth and more recent thought, of the
clash between the heroic individual and collective co-operation, seen more clearly
than in Aeschylus’ Oresteia. There, an archaic story of the heroic Mycenaean age
ends up in Athens—not famous in Mycenaean times at all, and an Athens, at that,
with contemporary resonances. The old story of a family’s blood feud is played
out in the Agamemnon and Libation Bearers where the tribal law of vendelta

rules, and blood is shed for blood in secmingly cndless succession. In the last
play of the trilogy—the Eumenides—a modern legal solution is imposed, and by
means of a new jury system at the court of the Areopagus at Athens, a public not

9pindar, Nem. 1.33ff.

10pysh. 9.87ff., transl. by R. Lattimore.
1115h. 456fF., OL. 2.3fF.

12147 348ff.
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a private judgement is made on the crime of murder. The setting up of this court
in the p_lay rcflccts_an historical event, the confirmed attribution to the Arcopagus
of homicide cases in 462 B.C. by Ephialtes, and the patronage which Athene %hc
patron goddess of Athens, extended to this institution and to Athens as a whole
Thus the present community of the whole city is inextricably blended with what is
ostensibly an archaic drama recounting an ancient myth, N

TI_mLy-ng tragedies survive, and of these, nineteen have as their setting a cit
or polis, a polis with a ruler, a community and political implication which have z
bcarmg.on contemporary issues. Of these nincteen, the Eumenides is set in
Athens 1Ls’ell' » Sophocles’ Oedipus at Colonus is set at Colonus, very near Athens
Euripides’ Suppliants is set at Eleusis very near Athens, and his'!-!éracleidae is set
in A_nhcns itself. The rest are in Greek cities like Corinth, Thebes, Mycenae, or
Troizen. All Lhcsg: cities have a turannos or sole ruler. The scuing‘ and the l‘c;rm
gf ﬁ:le.arg ostensibly archaic to fit the traditional myth, but again and again the
hirga :1(;:::1 é::ports contemporary resonances which will be of particular interest to

.Two of Sophocles’ plays—the Antigone and Oedipus the King— i
polis, though that of Thebes not Athens, and both, parﬁculwfyﬁ;l’égAn?{;os.:; lgr:
to some extent concerned with the question of rule in relation to the ruler an(i his
citizens. '

Sophocles was not on the whole aiming to make specific :
contemporary political scene!? although the [%lague at Thgbégf; 3::3:-;2;: ?iel 3(:;}11 .
will have awoken familiar echoes in the audiences’ minds of their own privalionﬁ
from plague at Athens in the opening years of the Peloponncsian War.'4 But this
aside, Sophocles was concerned in these plays much more with general questions
o_f what makes a good ruler in a city, what stresses affect him and what should be
his {elatu.)ns with the citizens. Such questions would be of perennial interest to
the inhabitants of a city like Athens, even though tHe. mechanisms of rule were no
longe}r the same as they had been under the tyrants, and even though the dramalic
location was Thebes not Athens. : '

Such examples show that in Greek tragedy the archaic myths are transmitted
not o_nly to preserve their traditional features—though this transmission of the
past is a vital ingredient of the dramatic conceptions and indeed forms an
assumption from which to view the whole dramatic development!>—but they are
also permeated by a sense of what the present and the city state mean. The old

13Unless the us L ¢

¢ of the term ton strategon ‘the commander’ Ant. 8, and andron pro
o ( . nt. 8, ton
first ot_'lmen OT 33 are veiled references to Pericles who was strategos 'gcncraf‘, and
whose influence was very much that of first citizen. See Thuc. 11.65.10; V. Ehrenberg
Sophocles and Pericles (Oxford, 1954), 105ff. '

;‘S‘OT 168ff. -
In fact Aristophanes set great store by what he saw as the rdle of tragedy to preserve

traditional he{nic features and criticised Euripides strongly for debasing such features
See next section. ' .
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hero is put in a new context where new judgements are made on him. There is a
sense of the community, sometimes represented by the comments of the chorus as
ordinary citizens, e.g. in the Antigone, Oedipus the King, Medea and Hippolytus
and sometimes by the comments of other characters who represent the common
good like Odysseus in the Ajax, Theseus in the Heracles, the messengers in the
Bacchae. The hero may have greatness, as he often has in Sophocles, but the
greatness does not go unchallenged. It is not flawless. In Euripides the greatness
may disappear altogether, as in the case of Jason, once the great hero of the
Argonauts, and now a paltry mean-minded person caught in a shabby domestic
situation, or Menclaus as he appears in the //elen or Agamem.aon in the /phigenia
in Aulis.

This questioning spirit so characteristic of Greek Tragedy is also important
when one considers it as a religious event. It has often been said that tragedy’s
origins lie in ritual.}® This may be true. But that implies repetition, dogma and
unquestioning belief, and classical tragedy was never like this, although its
performance was sacred to a god, and its content still refllected to some extent the
relations between gods and men. For gods as well as heroes were inherited from
earlier myth and the innovations the dramalists bring Lo religious consciousness
are just as important as the developing complexity in their grasp of human
behavior. In fact the two are inextricably linked. It is not too much to say that
the gods dominate the world of tragedy and those gods are no longer the sunny
Olympians of Homer. In the interval between the eighth century and the [ifth,
moral consciousness has been born and the gods become associated with the
implacable punishment of men’s wrongdoing. Whether Aeschylus’ all-seeing
Zeus who is associated with Justice, or Sophocles’ relentless oracles which always
come true in the fulness of time, or Euripides’ pitiless Aphrodite or Dionysus, the
gods hover above the heroes’ actions watching men trip themselves up. And
whether it is the passionate belief of Aeschylus, or the inscratable acceptance of
Sophocles, or the protesting criticism of Euripides, the gods are always there at
the heart of tragedy and the new problematic lives ol the heroes must be seen
against this divine background. But tragedies are not sacred texts. By classical
times the art form was emancipated, and the authors free to change traditional
treatments, criticise even the divine figures and sometimes, as Euripides did, show
radical scepticism about the gods, their morals and even their very existence, This
is all the result of a creative meeting between two worlds—the archaic, traditional,
aristocratic, heroic world of myth, and the newer contemporary values of the
democratic, highly social city state where the ordinary citizen’s views counted in
the general reckoning of human conduct and achievement, and where contemporary
thinkers were questioning moral and theological issues.

16For a recent analysis of ritual elements in Greek Drama sec F. R. Adrados, Festival,
Comedy and Tragedy (Leiden, 1975), chs. II, VII, VIII, XL R. Seaford, Ritual and
Reciprocity (Oxford, 1994), 238-75.

General Introduction

Thc tragedians had available to them all the resources of inherited myth which
they incorporated into their own experience as beings within the polis. They also
had to work through the contrived shapes of language and structure which
conventionally belonged to the dramatic genre of tragedy. As we see them, these
contrived shqpes are overt and analyzable, and their variety of style and
development is largely responsible for the rich and complex experience which
comes from watching this drama. Through them the dramatic action is
assimilable: through- them the reactions of those watching and listening are
9rchesualed. In other words they filter through their disciplined structures the
inherent turbulence of the basic material, thus controlling by form and pace the
responses of the audience.

.F:H'St the verse form. Greek Tragedy was writlen in verse in an elevated and-
_Lradluonal poetic language. Most translations, even the verse ones, are misleading
in that they do not record the variety of verse forms emploved in the different
sections of the plays. Spoken dialogue was in iambic trimeter. The sung
portions, choral odes and solo arias, and some exchanges between actor and chorus,
were in lyric metres of which there was a wide range and variety to express
dlffe:rent moods. Rhyme was not used. Music would accompany the lyric
portions, often on the pipe but the music accompanying the drama has
unfortunately not survived except for tiny almost unintelligible fragments.

The long spoken episodes, rather like acts, stand between shorter sung choral
odes,. or stasima as they are sometimes called, of which there are usually three or
fpur in the course of the play. A processional song called the parodos marks the
fll.'St entrance of the chorus into the orchestra and the name is clearly associated
with that of the parodoi or side-entrances.

. The choral odes were danced as well as sung, and had elaborate choreography
which again has not survived. Modem productions have to use imagination in
providing steps and music in which to express the lyric parts of tragedy, but they
can on the whole successfully reproduce the basic metrical rhythms and recurring
patterns of the words themselves. The language in which iambic speech and
choral lyric are written differs. The former is in the Attic dialect, the latter
includes elements from a Doric form of Greek, perhaps reflecting the
Peloponnesian origins of choral songs. There is the utmost contrast in Greek
Tragedy between the spoken portion and the lyric. The former, though in verse,
resegnbles more nearly ordinary conversation and, with occas.onal colloquialisms,
particularly in Euripides, its language also owes much to rhetoric, particularly in
the set debate and the longer speeches. Euripides’ language here is outstanding for
its fluency and clarity of diction whether employed in argument, appeal, statement
of feeling or philosophical reflection.!”

The lyrics on the contrary are in more elaborate metres and highly poetic
language containing more ornament, more,images, more condensed syntactical

17¢ollard (1981), 20-3, 25-7; on the formal conventions and “rhetoric” of Tragedy
see esp. Heath (1987) and Goldhill (1986), 222-43; cf. nn. 27 and 28 below.
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structures and more compressed thought patterns,'® They are composed in the
tradition of the great lyric poets, particularly Pindar whose somewhat obscure but
highly colorful and elaborate style was famous in antiquity and would have been
familiar to the dramatists’ audience.

It is hard to communicate in a few words just what the lyric metres achieve in
Greek Drama. And indeed we do not always know. But one can say that they
characterise and control pace, mood, and tone. They act as a kind of register of
emotion. Certain metres, like the dochmiac, for instance, are associated with high
poinis of excitement, others like the ionic rhythms have cult associations, others,
like the dactylic, convey a strong sense of insistent and forward movement, or may
recall the hexameter beat of epic. Frequently it is the subtle blend and changing of
rhythms which create special effects as for instance when the opening ionics of the
Bacchae parodos, evoking religious and cult associations, turn eventually through
choriambs and glyconics to excited dactyls as the pace gathers momentum and the
women sing of rushing off to the mountains,!? or when the primarily iambic first
stasimon of-the Trojan Women is given an epic [lavor at the beginning by its
opening dactyls.

The lyric metres, more emotional than iambic trimeters, are often used in
contrast with the trimeter in mixed dialogues where one actor sings in lyrics and
another replies in spoken utterance or where an actor will speak his lines and the
chorus reply in sung lyrics. In this way the different emotionat levels are offset as
for.instance at Alc. 244, where Alcestis, in a semi-delirious trance, as she has a
vision of approaching death, is given lyrics, and the uncomnprehending Admetus
speaks in iambics.

The chorus are always at the heart of the play. Singing and dancing to music,
they have a function which is both a part of, and yet slightly separated from, the
main action. Placed in the orchestra, the circular dancing space, the chorus are
physically distanced from the actors and like the messenger they are usually,
though not always, outsiders who look at the happenings from a slightly different
point of view from the protagonists. They are ordinary citizens,2? the
protagonists are not. ‘The chorus’ task is to.change the gear of the action,
interrupting its forward flow and examining it in new perspectives. Their look at
events allows time for reflection and judgement, leisure to consider motivation and
causal explanations. They may as so often in Aeschylus—e.g. in the parodos of
the Agamemnon (40 {f.y—bring to light a whole realm of background material
which sets into relief the immediate events, or they may as in the ode on Man in
the Antigone (332 {f.), cast specific actions in a more universal context. Their
role is that of an interested commentator who is able not only to reflect, but to

18;p. 26-7; cf. Heath (1987), 137-40.
19Bacch. 641¢. and Dodds' analysis, Bacchae (1960), 72-4.

20Not in the technical sense of course since women were not full citizens but in the
sense of people concerned at issues in the community.
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look around as well as directly at an action, providing a sort of philosophical
pause in highly poetic form. But sometimes, as in the Bacchae, for instance, they
are strongly involved in the action as participants, and here their songs actually
enact _Lhe religious rituals which are at the heart of the play’s experience. Here
there is no detachmerit, only devotion to the god. The choral function is complex
and multiple, and varies from context to context, particularly in Euripides. The
varied lyric metres show a fine register of different emotions and indicate tone and
mood. Frequently they change as an ode proceeds. .

Lyric is however not restricted to the chorus, and the solo aria is often a tour
de force in the play and associated with high emotion expressed through the lyric
metres in which it is cast. This actor’s song in lyric is called a monody. Not all
plays have one but some, as for instance the Jon, Trojan Women and Phoenician
Waemen of Euripides, have two or more. The monodies oi Greek tragedy formed
high points of sympathetic identification with hero or heroine-—more usually the
latter since only a very few male characters are given one to sing in all of extant
Greek tragedy. Here the author sought to move his audience with stirring music
and words that excited pity. The monody is often designed to present a subjective
and partial point of view which reflects the strong preoccupations of the singer,
but which may be at variance with other views presented in the play. Euripides,
the most renowned composer of monodies, gives his singers just such passionate
commitment and bias.?! Examples are Ion’s adoration of Apollo, Creousa’s
blasphemy against the same god, Hecuba’s aching despair, Cassandra’s delirious
wedding song, or Electra’s passionate grief.22 The monody has a lyric non-logical
structure with images, personal-apostrophes, laments and prayers predominating.23

.- Among the spoken parts of the play are certain set pieces, easily recognisable
in formal terms, such as the messenger speech, agon (debate), rhesis (single set
speech) and stichomythia (line dialogue). In Euripides these are much more
obviously marked off than in Sophocles and Aesehylus so that they sometimes
seem almost crystallised and isolable in themselves rather than merging into one
another or growing naturally. Euripides no doubt had his own reasons for this and
indeed often the sharp contrast between modes creates a dramatic excitement of a
peculiarly impelling kind.?4

210n the function of the monody see Barlow, ch. ITI, 43ff.
221on 82ff., 859(F; Tro. 308EE., 98EE; EL 112fF,
23E.g. Hipp. 817TfE; Ion 82fF., 859fF.; Tro. 98ff. See also Barlow, 45fF.

4See for instance the contrasts in Trojan Women between the prologue and Hecuba's
monody, between Cassandra’s monody and her iambic rhesis, between the great debate
and the subsequent choral ode, between the iambic dialogue at 1260ff. and the lyric
kommos which-ends the play; on these conventional variations see Heath in nn. 17 and
18 above.

11




General Introduction

“The messenger speech, much beloved by Euripides, is one such spoken
device?S It is a set narrative speech in iambics, reporting offstage action to the
actors on the stage and to the audience. Perhaps here the rdle of the imagination
for the audience is at its height. A whole scene is set for the spectator with exact
detail sketched in so that visual and auditory images cich themselves sharply on
the mind. Gone are the personal apostrophes, images, laments and prayers of the
lyric style. Here, instead, is ordered narrative in strict chronological sequence, full
of verbs of action and graphic physical detail. Unlike the monodist, the messenger
is an outsider, a third person objective witness who records events in an unbiassed
way and in such a manner that the audience can make their own judgéments.

It would be a mistake to think of the messenger’s report as a poor substitute
which fails to make up for what cannot be shown on the stage. On the contrary it
is superior to spectacle. The Greeks delighted in narrative ever since the
performances of the epic rhapsodes were formally instituted by Peisistratus, a_nd
long before that no doubt, and such extended reports will have given special
pleasures in themselves. As Aristotle saw, there”were disadvantages’to mere
horror spectacles even had it been feasible to stage them.2® For they produce
confusion and shock—so that their impact would preclude proper assimilation of
the events. What the messenger does is to control and stage the experience so that
it is assimilable to the spectator bit by bit in an ordered way.

Euripides’ messenger speeches with their quiet pictorial beginnings, their
slow build-ups, their fragments of recorded conversation, and their graphic
descriptions of the climactic acts of horror in visual terins, are masterpieces of the
art of narrative. The two in the Bacchae for instance not only tell the audience
what has happencd, but make imaginable through pictures the whole Bacchic
experience. Here the narrative is indispensable, for it is inconceivable that the
audience would ever be able to view directly the mass attuck of the women upon
the cattle or upon Pentheus. It would be utterly beyond stage resources. But if by
any chance they were allowed to view it, it is unlikely that they would emerge
with as clear and as objective a picture as the messenger is abie to give. Narrative
énables greater total understanding than mere spectacle, and can condense more into
a short space of time. In that it is one degree removed from direct sight, and is
delivered by an imperial witness, it practises a kind of distancing which reduces the
crude horror of the tragic action and requires balanced judgement as well as an
emotional response.

Many tragedies contain a set debate or ‘agon’. where one character presents a
case in formal terms, and another, as adversary, responds puint for point in a
counter speech. Euripides, particularly, formalised such debates, so that they often
resembled law-court speeches, and they are indeed sometimes cast in formal

250n the messenger speech see Barlow, 61ff.; Heath (1987), 149-50, 153-7; de Jong
(1991). .
26Aristotle, Poetics, ch. XIII, 1453b, 8-10.

12

General Introduction

rhetorical terms.2” Examples are Medea’s great debate with Jason, or Hecuba’s
with Helen in the Trojan Women. In these, logical and orderly exposition is more
important than naturalism. It is never possible entirely to separate feelings from
reasoned thought—nor should it be. But the modes of tragedy assault both, in
differing -degrees, by different routes. The solo aria is a direct appeal to thé
feelings through emotive sound and image, through words of personal address and
reaction. The messenger speech appeals to the audiénce’s consciousness through
an ordered evocation-of the senses so that one perceives and hears a chronological
sequence of events in the mind’s eye, and ear. The agon, on the other hand,
captures the audience’s hearts and minds by persuasion through reasoned argument.
Although the result may involve the emotions, the method is more intellectual
than in either the aria or the messenger speech. Thus the agon in the Trojan
Women with its sharp development of points of debate gives an academic edge to
an action which is otherwise predominantly lyric in mood.

The rhesis is a set speech of an actor which works by persuasive and ordered
logic and which may none the less often make strong appeal to the emotions. It
is the commonest of all dramatic forms and one of the most varied, and overlaps
with other parts. It may, for example, form part of a debai: scene, it may convey
extended dialogue or it may stand on its own in monologuc. Its tenor may be
argumentative, reflective, pathetic, informative or questioning. Many set speeches
take the form of a monologue where the speaker examines his of her motive and
actions in an intense process of self-examination.2® Such are Medea’s speech to
the women of Corinth at Med. 214 {f. or her monologue at 1021 ff., Phaedra’s
speech at Hipp. 373 ff. or Hippolytus’ at 616 ff., Hecuba’s speech at Hec. 585 ff.

Often it is hard to separate the emotional element from the thought element
when the poet gets the balance right. For instance Medea’s specch at Med. 1021
ff., where she debates whether she can bring herself to kill her own children, has a
tight logical structure, but through this make§ strong appeal also to the
emotions.?® There is a delicate balance between direct apostrophe, a simple
expression of raw feeling, and reasoned alternatives which are worked out
logically. But the dramatist brilliantly gives the impression that the logic is
forced out desperately by a person fighting for control in a situation where the
emotions threaten to take over. The result is a powerful speech which assaults
both our emotional and our thinking faculties, made no less effective by the
violent swings of stance which Medea takes as she is torn between the immediate

270n the agon see J. Duchemin, L'Agon dans la tragédie grecque? (Paris, 1968); C.
Collard, G&R 22 (1975), 58-71 (with Addendum in I. McAuslwa, P. Walcot {eds.),
Greek Tragedy, 153-66); Lloyd (1992).

28¢ollard (1981), 21-2; Lloyd (1992), 19-36. '

2%1n G&R 36 (1989), 165-6 and n.22 I accept Kovacs' arguments for deleting 1056-
64 but keeping 1065-80 (pace Diggle who in his Oxford Classical Text deletes all of
1056-80).
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sight of her children before her, and the more long-term thought of her future life
as it must follow from present circumstances.

Stichomythia is a special kind of formal dialogue where the characters speak
in single line exchanges. It is not the only kind of dialogue or even the
commonest in tragedy but I single it out here because of its regular and casily
identifiable form. Such a tight and formal framework permits speed, concentrated
and pointed utterance within its compass3® 1t is particularly suited to scenes of
interrogation such as we see in the Bacchae where it communicates with its
economy and rapid pace the extreme tension and changing shifts between the god
Dionysus and Pentheus the King.¥!

All these items, monody, choral ode, messenger speech, set debale, rhesis and
stichomythia make up the “formal’ elements of Greek Tragedy. Now ‘formal’
sometimes conjures up an image of fossilisation and aridity, but this is far f_roEn
the case. On the contrary, the variety of metre, language, dialect and mode within
the compass of one tragedy, and the alternation of song and speech, and of lyric
and dialogue, made Greek Tragedy a rich experience offering a range seldom even
dreamt of today. Each mode approaches the same dramatic action in a new way,
with its own perspective and its own style, so that the audicnce is constantly
exposed to shifts of perception, and the contrasts such shifts imply. Morcover
each mode would have had its own associations—lyric arousing echoes of the great
lyric tradition in Greece, narrative, reminiscent of epic, catering for the pleasure in
story-telling the Greeks always had. And cach mode carried with it its own

responses which contrasted with others. Thus the great debates provided

intellectual stimulus and were set off against the more emotional colouring of
choral odes and arias. All were combined within the one dramatic action.

With great range of form went an economy and concentration lacking in much
modern drama. The action was usually confined to twenty-four hours in one place,
and was so arranged that all the parts could be taken by three actors. Scenery was
sparse, subtle gestures and expressions were precluded by masks, heavy costumes
and the sheer size of the theatre. But these things in themselves explain why the
burden must be on the language (speech and song) and why the words were so
important. In them were._ all the things which today are done by elaborate
costume, make-up, close-up photography, lighting, scenery, stage directions, and
all the rest. To the Greeks the expressed utterance was all—c: almost all.¥

So it was that the very great range of form in Greek Tragedy evinced in the
different modes of speech and sung lyric, was matched by an equal range of
expressions of complex human emotion, action, and thought made to fit those

30Collard (1981), 22; contrast Heath (1987), 128-30.

31Bacch. 463-508, 647-55, 802-41. N.B. the change to fwo-line dialogue,.i.e.
distichomythia, at 923-62.

32But for the rdle of the non-verbal in theatrical performance see Taplin (1978),
passim; Heath (1987), 140-5; Gould (Note on p. 2 above).
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forms and channelled into patterns of plot, setting and action of extreme economy.,
It -was this rich content within a controlling structure which involved too a
creative harmonising of past and present attitudes through use of myth, as I
outlined at the beginning, which gave, and still does give, Greek tragedy its
forceful, concentrated impact.

I11. Euripides

Euripides was the youngest of the three great Athenian tragedians (c. 484-406
B.C.) although Sophocles, his slightly older contemporary, outlived him by a few
months. In his lifetime he was not as popular with the Athenian public as the
others, winning fewer prizes (four first prizes out of twenty two occasions) and
ending his life in voluntary exile away [rom Athens at the court of Archelaus of
Macedon.*®* More of his work has survived than the meagre seven plays each we
have of Aeschylus and Sophocles. Nineteen -plays entire have come down to us
under his name including the satyr play Cyclops, the Alcestis, a substitute for a
satyr play, and the probably spurious Rhesus. Perhaps because of the wider
sample known to us, part of which has been preserved by accident and not by
deliberate selection, his work seems uneven and diverse in range.3* There are the
great tragedies of a very high order such as the Medea, Hippolvtus, Trojan Women
and Bacchae. But there are also plays where tragic themes mix with lighter
elements and the ending is happy, such as the Alcestis, Ion, Iphigenia in Tauris,
Helen. Attempts to categorise Euripides’ style and plot by chronological criteria,
themaltic-groupings, or structural elements, have largely failed, since there always
seem to be exceptions which prevent such categories being watertight.33
Euripides is the most elusive of dramatists and the most resistant to fixed labels.

Not that his contemporaries hesitated to fix labels upon him. The comic poet
Aristophanes was one such, a sharp critic who parodied hin for his choice of
subject matter, characters, plots, opinions and style.3¢ Aristophanes saw him as
ultra-trendy, undermining traditional religious and moral beliefs in a dangerous
way. and introducing outrageous musical innovations. He saw Euripides’

3;5See the chart of chronology and award of prizes in Collard (1981), 2; charts alsd,in
M. Cropp, G. Fink, BICS Supplement 43-(1985), 5, 22, 23, 70.
34Barrett, Hippolytos (1964), 50ff.; Collard (1981), 3; Michclini (1987), 19-51.
35Collard (1981), 5; cf. Michelini (1987), 48-51.
6Criticisms of Euripides occur extensively in Frogs, 1hesmophoriazusae,

substantially in Acharnians and in scattered references throughoui Aristophanes’ other
works. See G. M. A. Grube, The Greek and Roman Critics (London, 1965), 22-32; P.
Rau, Paratragodia (Miinchen, 1967); K. J. Dover, Aristophanic Comedy (London,
1972), 183-9; on Thesmophoriazusae see esp. A. M. Bowie, Aristophanes (Cambridge,
1993), 217-27. D. Kovacs, Euripidea (Leiden and New York, 1994) gives English
translations of the principal Aristophanic passages but also of the most important
ancient testimonies to Euripides’ life and work.
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characters, particularly his women characters, as unprincipled and 'sl]amelcss. too
clever for their own or anybody else’s good. He thought that Euripides elevated
the ordinary to an absurd degree, making-the trivial seem important, and low
characters appear too significant. He therefore saw him as destroying the old
heroic values and introducing instead ambiguous moral standards.>

A rebel in fact of a most subversive kind. . )

This is quite a catalogue of blemishes. How misleading s it? Arns'lophanes
is concerned of course mainly with raising a laugh—and fo.r ths._ gross
exaggeration is necessary. None the less much of his criticism is apt, if in a
superficial way. . R o

Euripides does introduce women characters who are criminal in their actions,
like Medea who kills her children and two others, or like Phaedra who falsely
incriminates her stepson thus indirectly causing his dea_th.l Bpl Aeschylus had
portrayed Clytemnestra—surely a woman of towering criminality. Why the fuss
now? Perhaps because Euripides led the audience to see the action from thsc
characters’ points of view, whereas Aeschylus hardly encourages us to sympathise
with Clytemnestra. Euripides was able to show what it felt like to have to kill
your children or your mother; 1o be consumed by devourin_g jealousy or a desire for
revenge; to fight in overmastering love and struggle with the consequences of
madness.?® And in so doing, unlike Sophocles, who on the whole portrayed
characters who retained their wholeness and integrity throughout their tragedies, he
explored weakness not strength, and exposed those clements in character which
revealed disintegration and the split persona. Electra, Orestes, Pentheus, Phaedra,
Admetus and even Medea or the great Heracles all reveal in some degree traits
which characterise such disintegration and a nature divided against itself.%

37Religious beliefs: Frogs. 888ff. Immorality: Frogs 771ff., 1079(f, Thesm.
389ff. Musical innovations: Frogs 1298ff.,, 1331ff. Women characters: Frogs
1049ff., Thesm. 389ff. Cleverness: Frogs T75ff., 956ff, 1069ff. Stress on the
ordinary or the sordid, the antiheroic: Frogs 959ff., 1013ff., 1064, Ach. 410ff.

385 point made by Vickers, 563-4 and 566 (apropos of the Electra). See Medea's
agonised speech at 1021ff., Electra’s remorse at 1183(f,, Hcrmlione‘s vindictive
jealousy expressed in the scene at And. 147ff., Hecuba’s gloating revenge over
Polymestor at Hec. 1049ff. and her justification before Agamemnon 1233(f., Phaedra’s
struggle with her love at Hipp. 373ff. particularly 380-1 and 393ff., Heracles' struggle
to face the consequences of his madness from HF 1089 to the end. -

39Electra and Orestes in the Electra both suffer remorse for cheir murder of their
mother. Orestes in the Orestes is reduced to madness through guilt and tormented by
conscience (sunesis). Pentheus is destroyed by the very thing he professes to dc‘spise.
ending his life as voluntary spectator at a Bacchic revel from which he had previously
dissociated himself. Phaedra knows how she should be but cannot achieve it. Her love
overrides her better judgement as does Medea's hate (Hipp. 3801, Med. 1078-9).
Admetus suffered acute remorse for letting Alcestis give her life for him (Alc. 861ff: and
935ff.). Heracles is on the brink of total disintegration (HF 1146ff.). :
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To say that in so presenting his characters Euripides was debunking the heroic
is only part of the truth. Undeniably in a play like the Electra all the old heroic
assumptions and settings are undermined or changed. Elcctra and Orestes are no
longer the single-minded champions of justice. Clytemnestru and Aegisthus are
no longer the uncompromising villains they were in Aeschylus. The murders are
no longer performed in such a way that they can be scen as heroic actions. Even
the setting has changed from grand palace to impoverished hovel.

. And in other plays too such as Iphigenia in Aulis, great leaders of the heroic
tradition like Agamemnon and Menclaus appear in particularly despicable lights,
shifting their ground, arguing for expediency and promoting personal ambition at
the expense of principles. .

Yet it would be a mistake to say that Euripides had no concept of what it
meant 10 be heroic if we think of this word not in its narrow archaic sense of
military and physical valor, but in more general terms. It is that often he redefines
traditional heroic qualities or else transfers them to women, placed in different
situations from male heroes. Medea for instance, although a woman, shows many
of the great heroic qualitics of say an Ajax or an Achilles: bravery, desire 1o
preserve her own honor, refusal to be laughed at by her enemies, the decisive
nature to act in revenge.*® What makes her intcresting is the combination of these
traditional qualities with her rdle-as a woman and mother.

In the Trojan Women, Hecuba the old queen of Troy is heroic in her endurance
of the sufferings inflicted on her by the Greeks, and in her fight to prescrve her
family. And when Euripides in the first stasimon makes the chorus “Sing, Muse,
of Ilium, a lament consisting of new songs™#! he is redefining the old epic notions
of glorious war and transferring them to ‘a setting where it is the victims who are
seen as he true heroes—a point Cassandra also makes in her speech at Tro. 365 ff.

Several women characters voluntarily surrender their lives for a noble cause—
such as Iphigeneia in Iphigenia in Aulis, \he parthenos in the Heracleidae, or
Evadne in the Suppliants, not to mention Alcestis who dies to save her husband.
These are all examples of heroism, though not in the traditional masculine mold.

In the Heracles where the protagonist is male, Euripides contrasts the old
traditional and active heroism of Heracles in performing the labours, with the more
passive qualities of endurance he must display in facing up to the terrible
consequences of his subsequent madness. He rejects the traditional hero’s solution
to disgrace, namely suicide—the way Ajax had taken—and decides to live on in the
company of his humiliation and misery. A new heroism perhaps for a newer
age.4?

40B. M. W. Kriox, “The Meded of Euripides,” YCS 25 (1977), 193-225, esp. 198-9;
see my G&R 36 (1989), 161-3.

4170, 5116F. See my note on this passage.

2gce esp. H. H. O. Chalk, ‘Arete and Bia in Euripides’ Herakles,” JHS 82 (1962), 7ff.;
see my G&R 29 (1982), 115-25 (now also in 1. McAuslan, \>. Walcot (eds.), Greek
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istophanes, through the mouthpieces of Acschylus an_d Dionysus in _thc
Frog}zflrsgg?eucd the pass%ng of the old stan‘{‘jar_ds and saw nol‘l,uﬂg but dc:n}??nlrt,g
and undignified negativism in their place. Q:f:em.pragmarg , “ordinary mgs_E
to him were not worthy of tragedy. But Euripides celebration of the ordinary, I

so it may be called, is often a positive and important part of the way he saw
- stions. )

cvcnltf ?: {:as;to?l!; in settings and small actions we see it at wo_rk,":{bul a[slt) in
characters. Again and again relatively humble characters play a s:gnauf icant role in
a play’s events. The farmer husband of Electra is arguably the only sanc pcr?f}nkm
the Electra. The old servant in the Hippolytus has the wisdom Hippolylus acks.
The two messengers in the Bacchae grasp the truth of the Dionystac phﬁnomcnqn
with an instinctive sense denied to all the other characters in the play.** They in
fact carry the message of the play—that it is dangerous Lo deny such instinclive
wisdom and to mock at belief. Aristophancs was lhcrc!'orc right wl?cn he said lhgt
Euripides introduced the ordinary into tragedy. He did. The ordinary person is
listened to and often proved right. And if this is regarded 2s an overlurning of
values, it is a positive and significant one and should not bc dismissed as mere

using. . )
mbbi\iﬂi?lls}\ﬁstophancs saw as [rivolity and iyresponsibilily in Euripides in 'I'ar.:l
sprang from a deep care for the world and a wish to protest a its wrongs. This is
what his characters show. Tt was not to abandon a portrayal qf the heroic but 10
redefine it. And all the charges of agnosticism orlhereS)f w!uf;h the comic poct
loved to heap upon Euripides’ shoulders are likewise superlicially true, but in a
r sense misleading. _

dccpirislophancs wasgwron g 1o see Euripides’ own views in every character wh_o
railed against the gods. Indeed his own views are difficult 1 recognise since he is
usually much too good a dramatist to intrude his own persona. His characters
display many different beliefs as their role and the occasion demands. It is Lruc
however that attack on the gods is a persistent and recurring theme from major
characters. Repeatedly his leading characters—Hecuba, Iphigencia, Amphitryon,
Heracles, Ion, Creousa, Electra, Orestes—express their despair at a Universe
negligently managed by divine beings.*S - But his despair springs not from a

Tragedy, 193-203); D. 1. Furley, “Euripides and the Sanity of Heracles” in Studies in
Honour of T. B. L. Webster, Vol. I (Bristol; 1986), 108If.

43Scuings such as the farmer's cottage in the Electra or the drab tents of the Greek
encampment in the Trojan Women. Often ordinary ac_tions are described such as when
the chorus and companions are doing the washing (ipp. 121[‘f., Hel. 179!1'.) or lon is
sweeping out the temple with a broom (/on 112(f.) or Hyps;pylc sweeping lhc;tcp
(Hyps. fr. 1.ii Bond), or the chorus describe themselves gelting ready for bed (Hec.
914ff£.).

44Bacch. T69KE., 1150fF. _ -

45Trojan Women 469(f., 1240ff., 1280(f. IT 384ff. IIF 3391f, 1340ff. lon 435ft.,
1546ff., 911fFf. EL. 979, 1190, 1246.
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reluctance to believe at all on their part, but from an outrage that gods, as they are
commonly understood, can be so amoral and utterly uncaring of human well-
being. It is the disillusion of the perfectionist that Euripides so often portrays.
As Heracles is made to say, .

but I do not believe the gods commit

adultery, or bind each other in chains,

I never did believe it; I never shall;

nor that one god is tyrant of the rest.

If god is truly god, he is perfect,

lacking nothing. These are pocts’ wretched lies,46

Such sentiments come not from the frivolity of his characters, but from their
taking the Universe too seriously. If there'is a fault it is the latter not the former,
that should be laid against Euripides’ door. And no one who has heard or read the
Bacchae could possibly accuse its creator of cither agnosticism or superficiality.
There are depths in it still being explored today.

The very characteristics in Euripides’ work which disturbed Aristophanes and
his contemporaries—his moral ambiguity, his scepticism, his anti-heroic stance
and his common touch—are what appeal to the modern reade: for they seem more
in keeping with our own age. In the twentieth century we have been preoccupiced
with doubt and disintegration, demythologising and rationalising, and this is what
Euripides epitomises. We can admire the sheer brilliance with which he
manipulates the myths in a way which both uses and exposes their assumptions.
While keeping the traditional stories as a frame, he yet undercuts them by
rationalising many of the attitudes which have previously underpinned them.
Notions of the very gods he uses come under attack: old conceptions about
pollution and guilt are questioned; traditional criteria for judging character are
scrutinised and found wanting. And in this problematic climate his characters like
Electra, Orestes, Medea, Phaedra or Pentheus, pi¢k their way, on the verge of
collapse under the strain, as their rational grip loses the battle with the forces of
disintegration.

But the drama he created did not always offer purely negative perspectives.
Again and again positive human values are seen to triumph over divine neglect or
apathy—the friendship of Amphitryon and Theseus, the supporting love of Hecuba
for her family and her courage, the integrity of Ion, the compassion of Cadmus and
Agape, the selfless sacrifice of Iphigeneia, Alcestis, the parthenos in the
Heracleidae, and the cheerful sanity of ordinary people like messengers, or
servants. -

In the importance he attached to supporting roles and to the close interaction
between his characters, Euripides prefers not to focus upon one dominating
protagonist. The whole social context is what matters, and environment and
social factors play a much larger part in determining the main character’s role and

461341-6 transl. by W. Arrowsmith; cf, IT 384fF.
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the course of the action than they do in Sophocles (with the exception perhaps of
the Philoctetes ). o

In short Euripides was adventurous—adventurous above all in his treatment of
myth. And adventurousness here meant an entirely new perspective on plot,
character, moral and religious values, and social factors. But he was adventurous
100 in treatment of form and structure. He experimented with music and lyrics,
with metrical forms and with the breaking up of dialogue. He ncreased thc.fé'rlc of
the solo aria and messenger speech and he sometimes changed the traditional
function of the chorus. He introduced more colloquialism into the dialogue and
more elaboration than Sophocles into the late lyrics, thus increasing contrasls
between the modes. .

What is clear is that he reshaped tragedy in a radical way so that it could_nc ver
be quite the same again. He went as far as he could in giving it a new image
without abandoning its basic conventions. And there is common agreement that
his work is, at its best, of the first rank. .

Of course there are faults and unevennesses in the plays: echoes from the
soap-box occasionally, irrelevant rhetorical excrescences sorqclimcs. self-
indulgence in over-elaborate ornamentation of some of the later I.yncs. loo‘glalam
melodrama perhaps in certain plays, loose plot construction in others.™ But
informing all is an understanding of a very powerful sort, a rmndl which for all its
critical sharpness, also knew the human heart and dissected it not only with
uncanny perception but also with compassion. It was An_slotle who cai'l'%g
Euripides tragikotatos ton poieton, “‘the most emotionally moving (_)f the poets”,

a paradox onc might think for onc who was also the most intellectual of
* dramatists, but a paradox that for him somehow makes sense.

4T3ee n. 43.

48These points are covered by Collard (1981), e.g. rhetorical excresences 25-6, over-
ornamentation of lyrics 26-7, melodrama lo be seen in last minute rescues or
recognitions 6. Many plays have been criticised for their plot construction iq the past;
see my article on /IF in G&R 29 (1982), 115-25, although, as I have pointed out,
opinions on this subject are now changing. :

49 Aristotle, Poetics, ch. XIII, 1453a, 28-30.
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I. Hippolytus: Mythological Background and Cult

The basic story pattern is an old and common one: a young man becomes-the
object of a married woman'’s desire, rebuffs her sexual overtures, and is then [alsely
accused to the woman'’s husband of rape. With variations, Greek mythology told
this tale about Bellerophon and Sthencboea, Phoenix and his father’s concubine,
Peleus and Astydamia, and versions of it are found in many cultures.! This
common mythological pattern developed also around Hippolytus and Phacdra, only
in this case the situation is further complicated by the woman being the wife of
the young man’s father, Thescus. Although in some form the story with these
three figures may stem from the archaic period (or beyond), it does not come into
prominence until given shape by fifth-century tragedy.

Hippolytus leaves little trace of any sort before the fifth century. His very
name is elusive. It suggests something about horses and loosing, and may very
well refer 1o the circumstances of his decath—"loosed by horses”.2 Apollodorus
(3.10.3) reports that in the epic Naupactia (composed perhaps in the sixth century)
Asclepius raises him from the dead (frag. 10c Davies), a story which Pindar tclls
allusively (Pyth. 3.54ff)). He does not appear in Greek art until the following
century, the earliest representations being on Italian vases showing his death by
his horses.? :

Hippolytus was also the object of cult worship, both in Athens and especially
in Trozen, and this latter cult likely goes back to the Bronze Age. At the end of
this play, Artcmis establishes a cult, as Euripidean gods often do in the exodos, in
honor of Hippolytus, in which young Trozenian women will offer him locks of

1This common motif is often named after Potiphar’s wife from the version of the story
in Genesis 39. In general see S. Thompson, Motif-Index of Folk-Literature, rev. ed.
(Bloomington 1955-8), 4.474-5 (“Potiphar’s Wife”) and 5.386, (“Lustful
Stepmother”). On this aspect of the Hippolytus myth, see Roscher II1.2, 2224-6.
Many scholars have traced the Hippolytus story to near-eastern analogues; see most
fully W. Fauth, Hippolytos und Phaidra: Bemerkungen zum religiosen Hintergrund
eines tragischen Konflikts. Abh. Mainz 1958 (9) and 1959 (8) and also RE Suppl.
13.1187-8, and Burkert (1979), 111-8. Among the mary accounts of the Hippolytus
story and its background, see esp. L. Séchan, “La 1égende d'Hippolyte dans I'antiquité,”
REG 24 (1911), 105-51, and H. Herter, RE Suppl. 13.1183-97. Interestingly,
Euripides produced several other plays (surviving only in fragments) based on myths
involving this motif—Stheneboea, Phoenix, and Peleus; see Webster (1967), 77-86.
2A]r.hough there is no definite etymology, parallels with the adjectives imwd8pouoc
“run-over by horses™) and immoPoTtoc (“grazed by horses™), both found in Homer, sug-
gest that “loosed by horses” is plausible. Vergil (Aen. 7.767), Ovid (Fast. 3.265) and
Seneca (Phaedra 1106) all implicitly play with this etymology, and even if the actual
etymology is different, Eur. may well have interpreted it in this way. Altcrnatively,
one might, on analogy with BouAuTéc (“[time] for unyoking oxen"), connect the name
with a ritual of “unharnessing horses™; see Burkert (1979), esp. 112-4.

3See LIMC s.v. “Hippolytus I”, figs. 101-5.
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their hair before their weddings. The cult to which she refers was active at least
through the second century C.E., when the traveler Pausanias (2.32.1) reports this
cult practice. Pausanias also implies the great antiquity of the cult in recording
that it was established by Diomedes, a figure imagincd to be from the lalc Bronze
Age.* In this passage (2.32.3) we also learn that in the same enclosed area the
Trozenians had a stadium named in Hippolytus’ honor above which stood a temple
of Aphroditc Kataskopia (the “Spy”), so named because from there Phacdra would
gaze at her beloved exercising. Ncarby was a statuc of the god Asclepius
(2.32.4),° who in the Naupactia and other, latcr accounts of the myth was
responsible for resurrecting Hippolytus.

Just as Artemis at the end of the play refers to the cult of Hippolytus in
Trozen, Aphrodite at the beginning alludes to the cult of Hippolytus in Athens.
The goddess explains that Phaedra, stricken with passion for her stepson,
established on the acropolis a temple 10 Aphrodite to be named later “in memory
of Hippolytus” ( hroAdTe 8’ &m, 32). Inscriptions dated (coincidentally?) to
the time of or a few years after the production of this play liuk the veneration of
Aphrodite to that of Hippolytus on the south slope of the acropolis.® While we
know next to nothing about this shrine to Hippolylus, it clearly was associated
with Aphrodite, and it stood near the sanctuary of Asclepius (Pausanias 1.22.1).
Thus in both Trozen and Athcns, these Lwo arc linked in worship and associatcd, il
only tangentially, with Asclepius.

The only mention of Phaedra before the fifth century occurs in the Nekuia of
Homer's Odyssey (11.321),7 where she is named, along with Procris and Ariadne,
among the women in the underworld. The association with Procris, the daughter
of the Athenian king Erectheus, and the Cretan Ariadne, Phacdra’s sister (clsewhere

4pausanias also relates that the Trozenians, although they were aware of Hippolytus’
grave, did not show it, believing that he had not been killed by his horses but had
become the “Charioteer” in the sky. This is one of scveral indications that Hippolytus
may have at one point been imagined as a god. The common story of his resurrection is
another sign of this.- Cf. Diodorus 4.62, and see Burkert (1979), 112.

5According to Pausanias, the Trozenians said that the image was of Hippolytus, not
Asclepius.

61G2 324.69 (=SEG X.227.66) reads appodiTec ev hirwoAul (“Aphrodite in [the
precinct of] Hippolytus”™); 1G2 310280 (cf. SEG X.225), more lacunose, reads
appobitec € [m i]moAuTo (“*Aphrodite near/in memory of Hippolytus"). (On the
interpretation of &wi, see 30-3n.) The scholiast on /lipp. 30 aisc records that in his
time this temple was called the Hippolyteion, ie., 2 shrine 1o Hippolyts. A proposed
identification of the site for the tomb and the shrine has been niade on the SW slope of
the acropolis; see S. Walker, “The Sanctuary of Isis on the South Slope of the
Acropolis,” ABSA 74 (1979), 248. On the possible significance of the play’s present-
ing these two tombs of Hippolytus, one in Athens, another in Trozen, see Dunn
(1992).

TThe passage was thought to be a later Athenian addition by Wilamowitz, Homerische

Untersuchungen (Berlin 1884), 149.
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She is also called Hippolyte, and even Melanippe.
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Amazon”, and great stress is laid on Hippolytus’ bastard status (see 10-2n.).1
Accounts of how her liaison with Theseus ended vary (most commonly she is
killed in battle either against or on the side of Thescus), and sometime alter this
union, Thescus marries Phaedra and has children by her.

When Hippolytus, the earliest extant full treatment of this story, opens, the
ingredients for the tragedy are already in place. As Aphrodite herself explains in
the prologue, she has taken action to ensure Hippolytus’ punishment for willfully
neglecting her. When Hippolytus came from Trozen to Athens to participate in
the Mysteries, Phaedra, because of Aphrodite’s power, fcli in love. Later, exiled
from Athens for killing his cousins, the Pallantids, Theseus ook up residence
with Phaedra in Trozen. When the play opens, Thescus is out of the country, and
Phaedra, unwilling to yield to an overpowering desire for her step-son, has alrcady
determined, as we learn later, to die by starvation. Phaedra’s Nursc determines the
cause of Phacdra’s malady and with this information approaches Hippolytus. The
young man is shocked at the Nurse's proposition of a sexual encounter with his
stepmother and leaves the stage, promising to return. Phacdra, fearing that
Hippolytus will damage her good reputation by reporting the Nurse’s proposition
as her own, writes a letter falsely accusing Hippolytus of rape, and takes her own
life. When Theseus returns to discover his wife’s corpse and letter, he exiles and
curses his son. This curse proves elfective, as Poscidon grants his wish that
Hippolytus be killed, by sending a terrifying bull from the sea. Hippolytus’®
horses, overcome with fear, bring about their master’s death. Finally, with the
appearance of Artemis, Theseus learns the truth about what really happened.

In watching this play in 428, speclators at the City Dionysia in Athens
witnessed a remarkable event: Euripides’ Hippolytus was the second treatment the
playwright had given to the myth, the only certain instance of an Athenian
tragedian rewriting a play.'S Earlier he had produced a different play on this topic,
a play which was a failure, apparently because it contained elements that were
“unseemly and worthy of condemnation”.!¢ These elements, we are told in that
same source, were corrected, and Hippolytus and the other plays produced by
Euripides in 428 were awarded first prize in the dramatic competition. Audience
expectations were thus shaped not only by versions of the myth that were current,

1411 is possible that in versions prior to this play, Hippolytus was in fact the legiti-
mate offspring of Theseus and Antiope; see RE Suppl. 13.1153, 22ff. The issue of
legitimacy would resonate deeply among the Athenians, who in 451/0 passed a highly
restrictive citizenship law, limiting full rights to those with two citizen parents.

150n the topic of revisions, see Pickard-Cambridge (1990), 99. For a highly
skeptical assessment of our knowledge concerning the relative dates of these two
plays, see J. Gibert, “Aristophanes, Euripidean “Bad Women,” and the Date of
Hippolytus” (forthcoming). _

16This information is found in the ancient plot summary (hypothesis) to the second
play; see p. 25 below.
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but in particular by the version Euripi ) i
; ' pides had created earlier. Fragmen
carlier play permit an attempt at its reconstruction.1? gments of that

II. Hippolytus I

Aristophanes of Byzantium in his hypothesi i i

62) explains that the surviving play muslygave Iicsertoselt{:g:lﬁoé};zise(g??}fgnglwg’
what was unseemly in the first. About that first play; at times called Hippolytos
(Kafa)kafup!omlenos (“Hippolytus Veiled™ (Poll. 9.50, schol. Theoc QPIO)ywe
have much“conjcciurc but relatively little hard information. Actual fre;grr;cnls,. all
!‘rom Igll_cr book™ sources, number, according to most scholars, only 19 (lhcre' are
in adq:uon 2 paraphrases of lincs or short scenes), and none of ; them is more than
four lines long. The recently discoverced hypothesis o this play (see below) is too
fragmentary 1o offer much information and we lack any other ancient plot
summary (Hyginus” account is clearly based on the surviving play) allhoughpwe
do have other Ialfz.sourccs (csp. Asclepiades of Tragilus, FGriist 12 F 28, and
Ap_ollodorus, Epit. 1.18-9), which might inform us about the first play Mat
Angtopha.ncs of Byzamium mecant by “corrected” is probably 1ndicalc-d in an
ancient Life o!‘ Euripides (p. 5.4-7 Schwartz [= Kovacs §24.1-5]) and the comic
Playwrlghl Aristophancs’ Frogs (1043, 1052-4), which both suggest a Phacdra
intent upon adultery. Such a Phacdra must come from Hippolytus I and would
conform to the m ythological stereotype of “Potiphar’s wile” (sce above, p. 21) and
contrast sharply with the virtuous and discreet Phaedra of Hippolytus. .C-rucial to
any retfonstrucuon of !hc lost play is a determination of the degree to which
Sencca’s play Phaedra is modeled on it.  This is a thorny and contested issue

complicated by our scanty knowledge of Sophocles' play on the same myth his:
Pﬁ_mdra. When Seneca diverges from the surviving /lippolytus is he follo:vin

:‘{:ppolyms I, Sophocles' play, his own design or something else? Those whg
give Sencca a prominent role in reconstructing /ippolytus I include Fricdrich

110-33, C. Zintzen, Analytisches Hypomnema zu Senecas Phaedra (Meiscnheim’
am C_}lan 1960), Sncll, 23-46, and O. Zwicrlcin, Senecas Phaedra und ihre
Vorbilder (Swuttgart 1987); greater skepticism has been voiced by Barrett, esp. 16-
7, and Lloyd-Jones (1990), 419-21, 212-3. 1 wke a cautious pOSiliOl:l ha.ving
serious doubts about Sencca as a close source for the lost play, although I suspect

7Sophocles, too, wrote a pla i i

, , y on this lale, a Phaedra, the relative date of which i

ls]?)k?owllt, 'and the fragments of which reveal relatively little about the parfic'ulllell‘r:i1 (1);

o PI;(_)c:]sercfmr_lcnl. Two clements, h(_)wevcr, merit attention: Theseus’ absence was

Phgc c}?:'s y his journey to Hades, and his presumed death mitigated the impropriety of

e 6;}.135;0:1. and the supc_matural nature of passion was recognized (see esp. F
an 4). For a reconstruction of Sophocles’ play, see Barrett, 15-45 (embedded in

a discussion of IHipp. 1 L
London 1984), 16?{4) 1), and D. Sutton, The Lost Sophocles (Lanham, New York,
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that he follows Hippolytus I in many of its broad outlines.” In my treatment of
the individual fragments I try to distinguish between what is virtually certain,
probable, possible, and unlikely. In the following sketch of Hippolytus I T offer
what I think of as a reasonably likely account of the first play. Much, however,
remains unknown or uncertain. Beneath the translation of each fragment is a brief
suggestion about its speaker and/or location in the play; a fuller discussion is
found in the Commentary on the fragments.
A sketch: Like all extant Euripidcan plays, Hippolytus I presumably began
with an expository prologue, 10 which very likely belongs F 443, spoken by
Phacdra, very probably the first lines of the play. Contrary to the commonly held
assumption that the action took place in Athens, the fragmentary hypothesis (o
this play (P. Mich. 6222A) scems 1O imply that the play was set in Trozen ([r.
C.4 and see W. Luppe, ZPE 102 [1994], 32-3), which would have been clearly
indicated in this speech (see 10-2n.). Phaedra’s Nurse, a staple of the story, must
have been a character in this play, even though she leflt no definite traces in the
fragments. We can say very little about the chorus, who would have entered after
the opening scene, except that, like the chorus in Hippolytus, they were female
and probably Trozenian. Either in the prologue scene, or in the first episode,
Phaedra and the Nurse had a scene in which they discuss Phacdra’s passion. From
such a scene would come the fragment implied by Plutarch (Moralia 27(-28a) and
F 430, perhaps F 433 (the Nurse urging Phaedra on?), and maybe the fragment
suggested by the scholium o Theoe. 2.10. Certainly, in typical Euripidcan (and
Sophoclean) fashion, Hippolytus was depicted in a scene before his encounter with
Phaedra; F 428, advice not to be unbending in chastity, might come from that
scene, which may have included a servant (or comrade) of Hippolytus. A direct
confrontation between Phaedra and Hippolytus is assumed universally, and
suggested by the fragments (434, 435, 436). (I think it is unlikely that the iconic
representations of the Nurse carrying [Phacdra’s] letter (0 Hippolytus [see LIMC,
vol. 5.456] suggest, as proposed by F. Leo [L. Annaei Senecae Tragoediae, vol. 1
(Berlin 1878], 178-9], that such a scene came from this play.) In this
confrontation, Phaedra would have most likely spoken F 434 as she tried to seduce
Hippolytus with the lure of Theseus' throne; F 435, spoken by Phaedra, might
come from this scene, as Hippolylus tries 10 reject Phaedra’s supplication. An
oath from Hippolytus was probably secured in this scene. F 436, also seemingly
spoken by Hippolytus, might belong to this scene as well.

The distinguishing epithct sometimes given to the title of the first play
(Kata)kaluptomenos, very plausibly stems from a scene in which the shocked
Hippolytus covered himself with his cloak in response to Phaedra’s overtures.
(For self-veiling on stage in shame and fear, cf. Hipp. 243(f. and Her. 1159(f.) In
response to this scene the chorus might very well have sung the song that includes
F 429, although this fragment might come later in the play, after Phacdra has in
some way falsely accused Hippolytus to Thescus, who has been conveniently out
of the picture. How the false allegation of rape was made 10 Thescus (Phacdra
directly? by falsified evidence?) is unclear, but it obviously must occur before the
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:ggi?l?tz:go'r; hl‘)eetcween Tlée;eus and Hippolytus. F 440, difficult to locate, is
_ j seus probably before his confrontation with Hi us;
Hippolytus' servant (if he was a character in this play) is th R
Like most Euripidean plays (including H;‘ppo!yﬂ:sg :tsnls elgmslrgkely yrpe
ﬁgroé:, gﬁtt:vl;'ez: ';h‘el%?saz:lléd;hggsol{_tus. Several fragments rlzligyhtp Wetl)?zi)ymzago‘::
» suc in stichomythia betw ?
'(r'li‘lr:;:t:ss)s ;zgiil;yg:c; ;;‘l‘eiverA rhetoric), and YF 432 (H?;?;o;;fusui%gl’lcigﬁg
‘ > ¢ . At some point Theseus must pronounce hi
against Hippolytus (it was a fixture of the myth); I posit th s o afier
the agon. (The artful contrivance of the curse in H?OSI !l e e
893-8n.] suggests, in part, an attempt at differenﬁatiorf!;o ciges [566_887-9011. =
Hippolytus might have also been banish i e, but hi el
equa,lllﬁ be an (ur;)derstandable) response to l?g 1:;&2:: ::ls;sg Ut his departure could
. ere can be no doubt that this play had a - ibi
Hippolytus dlsa§UOus chariot ride. F 41312);>elongs ln(: (iisi:nsgcf:;: Ce’;lﬁe(gzci:]bmé
are complefely silent a‘pout Phaedra’s suicide, which most probabiy occurregd qef[tl r
Hlppo.lytus death. (Hippolytus® death would itself have happened off-stage; llfe
scene in the second play of his final pain-wracked moments and his reconcigliz;lion
with his father seems very much unique to it.) Perhaps, like Deianeira in Soph
gggtchh.wairtlg lél::')glflfce t:ln S)oph:, f(&im., Phaedra responds to the news of HippolyI:u;
) ! (4 -stage) suicide, which could the
Nurse. ) It is improbable that Phaedra reveals the UUThht?)v"(I:‘hl)eZi?lsregs‘) ;;]eél d]z))c’a ll}e
Senecas play; the Nurse or the divinity appearing at the end of, the pla mS o
likely performed this function. The last part of the play would be verypre);se(;) §t[‘
upon the debate b,etween father and son, there followed a) a report of H? 1 tu;'
dealh, b) Phaedra’s rtj,v?,lz.ltion of the truth to Theseus, c) a report of her dgrfl)l(;l y.':md
221 2pp1§lz]1iranclzle (;g a divinity. That there was a divine appearance is clear fr(;m F
. .1 s choral tag, referring Lo Hlppqutus' futuré cult, allows one to infer that
the p1a2)'8§onformed to many other Euripidean dramas in having a deus ex machina
Srsge -_1466n.), who, among other things, predicted Hippolytus' future cult.
! ¢ most likely candidate for this role is Artemis, Hippolyt.s' patron, Since the
play was not set in 'A[h§ns, Aphrodite’s connection to Hippolytus' cult there
makes. her irrelevant in this context; Poseidon, Theseus' father and responsible [
fulﬁil)mg Tt{;sellxls' curse, is a (less likely) possibility. P o
_Date: We have no external evidence for the date of Hippolytus I, aside f
I‘A/Ir‘:rtgpt]lanes m-ference setting it before Hippolytus 11, i.e. sf)[r)ne{ime ;’)rail(s)lrdt?)r;gg].
Chrolnca[ ana}ysm gf_ the fragments (M. Cropp and G. Fick, Resolutions and
i ogggy in Euripides: The Fragmentary Tragedies. BICS Suppl. 43 [London
1, 80) does not produce any more precise dating. Nor can one do more than

guess at the ch i i i '
Euripidean plays.ronologlcal relationship of Sophocles’ Phaedra to the two
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Hippolytus I Fragments

F 443 (= A Barrett)

& Aapmpde aibhp nuépac 8’ ayvodv gdoc,
ée HBY Aeviccew Toic TE mpdccoucty KaAdc
kal Toict SucTuxoucy, 6V TEQUK’ Eyw.

Plu., Moralia 27f-28a (p. 491 Nauck) (= B Barrett)
T . . . Qaidpav xai mpoceykahoUcav T ©Oncel meTtoinkev [sc.

Euptmidne] @c &i& t&c tkeivou mapavopiac épacBeicav Tol

'lrrroAUTOu.

F 430 (= C Barrett) .
Exow Bt TOAUNC kal Bpacouc Biddckahov

tv Toic &unxavolcy eUToPWTATOY,
"EpeoTa, TAvTwY BucpaxwTaTov Bedv.

F 433 (= P Barrett)
Eywyé nut Kal vouov ye uny céPew
1y Toict Sewoic TGV avaykaiwv mhéov.

Schol. Theoc. 2.10 (p. 491 Nauck) (= E Barrett)
Taic EpwTI KaTeXouévaic THY ceAfvnv avoakaheicOal cuvnbec, cc kai
‘Evupimidric oIl v Daidpav év TOL Kahutrtopévet ‘ImmoAiTeor

F 428 (= F Barrett)
ot yap Kumpw gedyovTec avBpi v dyav
vocoic’ buoicc Toic &yav fnpwuévoic.

F 434 (= D Barrett)

ol y&p kat' elcéBelav ai BunTéov TUXay,
rolpfiuac Bt kal xepidv UmepPohaic
&Mcketal Te TévTa kal BnpedeTar

F 435 (= G Barrett) )
i 5’ fju Aubeic pe BraPaAnic walev ce Bel;

443 Stob. 4.52.12 430 Stob. 4.20.25

xatakahumTopéve EG

4.10.13 435 Erotian. s.v. BiefAnbncav Aubeic . . . SiaPainic Stephanus:
Aubfic . . . BlaPakeic codd.
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433 Stob. 3.12.10 Schol.

Theoe. 2.10 &avakaheicfar EAG: perakakeicfat K kaAunTopévewr KA:
428 Stob. 4.20.3, Plut., Moralia 778b 434 Stob.
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Hippolytus I Fragments

F 44}3 (=_A Barrett)
O bright air and holy light of day,
how sweet it is 10 gaze on you for those who f:

are well
and for those \x{ho are unfortunate; to this group I belong.
Phaedra speaking; very likely the play’s opening lines.

Plu.,. Moralia 27f-28a (p. 491 Nauck) (
74 ) = B Barrett)
a?[(lil [gllll);gll()i,c:lsl]s fg;e:g:lﬁ(: Epzedx[?r tiallso as accusing Theseus that she fell in love
is [Theseus’] tr. i
Probably early in the play. ] ransgressions.

F 430 (= C Barrett)

But I have as an instructor of boldness and daring

Eros, most resourceful in impossible circumstances

and the hardest god of all to fight against. ’

Phaedra speaking, perhaps in an early dialogue with the Nurse.

F 433 (= P Barrett)

I say not to revere even custom

in terrible straits more than constraints.

Probably Phaedra or her Nurse, about Phaedra's situation.

Schol. Theoc. 2.10 (p. 491 Nauck) (= E Barrett)

It is customary for women possessed by passion 10 i

{ | n to ipi
has Phaedra do in the Veiled Hippolylu?v,.p invoke the moon, as Buripides
Perhaps reported by Phaedra in the prologue scene. -

F 428 (= F Barrett)

For people who flee Cypris too much

are sick just like those who hunt her down too much

Spoken to Hippolytus, but the speaker is difficult to .identiﬁl.

g 434 (= D Barrett)
or the fortunes of mortals are not in accordan i ir pi
) ce with their piet
but by acts of daring and superiority of force P
;}Ierytl}mg is gained and hunted down.
ost likely Phaedra talking to Hippolytus, trying to persuade him.

g 435 (= G Barrett)
i lllg. rcleaspd, you slander me, what should you suffer?
poken o Hippolytus while he is being supplicated, probably by Phaedra.
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F 436 (= H Barrett)
& oV’ aiddac, €18t Toic T&cw PpoToic
cuvotca TavaicxuvTov EEfpou PPEvEw.

F 429 (= J Barrett)

avTi upde yap &AAo Tip

peiCov EBAdGcTOHEY yuvai-
KEC TTOAU Bucpa)TeEPOV.

F 440 (= K Barrett)
Onced, Tapawd coi TO AidicTov, €l ppoveic

yuvaiki meibou undt TaEANOR KA.

F 437 (= L Barrett)
bpéd B¢ Toic ToAAoic &vBpcdotc £y
tiktoucav {iBpw ThHy T&pod’ evmpatiav.

F 438 (= M Barrett) ‘
UBpw Te TikTel TAoUTOC, OU PEISC, Biou.

F 439 (= N Barrett)

PEU ET, TO Wi T& TPAYHAT’ avBptroic ExXew
Ppeovi, v’ ficav undtv ot Sewol Aéyev

viw & eupdoicv cTépact TaAnfécTaTa
KAETITOUCIY, COCTE Wi SOKEV & XPT) SOKEW.

F 432 (= Q Barrett)
autoc T v Bpdov eita Saiuovac KA&AEr

Téo y&p movouvTi Kai Bedc cuAhapPavet.

F 441 (= O Barrett)
xpdvoc Biépmeov TavT’ aAnfevewv PiAel

436 Stob. 3313 429 Stob. 4.22.176, Clem. Al., Strom. 6.12.2 EBAGcTOUEY
Dobree: ékPAdcTwuev Stob.: PAdcTov (ueilov kai BucHaXTEPOV PA&cTov
yuvaikec) Clem. Al 440 Stob. 4.22.180. oot Gaisford: kal codd. i suppl.
Gaisford 437 Stob. 4.41.43 438 Stob. 431.55. oU Nauck: Ty codd. 439

Stob. 2.2.8; (1-2) Plut., Moralia 802a; (3-4) Clem. Al., Strom. 1.41.1 432 (1-2)
Schol. T Il. 4.429; (1) Suid. s.v. autéc T1; (2) Schol. B. 1L, 4.429, Stob. 3.29.33,
Ox. 1V.255.11.

Clem. Al., Strom. 5.16.8, 6.10.6, Theodoret., Graec. Aff. 1.87, Anecd.
441 Stob. 1.8.25 _
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(F)‘ 436 (= H Barrett)
august Reverence, would that dwellj i
nce, ng with all
1)\,;)“ Zer;,hremovmg shqmelessness from their mindr:.ortals
aybe Theseus, but Hippolytus is the more likely speaker.

F 4'29 (= J Barrett)

For in return for fire we women
are another greater fire

much harder to fight against.

The chorus of Trozenian women, ei
. en,
10 Hippolyuus' rebuff n, either shortly before or after Phaedra’s response

F 440 (= K Barrett)
Theslcus, Tadvise you for the best, if you have sense:
gonfl believe a woman even when you hear the l.rulh.
o clear speaker; it comes most likely after Phaedra’ s charge against Hippolytus

F 437 (= L Barrett)
I see that for most people
former success begets excess.

F 438 .(= .M Barrett)
Wealth in life, not thrift, begets excess.

Both fragments are from the 1
457) and Hippotyten ( 438).‘§ame dialogue, probably the agon between Thescus (F

F 439 (= N Barrett)
fAlaﬁ, alas, that the facts have no voice 4
or humans, so that those who are clever at speaki i

) in i
But as things are, they conceal with glib tongues EeriEemeting
what is truest, so that what ought to appear to be so does not

Either Theseus (complaining 15 . ;
Phaedra or T?zeseus),p ning about Hippolytus) or Hippolytis (complaining about

IF) 432 (= Q Barrett)
0 something now yourself and then call
For god too assists the one who toils. SRR

Most likely Hippolytus to Theseus after his punishment is threatened

g_ 441 (= O Barrett)
ime, moving slowly, is wont to s
vly, peak the truth about everythi
A commonplace, difficult 10 assign to a specific speaker. cRne:
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F 442 (= R Barrett)
mpde ey elblic dpuricac cTacw.

F 444 (= S. Barrett) :
& Baipov, c ouk EcT’ amocTpogn PpoTolc
6 uQUTwY TE Kal BenAG TV KaKGV.

F 445 (= T Barrett)
&AN ol yap opbddc TaiTa kpivoucw Beof.

F 446 (= U Barrett)

& uékap, ofac EAaxec Tip&e,

‘IrrroAu®’ fipwc, S cwPppocuvny

oumoTe BunToic ) :

&petijc &AAn Slvauic peilcov:

AABe y&p fi Tpoch’ §i peTomicBey 5
Tiic eucePiac xapic EcOAT).

F 447
Siomoc

444 Stob. 43450 445 [Iust. Mart.], De Mon. 5, p.146 Otto

442 Pollux 9.50
447 Erotian. s.v. 316Teot

446 Stob.3.5.2

F 443 (=A Barrett)
Almost certainly spoken by Ph., whose misfortunes are prominent in the play

(and cf. Hipp. 679); the Nurse has less claim on calling herself unfortunate, but
cf. Hipp. 186-8, 250-1. It must com¢ from the opening of a soliloquy, most
likely at the start of the play, where such invocations to the elements would be
appropriate. (It could, somewhat less plausibly, come from later in the
prologue scene; cf., €.g., El. 54ff) Ph., like the Nurse in Med. (56-8), might
have come out to reveal her misfortunes to the elements.

1. bright air: perhaps echoed at Hipp. 178; the phrase Aaumpdc «aifip
appears only 3 other times in tragedy.

Plu., Moralia 27f-28a (= B Barrett)

Th. was well known for his many erotic involvements (cf. Plu., Thes. 29.1), as
the chorus in Hipp. (151-4, 320) suggest. It is indeed a very different Ph. in
this play if she offered her husband’s indiscretions as excuse for her own. The
parallel situation occurs, although not explicitly, in Aesch., Ag. (1434ff.),
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F 442 (= R Barrett)

Heading out at once towards the horses’ stable
From the messenger speech. .

F444 (= S Barrett)

O divinity, how there is for mortal
inity, $ No re
from mnate and god-sent ills! o refuge

Probably from later rather than earlier in the play

IF:‘ 44h5 (= T Barrett)
or the gods do not determine these thi i

: ings
Impossible. to locate or to assign to a spfakr::ghﬂy.

F 446 (= U Barrett)
O blessed hero Hippolytus,

what honors you have obtain .
ed for
Never for mortals your virtue.

is anqthcr power greater than excellence.
For either sooner or later comes

the good reward for piety.
The Chorus; perhaps the concluding lines of the play.

F 447
ruler

come from Ph. in the prolo, i i
iy o N prologue, or in an early scene with the Nurse. See,

F 430 (= C Barrett)

C ;
a{.'I:) slndl):] (t:aéausr[::f:]klehne by Fl’h. Its placement in the play is difficult 1o determine: it
o et Ipro ogue scene, or perhaps (better) later in a scene with -lhc
(bold)- undcnak‘( )‘vcry I;_Iccly marks a contrast: Ph. is explaining that her
o lineslglgmls' p(;lssablc because Eros is her teacher. Unusually three
P 1n the same sound; cf. F 434 and sec 218-20n. and 688b-
1. teacher: for Erosa .
3 s a teacher; cf. Sthen., F 663 ni i
contexts, cf., e.g., And. 946, Thuc. 3.82, and Luciz'inF(Y)";i:tm;f%mBetaphor i other

3. hardest to fi i
mpboie ght against: for E : X
adj. SUcpaxoc, see F 429n. T BIos as warrior, see un flipp. 527; for the
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F 433 (= P Barrett) ) _ |
iffi nd to identify the speaker. ht be C 1

Dl[{;cu:lhg?;zl;?—-lgg?rzehir perspective her passion puls her in dire straits. Cz)rl I'Ili
?ni{;:u be spoken by the Nurse to Ph., if, as in Sencca, gh.Bal ;;:l:n;lp 2t
hesitates to act on her passion. Other _poss:b!hues proposc;:}k )lr arrett, 21,
cither Hipp. or Th. speaks these lines in the agon, are less likely.

It might be spoken by Ph.

. Theoe. 2.10 (= E Barrett) ) . '

%g]:r(::u ar:‘gucs that since the play opens In dayhghl (F 443), Phl ca?:& :d‘ﬂ:) ;;;syhrt

the moon and thus this would refer to Ph.’s reported activily, L grte A

herself or her Nurse. This may be right, bul WCbSt[crl.h(aﬁff.’h)‘ nl:;ghlghave

i -stage, suggests ) ha

scholiast to refer 10 an actual prayer on-$ SR o activily,

Hecate, identified with the moon. If this is s lpby Tepo -

ﬁr?:z?:? dl{:rcry likely be from the prologue scenc; if, howt \c'r,l it rcsflc]risk;? agcglr:r
stage prayer, it is more dif! ficult to locate, except that it wou!l mo y

before Ph.’s approach (o Hipp.

= F Barrett) _ . . "
'Fl:h::: li(ncs are probably spoken to Hipp. by somconc advising him about the

i jecti ion altogether (cf., ¢.g., [ipp. 443-6). But WhOllS
fqo?:shn;:lgs g{[i:fézil"&f %Sglﬁm ha\%c sufficient information to do more LI}an
- lPlllS isa pos'siblc candidate, but her Nurse or a character like the servant
guﬁ.g. i's more likely. It is similar at any rate 10 the rpodcrauon urgcclkon
;:I‘ip;;pé; the servant in Hipp. (881F.). Alternatively these lines could be spoken
by Ph. (or the Nurse) in defense of her position. 05 m0 Tisls

2. hunt down: the image often appears in sexual conlexts; sce 3

resonates with Hipp.’s customary activity.

= D. Barrett) o %
gh:ﬁoél likely speaker is Ph., trying L0 win Hipp. over with an :}pl[;]qil z:lc-) Eom\:irt
(such is the implication of superiority gf force). A-trace 0[h la : u%n e
about seizing power might be found .i“ Hipp. (1013-5), where the arg
_only to be dismissed by Hipp. o ) g
1 a";?ti'q l(I}{ipp.ymay have made a reference to his picty (see 82-3n.), tohwhu,h
' t]?is aréumcnl in part replies, but the sentiment would be common cnough.

i Barrett o ‘
}l:z, ;SSngdS(in%rarrclz, 19 n.4) well explains this lin: Aubtic (released) refers

i i : lication (presumably Ph.’s; less
_being released from the grasp of supp 10 ’s; 1
:ﬁa}:;?l?ly lhcgNurse‘s) and the linc allu&ll(cs 10 lhch 'pcnall}yfél:dslw}jei}pr?ﬁ'gI'Irl::l:s::lln;
: sec 1028-31n.), would invoke upon himscll I : Y.
g?::i:r‘:rk?;n(guagc (in stichomythia, as most likely this line als'o‘)ﬁ is 1'0;1;‘:1r (::
Med.754. On ph};sical contact in supplication, and the usc of stichomyth
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scenes of face-to-face supplication, see Hipp. 324n. slander: with Ph.’s fcar
of Hipp. denouncing her, cf. Hipp. 689-92.

F 436 (= H Barrett)

The sentiment could be spoken by Th., in response to Hipp.’s brazenness (from
Th.’s perspective) in their agon (cf. Hipp. 936-7); for comparable wishes for a
different world, see 616-24n. But the lines could also belong to Hipp., in
shocked response to Ph.’s proposal. The adj. wéTvia (august) might suggest

a greater feeling for this virtue, such as we sec in Hipp. in the second play (sce
esp. 73(f.). ' .

1. Reverence: see 78n. and 385-6a n.

F 429 (= J Barrett)

The Acolic meter (choriambic dimeter) places this fragment in a choral song (less
likely a monody), and the self-refercnce confirms the identity of the choristers as
women. It presumably comes shortly in advance of or shortly afler Ph.’s
response to Hipp.’s rejecting her proposal.

1. fire: metaphors of wUp are common; see LSJ II. It is used to describe
female anger at And. 487 and EI. 1183.

3. harder to fight against: SucuaxcTepov echocs the earlier (?) use of
the adj. of Eros (F 430.3), thereby aligning the women with Eros in battle.
This adj. is relatively uncommon in tragedy, appcaring elsewhere only 5x, in-
cluding F 544 (of women in general).

F 440 (= K Barrett)

The address Theseus rules out Hipp. as the speaker, and the scntiment excludes
the chorus leader, a figure generally prone to such sententiae. If there was a
servant, as in the second play, he might be the spéaker here, offering advice to
Th. after Ph.'s accusations but before his response (although it is not easy (o
see how the play would develop to allow him a scene with Th.). A less likely
candidatc would be the messenger. If so, his statement is generic advice, a
reflection on the events (cf. /lipp. 1249(f., and see Webster, 69-70). The
untrustworthiness of women was a commonplace; cf. Sthen., F 671 and Soph.,
F 811.

2, believe: on persuasion, esp. Ph.’s of Th., in Hipp., see 1288-9n.

F 437 and 438 (= L and M Barrett)

These two fragments come from the same context—the repetitions of ipiv and
TikToucav/TikTer suggest that F 438 is from a reply to F 437, while the Te
of F 438 tells us that it does not immediately follow F 437—<ither an exchange
between Ph. and Hipp. or (more likely) an agon between Hipp. and Th. (Snell,
42 n.24, tries, unpersuasively, to show how these two passages could both
come from the Nurse, a missing line of Ph.’s intervening.) If they come from
the former context, the hubris (excess) would presumably be Ph.’s passion
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ipp.’s point of vi < s refusal 1o yicld (from Ph.’s perspective;
e Hll?d.p’i‘: g;)lr&gg:tl:rw )G?ISH\TEQ :rgues that Ehcsc frags. con:ac from 511111:]:252
i {f b I;l somewh,al different interpretation. (He also Lonnc;:llszo) -
s il ETZZS) If they come from an agon (as favored by Barrett, ll’o[
o w“hken by Th.. as he blames Hipp.’s hubris (here the _allc%c_:d i?]sﬁgé‘cncc
?’?17) I(s)nS I:I?S former SI;CCCSS, while Hipp. spcgks F 4}}8,hpk;a:g{ljr;;); : (;sgcts iy
b -asscrling that wealth, not austerity (the k:md of li c-l c ; o) e e
V\};ith wealth (or prosperity) begetting hubris, cf. Aesch., Ag. ;

153 = Solon, fr. 6.3.

= rett - o
?h‘i‘ssgolilmc]:xp?ag con)lplaim against the dangers of rhetoric could come from

three scenes; the most likely candidate is the agon, Th. cgn?plmrt\}gli gﬁag:
o Tl hel r{c of Hipp.'s words—or perhaps Hipp. complaining a il
lhc’falsc e r Th.’s indictment. For such imp_ossmlc w1shesi_scc 1lain[§
fwlzﬁxstﬁgi:r%:h(}or a voice for the speechless, cf. Hipp. 1074; and for comj

inst rhetoric, see 486-7n. ' AFlan
2 aig:il;rn flic: syntax of the indic. fcav in a purpose clause, S 645-8n

F 432 (= Q Barretf)
This challenge could ot
inciting him to action a _ :
E‘:::(r::i]iwgith his father’s pronouncement of his pena

i Ph.’s to Th.
s to Hipp. (thus chstcr,ﬁ'.-'_), o‘r
D o SsL Hipgg, or, more likely, Hipp.'s 10 Th. when
lty. Cf. Hipp. 1087.

F 441 (= O Barrett)
A commonplace (sce 428-30n. and 1
likely, from the messenger scene.

051n.), it could comc from the agon or, less

= rett . -
Fl\‘/I:s‘:zlik(erﬁ'r(?n? I;1 mc)ssenger speech. It could be spoken by Hipp., explalgnng

his plans for exile, but the aor. aspect of the part. makes this unlikely.

44 (= S Barrett . ‘
g‘h::: li(nesssugagesl a)rcﬂcclion on the events of the play more than an early

assessment of Ph.’s situation (as proposed by Friedrich, 1‘11;3) S—

1. divinity: daipcov can refer to a god (03' spnru).} as we ’ as i, Thess

. di likc. dipe oF X)), Of pcrsonil'lcd dQSl!ny pf ais indiv uu; secoﬁd

i -(s canunot always be distinguished. (On distinclions bcw_sc'cln st of T

b0, seo Stevens on And. 98.) Here it seems 0 be a rough cquivale ;
wao, 1 % 5

but the lack ofabroadcr.comcx:‘maligs llclr:g wunﬁjer‘ﬂr:l.l extent Eur: in this play

. 5 1d be nteresung . . e p
% Inn?te},dlllsfunolion of innate, i.e. inherited, prcdlspos:fl[mﬂ “lg_ws::‘d:
(\jvcr;i;{)oing. For Hipp., see 337-43n., and cf. Sen., Ph. 113(f. & L%
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BerfAaToc is also used by Pasiphaé of her passion (Cretans, F 472¢.30), and of
its four occurrences in Soph. one is in his Phaedra, F 680.3.

F 445 (= T Barrett)
There is no way to determine the context (or speaker) of this line: it could come
from the prologue (a comment on a general statement), the epilogue (a comment

on the events of the play), or almost anywhere in between. Identifying the
line’s speaker is no less speculative.

F 446 (= U Barrett)

The anapestic meter (with the concluding paroemiac) and the reference to Hipp.’s
cult inform us that these lines belong to the chorus at the end of the play. They
could in fact be the play’s conclusion.

1. honors: see 1424n. The reference is to the cult promised him in Trozen.

2. hero: i.e. the object of hero worship (sce LSJ 1.3); fipcoc only here in Eur.
virtue: the concept most fundamental in Hipp.; sece 78-80n.

6. - piety: see F 434.1n.

F 447

The word dioTroc (ruler) is rare, found in extant poctry only in Aesch., Pers. 44
and Rhes. 741, and identificd by Erotian as appearing in Acsch.’s Sisyphos (F
232) and Eur.’s Hipp. Since in Pers. and Rhes. the word appears in anapacsts,
that might place it in such a context in this play.

III. The Play

Plot, Structure, and Design 4

While the fundamental story of the play conforms to the motif of “Potiphar’s
Wife”, another story pattern is graficd onto this one, that of revenge tragedy.!3
What drives this play is not simply Phaedra’s passion for Hippolytus, but also
Aphrodite’s revenge against him. The two patterns are clearly joined in
Aphrodite’s prologue speech when she explains that she will punish Hippolytus
by having his stepmother fall in love with him.}® Many have observed that thc
actions of the play are credible without the divinitics’ direct participation-—the
destructive force of illicit passion is readily understandable. But with this “divine
frame” it is a very different drama. Phaedra’s passion becomes in a sense sec-

181 general on the blending of different dramatic patterns in Euripides, see Burnett
(1971), although she does not address the case of I1ipp.

19This combination of patterns accounts for two peculiarities: 1) this is a rare, if not
unique, instance ‘where the young man in the “Potiphar’'s Wife” story does not

(eventually) prosper and 2) this is the only time when Aphrodite does not exact her
vengeance directly from the one she feels has offended her.
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ondary; Hippolytus® violent rejection is scen as a rebulfl not only of his step-
mother, but of a divinity; and human actions are subject to a different kind of
moral calculus. And, of course, dramatic irony permeates the whole play 1o a
degree that would be impossible without Aphrodite’s specch explaining her inter-
vention. It is possible that the deities were added dircctly to this play as part of
the decision to rewrite the earlicr one; that is, the role of Aphrodite was introduced
to mitigatec Phaedra’s Culpabilily.” Whatever the motivation, such a prologuc
alters the prism through which we view the play. The added dimension of the
divine does not displace the mortal one but rather complicates it.
The formal excellence of Hippolytus has never been chailenged. Part of that
excellence is its artful structurc, onc which, while dealing with two disparate
motifs, joins them in a balanced whole. The play scems to fall into (wo roughly
even halves, the first (1-775) devoted ch icfly, although not exclusively, to Phaedra
(and Hippolytus), the second (776-1466), chicfly to Hippolytus (and Thescus).
With the conclusion of the second stasimon (775), Phacdra is dead, her brave light
against her passion and for her -good name over, and the action turns Lo
Hippolytus® combat against the false charge of rape and for his reputation before
his father’s eyes. A long cpisode of roughly equal length dominates each of the
play’s halves (170-524 [355 lincs) and 776-1101 [326 lincs, or, with some likely
deletions, 322]). In the first onc, the Nurse extracts from a silent and reluctant
Phacdra the truth about her sexual passion for Hippolytus and engages her in dc-
bate about it (see 373-524n. for this scene). In the second, Theseus believes
Phaedra’s lying note about Hippolytus® (alleged) sexual violation of his wife and
then, after condemning him, debates with Hippolytus about this charge (902-
1101).
As already noted, the play offers a “divine frame”™: Aphrodite appears at the
beginning, Artemis appears at the end2! Although Euripides very frequently
introduced gods into the beginnings and cnds of his dramas, this is only onc of
three plays (fon and Bacch. being the other two) in which gods appear both at the
beginning and at the end. While these two goddesses stand on opposite sides
(against and for Hippolylus), and can be read symbolically as representing different
aspects of the world (e.g., sexuality and chastity), they have much in common in
(heir motives and language (scc 1283-1466n.), and these similaritics underscorc the
play’s symmetrical structurc. A bricf astrophic song 10 Artemis follows immedi-
ately Aphrodite’s departurc; a bricf astrophic song to Aphrodite precedes Ariemis’
entrance. _
Other structural and visual paralicls give shape 0 the drama. When Phacdra
(irst arrives on stage, she is half-dead, carricd by attendants and giving lyric expres-

20g¢e, c.g., Griffin, 132-3. It is highly unlikely that Aphrodite gave the prologuc in

Hipp. I; see above F 443n.
21This frame is imperfect in that Artemis’ appearance is interrupted by Hippolytus’
return to the stage and the goddess herself leaves before the play’s conclusion; see end

of 1283-1466n.
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sion-to her woes. Later in the play Hippolytus arrives half-de

?‘;tzngstr;;snzciggl Ssl)ezaliléléngl%i[iz)lll{J in lyrics. (For further similaritiig,bscltgv%?:rnwgczz
: ) -6n.) Upon Phaedra’s arriv: . i
ignorance glsk_ about the cause of her plight. 'Whélrfrll—fli‘[l)lr;()lgiucshr(::rlﬁinz;ntg Il}llgr:gl N
(901)., he. is ignorant of and inquires about Theseus’ situation. Two act g(E
supplication, from sequential scenes, also provide paratlel struclu.res PhacdS (’)
refusal to tel.l hqr Nurse what afflicts her is met with the extreme (and‘ succe ;‘a ls
act of supplication, which ultimately breaks Phaedra’s silence. In the folloSS i )
scene, the Nl}rsc attempts another act of supplication, this lim(; of Hippol lu‘:”:g
obtain not his speech, but his silence. This time, the supplication it );f f','lo
(although a previously extracted oath holds). , R

HunIt:an Characters and the Gods
_Few among the surviving Greek tragedies have attra i i
their characters as Iiippolytus. The chaste and lorlurcld ;f:egfam:l]l(:ehrgiteggSts;n
dedicated and proud Hippolytus have been the subject of many st’ﬁdies TgthCu)s,
and the Nurse do not demand the samé sort of attention, but inlereslinél amon
lhesezt;our cf‘larac.lers lhefe is no huge difference in the number of lines sgoken bg
each.”?2 While lh-lS play_ls not primarily a psychological drama, the characters arz
drawx cl';lre(l;glly, fl;l rclz;]txon both to each other and to the gods ’
phrodite offers the first portrait of Hippolytus: he i ¥ ¢

w_ho should be punished for his contempﬁoryher worlfl.anﬁg)%%al;[lgso ur;gsrcnnaln
himself as a devoted follower of Artemis. His opening address to hcrp(73-87§
rgﬂ_ects a pious and committed soul.?? Yet these same words also reflect an excl
sivity _and narrowness. Thes_e traits, already observed by Aphrodite, are rcvcal:(i
again in the scene ‘t‘x:[wecr.l Hippolytus and his servant, as he exprcssés his reserva-
t1101n3$ abopt gods “worshipped at night” (106) and his disrespect for Aphrodite
(113). His response to the Nurse’s proposition is éxtraordinary, leading him not
only to condemn all women, but even to wish for a world in whi’ch there were
wfoq;en at all (616-24), Yf:t in this (urious attack, hc vows to maintain his oar;g
%_Slfcnce, a vow that he will keep, cven at the cost of his own life (see 1060-3n.)

is fury, morcovcr,_makes somc sense in Lthe context of ihe Nurse's falsc.l.
ail{:;_sertlng that he_r mistress sceks a sexual union with him. Those who faul);
: }p_polytus for l'ns outrageous conduct here also condemn what they see as his
rigid and.self—ngh.leous behavior towards his father later on and his proud sclf-
proclamations of virtue then and in the concluding scene. Hippolytus has, to be
(s)l:lre,d no small opinion of himself and follows a rigid and exclusive adhcre,ncc to
H.e livinity, bt_lt he also_ possesses an impressive picty and religious devotion.

1s pious devotion and his ruin are part of the same cloth (sce 1402).

22
3Knox .(1952=1979). 205, observes this and discusses its implications.
On this speech, see 73-87n.
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Phaedra in this play is no longer the brazen and intemperate woman of
Hippolytus I, but rather is presented as virtuous and intent on doing the right
thing. Her virte is proclaimed by Aphrodite (47-8) and Artemis (1300-6) alike;
the Nurse, at the very moment when she learns of her mistress’ passion for
Hippolytus, includes her among the chaste (358-9); and cven Hippolytus has
grudging admiration for her (1034-5). The carly part of the play especially shows
her decp struggle against her passion and her valiant atlempls 1o retain her virtue.
A different Phacdra requires a different Hippolytus; the new Phacdra of the second
Hippolytus nceds a more subtle and ambiguous figure (o play against. Hippolytus
is now presented as one in comparison 1o whom the suffering Phaedra appears the
more sympathetic, and against whom her false accusations scem less
reprehensible. Writing the lying tablet cannot—and should not—be dismissed; it
is (at least in part) vindictive and destructive. But the characterization of
Hippolytus leavens judgment against Phacdra. Several other factors also militate
against viewing her behavior in an unfavorable light: Aphrodite, a powerful and
external force, is scen as the cause of her passion; Phacdra herself has tried greatly
1o master this illicit desire; the Nurse, not Phaedra, brings about her conlession of
this desire and the conveying of it to Hippolytus. Another important aspect is
Phaedra’s Cretan past.?* Her mother Pasipha¢ was afllicted with passion [or a
bull, her sister is said to be ill-fated in love, and throughout the play we are
reminded of this Cretan background (esp. 337-41, and cf. 372, 719 and 752(F). In
fighting against her passion, Phaedra is trying to overcome her family lincage,
while also contrasting with her literary predecessor of the carlicr play.
Conveniently absent from the first part of the play, Theseus, on his return,
immediately following Phacdra's death, is confronted with his wife’s corpse and
lying note. He responds with grief and outrage, condemning his son and
punishing him with a curse and exile. Like Hippolytus, Theseus himself comes
from an illegitimate union (between Acthra and Acgeus—or Poscidon), and he is
unsure of his paternity. (For him the efficacy of the curse establishes Poseidon as
his father, 1169-70.) His reaction is rash, as the chorus (891-2), Hippolytus
(1051-2) and Artemis (1321-4) all claim. But this rashness is needed for the plot
and is in keeping with his character as a man of action. At the end of the play, he
reveals his remorse and his eagemcess 10 be reconciled with his son.
Euripides, famed for “domesticating” tragedy, nowhere clse developed so fully
a non-aristocratic character like Phacdra’s Nurse. She is essential not only as a
catalyst for the plot (without her, Phacdra would die and Aphrodite’s revenge
fizzle), but also in serving as an interlocutor and foil for Phacdra. Phacdra’s
passion could be explored in a monologue (by Phaedra) only so far; the Nurse,
with her persistent questions, forceful supplication, and opposing views, allows
for an extended examination of it. She contrasts with Phaedra at almost cvery
wrn. She is ignorant when Phaedra is tormented by knowledge of her passion; she

24This aspect of the play is well developed by Reckford (1974).
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is eager for speech when Phaedra is for silence; i
D v ; she is stunned whi ;
gllf ‘;Ndz:r;t.; acucl)n while Phaedra wants a good name; she wants V;E;t:df.?aseﬁz t‘il:]kS,
thedra’salsifi re%d); chosen death. Her chief molivating force is her inlerest??n
i .- : nlike _Phaedra, hqwever, she has no concern for other moral
?{cr Jaes ! I:h Jul ges things only with a pragmatist’s interest in results (700-1)
c in the plot should not be undervalued, but to think of her as an .
Aph[l?l?:{; (I)fj :;3 overslate the case and to misread the gods’ role in the dram:gem o
[ esses, appearing at the play’s beginning and end '
with ils outcome, but, as often in Greek literat e
L ut, | ure, they rely vel
gﬁ?as;?l;i ‘(]({:; effect it. Aphrodite causes Phaedra to fall inylmrr?r w?ﬂticl?e?;ll::;::ﬁln
e S0t s.[noslhcompel. her response to this passion or the other responses lhaE
r;]pp it. She predicts most of the major events of the play,? but that is not
the sar(rlle as causing thfam: _Phaedra, the Nurse, Hippolytus, ’and Theseus a(;l
,i-:;;ggnhai.z Zuutgnlgn:oqs 1lngwlduals under the circumstances created by the divin
; at vital decisions are made under misconcepti i igiic-
| *plions -
rance, but ll;cse are made by the mortals, not the gods. Not opn:y Apa;::)é?légggl
Ln;ng Oglggt;i; gotrﬁterllt\)lute l? thei play’s tragic outcome. Phaedra’s intense desire for
; urse’s relaying Phaedra’s passion to Hippolytus; Hi )
oy\t/)n sava}g;: responsF; Theseus’ rashness in punishing hispls)ony—utsl;e}slflngﬁl)::l(;ﬁ-
lt)r; :‘:femalsg)%?)l:t[rlilts; ?ndtfhaedga’s deaths and Theseus’ desolation. Poseidon, to
; : utes by sending the bull from the sea, b is sz
(1318-9), he did only what he had to, fulfilling e
) ] o, g one of the prayers h i
g::::suesh :1;1(;3 It{)gpolyl;]esd 1; traveling along the shore, vs)hei,e 1heeb121rl(l)lgllst:gktso
n exi y Theseus. Artemis, in explaini ;
' Des ) X plaining matters to Th
2112?)0 H;;:{)l(glyzlus, lays the primary blame on her fellow divinigty (1301-3 1335561?35
1400, 1416 2), but she also finds fault with Phacdra (1310-2), the Nurse (1305-
), and especially Theseus (1285-95,.1297, 1316-7, 1321-4, 1325). There i
plenty of blame to go around. . ’ . e
The gods’ power is clear; the ri (it i i
( ; th ghtness of it is not. Hippolytus’
;{c:;r)l;(r)ll(;[ ::2(1{1%033) §l}(}}uld be wiser than mortals and forgiggos)(])rlrlleorslzr‘i?l?c:
Hipy -20). There is no reason to regard this as privileged di )
voice of the poet”, but it does offer the suggesti i
. ¢ ) | ggestion that Aphrodite’s pl d
punishment is excessive, at least from a mortal i i iair,
ent is »atl perspeclive. Artemis, in sharin
many traits with Aphrodite, is open to the same critici ’ 4
ot e e e C S criticisms. She could not prevent
ite’ ance, turn exact vengeance from a mortal
éelilhr:dlte S fz_worntes (142_0-2). TI}G play’s violence, triggered by a go,d((;r::zs(’)sf
geance, will thus continue against another mortal. Artemis does assist in

25See 42n.

26'1" " “
N m;ev?;;mpglor of mortals as _puppels" of the gods is misleading for this play, and
ke (198.7)or7211i:fm0reck lllllf:raatl.lre. A more attractive metaphor, suggcsléd b);
(1987), 74, e mortal agent as a chess novice i
god). Similarly, while I find much iire i et (e
1 i ¢ to admire in Knox’s essay (1952=
accept his overall thesis about the severe limits of hunan freedt))'ns .'?nsci2 cli?)z:?a)' Fdo et
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reconciling father and son (1435), but she does not stay with Hippolytus as he dics
(1437-8). Hippolytus’ response, “Easily you leave a long compan ionship” (1441)
is difficult to interpret neutrally.?’ His entire relationship with Artemis, although
special, is asymmetrical: he cannot se¢ her (85-6; cf. 1391-2), and her concem [or
him has real limits. The divine frame is, as already noted, only partial. Ariem is
is gone before the play ends. Its final moments show Thescus embracing his son,
Hippolytus forgiving his father. Aphrodite’s evils will not ve forgotten (1461),
but neither will the human actions that dominate the drama. The concluding
choral tag (1462-6) ignores the gods and focuses entirely on the grief for

Hippolytus and the fame born of great men.

Speech, Silence, and Deception
It has long been recognized that this play is deeply concerned with speech,
silence, and their consequences.”* Words for speech and silence permeate the play,
and each character makes important decisions about speech and silence; the conse-
quences of these decisions give the drama much of its shape.- The importance of
silence is announced in Aphrodite’s prologue when she explains that Phacdra is
dying in silence (39). Phaedra breaks this silence in a series of lyric outbursts
(198ff.), only to return (O silence in shame at what she has said (244). The Nurse
then deliberately seeks to break through this silence, succeeding finally through
supplication, and only gradually and partially does Phaedra bring herself to speak
out about her passion. Hearing of this passion functionally silences the Nurse,
while Phacdra gives a rhesis in which she explains that her first effort at combat-
ing her passion was silence and concealment (394). Phaedra is soon afraid that the
Nurse will succeed in using “overly fine wor » that prove destructive; she wants
the Nurse to be silent (498-9). The Nurse will not be silent and reveals o
Hippolytus her mistress’ desire for him. This is the first of several important
misrepresentations in the play. The Nurse, acting from a brand of pragmatism and
taking advantage of many verbal ambiguities (see 507-8n., 509-12n., 513-5n.),
presents Phaedra as other than she wants—aor intends—to be. Without this mis-
representation the play’s disastrous actions would not proceed. But the resourceful
Nurse does, in advance of making her case 10 Hippolytus, secure from him an oath
of silence. Although the young man will implicitly threaten to break this oath
(612), he will ultimately abide by it and keep silent because of his picty.
Shocked, however, by the Nurse’s proposal, he issues a long and violent specch
against women, which includes the wish that women had only voiceless beasts as
attendants (646-7). This speech proves destructive, since in response to it Phacdra
fears that he will in fact reveal her passion (689-92) and wants o punish him for
his arrogance (729-31). The chorus’s complicity in her plotting is secured by their

27See 1440-5n. : _
28Knox (1952=1979) laid out elegantly the basic issues and many, most notably

Goff, have developed them.
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%\rr; p(())la;l[lu;),f :;lgerlcc: ((?clc()ggil 6I;owever one imagines Phaedra’s location during
tus’ : sec -68n.), th i '
anotlller in this pllelly of many miscoznmlfngc‘:z/l(t)i(;rrllzsun SR Bever address ono
n going to her death, Phaedra explains thai
» C she needs “ne N
thlneslc v;ords prove to be the written tablet she leaves for Thes;:lsv:grsvshiél? 8?1).
alsely accuses Hippolytus of rape. This tablet “speaks” for her and in Th s
gefcrqsuon itis repeatedl)f personified (see 856-7n.). Phaedra has created : Sfmlls
su éﬁl s:éitssl-\(r)ef r;la‘presen%atmn of Hippo!ytus, to which Theseus responds with ?wsg
Ir)gc b oot 0 is l(l)wn. a curse on his son (to be fulfilled by Poseidon) and a
Ei kg Hippo?; llu(; [r\izsh‘:(l)l gfg_[:olylus hreftums to the stage, Theseus is initially
ind Hip icit speech from him (911), but at th i
scene it is Hippolytus who becomes sile s e o
. ) ' nt because of his oath -
w!s::es {or\mute witnesses to his character (1074-7). Also in this s((}gfé) 'lglzésind
WIfil [Zsthgrlahworld in which everyone would have two voices, one of which coulll;
I[:[ions com);ugo(r):%?griﬁ 1).hWordls that break through the lies and misrepresen
is, who explains Aphrodite’s role, Phaedra’s lyi ]
and the Nurse’s tricks, while condemnin e il
: » whi g Theseus’ own hasty acti
;’m;::(:)ﬁ:]t speech acts remain, one promised, the other enacted. yHip;;g?yst.usT\:v“i/ﬁ
Pﬁaedra,semorgled in a pult in which his name will not pass into oblivion and
passion for him will not grow silent (1429-30). Finally, Hippolytus

3 lll'lllke m " iliati

Reputation, Shame, and Honor

moﬁl\’/gzgcti]rsa sI sessl:;raip for a lfood re;lputation (eukleia) ranks high among her many
tions. contrast to her counterpart in Hippol i i
determined to act virtuousl AL o ey
y, to preserve her good name at all is i
tant to remember that fifth-centur it B o
y Athens was still predominantly a *
ET) 3 . . Sh m
gﬁé‘:fu ,S g]:(; a:;,s(;nz in which ei:]xcellence and its opposite were myeasurec;1 b;
: nd one’s worth was not easily distinguish :
tion.?® Accordingly, one often fi fons. S
, ten finds expressions such as i
o ' often, s as “may I not be seen doin
where we might say “may I not do X”. In her prologue, Aphrodite predicli

29 Another i
aspect of this motif of speech and sile i iasi i
alternately futile or destructive, until the play's end; 82:01£§£;fb3510n- PR

30 : ;
Willlinarf:ngzllg; this point, see I.Jover (1974), 226-29 (with many citations), and
A an £ “gui.[lssgt;lgfrfs ‘(:;:L Ihlsl}alay). While the distinctions between su-r.:allcd
ol s B e n collapse upon closer inspection (sce, e.g., Caimns, 1-
" , n qualified with quotation mark 2 . ;
very least, Greeks from the fifth cen i i s e, AL
» Gi tury (and earlier), whil G i

: ¢ : , while aware of guilt
?l;;l"lf). t:lzc;s;nb;d their cm.c?uona! responses differently from the way wcggiy. a;swlgllv::

R n.3 remarks, “the difference between ‘guili-cultures’ and ‘shame-cultures’

(cf. Dodds, 28-50 e .
they feel”. ) seems to me a difference more in the way people talk than in the way
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that even in death Phaedra will have a good reputation (47). Phaedra herself
emphasizes the importance of this reputation explicitly by using the word euklees
(the adjectival form of eukleia) and its opposite several times of herself and her
children. When the play opens she has already determined to take her own life,
knowing that illicit passion brought a bad reputation (401-5) and being unwilling
to compromise her children’s good reputation coming from their mother (419-23);
after the Nurse's revelation to Hippolytus, Phaedra fears that she will no longer die
with such a reputation (687); but then she finds a remedy to ensure her children’s
good name after all (717). The chorus confirms the importance of her good name
in the song that follows her exit to her death (772-3). Hippolytus, when he is
faced with exile, prays that he not die with no fame (1026) if he is evil, and
Artemis, at the end of the play, acknowledges Phaedra’s “nobility” (1301), but
explains that she has come SO that Hippolytus may die in good repute (1299).

In order to ensure her good reputation, Phaedra seeks to avoid anything that
might cause disgrace. She cannol bear the thought of disgracing her husband (420,
721) or her Cretan home (719). In these cases the word used for “disgrace” is the
verb aischuno or its related adjective. After expressing her desire for the moun-
1ains and horses, she checks herself out of shame at her words (244). The word
used to express shame here is aidos. Aidos, prominent in the play, refers 10 a
complex set of emotions which include the feeling that inhibits on¢ from
improper action; it is “that which renders one sensitive to tl.e general values of
society and inhibits departure from them”3! In part, it keeps one from conduct
that would jeopardize one's good name. It is also what onc feels having commit-
ted such action; thus it suggests “shame” as well as “reverence, respect”.32 At the
crucial juncture where Phaedra yields to the Nurse’s supplication, she explains, I
respect [feel aidos before] the reverence inspired by your supplication” (335).
Later, after this respect for the Nurse’s supplication leads to what she fecls will be
certain disgrace, she kills herself, feeling, the chorus imaginc, shame (aidos) at her
misfortune (772). ‘Aidos is also significantly placed in her major speech explain-
ing the motives of her actions.?? For Hippolytus, a personified aidos tends his
exclusive, inviolate meadow (78). Itis the feeling that operates in those he would
consider his friends (998). While the word appears in connectlion with Thescus
only in explaining his curtailed joy at his son’s death (1258), hc implicitly relers
to this concept when he imagines that if he does not punish his son he will seem

inferior in the eyes of the brigands he has already punished (976-80).
The reference to another’s gaze, fundamental to the dynamics of a “shame
culture”, appears several times in this play. Itis reflected in the words of all three

31Caims, 154.

324idos implies a response based an awarencss of one’s image of one’s self and onc’s
esteem in relation to others (real or imagined). In general on aidos, see Cairns, 1-47,
and on it in this play, 314-40, and Secgal (1970b), 283-8.

330n the controversy on the word in that passage, se¢ 385-6an.
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emyznraclhg)ra:se&'s(;x;l;?sgr; vs[{orlllders_ llllow adulterers can look their husbands in the
) at she will never come before Theseus after doi i
graceful deeds (720); Hippolytus threatens that wh il
- ; en he returns he wi
?ﬁgpgl;:ﬁgrlg :;11:)1 hﬁl_‘ }}Iurse can look at Theseus (661-2); These‘tz]sw égrg?ns:f;;:
- w his i , i
o i 1s face to his falher (946-7), and hopes 1o relute his son face
" Oi(’):(:: {}fg;m:naé](;tc}:gr pa;t of thif matrix. Honor is an outward manifestation
» and gods and mortals display a keen interest in it. A ite i
her procllo%ue explains the role of honor as a general principle—lgodsl:;?ir(gdlil(:(ail-in
honprr(:: H(' ). Hippolytus honors Artemis (16; cf. 55), not Aphrodite, who wiﬁ
Hg::l?sh” isgﬁ:lgl;s }ford}_\er percg,wed lack of it from him (21). Th(; word for
. phrodite uses (Tipcapricopat, 21) is etymologi
words for “honor” (the root is tim-) i t bei . o |
' ; : -), punishment being a way of establishin
g{(:ltlic;nng[e?rg} 151 l:!ﬁ;ﬂgcglc ajsl éul)ﬁllor. rHiplpoly[us’ refusal to honor Aphm{!ileg!igsr
5 is refusal is underscored in his exchan ith hi
.scrvagtd(SSff.‘, esp. 107 and 104) and confirmed by Artemis (1402). glfh‘;::lc]ilrzjz
mtein eh _su1<;1de w1‘ll, sh<_3 feels, bring her honor (329). And in writing the lyin
Lat;te::‘s -el will egumsh Hippolytus (se:,e esp. 728-31, although no word from 1h§
roystic texts (9549, Afer earming of Fipboly s destnsion. e <booss s of
tex - A g of Hippolytus™ destruction, the ch i
Aphrodite’s extraordinary “power” (1281), an : iy o
: , another sense of the word # A
end of the play Artemis declares that A ite’ i Aoty
’ phrodite’s anger against her favori i
not be “unavenged” (&Tinoi, 1417), but, lik i T howslt borh
1401, , but, like Aphrodite, she will herself b
tak'e vengeance (Tiwpnicouat, 1422; cf. 21) and establish a Trozenian culloillr'l1
which Hippolytus will receive honors (Tiudc, 1424).

Sophrosune
No word is more fundamental 10 an ¢
' » y Greek play than sophrosune is to thi
gr:z,c stv lllrll1 Illg other play do xords from this root appear sopoflen (18 lin(l)esiS
] occurrences 1s the next highest). In its most radical
means “safe-mindedness”, the qualit ich all onsibly. S
. i y which allows one to act sensibly. I i
Symposium (196c) it is defined b “being i S e
nposium { . y Agathon as “being in control of pleasures and
dwe;;:e§ ; »\{:nl;: Apt1phon (frag. 59 D-K) sees its essence in not merelg not desiring
A 1s evil, but in overcoming iemptation. Its semantic sphere came to include
sexual;sszfélses, r_iml:h'ldmg l:he several found in this play—good sense, self-control
: -control, i.e., chastity, and virtue (in general).3S In the lay Hipp ;
¢ . : " i ay H 1

E::lnseﬁlf claims several times that no one is more sophron (the agj. )(,)f 1235 (r))gli:ll;
o n 6(;37(995_, 1100, 13§5), f:ondemns women who are not sophron (617-68, see
p. 667), wishes that his being sophron could persuade his father of his innoc’ence

34
See Goff, 20-6, on the “gaze” in the play, and 946-7n.

In the : . .

mode;al::; l‘r.ar_lslauon: I ha\:lc :cndc{cd this word, and its cognates, as “moderation

iy » Vvirtue, virtuous”, chastity, chaste”, “sensible” depending on the contexl’
its full semantic range should be bome in mind. » ,
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some sense better able 1o use sophrosune disease. The word nosos is used frequently both of th i
e passion itself and of the

(1007), and realizes that Phaedra was in . - .
1so defends himself 10 his father with an effects it has on Phaedra (see 38-40n.). It is a sick °p
D ness because it is illicit and too

than he (1034-5; and see 1034-5n.). Hea

argument about those who are, like him, sophron (1013), while Artemis defends strong; it threate )

him as being sophron (1402). Phaedra tries to conquer her passion by bcilng The Nurse, :i “ii%ntggrnl’?::& that is so important to her.

sophron (399), hates those who are sophron only in words (413), and dies hoping as part of life, something sent fro ) ;ees sexual passion, of whatever sort, simpl

that Hippolytus _w;ll learn lo.ba sophron (731, and sce 739-1:1.). From the well as mortals (451-61). Whe r:n lc Aphroqu.e (437-40) that afflicts lhe,godsp y

Nurse's perspective, Phaedra is not sophron (358, 494), nor 18 she herself, she (462-9). She recognizes . s impc;zftaﬁdri Ito Xh;:l:u acts, it is best to ignore meﬁ
e Aphrodite plays throughout the uni

e uni-

ng Hippolytus about Phaedra's passion (704), and, from Thescus’ verse (447-50) and even sees he .

( . ! (949). The chorus VOICES the commonplace argues that the one who Oppogg 18 ?\?g]dqm"']g greater than di.inity (359-60). She
that sophrosune 1S @ good thing (431-2). The different claims about sophrosune dess (443-6), and that it is even k pb odite is struck that much harder by the god
and its varying shades of meaning conform with and help to create the jike the Nurse, responds to the el‘fgc lm flo try to fight passion (473-6). Thesge us.
f understanding which permeate and animate 10 a distorted version of those effects 8 Hoe r[:}z:isiil(;nécl‘):ul. uglri‘ke the Nurse, responds:

A epts Phaedra’s version of what

admits, in telli
point of view, neither is Hippolytus

ambiguiﬁe,;a paradoxes, and failures 0
the drama. happened, not ,
Hippolytus’ assertion that he is sophron is matched by his assertion that he is no?g:c but becaugl&’n:?:lzgsélzf t}?e damning evidence of the corpse and the lyi
semnos: “Here 1am the pious (semnos) and god-revering,/ here I am the one who (966-70). she created conforms to his belief about youn ﬁng
surpassed everyong in sophrosune” (1364-5). But the word semnos is ambiguous The choral songs, especially the fi . g men
and charged. It is used in both negative (“arrogant”, “proud”) and positive ration of passion. The PﬂrodosJ; me. irst stasimon, contribute to the play’s explo
(“august”, “ revered”, “pious”) Senses. In a telling scene with his servant, this ble cause of Phaedra’s distress (Ismcally considers Theseus’ infidelity as a ps )-
word appears three times in shifting senses. This dialogue suggests that it is one the revelation of Phaedra’s desire l}-4). ‘The next choral song (525-64), sun gpg[z;-
thing for a god to be semnos (in its positive sense), another for a mortal to be the young man within, offers the 0;' H’lppolylus and while the Nurse éppmache;
semnos (in its negative sense) (88-103; see 88-120n.). Aphrodite has already made The chorus describe E;os asaw play’s most extended reflection on passion 37
clear that Hipp. will be punished for his refusal to reverence her. Hence his claim delight” 1o those he attacks ccf:"r,‘oﬂ yet, paradoxically, one who brings “swi :
to being semnos, juxt_aposed to the paradoxical claim of surpassing everyonc in introduced by the Nurse (34'8) %{ng the motif of Eros the bittersweet alrca(f;el
sophrosune, 1ings ominously. ;.3::100['0 them with evil intent or u:lff ;}"::‘e‘;f;ucg ;l‘r:;;c; pray that this god no};
Passion and Reason : the p];;c:un;s;:;z(;s t.}:;:llelfrgs ¥ lnt‘?le!'able, This pr;ayer rﬁﬁ?é;gliiaé;;;;?cnde;
Sexual passion, refused by Hippolytus and combated by Phaedra, drives the benign; otherwise it can be ﬂfﬁ‘%e J C.Il‘l;]cumstances is (implicitly) welcome,f“?d
play’s action, and much of the play can be read as a discourse on passion. tive power of desire, proclaimin [Sh 1 e rest 9f the song focuses on the destruc-
Aphrodite faults Hippolytus for reviling her (12-3; and cf. 113) and also, strik- then recounting the specific exa|§1 1(3 ack of ritual observance Eros receives and
ingly, not for neglecting her altar but for refusing her realm, the realm of marriage and Semele and Heracles and Iolp es of destructive passion in the cases of Zeus
and sex (14). But what she wants from him is impossible if he is going to be a terms and images associated with °:edp§rmeatmg the second half of the song are
virgin follower of Artemis. And this impossibility is the essence of his tragedy. wedding rituals (see esp. 553n 5‘;4 dings, used so as to suggest the perversign of
Artemis explains the situation concisely: “She (Aphrodite] found fault with your destructiveness of passion, which b n., 558-62n.). Broadly the song points to the
homage, and she was vexed at your virtue” (1402). Hippolytus has no place in his the play’s main characters. More rings down, directly or indirectly, all three of
world for sex. In his extraordinary response to the Nurse's proposition (616-68), rituals leads to these characters’ specifically, it hints that the perversion of the
his world has no place for women at all, and he even thinks he has been sullicd by is the fear that she might that lrum_ Phaedra does not violate her marriage bms'{:
the Nurse’s words (654-5). He consistently (and futilely) asserts his chastity and marital norms is in his cxu'aord'eads her to her death. Hippolytus’ violaﬁon (;{"
purity in his debate with his father (esp. 1003-6). For -Phaedr'fl. not Qassiqn per se Aphrodite and obliquely cchoedl?,?g'r efusal, to participate in them, announced by
This passion 1S imagined as | paid to Eros. Theseus’ “violation” (;? SJ]}:ESS“%{::::::?; :ti}lllilqlhe laﬁl.‘ of Obscf"al'l0§
ue. His sexual trans-

but an illicit passion for her stepson is at issuc.
gressions we i
re notorious, but what draws attention in this play is the bastardy of

Hippolytus. R i
cpeatedly we are reminded that the unstable familial situation (a

36gee further on this important concepl, North (1966), esp. 68-84, Gill, esp. 80 for
the semantics of the word, Goff, 39-48, esp. 39-42, Goldhill, 132-5, and Segal
(1970b), 278-83. See also Plato’s Charmides, which is devoted to a2 discussion and

attempted definition of the term.

3R .
or a fuller discussion of this song, see Halleran (1991)
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bastard child who poses a sexual temptation to Theseus’ wife) stems from his
sexual transgression. And, as already noted, his ready assumptions about a male’s
sexual behavior lead him to condemn his son precipitously. _

Following Phaedra’s exit to her death, the chorus wish to escape from their
present plight and revert, in the second half of the song, to Phaedra’s ill-omened
wedding voyage from Crete (0 Athens. They connect this directly with her suffer-
ing and her current illicit passion, caused by Aphrodite, which is leading to her
death. At Hippolytus’ departure, the chorus laments the loss of Hippolytus,
including the loss to maidens of a contest for his hand (1140-1). The invocation
of the “yoked Graces” (1148) might evoke images of a wedding (see 1148n.). The
brief choral song preceding the exodos is devoted fully to the overwhelming force
of passion, hymning the power of Eros and Aphrodite. Here, near the play’s
conclusion, the song emphasizes (he universal, procreative, and overwhelming
power of these gods or forces, rather than their destructiveness. In her final
speech, Artemis establishes Hippolytus® paradoxical connection with marriage
rites, promising that Trozenian maidens before their weddings will honor him in
cult and will remember Phaedra’s passion for him in song.

Passion has several forces-opposing it in this play. Moderation and rcason in
particular are imagined in opposition 10 it (ultimately without Success).
Sophrosune, as discussed above, although frequently approximating English
“yirtue” or “moderation”, literally refers to one’s intellect (“safe-mindedness™). So
even sophrosune’s opposition Lo passion can be viewed as part of a larger opposi-
tion of reason and passion. Phaedra clearly imagines her struggle in terms of
intellection. Words for intellection dominate the entire speech in which she
explains her course of actions (see 373-430n.). She describes her struggle against
her passion for Hippolytus in cerebral terms, concluding that, since she could not
subjugate it, she must choose death. The chorus, as they conclude their song in
response to her presumed death, describe it, using the same opposition, as
Phaedra’s attempt to rid this passion from her mind (774-5). Earlier Phacdra
attributed her expressions of desire (198(f.) to madness and ruin (241), which led

her away from the course of good thinking (240). And the Nurse, after recovering
from her initial shock at the object of Phaedra’s passion, tells her that she suffers
nothing “beyond reason” (437). For Hippolytus there is no comparable internal
conflict. His sophrosune brings about his ruin, and his power of speech, curtailed
by his sworn oath, and his argumentation are unable L0 save him. Sexual passion
overcomes him, but only indirectly. Theseus acts rashly, his powers of reflection
and considered judgment overtaken by the anger induced by Phaedra’s lying note
(1310-2, 1336-7; and cf. 1413). In the play as a whole, speech is typically
portrayed as destructive, while reason is shown 1o be unable to cope with the

forces of passion.

Ignorance
Aphrodite’s opening speech creates at once a fundamental dramatic irony—we

know (more or less) what is going to transpire, while the play’s characters do not.
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Such dramatic irony is not uncommon, especially in plays in whi i
I:)l:z %:',(;lyc;gl;e,dbut igﬁl(;;anie, li‘eal and feigned, r)e,:songtc); thrc:]gll‘:(l)lu? lgl:)l(; g)fl:;l):/c,rrsl
/s and small. phrodite explains that none of the ser ’
Ega(e)gg?l sf é?a;?gy((;lg)’;)anc'lr ;lhat Hippolytus does not know that theegz:tzls“(s;f%;;g
: ) -7). ¢ servant introduces his ex i i
with a question about his master's knowledge (91-2); the c(liltcl)ﬂgcs ‘tillrl;il ﬁﬁﬂojvyﬁ:f{
the Nurse enters reflect their ignorance about Phaedra’s condition (173-5; and cf.
270 and 282-3), and the Nurse herself is ignorant of the cause of Phaedra’,s illnesé
(271), and shows her confusion in response to Phaedra’s “delirium”. The Nur |
dqes evoke a response from a silent Phaedra when she mentions .the namz (s)c;
Hippolytus, whom, she says, “you know well” (309), but onlv gradually does she
learn what she _w1she;s to know (see 344, 346). Phaedra’s speech on knowledge
and our limitations in carrying out the good forms another part of this matrigx
The", Nursq does not so much persuade Phaedra as dupe her, resorting to an evasive:
claim of ignorance about her own plans (517). When she learns Hippolytus’
response to what the Nurse has actually done, Phaedra says, “I don't know ei,ce t
one thmg—'—to die as q}nckly as possible” (599). Hippolytus himself is i’gnoragt
9f the full import of his oath to the Nurse. And this oath compels him to feign
ignorance in the confrontation with his father (1033), after an initial honest claigm
of. ignorance about the cause of Theseus’ alarm (904). At the end of the scene
with his father, he refers enigmatically to the constraints of this oath, “I know
these things, but I dc_)n't know how to reveal them” (1091). The chorué‘s oath to
Phae(_lra also constrains them to lie about their knowledge in response to Thescus’
gg(:;’st:gntezté(;lu;:gg death ((g%—g)o) Theseus laments that mortals do not yet know
sense -20); he does, however, claim to know
men are afchted by pa§31on_(967-9), a general statement which does nl:)(:v;p);)(l);rzg
II;:Z ps;nbe lg:,[i)g:)lélgugf,fm 11:;shpepate with his father, asserts his knowledge of
B A irodii & wral)lfln is ignorance of sex (1004-5), an ignorance that has
Because of the lying tablet and the sworn oaths, Theseus i
profou_m’i a_nd destructive ignorance. Yet this very ,ignurancbea:(t:f;;?lsthrﬁrrl? oisx:
Artemis’ view, from the charge of wickedness (1334-5). Iguorance, as mucr; as
anything else, separates mortals from the gods and defincs the humz;n condition
Human characters make crucial choices—for speech, for silence, for vengeance——ir;
’11gtllloralnce. Phaedra claims that mortals know what is right but cannot carry it out
N :n;: :)l:,;e hpwever, slrongly suggests that mortals too often do not know enougl;
e gin to make lhe.rlght de01§1ons, and do not seek out further information.
. is an overwhelml.ng force in mortals’ lives, and so is ignorance. Both
rces act on mortals to bring about the play’s multiple acts of destruction.

38m '
ore full . .
Luschnig, 75_)40(.)11 the themes of knowledge and ignorance in the play, see esp.
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A Note on the Text and Translation

i i oduced an
Following the splendid work of W. S. Barrel, James D_:gglc pr

excellﬁnt tcxtgof Hipliwlytus in 1he.0xrc;rd g;z:lsls;:?jlo;l‘cc;a; ;s;;:;s(gﬁx;gicli] sls?:g‘?n
Since 1 diverge from Diggle’s text in only ab e plaes (6 i
the Commentary), it seemed best to print his text. Accordingly, Wi ? Kind

ssion of the author and publisher, it is printed here, with four minor ¢
{)i(;rn“sl.ls?ll'(:rlooof these (etBuv for elBUc at 492, and upov for U@%poq all-zfﬁs)
are noted by Diggle in Vol. 3 of his OCT (Addenda et _Comgenda in omr:{s‘ 199,4;;.
480); as noted by J. Gibert, rev. W. Stockert, cd. Hippolytus (Stutiga s ),
BMCR 6 (1995), at 1288 yeudcc! should be paroxytone, not proparoxy_:)_ u; -
1261 the abbreviation for the speaker should be A)lf. The {.tppa:lramt;? cr: }:g A
selected from Diggle's, followinlg (in g;n(l:ra(li).s;r;tsssc[gng:ng;gén:;i ?:O Lk e

njecture, is particularly vexed, 1s di i
aCc:):;I:‘rllse:l;?y,J full inforlﬁation is given in the apparatus for tl}c \rqrdlhgr;gu 0;1'
section involved. I make no attempt, however, 10 condensc Diggle's e Iil%e
apparatus for all textual issucs. Matters of orlhogfaphy, punctuauon‘. ?11 e ite
arc reported only rarely. Where applicable, I have incorporated 'comijcuo o

bution made by Diggle (1994), 519. In a few cases I have added more
1nfor;:11al:£r;.ing with the design of this series, the translation aimsnchlc'ﬂy to indi-
cate my interpretation of the Greek. It is hoped that it succeeds in this purpose,

while not being overly literal. Grammatical discussions in the Commentary ar¢ -

confined to unusual or particularly noteworthy matiers.
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(This Bibliography has been compiled by the General Editor, and concentrates on
works in English. A following list of works cited in the Commentary by
author's name alone, which serves as a supplementary Bibliography for
Hippolytus, has been compiled by the editor of this volume).

I: complete critical editions

The standard edition is by J. Diggle in the Oxford Classical Texts (3 vols., 1981-
94); to accompany his edition Diggle has published many papers on the
manuscripts and on individual plays, collected in Studies on the Text of
Euripides (Oxford, 1981) and Euripidea (Oxford, 1994).

The edition of R. Prinz and N. Wecklein (Leipzig, 1878-1902) is still useful for
its apparatus and appendices. The ‘Collection Budé’ edition, by L. Méridicr and
others (Paris, 1923 onwards), still lacks Rhesus; it has French translation,
introductory essays and some notes. The ‘Bibliotheca Teubneriana’ issues plays
singly, each with bibliography and some with brief critical notes, by different
editors (Leipzig, 1964 onwards).

Fragments: when it is published, Volume V of Tragicorum Graecorum
Fragmenta, Euripides, ed. R. Kannicht, will at last unite in one book the many
long-known and frequently re-edited fragments with modern finds. For the
present, see Hypsipyle, ed. G. W. Bond (Oxford, 1963); Phaethon, ed. 1. Diggle
(Cambridge, 1970); A. Nauck, Tragicorum Graecorum Fragmenta (Leipzig,
18892, reprinted Hildesheim, 1964 with Supplementum by B. Snell); D. L.
Page, Greek Literary Papyri (‘Locb’, London, 1942); C. Austin, Nova
Fragmenta Euripidea in Papyris Reperta (Berlin, 1967). In this Series, C.
Collard, M. J. Cropp, K. H. Lee, Selected Fragmentary Plays, Volume I
(1995).

History of the text: W. S. Barrett, Euripides: Ilippolytos (Oxford, 1964) 45-90;
G. Zuniz, An Inquiry into the Transmission of the Plays of Euripides
(Cambridge, 1965) esp. 249-88; J. Diggle, Praefatio to his OCT Tomus I, v-
xiv; The Textual Tradition of Euripides’ Orestes (Oxford, 1991).

Ancient evidence about Euripides’ life and work is collected and translated by D.
Kovacs, Euripidea (Leiden and New York, 1994).

II: complete commentaries

F. A. Paley (London, 1857'-1880% (commonsensical and still uscful).

E. Schwartz, Scholia in Euripidem (Berlin, 1887-91) (nine plays only; a more
widely based edition of the ancient and medieval scholia is needed).

‘Reference’ commentaries on single plays are: W. S. Barrett, Hippolytos (Oxford,
1964); G. W. Bond, Heracles (Oxford, 1981); C. Collard, Supplices (Groningen,
1975); J. D. Denniston, Electra (Oxford, 1939); E. R. Dodds, Bacchae (Oxford,
1960); R. Kannicht, Helena (Heidelberg, 1969); D. J. Mastronarde, Phoenissae
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bridge, 1994); R. Seaford, Cyclops (Oxford, 1984); U. von Wllamowiu:-
ggg:ﬁicndgor[f, chraktes (Berlin, 1895% rcpr_inlcd Bad Homburg 1959); J.
Wilkins, Heraclidae (Oxford, 1993); C. W. Willink, Orestes (Oxford, 198'6). "
Commentaries on the other tragedians important for reference are: E. Fracn 1c l
Aeschylus: Agamemnon (Oxford, 1950); R. C. Jebb, Sophocles (7 ;ro S:_!:
Cambridge, 1883! - 1903%); A. C. Pearson, The Fragments of Sophocles (

vols., Cambridge, 1917).

III: complete English translations . .
D. Grene,lil. Lattimore (eds.), The Complete Greek Tragedies: Euripides (2 vols.,

‘Chicago, 1958-9). ' '
D. K(l)vagcs, Euripides (Cambridge, Mass. and London 1994), vol. I of new Loeb

edition. ‘ . .
P. V::llacou, Euripides (4 vols., Harmondsworth, 1953-72) (‘Penguin Classics’).

1V: lexicography » '
J.T. Allen,g:G. Italie, A Concordance to Euripides (Berkeley/London, 1954;

reprinted Groningen, 1970); Supplement by C. Collard (Groningen, 1971).

V: bibliographical aids

L' Année Philologique has recorded publications since 192+ Anzeiger fiir die -

Altertumswissenschaft has published occasional evaluative surveys since 1948.
D: Jakob, S. Said, Metis 3 (1988), 364-512 ((jreckl'rragedy, 150{}!-1988_).
From Section VI below, see Burian, Cambridge H istory of Classical Literature, 1,
Collard (evaluative), Lesky (bibliography only till 197 1) and Webster (esp. lost

plays).

1 + Euripides)
VI: general studies and handbooks (Greek Tragedy; ripid ‘
A. Brf)wn. A New Companion to Greek Tragedy (L(?qdon, 1983) (a “dictionary’).
P. Burian (ed.), New Directions in Euripidean Criticism (quham, U.S.A., 1985).
A. P. Burnett, Catastrophe Survived: Euripides’ Plays of Mixed Reversal (Oxford,
1971). ‘ _
j ] ] j 3 ek Literature, eds.
The Cambridge History of Classical Literature, ‘(olume I: Greek ,
;. Ig. Eastirling, B. M. W. Knox (Cambridge, 1985), 258-345, 758-73
chapters by leading scholars). _ ‘
C.(Col?md, Euripides, ‘Greece and Rome’ New Surveys in the Classics No. 14
(Oxford, 1981) (brief survey with bibliographical emphasis). :
D. J. Conacher, Euripidean Drama: Myth, Theme and Structure (Toronto, 1967)
(best general introduction of its kind). kg
A. M. Dale, Collected Papers (Cambridge, 1969) (on many aspects of c.lrama).
K. J. Dover (ed.), Ancient Greek Literature (Oxford, 1980), 53-73 (Ch. 4,
“Tragedy’, by K. J. Dover). _ _
H. Erb%c, g!udi):zn zum Prolog der euripideischen Tragodie (Berlin, 1984) (analyses

complete plays).
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Entretiens sur I' Antiquité Classique, VI: Euripide (Vandocuvres-Genéve, 1960)
(seven papers, and transcribed discussion, by leading scholars).
H. P. Foley, Ritual Irony. Poetry and Sacrifice in Euripides (Comell, 1985).
S. Goldhill, Reading Greek Tragedy (Cambridge, 1986).
J. R. Green, Theatre in Greek Society (London, 1994).
— and E. W. Handley, Images of the Greek Theatre (London, 1995).
G. M. Grube, The Drama of Euripides (London, 19612) (handbook).
S. Halliwell, Aristotle’s Poetics (I.ondon, 1986).
M. Heath, The Poetics of Greek Tragedy (London, 1987).
J. Jones, On Aristotle and Greek Tragedy (London, 1962).
H. D.F. Kitto, Greek Tragedy: a Literary Study (London, 19613).
B. M. W. Knox, Word and Action (Baltimore, 1979) (collected papers on drama).
W. Kranz, Stasimon (Berlin, 1933) (fundamental work on the Chorus).
R. Lattimore, The Poetry of Greek Tragedy (Oxford, 1958)
— Story Patterns in Greek Tragedy (London, 1964).
A. Lesky, Greek Tragic Poetry, trans. M. Dillon (New Haven, 1983) (scholar’s
handbook).
D. W. Lucas, Aristotle: Poetics (Oxford, 1968) (commentary).
I. McAuslan, P. Walcot (eds.), Greek Tragedy (‘Greece and Rome’ Studies, Vol.
1I: Oxford, 1993) (seventeen articles reprinted from the years 1972-89).
A. N. Michelini, Euripides and the Tragic Tradition (Wisconsin, 1987).
G. Murray, Euripides and his Age (London, 19462) (an ‘evergreen’).
R. Padel, In and Out of the Mind. Greek Images of the Tragic Self (Princeton,
1992).
A. W. Pickard-Cambridge, Dithyramb, Tragedy and Comedy, 2. ed. by T. B. L.
Webster (Oxford, 1962). :
A. Powell (ed.), Euripides, Women and Sexuality (London, 1990).
R. Rehm, Greek Tragic Theatre (London, 1992). .-
A. Rivier, Essai sur le tragique d’ Euripide (Paris, 19752).
L. Séchan, Etudes sur la tragédie grecque dans ses rapports avec la céramique
(Paris, 1926).
E. Segal (ed.), Oxford Readings in Greek Tragedy (Oxford, 1984) (important
essays by leading scholars reprinted).
W. B. Stanford, Greek Tragedy and the Emotions (London, 1983).
O. Taplin, The Stagecraft of Aeschylus (Oxford, 1977) (important for all Tragedy).
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Hippolytus

Hypothesis to the Hippolytus

Theseus was the son of Aethra and Poseidon, and king of the
Athenians. After he married Hippolyte, one of the Amazons, he fathered
Hippolytus, outstanding in his looks and virtue. And when his wife died, he
married a Cretan woman, «daughter of Minos, king of the Cretans, and” of
Pasiphaé, Phaedra. And after Theseus had killed Pallas, one of his relatives,
he went into exile in Trozen with his wife, where, it so happened, Hippolytus
was being brought up by Pittheus. Phaedra, when she saw the young man,
fell in love with him, not because she was wanton, but sating the anger of
Aphrodite, who having decided to kill Hippolytus on account of his virtue had
stirred Phaedra into passion, and fulfilled what she had intended. Putting up
with the disease, in time Phacdra was forced to reveal it to her Nurse, who
after promising to help her, made a proposal to the young man contrary to
Phaedra’s wishes. But Phaedra, learning his harsh response, rebuked the
Nurse, and hanged herself. At this moment Thescus appeared and, hastening
to lower the hanged woman, discovered a tablet attached to her on which she
accused Hippolytus of violation and treachery. Trusting what was written, he
commanded Hippolytus to go into exile and himsclf invoked curses in
Poscidon’s name, which the god heard and then destroyed Hippolytus. But
Artemis, making clear to Theseus cverything that had happened, did not
blame Phaedra, but offered him solace, since he was bereft of his son and
wife. She said that she would establish rites for Hippolytus in the land.

<Hypothesis of Aristophanes of Byzantium>

The scene of the drama lies in ~Thebes~. It was produced in the
archonship of Epameinon in the fourth year of the §7th Olympiad. Euripides
was first, Iophon second, Ion third. This is the second /lippolytus, the one
also called the Wreathbearer. It is cvident that it was written second. For
what was unsecmly and worthy of condemnation has been corrected in this
drama. The drama is among the best. .

The characters in- the play: Aphrodite, Hippolytus, Household
Slave, Nurse, Phaedra, Female Servant, Theseus, Messenger, Artemis,
Chorus. :
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Hippolytus

Hippolytus

Aphrodite enters from one of the eisodoi.

Aphrodite: Powerful and not without a name among mortals and within the

heavens, I am called the goddess Cypris. Of those who dwell within
Pontus and the boundaries of Atlas and see the light of the sun, to those
who revere my power I give preference, (5) but I trip up those who are
proud towards me. For this holds also among the race of the gods: they
enjoy being honored by mortals. I shall presently show you the truth of
these words: Theseus’ son, Hippolytus, the offspring of the Amazon, (10)
reared by pure Pittheus, alone of the citizens of this land of Trozen says
that I am inherently the most vile of divinities. He spurns the bed and
doesn’t touch marriage, but Apollo’s sister, Artemis, the daughter of Zeus,
(15) he honors, considering her the greatest of divinities, and through the
green wood always consorting with the virgin, he rids the land of beasts
with swift dogs, having met with a more than mortal companionship. I
don’t begrudge them these things; why should 1? (20) But for the wrongs
he has done me I will punish Hippolytus this day; since long before this I
prepared most of what has to be done, I do not need much toil.

For when he once came from Pittheus’ house to the land of Pandion for
the viewing and rites at the holy Mysieries, (25)-his father’s noble wife
Phaedra looked at him and was seized in her heart with a terrible passion,
according to my plans. And before coming to this land of Trozen she set
up there a temple to Cypris beside Pallas’ ‘very rock, overlooking (30)
this land, in love with one who was distant; in the future people will name
the goddess as established Lhere because of Hippolytus. And afler Theseus,
escaping the pollution of the Pailantids’ blood, left the land of Cecrops
(35) and, resigned to a year away in exile, sailed with his wife to
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Hippolytus

beautiful, (70) most beautiful of those on Olympus.

Hippolytus: For you, mistress, I bring this plaited wieath, which I fashioned
from an untouched meadow, where neither shepherd thinks it right to-feed
his flocks (75) nor the iron has yet come, but a bee goes through the
untouched meadow in springtime, and Reverence cultivates it with river
water for those for whom nothing is taught, but in whose nature
moderation has been allotted in everything always (80)-- -for these to cull;
for the bad it is not right. But, dear mistress, receive a band for your golden
hair from a reverent hand. For I alone of mortals hav= this privilege: you
are my companion and I converse with you, (85) hearing your voice,
though not seeing your face. May I reach the end of my life’s course just
as I began it!

A servant enters from the palace.

Servant: Lord—for we must call the gods masters—would you take some
good advice from me?

Hippolytus: Yes indeed. Otherwise I wouldn’t seem wise. (90)

Servant: Now, do you know the law that is established among mortals?

Hippolytus: 1don’t know. What are you asking me about?

Servant: To hate what’s proud and not friendly to all.

Hippolytus: Rightly—for what mortal who is proud is not irksome?

Servant: And there is a charm in being affable? (95)

Hippolytus: Very much so, and profit with little effort.

Servant: Do you suppose that this same thing holds amcng the gods too?

Hippolytus: Yes, if we mortals use the same laws as the gods.

Servani: Why then don’t you address a proud goddess?

Hippolytus: Whom? Be careful lest your tongue slip ir some way. (100)

Servant; This one, who stands near your gates.

Hippolytus: Since I am pure, I greet this one from afar.

Servant: And yet she is proud and renowned among mortals. (103)

Hippolytus: Nonc of the gods who is worshipped at night pleases me. (106)

69




Z]3

.

Bk

I

Euripides

Tipaicv, & Trai, Saipdvev xpiicBar Xpecov.

~ &\hoicv &Mhoc Beddv Te kavBPd TV UEAEL

eUSaipovoine, vouv £xwv dcov ce Bel.

X peiT', omadol, kal nupe?\aév'rec' Bduouc
citeov pélecBe Tepmov €k kuvayiac
Tpamela wApnc: kal m'raq.rﬁxew“xpemv
frrrouc, dmeac av dpuact LevEac Uto
Bopiic kopecBeic yupvdcw Tét wpécq)opcx.
Th cf 8¢ Kimpw méAN" ey xaipew Aéyca.
fjueic 8¢, Touc véouc yap o'.'{ i TEOV '
ppovolvTac olTwC, tC TPETEL Solhoic Aéyew
mpoceuEduecBa Toict coic uyc}.\uac‘m,
SécTowa Kimpl xpn 8t cuyyvouny exew.

€l Tie ¢’ U@’ fiBnc cA&yxvov EvTovoy QEpuv
uétaia Pale, un doker ToUTOU K_?\ﬁEl‘IJ‘ '
copwTépouc y&p Xpil BpoTtdwv eivat Beatic.

XOPOC

"Wkeavol Tic USwp cTalouca méTpa AdyeTal,
PamTav kdAmct Ta-
Y&V PuTAY TPOIEICA KPTHVEIV.
1461 poi Tic Ty ¢pida
TOPPUPER PAPEX
motapiot dpdcwt )
Téyyouca, Bepude 8’ Emi védTa TETPAC
evaAiou kaTéBaAl™ SBev pol
TpoTa gaTic NABe Secroivac,

Teipopévav vocepdt koltal Bépac Evtoc Exew
olkwv, Aemrta 8¢ @G-
pn Eavbav kepadav crialew
TPITATav 8¢ vv kAU
Tavd' aPpwciat
ctédpaTtoc auépav
AduaTtpoc aktac déuac ayvov icxew,
kputrT@ Té&Bel BavaTou Béhoucav
kéAcal oTl Tépua ducTavov.

107

104"

105
108

115

120

[ctp. a

125

140

1234 wayéav putav Willink (CQ n.s. 18 [1968] 37
Burges: -Ballev A: -BaX’ W: -Pakev VLP et C : :
&5’ aPpwciol Hartung: Tavde ka1’ auppociou codd. (Guo- C, appo- D) et gB

139 md&Oe Burges: wévbe codd. et gB

70

) p- m- codd.
20V (pot. qu. -A- C, -AA- C2)

129 kaTéBaAlN

136

Hippolytus

Servant: One must, child, engage in the honors due the gods. (107)

Hippolytus: Among both gods and mortals one cares for one, another for
another. (104)

Servant: May you be fortunate, having all the sense you need. (105)

Hippolytus: Go, attendants, enter the house and take care of the meal; a full
table after hunting is a pleasurable thing; and it’s necessary to comb down
(110) the horses, so that after I have sated myself with food I may yoke
them to the chariot and give them their proper exercisc. And to that Cypris
of yours I say good riddance.

Hippolytus and his attendants exit into the palace.

Servant: But I—for the young when they think that way should not be
imitated—as is fitting for slaves to speak, (115) will pray to your statue,
mistress Cypris; and you should be forgiving. If someone because of his
youth has an intense spirit and speaks rashly about you, pretend not to hear
him; for gods ought to be wiser than mortals. (120)

The servant exits into the palace.

The chorus, fifteen women of Trozen, enter from one of the eisodoi,
presumably the same one used by Hippolytus and his attendants.

Chorus:

Strophe A ‘

There is a rock which drips water from Oceanus, they say, pouring forth from
its cliffs a flowing stream where pitchers are dipped. There a friend of mine
(125) was soaking purple robes in the stream’s water and laying them
down on the back of a hot, sun-struck rock; from there word of my mistress
first came to me: (130)

Antistrophe A )

that wasting away in bed with a sickness, she keeps herself within the house,
and delicale robes shadow her blond head; and I hear that this is the third
(135) day that she has kept her body pure of Demeter’s grain by starvation,
wishing because of a secret trouble to run ashore at the wreiched boundary
that is death. (140)
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Hippolytus
Strophe B

Arc you [renzicd, girl, posscssed by Pan or Hecate, or the holy Corybantes or
the mountain mother? Or arc you wasting away (145) becausce of offenses
against Dictynna of many animals, neglecting to make ritual offcrings?
For she roams also through the Mcre and over the sandbar in the wet
whirlpools of the brine. (150) )

Anltistrophe B

Or docs somcone in the housc cherish your husband the leader of the
Ercchihcids, noble-born, with a union hidden from your marriage bed? Or
has a scafarcr, (155) sctling out {rom Crete, sailed with a message for the
qucen into the harbor most welcoming to sailors, and she is bound 1o her
bed in gricl over her troubles? (160)

Epode

A bad wretched helplessness stemming from labor pangs and mindlessncss is
wont Lo dwell with women’s difficult tecmperament. Once this breeze
rushed through my womb; (165) and I called 1o the heavenly helper of

labor, ruler of arrows, Artemis, and causing me o be cnvicd, with the gods’
blcssing, she always comes.

The Nurse enters from the palace with Phaedra on a couich or bed carried by
altendants.

Chorus Leader: Look—hcre before the doors the old nurse (170) brings her

outside the house. And a hateful cloud grows upon ficr brows. My soul
desircs Lo learn what in the world it is—why the queen’s body is marred so
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Hippolytus

that her complexion has changed color, (175)

Nurse: O the ills and hateful diseases of mortals! What am I to do for you,
what not to do? Here is your daylight, here your bright air. Now the bed
where you lie sick is outside the house. (180) For your every word was to
come here, but soon you’ll rush back into the house. You’re quickly
frustrated and delight in nothing, and what’s at hand does not please you,
but what’s absent you- think dearer. (185) It’s better to be sick than to
care for the sick: the one is simple, but to the other attaches both mental
anguish and toil for the hands. All life is painful for mortals and there is
no cease from toils. (190)

But whatever else is dearer than life, darkness surrounds and hides it with
clouds. Indeed we clearly are madly in love with this, whatever this is that
shines on earth, because of inexperience of another life (195) and non-

revelation of the things beneath the earth; we are carried along vainly by
tales. .

Phaedra: Lift up my body, hold my head upright! My limbs are slack. Seize

my beautiful arms, attendants! (200) It’s heavy to wear a head-dress on
my head. Take it off, spread out my locks on my shoulders!

Nurse: Take heart, child, and don’t move your body so impatiently. You

will bear the disease more readily with (205) calm and a noble spirit. It is
necessary for mortals to toil.

Phaedra: Ah! How I wish I could draw a drink of pure water from a fresh

spring, and lic down beneath poplars (210) in a grassy meadow and take
my rest! )

A\
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Nurse. Child, what are you crying aloud? Don’( say these things before a
crowd, hurling words mounted on madness.

Phaedra: Take me to the mountains! I will go to the woods (215) and to
the pine trees, where the beast-slaying dogs run on the hecls of dappled deer.
Please, by the gods! I desire to shout to dogs and with a pointed weapon in
my hand hurl a Thessalian spear (220) past my yellow hair.

Nurse: Why in the world, child, are you distressed at heart in this way? Why
do you care about hunting? Why do you desire flowing spring water?
(225) There’s a hillside with water here, near the city walls, where you
could have a drink.

Phaedra: Artemis, mistress of the sca’s Mere and the hippodrome which
resounds with hoof beats, I wish that I could be on your plain (230)
breaking in Enetic foals! .

Nurse: Whalt now is this word you have hurled, out of your mind? You just
set out to go to the mountains in your desire for the hunt, but now in turn
you desire foals on the waveless sands. (235) These things warrant much
divination to tell who of the gods is jerking on your reins and knocking
you out of your wits, child.

Phaedra: Wreiched me, what in the world have 1 done? Where have 1
wandered from good thinking? (240) I was mad, I fell because of ruin

from a divinity. Alas, alas, miserable one! Dear Nurse, cover my head
again, for I am ashamed of what I have said. Cover me. Tears come from
my eyes. (245) And my look is turned to shame. For to have one’s
thinking made straight is painful, but madness is an evil. To die without
awareness is best. '

Nurse: I'm covering you; but when will death conceal (250) my body? A
long life has taught me many things: mortals should mix with one another
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in moderate friendships and not to the inmost marrow of the soul, (255)
and the mind’s affections should be able to be easily loosed—easy to push
aside and to draw tight. But for one person to labor over two, as I feel pain
for this one, is a difficult burden. (260) They say that exacting conduct in
life brings about falls more than delight and is more at war with health. So

I praise excessiveness less than “nothing in excess”; (265) and the wise
will agree with me.

Chorus Leader: Old woman, trusted nurse of the queen, I'see here the
wretched fortunes of Phaedra, but it is unclear to me what the sickness is; I
would like to learn and hear about it from you. (270)

Nurse: 1don’t know, despite my questions; for she doesn’t wish to tell.

Chorus Leader: Nor what the source of these pains is?

Nurse: You’ve come to the same point; for she's silent about all these
things.

Chorus Leader: How weak she is and how her body is wasted away!

Nurse: Of course, when it’s been three days since she has eaten. (275)

Chorus Leader: Because of some madness or trying to die?

Nurse: To die, you ask? This fasting will end her life.

Chorus Leader: What you say is remarkable, if her husband accepts this.

Nurse: She hides her pain and denies that she is sick.

Chorus Leader: But can’t he infer it by looking at her face? (280)

Nurse: No, he’s actually abroad, away from this land.

Chorus Leader: But aren’t you using force in trying to learn about her
sickness and the wandering of her wits? i

Nurse: I've gone to all lengths and yet have accomplished nothing. Even so
I will not now give up my zeal (285), so that you may be present and bear
witness to how I naturally am to a mistress in misfortune. Come now,
dear child, let’s both forget our earlier words, and you become more pleasant
in loosening your gloomy brow and path of thought, {290) and where I
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didn’t follow you well before, I'l1 give that up and move on to better words.
And il you have a sickness that can’t be spoken of, women are here to help
treat the disease. But if your misfortune can be divulged to men, (295)
speak, so that this thing can be mentioned to doctors.

So, why are you silent? You shouldn’t be silent, child, but cither refute
me, if I say something wrong, or agree with good advice. Say something,
look over here. Poor me! (300) Women, we labor at these toils in vain,
and we’re no closer than before. For then she was not softened by words
and she is not being persuaded now. But know this—and then be more
stubborn than the sea—if you die, you will betray your (305) children,
who will not have a share of their father’s house, no by the Amazon,

- mistress of horses, who gave birth to a master for your children, a bastard
who thinks himself legitimate, you know him well, Hippolytus . . .
Phaedra: Ohno!
Nurse: Does this touch you? (310)
Phaedra: You’ve destroyed me, dear nurse, and by the gods I beg you 1o be
silent about this man {rom now on.
Nurse: You see? You have your wits, but even though you do, you don’t
wish to help your children and save your life.
Phaedra: 1love my children; I am storm-tossed in another fortune. (315)
Nurse: Are your hands, child, pure of blood?
Phaedra: My hands are pure, but my mind has some pollution.
Nurse: This isn’t from harm conjured by one of your enemies, is i1?

* Phaedra: No, a dear one unwillingly destroys me unwilling.

Nurse: Thescus—has he commitied some fault against you? (320)

Phaedra: May I not be seen doing him harm.

Nurse: So what is this terrible thing that incites you to die?

Phaedra: Let me err; for I'm not erring against you.

Nurse: 1 will not, not willingly, but my failure will lie with you.

Phaedra: What are you doing? Are you using force, hanging upon my hand?
(325) '

Nurse: Yes, and your knecs, and I will never let go.

Phaedra: Bad, bad these things will be for you, wretched one, if you learn
them.

Nurse: Why, what could be worse for me than not to succeed with you?

Phaedra: You will die. The deed, however, brings me honor.

Nurse: And then you hide it, although I'm supplicating for your good?
(330)

‘Phaedra: Yes; I’'m trying to devise good from what’s disgraceful,

Nurse: Won’t you then appear more honorable if you speak?
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Phaedra: Go away, please by the gods, and let go of my right hand!

Nurse: 1 will not, since you’re not giving me the gift you ought.

Phaedra: 1 will give it, for I respect the reverence inspired by your
supplication. (335)

Nurse: T'll be silent now; from here the word is yours.

Phaedra: O wretched mother, what a passion you had!

Nurse: The one she had for the bull, child? Or what is this you’re saying?

Phaedra: And you, my poor sister, wife of Dionysus!

Nurse: Child, what’s wrong? Are you reviling your kin? (340)

Phaedra: And1 the third unfortunate one, how I’m dying!

Nurse: I'm alarmed. Where will this story end up?

Phaedra: From there, not recently, comes my misfortune.

Nurse: T’m no closer to knowing what I want to hear.

Phaedra: Ah! If only you could say for me what I must say! (345)

Nurse: 1am not a prophet who can know the unclear surely.

Phaedra: What is this thing which they call people being in love?

Nurse: 1t’s both most pleasant, child, and painful at the same time.

Phaedra: My experience would be the second one.

Nurse: What are you saying? You're in love, child? With what man? (350)

_ Phaedra: Whoever this one is, the Amazon’s . . . '

Nurse: You mean Hippolytus?
Phaedra: You hear this from yourself, not me.
Nurse: Oh no! What are you saying, child? How you’ve destroyed me!
- Women, this is unendurable, I will not endure living. I look upon a hateful
day, a hateful light. (355) I will hurl my body, throw it down, I will die
and be free of life. Farewell, I am no longer. For those who are virtuous
desire what's bad, against their will but still they do. Cypris then is no
god, but whatever else is greater than god, (360) who has destroyed
Phaedra here, and me and the house.

Chorus Leader: Did you note, ah!, did you hear, ah!, the wretched sufferings,
not to be heard, which the queen cried aloud? May 7 die, dear one, before I
arrive at your state of mind! Oh no! Alas, alas! (365) Oh wretched
woman because of these griefs! Oh the pains that hold mortals! You're
ruined, you’ve exposed bad things to the light. What awaits you this whole
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day? Something untoward for the house will be accomplished. (370) It is

no longer unclear where the fortune sent from Cypris ends, o wretched child
from Crete,

Phaedra: Women of Trozen, you who dwecll in this farthest forecourt of
Pelops’ land, alrcady at other times during night’s long expanse (375) I
have thought in general about the ruin of mortals’ lives. And they scem to
me to do worse not because of their natural judgment; for many are capable
of sensible thinking. No, it must be looked at like this: we know what's
good and we recognize it, (380) but we don’t toil to accomplish it, some
through laziness, others because they have given priority to some pleasure
other than the good. There are many pleasures in litc, long conversations
and leisure—a delight{ul evil—and respect; and there are two kinds, one not
bad, (385) the other a burden on the house. If wha is appropriate were
clear, there would not be two with the same letters. So since this is in fact
what I think, there is no drug by which I was going t~ weaken it and fall
into the opposite thinking. (390)

I will tell you my path of thought also. When passion wounded me, I
staried to consider how I might best bear it. So I began with this, to keep
quict about this disease and conceal it; for nothing can be trusted to the
tongue, which knows how (395) to admonish the thoughts of others, but
itself possesscs the most evils by its own doing. Secondly, I took care to
bear the folly well, subduing it with moderation. And third, when I
couldn’t manage (400) to master Cypris in these ways, it scemed 10 me
good to dic, the best of plans (no one will deny it). For may I ncither be
unnoticed when I do good things, nor havée many witnesses when I do
disgracelul oncs. Iknew that the deed and the sickness brought a bad name,
(405) and in addition to this I knew that I was a woman, an object of
hatred to all. May she perish most wrelchedly, whoever first began to
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disgrace her bed with other men! It was from noble households that this
evil began among women. (410) For whenever disgraceful things seem
fine to the noble, very much will they seem good to the base. And I hate
also women who are chaste in reputation but secretly have engaged in bad,
reckless acts. How in the world, Cypris, mistress from the sea, can they
(415) look their spouses in the eye and not shudder that the darkness, their
accomplice, and the timbers of the house might at some time speak.

This is the very thing that is killing me, dear ladies, so that I will never
be convicted of disgracing my husband (420), nor the children I gave birth
to. No, may they flourish and dwell in the famous city of Athens as free
men with free speech, with a good reputation in regard to their mother. For
this enslaves a man, even one who is boldhearted, whenever he is aware of
his mother’s or father’s wrongdoings. (425) This alone, they say,
contends with life, having a just and good mind. But time reveals the base
among mortals, whenever it happens to, placing before them a mirror, as
before a young maiden; may I never be séen in company with these. (430)

Chorus Leader: Ah! Ah! Everywhere moderation is a fine thing and harvests
a good reputation among mortals!

Nurse: Lady, your situation just now scared me terribly for a moment. But
now I realize that I was foolish; and among mortals (435) second thoughts
are somehow wiser. For what you’ve experienced is nothing extraordinary
or unaccountable: the anger of the goddess struck against you. You're in
love (what’s remarkable about that?) along with many mortals; and will
you then destroy your life on account of passion? (440) There is surely
then no advantage to those who desire others, and those who are going to do
s0, if they must die. For Cypris, when shé flows greatly, is something
that cannot be borne; she goes gently after the one who yields, but
whomever she finds thinking extravagant and proud thoughts, (445) she
takes him and you can’t imagine how she abuses him. Cypris goes
through the air and is in the swell of the sea, everything is born from her;
she is the one who sows and gives desire, from which all of us who live
upon the earth are born. (450)

87




Xo.

Tp.

Euripides

8col ptv olv ypagac Te TGOV TaAaiTEPLV
Exoucw avTol T' eiciv év polcaic c'x:i

fcact ptv Zevc doc mot' npdéchn yauwy
Cepéhne, fcact &' dc avipraceév ToTe

1 keAhpeyyic Képahov éc .BEO'!‘JC "EEoc
EpwToc olve™ GAN' Spwe £v oupavddl
vaiouct kot gedyoucty ékrodoov Beovc,
ctépyouct ¥, olua, ﬁupcpopat_ UIK(.:;_‘.'ME:JOI.

cU & ok &véEny; xpiiv ¢’ éml pnToic dpa
watépa puTevew i ‘m BecwéTaic Beoic
&Ahoicv, i i ToucBe ye cTépEeic vououc,
mrécouc Bokeic BN kapT' Exovrac eU PpEviV
vocoivd dpddvTac AEKTpa pi Boxﬁv’ép&u;
wécouc Bt Talcl waTépac r']ucxp'fr!Kocw
cuvekkopiCew Kumpw; év cogoict yap
168" el BunTddv, AavBavew T& pi m))&a.
oud' tkmoveiv Tor xphy Biov Alav BpoTouc:
oUBt cTéynv yap NI KaTTpegeic Souot
kahéde axpipdcaic v tc B THV TUXNY
mrecouc’ Seny cv, Tédc Gv tkvelcal Bokeic;
AN € T& mheid XpNeTa TGV KakdY EXElC,
&vBpeomoc olca, kapTa Y’ e mpageiac av.
GAN', & @ikn mai, Afjye HEV KaKGV QPEVAY,
Aii€ov &' UBpilouc’, ol yap &AAo T[AT']'IJ UPprc
148 tcti, kpeiccw Saipdvwv ETVCII‘BE}\EID,
Téhpa 8 Epdaca Bede EPoulnifn Tade

vocoUca & e TwC THY VOCOV KATACTPEPOU.

giclv 8" émeaidal kal Adyor BehkTiiplor
avncetal Tt Tijcde papuakov vécPu.

i Té&p' Gv owé y' &udpec EEevpolev Gv,

gl Wi yuvaikec pnxavac eUPrCOHEY.
Paidpa, Aéye ptv 1ide xpncm'cb-regr_x" )
mpdc THY Tapolcav Euupopav, aived Ot cé.
6 &' alvoc olitoc BuckepécTepoc Adywv
TV TicSe kal col pdAAov aAyiwv kAUew.
ToUT £c8' & BunTdov el wOAelc oikoupEvac
Sépovc T amdAAuc’, of kahoi Alav Adyor
ol y&p Ti Toic @ci TEpTVa XpT) Aéyew
GAN' € STtou Tic eUkAenc YEVHCETAL

i cepvopubeic; o Adywv eUcxnuoOvLY

Hippolytus

Now thosc who know the writings of the ancicnts and themsclves are
constantly cngaged in poctry know how Zcus oncc desired a union with
Scmele, and they know how beautiful-shining Eos once snatched Cephalus
up into thc company of the gods, (455) because of desire; but still they
dwell in heaven and do not flee out of the way of the gods, but they put up,
I think, with bcing conquered by misfortunc. And will you not bear it?
Then your father ought to have begotten you on sct conditions or under the
rulc of other gods, (460) il you will not put up with these laws.

460 How many indced do you think of thosc who arc very sensible, when
they see their marriage bed is sick, pretend not 10? And how many fathers
help their crrant sons to bear their passion? For this is held among the
wisc principles (465) of mortals: what isn’t good gocs unnoticed.
Surcly, mortals should not try too hard Lo perfect their lives; for nor would
465 you make 100 precise the roof with which a housc is covered. Since you’ve
fallen into as much misfortunc as you have, how du you think you could
swim out of it? (470) But if, being human, what yon have is more good
than bad, you’d be very well off,
470 Comc on, decar child, stop your bad thinking and stop acling
outragcously—for this is nothing other than outrage 10 wish to be mighticr
than the gods— (475) and cndurc your passion; a god has willed this. And
cven though you are sick, in some good way bring an cnd (0 your sickncss.
There arc incantations and bewitching words; some drug for this sickncss
475 will appcar. Certainly men would be late in discovering contrivances,
(480) il we womcn arc not going to discover them,
Chorus Leader: Phacdra, she spcaks morc helpfully for the present
circumstances, but it’s you I praisc. But this Praisc is harder 1o handlc than
her words and more painflul for you to hecar. (485)
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450 Phaedra: This is what destroys the well-governed citics aiid homes of mortals,
ovcrly finc words; [or onc should not at all spcak what’s plcasant to the car
but what will give good rcpute.

Nurse: Why this lofty spcech? It’s not relined words (490) you nced but the
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man. As quickly as possible we must understand things clearly, speaking
out about you frankly. For if your life were not in such circumstances and
you were in fact a chaste woman, I would never for the sake of your sexual
pleasure (495) be leading you on to this point; but, as it is, the contest is
a great one—to save your life, and this shouldn’t be begrudged.

Phaedra: You’ve spoken terrible things; won’t you shut your mouth and not
utter such disgraceful words again?

Nurse: Disgraceful, but these are better for you than the fine ones; (500) and
the deed is better, if it will save you, than the name, in which you will
exule and die.

Phaedra: Ah! Don’t, by the gods—for you speak well but disgracefully—go
beyond this, since my soul is well tilled by passion, aad if you speak finely
about what’s disgraceful (505) I will be consumed on that which I’'m now
fleeing.

Nurse: Fine, if this seems best to you . . . you ought nat to be erring, but if
in fact you are, obey me; the favor is second best. I have in the house love-
charms which are enchantments for passion, and it just occurred to me
(510) that they will stop you from this disease without disgrace and
without harming your mind, if you don’t become cowardly. But we need to
get some token of that one who’s desired, either a lock of hair or something
{rom his garments, and join together one delight from two. (515)

Phaedra: Is this remedy something rubbed on or drunk?

Nurse: 1don’t know; wish to profit, child, not to learn.

Phaedra: I’'m afraid that you’ll appear too clever for me.

Nurse: Know that you’d fear everything. What do you fcar?

Phaedra: Please don’t mention any of this to Theseus’ offspring. (520)

Nurse: Let it be, child. T’ll arrange these things well. Only may you,
mistress from the sea, Cypris, be my accomplice. The other things I have
in mind it will suffice to tell to friends within,

The Nurse exits into the palace.
Chorus:

Strophe A
Eros, Eros, you who drip desire (525) down into the eyes as you lead sweet
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delight to the souls of thosc you war against, never may you appear (o me
with harm nor come out of mcasurc. For ncither the shaft of firc nor of the

stars is supcrior (530) 1o that of Aphroditc which Eros, the son ol Zcus,
scnds forth from his hands.

Antistrophe A

In vain, in vain along the Alphcus (535) and in the Pythian home of
Phocbus the <land> of Hellas increascs its slaughter of oxen, but Eros, the
tyrant of men, the holder of the keys to Aphrodite’s dearest inner chambers,
wce do not vencrate, (540) although he destroys mor.als and sends them
through cvery misfortunc whenever he comes.

Strophe B

The [illy in Occhalia, (545) unyoked in marriage, with no man and no
wedding previously, Cypris yoked her away from Eurylus’ housc, likc a
running Naiad or a Bacchant, (550) with blood, with smoke, in a bloody

wedding, and gave her away in marriage to Alcmenc’s son. Oh wreiched in
your wedding!

Anltistrophe B

Holy wall (555) of Thebes, mouth of Dirce, you could confirm how Cypris
is when she comes. For giving the mother of twice-born Bacchus in
marriage (560) Lo a [laming thunderbolt she brought her to sleep in a
bloody doom. For terrible, she blows on all there is, and like a bee she
flits.

A
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Phaedra is standing near the palace door.

Phaedra: Silence, women! We are destroyed. (565)

Chorus Leader: What in the house terrifies you, Phacdra?

Phaedra: Hold on; let me learn fully the voice of those within.

Chorus Leader: T’'m silent. But this is an inauspicious prelude.

Phaedra: Woe is me! Ah! Wretched because of my sufferings. (570)

Chorus Leader: What specch are you crying aloud, what words are you
shouting? Tell me what report rushes over your mind and scares you, lady.

Phaedra: We’re ruined. Stand by these gates (575) and hear what sort of
clamor falls within the house.

Chorus Leader: You’re by the door, it’s your job to convey the talk within
the house. Tell me, tell me, what in the world is the ill that has come?
(580) :

Phaedra: The child of the horse-loving Amazon, Hippolytus, cries aloud,
reviling my attendant terribly.

Chorus Leader: 1 hear a voice, but I have nothing clcar. (585) Shout out
what sort of cry has come, come through the gates to you.

Phaedra: Look, now he clearly declares her “matchmaker of evils”, “betrayer
of your master’s bed”. (590)

Chorus Leader: Woe is mc for these ills! You are betrayed, my dear. What
can I devise for you? For what was hidden has becn revealed. You're
ruined—ah!, woe, woc!—betrayed by [riends. (595)

Phaedra: By speaking of my misfortunes she destroyed me, trying to cure this
disease, as a friend, but improperly.

Chorus Leader: What now? What will you do, you who have sulfered what
can’t be remedicd?

Phaedra: 1 don’t know, except one thing, to die as quickly as possible, the
only cure for my present miserics. (600)

Phaedra withdraws from the palace door, but does not exit.
Hippolytus enters from the palace, followed by the Nui s,

Hippolytus: O mother earth, and the sun-filled sky, whai unspeakable words I
heard uttered!

Nurse: Be quiet, child, before someone hears your cry!

Hippolytus: 1t’s not possible, when I've heard terrible things, to be silent.

Nurse: Yes, I beg you by this fair right arm of yours. (605)

Hippolytus: Don’t bring your hand near me, don’t touch my robcs!
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Nurse: Oh, I beg you by your knces, don’t destroy me!

Hippolyws: Why do you say that, if, as you say, you've spoken nothing
bud?

Nurse: That conversation was not for all.

Hippolytus: Surcly what’s good is better when spoken among many. (610)

Nurse: Child, don’t dishonor your oath!

Hippolytus: My 1onguc is sworn, my mind unsworn.

Nurse: Child, what will you do? Will you destroy your fricnds?

Hippolytus: 1 spil this out! No onc who’s unjust is a [ricnd of minc.

Nurse: Forgive; it is natural that humans crr, child. (6158:

Hippolytus:  Zeus, why did you scitle women in the sun’s light as
counterfeit, an cvil for human beings?  For if you wanied 1o propagate the
human race, you should have provided this not Irom women, but morlals
ought Lo place (620) bronze or iron or a weight of gold in your temples
and buy in cxchange offspring at a valuation. cach onc for s price, and
dwell in their homes free, with no females. [But, as it is, first of all, when
we darc about 1o lead an cvil into the housc, (625) we pay out the wealth of
the house. |

And it’s clear that a woman is a great evil from this:  a father who has
begoticn and reared her, gives in addition a dowry, and sends her out of the
housc so he can be rid of the cvil. And the one who in wrn kes this
ruinous creature into his house (630) rcjoices when he adds a pretty
ornamenl Lo the worst statue and Loils, wretch, 1o deck her out with robes as
he drains the prosperity of the house. [This must happen:  he marrics well
and cnjoying his in-laws keeps for himself a bitter marriage bed (635) or
getting a good marriage and harmful in-laws he suppresses the misfortune
with the good.] I1’s casicst for him who has a nothing; but a woman sct up
in silliness in the house is harmful. And I hate a cicver woman; not in my
housc (640) may there be onc with more thoughts than a woman should
have. For Cypris cngenders wickedness more tn Lthe clever ones: the
clucless woman is deprived of [oolish  wantonness by her slight
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intelligence. A servant should not go inside to a woman, (645) but onc
should settle voiceless savage beasts to dwell with them, so that they can
neither address anyone nor hear from them any word in tum. But, as things
are, they devise evil (650) plans within, and servants carry them outside.

So you too, evil one, you came to traffic with me about my father’s
undefiled marriage bed; these things I will wash away with flowing river
water, splashing it against my cars. fow could I be base, who even
hearing such things don’t think I'm pure? (655) But know well, woman,
my piety saves you: if I hadn’t been caught off guard by taking oaths to
the gods, I would never have kept from declaring this to my father. But, as
things are, I will go away [rom the house so long as Thescus is out of the
country, and I will keep my mouth silent. (660)

But I'll return when my father does and I will watch how you look at
him, you and that mistress of yours. [I will know that I have tasted your
daring.] May you perish! I will never have my fill of hating women, not
even if someone says that I’'m always saying this. (665) For truly they
too are,always somchow evil. Either then let somcone teach them to be
chaste, or let me always trample on them.

Hippolytus exits down the eisodos by which he first entcred

Phaedra: Oh wretched, ill-fated destinics of women! Whal device or word do

we have .now, (670) since we’ve been tripped up, (o loose the knot of
words? We’ve met with retribution. Oh carth and light! Wherever will I
escape this fortunc? How, friends, will I hide my pain? What god could
appear as a helper, what mortal (675) as ally or accomplice in unjust
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deeds? For my trouble gocs across the boundary of life. a diflicult crossing.
I am the most ill-fated of women.,

Chorus Leader: Alas, alas, iUs all over, and your servant’s schemes. (680)
lady, have failed; things go badly.

Phaedra: O mostevil onc and destroyer of Iriends. what you've done to me!
May Zcus my ancestor destroy you by the roots, striking you with firc.
Didn’t I tell you—didn’t I anticipate your mind?—(685) 1o he silent about
the things over which I now am disgraced? But you didn't control yoursclf;
s0 no longer will 1 dic with a good reputation. Ah, 1 need new words:  for
this man, his mind whetted by anger, will denounce me to his tather for
your crrors, (690) will tell aged Piuheus the sitwation, and will (il the
catire land with the most disgraceful words. May you perish, you and
whoever is cager to help unwilling friends improperly!

Nurse: Mistress, you can fault what T did wrong, (695) for this biting pain
conguers your judgment. But I 100 can speak 10 this, if you’ll accept it. 1
reared you and am devoted to you; in sccking remedies for your discase |
found not what I wished. Butif I had fared well, indeed I'd be held among
the wise. (700) For we get a reputation {or intelligence in proportion 1o
our fortunc,

Phaedra: What?! Is this just and satisfactory for me, that you wound me and
then give way in worcs?

Nurse: We're talking too much. T wasn’t moderate.  But it’s possible. child,
10 be saved cven from this. (705)

Phaedra: - Stop lalking.  You didn’t give me good advice before and you
atiempted bad things. But go, oul of th¢’ way, and take thought for
yoursell; I will arrange my own things well.

The Nurse exits into the palace.

But you, noblc-born children of Trozen, grant me this much at my request:
(710) conccal in silence what you have heard here.

Chorus Leader: T swcar by proud Artemis, daughter of Zeus, that T will never
reveal any of your ills to light,
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Phaedra: Well spoken—thank you. I will tell you onc thing further: (715)
I have a remedy for this misfortunc so that I ean hand over a life of fair
repute to my children and myself profit considering how things have fallen
out. For I will never disgrace my Cretan home, nor will I come before
Theseus’ face (720) with disgraceful deeds done, for the sake of one life.

Chorus Leader: What incurable ill are you about 10 do?

Phaedra: To dic; but how, this I will plan,

Chorus Leader: Spcak no words of bad omen.

Phaedra: And you, give me no bad advice. In being rid
of my life on this day, (725) I will delight Cypris, the very onc who
destroys me. I will be worsted by a bitter passion. But in death I will be a
bane for the other, so that he may lcarn not to be haughty at my ills; and

sharing this discase (730) in common with mc he will lcarn to be
modcrate.

Phaedra exits into the palace.

Chorus:
Strophe A

May I be within the hidden recesses of the stecp mountain; there may a god

make me a winged bird among the flying flocks! And may I fly high over
the sea waves (735) of the Adrian coast and the water of the Eridanus,
where the unhappy girls drip amber-gleaming tcars into the dark-colored
swell (740) in lamcntation over Phacthon!

ya

lord of the sea’s dark-colored merc no longer provides a path for sailors,
(745) ordaining a holy boundary of heaven, which Atlas holds, and the
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ambrosial springs (low past where Zeus lay, where very holy carth, the
giver of prosperity, (750) increascs blessedness for the gods!

Strophe B

O white-winged Cretan ship, you who conveyed my mistress from her
prospcrous home through the roaring sca waves of the deep, (755) a
delight that proved most ruinous for the marriage. For indeed there were
evil omens at both ends of her journcy—both when she (lew from the land
of Crete to glorious Athens and when they tied (760) the woven rope-cnds
lo the shores of Munichus and stepped onto the mainland.

Antistrophe B

Because of this her wits were crushed by a terrible discase (765) of impious
passion [rom Aphrodite; and foundering under this hard misfortunc she will
attach from the beams of the bridal chamber a suspended noose, [itting it
around her white neck, (770) since she fecls shame at her hatefut fortunc,

choosing instcad a repute of good fame and ridding her mind of its painful
passion. (775)

Nurse (Within) Oh! Oh! Evcrybody around the palace. come and help! Our
mistress, the wile of Thescus, is hanging.

Chorus Leader: Alas, alas! It’s all over. The qucen is no more, hanging in a
suspcended noose.

Nurse (Within): Won’t you hurry? Won’t somcone bring a two-cdged (780)
blade so we can loosc this knot around her neck?

Chorus Leader: Fricnds, what should we do? Do you think we should cnter
the house and [ree the queen from the tightly drawn noosc?

Another Chorus Member: What?! Arcn’t young scrvants at hand? Mcddling
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doesn’t bring safety in life. (785)
Nurse (Within): Stretch out the wretched corpse and make it straight; this
was a bitter tending of the home for my master.

Chorus Leader: She’s dead, the unhappy woman, from what I hear: they’re
already stretching her out as a corpse.

Theseus enters from one of the eisodoi.

Theseus: Women, do you know what in the world is the shouting ~of the
servants (790) ringing deeply~ in the house that has reached me? For the
house doesn’t see fit to open its doors and give me a friendly greeting upon
my return from the oracle. It can’t be that something bad has happened to
old Pittheus, can it? His life is already advanced, but still even so (795)
his departure from this house would be painful.

Chorus Leader: Your misfortune doesn’t concern the old, Theseus: the death
of the young pains you.

Theseus: Ohno! It’s not my children’s life that is plundered, is it?

Chorus Leader: They’re alive, but their mother is dead, the most painful
thing possible for you. (800)

Theseus: What are you saying? My wife is dead? By what fortune?

Chorus Leader: She fixed a suspended noose to hang herself.

Theseus: Chilled by grief or from what misfortune?

Chorus Leader: 'We know only so much; for I too just arrived at the house,
Theseus, to mourn your troubles. (805)

Theseus: Ah! Why am I wreathed with these plaited leaves on my head,
since my visit to the oracle brought me misfortune? Open the doors of the
gate, servants, unloose their fastenings, so I may see the bitter sight of my
wife, who in dying has destroycd me. (810)

As the chorus sing, the ekkyklema is wheeled out with Phaedra’s corpse.

Chorus: Oh, oh wretched one because of your miserable ills! You suffered,
you did so much that you’ve confounded the house. Ah for your reckless
daring, dying violently and by an unholy misfortune in the wrestling match

with your own miserable hand! (815) Who, wretched one, consigns your
life to darkness?
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Hippolytus

Theseus: Woe [or my pains! I, wretched me, have suflered the greatest of my
ills. O fortune, how heavily you’ve come upon me and the house, an
unperceived stain from some malignant spirit—no, the destruction that
makes my lifc unlivable! (820) O wreich, I sce a sca of ills so great that I
will never swim back out of it or pass through the wave of this misforiunc.
With what word, wife, with which onc shall I, wrciched me, correctly
address your heavy-fated fortunc? For like a bird you arc vanished from my
hands, rushing {rom mc with a swilt lcap to Hades. Ah, ah, miscrable,
miscrable arc these suffcrings! (830) From somewhere long ago I am

recovering a bad fortune sent by the divinitics because of the faults of some
ancestor.

Chorus Leader: Not to you alonc have these ills come, lord, but along with
many others you have lost your cherished wife. (835)

Theseus: Bencath the carth, beneath the carth, I want to dic and move to the
gloom there and dwell in darkness, oh wretched me, since I am bereft of
your dcarcst companionship. For you destroycd more than you perished.
From where did this dcadly fortunc (840) come, wrelched wile, to your
hecart? Could somcone say what happencd, or is it ir vain that the royal
housc holds a throng of my scrvants? Woc is me, <wrctched> because of
you, <woc,> what a pain I have scen for the house, (845), uncendurable,
unspcakable! Oh, I'm destroycd. The house is empty, and the children arc
orphancd. <Ah, ah!> You left, you Icft us, o dear and best of women, of
howcver many the light of the sun and night’s starry-faced brightness
(850) scc. ’
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Hippolytus

Chorus: O wretched Theseus, how much ill this house holds; my eyes are

wet with floods of tears at your fortune. But I’ve been shuddering (or some
time at the calamity to come. (855)

Theseus: Ah, ah! What in the world is this tablet hanging from her dear
hand? Does it wish to declare something new? What—did the unhappy one
write me a letter about our marriage bed and children, asking for something?
Take heart, wretched one: Theseus’ bed and house, there is no woman

-(860) who will come into these. Look, here the impression of the gold-
wrought scal of the dead woman seeks my attention. Come, let me unwind
the strings of the seal and see what this tablet wishes to say 1o me. (865)

Chorus Leader: Alas, alas, a god brings in this further, new ill in succession.
~In light of what has happened, what terrible thing could there be to meet
with?~ For ruined, no longer living, I say—alas, alas!-—is the house of my
masters. (870) [O spirit, if it’s somehow possible, don’t overturn the
house, but listen to my prayer; for from something I see, like a prophet, a

bird of bad omen.]

Theseus: Oh woe! What an ill upon ill this is, another one, unendurable,
unspeakable! Oh wretched me! (875)

Chorus Leader: What is it? Tell me, if I may be told at all.

Theseus: The tablet cries out, cries out insufferable things. Where can I
escape the weight of ills? For I’'m gone, ruined, since I’ve seen, wretched
me, such, such a song giving voice in writing. (880)

Chorus Leader: Ah! You are revealing a word that is the leader of ills.

Theseus: 1 will no longer keep within the gates of my mouth this destructive
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Hippolytus

evil, hard to express. O cily! Hippolytus darcd to touch my marriage bed
(885) by force, showing no honor for the revered eye of Zcus. Well, father
Poseidon, you once promised me three curses; with onc of tliese make an
end of my son, and may he not escape this day, if the curscs you gave me
arc sure. (890)

Chorus Leader: Lord, by the gods, take this back and undo this prayer; for
you will recognize later that you crred. Listen to me.

Theseus: Impossible. And in addition I will drive him [rom this land, and he
will be stricken by one of two fates: either Poscidon, revering my curses,
will send him (895) dcad into the house of Hades, or exiled from this
country he will wander over a forcign land and drag out a painful life.

Chorus Leader: Look, here your son himself is at hand, at just the right

moment, Hippolytus. Relax your evil anger, lord (900) Thescus, and plan
what’s best for your house.

Hippolytus enters with some attendants by the same ¢isodos by which he
departed,

Hippolytus: 1 hcard your shout, father, and came quickly. And yct I don’t
know the maticr you’re groaning over; but I'd like to hear it from you. Ah!
What’s this? Your wilc, father, I scc that she is (905) dcad. This is most
remarkable: she whom I just lcft, she was looking at this light not long
ago. What has happened 1o her? How did she perish? Father, I wish (o
leam from you. (910) You’re silent. But there is no place for silence in
troubles. . [For the heart desiring to hear everything even in troubles is
convicted of being greedy.] It is not just, father, for you to conceal your
misfortuncs from your friends and those cven more than friends. (915)

Theseus: O mankind, so oftcn wrong and uscless, why do you leach
countless skills and devisc and discover everything, but onc thing you do
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Hippolytus

not know nor have you yet tracked down—to teach good sense to those who
have no wits? (920)

Hippolytus: You’re talking about a clever man who can compel those who
don’t have good sense to have it. But, since you’re being subtle at an
inappropriate moment, I fear that your specch goes Loo far because of your
troubles.

Theseus: Alas, morials ought to have established a sure sign of friends *
(925) and a mecans of distinguishing thcir minds, to tell who is a true
friend and who isn’t, and all men ought to have two voices, one just, the
other how it happened 1o be, so that the one thinking unjust things could
be refuted (930) by the just one, and we would not be deceived.

Hippolytus: What?! Has some [riend slandered me to you, and am I afflicted
with this sickness, when I am not at all responsible? I'm alarmed: your
words, going astray, beyond sense, alarm me. (935)

Theseus: Alas, mortal mind!—where will it end up? What limit will there
be to its daring and over-boldness? For if generation after generation it will
inflate, and the ncxt one will surpass in wickedness the onc that went
before, the gods will have to attach another land (940) to carth to contain
those who are inherently unjust and evil. Look at this man, who, though
born from me, disgraced my marriage bed and is convicted clearly by this
dead woman of being most evil. (945)

But, since I've come into pollution, show your face here, before your
father. You consort with the gods as a supcrior man? You are virtuous and
pure of evils? I couldn’t be persuaded by your boasts (950) so that I think
badly and attribute ignorance to the gods. Now pride yourself and through
your vegetarian diet be a huckster with your food, and having Orpheus as
lord play the bacchant, honoring many vaporous writings—for you’re
caught. I proclaim to everyone (955) 1o flee from such men as these; for
they hunt you down with their solemn words, while they devise disgracelul
decds.

This woman is dcad; do you think that this will save you? In this most
of all you are convicted, oh you most evil one: for what sort of oaths,
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Hippolytus

what arguments could be (960) stronger than this woman here, so that you
cscape the charge? Will you say that she hated you, and, of course, that the
bastard is naturally at war with the legitimate? You’re saying that she is a
bad merchant of her life, if she destroyed what’s dearest because of her
cnmity towards you. (965) Or will you say that scxual folly is not
inherent in men, but in women? I know that young men arc no less likely
Lo fall than women, whenever Cypris stirs up a young mind; and the fact
that they’re male helps them. (970)

Now then—why do I contend like this with your arguments when the
corpsc before us is the surest witness? Get out of this land as an cxile as
quickly as possible, and don’t go to god-built Athens nor the boundarics of
the land my spear holds sway over. (975) For if after suffering these
things I am to be worsted by you, Isthmian Sinis will never bear witness
that T killed him but that I boast in vain, and the Scironian rocks, bordering
on the sca, will deny that T am scvere 10 the wicked. (980)

Chorus Leader: T don’t know how I could say that any mortal is fortunatce; for
what was highest is tumed upside down,.

Hippolytus: Father, the fierceness and intensity of yow mind is terrible; this
matler, however, though it has finc words, if somcoiiz should unfold it, is
not finc. (985) I am unaccomplished at giving speeches belore a crowd,
but morc skilled before a few of my peers; and this (0o is natural: for thosc
who are inadequate in the presence of the wise are more cloquent at speaking
belore a crowd. But nevertheless it is necessary, since this disaster has
come, (990) for me Lo spcak.

And I will first begin my spcech where you first tricd to calch me,
sceking Lo demolish me with no chance to reply. You see this light and
carth; in these there is no man—cven if you should deny it—morc
inhcrently virtuous than me. (995) For I know [lirst of all how 1o revere
the gods and Lo associate with (ricnds who do not attempt wrong bul who
would be ashamed cither to give evil commands Lo their {riends or to repay
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Hippolytus

disgraceful deeds in kind; I am not someone who taughs at his companions,
father, (1000) but the same to them when they’re away as when nearby.
And by one thing I am untouched, the thing by which you now think you
have me: to this very moment my body is pure of sex. I don’t know this
deed except by hearing of it in stories and seeing it in pictures; for I am not
eager (1005) even to look at these things, since I have a virgin soul.

Suppose my chastity does not persuade you; let it go. You must show
in what way I was corrupted. Was it that her body was more beautiful than
that of all women? Or did I expect, upon taking (1010) an heiress as
wife, that I would dwell as lord in your house? I was a fool then, no,
completely out of my mind. Or will you say that rule is sweet? For those
who are sensible ~not at all, unless~ it has destroyed the mind of those
mortals who like monarchy. (1015) But I would like to be first at
victories in the Hellenic games, but in the city second, prospering always
with the best as friends. For this has political power, and the absence of
danger gives a delight greater than rule. (1020) !

One of my arguments hasn’t been spoken, you have the rest: if I had a
wilness to my true character and I were being tried while this woman looked
at the light, you would have seen who was base by examining them with
the facts. But, as things stand, by Zeus of oaths and by the plain of earth, I
swear (1025) to you that I never touched your marriage, never would have
wished to, never would have conceived the idea. Indecd may I then perish
with no glory, no name [cityless, homeless, an exile wandering over the
land], and may neither sea nor earth receive my flesh (1030) when I'm
dead, if I am by nature an evil man. What it was she feared that she
destroyed her life, I don't know, for it’s not fight for mc to say more. She
who was unable to be virtuous acted virtuously, but [ who was able to be
so did not make good use of it. (1035)

Chorus Leader: You’ve spoken an adequate rcbuttal of the charge in offering
oaths to the gods, no small pledge.
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Hippolytus

Theseus: Isn’t this man by naturc an cnchanter and sorcerer, who is conlident
that he will master my spirit with his casy disposition, when he’s
dishonored the one who begot him? (1040)

Hippolytus: 1 marvel very much at the same in you o, father; for il you
were my son and I your father, I would surcly have killed you and would
nol be punishing you with exile, if you dared o touch my wife.

Theseus: How like you is what you’ve said! You will not dic in this way,
(1045) according to this law you sct up for yoursel(; for a quick death is
casicst for an unfortunate man. No, an cxile from your fatherland, you will
wander over a [oreign land and drag out a painful lifc. [For these are the
wages [or an impious man.] (1050)

Hippolytus: Oh no! What arc you doing? You won’t cven wail [or time 1o
inform against me, but will drive me¢ from the land?

Theseus: Ycs, beyond Pontus and the territories of Atlas, if T somchow
could, so much do I hatc you. :

Hippolytus: Without cxamining oath or pledge or the words (1055) of
prophets, will you throw me out of the land without a trial?

Theseus: This tablet, without rcceiving any mantic lot, accuses you
persuasively; and I say good riddance 1o the birds flying overhecad.

Hippolytus: O gods, why then do I not loose my mouti, {1060) since I am
destroycd by you, whom I am revering? No, I will not; T would not in any
way persuade those whom I must, and I would violzi~ in vain the oaths
which I sworc.

Theseus: Ah, how your picty will kill me! Get out of your fatherland as
quickly as possible. (1065) .

Hippolytus: Where then will I turn, wretched me? What gucst-fricnd’s house
will I go to, exiled on such a charge?

Theseus: Whoever enjoys bringing in as gucsts those who corrupt their
wives and who do wrong while helping (o guard their houses.

Hippolytus: Ah! To the heart; this is near tcars, (1070) if I appear cvil and
sccm so Lo you.

Theseus: Then you should have wailed and Icarncd beforchand, when you
darcd to act outragcously against your father’s wilc.

Hippolytus: O house, I wish you could utler a voice for me and bear witness
whether I am by nature an cvil man! (1075)
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antisrophas mulicrum choro trib. Verrall:
vide Bond, Hermathena 129 (1980) 59-63

Hippolytus

Theseus: Cleverly you flee to voiceless witnesses; but the deed, without
speaking, reveals that you are evil.

Hippolytus: Alas! 1 wish that I could stand opposite and look at myself, so
that I could cry over how badly I suffer.

Theseus: Much more have you practiced revering yourself (1080) than
showing piety towards your parent, as a just man should.

Hippolytus:. O wretched mother! O bitter birth! May none of my friends
ever be a bastard! '

Theseus: Take him away, slaves. Haven’t you heard me for some time
declaring his exile? (1085)

Hippolytus: Any one of them who touches me will regret it. But you
yourself, if that’s your desire, thrust me from the land.

Theseus: Tll do this, if you don’t obey my words; for no pity for your exile
comes upon me,

Hippolytus: 1t is fixed, so it seems. Oh wretched me, (1090) since I know
these things, but I don’t know how to reveal them! O daughter of Leto,
dearest to me of the divinities, partner, fcllow hunter, I will be exiled from
glorious Athens. So farewell to the city and land of Erectheus! O plain of
Trozen, (1095) you have so much happiness to be young in, farewell!
Looking at you for the last time I address you. Come, my young
companions of this land, speak to me and escort me from this country,

since you will never see another man (1100) more virtuous, even if this
doesn’t seem so to my father.

Hippolytus exits down the eisodos opposite the one by which he entered.
Theseus exits into the palace, and then the ekkyklema is wheeled in.

Chorus: <

Strophe A

Greatly does the gods’ concern, when it comes to my mind, relieve my
distress; and although one conceals his understanding in hope, (1105) he
falls short of it when looking among the fortunes and deeds of mortals. For

things come and go from here and there, and the life of men changes,
always wandering. (1110) :

Antistrophe A

Would that destiny from the gods would grant me this in answer to my
prayers—fortune with prosperity and a heart untouched by pains; and may
my views be neither exacting (1115) nor in turn counterfeit, but, changing

my adaptable ways for the next day always, may I share in a life of good
fortune.
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Hippolytus
Strophe B

For no longer do I have a clear mind, (1120) and what I see is contrary to
my hope, since we saw, we saw the brightest star of the Greck land rushing
to another land becausc of his father’s anger. (1125) O sands of the city’s
shore, 0 mountain thicket where he used to kill beasts with swilt-footed
dogs in the company of holy Dictynna! (1130)

Antistrophe B

No longer will you mount the yoked team of Enetic foals, holding the course
around the Mecre as you exercise your horses; and vour sleepless music
beneath the strings® frame (1135) will cease throughout your father’s
house; and the resting places of Leto’s daughter will be ungarlanded in the

deep verdure; and by your exile maidens have lost the bridal (1140) contest
for your bed. '

Epode

But I will endure a luckless lot in tears at your misfortune. O wreiched
mother, you gave birth in vain! Alas, (1145) I am furious at the gods.
Oh, oh! Yoked Graces, why do you send this wretched man, not at all

responsible for his ruin, out of his fatherland, away from this house?
(1150)
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Hippolytus

A companion of llippolytus enters, by the same eisodos by which Hippolytus
and his attendants departed.

Chorus Leader: Look, 1 scc here a companion of Hippolytus with a gloomy
look, hastening quickly to the house.

Messenger: Wherc could I go, women, Lo find the ruler of this land, Thescus?
If you know, tcll me; is he inside this housc? (1155)

Theseus enters from the palace.

Chorus Leader: Here he is, coming outside the house.

Messenger: Thescus, I carry a report worthy of your concern and of the
citizens’, both those who dwell in the city of Athens and those within the
boundarics of the Trozcnian land.

Theseus: What is it? It can’t be that some upsctting misfortunc (1160) has
belallen the two neighboring citics, can it?

Messenger: Hippolytus is no more, ncarly so; yet, though precariously
balanced in the scales, he sces the light.

Theseus: Al whose hands? It can’t be that somcone whose wile he disgraced
forcibly, as he did his lather’s, got angry at him, can it? (1165)

Messenger: His own tcam of horses destroyed him, and the curses [rom your
mouth, which you prayed to your father, the lord of the sca, against your
son.

Theseus: O gods and Poscidon, how you truly arc my father after all, since
you’ve listened to my curses! (1170) /low did he perish? Tell me, in
what way did the club of Justicc strike him after he disgraced me?

Messenger: We were ncar the wave-bealen shore, grooming the horses’ coats
with currycombs, in tcars; for a messenger had come telling us that
Hippolytus could no longer dwell in this land (1175), since he had been
banished by you to a wreiched exile. And he came (o us at the shore with
the same strain of (cars, and a countless asscmbly of friends <and> age-
mates was walking along behind him. (1180) And finally he ccascd from
his groans and said: “Why do I carry on this way in my gricf? My father’s
words must be obeyed. Harness the yoke-bearing horses o the chariot,
servants, for this is no longer my city.”

And then from that point cvery man hurricd, (1185) and (aster than onc
could say it, we had sct the readied horses right by our master. And he
scizes the reins from the rail with his hands, fitting his fect right into the
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footstalls. And first he opencd his palms upwards and said to the gods,
(1190) “Zcus, may I be no more, if I am by nature av cvil man; and may
my [lather perceive how he dishonors me, cither when [ ain dead or while 1
still sce the lighl.” And at that moment, taking the gosd into his hands he
began to lay it upon the horses all at the same wme; (1195) and we
attendants were following our master below the chariot near the bridle,
along the road that gocs straight to Argos and Epidaurus.

And when we were coming into the desolate territory, there is a headland
beyond this land, lying towards what is by then the Saronic Gulf. (1200)
From there an ccho from the carth, like Zcus’ thunder, lct forth a deep roar,
hair-raising to hear; the horscs stood their heads and cars straight towards
the heavens, and there was a lively fear among us about where in the world
the voice came from, And looking towards the (1205) sca-loud coast we
saw a supcrnatural wave fixed towards the hcavens, so that my cyc was
robbed of sceing the coast of Sciron, and it was covering the Isthmus and
the rock of Asclepius. And then both swollen and foaming much (1210)
froth around it, with a blast of the sca it advances toward the shore where
the four-horse chariot was. And along with its very swell and triplc crest
the wave spewed forth a bull, a savage monster; and e whole land was
filled with its voicc (1215) and was giving a hair-raising roar in reply, and
the sight of it appearcd to us who were looking on ¢.csiter than we could
look at.

And at once a terrible panic falls upon the horses: wnd my master, very
familiar with the ways of horses, snalched the reins in his hands (1220)
and he pulls them, the way a sailor docs an oar, lcaning his body backwards
on the reins. But biting on the firc-forged bits with their jaws, they carry
him against his will, hcedful of ncither the helmsman’s hand nor the
harness nor the well-made chariot. (1225) And whcncver, holding the
tiller, he steered their course toward the soft ground, the bull would appear
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in front to turn them back, driving the four-horse tcam mad with fear; and
whenever with their minds maddcned they rushed towards the rocks (1230)
it would follow ncarby in silence alongside the rail until it finally tripped
up and overturncd the chariot, smashing the rim of its wheel against the
rock. Everything was mixed together: the wheels’ hubs and (he axlcs’ pins
“were lcaping up, (1235) and the wretch himself, bound up in the reins’
inextricable bond, is being dragged, smashing his own head against the
rocks and shattering his flesh, and shouting out in a way that was terrible to
hear: *Stop, you who were rcared in my stables, (1240) don’t wipc me
out! Oh my father’s wretched curse! Who wishes to come and save the
best of men?” And many of us who wished to do so were left behind with
our slower pace. And, freed (rom the bonds, the cut leather reins—I don’t
know how—(1245) he falls still breathing a little lile; and the horses and
the disastrous monstrous bull disappcarcd—I don’t know where in the
.rugged land.

I’m only a slave in your house, lord, but I will never be able o do this,
(1250) to belicve that your son is evil, not even if the entire race of
women should be hanged and somcone should fill the pine forest on Ida
with wriling; for I know that hc is good.

Chorus Leader: Ah, a misfortunc of new ills is accomplished, (1255) and
there is no escape [rom destiny and necessily.

Theseus: Because of my hatred of the man who has suffcred this I took
delight in these words; but now with a sense of shame before the gods and
him, because he is my son, I ncither take dclight in these ills nor am I
distressed at them. (1260) )

Messenger: What now? Bring him here, or’ what should we do with the
wretched one to salisfy your will? Think about il; but if you take my
counsel, you will not be savage towards your son in his misfortune.

Theseus: Bring him here, so that seeing him before my eyes (1265) I can
refute with arguments and the misfortunes from the gods the onc who
denied that he defiled my bed. ’

Hippolytus' companion exits down the eisodos by which he entered.

Chorus: You lead captive the unbending mind of gods and of mortals,
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Cypris, and along with you the one with many-colored wings, encompass-
ing them (1270) with his very swilt wing; Eros flics over the earth and
over the sweet-cchoing briny sea, and he bewitches anyone whose maddencd
hcart he rushes against, winged and gold-shining (1275)—the young of the
mountains and those of the sea, and whatever the earth nourishes and the
blazing sun looks upon, and men; (1280) over all of these, Cypris, you
alone hold sway in royal powecr.

Artemis enters on high.

Artemis: You, the noble-born son of Acgcus, I command you to listen: 1,
the daughter of Leto, Artemis, address you. (1285) Why, wretched
Theseus, do you take delight in these things, killing your son impiously,
persuaded of unclear things by your wile’s lying words? But it was a clcar
ruin you got. Why then do you not in your disgracce (1290) hide yourself
in Tartarus, or changing to a winged life above lifi your foot out of this

pain? For there is no sharc of life for you to have among good mecn.
(1295)

Listen, Theseus, to the staic of your ills. And yct I'll accomplish nothing,
except to pain you. But I came for this, to reveal your son’s mind as just,
so that he may dic with a good reputation, and your wifc’s frenzied lust or,
in a way, (1300) nobility. For stung by the goads of the goddess most
hateful to us who take dclight in virginity, she fell in love with your son;

v
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and trying to overcome Cypris with her rcason she was destroyed, against
her will, by the contrivances of her Nurse, (1305) who, after she gets his
oath, reveals the sickness (o your son. And he, as was in fact just, did not
go along with these words, nor in turn, since he is by birth pious, when he
was abused by you did he retract the pledge of his oath. And she, fcaring
that she would be found out, (1310) wrote lying lcuiers and destroyed your
son by her tricks, but slill she persuaded you.

Theseus: Ah!

Artemis: Docs this story sting you, Thescus? But be still, so that hearing
what happened next you may groan more. Do you know that you had three
surc cursces from your father? (1315) You took onc of these, 0 you most
cvil one, 1o usc against your son, when it was possible 1o usc it against an
cncmy. Now your [ather from the sca, being well disposed towards you,
gave only what he had 1o, since he had agreed; but you appcar evil in both
his cycs and mine, (1320) you who waited for ncither prool nor the voice
of prophets, didn’t bring things to the test, didn’t allow long time (o
inquirc; but sooner than you should have, you hurled curses against your
son and killed him.

Theseus: Mistress, may I perish!
Artemis: You did terrible things, but cven so (1325) it is still possible for

you to oblain forgivencss even of these; for Cypris wanted these things to
happen, sating her desirc. And thus the custom holds for the gods: no onc
is willing 10 opposc the desire of the one who wants somcthing, but we
always stand aloof. (1330) For—know this well—if I hadn’t [cared Zcus I
would never have come to this degree of disgrace, to allow the dcarest 1o me
of all mortals to dic. ‘

But first of all your not knowing frces your crror [rom wickedness;
(1335) and then your wife in dying did away with the refutation of her
words, so that she persuaded your mind. These cvils then have burst upon
you espccially, and it is painful for mc too; for the zods do not cnjoy it
when the pious dic, but the basc (1340) we destroy along with their
children and houscs.

Hippolytus enters supported by attendants, by the same eisodos by which he

left.

Chorus Leader: Look, here is the wreiched onc approaching, his youthful
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flesh and blond head mangled. Oh pain for the house, what a double gricf
has been accomplished for the house, (1345) scizing it by the gods’ will!

Hippolytus: Ah, ah! T am wrctched! I've been mangied by unjust divine
pronouncements from an unjust father. I am ruined, wretched me, woe is
me! (1350) Pains shoot through my head, and a spasm throbs in my
brain. Stop, let me rest my worn-out body. Ah, ah! O hateful tcam of
horses, nourished (1355) at my hand, you’ve destroyed me, you’ve killed
me. Alas, alas! By the gods, gently, servants, hold on to my wounded
flesh with your hands. Who stands by my side on the right? (1360) Lift
me properly, move me carcfully, ill-starred and accursed becausé of my
father’s errors. Zcus, Zeus, do you scc this? Here I am, the reverent and
god-revering, here I am, the one who surpassed cveryone in virtue, (1365)
I’'m walking into a dcath clear before my eyes, having utterly lost my life
and in vain toiled in labors of picty for men.

Ah, ah! (1370) Even now pain, pain comes over me—let go of wretched
me!—and now may death the healer come 1o me! Add death to my pain,
death for me the unfortunate; I desire a two-edged weapon, (1375) to rend
me asunder and put my life to sleep. Oh my father’s wrelched curse! A
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blood-tainted inherited evil of long-ago ancestors (1380) breaks its
bounds, and does not stay in place, and has come upon me—why in the
world me, who am completely blameless of evils? Woe is me, woe! What
can I say? How can I rid (1385) my life of this suffering and make it
painless? Would that the black- as-night compulsion of Hades might lay
me, the ill-starred, to sleep!

Chorus Leader: O wretched one, what a misfortune you’ve been yoked to;
your nobility of mind destroyed you. (1390)

Hippolytus: Ah! Oh divine fragrance; for even in my troubles I recognized
you and my body was lightened. The goddess Artemis is in this place.

Artemis: O wretched one, she is, the dearest to you of the gods.

Hippolytus: Do you see me, mistress, how wretched I am? (1395)

Artemis: 1 see you; but it is not right for me to shed a tear from my eyes.

Hippolytus: You don’t have your huntsman or your attendant.

Artemis: No; but you who'are dear to me are dying.

Hippolytus: Or your horseman or the guardian of your statues.

Artemis: No, for Cypris, the wicked one, planned it this way. (1400)

Hippolytus: Ah! I understand what divinity has destroyed me.

Artemis: She found fault with your homage, and she was vexed at your
virtue.

Hippolytus: Single-handedly she destroyed the three of us, I realize.

Artemis: Yes, your father, and you, and his wife, third.,

Hippolytus: 1 groan then also for my father’s bad fortunes. (1405)

Artemis: He was complelely deceived by the divinity’s plans.

Hippolytus: O father, most wretched because of your misfortune!

Theseus: 1 am ruined, child, and I have no pleasure in life.

Hippolytus: 1 groan for you more than me at this error.

Theseus: If only I could become a corpse instead of you, child! (1410)

Hippolytus: Oh the bitter gifts of your father Poseidon!
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Theseus: Would that they had ncver come to my lips!

Hippolytus: What?! You would surcly have killed me, so angry were you
then.

Theseus: Ycs, we were tripped up in our judgment by the gods.

Hippolytus: Alas! Would that the race of mortals could be a cursc on the
gods. (1415)

Artemis: Let it be. For not cven under the darkness of carth will the anger of
the goddess Cypris stemming from her desire rush down against your body
unavenged, thanks 1o your picty and noble mind; for I will 1ake vengeance
on another by my hand, (1420) one of hers, whoever is actually her very
dearest of mortals, with these incscapable arrows. Bul to you, o miserable
one, in return for these ills, T will give the greatest honors in the city of
Trozen; for unyoked maidens belore marriage (1425) will cut off locks of
their hair for you, who will enjoy over a long time the fruits of the greatest
mourning of their tears. Always thc maidens will be inspired to sing songs
about you, and Phacdra’s love for you will not fall away nameless and be
kept silent. (1430) But you, o child of aged Acgeus take your son in
your arms and embrace him. For in ignorance you killed him, and it is
likely that mortals crr greatly when the gods bring it at:out. And I urge you
not 1o hate your father, (1435) Hippolytus; for you have your [ate with
which you were destroyed. And so farcwell; for it is not right for me 1o see

the dead nor to defile my sight with final breaths. And I see that you are
now near this evil,

Artemis exits.

Hippolytus: Farcwell to you 0o as you go, blessed maiden; (1440) easily
you leave a long companionship. I dissolve the strifc with my father, since
you wish it; for also before I obeyed your words. Ah, darkness now comecs
down upon my eyes; hold on to me, father, and straighten my body.
(1445)

Theseus: Ah! Child, what are you doing to me, the ill-starred?

Hippolytus: T’'m dead, and indeed I sce the gates of the dead.

Theseus: Leaving my hand impure?

Hippolytus: No, since I [rce you from this bloodshcd.

Theseus: What are you saying? You’re acquitting me of blood? (1450)

Hippolytus: Tcall 1o witncss Artemis who subdues with arrows.
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Theseus: O moslt dear one, how noble you are revealed 1o your father.

Hippolytus: O farcwell 1o you, Loo, lather, T bid you a long farcwell.

Theseus: Ah, for your pious and noble mind!

Hippolytus: Pray that you have legitimate sons such as me. (1455)

Theseus: Don’t now lcave me, child, but endurc!

Hippolytus: My cnduring’s over; I'm dead, father. Cover iy face as quickly
as possible with my robces.

Theseus: Famous Athens and the boundarics of Pallas, wat a man you will

lack! Oh wretched me, (1460) how much, Cypris, wi!l I remember your
cvils!

Theseus exits into the palace and attendants carry in Hippolytus’ corpse.

Chorus: This gricl to be sharcd by all the citizens came unexpectedly. There
will bc a splashing of many tcars; for sorrowful talcs aboul the great
(1465) hold grcater sway.

The chorus exit down the eisodos by which they arrived.
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Hypothesis to the Ilippolytus . L. o
Pr)c‘l‘)uccd to many of Eur.’s plays in their medicval mss. is a “hypothesis” (i.c.,

i mary”) of this kind. Thesc sicm [rom an originglly independent sct of
.‘%I;?I'E:i”r[?om"%uzipidcs"' which date probably from the first or fc?ong’ cgr}lu:y
C.E. and were intended for a non-scholarly audicnce. On these “Tales”, falscly
ascribed 1o Dicacarchus, sce J. Rusten, GRBS 23 (1982), 357-67. N

This hypothesis offers a barc-boncs account of the action of L[}crdrmr‘ult_ a: l; $
background. Morc than a third is dcyolcd to background in orn:; ion, the
essence of which is contained in Aphrodite’s prologuc spccc_h, allhoug_ n(l)rmcn.
tion is made of that goddess’s appearance. ”ljhc account ::!}hc play 1'|sc dcfon-
tains only mild inaccuracies (Th. does nolndlscovcr Ph. Mfl_l hanﬁ;?_g, an ?}\::
would agree that Art. “offered [Th.] solace ): bul says no_i..unga? 3}P: s’ oao,
understandably, it cxcludes several of the [‘ll’.l):' s smaller episodes ‘md-4 clails. On
the name of Hipp.’s mother, here given as }l||1pgl)'lc, sec Intro., 23-4. ot

There also cxists a papyrus from the end of the first century C.E. (P. Mil. Vogl.
44) which contains bits ofllhis hypo;h(;:'ls. B

pothesis of Aristophanes ol Byzantiu _ .

f\lrgglzl:flnncs of Byzantium (ca. 257-180 B.C.E.) was one of the first, :u;ld on(’: of
the best, literary critics and editors of the l'lcllcmsuc_pcn_od. Am(.)n;, {; ma'ny
wrilings were succinct “hypotheses” of the plays, which followed a D{CEUS’G pal-
tern in giving their information on the plot, treatment by Olh.c'r (ralma;;s:!s,
play’s sciting, identity of chorus, datc pf production, cic. (Sce Pdi,j:..C( (,) : lfz d
liti-Iv, and, in general, R. Pfeiffer, /istory of Classical Scholarship [Ox Ior
1968], 192-6, and G. Zuntz [1963], 130-46.') The nss. do not, as 'lhcy c:I se-
where somcetimes do, attribulc this hyqobgllcgsls l(l) ’Anslophzmcs, but its style is

h his and Kirchoff rightly ascribed it to him. '

eri[{l;?plz:cars here in the mss. i!s’ a [ragment from Ari.slnph:mcs‘ hy'pom::ls_ns (c.gl',l.,
not cven a bricl plot summary is included). [1. contains onc peculiar and incxpli-
cable error (the play is said to take place in T!lcbcs)_ avd o’chrs interesting
information about Eur. reworking (“correcting™) his carlicv veision of the myth.

The Characters of the Play . )

/l\hl?st of the play’s characters is found prci’ac;qd 1o most play: in the mcdlcva: mlgs.
and goes back at least to Hellenistic traditions. ‘The mss. most commonly ist
the characters in order of appearance (crrors being comnion), with the chorus

last. On the “female scrvant”, scc 776-7n.

Hippolytus . y -
Thlc:l;eti);ng. This play, like the carlicr version (sce above, p. 26), is sct in

Trozen, some 30 miles across the Saronic Gulf f[rom Athcns. The .'vkcnc bulx'ld-
ing represents the palace in Trozen, where, during their exile, F"h. and '}Il"h chl
with Hipp. A statuc of Art. and a statuc of'Aph. arc both on-stage, Pcr aps o

cither side of the central palace door. It is uncertain Lo wh_:n arcas the lyvo
eisodoi arc imagincd to lead. (The strict convention that the Iclt‘onc conncets 1o
the town, the right to the country and harbor docs not yet obtain; scc K. Recs,
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AJP 32 [1911], 377-402.) Hipp.’s first entrance from his sacred meadow (58)
would be from the eisodos opposite the one used by Aph. for her exit (and
perhaps also for her entrance; sce 1-57n.)—in departing the goddess does not run
into the arriving young man. The chorus could enter (121) from cither entrance
ramp; they probably use the same one Hipp. docs for his ¢ 1t znee, both coming
from “the country”. Hipp.'s departurc at 668 (as also his retarn at 902) would, I
think, be along the same eisodos he uscd initially; his cait to exile (1101)
would then be made cffectively down the one he has not used before (i.c., the
onc uscd carlicr by Aph.). Obviously, the messenger (1153) and Hipp. sup-
ported by attendants (1347) would also enter from this eisodos. Th. comes from
outside the environs of Trozen (790), and his entrance would most likcly be
along the eisodos used by Hipp. later for his exit into exile. At the play’s
conclusion, the chorus would return along the same eisodos they used for their
entrance. Sce Hourmouziades, 132-3, for similar suggestions.

1-120. The Prologue. /lipp. follows the common patiern of the Eur. pro-
logue (the opening of the play up to the first choral song): expository speech
(all extant plays, excepting the problematic /4), followed by dialoguc (all extant
plays except Supp., Bacch. and TA). Aficr Aph.’s opening speech (1-57), the
dialogue is introduced by the entrance of new characters onto the scene, first
Hipp. and his band of followers (58), then the servant (88; scc 88n.). This
prologue thus has three scenes:  Aph.’s prologue speech (1-57), the song in
honor of Art. and Hipp.’s devotional words to the goddess (58-87), and the
cxchange between Hipp. and his servant about worshipping Aph. (88-120).
These scenes form a type of triptych in which Aph.’s specch and the dialogue
between Hipp. and his scrvant, outlining (from dilferent perspectives) the conse-
quences of not worshipping Aph., frame the central puel depicting Hipp.'s
devotion to Art. On this prologue, sce Erbse, 34-47, and '~ the ways in which
it might establish diffcrences from /ipp. I, sce G- Danck. WS 105 (1992), 19-
37. In general on Eur.’s handling of prologues, sce Erbse, Grube, 63-73, and H,
Schmidt, “Die Struktur des Eingangs™ in Jens (1971), 1-46 (detailed and includ-
ing the parodos in its discussions).

1-57. Aph.’s Prologue Speech. Addressed in cssence io the audience, this
speech conveys the basic information for the play: the action is sct in Trozen
(12, 29); Aph. will take vengeance against Hipp. on this day (21-2) becausc of
her anger at his slighting her (13-14); to accomplish this cnd, the goddess has
alrcady [illed Ph. with passion [or her stepson (27-8). Since the prologue
speaker is a divinity, the opening speech refers also to luture events: father will
kill son with curses and Ph. also will dic (43-48). The appcarance of a supcr-
natural power at the opening of the drama (as also in Alc., lHec., Tro., lon,
Bacch.) prophesying the subscquent cvents creates at once a fundamental and
grim jrony, namcly that the audicnce knows what awaits the characters while
they do not. But the events do not occur quite as one might expect from Aph.’s
prophccy and many important clements in the action arc smitted; Eur. thus
removes a certain suspense from viewing/reading the play while still leaving
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open the possibility of several surpriscs (sce 42n). The usc of a divine
prologue speaker, esp. onc who has also initiated the dramatic action, raiscs
many questions about divine control of the play’s cvents and mortals’ responsi-
bility for their actions; see Intro., 41-2. On divinc propheey in prologucs, see
R. Hamilton, AJP 99 (1978), 277-302. Although her point of cntry (skene or
cisodos) remains uncertain, most likely Aph. delivers her specch from stage
level: scc Hourmouziades, 156-63, and Stagecraft, 10. and, for an opposing
view, Mastronarde (1990), 75-6.

Structure:  The speech runs smoothly from general statement (1-8) o specific
situation and action (9-23), to background (24-40) and back 10 prophicey (41-57).
A very symmctrical scheme for the speech, with many verbal echoes (not all
cqually persuasive), is suggested by D. Korzenicwski, Philotogus 108 (1964),
53-4.

1. Powerful: ToAAf, the cmphatic first word ol Lthe play, is morc forcclul
than pey&An and is used (in an adverbial sense) of the goddess later (443); cf.
also 1A 556-7, and sce LSJ s.v. woAuc 1.2.c. From the outscl. Aph. under-
scores her power, which is emphasized throughout the drama and which ulti-
malely allows her to carry out her revenge. Wév: selitariwm., a nol uncommon
use at the beginning of speeches in drama and in prosc: scc GP, 382-4 and
Fracnkcl on Acsch., Ag. 1. not without a name: the two adjs. that Aph,
uses to describe hersell frame the first line.  &@vcdvunoc in its sense
“inglorious™ appears in litotes “not inglorious™ in Eur. also a1 1429 and //el. 16
(and cf. Aristoph., Lys. 854, Thes. 859). Aph.’s proclamation, pointing o her
renown, begins an important matrix of themes in the play concerned with fame,
speech, and silence; see Intro., 42-5.

2. Cypris: Aph., likc all the Greek gods, had various namcs and titles.  The
name Cypris comes [rom her association with the istand ol Cyprus and is her
most common name in poctry. In /7ipp. Cypris is used 25x, Aph. only 3x (all
in lyrics).

3-.4.  Pontus: the Black Sca, the proverbial castern limit of the known world
(thc Greeks in fuct knew of arcas beyond il).  ihe boundaries of Atlas:
located by the straits of Gibraltar, the traditional westerm limit. Later in the
play the chorus refer to the “holy boundary ol heaven, which Atlas holds™ (746-
7) and Th. wishes he could banish Hipp. beyond “Pontus and the Lerritorics of
Atlas” (1053-4). Cf. HF 234-5. sce the light of the sun: a common
poctic cxpression lor “to be alive”™, just as “o leave the light™ (Areiv @dac)
means “1o dic” (scc LSJ s.v. pdoc 1.1.b).

5-6. Aph. describes a reciprocal relationship in which she treats well thosc who
revere her power and harms those who do not. Reciprocity between gods and
mortals is fundamental to Greek thinking, well illustrated by Hom., {1, 22.168-
72, where Zcus® concern: tor Heetoras based on Heetor’s devotion 1o him in sac-
rifice. On this reciprocily, esp. as relevant o /ipp., scc H. Yunis, A New
Creed: Fundamental Religious Beliefs in the Athenian Polis and Luripidean
Drama. lypomnemata 91 (Gouwingen 1988), 100-21 and bibl. cited there. are
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prouq: lit. “think great thoughts”, the phrase ppovéw péya has a positi

mcaning in Homer, “1o be high spirited”, but ly[)?::glly in Al:!i?:’, as here paoiﬁé:?
live one; sce LS/ s.v. ppovew IL.2.b. trip up: the verb cpdAdw ;cquircs
lhcmauc‘!m.por'lancc as the play devcelops; sce 670-1n. Eur. also uses this verb
2;;«\ph. ripping” onc up with passion at And. 223, and cl. Jon 1523 and F

7-8. The suggestion that gods behave like mortals (the implication of also)
reappears several limes in the play, notably in the scene between Hipp. and the
servant (scc 88-120n.). In tragedy we find parallcls for the language of line 8 at
Ale. 53 and Bacch. 321. On honor in this play, scc 21-2n. and Intro., 45.

10-2. the offspring of the Amazon. Eur. avoids naming Hipp."s mother
throughout the play (cf. 307, 351, 582); he statcs what is here cssential:  the
child is not l‘rgm Th.’s wife Ph. Elscwhere in the play (309, 962, 1083, 1455)
emphasis is given to Hipp.’s being illegitimate. On the myths involved here
see Intro., 23-4. Metrical inconvenience might also have been a factor in Eur, ’s’
avlmding the name of Hipp.’s mother; so Barreit on 10-11. Pittheus w-as
Hipp.’s great-grandfather (his daughter Acthra was Th.’s mother). The play
assumes that Th. is the ruler of the land (cf. 1153) despite Pitthcus’ presence
The Situation is comparable (o that of Lacries in the Odyssey, Pheres in A!c:
and Cad‘r‘nus in Bacch. pure: &yvdc is a vague word with meanings ranging
among holy”, “purc”, “chaste”, “reverent”, and “guiltless” and implying

fitness lo worship” (Parker, 149; sce his discussion, 147-51). Hipp. uscs the
word of himself (102 and 1003) in the sense of sexual purity; it is used by the
chorus of Ph. in the sense “not tainted by (138); and it is cmployed twice in
the .cxc.hangc between the Nurse and Ph. about Ph.’s “pollution” (316-7). On
purity in the play, sce Scgal (1970b), ¢sp. 278-83 and 296-8. alone: the
godgcss wanls honor from cverybody; sce 3-6 and cf. Bacch. 206-9. this land
pf Trozen: the usc of the deictic 68¢ (this) to indicatc the sciing of the play
is standard, cven [ormulaic, in Eur. prologucs; cf., ¢.g., 29, Med. 10, And. 16
Hec. 8, Ilel. 1, Or. 46, Bacch. 1, and sce further R, Kassel, ZPE 21 (1976), 35.’

13-4. Aph. hol'ds two things against Hipp.: his vilification of her and his
rcfu§al (0 participale in sex and marriage, the realm over which she presides. 1
am mh'erenllyz yipp.’s repugnance is at the goddess’s essential being, hence
MeQuKeval, not eival. For the importance Hipp. places on innate qualitics, sce
_79-80n. scorns: avaivopal often of refusing scxual overtures (sce LSJ 1.2);
it can have, as here, a contempluous tone. The nearly tautologous repetition in
lmc, 14 underscores this reason for Aph.’s anger. bed: Aéktpov, lit. “couch
Hcd N typically in the pl., is, like Aéxoc, a common poctic mctonymy fo;
marriage” and, less [requently, for other scxual unions (cf. /1F 345, Ion 545
819). dqegn’t touch marriage: with o¥ yaver yaucwv, cf. Pind. 0:
6.35. It is important to note that Aph. demands {rom Hipp. not simple ritual
obscrvance, but participation in secx and marriage. Unlike Pentheus in the

Bacch. (sce csp. 45-6), Hipp. docs not deny the divinity of Aph. or scek 1o
thwart her worship; rather he wants (o maintain a (disrespeciful) distance from
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her (sce 10141, and 113n.). Although virginity was expected for unmarnc('! girls

and chastity for marricd women, and periods of sexual abstincnce were OCCLISI'OI]..

ally prescribed for men, Hipp.'s total rejection of sexual activity would have
hought most extraordinary. _

l?l?c{:::nlts?)rbling with the virgin: the words nced not imply a sexual rcla-
tionship between hunter and patron (although cuveival + dat. lSil‘COI'nl'n.On

cuphemism for sexual intercourse), but they at least suggest the unnalumtnf;s_s
of this union, which is spelled out morc fully below (19). always: el is
common in the rhetoric of cxaggeration, going back o Homer (cl. 11.1.520). '

18. The suggestion, contained in éEaiped, that Hipp. is ridding the land of all
beasts (cl. /1F 154, HdL. 1.36) continucs the qudcss S spornl'ul cxaggcr.m'on.
Among the various symbolic associations hunting held in Greek cullure (and
myth), onc was marking the transition from adolescence (o adulthood in a com-
munity. For Hipp., however, hunting in a sensc scrves not as a transilion Lo,
but as a replacement for, that adult life. In combining extreme sexudl absti-
nence with a devotion to hunting, Hipp. resembles lhc: mylholog:c:‘l‘l character
Melanion (see, ¢.g., Aristoph., Lys. 781-96). Scc P. Vidal-Naquet, Thc Black
Hunter” in The Black Hunter: Forms of Thought and Forms of Society in the
Greek World (Baltimore and London 1986), 106-28, esp. 117-22, and Goldhill,

-21.

191.lgompaniunsl1ip: As in linc 17 (sce n. there), the goddcs.s CXpresses the
unusualness of the relationship with the choice of vocabulary, since ouAla can
have a sexual sense (LSJ 1.2). outAfac is in the gn:ammaucal casc of the
nearer BpoTeiac, not the logical accus. modificd by ue thq. ' .

20. these things: ToUToict could be genus commune, relerring 10 Hlpp: and
Arl., but the pév . . . 8¢ contrast of 20-1 makes ncuier the more likcly
i retation. _

Zligc.:rpllut for the wrongs he has done me: [for similarly l'rgmcd (:a‘nd
perhaps cqually hollow) rhetoric, cl. Jason al Mgd. 421-4, I \::Il punish:
Tippnicopat is etymologically related to TiHac (“I honor”) zmq .Tiui]
(“honor”). The goddess will defend her honor by taking vengeance. llns“du).
several times in the play, a character stresses the importance of “this day™; sce
also Ph. at 726, Th. at 889-90, and cf. the chorus at 369. Many_lrugcghqs
emphasize that the decisive action will occur on the present day. Often this is
established in the prologue (cf. Alc. 20, 27, lec. 44, Or. 48, Acsch., Sept. 2})
and sometimes is fundamental to the dynamics of the play, most notably in

. Aj. (scc esp. 753-7). )

2255;11 hThrf u(llitcrm[;on of ghc p-sound in these lines draws atiention 1o the
goddess’s case in vengeance and perhaps suggests her coniempt. Eur. cmploys
striking alliteration less frequently than Acsch. and Soph., but sce, ¢.g., Med.
33-4, 364, Alc. 614, and 656n. The anacoluthon (the participle Tpokoyaca
is left without any proper syntax as the anticipated structure of the sentence 1S
not completed) is not unusual.
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24-8. Since middle- and upper-class women of the [fifth century did not usually
£0 outdoors, the goddess has to explain the occasion of Ph.’s falling in love
with her stepson. The topos of a young man sceing or mecling a young woman
(and, in some cases, raping her) at a religious festival was a common onc,
frequent in New Comedy (¢l Men., Epit. 451-7, 471-90, Sam. 38-50, and sce
also fon 545-54) and rcflected “real life” (cf. Lysias 1.8); here the lopos is
inverted as it is Ph., a marricd woman, who is smiticn.

25. The Mysteries referred 10 are those at Elcusis, outside of Athens, in honor of
the goddess Demeter and her daughter Persephone; in the advanced stages of
these Myslterics the initiate partook in a sceret “viewing” (of what is not
certain). Initiation was open 1o all and provides a handy anJ piausible reason for
Hipp.’s visil to Athens, whilc at the same time suggesting his picty as onc who
sceks out the Mysierics and (apparently) has reached the s.age of one who is
entitled to “view”, an epoptes. holy: cepvde was standard in describing these
Mysterics; sce Richardson on /111Dem 478.

26. land of Pandion: Pandion, son of Erichthonius, was onc ol thc
legendary kings of Athens,  Such circumlocutions for Athens were
commonplace in Greek poctry, esp. tragedy.

28. according to my plans: emphatic at the end of this long sentence.

29-33. T accept Jortin’s conjecture dvopdcoucwy ([people] will name) for
wvopalev (“she was naming”) at 33, adopted alrcady by Wecklein, Barrett,
Diggle, and Stockert. The ful. tense in conjunction with the phrasc 16 Aotwdv
(in the future) is in keeping with Eur. practice clsewhere in comparable
actiologics (cl. /1F 13291, IT 14561, llel. 1674). covépalev would normally
imply a public declaration, which is in contradiction to Ph.’s silence emphasized
in this spcech (sce esp. 40) and in the play; in the futwre people will have
knowlcdge of the circumstances of the temple. A full discussion of this and
rclated issucs and a defense of Jortin’s remedy is found in Barrelt on 32-3; sce
also Erbsc, 36-7. (For objcctions to this remedy, sce J. Wilson, AJP 89
[1968], 69 n.7.) Wilh this revelation Eur. shows not only Ph.’s obsession with
Hipp., but her reverence towards Aph., which, in light of her treatment by
Aph., challenges the goddess’s asscrtion at line 5, and at the same time under-
scores Ph.’s passion, which has led her 1o establish a tcuarle from which she
can look out at the land of her beloved. The reference heie 1o this actiology is
balanced by the onc about Hipp.’s cult in the play’s exodos (1423-30). A
mortal has somcthing dedicated to him normally only upon his death; Hipp.’s
dcath, alrcady predicied by Aph., is implicd again in this report of Ph.’s actions.
On the symmetry of these two actiologics, sec Dunn (1992), although he docs
nol accept Jortin’s conjecture.

30-3.  Pallas’ very rock: the acropolis in Athens; Pallas was onc of
Athcna’s many cult titles. overlooking: kaTtéyioc appears only here and
(in a diffcrent sensc) at A. R. 2.543. Context and the parallel with k&TomToc

at Acsch., Ag. 307 (Canter’s generally accepled conjecturc) suggest that, pace
LSJ, the sensce of the word is active, not passive. The usc of the word by Eur.
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might have been influenced by Aph.’s cult title Kcrrc:cx_onia. used of the
goddess in Trozen, at a cult above a stadium named after Hipp. Our source lor
this title is Pausanias (2.32.3); it is unknown whether or not it rellects l'lﬁ.t}.
century practice. she set up there a temple to Cypris: on _Aph. s
temple on the Acropolis, and Hipp.'s shrinc ncarby, scc _!mro., ?‘2. in love
with one who was distant: the adj. Exﬁnuoc,‘ morc Iucr:_ally out ofl the
country”, is used a few lines later (37) of Th.’s cxlalc, and again o[ Il{s current
absence from Trozen (at 281 and, accepting the minority reading, in its verbal
form, at 659); on the significance of this repetition in the play, sce Halleran
(1991), 118. because of Hippolytus: in a dedicatory or l'uncr‘-.‘;ry inscrip-
tion &1ri can have cither a local (“ncar [Hipp.’s tomb]”) or a causal (“because of,
r [Hipp.]”) scnse; here il is causal. _
34(.WCC|[:crEI;s}:) a legendary king of Athens, said to have been born fr’f)m lh.c
earth. he left: the Greek here and at 36 uscs a “historic present”, as is
common in narrative passages; scc GMT, §33. )
35.7. Pallantids: the [ifty sons of Acgeus’ hall-brother Pallas. In a d:spu[c
over Th.'s right to rule Athens upond hti)s f:‘;zi:cr Acgeus’ dcaLh., P;ﬂl}:i anélxlilll:
ons fought against and were killed by Th, a year away in exile:
fvas a co:%unongpunis:hmcm for homicide, as carly as Homr':r'(cf.’Od. 23.118I11.)
and served as the typical penalty for uninientional homicide in Athens (see
MacDowell [1963), 117-23). Th.’s murder was justiliable, not unmtcnu.oml,i,
but it did involve kin and could plausibly motivate exile (cf. the sc!zohasl s
claim ad loc.). Eur. may have invented this exile, as he may have also invented
Acolus’ in the play that bears his name (see Parker, 376). On the pollution of
bloodshed in gencral, see Parker, 104-43.
38-40. mow: évtaiba, intensificd by 81, is cmphatic; the story moves (0 the
present, and Ph.’s suffering. overwhelmed: éK“ITETl’AI]):[JEVT} is a strong,
albeit common, metaphor (*to drive [rom onc’s senses LSJ 11), uscd of
reactions 10 many cmotions, frequently passion (cf. esp. Med. 8, 639, and F
213.2). goads of passion: xévtpov (“goad”) has a wide melaphorical
currency, employed in amatory (cf. kévtpa, 1303) a'nc’i in many othcr contexts.
The image of goad(s) of desire is first atiested cxplicitly in 1]11:% play (sce alsp
1300-1n.), but is implicit alrcady in Acsch., Supp. 109 and (with the semanti-
cally related oictpoc) in Simonides, fr. 541.10; it becomes a clu:.hc in later
Greek. On metaphorical goads, see Padcel (1992),_]]7-9. is dy_mgi cven
before she appears on-stage, we leamn that Ph. is dying; cl. 401. in silence:
ciyij1, enjambed and postpoucd until the last position in its clause, l?nds
emphasis to this important detail; Ph. was not silent in //ipp. I. none of the
household knows her disease: a departure, perhaps, from the first ipp.,
if the Nurse alrcady knew of Ph.’s malady. Ignorance has an important thematic
role in this drama and cxpressions of it abound in the play; sce Intro., 48-9.
disease: vécoc and ils cognates refer in this play both to Ph.’s passion (¢.g.,
here, 394, 405, 766, 1306) and, before the Nurse and the chorus learn the cause,
its resulting physically debilitating state (131, 179, 205, 269, 279, 293-4). In
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the stichomythia in which the Nurse persuades Ph. to let her atlempt some
remedy, the term’s ambiguity aids the Nurse’s cause (c.g., 477, 479, 512), and
this ambiguity conlinues in the following scene (698, 730). The verb vocéew
is used at 463 of a “sick” marriage (bed) and, with a less specific metaphorical
reference, by Hipp. at 933 of his plight.

41. destined: on the (oficn subtle) difference between Xp" and S¢i, the former
morc appropriately used for what conforms to the divine plan, scc Barrett on 41,
to turn out: for this sense of winTew, sce LS/ B.V.2. ;

42. There is no reason to follow some editors in proposing cither cmendation or
daggers of despair. Aph. may not tell the whole truth (she mislcads—mrpaypa
[matter] is a convenicntly vague word), but her words do, indirectly at any rale,
come truc, as it is ultimately through her agency that Th. Icarns of Ph.’s
passion. Such misdircction by a divinity is parallcled, albeit not precisely, in
other divine prologues; cf., ¢.g., Hermes at Jon 701f, and Dionysus at Bacch. 50-
2, where sce Dodds, cd. (In general on “red herrings” in Eur., sec W. G. Arnott,
MPAHL 3 [1978], 1-24.) The falsc cxpectations arc encouraged by the order of
cvents spelled out by the goddess—revelation to Th., death of Hipp., death of
Ph. This was the order in /lipp. I (sce Intro., 26-7) and perhaps was standard in
the myth; Eur.’s innovation in his handling of the myth in this play will thus
create a certain degree of surprise (but sce 47-8n.). On the silence about the
lengthy conlrontation between father and son, which depends on Hipp.’s oath to
the Nurse, scc Erbse, 38-9. will be brought to light: words for revclation
and conccalment are frequent in this play; see, c.g., (revelation) 332, 368, 428,
479, 594, 1289 and 1452, and (conccalment) 139, 154, 192, 243, 245, 250-1,
279, 330, 394, 594, 674, 712, 915, 1209, 1458, and on these motils, Golf, 12-
20.

43. young man: Hipp.’s youth comes up again; sce esp. 114 and 118. who
wars against me: Hipp. is here called a moAéfuoc, properly a political or
military (as opposed to a personal) cnemy (€x8péc). The difference is by no
mceans rigid (see, ¢.g., £x8pde of Hipp. at 49), but the word may suggest Hipp.
in the role of the Beopdyxoc “one who battles against the gods”, a word used
(in its verbal form) appropriatcly of Pentheus at Bacch. 45.

44-6. curses . . . up to three times: scc 887-90n.

47-8. Aph. acknowledges Ph.’s virtue, a hint, despite the misdircction of the
probabty traditional order of events narrated in 42-6 (scc 42n.), that the treatment
of Ph. will in some way be different in this play. keeping her good
reputation: Ph.’s concern with her reputation (etikAera) is vital o the play
(sce esp. 329, 423, 489, 687, 717, and Intro., 43-5). 1t has been suggested that
the importance of this valuc to Ph. reminds one of Art. in her manifestation
Arl. Eukleia, thus subtly linking Ph. and Hipp.; scc D. Braund, J//S 100
(1980), 184-5. she will die: for the “oracular present”, see K.-G., .137-8.

48-50. value more: TpoTiudw helps to recall Aph.’s carlicr statcment at
5-6 (which contains the virtual synonym wpecBevw), where the goddess
explained that she gave preference to those who revered her; obviously this
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preferential treatment has limits. Many have seen a crilicism ol‘_ ll_lc goddcs_i m[
these lines, but it is important to remember that such c;w;flrlcr”(llgti‘n(;: Eur(s)l:: 1}?
vengeance goes back to Homer; sccé :“g§lélr=; .gO[T., and cl. / -2, c
i ndancy in un ov, scc GMT, 2. _

Sls-(;c.m&‘l,zcg:i:;h}ll i(pp. zrpproaching, the god_dcssl cxits, but nol‘bcf'orc ar:?onuniu;g
the immincnt death of the young man. iHaving sct cvcr_ylhmg in rp‘o 0 c‘csF;‘Ii
can lcave the stage and lct the mortals take up _Lhc action. Shc} is sucl ws; u

because she knows how (hey will respond to the situation that she has crcll ( ‘l
51. But I sce: the cntrancc of a ncw chqraclcr is given as the ;casl(])n ((1)'r .nc
goddess’s departure; the same patiern IS found at the Cnd-(l) 1(87?{) w%?c
prologucs (/lec. 52(I. and fon 76[T.) and clsewhere (c.s;;,., '-El'. e lnc
cntrance announcement with no other characler on-Slags vio alcs'z; st 1% y
cstablished convention, but gods behave differently l@}:} -lm'orla(s] in l;lS
dramaturgical regard; sce Stagecrafl, 6-10. The formula _\x:uu 1 intro l;c::-iu::c
oncoming Hipp., @AA& . . . yép, is frcqucplly uscd Lo lr'l(ll(,.ll:{) a-nl‘:rw"t} c n4r
on-stage (scc GP, 103-4), often, as here, with the verb eicopaa; ¢l Iec. 724,

g 21, 107, Or. 725. )

52!.” 3§;(f4ﬁzlsrfjust abandoned the toil _nl‘ the hunt: z_t!)l?lrf)pr‘:ul_cfl'y
Hipp., when he first arrives on-sl(a%c,l;st)Jusl come from his characicristic
aclivity, which he sharcs with ArL. (cl. 17-8). ) .
S-ld-c'fl.w“):\, lively band of many seryanls’ « .. in hymns: A Lh‘lsl 6b{u7u11
compriscs the (sccondary) chorus who sing with Hipp. the song to 3;12 a . =)
(scc 58-71n.). gates of Ilades: an old phrase; cl. 110111:, !f 0. ‘. l!ll'bl is
the last light he sees: as noted above (3-4n.), the phrasc .l() ﬁcc Il tz‘ ! El‘“w
is a common idiom for “10 be ulivc’r’_; l.llllc pl].l[!‘;lS(é i:grc cchoes the cadlier

- and the adj. last cicarly significs the diffcrence. o
SS?ECSSIUITS\?EE d;:[(:h.'s [irjml words (“this is the last light he sces™) sull‘ :l!l\gl[}% in
our cars, Hipp. arrives with his band of followers cclebrating n S?l?bl ll\ padron
goddess Art.  Whereas the [irst half of 'Lhc prologuc scene was _‘: l.:\.i:ﬂC lI{])
background information and the goddess’s pc’rspcclwc on (and p.ritllmum (a.
cvents, this onc reveals in several ways Hipp.'s extraordinary devetion o AL

This scene develops in two short scctions: song 10 Arl. (5%-71) and Hipp.'s
> css (73-87). ‘ o
SBS-%?Lh'IEgcm;fs?dadssigr(l the f)irsl three lincs 1o llipp;: while :l_ssngrluln% _lh(f S;)l)g
proper (61-71) to the “chorus™ or “chorus 9!’ hu_nlcrs . Butitas 'fm'm\ ard u u.\l
1o have ArlL’s favorite stand by idly while his compamons ?;:n.g‘ her p:»m::\,_h.
Hipp., the group’s lcader, not only urges on the song, he Jl)lllb'!ll 51;15,?;1[3, 'llf
The group of followers (clearly identificd by Aph., 54-5) who mu\g ll‘ib '1303
song conslilules a so-called sccondary chorus. Elscwh.crc Eur u;]; o{c in
sccondary chorus—~ha. (22711.), and, according 1o the sa:l'mh.m'l’ on 58, & .s(‘}‘ !
Alex. and Antiope—and in Acsch., Eum. _1932[(. another “cxtra gl:Oup ‘;m?,lail
short song. The situation is somewhat dnlfc.rcm'm Supp. 1.123|‘I‘...}mll c;c.ui.r;
Supp. 836(f., where a sccondary chorus sing in alicrnation with \he 1

chorus. Sce Pickard-Cambridge (1990), 236-7. In Hipp. this group, of
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indeterminable number, would have been availuble to sing the strophes of the
third stasimon (sce 1102-50n.).

Staging. Hipp. enters from one of the eisodoi, opposite the one down which Aph.
exited. The group of attendants follows him, as is indicated by dmic8émouc
(55). A metrical distinction helps to mark off the two parts of the prologue
scene, divine and human: Aph. spoke in iambic trimeters, while Hipp. begins a
bricl scene of lyrics. (See further Stagecraft, 10.) Hipp. carrics with him a
wreath (73), which he presents o the statuc of Art. at one side of the palace.
From this action derived the ancient designation of this play, Hippolytos
Stephancphoros (Ilippolytus Wreathbearer). Did horscs sccompany Hipp. and
his men on-stage? One might infer this from Hipp.’s orders at 110(f., and the
Greek stage was capable of accommodating chariots (cl. £1. 988, Tro. 572,
Acsch., Pers. 155, and Ag. 782—and scc Taplin [1977], 75-9). Bul in these
other scenes there is stronger reason (o assume the presence of the horse-drawn
chariots. In /lipp. onc could casily imagine the horses in an off-stage arca (o
which Hipp.”s men arc thought to go later. This is the likely staging.

59. heavenly: oupavia is strikingly applicd to Art. here (and at 166), since
it is used uncommonly of her, but frequently of Aph. In fact the phrase T&v
Aroc obpaviav, before the enjambed “ApTepw, might well have suggested,
momentarily, Aph.; cf. Pha. 228.

60. who cares for us: despite her presumed close relationship with Hipp.,
Art.’s concern has certain limitations (Hipp. cannot see her; sce 86, and 84-6n.),
and she is ultimately unable to help him against Aph.’s vengeance (cf. 1328IT)).
The doubling of “ApTepw in mss. LP is probably a case of dittography (scribal
“doubling™) and not hicratic repetition, but sce 61-71n.

61-71. Although bricf, this song follows many of the conventions of hicratic
language: invocation of the god, greeting, honorific epithets, relative clause
which describes the god’s attributes, parentage, dwellings, and sites of worship.
(On the so-called “You-" style of hymn language, sce the richly illustrated
discussion in Norden, 143-76.) The verbal repetitiors (lady, lady, hail,
hail, most beautiful, most beautiful, and follow [me], follow, 58)
arc also characteristic of rcligious language (in tragedy, sce, ¢.g., 525, lon
125IT., Bacch. 83, 107, 116, and passim). While it is truc that Eur. developed a
fondness for repetition in his lyrics (scc 586-8n.), here the repetitions should be
interpreted in a religious context.

61. most revered: on cepvde, here in the superlative, a word thematically
important in the play, scc 88-120n. and 93n.

65. Leto: offspring of the Titans Cociis and Phocbe, she became pregnant by
Zcus and gave birth Lo Art. and Apollo.

66. most beautiful: cmphatic in its threcfold occurrence, here and twice at
70-1, this cpithct was uscd of both Art. and Aph., along with other deitics.

68. of your great father: the adj. eUmwaTépeia is elsewhere used of
women (as of Art, hersell at A. R. 1.570), but the extended usc is not peculiar,
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69. gold-rich: houses of the gods, like many other things associated with
them, arc commonly described as golden; sce examples in Diggle on Pha. 238.
71-2. A trivial gloss, cither TapBéveov “ApTep or Bedv crept into the mss,
after *OAupTrov. O, belore correction, had the proper text, conjectured also by
Nauck, and guaranteed by the meter; see Barrett on 72. .
73-87. Hipp.’s speech to Art. Hipp. approaches llfc statue and offers it a
garland from an untouchcd meadow. His accompanying praycr (o the goddess
displays some of Eur.’s lincst poetry in iambic meter and presents a complex sct
of images remarkably rich in their language and diverse associations. The vivid
and poctically charged picturc conveyed in these words helps w create an at least
partially positive view of Hipp. as a fervently devout worshipper of Art. (On
this prayer, scc A. Festugicre, Personal Religion Among ‘:he Greek.s: [Bcrkplcy
and Los Angcles 1954], 10-18, and, for a morc one-sidedly positive view,
Rivicr, 54-5, and Kovacs [1987], 34-6.) This praycr 2!so conlirms Aph.’s
words about Hipp.’s special relationship with Art, This re:ationship, as well as
the highly unusual demands he makes for exclusivity (scc_?9-80n.), marks him
off as extraordinary. As Barlow (99) succinctly puts it, “with ncatness and grim
irony, [these lines] summarize Hippolytus® devotion, vulnerability and also
arrogance.”

The meadow described in this prayer has several associations. It might suggest an
actual temenos, sanctuary, of the goddess, the use of which land would have
been restricted (sce Barrett on 73-6), but the description also has strong litcrary
resonances which give it erotic overtones. Several scholars, esp. J. Bremer,
Mnemosyne 28 (1975), 268-80, and Corclis (and sce the general treatment (_)l'
A. Molte, Prairies el jardins de la Gréce antique: de la religion d la phf'!asopiuc
[Brussels 1973), passim), have obscrved the topos in Greek and other litcraturcs
of the (untouched) meadow as the sitc of (often violent) scxual activity; cf. esp.
H1IDem 1-29, Sappho, fr. 2, Ibycus, [r. 286, and the collection of data in
Corelis, 60-1. These literary associations suggest the paradox of Hipp.'s lifc:
he has tricd to transform the traditional, crotic meadow into the special (sacred)
space for his virgin goddcss, not Aph., and the scleet few. Strikingly the
mecadow here is described in negative terms (axnpaTtoc. yatouched, 73, 76,
and oUte . . . oUT’, neither . . . nor, 75-6), stressing :1s aviolate, perhaps
cven “golden age”, state. .

Structurally this speech breaks into two sections, marked by the two addresses o
the goddess (Sécrowa, mistress, in the same metrical position, at 74 and
82), and the clear break with &AA&, but (82). The [irst scction is general and
theoretical; the sccond more specific and personal. In the first, Hipp. says that
he bears the wreath, in the sccond he presents il.

On some philosophical implications of this specch, which Icad 10 a genceral
interpretation of the play, sec Berns.,

73. For you: the speech begins emphatically with cof, the address to the
goddess. wreath: wreaths played a wide role in Greek private, public and
religious lifc and were worn by symposiasts, pricsts, brides and bridegrooms,
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athletic victors, archons, ambassadors and the like. They also were placed on
sacrificial victims and on statucs of the gods and were offcred to the dead. On
wrcaths see Daremberg-Saglio, s.v. corona 1.2.1520-37, esp. 1524-9.
untouched: the adj. which modifics the mecadow both here and at 76,
aknpaToc, refers both to the literal state of the meadow (75-7) and (o its
symbolic quality (“purc”). Among ils many scnscs is “(sexually) undefiled”
(Tro. 6175, Or. 575), which may be hinted al here (see 73-87n. and cf. Ibycus fr.
286.3-4). Laler in the play Th. taunts Hipp. with this word (“You are virtuous
and purc [lit. “untouched”} of evils?”, 949) and the chorus, after Hipp. has been
cxiled, pray for “a heart untouched by pains”, 1114,

71, bee: Knox (1952=1979), 226, comments that the bee is appropriaicly men-
tioned here, because the name péhicca (“bee™) was given Lo pricstesses of Art.;
sce also 563-4n, .

78-81. Syntax, puncluation, and interpretation arc disputed. TS cco@poveiv
should be taken as the subject of elAnxev, and TouToic (relerring back to
ocoic) and SpémecBar form a dat. and consccutive infin. construction aficr
xknTevet. A full discussion is in Barrelt, pp. 174-5. '

78. Reverence: translation is particularly difficult here. On aidos, sce Intro.,
44 and 385-6a n. It is also connccled with the notion of sophrosune; scc 79-
80n. The personification of aidos is found alrcady in Hesiod (WD 200 and 324)
and, according to Pausanias (1.17.1), Aidos had an aliar on the acropolis.
cultivates: Lhe verb knreveo is very rare in poctry, appcaring only here,
Tro. 1175, and Eubulus, fr. 67.6=84.5, a likcly parody of Eur. The horticul-
tural metaphor continues in SpémecBan (“to cull”, 81). :

79-80. Hipp.’s requircment is remarkable in its decmand for innate inward purily.
Typically 1o partake in ritual or to cnter a sacred place the Greeks of the classical
period did not rcquire inward purity at all, but only the abscnce of external
defilement. That this purity had to bc inborn would have been considered truly
cxtraordinary. In this play Hipp. insists scveral times on the inborn quality of
his naturc (995 and, implicitly, 1031, 1075, 1191). On the conlemporary
dcbate concerning the connection between nature, culture and virtue, sce, ¢.g.,
G. Kerferd, The Sophistic Movement (Cambridge 1981), 111-38.
moderation: on Lhis important concepl (sophrosune), sce Intro., 45-6. On
conncctions belween sophrosune and aidos, sce Pl., Chrm. 160c (1., and Caims,
314-5.

82-3. Hipp. probably presents the garland 10 the goddcess’s statuc at this point.
golden: xpvceoc may reler to the statue’s hair being giticd or to the color of
the goddess’s hair. reverent: Hipp. uscs the word tlceBc Lo assert his
pictly also aL 656, 1309, and 1368 (thc abstract noun, not 4.j.), and the rclated
verb cé€Beo at 996 and 1061; Art. uscs the word of him at 1539 (implicitly) and
1419 (the abstract noun); and Th. pronounces his picty at 1454, the last occur-
rence of the word in the play, when carlier (1080-1) he had 1aunted Hipp. about
knowing how (o trcat himself piously. On elcéfeia, sce Burkert (1985), 272-
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5 Scc 88-120n. and 93n. on the clymologically and thematically related
voc.
8-5;.“ this: as the following lincs make clcar, ToUTo looks forward (o 85-6,
although many critics take it retrospectively: But un}ll thosc later ln'ncs clarify
the word’s synlax, it can (momentarily at least) be construcd as rcfcr'rmg 10 what
preceded, Hipp.’s presentation of the garland plucked from l.h(‘f spccm! mcadpw'
This slight ambiguity facilitates the increased exclusivity which Hipp,
cxpresses: the (implicitly) few who arc sophron by naturc may cull ﬂ_owcrs
(rom the untouchcd meadow, but he alone may consort and converse with the
goddess. Hipp. can speak with the goddess, but never sees hc:; at the <}nd of the
play he recognizes her presence by her scent (1391-3). I’n :oph., Aj. anolher
favorite of a divinity, Odysscus, sccms 1o only hear Athena’s voice (14-7).
85. you are my companion: an ccho of Aph.’s words «f 17, although here )
the tone is different; see 17n. . _ ) '
87. end of my life's course: thc mclaphor is from racing. KAUTTC (lit,
“lo turn”, including “to turn {around a post in an out-and-back rlacc] by exien-
sion comes 1o be used, even without Téhoc (end), for reaching the cndl(of
life); sce LSJ s.v. k&umte 11, and further K:_mnicl_u on /lel. 1666-9. Against
the backdrop of Aph.’s prediction, this praycr is Ominous. )
88-120. The third section of the prologue scene, taken up almost exclusively
by a stichomythic cxchange between Hipp. and a sc’rvunl, ;?rowdcs a [urther
view ol Hipp.’s attitudes towards the gods. Hipp.’s cnicring hymn 0 Art.
contrasted sharply with Aph.’s preceding words; now we are prcscnlcgl with
another contrast—Hipp.’s reverence of Art. followed b)_' his intransigence
towards Aph. The servant, trying to win Hipp. over o his position, namcly
that mortals must honor all the gods, gocs about hi_s persuasion lactfu]ly and
gradually. After politely asking Hipp. il he will reccive some good advice (88
9), he begins with questions (91, 95, 97) on universal p?lnls \'»vhach he thinks
will win ready agreecment. These lead up to the scrvant’s main concern, also
expressed with an interrogative and in an indircect way—Hipp. s_l:tck pf reverence
for Aph. Hipp., for his part, is guarded throughout. 'lc is qu:ck 10 meel
question with question (92, 94, 100) and constantly quaiilics qu agrci{lla‘:n{s
(notc his use of the qualifying particle ye Sx from 90-98 and the efmep 1“i7) at
98). Although the form of this stichomythia—gradual que.tions, introduced by
ofcBa (“do you know?”) or the cquivalent—is formulaie, here it has dramatic
point, as the scrvant is shown as deliberate and roundabout in .hlS attempled
persuasion, a scemingly nccessary tact if he is (0 win over the intense young
man. (Scc Mastronarde [1979],43-4, who also wcll_coi_nparcs Hec. 23911) '
The taut dialogue revolves primarily around the ambiguity of lhc word cegvoc.
The word (formed rom the root ceP-, as in céped [“reverc J_: . ceﬁ}‘-v—oc >
cepvde) is used in both negative (“arrogant”, “proud”) and positive (“augusl”,
“revercd”) senses. (On this word in this play, sce furlJ}cr 93n.) Thc scrvanl
rcadily gets Hipp. to agree that what is proud (in a negative sensc) is hatefl ul' o
all and that the prideful individual among mortals is irksome. Then, having
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gotten Hipp. to agree that this same general principle holds also among the
gods, the servant employs the word again, asking why Hipp. docs not address a
cepvoce divinity (99); and he uses the word again at 103, (The usc of the word
in diffcrent senscs in such short compass is deliberate; transposition and emenda-
tions atiempting to crase the “inconsistency” are unjustifizd and flatten the
dialogue.) Onc might conclude that Aph. as onc who is cepvde therefore
ought to be hated (sce 96-7n.), but the dialogue suggests that this is not the
servanl’s position. The goddess whom Hipp. scorns is “agust”, and therclore
worthy of worship, and “proud”, capable, as scen from her prologue speech, of
acting upon her sensc of slighted honor. Gods, unlike mov ls, have the power
to indulge their offended pride with impunity, and the playing on the two senscs
of thc word suggests Hipp.’s similaritics to and distance from the divine. On
the interpretation of this scction and of the whole prologuc, cf. Kovacs (1980a),
whosc views difler in some important respects [rom the oncs suggested here,
csp. in cmphasizing the divine associations and justificd position of Hipp.

88. Docs this scrvant arrive with Hipp. at 58 or docs he cmerge (rom the skene
at somc point later? The character is a slave (115 and, less tellingly, 88) and
prcsumably old (otherwise 114{f. would scem incongruous). At 108 Hipp.
abruptly brcaks off the conversation and orders his “attendants” (dwadof) o go
within and take care of the meal and the horses and then he cxits into the skene.
Afller this the scrvant stays behind and addresses Aph.’s statue. The cvidence is
not conclusive, but, following Méridicr and Hourmouziadcs (18-9), T suggcst
that this servant comes forth from the skene; perhaps he opens the palace doors
in response 1o the arrival of Hipp. and his train.  An unannounced entrance at
this point would be cxceptional, but not without parallel (sce Stagecraft, 20-4
and 49 n.33), and the exception would be casily accounted for—Hipp. is
occupicd with his praycr and the attendants do not have speaking parts.

88-9. As is often the case, the stichomythia of 90-107 is in*soduced by a pair of
lincs, a distich. The scrvant begins with an attlempt to win Hipp.’s lavor (a
caplatio benevolentiae)—hc addresses him with a fitting t2em of respect (lord)
and cmploys the optative for a polite question. Picking p on Hipp.’s twicc-
uscd term of respect for Arl., Sécowva (“mistress”, 74, §2), the scrvant trics
to gencralize such respect to all the gods (“I call you lord, for the term “master”
wc must usc of the gods™). The distinction made by the scrvant between the
two terms is artificial (both terms arc in fact used of both gods and masters), but
there is no rcason why the servant, csp. after Hipp.'s usc of 8écmowa for Art.,
cannot make the intcrnally consistent distinction here, a distinction which Hipp.
implicitly accepts. (CI. also the often cited passage in Xcen., Anab. 3.2.13)
The meaning of linc 88 has been much debated. My translation and interpreta-
tion follow, in the main, the view of the majority of editors (including Weil,
Barthold, and Barrelt): y&p explains the reason why the servant uses the appel-
lation &vag (“lord”) and not the term SecrdTne (“master”), which is reserved
for gods. The two other contending views arc: 1) y&p cxplains not the inap-
propriatencss of onc term, decwdTnce, but rather the appropriatencss of &vat;
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Jation would then be “Lord— (I call you thus) for onc ought 1o call
g‘ncc’l;ar?lfisatcrs gods”. This vicw (and translation) is offered by M. L. \g’?gl S(CR
15 [1965], 156, CR 16 [1966], 374-5, and, with many parallcls, 3 2‘7
[1980], 10-11); sce also Kovacs (1980a), csp. 136 n.20; and 3) the particle is
anticipatory (sce GP, 68-9) and the lincs should.bc translated Lgr(?, Sl{l:l(':(:l it ]s
cssential o call the gods our masters, will you listen to a good p1chT(; ] a' vice
from me [on this topic of the rclation between gods and mortals]”. This argu-
ment and the translation are Diggle’s (1994), 1-2. None of these three Lllnlcrplrr(:_
wations is without problems; the onc accepted here makes. small dcrnz;?nll s on the
Greck and conforms with the servant’s words and ?‘cuons in the rﬁst of the scene,

90. Sce GP, 62-3, for the usc of y&p in the sense for otherwise”. -

92. What: placed, as here, alter the interrogauive, r':a{ is often uscd3w icn the
questioncr wants additional or morc precisc information; sce G:P, 3‘1’2- ; w

93. proud: scc 83-120n. for the scmantics of cep?éc in this d:.ﬂm_;uu::.bcf e
word appears 14x in the play, 4x in this snc,f:omyrma, and alrcady lv\fﬁ:% ore
(of the Mysterics at 25 and, in the superlative, of Art. at 62). It wi . 1:: uscd
again to describe Art. (713, 1 130), the Corybfm_ls (143), U}c bm;ndury of hcaven
(746), and the cyc of Zeus (886). The remaining three times it refers to Hipp.
or his actions (957—and cf. 490—1064, and 1364). - —

94. The negative ov, displaced to attach morc closcly wii! the 1r'1u,rr9g_‘mvc,
modifics axBewdc; the displaccment creales the poinied juxtaposition of

nd axBewde.

95(.:“;?1?:;);1&: onﬁt‘mpocfwopoc, sce Colla'rdrnn .fluplp“ifiiﬁg:f';lg. The same

iLi euvoc and eumpocnyopoc is found at Alc. -5.

96?‘??0 Cs)::l?lilc{)r{;ip?ocity bclwccnpgodsyand mortals, sec 5-8 and 5-6n. f\ll.houg:h
it scems hardly in keeping with the scrvamfs argument, onc might infer ll!?ll
being cepvdc is hateful in a god as well as in a mortal. Perhaps lh(.‘.' polcnhu.ixl
ambiguity of these words is meant 10 suggest 1o the audience that Aph.’s

avior i bjcctionable. .
98?0?1::\’?{1;::;181?:1%13(: ei &1, usually, although nol always, implics confidence,
not doubt (scc GP, 223 n.1 and 488 n.1), but it is noteworthy that Hipp.
qualifics his responsc with an if-clausc and the particle ye (sce 88-120n.). b

99. This question comes boldly on what has p_rcpc_:dcd; sce 88-120n. The vcl:
mpocevvéTe is oftcn uscd of address 1o a divinity; cf., ¢.g., [1F 609, Acsch.,
Ag. 162, 811, Soph., Aj. 857, Pind., Isth. 6.17. G

100. Although the scrvant, of course, knows the goddess he has in tm&’ —and
only gradually (at 101) actually mentions her name—Hipp. docs not. We nec
not, however, assume, with Barrcit and othcrs'. that H:pp. suspects that A{ph&:s
the goddess who will be mentioned (cepvny at 09 indicates only that the

divinity is femalc). Hipp., as befits onc who is fundamentally pure and pious

(his general depiction up to this point), is concerned that th: servant may spcal;
an ill-chosen, impious word (the Greeks were fastidious about cmploying propcd
language in conncclion with the gods), csp. since the scrvant 'uscs ‘tt]c worc
cepvde, now in a different sense, so soon after he had used it in a negative one.
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On this line, sce Dimock, 246, and Kovacs (1980a), esp. 130-2, who also
discusscs other interpretations.

101. mear: Kiémpic (or Kbwpw) of the mss. is likely a gloss, displacing
méhac, aitested by the Sorbonne papyrus. Cf. R. Merkelbach, ZPE 1 (1967),
100-1. ]

102. These words have a paradoxical ring: Hipp. says that he stays away from
the goddess because he is pure; sce Corclis, 71. pure: on ayvédc, sce 10-2n.

106-7, 104-5. I accept, along with Weil, Barthold, Wecklein, and Diggle,
Gomperz's transposition of 106-7 and 104-5. With this rearrangement the
dialoguc has a better ending—105 scems very much like a concluding verse—
and an casicr flow—104 is a better reply 1o 107 and 106 is no worse an answer
to 103 than 104 is. Transposition of a pair of verses in stichomythia is not
uncommon, and Gomperz’s transposition here, while not absolutely necessary
(sce Barrett on 106-7 for a defense of the mss. order), is preferable. With the
transposition, these concluding lines of the stichomythia end with a double
rhyme (Becov/xpecov and péher/ ce Bel).

106. In Bacch. Pentheus too has reservations about “night worship” (485-7), and
cl. F524. Hipp. here indircetly indicales that he recognizes that what is wanted
by the goddess, and what he is refusing, is not superficial observance of the
goddess, but participation in her (nocturnal) activitics.

105. May you be fortunate: the cxpression elSaipovoine is frequent in
Eur. (and nowhere in Acsch. or Soph.), oftcn as a mere indication of thanks
(c.g., Alc. 1137, El. 231), and also, as here, with more of its litcral meaning.
The scrvant politely appends to this conventional formula the further wish that
Hipp. act sensibly; ¢f. the maxim in F 256.

112, after T have sated myself with food: (he phrasc Bopac
kopecBeic is striking. Bopd, is properly, although not exclusively, food for
carnivorous beasts, and kopévvupi, only here in Eur., ofien has the pejorative
scnsc of “glut”. There is a contrast between the gentle, pure life described in his
prayer to Arl. and the coarsc words here. Ironically, later in the play (952-3) Th.
mocks Hipp.’s vegetarian dict (ayixou Popd&c). Wilh his hcarty appetite
Hipp. also stands in contrast to Ph., who, as we lcarn at 135(f., is starving
herself o death, Sce further Segal (1969), 297-9.

113. T say good riddance: whercas up o this point Hipp. has cxpresscd a
prelerence for another god, here he is openly contempiuous of Aph. The collo-
quial-phrasec Aéyco xaipew, lit. “say good-byc”, intensificd by moAA&,
expresses “disrcgard, dismissal, repudiation” (Stevens, 26), and the possessive
coc (that of yours) can have (in Attic) a scornful tonc (sec Schwyzer 2.203).
Digglc’s translation, “to hell with” (AJP 110 [1989], 361) is a bil too strong.
The same phrasc is found at 1059, and c(. F 388.5.

114-20. The scrvant’s prayer to the goddess belore her stztue serves, visually
and structurally, as a counterbalance to his master’s ca-'cr prayer at Arl.’s
statuc. At once the servant sets himsclf off from Hipp. with his first words
(But I), a contrast which he then explains—the young should not be imitated
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and particularly lemale. Since the chorus have no first-hand knowledge of Ph.’s
condition, suspense is built up duriig (he song, as we must awail her entrance
belore we, along with (he chorus, sce her sorry state. The cause, however, of
her illness, although unknown to the Trozenian women, is well known 1o the
audicnce, producing much irony in the second half of the song (scc 141-69n.).
The song is composed of two strophic pairs and an cpode. As is standard practice
in tragedy, this song has a sense pause at the end of cach stanza, and, as in all
the strophic songs of this play, there is a clear division in subject maltler
between the strophic pairs and a milder one within the respouding stanzas: the
first pair deals with first how (strophe a) and then what (antistrophe a) the
: ay: the phrasc gpovolvTac olitwe chorus huv_c Icar_nc_:d of Ph.’s illacss; in the second pair the chorus speculate first
115. when they l(}un klht(:: ;::g:l H{g i hcrpprologuc speech (6), that she Lrips about possible divine (strophe b), then possible human (antistrophe b and cpode)
recalls Aph.'s words at 4 p be, 179 n4. causcs, :
up thosce E:vho arc proud (ppovoucty ‘;]57“_)&:“;3:](11?;:?;1 (g;i;rg‘nivhich rcl'crz In gencral on this song, sce Segal (1965=1986), 172-5.
as is fitting for slaves to speak: he Cfil his relationship to the gods, as 121-30. Very similar is the opening of the parodos in Hei. (17911.), where the
both 1o his status in the mortal realm and a 50 L0 . 88-0n chorus, who share the song with Helen, depict another picturcsque “washing
is cvident in his calling the goddess .II‘IIS‘l:?SS z’x:sw:vcr is linked by the petitioner scene”, at which they heard Helen’s cry dircetly. Sec Barlow, 22, on the
120. With this Dralycr, u} ‘};?ﬁ:,fgfgi;ﬁﬁ 'S‘:; Mastronarde ad loc. and Mikalson differences in the way these two descriptions are handlcd.
10 the god’s wisdom, cl. Phoen. 83-1, ¢

i in his humility before the
hink likc that. The contrast continucs in : ;
wglt?;c;tsw yu:ﬂ:kc Hipp., the servant respectlully addresscs 111?11(;,0(1:}:[505.3222“}::;[
2 csts. that youth (sce 43n.) and tempcrament should be & cgl o
suﬁgul'u as a divinity, Aph. should be wiser than mortals anfi_a c cs; \Ec o
a';ung-m‘ms blasphemy. The servant’s prayer is 'doo‘mod }ohf ‘u'llyl:g’l'{:a o
ﬁlrcady heard Aph.’s plans for bringing abou_l Hipp.’s f.!g.ﬂ "h' ctcriﬁlic- o
the servant asks of the goddess (folr Hipp.) llcs ::10::r :gg:]\;u;ri_ : par;aycr l‘ollocuing
442-3n. This is the only cxamp : apn
;SZa?Fér:ngorlnmon ?n the Iliad, namely onc for something which is opposcd (o a
g(?d’s alrcady announced intention; sc& Mikalson (1989), 96.

. 3 2 A T .
(1989), 95. Criticisms of the gods (indcpendent oprr:;ycir;;)’ lof écr}i?tsuésg?z?thg}r 121. There is
‘sdom or intelligence (or lack thercof); cf., c.g., And. 1161-5, 32 » EL
g?i'sidoluzldloﬁr tgl;: :1gl7 (un(d scc Willink there). This [yulc praycr call':. o mn::.{
hat Aph ’has 'alrcady said about her modus operandi: the scrvant l;my szg;;u 12
E:n:l l1r3lpc£) that the gods, and Aph. inrpulriliﬁular.l 'SI;SEIILI:?:L :15{30 r\;r; :11:1 ilra ) i;
. will act with power to defend her shig i
‘(Jll.lzldlﬁgts’ s:(:uking to the now-revealed D'lonysus“al Bac‘crh.Flg-gig.? llorrs1 Tt?é
fitting for gods to be like mortals in their angc; 1and4ti.2 s
iticis he gods suggested by these lines, sce [alro., 4 1-2.
Izclr.lél;mr:‘ﬁi leu%udas. gﬁ% group of fificen marricd (]{)Sll’.): “:cli’-_b?r:: (71“:2;)1
wom.cn of Trozen (373) now cnlers from onc ofc(llt_nc elztiidf(:‘ss):ﬂlb[;gﬁli?twilh
i ill be predispos 2
choral song. This chorus of women wi L el
i to keep secret from Th.
another woman, and they will be willing cven (o | e
i ic d have kept him [rom cursing
about Hipp. and Ph., which woul_ o o i
! lays the choral cntra l
710-14 and 706-12n.). Although in somc p O s it T
weak motivation, here Eur. follows a common P 1 v B
i whose crics or aboul w
concern for the well-being of the hero/heroinc, W s
Ly have heard (cf. Alc., Med., Hcfd.: And., llec., w b, deh,
I'i"lrlnzél;ldl(l:(;n);l expressly state the reason for their zllrrwul (as‘dgl,_ fhtl . gﬁnﬁﬂ:ﬁ:
/ 71, 167(1.), but the conten .
at And. 119(T., Hec. 98IT., and EL. 167 ( O
i ¢ i he decided object of their a )
it clear. The choral cntry, with Ph. as 1 G el
i shi { ion, and the song both contrasts with whe ‘
begins to shift our atiention, and ong i g s
i 2 ¢ ¢ he initial presentation ol Ph. a
diately preceded and preparcs for the - ool o g
v itsell begins with a domestic sceng, the wol ; ;
T:glisc? ns&f)ring. Thc divine pronouncements, sgtcrcd me .“iosz, pmycrzd?;:w
Fcligious discoursc of the prologue arc replaced with something at once mu
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.« . they say: Aéyetar docs not imply doubt but lends a
certain legendary and remote quality to Oceanus (cf, West on Or. 331); this
usage is found also with the pass. of kaAéc, kA€, and kAMilw. Walcr,
prominent here with Occanus the first word of the song, forms onc of the
dominant patterns of imagery in the play; see Segal (1965=1986), passim.
Oceanus: not our “occan”, but the [resh-water river which was thought to
surround the (flat) carth; cf. Or. 1378-9 and sce West on Hes., Theog., p. 201,
In Hom., /1. 21.196-7 (a disputed passage), Oceanus is said to be the source of
all rivers, scas and streams, but here the point seems 1o be, rather, that this
water is special in originating from Occanus. !

126. purple robes: mopgUpea @d&pea might recall ihis phrasc in Homer

(/1. 8.221, Od. 8.82), adding 10 the remote quality of this passage; sce Hosc,
1.61.

127. in the stream’s water: Lhe phrasc ToTauiam 8pdcawt was used (in

the pl.) by Hipp. of the waters with which Reverence iends the untouched
mcadow (78). This repetition might help to underscore the contrast between the

two scencs:  Hipp.’s pristing, cxclusive meadow and the gathering place for
womcen at their domestic tasks.

131-40. The expansive scene described in the strophc—waler sprung from

Occanus, women out-of-doors, working under the warm sun—contrasts starkl y
with the scene depicted in the antistrophe—Ph. indoors, wasling away, covered
up, secking to cnd her life. Like the strophe, the antistrophe has a sensc pause
(aslightly less strong one) after the first four lincs.

I3L. herself: Sépac (lit. “body”) is uscd here, as often by Eur., as the virtual

cquivalent of the reflexive pronoun. But it is important to note the atlention
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paid to Ph.’s body throughoul the play (c.g., 138, 174-5, and 1;)09-10), csp. as
a corpse (sec 811n.); see also Scgal (1988), csp. 266-7 and 2’:"01-3 . sched b
133-4. robes: the word pdpn was used also of the clothci cing w - y
the women in the strophe (126); the repetition points Lo the contrast between
13??81.wob5;c;t?:s|:valiun: aPpwciar, Hartung's ce‘njcclu'rc‘:s wgy hli:cly
correct, although the word is found Ezlsc_whcrc only in Pollux; sci: anicl. on
135-8 on the textual problems in this linc, FCIC‘I'IC(!ICG l_); [Iaru_mlf, § SO u ion,
pure: purity through not cating suggests religious faslp:g: whic ’:vas ;Frc in
ancient Greece. The language here points 1o a paradox: in L?cpmgo c:!sc pl;;rc
from Demeter’s grain, Ph. is sccking the (impurc) statc of qcalh. f(H'n e pu“ u-
tion attached to death, sce Parker, 32-7{3, csp. 32-48_.) In light o : '1pp‘. ? u&.‘l.lng
the same word (&yvdc) at 102 of his sexual purity, the word 1145‘a urther
significance in that Ph.’s attempt (0 keep her body pure from food <’<i1]‘wcsl,’as‘1s
confirmed later (388IT.), from her wish 1o keep hersell pure sexually, that is,
faithful to her husband. Sce Segal (1970b), 280. , - ' .
139-40. trouble: a trans. of waBer, Burges's conjecture (acccplci "1")’
Barthold, Weil, Barrett and Diggle, among others), nol.rrevae-. S(_)rro':v, ;,dr‘u, )
of the mss. (But the mss. may be corrcct ulnd the conjecturce overly Lssl.l ‘:OLIS,
see Kovacs [1987], 129 n.34.) Eur. comlgmcs Lwo mcmphu_rs,' to run as l';‘J]re
and the boundary that is death (BavaTou being a_dcfmmg gcgg% p;c
two metaphors arc combined also at PV .183,:4'. Later in the !)1.1?; ( 'k)"l 1
will be described by the chorus as “foundering (UmépavTAoc) as she takes her
14(1\-“6“9?";:;1 these two stanzas and epode the chorus speculate about the cau:s'? ol
Ph.’s sickness. The new strophic pair is marked not only by th: -(rcqijlns'nc()l
change in meter and shift in focus, but by the second-person addrcssl.u 1 1::m
145 (on the textual problems involved in these two ]IH(S: see Pc.:)\v?.l ur;
frequently, esp. in the carlicr plays, begins the second haif of a :‘12?1 39%18,
containing two strophic pairs with a sccond-person address (c.g., :'l:{e +431,9 )
or voc. (c.g., 752, Med. 645), or another marker such as vuv 8¢ (“but now”) or
Eycs B¢ (“bul I”); sce Kranz, 206-7. The sccond-person adtlrcs‘s o 'Ph. dolc;?ngql
signily that she is on-stage (sce Taplin [1977], 280-5 and Mabll'Ol':IdrdC [ “j,
101-3), and the announcement of Ph. and the Nursc at 170IT. 5.1r0r|gl)f'i tells
against it. Like the chorus in the parodos of Soph.,‘A;A (17211‘:), lh'c c 10315
address 1o the absent object of their concern (Ph.) a serics of questions about the
causc of her illness. (This scrics of questions, some of w.luch qulvc go;ls.
may be a retention of cultic form in sccular songs; sce Kranz, 1'8_2_3. wuh' furt c;
examples.) It is natural for the Trozenian women 10 assuinc 1rlm_1ully‘lhal .so.nl:c
god is the cause of Ph.’s sickness; sce 241n. The suggested dw‘mc CdLIS(I.‘.b u:q“
up the strophe, the proposed human ones fill out the antistrophe and cltoc ;: o
the suggested reasons for Ph.’s sickness are wrong, and for the auc i(i‘;ﬂ :
informed by Aph. of the situation they create some rony: ‘1‘) posscss:fm Ayl
god of cestasy, but Aph. is not mentioned; 2) failure 10 sacrifice to Cretan Arl.
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when it is Hipp., not Ph., who has neglected Aph., not Art., and whosc neglect
has been of a very different kind; 2) Th. being unfaithful, when Ph. fears that
she might be; 4) bad news from home, but her own home with Th. is being
jeopardized; 5) an exclusively female form of “madness”, when passion, which
alflicts her, attacks both sexes.

141. The mss. reading, cl ydp, is unmetrical. Nauck suggested 1) yép,
accepted by Barrell. Mctzger’s conjecture, 1j ¢¥ y’, accepted by Wilamowitz and
Murray, is more altractive, despitc the somewhat difficult ye, which T take to
be, in part, an cxample of the particle’s tendency 1o atwch itself to pronouns
(sce GP, csp. 115-6, 121-3). Also worth noting is Fitton's suggestion pr
y&p, which would provide a desired tentativencss.

142-4. All of these were thought, in varying degrees, (o tause madness. Pan
was a woodland god; Hecate, a chthonic goddess, associated with witcheraft, was
often identificd with Art. (scc FIW on Acsch., Supp. 676), and the Corybantes
were the male auendants of Cybele, one form of the mother goddess
(mountain mother), imporied from Anatolia. Are you frenzied?: the
verb @ortde, lit. “lo go to and [ro, move in an agitated lashion, visit”, is used
mctaphorically. In the following scene, where Ph. scems to be delirious, the
mctaphor of “wandcring” from onc’s scnscs is applicd (o her twice (240, 283);
sce 283n.

145, The meter of c¥ 8’ is acceptable, but the sense of 8¢ is difficult (sec Barrett
on 141-50, contra GP, 171). Perhaps Barrcit’s suggested &p’, provisionally
accepted here, is correct.

145-7. Diclynna was a Cretan goddess, identified with Art., at least in her role
ol “mistress of wild things” (cl. Hom., //. 21.470), hence the adj. “of many
animals” here; the same identification is made at 1130 (in the context of
hunting). Punishment by a god for failed homage was a very common mytho-
logical pattern. The /ipp. itsclf is a variation on this, and Art., according 10 /T
17-24 and 209-13, rcquircd Agamemnon’s sacrilice of his daughter Iphigenia
because of neglected sacrifice. The suggestion that Dictynna/An. is the offended
divinity has point not just because of her association with hunting, from which
activity Hipp. has just returned, but because of Ph.’s own Cician past, which is
alluded to by the chorus in Lheir next suggestion and which has a thematic
importance for the play (sce /ntro., 40). Dictynna alsc was associated with

Ph.’s father, Minos, who, according to the story found in Callimachus (//ymn
3.1891[.), pursucd her for ninc months. of many animals: the adj.
moAUbnpoc in poctry only here and Phoen. 801-2; in later prose authors it
appears a few times. offenses: aumwAakia appears twice later in the play
(833, 1363) of ancestral “crrors” whose punishment is visited upon the descen-
dants, and it occurs only onc other time in Eur, (Med. 116); the related
aumwAdknua appears at Phoen. 23. neglecting to make ritual
offerings: aviepoc is here active, “(onc) who has not made iep&
(“offerings™)” (for its passive sense, cf. F 992); meAavéov is a dependent gen.
alter aviepoc, explaining the sphere of activity (sce, c.g., &luya AékTpcav,
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546, and K.-G., 1.401-2); and aBvTeov is pleconastic. ritual offerings;
mrehavée, here in the pl., refers (o a rather denscly viscous liquid which was
offered (at times poured, at Limes burncd) to the gods, and 1o the dead; the word
can also describe round offertory cakes.

148-30. Very similar language at Soph., Ant. 785-6 (of Eros). Mere: this is
almost certainly the same as the Mere referred to at 228 and 1133, the precinct
of Arl. Saronia (Art. had a shrinc there—sce Paus. 2.30.7), where Hipp.
excrcises his horscs and where Ph. longs to tame them. On the topography of
the arca, scc Barrctt on 148-50 and his map on p. 383.

151-4. Although wrong, not an unrcasonable surmisc: ‘Th. had a history of
love affairs (cf. Plu., Moralia 27(-28a, relerring Lo Hipp. ), and the Nurse later
wonders whether he has done Ph, wrong (320). The threat a busband’s adultery
brings to the house is not uncommon in tragedy; cf., ¢.g., Aesch., Ag., and
Soph., Trach. cherish: Lhe metaphor in Tomaive is from tending [locks;
it is found also at F 744 and Acsch., Eum. 91. noble-burn: in conlcmpo-
rary Athens the word eupatrides referred 1o the old aristocratic ruling class,
which, according o legend, Th. himscll sct up. Although in tragedy it could be
used in a neutral sense, its use of Th. here and again at 1293 (and only in these
two places in /ipp.) may well, as Barrcil suggests, call up the associations with
the Athens of long ago. union koita (lit. “lying”) was uscd also ol Ph.’s
sickbed at 131, hidden from your marriage bed: ¢l EL. 720, Sthen., F
661.9, Hom., /l. 6.161, Hes., WD 329.

155-60. With this question concerning bad ncws from homec, cf. {lel. 1191-2.
the harbor most welcoming to sailors: most naturally a reference 1o
Mounichia, the older harbor of Attica. Perhaps the chorus are thinking that the
messenger from Crete went first o Athens, and then to Trozen looking for Ph,
The chorus began their description of Ph. with her in bed (131) and now, when
they come to the end of their questions (the [ifth suggestion, found in the cpode,
is constructed differently), imagine her there again (159-60). she is bound to
her bed: more lit. the chorus say, “her soul is bound (so that she stays)
abed”; wux& (“soul”) is the cquivalent of the living person (sce 440n.), and
etvaia is (0 be taken predicatively with 8éSetan. The adj. elvaia might also
hint at a nautical metaphor (“anchored”); sce B. Jordan, GRB5 19 (1978), 75-81.

161-9. In his first appcarance, Hipp. comes immediately from the hunt, the
activity which could signal the transition from adolcscent 1o man (sce 13n.);
just before Ph. arrives on-stage, the chorus sing abow & woman’s naturc,
involving pregnancy and child-birth, the expericnces which for the Greeks most
clearly defincd a woman. (Sce [urther Goldhill, 121-3; on the suggestion of
pregnancy, sce Zeitlin, 68-74 and Golf, 6 with bibl. at n.8.) Art., although a
virgin goddess of the hunt, is also a goddess of childbirth: “Just as the plaguc
god [Apollo] is also the healing god, so the virgin is also the birth goddess”
(Burkert [1985], 151).

162. temperament: appovia more lit. means a “joining”, thc way
something (or someonc) is put together.
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164. mindlessness: appocuvn is cognate with and a virtu:
.ls;opl{::lisgrlte. 1hlc virtue which Hi?)p. S0 p%izclsc(scz:”;é;gn‘.lj.vElr";:t:divg?(:o:a}rlln:xlgc{
q ! TAr H;
Tio. 989-9){]rj1z?n?lbs}ccb§’!:?tl\[:3r:]3 ﬁ%};&gm onc who takes away your wits; cf.
166. breeze: aUpd is uscd fliguratively 1o describe “any disposition or
impulse, PI’ the rcason or emotions” (Collard on Supp. 1028-3(}j helper of
labor: su)\o}goc: first here in Greek, appears clsewhere only of E-il lhu[? th
goddess of childbirth, at Call., Ep. 53. 2 PI. YRR e
167. ruler of arrows: arrows arc a traditional atiribute o! Art., as goddess of
the hunt. In Homer Art. and her arrows are said 1o be rcsponsiblc’ for the sudden
dcath of women (cl., c.g., /1. 6.205, 428, 19.59, Od. 11.172) and in Call
I[).'mn_ 3.126f. she is (implicitly) responsible for the death of women m
childbirth. Just as she regulates hunting, bringing both protection and death (o
wild :_muna]s, she can both casc childbirth and bring death during it. &UTeuv:
an cpic-lgntc contraction in an cpic verb. - .
168. causing me to be envied: TwoAulHAcwToc (a very raré word, first at
Bucchylldcs 9.45) here suggests that the chorus have what others might ;:nv
169. with the gods’ blessing: the Grecks were ever mindfml that suc);css
and gooq fortunc came about only with the gods’ intervention or al lca‘ql forbear-
ancc; this sort of “touch wood” formula is found throughout Greek ‘lilcr'llulrc
While lhc_cxprcssion might secem odd here (it is a divinily, not merel ‘good'
fortunc being invoked), its formulaic nature makes its usc um‘ijccliOuubl);: she
comes: for lhq third li_n}c in short compass the verb portded is used ‘(ulso
143, ]{18_), here in a positive sense of a kindly divine “visitation” (cl. //F7 846
wh_crc it 1rs‘uscd of Lyssa’s violent attack on Heracles). ’
170-524. 'The First Episode. This long cpisode is articulated into smaller
units by content and meter, as the pace varics from scenc to scenc. It begins
with the Nurse’s hcavy anapacstic reflections, on thic heels of which .comc Ph.’s:
lively lyric expressions of desire (on the modc of delivery, se2 198-266n.) T-hc
rhythm then returns 1o that of spoken iambic trimeters, as the chorus lca('lc;r and
ll_lc Nursc cngage in stichomythia conccrning the naturc 2nd cause of Ph.’s
sngkncss. ’IjhlS then Icads into the Nurse’s rhesis, which i tumn leads into lilc
stichomythia between the Nurse and Ph. where Ph.’s desire for Hipp. is first
revealed. The major break within this episode is the sung strophe al. 362-72
(respondcd 1o py 668-79; sce 362-72n.). Following this short lyric, Ph. delivers
her long and l_nghly rcasoned rhesis on how she has responded Lo t;cr [;llSSiOH a
speech Lo V\{hlch the Nursc juxlaposcs her own attempt to persuade Ph Tilc
scene culmmz_xtcs in stichomythia between the two women, from whiéh the
Nursp lakcs‘ it on herscll Lo approach Hipp. with Ph.’s rcvelation. Ph
dominalcs this episode, with her silences, with her enigmatic Iyric cxprcs'sions.
and then with her revelation, which literally, if only temporarily, silences lh(‘:
Nurse. In it we Iecarn much of Ph.’s motivation, from her lormal rhesis, as well
as f_r(_)m her silence and the (incly achicved contrast between her hig’h moral
position and the Nurse’s brand of pragmatism. This cpisode also highlights
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