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PREFACE

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

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

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

vii



viii PREFACE

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

My task in writing this book has been facilitated greatly by the
recent work of high quality done on the text of the play, particularly
that of James Diggle in the Oxford Classical Text Euripides (vol. 1,
1984) and David Kovacs for the new Loeb edition of Euripides (vol. 1,
1994). I have also benefited from reference to the Teubner edition of
H. van Looy (Stuttgart and Leipzig 1992) and the edition with intro-
duction, translation, and notes by V. di Benedetto and E. Cerbo
(Biblioteca Universale Rizzoli, Milan 1997). I am grateful to the edi-
tors, Patricia Easterling and Richard Hunter, for the invitation to
work on this play in this format and for their helpful advice and
criticism, and to several other scholars for generously providing
comments and corrections on various parts at various stages of their
drafting: James Diggle, John Gibert, Luigi Battezzato, Mark Griffith.
I owe advice on particular points to Michael Haslam, Andrew Gar-
rett, Tony Long, Peter Parsons, and Henk Versnel, and I thank Ted
Brunner, former Director of the Thesaurus Linguae Graecae at the
University of California, Irvine, for his help. Among the students
who have offered specific comments or discussed the play with me,
I would like to acknowledge here Frank Cope, Melissa Mueller,
and Mario Telo, as well as Alex Kozak, Donna Sy, and Kurt Lampe
for bibliographic work, proofreading, and reference-checking. Two
undergraduate classes and a graduate seminar also helped me make
progress. The early stages of my work were supported by a sabbatical
leave from the University of California, Berkeley, and a fellowship
from the American Council of Learned Societies.

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

1 EURIPIDES: LIFE AND WORKS

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

Eur. was probably born some time in the decade of the 480s, and
no later than about 475. The first reliably recorded date in his life
(from the AMarmor Parium) is that of his first production of plays at the
Great Dionysia in 455, when he was presumably at least 20 years old
and may have been as old as 31 or g2. Different ancient traditions
place his birth in 480/79 (in some sources, more precisely, on the
very day of the Battle of Salamis) or in 485/4 (a coincidence with the
first victory of Aeschylus) or one of the two previous years.

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

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

2 See Fairweather (1974), Lefkowitz (1979) and (1981).

1



2 GENERAL INTRODUCTION

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

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

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

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

* Test. 1(3) in Kovacs (the Life that precedes the plays in some MSS).

* See Miller (2000) for the argument that not all Greek athletes came from
wealthy families.

¢ Stevens (1956).

7 This is too large and complex a subject to be dealt with in this context.
On Eur. and the Sophists see Conacher (1998) and Allan (2000a), with the
bibliography that they cite. On rhetoric and language see (e.g.) Croally (1994),
Goldhill (1986) ch. g, Lloyd (1992), Scodel (2000).



EURIPIDES: LIFE AND WORKS 3

civilization, and in so far as one can speak of his attitude toward
modern trends, it is neither uniformly positive nor negative.® The
simplified claim made in the ancient Life that he was a ‘pupil of
Anaxagoras and Prodicus and Protagoras and an associate of
Socrates™ should be greeted with scepticism, although such a belief
has exerted a significant influence on Eur.’s posthumous reputation
and modern reception.

When scholars in the fourth century examined the records of com-
petitions in the Athenian state archives, they found that Eur.’s par-
ticipation in the Dionysia began in 455. His last certain Athenian
production during his lifetime was at the Dionysia in 408, and a final
tetralogy was entered in the competition shortly after his death. His
name was found in the list of competitions at the Great Dionysia 22
times (88 dramas), and ancient scholars catalogued g2 plays under his
name, of which a few were of disputed authorship, and Eur. also
produced at least a few plays for other venues.!® Possibly his surviv-
ing Andromache is one such play, since it could not be found in the
Attic production lists under Eur.’s name (although Callimachus
thought it was the play listed under the name of Democrates)."" At
the end of his life he was writing plays in Macedonia at the court of
the king Archelaos, including one about the king’s mythological
namesake, the lost Archelaos.> Eur. also wrote a praise-ode for the
famous Alcibiades after his victory in the chariot-race at the Olympic
Games of 416 (PMG 755-6), and Plutarch (Nikias 17.4) quotes as the
work of Eur. a grave-epitaph for Athenians killed in the Sicilian di-
saster of 413.

® See (e.g.) Reinhardt (1957), Mastronarde (1986).

¢ Test. 1(4) Kovacs; a similar claim is made in the entry in the Suda (Test.
2(3) Kovacs).

19 See Easterling (1994) and the more speculative discussion of Dearden
(1999).

99'? On the uncertainties of the evidence see Allan (2000b) 149-52.

12 See Revermann (2000) 454—5. Aelian Var. hist. 2.8 tells a story in which
Eur. competes in a dramatic festival at Peiraeus; if this is true, it could have
involved either a reperformance of a play also seen at the Great Dionysia or
production of a play never staged in the city. On the number of Eur.’s plays
see now Jouan and Van Looy (1998) x1-xv1.
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The known dates in Euripides’ theatrical career are as follows:

455 first competition (included lost Peliades)
441 first victory in the competition
438 Alcestis (earliest surviving play of Eur.): fourth

play in a tetralogy that won second prize (with
lost Kressai, Alkmeon A’, Telephos)

431 Medea: first play in a tetralogy that won third
prize (with lost Philoctetes, Dictys, and satyr-play
Theristar)

428 second Hippolytus: part of a tetralogy that won
first prize's

415 Trojan Women: third play of a tetralogy that won

second prize, (with lost Alexandros, Palamedes, and

satyr-play Sisyphos)

412 Helen, along with lost Andromeda

408 Orestes

407/6 (winter) death of Eur. in Macedonia

405—400 Iphigenia in Aulis, Alkmeon B’, and Bacchae, pro-

duced by Eur.’s son; posthumous first prize

The other surviving plays and some of the lost plays are dated
approximately on the basis of quotations in dated comedies, the pro-
portion and type of resolutions allowed in the iambic trimeters, and
(the least reliable criterion) possible allusions to contemporary cvents.
Resolution in the trimeter has been studied in great detail,’* and it
has been shown that from the 420s to the end of his life Eur. gradu-
ally loosened the traditional form of the tragic trimeter by admitting
a higher and higher percentage of resolved positions (see PM 1g), by
using more lines with multiple resolutions, and by extending the

* It is generally assumed that the second Hippolytus is the extant play; this
is probably the case, but it must be conceded that ancient scholars may simply
have had two Hippolytus plays and two dates on the production-lists and
constructed what was to them a plausible story, that the play with the more
shocking portrayal of Phaedra was the earlier and that criticism of it caused
Eur. to write a new version. See Gibert (19g97).

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

430 Heracleidae

. 425 Andromache

. 425—4 Hecuba

423 Supplices

420'®  Electra

416 Heracles

414 Iphigeneia in Tauris
. 414 Ton

411—409  Phoenissae

S O N D NS s e

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

'* Omitted from this list is Rhesus, which is transmitted among the select
plays of Eur. but seems to be a fourth-century tragedy by an unknown poet:
see (in favour of Euripidean authorship) Ritchie (1964) and Burnett (198s);
(against) Fraenkel (1965). The satyr-play Cyclops is also omitted, since it is un-
certain whether the test of resolutions should apply in the same way to a satyr-
play. Seaford in his edition of Cyclops argues that it should and dates the play
to ¢. 410—408; others put the play in the 420s.

's Some scholars date Electra to 413 in the belief that lines 13478 allude to
the Sicilian Expedition and that lines 1280-3 announce Helen of 412: see the
counter arguments of Zuntz (1955) 63-71 and the additional remarks in
Cropp’s edition, I-1i.
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Medea so shocked or offended the Athenians that the judgcs were
hostile."

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

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

'7 Nor is the assumption of a ‘patriotic’ reason for disapproval of Afedea
very cogent. The ancedote (ZMed. g) about Eur. being paid by the Corinthians
to make Medea the killer of the children might go back to a joke in comedy
about Eur. being ‘unpatriotic’ for treating the Corinthians (bitter cnemies of
Athens in the run-up to the full outbreak of the Peloponnesian War in 431) so
well. On the negative side, Creon is depicted as an abettor of a perjuror, and
the citizen-women of the chorus as acquiescing in the death of their own royal
family. But the audiencc of Medea had morc important things to be shocked
about than the way the heroic-age Corinthians were portrayed.

18 Sec the cvidence in Csapo and Slater (1995) passim; for papyri, Pack
(1967) is updatcd by the CDD-ROM Leuven database of ancient books (1998), and
thc up-to-date database known as Mecrtens-Pack3 is to be made available on-
line by thc Centre de Documentation de Papyrologie Littéraire (CeDoPaL) of
the University of Liége.

'* Even before the age of discovery of Egyptian papyri, a substantial por-
tion of Phaethon was recovered from some pages of an ancient book (fifth cen-
tury ce} that had been reused (at some point after the sixth century) to repair
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plays, the papyri have provided major gains in our knowlcdge of
Hypsipyle (over 250 readable lines, and many additional scraps), Anti-
ope (some 130 lines, most of which are readable), Erechtheus (about 8o
readable lines to be added to two long book fragments from the ora-
tor Lycurgus and the anthologist Stobaeus), Aretes (about 6o lines),
Kresphontes (50 lines, only half of which are complete), Telephos (about
40 full lines, plus scraps), Melanippe Desmotis (about 40 lines), Archelaos
and Phrixes A (around 20 lines each). The more extensive fragments
of lost plays are conveniently accessible in Diggle’s TGFS, and in Col-
lard, Cropp, and Lee (1995- ).%°

2 THE PLAY: STRUCTURE, THEMES, AND
PROBLEMS

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

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

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

2 For rccent lengthy bibliographies on Medea, sce Van Looy’s Tcubner
edition, xxix—Ixiv; Clauss and Johnston (1997), McDcrmott (198g). Among the
most influential and important English-language discussions of the intcrpre-
tation of the play in recent decades are Burnett (1973), Easterling (1977), Knox
(1977), Bongic (1977), Foley (1989) (revised in Foley (2001)), Bocdeker (1991)
and (1997), Rabinowitz (1993), Kovacs (1993), Burnett (1998).
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(a) Medea as revenge-plot

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

The grievance in Medea is Jason’s abandonment of a marriage of
several years’ standing that has produced male offspring. In extant
tragedy, the motif of the abandoned or wronged wife has its most
famous parallel in Aeschylus’ Agamemnon (458 BcE), although Aga-
memnon’s sexual infidelity to Clytemnestra is only one aspect of
a complex chain of causes culminating in his death at her hands.?*
Medea can usefully be read as a revision or extension of the model of
Clytemnestra: both women are dominatingly persuasive and decep-
tive, both make use of the pretense of being a weak female, both use
fabrics and woven material to entrap their victims, both can be iden-
tified with an Erinys, and Medea’s scorning of military service as less
fearful than childbirth challenges a motif of male superiority that
Orestes and Athena used against Clytemnestra (248-51n.). The exact
nature of Medea’s grievance is the subject of dispute and ambiguity
in the play, with the antagonists themselves and the observing char-
acters (chorus, servants, Aegeus) offering shifting perspectives. Jason
tends to reduce Medea’s complaint to sexual jealousy, taking advan-

22 See esp. Burnett (1973) and (1998); also Kerrigan (1996).

# Killing an enemy’s children is a motif in many myths (notably, Atreus
killing the children of Thyestes; in Eur. Hec., Hecuba killing the children of
Polymestor, and in Her. g70—1, 982—3, the mad Heracles thrcatening to kill
the children of Eurystheus), and in a smaller subset the killer is also a parent
of the vietim (as in the story of Procne and Tereus).

2 Sophocles’ Trachiniae (which may possibly have been produced earlier
than Medea: on the dating, see Easterling’s comm., 19—23) also exploits this
motif, but with the important qualification that the wife acts in ignorance of
the harm she will cause and punishes herself with death upon realizing the
truth.
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tage of the Greek (male) stereotype of females’ liability to sexual im-
pulse, and thus he ignores the issues of status to which Medea herself
often refers. On the one hand, Medea is a wife who has borne male
children to Jason: by contemporary social norms and by the norms of
‘heroic society’ as depicted in the poetic tradition, she has fulfilled a
vital familial role and is owed due consideration as a partner in the
family. Medea’s legitimate claim to such status is confirmed by the
disapproval of Jason’s remarriage expressed by the chorus and (sig-
nificantly, because he is male and himself of high status) by Aegeus.
On the other hand, Medea views herself as a heroic partner in
Jason’s adventures. She is not a normal citizen-woman, but a prin-
cess and a saviour, and she has formed her bond with Jason not as a
subordinate in an exchange between her father and her husband, but
as an equal (21—2n.). She and Jason exchanged the pledge of right
hands and the oaths characteristic of xenot of equal status, and again
Aegeus serves importantly as an outsider who confirms Medea’s sta-
tus among the elite. Medea thus takes on the traits of the insulted
chieftain. For her sense of outrage over the failure of her partner to
abide by the heroic code of mutual exchange and loyal good will, she
may be compared to the Achilles of the /liad and the Ajax of Sopho-
cles’ eponymous play. Medea repeatedly refers to honour, dishonour,
and the avoidance of being laughed at by her enemies (see section (b)
below), and unlike Achilles, who for a time rejects the heroic code
because he perceives it as flawed, Medea makes her tragic decisions
because she gives precedence to her heroic status and to following
the dictates of the heroic code of retaliation.

In order to get her revenge, Medea has many obstacles to over-
come within the play, proceeding through more steps than is usual
for extant Greek revenge-plays. These steps provide the structure of
the plot in its linear aspect, although there are also parallel and
symmetrical aspects that connect scenes through similarity and re-
versal (discussed below). Also remarkable in the structuring of this
plot is the fact that so many separate decisions and intentions formed
by Medea are brought successfully to fulfilment: this is unusual be-
cause for the actions attempted by the major characters in tragedy,
the proportion of frustrated intentions and perverted outcomes is
normally very high. The first obstacle Medca faces is her own dis-
traction and despair, so vividly portrayed in the opening scenes. At
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the outset she seems not only totally isolated — a woman without a
sponsor and a foreigner unwelcome back home and threatened by
powerful enemies in the Greek world — but also inconsolable and
self-destructive. Yet when she comes outdoors in the first episode, she
has mastered herself and begins a series of persuasive and manipu-
lative speeches. She solidifies the Corinthian women’s sympathy and
extracts their promise of silence in support of her hope to avenge her
husband’s insult. Creon’s decision to exile Medea is the second ob-
stacle, and structurally it is the precipitating plot-event that sets in
motion this ‘one day’ of tragic action.?® The audience has already
learned of this decision through the conversation of the tutor and the
nurse in the second scene of the prologue, but Medea herself is in-
formed before their eyes, and in an immediate and supple reaction
she uses supplication and gentle words to wrest from Creon the extra
hours she needs to work toward her revenge. The third obstacle is
her fear of being caught by her enemies, in the act of revenge or
after the act, and subjected to their vengeance and mockery. This she
overcomes in the Aegeus-scene, when she secures a place of refuge.
The fourth obstacle, delivery of her poison, is surmounted in the
fourth episode when she deceives Jason into taking the boys, with the
poisoned gifts, to the princess. Medea’s own divided feelings present
another barrier to the completion of her scheme, and her temptation
to save her sons is defeated in the famous monologue of the fifth ep-
isode. This internal obstacle is a brilliant deepening of the motif of
hesitation that Aeschylus deployed in the confrontation of Orestes
and Clytemnestra (Choe. 896—go4), and this struggle with herself has
had a long afterlife in Greek, Roman, and more modern literatures.
Finally, the rapid arrival of Jason after the killing of the children
lends urgency to the question of how Medea will actually escape
from her house and make her way to Athens on her own, and the
unexpected gift of her grandfather’s winged chariot provides the
solution.

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

2 On the tendency of Greek tragedy to present events in one day see
Aristotle, Poetics 5 (1449b12—13).
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ception in service of her stratagem is Medea’s duping of Jason in
the fourth episode. As in the plotting-scenes of Orestes-plays or the
later so-called méchanéma-tragedies (such as /7 and Helen), Medea an-
nounces her scheme in advance to the chorus and audience and then
carries it out. The audience is thus never in doubt about the insin-
cerity (or hidden meaning) of Medea’s words to Jason in this scene.
The confrontation with Creon in the first episode reverses the se-
quence, for there the deception is unveiled after the fact: the chorus’
anapaestic comment at 358-63 points to an unsuspecting reading of
Medea’s appeal, while Medea’s following speech reveals its hostile
intention. In the confrontation itself, Medea prepares for the wearing
down of Creon’s determination by minimizing her cleverness and
diverting attention to the hostility of the clever person’s social envi-
ronment; she continues the process through a supplication that in-
tensifies from a verbal to a physical form; and she finally attains her
goal by conceding the main point and appealing to Creon as father
of a child. This sequence makes possible a double-sided reception
of Medea’s words, both as the sincere expression of a wronged
woman’s reaction to new misfortune and as a carefully calculated
manipulation.

The co-opting of the chorus of Corinthian women in the previous
scene presents a similar potential for uncertainty and duality in the
audience’s reception of Medea. On the surface and on first hearing,
Medea’s speech may be accepted as an outpouring of genuine anxi-
ety and resentment backed by acute social analysis and solidarity
with ordinary women. A darker reading of the speech is invited by
reflection and by retrojection of the audience’s subsequent experi-
ence. Although it is possible to resist Medea’s self-presentation at the
very moment of her speaking (by noting, for instance, that Medea’s
marriage was not contracted in the same way as those of ordinary
womcn, or that she has no ‘anchorage’ at home because she betrayed
her father and murdered her brother), to do so is perhaps more char-
actcristic of a rcader than of a theatrical audience and in any case
would require a rather narrow and uncooperative attitude of recep-
tion, unaffected by the emotional and thematic sequence of the pro-
logue and parodos, with its emphasis on betrayal, injustice, and de-
spair. It is rather the retrospcctive light of the following scenes that
may make an audience feel that they too perhaps werc duped by
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Medea’s initial appeal. The duping of the chorus is emblematic: they
consent to keep silent so that Medea may punish Jason (but see
262n.), and in the first stasimon they look upon Medea’s case as one
that justifies an overthrow of authoritative misogynistic cultural dis-
course; but their promise slips into acquiescence in the extension of
the revenge first to Creon and his daughter and then to the children.

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

As revenger and victim, Medea and Jason naturally experience
the major reversals in the play. The plot with double reversal (re-
covery of prosperity by the ‘better’ and fall from prosperity for the
‘worse’) 1s a traditional form well established in the Odyssey (cf. Arist.
Poetics 13, 1453230—3), but as often in tragedy the moral situation is
much too complex for a comfortable ascription of ‘good’ to the tri-
umphant party: violence dirccted to philoi, especially blood-rclations,
lends a charge of shock and revulsion even to a merited punishment.
In this play, from Medea’s physical neglect, emotional distraction,
and isolation (heightened by her own withdrawal from contact with
others: 27-g, 142—3, 187—9), she rises to complete triumph over her
enemies and appears in the end physically raised above Jason, dis-
pensing orders and predicting the future like the gods for whom the
upper level and locomotion by the theatre-crane are normally re-
served (1293—1419n.). From the ‘blessedness’ conventionally ascribed
to ncwlyweds, from the wealth and power of the royal house, and
from the expectation of a prosperous future with two sets of sons,
Jason is cast down into total isolation and powerlessness, stripped of
position, wife, and children, doomed (in mythical terms) to an empty



STRUCTURE, THEMES, AND PROBLEMS 13

future (as if prematurely aged and sterile). Jason’s invocations of the
gods, especially Zeus, in the final scene make him a mirror-image of
the Medea of the opening of the play. The final confrontation also
allows Medea to celebrate her revenge through direct taunting and
rebuke of Jason, but as so often in the Greek literary tradition (where
gloating over an enemy is not without risk), there are at least hints of
the cost of the achievement to the successful revenger. Yet despite
these pointers to Medea’s grief for her children (1246-50, 1361—2,
1397), the predominant theatrical impression of the ending must be
Medea’s superiority and invulnerability, which are only with some
effort to be moralized into a tragic loss of humanity.

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

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

Medea’s murder of the princess also demonstrates the symmetry
or aptness typical of a revenge-story. The princess is in some ways a
version of Medea’s younger self, infatuated with Jason and ready to
cooperate in his goals. Medea’s gift of robe and crown marks the
girl as a quintessential bride, since brides are specially dressed and
crowned for their wedding. Moreover, the girl’s use of a mirror as-
sociates her with the sexual allure of the bride and wife and with
the concern for attractive appearance expected of a maiden on the
threshold of maturity and betrothal (1161n.). Given the echoes of

26 Schein (1990), McClure (199gb), Mueller (2001).
27 The co¢- root occurs 23 times in the play, BouAeu- 15 times, unxav- 5
times, Texv- 4 times.
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Hesiodic tradition in the first stasimon, it is also possible to think of
the princess as a new Pandora, elaborately adorned with a deceptive
surface beauty but in fact destructive.? In sending the gifts, Medea is
virtually taking control of Jason’s new wedding, and in killing the
bride she symbolically kills her gullible former self and undoes, now
on her own terms instead of on his, her marriage with Jason. The
destruction of the children is likewise apt revenge, in two ways. Many
conditional self-curses applied in oaths include destruction of off-
spring as part of the punishment of the perjuror (‘if I fail to keep this
oath, may I be destroyed and my family with me’),* and since the
production of children is the purpose of marriage, Jason’s violation
of that institution implies that he has no right to the benefits that
arise from it.

(6) Medea’s motivations and decisions

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

28 McClure (1999a) 62—4, Mucller (2001).

2 Watson (1991) 33-5.

% See esp. Gibert (1995) 66-84; Foley (198g). Additional bibliography is
referred to in the Appendix.

3! See Hall, Macintosh, and Taplin (2000), and in particular Hall (2000)
and Macintosh (2000).
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It is typical of the polyphony of dramatic voices in a Greek trag-
edy, and also of Eur.’s conception of human action, that the play
offers several perspectives on Medea’s motivation. The divergent
views are not to be judged as completely right or completely wrong
or as mutually exclusive, but as elements to be weighed and cval-
uated by the audience with duc attention to speaker, context, and
rhetorical purpose. The motif of sexual jealousy is given depth by
allusions to the determining force of eros in Medea’s initial contact
with Jason and in her assistance in his quest: 8 (nurse), 433 (chorus),
526—31 (Jason). The chorus of Corinthian women cite the betrayal of
the marriage-bed several times (155-9, 206, 436-8, 443—5), and in
urging or praying for moderation they interpret Medea’s strong emo-
tion as a consequence of compulsive, excessive love (155—9, 627—44).
Ultimately, they also connect the murder of the children to the be-
trayed bed: gg8-1001, 1290—2 (their last lyric statement in the play).*
But in the chorus’ perception, issues of status and justice are often
as much involved with the marriage-bed as the question of sexual
loyalty: 157 ouvdiknoel, 208—9, 659—62, 1000 &vopws. Jason, on the
other hand, speaks more narrowly of the marriage-bed as the source
of a woman’s physical satisfaction and makes the loss of this the
cause of hostility and violence (555-7, 568—-73, 1338, 1367; there is a
significant repetition of forms of kvi¢w in 555 and 568). Finally, Me-
dea herself echoes this language of the bed. In 1368 her reply ‘do you
think this is a small pain to woman?’ accepts the premise of Jason’s
charge in 1367 Aéxous ... oUveka, ‘for the sake of (the pleasure of)
the bed’. Even earlier, in the finale of her speech to the womcen of the
chorus, she generalizes ‘when a woman has in fact been wronged
with respect to her bed, no other heart is more murderous’. As is
clear from the foil for this declaration (‘in other respects a woman is
full of fear and cowardly in the face of battle and unable to look
upon weaponry’), Medea is here rhetorically tailoring her maxim to
thc ordinary women of the chorus (and to conventional Greek wis-
dom), so that shc portrays herself as like other women and implics
that she too participates in the subordinate status posited by socictal

32 Gentili (1972). Note the witnessing presence of Aphrodite and Eros on
the Policoro hydria (described in section 6 below), which shows the painter’s
interpretation of the violence as derived from scorned love.

i
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norms. The maxim may also serve on another level to misdirect the
audience somewhat, highlighting the motif of the angry spurned
woman before Medea shows other aspects of her character and mo-
tivation in subsequent scenes.

The question of the importance, or primacy, of the sexual motive
is complicated further by the parallel charge made by Medea against
Jason — that he desires the princess as a younger woman. Does this
point to a mixture of motivations in Jason, or should this charge be
taken as a sign that Medea gives precedence to sexual motivation? In
491 ToU¥ épacbfivan Aéyxous may be simply ‘long for this new mar-
riage’, but the verb is probably chosen for its suggestion of real erotic
desire. Later in the scene, Medea taunts jason with ‘longing for his
new bride’ (623), and Aegeus tellingly regards ‘falling in love’ with
another woman as a possible cause of Jason’s betrayal (6g97; so earlier
the tutor at 88 elvfis olveka). But although Medea seems at first to
assent to this diagnosis (698 uéyav y’ EpwTa), she soon defines the
desire in terms that point to social climbing rather than sexual lust
(700), thus echoing her earlier accusation of Jason’s concern for
public opinion (591—2). Jason himself vehemently denies desire for
his new bride (555-7): his agon-speech is aimed at showing the calcu-
lations of family wealth and status that motivated his new marriage,
and he reasserts this in 593—7 (esp. 593 b1 yuvaikos oUveka). Although
there are hints that Jason may enjoy the compliance and adulation of
the girl (945, 1146), nothing else in the play suggests that he regards
his bride as any more than a means to the future he wants for him-
self, and Medea seems at times to be aware of this.

Another aspect of Medea’s motivation is presented by reference
to her strong will, unchecked emotion, and anger. The nurse begins
this theme: 44 devny, g1—4 ducBupoupévnt ... Taupouuévny ... XOAov,
99 xivel kpadiav, kivel 5t X6Aov, 103—4 &y piov nBos oTUYEPGV TE PUTLY
dpevds alBdBous, 108 ueiZovi Buudi, 10g vy aASoTTAQYXVOS SUOKATA-
TaUoToS, 119 Bevd ... AfjuaTa, 121 6pyds, 172 XoAov. The chorus ex-
ploits it early (133—4, 152, 156, 159, 176-7), remarks the vehemence of
Medea’s agon-speech (520), rejects excess and strife in love and mar-
riage in the second stasimon, and returns to such language at the
idea of violence against the children (856—60 8p&oos and Setvav ...
TOApav in a corrupt passage, 865 TA&uovt Buudn). At the moment of
the killing, in a strategy reflecting common Greek notions of the
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mechanism of extreme violence, the chorus emphasizes mental aber-
ration, identifying Medea with an Erinys (1260) and comparing her to
‘Ino rendered insane by the gods’ (1284), and referring again to wrath
(1265—6 ¢pevoPapns XOAos).33 Jason is of course the character most
convinced that Medea acts without thought or control, but purely
from emotion: 446-7, 450, 457, 525, 590, 614, 621, 909, 1326, 1328,
13423, 1407. And Medea plays up to that belief when she adopts the
pose of the subservient female who has come to her senses (866—
975M.).

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

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

33 Such an interpretation of Medea’s action is also conveyed in those vase-
paintings that show a demon (probably an Erinys) or Oistros (Frenzy) attend-
ing the scene of infanticide: see section 6 on vases (2), (3), and (5).
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systems of value, especially between the heroic/aristocratic values
transmitted in the authoritative epics of Homer and other mytho-
logical narratives carried in many forms of archaic poetry and the
more polis-centred and more egalitarian values of contemporary
society, which partly adapted and extended heroic values to a new
context and partly defined its values against the inherited ones.?*
In Medea Eur. effects a very stark contrast between Medea’s under-
standing of her mutual past with Jason and the assumptions made by
Jason and Creon in the present moment. Binding herself to Jason
through an exchange of oaths and the pledging of right hands, Me-
dea acted as an equal partner in the heroic enterprise. Aegeus greets
her as a friend, and she has somehow met the approval of the citizens
of Corinth (11-12), not just the women. Her remarks on the behav-
iour of a stranger in a city (214—24) and the jealousy affecting the
clever (292—-305) present her as a public figure, a status open to a
mythological figure but not to a contemporary Athenian woman. It is
as though Medea is living in the world of Pindar’s Pythian 4, where
she is an authoritative and respected speaker, or Olympian 13, where
she is worthy of mention as a famed figure casting glorious light on
Corinth. Jason seems to live in a different world, more like contem-
porary Athens. He makes a unilateral decision about his future life
and his children; he contracts his new marriage as an alliance be-
tween males, under the normal rules of betrothal (the father gives
and the groom receives, while the bride has no say); and he clearly
believes in the stereotypes that Medea exploits when she poses as the
weak woman who has come to her senses and will now at last be
ow¢pwv. Creon is clearly more alert to the dangers of Medea’s
power, yet in contracting the marriage before the start of the play he
has treated Medea as a disposable foreign woman with no rights, not
as the heroic partner and agent she has shown herself to be in the
past.

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

** Vernant (1981), Goldhill (1986), Griffith (1995).
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occasionally use of her, terms from masculine spheres of action
and modes of behaviour.?® The honour-root, tim-, especially in its
negated form in &nipddw and &Tipos, recurs at key points: 2on., 33,
438, 660, 696, 1354. ‘Harming enemies’ is conventionally paired with
‘helping friends’ as the action of a (male) person of significance, but
the accent in this tragedy is particularly on harming enemies in re-
turn for ill treatment: 44-5, 93—5, 163-5, 398—400, 807-10, 1354~7.
The other side of the coin of taking revenge is avoiding the gloating
or mockery of the triumphant opponent, or not allowing the oppo-
nent to feel satisfaction with the results of an unrequited mistreat-
ment: yéAws and yeA&oBat/EyyeA&v recur in 383, 404, 797, 1049—50,
1355, 1362, and insistence on requital recurs in 44 oUTot poudicos, 398
(o¥) yaipwv, 1050 &lnuiovs, and 1354—7 oUk EpeAles ... TepTrvov Si1d-
Eewv PloTov ... oUd ... &vaTel. Medea’s references to UBpis also indi-
cate her quasi-masculine concetn for her status (255n.). Language
drawn from the male provinces of athletic competition and warfare is
also abundant in Medea’s speeches or in reference to her (see section
(f) below). Finally, despite her criticism of Jason’s concern about his
repute (591—2 oUk €U8ofov; cf. 542—4) and her complaint about the
cost of her own fame (292—305; cf. 539-41), glorious reputation (kA¢os)
turns out to be just as important to Medea, and even the chorus fol-
lows her lead in applying the concept to women: 218 8UokAgiav (to be
avoided), 236 oU ... eUkAeels SiaAAayai (to be avoided), 415 eUxAeiav
(now to be won by the female sex), 810 Tdv y&p ToloUTwV [sc.
avengers of their enemies] eUxkAecoTaTos Bios.

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

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

The intertwining of psychological motives is paralleled by an in-
tertwining of mythological alternatives, and this mixture of elements
accounts for the illogicality that critics have seen in Medea’s great
monologue. It is probable that versions in which the children of
Medea were killed by the relatives of Creon or by the Corinthians in
general were current before Euripides (see section 4 below). Al-
though Medea worries in the first episode that she herself may be
captured by her enemies in her attempt at revenge or after the act,
she does not mention danger to the children until the monologue,*
and the same concern later motivates Jason at 1301—5. The open-
ing scene of the play introduces a different possible scenario, the
murder of the children by a despairing and suicidal mother.?® The
third scenario — killing the children to hurt Jason - is revealed after
Aegeus’ departure, as just discussed, and may or may not be an in-
novation (see sections 4 and 5). Medea’s monologue somewhat un-
comfortably combines the first and third motifs, and the conflation
has led many critics to postulate a textual confusion created by non-
Euripidean revision of the scene (see Appendix). The view adopted
here, however, is that Medea is not represented as being clear-
headed and single-minded, but rather as combining forthright self-
analysis with self-deception. The notion that she must protect her

% On this indeterminacy see Easterling (1977) 185-6. Manuwald (1983)
argues that Medca has made her decision by 604 and that her claim to be a
curse upon Jason’s house (608) reveals that she has in mind to kill the chil-
dren; but this puts far too much weight on the singular subject in 604 (as if
¢y 8’ entailed exclusion of the children, when it is simply in rhetorical con-
trast to ool uév).

3 Line %82, in which mention is earlicr made of enemies treating her
children with outrage, is best regarded as an interpolation.

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

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

(¢) Medea: barbarian, witch, woman

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

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

This judgment crystallizes some essential problems: to what extent
did Eur. want and expect his audience to understand and sympathize
with Medea, despite her otherness, and to what extent did his por-
trayal (regardless of his intentions) reflect and reinforce his audi-
ence’s ideological assumptions about Greekness and maleness?3®

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

Medea’s foreignness certainly is made thematic in the play. At key
points, allusions are made to the crossing of the boundary (Clashing
Rocks or Bosporus) that divides the world of Medea from Greece
(2, 21012, 431-5, 1262—4). Upon entry, the chorus’ first mention of

%9 On the audience’s unreflective sociological assumptions and prejudices,
see Hall (1997).
** Hall (198g).

\
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Medea uses the periphrasis ‘the unhappy Colchian woman’ (133), and
they refer repeatedly to her separation from her homeland (432, 442;
cf. 645-53), as do Medea herself (253-5, 328, 502—3, 8oo-1), the
nurse (35), and Jason (1332). The word BapBapos itself appears only
four times in the play, uttered only by Medea (256, 591) or Jason
(536, 1330), never by the chorus or other characters. Ethnic difference
is cited especially in angry argument, by Medea in 509, 591, 801-2,
and by Jason in §36—41, 1330—1, 1339—41: it is important to note that
Jason’s claims of Greek superiority in the agon have been undercut by
his own action (536—8n.), while his insistence in the finale that no
Greek woman would have behaved as Medea did is a charge that
would not stand up to reflection (Procne, Althaea, and the Lemnian
women are all Greek women who killed their children). On the
whole, then, Eur. has been rather restrained, and also partly ironic,
in exploitation of the Greek—foreign contrast. This conclusion is
borne out by two further points. First, within the play Medea is por-
trayed as worshipping and invoking the same gods as the Greek
characters, and these gods second her plan. Although her progenitor
Helios had no cult in classical Greece except in Rhodes, and al-
though Aristophanes could cite sacrifice to Helios as distinguishing
Persians from Greeks (Olson on Ar. Peace 406, 409-13), there is noth-
ing exotic or unGreek in Medea’s invocations of Helios in this play,
nor any reason to regard his help with her escape as inconsistent with
the will of Zeus. The only exotic religious feature is Medea’s associ-
ation of Hecate with the inmost centre of her house (397n.). Second,
if Eur.’s treatment is comnared to subsequent versions of the same
story, one can see clearly how the motif of foreignness is intensified
or exaggerated by later authors.*! While it is likely enough that some
segment of the original audience reacted as Page suggested, with
smug confidence in the essential difference of Greeks and foreigners,
the details and texture of Eur.’s text imply an audience, or audience
segment, open to a different view.

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

* See Dihle (1976) and (1977); Hall (2000); Macintosh (2000). See section 6
below.



STRUCTURE, THEMES, AND PROBLEMS 25

tion that Medea’s magical powers would be a defining trait that al-
lowed the Greek audience to distance itself from her behaviour, and
condemn it more strongly, Knox argued against applying the concept
‘witch’ to Medea and in favour of recognizing the ordinary humanity
of her essential actions. Whatever the propriety of the term ‘witch’, it
is implausible to minimize her magical powers to the degree that
Knox attempted to do. The term ¢&puaxa appears six times in the
play. Creon fears Medea because she is ‘clever ... and knowledge-
able in many means of harm’ (285). Medea herself declares in a cru-
cial decision that ‘It is best to proceed on the direct path and, using
the means in which I am most skilled, destroy them with poison
drugs’ (384—5n.), and she prays to Hecate as her special ally (395—7).
On the other hand, Knox’s critical instinct is essentially sound. Eur.
passes up some opportunities of explicitly mentioning magic: for ex-
ample, perhaps in Medea’s winning the favour of the Corinthians
(11n.), and in allusions to the protection of Jason from the fiery bulls,
to the conquest of the guardian serpent, and to the death of Pelias
(476—87). The act of applying poisons to the gifts, announced with
the future xpiow in 789, is not subsequently shown or narrated (more
than that, it is neglected in the dramatic economy of the scenes), and
Medea makes her plans with no expectation or hint that she will in
the end have access to a winged chariot. The supernatural elements
are thus downplayed, both in matters ‘outside the drama’ and those
within the play, until the finale, apparently already a conventional
locus for more open intervention of the divine or supernatural. The
contrast with the presentation of Medea’s magical powers in later
versions of this plot is again striking. The motifs of herb-gathering
and black-magic sacrifice and concoction are present in classical
plays about other parts of Medea’s history, in her instructions to
Jason in Apollonius, Argonautica Book g, and in Ovid’s treatment
of the rejuvenation of Aeson in Metamorphoses 7.159—293. Seneca
incorporates these motifs into his Aedea, where they are made typi-
cally prominent, and his portrayal had lasting influence from the
Renaissance onward. Grillparzer, for instance, presents Medea’s life
in his Aedea and in the preceding play of the trilogy as an ultimately
futile struggle to put sorcery behind her and adopt the civilized life
of an ordinary woman. And in this respect Robinson Jeffers’ adap-
tation of Eur.’s play owes more to Scneca than to Eur., for sorcery
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and Colchian origin are emphasized in tandem as tokens of Medea’s
otherness and wildness.

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

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

*2 See esp. Foley (2001), Rabinowitz (1993), Zeitlin (1996), Wohl (1998),
McClure (1999a), Hall (1997), Griffith (2001), Mueller (2001); also Gould (1980),
Foley (1981), Easterling (1987).

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

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

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

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

(d) Medea and Greek institutions

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

Jason once pledged himself to Medea through an oath witnessed
by gods and sealed with the pledge of the clasping of right hands.
The ruin that overtakes him and deprives him of offspring is a typical
recompense for his perjury. The nurse introduces this complex of
ideas in 21—2: ‘Medea ... shouts in protest about the oaths, and she
summons back to memory the mighty pledge of the right hand, and
she calls the gods to witness ...” The friendly clasping of hands is re-
enacted on stage when the boys are told at 8gg to take their father’s
right hand (on Medea’s emotional reaction to this see 8ggn.). Later,
Medea herself kisses and holds her children’s hands in her ambigu-
ous farewell (1069—73). Oaths and their patron gods (Themis and
Zeus) are a repeated topic of Medea’s distraught cries from indoors
and the responses of nurse and chorus to them: 160-3, 169-70, 209.

** Griffith (1995); Griffith, comm. on Soph. 4nt., pp. 58-66.
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The chorus’ claim of reversal in the first stasimon stems from the fail-
ure of Jason’s pledge in the name of the gods (412—13 6eéov wioTis, cf.
422 &moTooUvav) and from the disappearance of ‘the enchanting
beauty/reciprocity of oaths’ (439 6pxwv X&pis), and the chorus also
has Jason in mind when they reject the ungrateful man as friend
(659—62; 659n. on &x&pioTos). Medea repeats her charge in the agon
(492 dpkwv BE ppoudn TicTis, 493 Beols, 495 oUk eUopkos), and in his
reply Jason makes no defence on this point (since his position is in-
defensible). Medea cites Jason’s faithlessness again before Aegeus
(698 moTos oUk Epu diAois), and then insists on a pledge and oath
from him (731 mioTis, 735 dpkioiol ... Guysis, 737 Bedv &vwpoTos),
prompting a performance of oath-taking before the audience (745-
55) — an oath that the audience understands Aegeus will keep faith-
fully. In the final confrontation, Medea alludes to the oath-breaking
in 1352 (ef un ZeUs Tatnpe NwicTato) and 1364 (TaTpwial voowt) and
finally makes the devastating riposte “What god or spirit gives ear to
you, the oathbreaker and deceiver of a solemn friend (xenos)?’

The right hands of Medea and Jason are intrinsically connected
to the institution of the oath in the play, but hands are also integral
to the act of supplication.*® In the past Jason clasped Medea’s hands
and knees (496—8 ¢eU 8e€1& xeip xTA.), supplicating for her aid and
laying himself under a lasting obligation to his protector — another
duty that Jason is betraying.*” Within the play,*® we see Medea sup-
plicating Creon, first simply through words and then with physical
contact (324-51n.). This supplication is ultimately successful, after
Medea reduces her request from remission of exile to a day’s delay,

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

*» Comparc the extra sting for both Adrestus and Croesus of the suppli-
ant’s responsibility for the death of his purifier’s son, Hdt. 1.44-5.

*® In all the references to marriage within the play, there is no hint of the
idea of the bride as suppliant: lamblichus VP 9.48 (cf. 18.84) reports as an
element of Pythagorean teaching the notion that the bride is as if raised from
a sacred hearth by the husband, but it is unclear how widely known this no-
tion was. Eur. makes no allusion, moreover, to any supplication by Jason and
Medea on their arrival in Corinth, although this is an element of the story in
Scncca and others, as part of the effort to explain and justify Jason’s betrayal
by making clear his dependency on Creon’s favour.
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but Medea will use the favour against her ‘benefactor’, thus match-
ing Jason’s betrayal. Medea’s next supplication is of Aegeus (709-13):
it too is successful and also involves some corruption of the institu-
tion, since she both conceals from Aegeus the planned circumstances
of her departure from Corinth and will in the distant future (as the
Athenian audience knows) threaten the life of her benefactor’s son.
Medea also incorporates supplication into her plot against the prin-
cess and king, since the boys are to supplicate the girl and she is to
supplicate her father (971, 942—3). In the second half of the play,
Medea herself becomes the object of supplication and is relentless
in refusing appeals made to her. The chorus uses the language of
supplication in 853—5 to ask her not to kill her children, and they
imagine the children falling at Medea’s knees as suppliants and suc-
cessfully averting the murder (862—5): one may speculate that the
choreography at these corresponding passages of strophe and anti-
strophe perhaps reflected the theme through kneeling or outstretched
arms or both.*® In the final tableau, Jason is virtually in the position
of a suppliant, below Medea’s level, probably reaching up toward
her in his longing to touch his dead sons, as he makes his requests
(1377 Tapes, 1402 865 pot Tpds Bedv — the phrase Tpos Beddv is a fos-
silized remnant of supplication) and is ‘driven away’ (1405 &meAau-
voped’) like a rebuffed suppliant. The reversal, and the undoing of
their previous relationship, are complete in this final refusal.

While the peaceful, institutional uses of the right hand are per-
verted in the motifs of pledge and supplication, significant repetition
marks the hand also as the agent of violence, especially Medea’s
hand, but occasionally that of her enemies: 857, 864, 1055, 1239, 1244,
1254, 1279, 1283, 1309, 1322, 1365. This violence overshadows the
fewer allusions to the affectionate use of touch, in embrace of the liv-
ing or tender handling of the dead (939, 1034, 1070, 1141, 1378, 1412).

*9 Szlezak (1990), Wiles (1997) 125, and independently suggested to me by
Frank Cope. One may note as well go1—2 ‘children, will you, even living a
long time, thus stretch out your dear arm?’, a gesture which makes visible,
though with the wrong object, the gesture imagined a few moments before by
the chorus in 863; and the use of wpooTitvel in 1205 and éfavacTtiica in 1212
and 1215, both words suitable to the ceremony of supplication, here used of
Creon’s embrace of his daughter and inability to disengage from her grasp.
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Hands are also evoked in allusions to gift-giving, ominously in the
transfer of the gifts from Medea to the boys to the princess (784, 956,
973, 982, 1003), more innocently in Jason’s offer of aid to his exiled
family (612).

When Medea calls Jason ‘deceiver of a solemn friend (xenos)’, she
points to Jason’s failure to live up to the code of reciprocity that be-
fits a Greek of elite status. A true relationship of charis between guest-
friends has no temporal limit and does not admit of precise calcu-
lations of the balance of benefits.’® Jason’s abandonment of Medea
is, from his own point of view, a denial of her status as an equal partic-
ipant in an exchange-relationship. From the perspective of Medea
(and Aegeus), however, his actions show that he is himself not an
agathos, as his birth and adventures suggest, but a kakos (especially 465
TaykaxkioTe, 488 kaxioT &vdpdv, 498 kakol Trpds &vdpds, 518 ToOV
xakov, 618 kakoU ... avdpods, 6go xaxiaTos, 6gg xakods).”! Jason fre-
quently employs commercial and financial terms and metaphors (see
(f) below), and he violates the ‘rules’ of aristocratic exchange (in
which the participants are expected to misrecognize or overlook the
precise economic value)®? when he reckons up an account in which
Medea has been adequately paid back once and for all. Medea, on
the other hand, may be said to be reasserting her elite status by giv-
ing gifts: first, even as a suppliant of Aegeus, she offers him aid which
he would greatly value — the promise of offspring; then, with Jason
and the royal family, she offers what appears to be a splendidly hon-
orific gift, ignoring the economic realities that Jason raises as an ob-
jection (she needs the wealth herself, the royal family already has
ample gold and garments). Where Jason had abandoned the system
(at least as far as his tie to Medea is concerned), Medea manipulates
and corrupts the system both to underline its importance and to
prove that she knows how to help friends and harm enemies.

% Mueller (2001).

3t See McClure (199gb).

52 As Glaucus correctly does in the famous exchange of armour with Di-
omedes in [liad 6.230-6, whereas the narrative voice stands outside the elite
exchange-system when it comments on the folly of accepting bronze in place
of gold.
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(e) The gods

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

>3 From antiquity there has been a strong tradition of regarding Eur. as
an atheist or one who applies a caustic irony to his portrayal of the gods. Much
work in recent decades rightly argues for the traditional basis of theological
motifs in the plays and for the seriousness of allusions to ritual and religious
practice, although some scholars go too far and slight the questioning and
challenging element that coexists with the traditional. See e.g. Burnett (1971),
Foley (1985), Mastronarde (1986) and (forthcoming), Kullmann (1987), Lefko-
witz (1987) and (198g), Mikalson (198g) and (1991), Kovacs (1993).

** See Burnett (1973) and Kovacs (1993).

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

Once it is conceded that the frequent references to the gods and
opportune events in the play point to a theological background that
explains the disaster that befalls Jason, the question arises whether
we should also interpret Medea’s own downfall as a punishment
brought upon her by the gods. Jason refers near the end of the play
to an avenging demon (alastor) that pursued Medea from Colchis and
brought suffering to him (1333-5). This demon was evoked by Me-
dea’s slaying of her own brother on the family hearth. This is a ret-
rospective analysis by an interested party, so it is unclear how cogent
it is to be felt to be. Medea herself laments at a crucial point that ‘the
gods and 1 have contrived’ the situation that demands the death of
her children (1013—14). Kovacs (1993) has suggested that when Medea
plans her scheme of getting at Jason through the children and when
she overcomes her own objections to it she may be understood to be
mentally under the influence of the gods, who are bringing about
her punishment at the same time as Jason’s. Two objections may be
made to such an inference. First, the tragedians normally explicitly
reveal to the audience when a character is suffering a mental invasion
that is controlling his or her perceptions and behaviour: so with Ajax
in Sophocles’ play, Phaedra in Eur.’s Hippolytus, and Pentheus in
Bacchae. Such an indication is lacking in Medea. Second, tragedy fre-
quently displays a dovetailing of a character’s inclination and desire
with the purposes of the god, and this dovetailing involves a rich
double motivation rather than one that is reducible simply to divine
influence or delusion (afz): so with Eteocles’ decision to fight his
brother, and Agamemnon’s decision to tread on the tapestries at
Clytemnestra’s persuasion. In the case of Medea, the two sides of the
causation are succinctly expressed in 1013-14, but this does not de-
tract from the impression of freedom and voluntariness in Medea’s
previous development of her plan. This citation of the gods may in
fact be interpreted as partly a rhetorical ploy by which Medea steels
herself for the deed, just as in the [liad Agamemnon’s retrospective
analysis of his afz is mainly a face-saving explanation that does not
remove his obligation to make amends for his error. Accordingly,
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there is hardly a strong sense at the end of the play that Medea is
being punished by the gods: she has their complicity, and she is on her
way to enjoy years of safety and prosperity in Athens.

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

(f) Imagery

As an heir and continuator of the high-style tradition of Greek po-
etry, tragedy makes ample use of figurative language. When the
similes and metaphors of a tragedy present recurrent or related im-
ages, this feature provides one aspect of the texture of construction
and reception, sometimes suggesting connections or contrasts that
would not be obvious from overt features of character and action,
and sometimes strongly reinforcing the literal meanings of a charac-
ter’s words. Aeschylus’ Oresteia is famed for its extraordinarily rich
and complex system of imagery,*” but the same phenomenon can be
observed, on a smaller scale, in works of Sophocles®® and Eur.5®

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

%7 See e.g. Lebeck (1971).

%8 See e.g. Goheen (1951).

0 See in general Breitenbach (1934), Barlow (1971), and Kurtz (198s5).
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The systems of figurative language deployed in Medea are drawn
from areas that are common in much of classical Greek poetry:
weather, the sea, and seafaring; disease and medicine; animals wild
and domestic, along with hunting and agriculture. The imagery of
storm and voyage is particularly suited to Medea’s story, as she has
travelled from one world to another across the sea, leaving behind
the safe mooring of her childhood home and native culture. Medea’s
woes are like the_water-in the bilge threatening to_make H'élx_“lp'f
ounder (79) or are the rough seas themselves (362-3), and she lacks a
place to anchor herself safely (258, 279, 442), until Aegeus offers her a
harbour to moor in (769—70) after she sets sail (938 &mwaipopev). Me-
dea thus is figured as moving from helplessness and passivity to con-
trol of the vessel of her life. While Medea is still ‘at sea’, her enemies
sail confidently, attacking her forcefully with full sails (278) and steer-
ing out of her stormy threats (523—4, Jason as skilled helmsman). For
Medea is also like an unheeding wave of the sea (28—g) and a source
of dark clouds and lightning (94, 106—8) and a storm of protesting
language (524-5).

The medical imagery provides a similar mixture of perspectives.
Medea is herself ailing in the first part of the play (6o, 134, 197,
199, 473—4; perhaps 279 eUmpdéooioTos). But she diagnoses Jason’s
‘disease’ (471) and knows a way to heal herself (473 xouprabnooua),
and she is the mistress of ¢&ppoxa (385, 789, 806, 1126, 1201, all
of the poison used on the gifts; 718, of the drugs promised to cure
Aegeus’ childlessness). Medical metaphors also occur in 245 (the
‘nausea’ of the discontented husband), 283 (‘incurable’ harm), 520
(wrath ‘hard to cure’), and 1138 (distress of the sympathetic house-
hold slaves).

Medea is also figured as a wild animal throughout the play. In her
distress early in the play she is given the fierce glare of a bull or
lioness (92, 187-8), and the nurse fears for the children because of
Medea’s ‘wild character’ (103 &ypiov f60s). By the end Jason calls her
a lioness and Medea exults in the name (1342-3, 1358, 1407), and she
has ‘a nature wilder (&ypiwTépav) than Scylla’. Although she is her-
self ‘bitten’ by her sufferings at the outset (110), later Medea ‘bites’
Jason (817, 1370) and he regards her as immune to the ‘bite’ of re-
proach (1345). The poison used by Medea devours and chews the
princess: 1187 Tappdyou mupds, 1189 ESamTov, 1201 yvdbois ddnAols
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papudkwv.5® The image of yoking for marriage (a commonplace) re-
curs in 242, 673, 804 (cf. ‘new-tamed’ in 1366), but it also applies to
other close ties (735 of Aegeus’ oath, 1017 of mother and children,
1145 of the pair of children). Bearing a yoke is also a trite metaphor
for compliance (449, 1018, both recommendations to Medea). Medea
also turns out to be a hunter of her victims, however, in the figure of
the hunting net: 86 for the princess, 1278 for her sons.

Figurative language also contributes significantly to Medea’s ap-
propriation of masculine values and insistence on her claim to hon-
our and revenge (see sections (a) and () above). Language of a mili-
tary cast, both metaphorical and literal, is very frequent, almost all
of it in reference to Medea or her actions or used in her own argu-
ments: 183 dpudTa, 248-250 axkivduvov, udpvavrtar dopi, Tap’ &o-
Tida, 263-4 ¢SPov, &Akny, cidnpov, §90 TWUpYoS, 394 TOAUNS & eiu
TPOS TO KAPTEPOV, 403 EPTT & TO Sewdv: viv &ywv ebyuxias, 408 EOA’,
466 dvavdpiav, 597 Epupa Scouacty, 765 (cf. 45) kaAAivikot, 852 ¢poévov
aipnt, 938 &maipopev, 1051 TOAPNTEOV, KAKNS, 1117 Kapadokd, 1185
¢meoTpaTeVeTo, 1242 &GAN € dmAiov, 1244 AaPt Eidos, 1246 un ko-
k1o6fjis, 1322 Eépunua moAeuias Xepds. The same is true of the language
of athletic contest (235 aywv uéyioTos, 366 &ydves, 367 wdvor, 546
&uiAhav, 585 EkTevel, 1245 wpos PaAPida Avmnpav Biov), although
such terms also appear in other mouths (274 BpaPevs, 557 GuiAAav,
1082 &uidAas, 1181—2 runner and racecourse simile, 1214 ToAaio-
uata). The language of profit and commerce (which may be conceived
of as in tension with aristocratic reciprocity in the form of x&pis and
$1Aia) 1s more commonly heard from Jason’s mouth (454 kép8os, 461
aypnuwy, 527 vavkAnpias, 532 oUk &kpiPds autd Bncopat Alav, 535
eiAndas 7 Bedwkas, 542 Xpuods, 560 ocmwavifoiyeoba, 566 Avet, 611
XpNpa&Twy, 612 &9pbdvwi, 615 kepdavels, gro TapepmoAdVTOS, 960
omaviGew, 963 ypnuarwv), but Medea also employs it (369 xep8ai-
vovsav, 516—g Ypuool, kipdnios, xapaktnp, 965, 968 xpucos, 1362
Aver).

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

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

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

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

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

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

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

8 See most recently Moretti (2000) and Péhlmann (19g5a); recent advo-
cates of the circular form include Wiles (1997) 46—53 and Scullion (1994) 3—
66.

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

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

Few props are required for this play. Creon’s attendants are pre-
sumably armed, and Jason may also wear a sword, lending force to
his threat of vengeance in line 1316 (but see n.). Greon probably has
a royal staff or sceptre, and Aegeus either a sceptre or a traveller’s
staff. If one adopts an alternative reading in line 46 (see n.), then the
children come on with hoops that they have been playing with before
entering. The poisoned gifts are the most significant props, but it
cannot be determined with certainty how they were treated in the
original performance. The poisoned robe of Soph. T7rach. is not seen
when Deianeira gives it to Lichas: it has to be conveyed in a box or
chest because sunlight activates the poison. A chest is depicted in a
few South Italian vase-paintings showing the death of the princess,
and it surely alludes to the carrying of the poisoned gifts, but whether
this is a true reflection of stage-practice or simply a device of visual
narrative is unknown. The poison used by Medea is apparently acti-
vated by the body-heat of the princess once the gifts are donned.
Thus, they could perhaps be carried on open trays or in shallow
boxes so that the servant and the boys may carry them but not in fact
handle them directly, while the audience and Jason have some view
of them. Jason refers to the two gifts in g6o—1. If line 949 is correctly
deleted as an iteration of 786, his ability to name them probably
implies that they are visible to him (otherwise the audience is ex-
pected to assume that he knows these items well and recognizes the

6 On the cranc sce Mastronarde (19g9o) and Lendle (1995).
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containers — an unlikely technique for Greek tragedy).’ The winged
chariot attached to the crane has already been mentioned: see 1317n.
for the question whether Euripides’ own production showed winged
serpents yoked to the chariot.

The speaking roles of a tragedy were performed during Eur.’s
time by a troupe of three male actors. The leader of the troupe, who
was eligible for a prize from 447 on, took the juiciest roles, and in
Medea that would be the title character. Since Medea cries out from
indoors while the nurse is onstage and the tutor is still in the process
of guiding the children in from the stage (8g—105), it appears that all
three actors were used in the play (against the claim that it used only
two actors, in imitation of a much older model). Guesses as to how
the roles were divided between the second and third actor are inevi-
tably arbitrary. The second actor, for example, could have played
the nurse and Creon and Jason, while the third played the tutor,
Aegeus, and the Messenger.®® The actors wore an undergarment with
sleeves and leggings, and over this they wore changeable tunics and
robes to suit the different roles. The clearest mark of each role was
the mask, a full head-covering including hair. Fifth-century masks
were probably fairly realistic in style, without the gaping mouths and
other exaggerated features that became the norm in the post-classical
Greco-Roman theatre.

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

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

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

(1968) 145.
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could also imply ‘without bathing or changing clothes’ (as in the case
of Orestes and Electra at the opening of Or.: see Or. 41-2, 225-6,
303, 387). Radical departures from normal dress and physical ap-
pearance are usually commented on in tragedy in the words of the
text. In Medea’s case, we cannot expect Creon or Jason to show
much interest if she does look distraught and ill, but the behaviour of
Aegeus is probably telling: he hails Medea and converses with her
for 25 lines before commenting that her eyes and skin have a wasted
appearance. Thus the extent of ‘realism’ in Medea’s appearance is
probably confined to the expression and skin-colour of the mask,
while her hair and costume are in normal condition. If this is correct,
then these physical aspects reinforce the unexpected self-control she
shows as soon as she appears.

A second uncertainty concerns the nature and significance of
Medea’s costume. It has been argued that a change in the depiction
of Medea’s dress in vase-paintings is a reflection of the costuming in
the Euripidean production of 431: before that date, Medea is shown
in paintings in ‘Greek’ dress; after it, there are paintings with ornate
‘oriental’ robes and ‘Phrygian cap’; the ‘oriental’ dress of Medea is
then taken to be an innovation of Eur., visually marking her foreign-
ness.®® But the relationship of the conventions of tragic dress to the
conventions of vase-paintings is not at all clear, and through the course
of the fifth century ornate dress may have spread from the flute-
players and eastern kings to almost all tragic figures of elite status.”
It may be, then, that ornate dress signifies the otherness of the heroic/
tragic world and not the ‘otherness’ of being non-Greek. Related to
this problem is a theory about a change of dress for Medea within
the play itself. Following up on the variations in dress found in vase-
paintings of Medea, Sourvinou-Inwood (1997) 290—4 has suggested
that Medea in the chariot at 1317ff. wears a different costume than
she wore earlier. On this hypothesis, in 214—1250 she 1s in normal
Greek dress, but at the end she is fully distanced from the chorus,
Greeks, and the audience by representation in ornate oriental dress.
Without explicit guidance in the text signalling the significant gesture
of changed costume, however, one should be reluctant to assume it:

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

Third, the Greeks sometimes thought of the Colchians as dark-
skinned like the Egyptians and Ethiopians: Aia was originally thought
of as a land at the far east of the world, visited by Helios (2n.).
Herodotus (2.104) says that the Colchians are ‘dark-skinned and curly-
haired’ like the Egyptians. It would be a significant visual mark of
Medea’s otherness if her mask were dark-skinned instead of whitish
(the marker of femininity). Dark-skinned masks are attested in the
words of the text for Aeschylus’ Suppliant Women (70, 154-5, 719—20),
and there were probably other cases in lost plays.”! There is no hint
of distinctive skin colour in the iconographic tradition of Medea, and
it is noteworthy that Andromeda is shown as white-skinned even on
vases which include dark-skinned Ethiopian slaves beside her, and
Phaethon apparently inherits whiteness from his mother, although
his father Merops may have been depicted as black (Diggle on Phae-
thon 4). It is most likely, therefore, that Medea’s mask was white-
skinned like those of other tragic women of elite status.

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

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

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

" See Friis Johansen and Whittle on Aesch. Supp. 154, 719; LIMC 1 1.414
s.v. Aithiopes (Snowden); Carden (1974) 70—1 on Soph. Inachos fr. 269a.54.
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major figures. Two child extras play the sons (who are perhaps to be
imagined as around 7 years old). When the children’s cries are heard
from inside (1270a n.), one or two of the three actors provide the
voices. In tragedy, most princely characters appearing from entrance-
ramp or from central door and noble women emerging into the
public from the door are attended by silent extras (see Stanley-Porter
(1973)). We can clearly detect their presence only from the orders
given to them at some point in the text. Medea must have at least one
female attendant to receive the command given in 820—3, and this
attendant should enter with Medea at 214. Probably there are two
attendants, in imitation of the Homeric decorum seen in the formula
oUk oin, &ua T ye kai &udimoror U EmovTo (Il. 3.143 etc.). The at-
tendant sent to fetch Jason returns with him at 866. An attendant
fetches the gifts from indoors in the next scene (g51n.). Some critics
believe that Medea is alone with the children after the tutor is sent
indoors without them at 1020;72 but there is no logical point for the
attendants present in the previous episode to depart (there is no rea-
son for them to accompany the tutor to the palace earlier or to enter
with him at 1020). Medea’s attendants probably guide the children
indoors at 1076 and from that point until 1250 she is alone on stage. A
further problem related to the extras is whether one of them emerges
at 214 wearing the mask and robe of the nurse, who would thus be
converted from a speaking person to a silent extra. On the basis of
the reference to loyalty and good will in 820—3, many commentators
assume that the attendant addressed in 820-3 is the nurse. But the
loyalty of a long-time slave is conventional (54n.), and there is no
reason to believe that the nurse is the only servant who came from
Colchis with Medea, that no other servant has been used by Medea
for confidential activities, and that no other servant is well disposed
to Medea. Moreover, it would be clumsy for a character who has
been so well defined in the first 200 lines as a voice of moderation
and who expressed such anxiety over the children’s welfare to be-
come a silent extra who is a tool of Medea’s awful scheme.” The best

2 See Battezzato (1991) 430 n. 1.

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

Creon (269n.) and Aegeus surely have male attendants. Creon
nearly orders his men to drag Medea away (335). Whether or not
Jason has silent male attendants with him in any of his three ap-
pearances cannot be established from the text (see Stanley-Porter
(1973) 74). In the agon-scene, if he is attended, it is a scenic reflection
of his status in the city and his sense of superiority to Medea. If he is
not attended, his isolation might indicate confidence that he needs no
support to deal with women. When he arrives at 866 in answer to
Medea’s summons, he would most logically be unaccompanied if he
was unaccompanied in his first appearance; but if he was accom-
panied earlier, he might or might not have attendants at 866 (the
carrying of the gifts by the boys later in the scene has its own reason
and tells nothing about whether attendants are available or not). Fi-
nally, at 1293, if Jason is alone, this would be effective in showing the
weak and isolated position in which Medea’s vengeance has left him
and it would indicate that he is alone in his hurried effort to rescue
his sons from possible retaliation by Creon’s kin. If he has retainers
with him at this point, they must be loyal servants who are there to
help accomplish his rescue of his sons. (See further 1314—15n. and
1317n.: the exact interpretation of those lines and the decision about
staging are interrelated).

4 EURIPIDES’ MEDEA AND THE MEDEA-MYTH

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

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

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

™ Griffith (1990); Mastronarde (2000), esp. 24-6.
73 See Graf (1997).

76 See Huxley (1969) 60-73.

7 See LIMC s.vv. lason, Medeia.

~
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in his unusually long lyric narrative in Pythian 4 (see also Ol 13.49—
54). The early prose writer Pherecydes, also narrated the Argonautic
voyage (FGrHist g ¥ 105 = EGM 105).”® By a normal epic device, the
hero Jason has divine helpers (Athena for the building of the ship,
Hera for passing through the Clashing Rocks, Aphrodite for the
winning of Medea’s favour) and the human princess as helper too.
This divine and human assistance is debated in the agon of the play
(522—75n., 528n.). Other incidents alluded to are:

(a) Jason, using supplication and persuasion and erotic allure, in-
duced Medea to help him and to betray her father (on this motif,
17n.), and promised to take her away as his wife (on this promise see
'section 2 (¢) and (d)). See 496—7 ‘oh, my right hand, that you clung

to so often, as also to my knees, how much in vain have I been
touched by an evil man’; 8o1—2 ‘persuaded by the words of a Greek’;
8 ‘stunned in her heart with love for Jason’; 527-8 ‘Cypris alone
of gods and men I deem to be the saviour of my voyage.” Earlier
sources agree in putting emphasis on the erotic infatuation of Medea
brought about by the will of the gods: Hes. Theog. 992—4; esp. Pind.
Pyth. 4.213—19 ‘then for the first time the Cyprus-born goddess, mis-
tress of keenest arrows, bound the many-coloured wryneck (iunx) to
the four spokes of an inescapable wheel and brought it, bird of mad-
ness, down from Olympus to mankind, and she taught Aeson’s wise
son supplications that enchant, so that he could remove Medea’s
shame before her parents, and longing for Greece would whirl her
under the whip of Persuasion as she burned in her heart’. In OL
13.49—54 Pindar praises Corinth for its excellence in heroic legend,
referring specifically to Sisyphus as supremely clever and to Medea as
‘saviour of the ship Argo and its crew’. Pindar’s treatments show that
it was possible to present Medea to a Greek audience as a figure of
authority and as an important contributor to one of the glorious ad-
ventures of the heroic age. |
(b) Jason had Medea’s help to succeed in the tests imposed on
him by Aeetes. These are alluded to in 476-9: ‘I saved you ... when

i

”® For fuller treatment of the Argonautic myths, see Hunter’s edn of
Apollonius’ Book 3, pp. 12—21; Gantz (1993) 340-73; and esp. Moreau (1994),
with full references to earlier treatments.
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you were sent to control the yoke of the fire-breathing bulls and to
sow the field with a deadly crop.’ In fuller versions, we are told that
Medea supplied a salve that protected Jason from the fiery breath of
the bulls (Pindar, Pyth. 4.220-37; Ap. Rhod. 3.1026-62, 1278—1407).
Although Apollonius provides the first extant detailed presentation of
the battle of Jason with the Sown Men, it is a natural assumption
that early versions included some magical means for Jason to over-
come so many opponents and that Eur.’s audience knew some ver-
sion in which Medea told Jason how to make the Sown Men turn
their murderous fury against each other. In Sophocles’ Kolchides (of
unknown date), there was in fact a stichomythic dialogue in which
Medea advised Jason on this ordeal (ZAp. Rhod. 3.1040c, quoted
TrGF 1v.416).

(c) Jason had Medea’s help in seizing the golden fleece, which was
guarded by a great serpent. In 480—2 Medea states ‘and by killing the
dragon, which embraced and guarded the all-gold fleece with many-
coiled loops, never sleeping, I held up for you the light of salvation’.
Medea’s use of kTeivac” here may reflect an otherwise unattested older
version in which Medea herself killed the dragon, or it may be an
ad hoc invention by Eur. to magnify Medea’s service to Jason. Less
likely, ‘having killed’ could be meant as shorthand for ‘gave you the
means to kill’: in Pindar, Pyth. 4.249 xTeive pév yAauk®dma Teéxvais
TotkIAdvwTov &¢tv, Jason is the subject, but Téxvais refers to Medea’s
role (in Ap. Rhod. 4.82-8, 123-66, the serpent is put to sleep by
Medea’s drug, but not killed). Early artistic depictions of the seizing
of the fleece from the dragon show Jason being swallowed or dis-
gorged by the dragon (often in the presence of Athena), and Medea is
not present. Pictures with Medea present, often feeding the dragon
drugged food or liquid, are found from ¢. 415 onward on South Ital-
ian vases, but Jason is there too with his sword (in a third series of
images, Etruscan and Roman, Jason attacks the serpent with his
sword, without Medea’s presence). See LIMC's.v. lason.

(d) Medea killed her brother Apsyrtus (167, 1334). The first allu-
sion is vague, but in the second Jason reviles her for killing her
brother ‘by the hearth’ (thus bringing pollution with her when she
boarded the Argo to flee). This version is probably preferred here
because it allows a heightening of horror, since the household hearth
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is a sacred spot. Killing at home is also attested for Sophocles’
Kolchides (fr. 343). The version in which the boy was murdered and
dismembered at sea to slow down the pursuers (Apollodorus 1.133
and Roman authors) is also attested in the fifth century (Pherecydes
FGrHist g F 32a—c = EGM g2a—c).

(2) In Iolcus, after the return of the Argonauts, Medea caused the
death of king Pelias as a favour to Jason (g, 486—7, 504—8).7° Medea’s
identity as the killer of Pelias is emphasized in Pindar, Pyth. 4.250
‘Jason stole away Medea, with her own consent, the slayer of Pelias’
(tav TleAiao povév Wackernagel: t&v TehMiaopdvov codd.) and Pher-
ecydes FGrHist g ¥ 105 (= EGM 105) ‘Hera put this idea [of recom-
mending to Pelias the fetching of the fleece] in Jason’s mind so that
Medea would come to Greece as an evil for Pelias.” The wrath of
Hera against Pelias may have played a role in some early version
(Pelias had killed Sidero as she sought refuge at an altar of Hera),°
but Eur. makes no allusion to that. Medea ‘persuaded’ (9) the daugh-
ters of Pelias by demonstrating her magical power to rejuvenate,
either on Aeson or on a ram; the daughters then cut their father into
pieces, but Medea did not supply the magic to restore him.?! The
story was put on stage by Eur. in his Peliades, a play from his very first
production in 455 BCE. Some conjecture that Sophocles’ Rhizotomor
told the same story, but the meagre fragments describing Medea
gathering magic herbs could easily come from some other part of her
life. It is significant that in Afedea Eur. never names Acastus, the son
of Pelias who, in the mythographers, drives out Jason and Medea,

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

80 See Driger (1993) 12-149, 357-60.

8 LIMC s.vv. ‘Peliades’ and ‘Pelias’ (E. Simon).
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and he even implies that Pelias had no son (487n.). In Seneca and
some modern versions, in contrast, the threats of Acastus are used to
extenuate the actions of Creon and Jason.

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

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

82 It appears that a prosc epitome of Eumelus’ epic was composed (per-
haps in the early fourth century) and became the source of some later cita-
tions of Eumelus: see FGrflist 451 T 1 = Fowler, EGAf 1 105.

8 West on Theog. 1001 suggests that this genealogy should date from the
middle of the sixth century at the earliest; Cinaethon’s date is uncertain, but
he may have written in the sixth century. Herodotus 7.62.1 says the name of
the Medes came from Medea herself, who fled to their land from Athens.
Pausanias 2.3.8 repeats this explanation, but says that she brought with her a
son Medos sired by Aegeus; he quotes Hellanicus (FGrHist 4 ¥ 132 = EGAM 132)
as saying the son she took with her was Polyxenus, sired by Jason.
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boys and seven girls.®* Diodorus Siculus 4.54.1 reports a version in
which Jason and Medea lived in Corinth for ten years before Jason’s
betrayal and had three children, the twins Alkimenes and Thessalos
and their younger brother Teisandros (with Thessalos surviving the
disaster).

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

(a) The children are killed by the Corinthians in a version told by
Parmeniscus (in ZMed. 264):

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

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

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

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

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

8 The two possibilities are that he is the archaic epic poet who is fre-
quently mentioned as a host of Homer and as the author of The capture of Oe-
chalia (about Heracles’ conquest of Eurytus’ kingdom and seizure of Iole) or —
the more probable view ~ that he is the chronicler cited in an inscription from
Priene (FGrHist 417 ¥ 2). See Bernabé’s apparatus for Creophylus fr. dub. g
for refs. to supporters of each alternative (add Moreau (1994) 50, 76 n. 96,
in favour of the epic author, and Davies, fragmentum spurium, pp. 152—3, and
Fowler EGAf1 64 in support of the chronicler).
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other myths, such as Demeter’s treatment of the royal baby De-
mophon of Eleusis told in the Homeric Hymn to Demeter (the baby dies
in the attempt in other versions, although he lives on in the Hymn),
and Thets’ attempt to make her children by Peleus immortal (told in
the epie Aigimios, Hesiod fr. 300 M-W). Eumelus (fr. 5 Bernabé =
fr. 3» Davies = Paus. 2.3.11) said that while ruling in Corinth with
Jason, Medea took each baby that was born to them to the temple of
Hera and ‘hid it’ (xatakpUmTev: this could refer to burial or to ‘hid-
ing in fire’, as in the stories about Thetis and Demeter), thinking she
was making it immortal; but she found she was mistaken, and Jason
finally eaught her doing it, and so they separated and left Corinth
for different destinations. A very brief narrative found in ZPind. OL
13.74g refleets a closely-related version: ‘in Corinth Zeus fell in love
with Medea, but Medea did not give her econsent to him, secking
to avoid the anger of Hera. For this recason Hera in fact promised
to make her children immortal. But they died, and the Corinthians
honour them, ealling them “half-foreign”.’®

(d) That Medea deliberately killed the children herself became
the canonieal version after the fifth century, thanks to the influence
of Eur.’s play. A number of scholars have considered this to be an
innovation by Eur. himself. But this is hardly certain. As a gcneral
rule, modern scholars tend to make too little allowance for thc loss of
the vast web of competing stories that must have been told in archaie
and classical Greece and converscly tend to ovcrestimate the inno-
vations and originality of the authors who bceame ‘elassical’. Three
specifie strands of evidence need to be eonsidered. First, the story
told by Creophylus includes the motif of deliberate killing (as a false
allegation), but this author is likely to be post-Euripidean (n. 8s), so
the question is whether the notion of Medea as deliberate killer is
one of thc old clements in that version or is simply borrowed from
Eur. Certainly, in the competitive context of rctold and refashioned
stories, the Corinthians would have been inelined to invent or wel-

® For interesting speculations on the beliefs, rites, and myths that may
have lain bcehind this story and the roles of Medea and Hera in connection
with protecting or threatening children, see Johnston (1997). Sce also Moreau
(1994) 101 15 and 191 217 on Medea as a form of mother-goddess displaced
by Olympian goddesses.
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come a version that freed their forebears of the taint of murderous
violation of asylum.?’” Second, the nurse’s fears for the children (36,
90-5, 100—18) perhaps depend for their effect on the audience’s
awareness of a version or versions in which Medea killed them, al-
though we can also detect here a typical dramatic suggestio falsi in the
fact that the nurse fears harm motivated by suicidal despair (soine-
times the motivation for infanticide and filicide in modern cultures)
whereas the actual deed is done by logical planning of revenge against
Jason.®® Third, the pre-Euripidean origin of Medea as deliberate
child-killer would be firmly established if we could be confident that
the fragments ascribed to Neophron are really from a play produced
earlier than 431. On this vexed problem, see the next section.

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

8 Parmeniscus (ZMed. g) told a story that ‘Euripides transferred the mur-
der of the children to Medcea after receiving five talents from the Corinthians’
- unlikely to be true, but it illustrates the spirit in which a poet carlier than
Eur. could have done so.

8 Jor the argument that the effect of the nurse’s fears depends on the pre-
existence of the version in which Medea dcliberately kills her children, sce
Manuwald (1983) 43-6, but also Lasterling (1977) 181.

® The woman’s name is not given on the vascs, cxcept for onc where the
name is that of Thescus’ mother Aethra. See Sourvinou-lnwood (1979) for an
argument that the name is a mistake for Mcdea and for the theory that the
sixth-century Theseid fecatured a wicked stepmother in this role and that
Medea displaced this stepmother shortly after the Persian Wars (her further
argumcnt for Alemeonid and Cimonian involvement in these mythic devel-
opments is much more doubtful).
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both earlier and later in date than Eur.’s Medea show scenes in which
Medea seems to be influencing Aegeus to send his as-yet unrecog-
nized son against the bull of Marathon, with suggestions of poison as
a backup should the bull fail to kill Theseus.®® This failed attempt on
Theseus’ life was the subject-matter of Eur.’s own Aegeus, the date of
which is unknown.®!

If any members of the original audience of Medea tried to fit the
hints in the Aegeus-scene together with what they knew of traditional
Attic stories of Theseus, they may not have been able to arrive at any
definite harmonious combination. Clearly, they would assume that
Aegeus is shortly to sleep with Aethra in the house of Pittheus (683n.),
and so Aethra will conceive Theseus (perhaps with the co-paternity
of Poseidon). But how would they speculate about Medea’s under-
standing of the oracle about the wine-skin (67gn.)? Does she see the
obvious meaning and conceal it from Aegeus, believing that he will
not have intercourse until he returns to his wife in Athens and hoping
to make him think that her drugs are essential when they are not? (In
this case, the clever Medea is ironically outwitted by the cleverer
Pittheus.) If the notion that Medea herself bore children to Aegeus
was prevalent in Athens, 1t might seem that she hopes to marry
Aegeus as soon as she gets to Athens, but Aegeus’ statement that he
already has a wife in Athens militates against that assumption. A pos-
sible composite story might be that after the potency promised by the
oracle was used up on Aethra, Aegeus’ barren wife was eventually
discarded and replaced by Medea, who bore children and then tried
to protect their interests by plotting against Theseus when he arrived

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

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

When Medea predicts the manner of Jason’s death in 1387 (‘struck
on your head with a remnant of the Argo’), we cannot determine
exactly what story Eur. expected his audience to recognize from this
allusion, or whether it i1s an ad hoc invention. One scholion on the
passage mentions a version in which Jason died when the akrostolion
(stern- or prow-ornament) of the Argo, dedicated to Hera, fell off the
temple wall to which it had been attached and struck him. A com-
parable motif is seen in the story of the statue of Mitys (Arist. Poetics
1452a7—10): ‘the man responsible for the death of Mitys was killed by
the statue of Mitys in Argos when it fell on him while he was looking
at it (or attending a festival)’. Staphylus of Naucratis, a Hellenistic
writer active before 150 BCE, recorded another version: ‘Jason was
killed in a certain sense by Medea. For she urged him to go to sleep
like this under the stern of the Argo, when the ship was about to col-
lapse because of the passage of time. At any rate, when the stern fell
on Jason, he died’ (FGrHist 269 F 11 Jacoby, from the Hypothesis to
Medea). A similar motif is found in the tale of a sleeping hunter killed
by the head of a boar he had suspended from a tree as an impious
dedication to himself (Diod. Sic. 4.22.3, Pfeiffer (1934) 15~17). An-
other scholion tells this story more briefly: ‘when Jason was sleeping
beneath the Argo, which had grown rotten with the long passage of
time, a piece of it fell off and struck him on the head’.

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

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

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

(2) The motif of Jason’s betrayal and remarriage could have been
present in earlier versions in which Medea caused Creon’s death, al-
though one may imagine other circumstances for that violence (such
as a threat from the king to Jason and Medea, or to Medea alone).**
Any story involving betrayal through remarriage would necessarily
havc included the princess.

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

(4) The escape in the flying chariot is probably an invention for
the theatre, as it exploits a device and convention specific to thc the-
atre. (On the question whether the crane-prop used by Eur. showed
winged serpents see 1317n.).

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

# So von Fritz (1959) 38-9 suggests a version in which Mecdea kills Creon
because the king wishes to respond to the hostility of the Corinthians to her
personally by exiling her.
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sojourn 1n Athens and to future cult-practice in the precinct of Hera
Akraia in Perachora demonstrate to the audience that, whatever may
be new or surprising in the plot itself, the enacted events allow for
reinsertion into the tradition and are validated by some connection
to the present-day world (see 1379—-83n.).

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

5 NEOPHRON'S MEDEA

Testimonia®*

A. Hypothesis Eur. Medeae 25—7 Diggle (11.138, 8—10 Schwartz = TrGF
15 T 2, Aristotle fr. 635 Rose = fr. 774 Gigon, Dicaearchus fr. 63
Wehrli)
16 Spdua Bokel UmoPadécban Tapa Neoddpovog Siaokevaoas, s
Aikaiapyos {&v ...) ToU Tfis ‘EAAGBos Piov kai ‘AploToTEAns €v
Utopuviuact.

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

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

B. Sudav 218 (= TrGF 15 T 1)

Neoppdv A Neoddv, Zixudvios, Tpayixkos: oU dagtv elvan THV ToU
EUpimiSou Mn8eiav &s mpddTos elofyaye TadaywyoUs Kal oikeTdOv
Pacavov. 8i8ake 8¢ Tpaywidias pK.

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

C. Diogenes Laertius, 3.134 (= TrGF 15 T 3)

TalTa & toTiv 'Axaiol & Tfis oaTupikfis "OpddAns OOTe TTaloUsIv ol
AéyovTes undiv aUTov aveyvwkéval TANY TR Mndelas Tfis Euprmidou,
fiv évior Neégpovog eival ToU Sikvwviov daciv.

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

Fragments
1. 3B Med. 666 (= TrGF 15 F 1)

Aéyouor Tov Alyéa eis Tpoi{fjva EAnAuBévar Bi& 16 Bedoixévon el
Toleiobon THy Topeiav, ZiviSos kaT ékeivous Tous xdpous EmiToA&Lov-
T0s. Neoppwv 8t eis Kdpvhov Tov Alyéa ¢noi mapayevéoboar mpos
Mn8eiav Eveka ToU cadnviobiivar alTdr 1oV YXpnopov U abTis [Tis
Mn8eias], ypddpwv oltw:

Kai yap T1v’ adtds fHAubov AUotv pabeiv

ool Tubiav y&p docav, fiv Expnot por

®oifov pduavTis, oupPareiv dunyavd:

ool 8 eis Adyous poAdov &v AATILov pabeiv . . .

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

»9

learn ..

2. Stobaeus, Anthology 3.20.33 (section wepl 6pyfis, ‘on wrath’)
(= TrGF 15 F 2) Neédpovog &v MnBeiar

eldv Tl Spdoers, Bupé; PoUAeuoal kaAdds

Tpiv é§auapTEIv kal T& TpoodpIAéoTaTa

ExBioTa BécBai. ol ot EEMEas, TdAas;

KaTIoKE Afjua Kail oBévos BeooTuys.

kai pds T1 TaUTa SUpoual, yuxhyv éuty 5

Sp&c’ Epnuov Kal TapnUeEATuévnv

Twpos wv Expfiv NKIoTA; paAbaxol 8¢ 87

TolaUTa yryvopeoba TACYOVTES KOKE;

oV pf wpodwoels, BupE, cauTdv Ev kakois;

oipol, dédokTal Taides, EkTOS SUPATWY 10

aTwENBeT* 18N Ydp pe dowvia péyav

8éBuke AUooa Bupdv. & xépes XEpEs,

wpds olov Epyov EomAiLduecbar ¢el,

TaAhawva TOAPTNS, 7| TOAUV ovov Bpayel

SrapBepoloa TOV Epov Epyoual Xpoveol. 15

‘So then: what will you do, heart? Consider it well before you

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

3. 3B Med. 1386 (= TrGF 15 F 3)
ol pév Aéyouat katd Mndeias [xSAov fi] kéAevotv Umd TH1 wpuuvnt TR
‘ApyolUs kaTabapfévta TOv ‘lacova TeAeuTfical EumeEcOVTOS QUTOI
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EUhov. Neddppwy B¢ EevikoTepov dyxdvm ¢noil TeAeuTiioan THY ydp
Mndetav Trapdyel Tpods aUTOV eiTroUcav

TéAog ¢pBepels yap aUTOV aioXioTw! Hopwt,

Bépm1 PpoxXwTOV AyYOVNV EMIOTAOAS.

Tola 0¢ POTPA OOV KAKQDV EPywV MEVEL,

5i8ais dAAots pupias é¢° Huépas

Bedov UtrepBe pAToT alpeoban PpoTous.

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

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

Dicaearchus was a student of Aristotle (who died in g22) and
Theophrastus (c. 371—¢. 287). His own dates of activity cannot be
more precisely specified. He was later respected as a very learned
scholar, and he wrote on philosophical topics as well as publishing
scientific, philological, and biographical works. His Life of Greece was
a treatise in three books on cultural history, based on biographical
researches on the poets, thinkers, and other writers of the past.*
Aristotle’s Commentaries was apparently a collection of miscellaneous
historical observations and is elsewhere referred to as ‘Aristotle’s or

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

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

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

°? One may consider the possibility that the claim of borrowing or adap-
tation was based on a slander in comedy taken as historical truth. A number
of ancient writers were guilty of such gullibility. But Dicaearchus seems to
have been a scholar of higher quality.



62 GENERAL INTRODUCTION

but torn by her maternal feelings had been anticipated, at the mini-
mum, by one earlier author.

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

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

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

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

% On the other side of the debate, some believe that Medea requires only
two actors (unlike any other surviving tragedy of Eur., if we exclude Alcestis as
‘prosatyric’; but that seems an arbitrary exclusion in this regard). They sug-
gest that this is a result of imitating an older play from the time when two-
actor plays were prevalent. It seems, however, that three actors are actually
required in g6-105 (see section 3 above and 8gn.), and one cannot assume in
any case that the roles were played by two actors instead of three.

1% Note the case of the survival of Jocasta in Phoenissae and her attempt to
reconcile her quarrelling sons: Stesichorus’ Thebaid (PMGF fr. 222b) shows
that the reconciliation attempt is not wholly new and that Jocasta’s survival
might not be either (the name of the mother is not extant in the fragments):
Mastronarde on Phoen., pp. 25-6.
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more likely to be the extension of or reaction to the other. The falli-
bility or inconclusiveness of this method is amply demonstrated by
the long debate over the chronological sequence of the Electras of
Sophocles and Eur. Nevertheless, most critics have felt that the pro-
vision of an explicit motivation for Aegeus’ arrival in fr. 1 is easily
understood as a reaction to Eur.’s lack of the same, especially if there
was in fact criticism of Eur. on this point in his lifetime or in the
fourth century (663—823n.). And fr. 2 may be seen as a shortened
version of Medea’s monologue in Eur., depending for its effect on its
allusion to the fuller scene, but declining to imitate it too closely or at
equal length.'®' Indeed, if fr. 2 is post-Euripidean, one may detect
many allusions to Eur.’s play, and not just to the famous monologue
of Medea (line numbers in bold refer to Neophron): 1, g address to
Buué ~ 1056; 2=3 T& TpoodAéoTaTa | ExBioTa BécBon ~ 16 viv &
€x8pa TavTa kal vooel T& ¢pidTaTta, 572—3 T& ADdIOTA Kai KEAAOTA
ToAepioTaTa | TiBeoBe; 3 TaAas ~ 1057 TaAav; 8—-¢ paAbakoi ...
yryvopecBa ~ 1052 16 xai Tpoctobal paArBaxolUs Adyous ¢pevi, 1246
un xaxioBijts; 10 oipol, SédokTan ~ 1236 pikai, SéSokTan ToUpyoV; 13
Tpds olov épyov EfomAilduecfa ~ 1242 &AN €l dmAifov, kapSia; 14
TdAawva TéAuns ~ 1028 & SuoTdAawva Tiis éufis avbadias; 13-14
TOAUV Trévov ... SiapBepoloa TOV EudV ~ 1029—-31 GAAWS &p’ Uuas,
@ TéxV, EeBpewapny, | dAAws & EudxBouv kai kaTte§avlnv mwovors |
oTeppds EveykoUo év TOkoIs AAyndovas.

(3) Page listed a number of linguistic and stylistic features of
fragments 1 and 2 that he judged unlikely to be found in a tragedy
written before 431. Thompson (1944) argued against Page’s claims,
and there is in fact too little comparative evidence for tragic authors
other than Eur. and Sophocles for them to be cogent.'%?

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

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

6 MEDEA AFTER EURIPIDES AND THE
INFLUENCE OF HIS MEDEA

Whether or not Eur. was preceded by any other poet (Neophron or
unknown) in his depiction of Medea as the deliberate murderer of
her children, it was evidently the growing authority of his depiction
in the decades after his death that exercised the decisive influence on
post-classical imaginings of Medea’s character and of her most fa-
mous action. In the literary realm, Medea was a popular title for trag-
edies and comedies of the late fifth and the fourth centuries, and this
may be due to the fame of Eur.’s play. But there are two reasons for
caution. First, plays with this title are already ascribed to Epicharmus
and Deinolochus, authors of Sicilian comedy who were active in the
first half of the fifth century, decades before Eur.’s production. Sec-
ond, the fragments or testimonia are so spare that we often cannot be
sure whether such plays handled the Corinthian episode of Medea’s
life or her famous actions in Iolcus or Athens (where Eur.’s lost Pel-
iades and Aegeus, or other plays, may have been influential). Of other
fifth-century tragedians, a Medea is ascribed to another Eur. (7rGF 17)
and Melanthius (77GF 23) and the apparently fifth-century Neophron
(see previous section); in the fourth century Dicaeogenes (TrGF 52),
Carcinus Il (TrGF 70), Theodorides (TrGF 784a), and Diogenes (or
Philiscus) (7T7GF 88) wrote under this title, as did later the undated
Biotus (TrGF 205). If the fragments ascribed to Neophron are really
post-Euripidean, they are probably from the fourth century. The
close similarity of fr. 2 to Eur.’s play implies the fame and probably
also the currency in performance of the older play in the fourth cen-
tury, and the changed motivation of Acgeus’ entry may perhaps at-
test to critical discussion of Eur.’s technique (see 663-823n.). An-
other fourth-century play (or the play of one of the authors named
above) is presumably the source of the famous Apulian crater dis-
cussed below as no. (4) (cf. TrGF adesp. 6a). Finally, papyrus frag-
ments of a play involving Medea, Jason, Creon, and a chorus of
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Corinthian women may also be from a fourth-century tragedy
(CGFPR dubia 350).'%

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

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

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

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

1 For ingenious speculation connecting the Eubulus fragment to parody
of Eur.’s Medea, see Schiassi (1955) 114.

195 See Jocelyn’s commentary on Ennius frr. cii-cxvi.

1% Hunter on Eubulus’ Medea cites the casual quotation of famous lines
from Euripides’ play in Philemon fr. 82.1 K-A (Med. 57) and Machon 173, 407
Gow (Med. 1358, 1346).
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sumed in most of their readers. Thus Apollonius’ portrayal of both
Medea and Jason is to be read with the tragic Euripidean future
in mind,'®” and Ovid’s Epist. Heroidum 12 likewise exploits the cul-
tured reader’s familiarity with Eur.'®® Medea’s vacillation between
maternal feelings and impulse for revenge was the feature of the
play that most impressed philosophers from the Stoic Chrysippus
onward, who quoted lines 1078—9 and analysed Medea’s ethical
failure.%®

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

(1) Policoro hydria, Museo Nazionale 35296, ¢. 400 [LIMC no. 35;
Taplin (1993) pl. 2.103]: Medea in foreign costume (ornate robe and
Phrygian cap) aloft in a chariot drawn by serpents, and below, the

197 See Hunter’s comm. on Book 3, pp. 18-19.

198 See Bessone (1997). In addition, the first half of Book 7 of Metamorphoses
presents most incidents of Medea’s life, but the episode at Corinth is abbre-
viated to only four lines (7.394-7).

192 See Appendix.

% For previous and more detailed discussions, see Page’s comm., pp.
lvii-Ixviii; Séchan (1926) 396-421; Simon (1954); and M. Schmidt, LIMC s.v.
Medeia.

"' Taplin (1993) 6-8, 21—9g; Simon (1954).
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bodies of her children, mourned by a kneeling figure (the tutor), and
Jason with drawn sword; at either side, Aphrodite'!? and Eros.

(2) Cleveland calyx-crater, Cleveland Museum of Art g1.1, ¢. 400
[LIMC no. 36 = Taplin (1993) pl. 1.101]: Medea in foreign costume
(ornate robe and Phrygian cap) aloft in a chariot drawn by serpents
(all within a nimbus of sun-rays), with a demon to either side; below
the bodies of her children on an altar, mourned by an old woman
and a man (the nurse and tutor), and Jason looking up.

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

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

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

(5) Munich volute crater, Antikensammlung 3296 (3 810), ¢. 330
[LIMC no. 29]: in an upper band Creon clutching his dying daughter
(collapsed on a throne) and other characters mourning or running to

"2 Less plausibly, this figure with a mirror is identified as the princess-
bride in LIMC s.v. Kreousa 11, no. 24 (Berger-Doer).

118 Taplin (1993) 22—3 suggests as another possibility that the placement of
the bodies might reflect a local staging of Eur.’s play in which his intention
was overridden (for practical reasons). This seems less likely.
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help;''* in a lower band Medea in foreign costume about to stab one
son while a serpent-drawn chariot steered by the demon Oistros
(Frenzy) awaits her, and to the left a young armed man shields the
eyes of the other son and apparently guides him away to safety,'"®
and to the right the ghost of Aeetes looks on. The relation of this
depiction to Eur.’s play has long been debated, but it seems clear
that the painter was inspired by a treatment that was modelled on
Euripides but introduced significant variations and complications
(TrGF adesp. 6a).

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

(7) Paris rope-handled amphora, Louvre k 300, ¢. 330 [LIMC
no. 31]: Medea in Greek costume stabbing one son before a colon-
nade and a column topped with a statue of a god.'"®

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

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

1% M. Schmidt in LIAC s.v. Medeia (vi 1.396) speculates that this depic-
tion need not entail that the second son escaped, but that the young man’s
gesture may simply be a solution to the problem of what to do with the other
son while Medea is killing the first son. This is an unnecessary hypothesis.

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

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

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

"'® The type with standing Medea (and hands tensely intertwined) is be-
lieved to derive from an original of the third century; there is also a type with
Medca sitting. A famous Medea-painting by Timomachus of Byzantium was
purchased for a large pricc hy Julius Caesar, and this painting inspired a
number of epigrams: see Gow and Page (1968) 11 43-4 on Antipater 2g. Pliny
(35.136) makes Timomachus a contemporary of Caesar, probably rightly,
whilc some scholars have wished to makc hiin the master of thc assumcd
third-century original.

"? For a lcngthy tabulation sec Reid (1993) 11 643-50 s.v. Medca: the
treatmcnts earlier than the mid-sixtcenth century (when translations of Eur.
first became available) are inspired by Latin sources, especially Ovid.

120 Reportcd by Simon (1954) 223 n. 4 (‘der Erstauffithrung von Anouilhs
Medea am 7. 11. 1948 in Heidelberg’), but not listed in Hall, Macintosh, and
Taplin (2000) 245-6. An English translation of Anouilh’s play is printed in
J. L. Sanderson and E. Zimmcrman, eds., Medea: myth and dramatic form (Boston

1967).
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Jules Dassin’s A Dream of Passion of 1978.'*" Mention may also be
made of the 1996 novel Medea by the (East) German author Christa
Wolf.'# These and other adaptations attest to the enduring fascina-
tion of the dlassic story and usefully highlight the differences of the
Euripidean version. Later authors often modify the motivations of
hoth Medea and Jason, rendering them cither more or less sympa-
thetic, Morcover, as already i the Sencean version, ethnic difference
is usnally accentuated more forcefully than in Eur., and there is inuch
more reference to the details of past events, which are to be read
as indicators and determinants of present attitudes and actions. By
contrast, Bur.'s play is noteworthy for the sparsencess and indetermi-
nacy of information about the past and leaves a more diflicult and
open-cuded process of interpretation for its audience,'??

7 TIHE TEXT

During the final decades of Enripides’ carcer, copics of plays written
on papyrus rolls were availuble not only to professionals working in
theatrical production but also to a few interested amateurs (Ar. Frogs
52 4). As i book-hased culture beciune better established in the fourth
century, readers’ copies became more prevalent, but the transmission
was also affected by the copics used by troupes of actors, as is clear
from the presence of additions to the text (Yinterpolations’) that can
plausibly be ascribed to actors,'** Around 330, official copies of the
works of Acschylus, Sophocles, and Fur. were assembled in the Athe-
nian state archives (Plutarch, Mor, 841¢ ), and a story was told that
about a century later Prolemmy H Euergetes (who ruled 247 221)
borrowed these copies for his Alexandrizm Bbrary and did not return
them, instead forfeiting his deposit and sending back newly-inade
transcriptions (Galen 17::607-8 Kithn = CMG gh10:2:1.78-80).'% It is

4 See MeDonald (1983) chs. 1 2,

2 Pranslated by John Collew as Aledea: a modern retelling (New York 1998).

" On modern variatons on the Medea story, see von Fritz (1959), Fric-
drich (1968), Dihle (1976) and (1977), Mimoso-Ruiz (1982), Caiazza (1989 93),
McDonald (1992) and (1997), Kerrigan (1996), and esp. Hall, Macintosh, and
Taplin (2000) with aniple additional bibliography.

4 Page (1934); Mastronavde on Phoen., pp. 39 49.

" Praser (1972) 1 325; Pleilfer (1968) 82,
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unknowable how good the Athenian state copies were, whcther the
story in Galcn is true, and (if true) how important these copics
were to the subscquent textual tradition. In the fourth century
Aristotle and his pupils studied tragedy extensively, and Hellenistic
scholars followed their lead, cataloguing and writing commentaries
and producing ‘cditions’ based on comparison of a number of
copics.'?¢

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

Betwecn 200 and 400 cE tragedies, like other genres of classical
literaturc, were assembled into collections that fit conveniently in
codices (bound volumcs of folded shccts), replacing transmission in
rolls containing one play each. We¢ have no idea who made the se-
lections that survivc and on exactly what grounds. Probably such
factors as popularity in the educational system and with readers,
availability of helpful annotations, and currency in thc repertory of

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

'?7 But it is not certain whether Aristophanes really deserves the credit.
Although no carly papyrus of tragedy has been identified that contains the
familiar layout of lyric cola (and the Strashourg papyrus of Euripidean lyries,
like the famous Timotheus papyrus, shows the absence of such layout), the
lyrics of the Lille Stesichorus are set out in that way, apparently prior to the
carcer of Aristophanes of Byzantium (sec Turner (1987) plate 74 with diseus-
sion).
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performers played a role.’?® For Eur. this selection included ten
plays, one of which was Medea. During late antiquity and the early
Byzantine period, excerpts from pre-existing separate commentaries
were compiled in the margins of the pages of codices, and these an-
notations are the scholia (or scholia vetera, so called to distinguish them
from revised, expanded, and added notes written in the thirteenth
and fourteenth centuries).'?® In the medieval manuscripts short notes
and definitions or synonyms (glosses) are often written between the
lines in addition to the marginal annotation.

Whereas for Aeschylus and Sophocles we are limited to selections
of seven plays, for Eur., by good fortune, we have nine additional
complete plays to go with the selection of ten, because a portion of a
complete collection of his plays in alphabetical order also survived to
be copied in medieval times. Of the select plays of Eur., the three
most frequently read and studied in Byzantine times (Hecuba, Orestes,
Phoenissae) are transmitted in 100—-350 handwritten copies dating from
the tenth century to the sixteenth. The other plays of the selection
survive in many fewer copies. For Medea, the 13 manuscripts that are
not simply copies of other surviving manuscripts have been carefully
studied by Diggle (1983), and reliable information about their read-
ings may be found in his Oxford Classical Text (vol. 1 of 1984). The
manuscripts fall into two groups, with H and B (the two oldest) joined
by most of the others on one side, and L and P on the other. Medi-
eval copyists and readers frequently compared texts with each other
and so the tradition is characterized by contamination, that is, read-
ings are shared ‘horizontally’ from one complete copy to another
complete copy as well as ‘vertically’ from an exemplar to a new copy
made from it, so that affiliations between surviving witnesses are in-
consistent or impossible to establish and good readings may occa-
sionally survive in isolation even in later copies. For Afedea there are
also over a dozen papyrus fragments dating from the third century

128 See Easterling (1997b) 224—6. On the process of formation of corpora
in late antiquity see Cavallo (198g). The speculations reported in Blanchard
(198gb) about the formation of the selections of the dramatists are to be re-
garded with extreme scepticism.

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

The text adopted here differs from the Oxford Classical Text of
Diggle in the following places: 5 &pioTwv, 12 puyas ToriTais, 43 line
retained, 106 & &pxiis, 159 ebvaTav, 320 codds, 334 no obeli, 355—6
lines retained, 444 T&V Te, 474 ot unemphatic, 549 oot emphatic, 600
peTedEnt (with question mark), 777 TadT& Kai KaA&s yapet, 838 petpi-
ous, 850 uet &AAwv, 89o xpm, 910 obeli for last word only, 938
&maipopev, 1012 KaTngels, 1037 T &ei, 1077 TpPds odas, 1056—8o re-
tained (but 1062—-3 deleted), 1218 &mwéoTn, 1221 line retained, with
obeli, 1243 uf ov, 1316 line retained, 1359 line retained. In addition,
there are minor differences in punctuation or orthography in the
following lines: 37, 104, 120, 223, 380, 401, 414, 434, 452, 466, 496,

579, 581, 585, 678, 679, 820, 927, 933, 1084, 1111, 1214, 1242, 1259,
1280, 1353.



STRUCTURAL ELEMENTS OF
GREEK TRAGEDY

1 Lyric vs dialogue and the registers of tragic utterance

The alternation of song and speech was basic to the genre of tragedy
from its inception. The contrast between sung lyric metres and
spoken metres (iambic trimeter, or occasionally trochaic tetrameter)
parallels to a large extent the contrast between chorus and actor(s),
but crossover does occur. The head-man of the chorus (koryphaios)
speaks iambic trimeters, sometimes in a short dialogue with an actor
(as Med. 811—19) and sometimes (esp. in couplets) as a pause or artic-
ulation after a long speech by an actor (as Med. 5201, 576-8, go6-7,
1231—2). On a few occasions, other individual members of the chorus
speak iambic lines to indicate indecision (as in Aesch. Ag. 1346-71,
Eur. Hipp. 782—5). Actors sometimes sing either short exclamatory
lyrics (as Medea in 96-167) or an extended aria (as Hippolytus in
Hipp. 1347-88). A lyric exchange or lyric dialogue (amoibaton) may
involve two actors or the actor(s) and chorus. Both participants in
such an exchange may be lyric voices (esp. in a kommos, a quasi-ritual
lament, as at the end of Aesch. Pers.), or one voice may be confined to
iambic trimeter to provide a calmer counterpoint to the emotion ex-
pressed in the other voice’s lyrics (as Soph. 4nt. 1261-1346; Eur. IT
827-99, Helen 625—g7). Sometimes the relative emotional levels of
the two voices vary during the scene, as Aesch. 4g. 1072~1177 (where
Cassandra’s emotion infects the chorus), 14061576 (where Clytem-
nestra first responds in trimeters, then joins in the lyrics). A similar
contrast of registers is conveyed in the juxtaposition of Medea’s
singing with the nurse’s chanting in Med. g6-172.

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

74
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are in tetrameters: 15575, 215—48, 697-758), then were very little
used in the mature period of tragedy, and were revived in many
plays of Eur.’s last decade. In ethos the tetrameter was regarded as
more dance-like and potentially less serious; it often accompanies
more agitated action or emotion than is found in adjacent iambic
scenes.

Another metre that may express an emotional register between
the level of spoken trimeters and sung lyric is ‘marching’ anapaests,
discussed below in PM 22. In Medea these are used by actors: by the
nurse both in response to Medea’s (lyric) cries from within in the
scene leading up to the entrance of the chorus and in her exchange
with the chorus; and by Jason and Medea in their final expostulations
and insults. Sometimes anapaests chanted by a chorus serve as a long
prelude to an entrance-lyric (Aesch. Ag. 40—103) or as a short prelude
or transitional form leading to choral song (Aesch. 4g. 355—66), or
announce an entrance at the end of a choral song (Aesch. Ag. 783—
809). In Medea brief choral anapaestic passages accompany the de-
parture of Creon and Aegeus from the stage (358-63, 759—63), and
an extended anapaestic interlude serves in place of an act-dividing
lyric at 1081-1115. At the end of a play, a transition to anapaests
often provides a modulation in pace and rhythm to accent the con-
clusion of the play.

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

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

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

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

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

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

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

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

3 Formal elements of dialogue-scenes

a. Extended speeches

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

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

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

2 Ancient scholars also used the term epiparodos to describe the scene in
which and song with which a chorus returns after, exceptionally, leaving the
stage in the middle of the action: Aesch. Eum. 244(T., Soph. Ajax 868-960, Eur.
Ale. 86E., Helen 515fT. (where, extraordinarily, the chorus had gone into the
palace).
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the chorus alone or to an appropriate character along with the
chorus. The messenger-scene usually appears about two-thirds to four-
fifths of the way through the play, but earlier messenger-scenes are
found (Aesch. Pers., Ag.) and some plays have two messenger-scenes
(Eur. IT, Bacch.). Typically, the messenger conveys the essential news
and relieves the tension in a short dialogue and then is asked to give
the whole story, which he does in a leisurely rhesis extending up to 8o
or even 100 lines. See 1116—-1250n.

b. Dialogue in shorter speeches

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

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

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

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

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

PROLOGUE I—130

(1) prologue-monologue of nurse 1—48

(2) itambic dialogue of nurse and tutor 49—95 (irregular, with short
distichomythia 74-81)

(3) anapaests of nurse and Medea (indoors) g6—-130

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

FIRST EPISODE 214—409

(1) Medea and the chorus 214—70 (major rhesis 214—66)

(2) dialogue-scene, Medea and Creon 271-356 (supplication sti-
chomythia 324—39)

(3) Medea and chorus 357—409 (choral anapaests 357—-63; major
rhesis 364-409)

FIRST STASIMON 410-45: two pairs of stanzas

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

SECOND STASIMON 627—-62: two pairs of stanzas
THIRD EPISODE 663-823

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

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

THIRD STASIMON 824-65: two pairs of stanzas

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

FOURTH STASIMON g76-1001: two pairs of stanzas
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FIFTH EPISODE 1002—80

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

ANAPAESTIC INTERLUDE 1081-1115: in place of a stasimon

SIXTH EPISODE 1116—1250
messenger-scene (irregular dialogue, messenger-rhesis 1136—1230,
short rhesis of Medea 1236—50)

FIFTH STASIMON I251-92: two pairs of stanzas with incorporated
trimeters

EXODOS 1203—1419

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

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

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



INTRODUCTION TO LANGUAGE
AND STYLE

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

' On colloquial expressions see Stevens (1976).

2 On Euripidean vocabulary see Breitenbach (1934), Clay (1958-60), Lee
(1968) and (1971), and Schmid (1940) 792-5. For the relation of Euripidean
vocabulary to that of Thucydides sec Finley (1967). For developments in the
vocabulary of Sophocles, whose carcer overlapped with Eur.’s for almost 50
years, sec Long (1968).

3 Note already Aristophanes, Frogs go7-79, 1056-8, 1119-79, 1434.
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dialogue portions, where the language is plainer and metaphor much
less prevalent, it must be emphasized that Euripides’ language is still
poetic and in many ways artificial, sometimes straining the normal
semantics of common words, word-order, and syntax.

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

MORPHOLOGY

Dialectal peculiarities

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

a. Common Greek -oo- appears instead of Attic -17-. E.g. &mwaA-
Adooovoa (27), BoAdooios (28), ¢uA&ooec® (102), kpeiooov (123),
Tp&ooolTe (313), ooov (318).

b. Common Greek -po- is used instead of Attic -pp-. E.g. &potvewv
(428), Bapoe (926), Tuponvidos (1342).

c. Certain sequences of long vowel and short vowel found in
common Greek (e.g. A&ds) are replaced in Attic by similar vowels in
the sequence short—long (e.g. Aecos). In tragedy Attic forms showing
this shift (quantitative metathesis) are either avoided or coexist with
the non-Attic forms. ‘“Temple’ is vads (Andr. 162), not vecds. For Aads/
Aewds ‘men, army, people’ (Andr. 1089 vs Andr. 19) and for proper
names such as "Audidpdos, -apews, MevéAdos, -éAews both forms are
used (for metrical convenience). The Doric forms of the gen. sing.
and pl. of vals occur in both dialogue and lyric (v&ds, vaéwv, 523, Tro.
122), while the Attic forms are seen in dialogue only (vecs, vedv, Tro.
1049, 1047).

d. Open, uncontracted forms of adjectives and nouns may be
used as well as the contracted forms: (1) adjs. with contraction: xpU-
oeos (632) as well as ypuoois (1160, 1186); (2) sigma-stem nouns and
adjs.: gen. sing. (in lyric) Teixeos (Phoen. 116) vs Aéxous (491), §ipous
(1278); neut. nom./acc. pl. (in lyric) Teixea (Hel. 1162) vs Teixn (Hec.
11). The gen. pl. of sigma-stems is written in the open form and the
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ending is sometimes counted as two syllables (in lyric &yéwv 647,
maBéwv 658, in trimeters Tayéwv El 94) and sometimes as one by
synizesis (PM 5) (teryéwv in EL 615).*

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

2. In the lyrics of tragedy, the language is given a superficial Doric
colouring by the use of & for n when the 1 represents an original & of
early Greek. E.g. 9g6b 8UoTavos = 8UoTnvos, g8 dAoipav = dAoipny,
T TAGUWV = TANUWY, 113 PBaTPOs = pnTeos, 131 dwvav, Podv, 144
KePaAds, 146 kaTaAvoaipav, 147 ProTdv, 162 EvBnoauéva.

3. Words which are not native to Attic may appear exclusively in
their Doric form, even in dialogue: e.g. dw&dds (53), ékart (281), ku-
vayos (Hipp. 1397), hoxayos (Tro. 1260).

4. For metrical convenience an epicism like wroAis (Andr. 699) for
woAts may be admitted (also &mroAéuous (643) = &mwoAépous).

Inflection
5. Nouns and adjectives

a. a-declension: in lyric, the gen. sing. of masc. nouns or com-
pound adjs. in -&s/-ns is -& (<-ao, Doric), as in "Aida (981), Oidimoda
(Phoen. 813), yahovaUta (IT 141); in lyric, the gen. pl. of nouns (all
types) and adjs. is -&v (<-&wv, Doric), as in kabapdv (660), ikeTdv
(863), &vadeopdv (978); in dialogue and lyric, the dat. pl. is, according
to metrical convenience, -ais, -aio1, or -auc1v, as in Bahiais (192), va-
oo (3), éxmovoupévanaiv (241). (In Aeschylus, the old Attic -not/-aot
is also found.)

b. o-declension: in lyric, the gen. sing. is sometimes -oto, as S1yo-
voio (Hipp. 560); in dialogue and lyric the dat. pl. is, according to
metrical convenience, -ots, -oto1, or -olciv, as in yauois (18), ¢pidoiol
(521), Tékvoiow (11).

c. consonant-declension: woAis has for gen. sing. both woAews and
woAeos (Held. 94, 95); sigma-stems (neuter nouns in -os, adjs. in -ng,

* Note that tragic texts often have the open spelling even when the metre
shows that a contraction is necessary: thus yxaAxéois (Phoen. 1359) and &xea
(Phoen. 1513) may be disyllabic.
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-es) may have open forms along with contracted forms (see r.d
above). Some nouns show variation between a stem ending in a con-
sonant and a shorter stem that lacks the consonant: just as in normal
Attic one may find o-stem comparative forms like ueifw (43, 534),
peiCous (1083) (alongside nu-stem forms peiova, peifoves), so in trag-
edy one may find acc. yéAwv (383, 1041) as well as yéAwTa (404, 1049);
acc. eikw (1162) instead of prosaic eikova (also gen. sing. eikoUs (Hel.
77) and acc. pl. eikoUs (Tro. 1178)); gen. xpods (Hipp. 1359) as well as
xpwTds (1403), dat. xpot (787, 1175) as well as yxpwTi (4ndr. 259), acc.
xpoa (Alc. 159) as well as xp&dTa (Hec. 406). A similar phenomenon
may be seen with the acc. sing. of dental stems varying with i-stems:
xaprta (£l 63) and normal xapiv (186, 227), 6pviBa Hel. 1109 and
Spviv Hipp. 733.

d. Adjs. may show variation between declension with two endings
(with a common form for masc. and fem.) and with three endings (with
separate fem. form). E.g. fem. p&pos (61) vs pcopav (Soph. El. 89o),
fem. 8fiAos (1197), poviav (1260) vs poéviov ... Siknv (Andr. 1002), and
probably uetpious ... aUpas (839—40n.). Some poetic compound adjs.
regularly have three endings (fem. évoAia as in IT 255, 1240), and
others may be used either with common masc./fem. or with separate
fem. (Biavtaia Aesch. Septem 894, but fem. diavtaios Jon 766; {abéa
Hipp. 750, but fem. {&beor Tro. 1075).

6. Pronouns

a. Article: rarely, the nom. pl. masc. and fem., when used in a de-
monstrative sense, take the alternative epic forms Toi (Aesch. Pers. 18)
and Tai (4Andr. 284).

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

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

d. Dual personal pronouns are found: first person nom./acc. v
(Hel. 981), gen./dat. véaw (871); second person nom./acc. g (Al.
405), gen./dat. opdrv (1021).

e. Third person pronoun: in addition to oblique forms of ayTds,
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there are gen. sing. £é8ev (Aeschylus only); dat. sing. of or enclitic oi
(Aeschylus and Sophocles only; indirect reflexive use in Eur. El g24)
(and possibly o¢w is sing. in Soph. OC 1490, Aesch. Pers. 759); acc.
sing. (any gender) viv (92, 180) or o¢e (33); dat. pl. oici(v) (Soph. OC
69) or o¢1v (399); acc. pl. enclitic opas (1378) or (any gender) viv (1312)
or ot (394).

7. Verbs

a. In lyrics and anapaests (as in epic or archaic lyric) augment is
sometimes omitted, both syllabic (xdpevoe Alc. 583, Téketo Phoen. 649)
and temporal (&iov 205, d¢pehov 1413, &uteuv Hipp. 167). Much more
rarely, the syllabic augment is omitted in dialogue, where omission is
confined mainly to extended narratives like messenger-speeches and
to the initial position in the line: in Eur. only in Bacchae (767 viyavTo,
1066, 1084, 1134).

b. For metrical convenience, the personal ending of the first pl.
mid.-pass. may be either -pecba (78, 315) or -peba (334, 338).

c. The shorter (epic) third pl. active secondary personal ending -v
replaces -cav in a very few cases: (in lyric or anapaests) éBav for €pn-
oav (e.g. Andr. 287) and &médpav for amwédpacav in Soph. 4jax 167; in
dialogue only ékpu¢fev for ékpuddnoav in Hipp. 1247 and éoTav in
Phoen. 1246 (both messenger-speeches).

d. In the optative the third pl. mid.-pass. ending is sometimes
-o1aTo or -aiaTo instead of -o1vTto or -aivTo (metrically convenient at
line-end). E.g. oixoiato IT 1341, dvidwpnoaiato Hel. 159.

8. Prepositions

a. Both €is (82, 362) and & (2, 56) are used according to metrical
need; where metrical need does not decide, editors differ in their
practice (in the OCT Diggle always prints & unless &is is required by
the metre, and the same convention is followed in this book). Same
variation in compound verbs in eio- (41, 264) and in adverb éow/sicw
(89, 100).

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

c. All three tragedians use Utai for Utd (but rarely; Eur. only in
El. 1188); Aeschylus alone uses Siai for 8i1& a few times.
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9. The dual number: as in colloquial Attic and in Aristophanes, the
dual number of both nouns and verbs survives in Attic tragedy. Ex-
amples: 370 xepoiv, 128g maidoiv, 1073 eUSaipovoitov. Note that the
authors feel free to combine dual subject with plural verb form, and
to shift back and forth between dual and plural in reference to the
same persons or things (Smyth §1045): for example, in one sentence at
g6g—72 vocative Tékva, participle eioeA8évTe, imperatives ikeTeUeTe,
t§auTeioBe, participle 5156vTes.

SYNTAX

Case usage
10. Genitive

a. Various adnominal genitives (i.e. relating one noun to another)
are much more frequent than in prose: for instance, the defining
gen., as in 1 ‘ApyoUs ... oka¢os, 174—5 MUbwv ... aUdabévTwv ...
dupav, Hipp. 802 Bpdyov ... &yxovns.

b. The gen. may depend on compound adjs. or substantives, in
an objective or separative sense (esp. with adjs. formed with alpha
privative). E.g. 673 ebviis &Quyes yaunhiou, Hipp. 743 6 mrovTopedwv
mopdupéas Aluvas, Phoen. 324 &memAos dapéwv Aeukdv, Supp. 810
TEKvwV amaida.

c. The gen. of cause (Smyth §1407), rare in prose, is more com-
mon in poetry, esp. with an exclamation, as in g6 SUoTavos ¢y ueléa
Te TOVWVY, 358 el e, uehéa TGOV oAV ayEwv.

d. The gen. of separation may be used directly with a verb
of motion, without a preposition (an early Greek usage maintained
in high-style poetry; Bers (1984) gg—101): 70—1 maidas yfs éA&v
Kopivbias ... péAdot, 166 Gv &mrevéodny.

1x. Dative

a. The dative may be used in a locative sense without a preposi-
tion more freely than in prose (another old usage inherited from
earlier poetry; Bers (1g84) 86—9gg): 397 nuxois vaioucav, 440 ‘EAA&S:
Tal peydia.

b. The dat. is used (rarely) with a verb to express the direction or
goal of motion: e.g. lon 1467 &ehiou &vaPAémer Aaptdoiy, ‘looks up
toward the torchlight of the sun’.
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c. The dat. may depend on a noun (adnominal dative), sometimes
expressing interest (advantage, possession) and sometimes by analogy
to the use of the dat. with a verb of related meaning (Smyth §1502):
478—9 émioTaTny fevyAaiol, 597 Epupa Sdpacty.

12. Accusative

a. The internal accusative is very frequent in tragic style (e.g.
Hipp. 32 £p&a’ tpidT EkBnpov; 571 Tiva Bpoels alddv; 587 yauelv ydupov
T6v8). “The acc. in apposition to the sentence’ (or in fact to any ver-
bal phrase) is a form of internal acc. and is typical of tragic style: e.g.
645—8 un &fT &molis yevoipav Tov dunyavias éxovoa SuomépaTov
ai®dV, oiktpdTaTov &yéwv, ‘may I not become cityless, having the
life of helplessness, hard to live through — [a fate (sc. being cityless
and helpless) that is] most pitiful of woes’; Hipp. 756 Emwdpevoas ...
KakovupgoTaTav dvacty, ‘you brought ... [and this bringing was] a
benefit that was no more than ill fortune in marriage’; also 1035
{nAwToV &vBpwTorot, 1341 kfjSos éxBpdv (both in apposition to infin-
itive phrases).

b. The acc. without a preposition (eis, Tpds, &mi) expressing the
goal or direction of motion (Smyth §1588) is common in tragedy as in
other high-style poetry (Bers (1984) 62—85): 7 mUpyous yfis émwAevc’
"looAkias, 668 dppaodv yijs BeomiwiBov EoTAANS, 771 poAdvTEs GO TV Kai
moAopa TTaAA&Sos, g20—1 TEAOS pOASVTAS.

Verbal aspect

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

14. Thc aor. participle (in the nom.) is sometimes used with a main
verb in the aor. (or future) to express coincident action. There is no
cause-and-effect relation between the action of the part. and the
action of the main verb; rather the two verb-forms describe the same
action or different ingredients of the same action. E.g. 432-5 &émhevoas
... 818Upovs épicaca TToévTou wéTpas, 650—1 dapeinv ... &pépav TAVS’
tEavioaoa.

15. The gnomic aor. (Smyth §1931) is used in generalizations and s
to be translated into English as a present: 130 &médwkev, 235 émavae,
629 Trapedwkav.

16. Historical present: in narrative (e.g. prologues, messenger-
speeches) the historical present is often used side by side with the aor.
to denote factual occurrences in the past: e.g. (in the messenger-
speech) 1141, 1161, 1163.

17. Registering present (or imperfect): permanent facts of kin-
relationship, naming, and the like are often expressed in the present
(less often the imperfect), although the English translation will nor-
mally use a simple past tense. E.g. Tiktel, yapel, éTikTev, dovouale.

Infinitive

18. The epexegetic infinitive (‘added to explain’), expressing pur-
pose or result (without & or &oTe), is common in tragedy. E.g. 2578
oU unTép, oUk &BeAdpdv, olxi ouyyevi) pneBopuicacbo Tfod Exovoa
ouugopds, 316 Aéyers droloor paAbax’, Hipp. 78-81 (Aeipdva) aidds
... KNTTeVEL ... TOoUTOLS SpéTrecbal.
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19. The inf. of indirect discourse is used somewhat more widely
than in prose (e.g. it is found with the active of Aéyw). Compare also
594n. for inf. with oida.

20. Sometimes the acc. of the articular inf. is used where prose would
use a simple complementary inf. (e.g. Soph. OC 442-3 16 8p&v ok
f9éAnoav) or an inf. with &ove (e.g. Hipp. 49 16 p1) ol Tapacyeiv).

Verbal periphrasis with the participle

21. With eipi: a present participle is sometimes used periphrastically
with €ipi, esp. when the participle is quasi-adjectival: /7 1368 Tuypai
8 fioav éykpoToupeval, Phoen. 66 {&v & &0 &v oikos. See Aerts (1965)
5—26.

22. With E€xw: a nom. act. participle periphrasis with éxw is used to
emphasize a permanent result for the object (in contrast, the perfect
tense of classical Greek normally serves to emphasize a permanent
result for the subject). E.g. 33 aripdoas éxet, go ¢pnuwoas éxe, Hipp.
932 S1aBahwv Exel. See Aerts (1965) 128—60.

Article

23. Tragedy follows the tradition of the earlier language and of es-
tablished poetic genres in frequently preserving the original force of
the article as a demonstrative pronoun. The pronominal use is com-
mon when 6, 7}, 76 is followed by pév or 8¢ (as in 140, 216—17, 3035,
1141, 1215-16) and is also seen with prepositions (Tpd ToU 696, éx
8¢ tidv Ale. 264, Tpos 8¢ Toiar Supp. 207). Aeschylus and Sophocles
occasionally use this pronoun before ydp or without a following
particle. In its articular use, the article is much less common than in
prose or everyday speech, being optional when a noun is particular-
ized or generic.

Prepositions

24. Anastrophe: In prose anastrophe is sometimes found with Tepi
(the noun precedes the preposition). In tragedy all two-syllable prep-
ositions except &vti, &u¢i, 81& can follow their noun, and in that case
the accent is thrown back to the first syllable. E.g. 34 oun¢opéas Uo,
66 T&VBe ... Tépl, 224 duadias Umo. Note that in dialogue the prep-
osition in anastrophe is normally at the end of the trimeter.
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25. The word-order noun-preposition—adjective (210 ‘EAAGE &g
&vtiTopov, Hipp. 30 métpav map’ aUTthv MMaAAados) or adjective—
preposition—-noun (69 ceuvov &u¢i Meprivns Udwp, Hipp. 17 XAwpav
&v UAnv) is quite common, and in the former case the preposition is
not treated as if in anastrophe.

26. mapa (1347, 1408), Evi (Hipp. 966), uéta (Hipp. 876) are used for
TapeoTt (Tapeiot), EveoTi (Bveiot), péTeoTi. The shift of accent marks
this special use of these prepositions.

Conjunctions and particles

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

A&AAG, in addition to the common uses, has an elliptical use in the
sense ‘at least’ (912n.); also noteworthy are the elliptical combination
AAA& y&p (1085n.) and the similar &AA& ... ydp (252n., 1301n.), and &
&AA& (942n.) and &AN oUv (619n.), which mark an alternative or fall-
back position.

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

dpa introduces questions (go1, 1294).

aTép, ‘but’; is a poetic conjunction (8on.).

Y&p (postpositive) has in tragedy a variety of uses other than the
explicit explanatory use: anticipatory y&p (8on.); imprecise connec-
tions involving understood intermediary thoughts (59n., 122n., 68gn.);
clauses that give the reason for uttering the previous phrase (234n.,
1370n.); Y&p in stichomythia implying assent or dissent with what has
just been said (329n.); y&p introducing the content of a statement
(656—7n.); the so-called progressive use in stichomythia (1312).

Ye (postpositive) often adds emphasis, especially to personal or
demonstrative pronouns (80, 88, 500, 1361) and adjectives (1250; with
adjs. used ironically, 504n.); it is also commonly added in close dia-
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logue to phrases in which one speaker adds an element to the syntax
begun by the other (6, 1397, 1398). In other uses ye is limitative (867,
1247, 1369). Also noteworthy are combinations with other conjunc-
tions and particles, such as € ... ye (88n., 512), émei ... ye (495), kai
... ye (608, 687, 944), 8¢ ... ye (818n.), ye pévtor (g5n.), oUTor ... ye
(44, 1365), Aol ... ye (1296—7n.).

yoUv (postpositive) is a stronger alternative to limitative ye (123n.,
1408).

8ai (postpositive) is a colloquial particle (common in comedy, rare
in tragedy) added to interrogatives to express emphasis or connection
(1012n.; cf. 339n.).

81 (postpositive), ‘indeed’,; adds emphasis especially to verbs, adjs.
of quantity, and relative and interrogative pronouns, and also com-
bines with other particles as in kai 81y (386n., marking imaginary
realization of a proposed action, cf. 1107; 1118n., marking sight of
entering character), y&p 87 (722, 821, 1067, 1334).

8fTa (postpositive) commonly intensifies negatives (‘indeed’, 336,
1048, 1056, 1378) and expresses logical connection with interrogatives
(‘then’, 674, 678, 929, 1290). In stichomythia it may be used to em-
phasize a repeated word cast back at the interlocutor (1373, see 1361
78n.).

7 introduces a strong asseveration (579; reinforced with punv in
1032).

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

uévtol (postpositive) may be emphatic (703n.) or very strongly ad-
versative, often replacing 8¢ (72, 790, 1147, 1167). An even stronger
adversative is ye pévtol (g5n.).

unv (postpositive) occurs in the combination 7} pfv (see above) and
in kai pfv, which marks argumentative reversal (1375, 1361~78n.)

u&v (a contraction of uf oUv) lends a tone of incredulity or reluc-
tance to questions (567n., 606, 733, 1032).

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

oU8¢ and pnde are used in tragedy (unlike Attic prose) as sentence
connectives even when the preceding clause is not negative (36, 93,
638, 1091).

oUv (postpositive) exhibits, in addition to normal logical uses, an



92 INTRODUCTION TO LANGUAGE AND STYLE

idiomatic use in questions of the type s oUv; (1376n.), and combi-
nations such as 8 oUv (breaking off and concentrating on what is
essential, 306n.), &AN” oUv (see above), ye ... oUv conveying irony
(504n.), and y&p oUv (533n.).

Tou (postpositive) is idiomatic in questions with o¥ Tov (incred-
ulous, 6g5n.) and with # ou (sarcastic or bewildered, 1308n.).

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

Tolydp, ‘therefore’, is a poetic particle inherited from epic (458,
509, 622).

Stylistic _features

28. Asyndeton is the absence of connective words between individ-
ual terms or clauses. Since Greek in general favours constant con-
nection of clauses, asyndeton stands out more in Greek and normally
has a stylistic or rhetorical effect. Adjs. in groups of two or three in
asyndeton usually express pathos or vehemence: 255n. Paired verbs
in asyndeton likewise have heightened intensity (1258—-9 k&Teipye ka-
Tamavoov): see Diggle (1994) 99—100 (lyric exx.), Mastronarde on
Phoen. 1199 (verbs expressing violent action paired at the start of a
trimeter). When one clause follows another in asyndeton, the second
is often explanatory of the first, equivalent to a yd&p-clause (Smyth
§2167b): 157n., 413n., 717n.; cf. 698n. (equivalent to a result-clause).
Or the asyndeton may reflect emotion or vehemence, especially in
combination with other rhetorical effects like anaphora (765-7n.).

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

698n., 748n.). See Mastronarde (1979) ch. 4.

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

31. The vocabulary of tragedy has several distinctive features. (1)
There are words and forms that are ‘poetic’, such as 2 aia. This as-
pect of vocabulary is already described by Aristotle in Poetics 21 and
is classed as ‘defamiliarization’ by moderns. (2) Greek vocabulary is
naturally extensible by many types of word-formation, and tragic au-
thors frequently coin new words (or seem to do so to us, who are able
to look only at the literature that has survived) (e.g. 4 épeTpdoal, 423
amioroaUvav). (3) A word with a standard everyday meaning may be
used (especially in lyric passages) in an unusual sense (e.g. 19 ai-
oupval, 109 PeYaASGTAQYXVOS, 434—5 Opicaca), or a word’s meaning
may be stretched in figures of speech that are characteristic of poetry
(for instance, synecdoche (use of whole for part or part for whole), as
in 1 okd¢os = vals; or metonymy (use of a word for another that it
suggests in any way), as 651 fuépa, ‘daylight’ for ‘life’). (4) The use of
abstract formations to refer to a person is a favourite device: e.g.
AdTpevpa = servant; Aéxos = wife; Adxevpa = child. (5) Many com-
pound and double-compound verbs are used for greater expressive-
ness; but at the same time some simple verbs which have died out
in Attic prose (replaced by compounds) are retained in tragedy (e.g.
fKa, oTépopat, Bvitokw, Kreivw). (6) Variety is obtained by using
Tibnwi in many places where prose would use Toiéw (e.g. 66 oryav . ..
8noouat); dpdw supplements woiéw and wpdoow; wiTvw alternates
with TiTrTw; Tpédpw is often used more or less synonymously with €xco.

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

* Sce Guiraud (1962), but also Lanérés (1994).
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an element of a compound epithet may be almost synonymous with
the modified noun, and sometimes a gen. of related meaning will be
added: e.g. 200—1 eUdeiTTvol daiTes, 204 &XAv ... TOAUoTOVOV Ydwv
(for fullness in lyric in general see Breitenbach (1934) 186—-96). Often
when a fuller expression is used, there is a deliberate variation of
positive and negative statements of the same idea (412—13n.). Finally,
related items may be grouped in a series of increasing length or
weight. Thus, with two elements, 27-8 00T duy’ émaipovo’ oUT &mral-
A&ooovoa yfis | TpoowTov; but most commonly with three elements
(rising or ascending tricolon), as in 21-3 (half-line clause, one-line
clause, one-and-a-half-line clause) and 257 (oU pnTép, oUx &BeAdov,
oUxi ouyyevij).

33. The ‘poetic’ plural is used for the singular with various effects
(see Bers (1984) 22—61). The plural may connote dignity or general-
ization or may simply be convenient for variation or metrical fit (e.g.
244 TOTs Evdov, 308 & Tupdvvous &vdpas, 367 Toiot kndevoaoiv). When
a woman uses a first person plural verb of herself, the modifiers too
may be plural and also masculine (see g14—15n.).

34. The relation of sentence structure to the structure of the iambic
trimeter is worth noting. In a high proportion of lines a major or
minor punctuation occurs at line-end: this tendency is most pro-
nounced in Aeschylus and is reduced in the more supple sentence
structure of Sophocles and Eur. Enjambment may be classified in
much the same way as for the Homeric hexameter: (1) no enjamb-
ment (e.g. 16, 36); (2) periodic enjambment (that is, a subordinate
structure 1s complete at line-end, and another subordinate structure
or the main clause begins the next line: e.g. 17, 26); (3) optional en-
jambment (that is, the sense is apparently complete with the end of
the line, but dispensable modifying elements are added in the next
line: e.g. 7, 10, 14, 18); and (4) integral enjambment (that is, the sense
is incomplete at line-end and what follows is indispensable to the com-
pletion of the sense: e.g. milder versions at 1, 22, stronger versions at
4, 5, G, 21, 28). Within a line, there is often at least a mild break in
phrasing at the caesura (e.g. 2, 5, 16, 19). When a syntactic unit
carries over into the next line, there is often punctuation at the cae-
sura of the next line (e.g. 3—4, 56, 21—2, 31—2). Almost go per cent
of major punctuations occur either at line-end or at one of the two
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caesura positions; the next commonest positions after these are after
the third or the second element of the trimeter (e.g. 28, 44, 47, 48,

234, 263).

35. Although Greek word-order is highly flexible even in prose and
the everyday spoken language, poetry is characterized by even more
varied order and by more frequent (and at times artificial) separation
of elements that would tend to be adjacent outside of poetry.® For
instance, an adj. or dependent gen. may be separated from its noun:
in 7 yfis émAeva’ "lwAkias the verb intervenes (cf. 70, 71, 76), while in 8
there is the more artful separation of EpwTi at line-beginning and
"ldoovos at line-end (cf. 240, 340). The postponed second element of a
phrase may in fact be relatively unemphatic, an optional or easily
anticipated addition or specification (as in 714—15 &pws ... TaiSwv,
1309 waides . .. oéfev; more complex pattern in 1294—5 &p’ év 8éuoio
N T& 8elv’ eipyaopévn | MAdeia To1018, where both enjambed words
are predictable). Occasionally there is a more elaborate interlacing
of elements, as in 362-3 (see n.), 391 86Awi péTeip TOVSe kai oyt
ddvov, 4734 Eyw Te Yap Aé§aoca koudiobnooparl | yuxnv kakds o kal
ov Aumfiont kAUwv (double chiasmus and strong enjambment: see n.).
Sometimes the word-order is chosen in order to produce an expres-
sive juxtaposition of terms (as in 76 waAai& xavédv, 79 véov TaAa®d1).
Another exception to routine word-order is the placement of words
belonging to a subordinate clause in front of the subordinating con-
junction, as in 72—3 6 uévtol uibos i ocadns 68e | olx oida, or post-
ponement of a conjunction (as with 7} in 847). Similar is the promo-
tion of emphatic words in an interrogative sentence to the front of the
clause, before the interrogative word, as in 309 oU y&p Ti & f8ixnxas;
and 701 8i8wol & avtdn Tis; (also 500, 502, 565, 682); on this topic see
in general Thomson (1939).

¢ Certain kinds of separation, or apparent displacement (‘hyperbaton’),
also occur in classical Greek prose, but the instances in poetry differ in fre-
quency (since adjectives are in general more densely present in poetry) and in
kind. Poetry allows in hyperbaton all kinds of adjectives, including those that
are descriptive or non-contrastive, as in 1148 Aevkfy T’ &wéoTpey’ Eumral
mapnida. For technical discussion, see Devine and Stephens (2000) 112-15,
202-3, and also 88-140 for a survey of typical types of hyperbata.
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36. Various forms of repetition provide rhetorical emphasis or
emotional intensification. These are more common in lyric passages,
but occur in trimcters as well. Anaphora may be heightened by
placemcnt of thc repeatcd words at the opening of successive metra
or cola (in lyrics) or as first word of a trimeter and first word after the
caesura (lyric: 99 xivel kpadiav, xivel 88 xoAov, 131 EkAvov ¢wvdv,
EkAvov Bt Podv, 978-g B&feTan vipda ypuoctwv dvaBeopdv | BéfeTan
SUoTavos &rav; trimeter: 467 NABes Tpods fiuds, AAbes ExdioTos yeyws).
Note also polyptoton or paregmenon (475 éx T&V 8¢ TpwTwWV TP&HTOV,
513 BoOvn povols, 579 ToAA& ToAAois, 1165 ToAA& ToAAGkis) and ana-
diplosis (650 favaTwi favaTwi, 111 Emabov TAGuwv Emadov, 1273
&xovets Boav &xovUels Tékveov, 1282 piav 87 kAUw piav Tédv mépos). On
this topic see in general Fehling (1969).



INTRODUCTION TO PROSODY AND
METRE

1. Greek metre is quantitative, that is, it is based on a pattern of
‘long’ (or ‘heavy’) and ‘short’ (or ‘light’)! syllables. To determine the
quantity of the syllables within a given metrical line, one must treat
the words as continuous and divide into syllables that are either
‘open’ or ‘closed’ (a syllable is closed if it ends in a consonant, open if it
ends in a vowel). For metrical purposes,? a single consonant between
vowels goes with the following vowel. Most double consonants be-
tween vowels are divided between the two syllables (likewise triple
consonants).® The first line of Afedea, EI§ d¢eX "Apyols pfy Siamtéo-
8at okagos, is to be divided into syllables for metrical purposes as
follows:

1 2 3 4 5 6 7 8 9 10 11 12
El 60 ¢ AAp yols pn & om T&o Baic k& ¢os

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

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

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

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

3 For this purpose the double consonants &, §, y are treated as o3, xo, ¢o.

97
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closed or if it is open but contains a long vowel or diphthong.* Of the
open syllables in the above example, those in positions 1, 2, and 6
contain long vowels and thus scan as long. The pattern of long and
short in the example is thus: long, long, short, long, long, long, short,
long, long, long, short, long (or ~—u———-uU———-u-).

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

4. In ordinary Attic (and in Aristophanes except when he is being
paratragic), when a plosive (m, T, x, B, 8, v, ¢, 8, X) is followed by a
liquid or nasal (A, p, u, v), the two consonants cohere and together
begin the following syllable, leaving the preceding syllable open
unless another consonant precedes. Thus TaTpds is usually divided
ma'tpds and the first syllable is short. In epic the two consonants
usually do not cohere and thus a closed (long) syllable is created
(wat'pds). In tragedy either scansion may be used for metrical con-
venience (and sometimes the alternatives appear in the same line, as
Soph. Phil. 296 &AX év mwéTpoiot méT'pov ExTpifwv woAis). There are
limitations on this freedom of choice: (a) voiced plosives & and y fol-
lowed by p or v are always treated as double, not cohering (8'n, 8'v,
Y's, ¥'v); with voiced B and y, the liquid A usually forms a double
consonant, not cohering (A, yA); (b) initial plosive and liquid nor-
mally cohere and leave a preceding syllable open (the exceptions in
tragedy are all in lyric passages: 246n.); (c) conversely, if the plosive
and liquid are in separate words (or separate parts of a compound),
they cannot cohere and must be treated as double (éx Adywv and
ékAtTrelv must be scanned —u-—).

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

* For the purpose of metrical scansion final a1 or ot counts as long, just as
other diphthongs do; this differs from the phenomenon of accentuation, for
which final at or o1 usually counts as short.
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8e6s may be monosyllabic (Med. 493, 528, 670, 879, g19) instead of
disyllabic.

6. Within certain words internal correption (shortening) of «1 or o1 be-
fore a following vowel is found: in dialogue, the o1 of Tol0UTos and
Troieiv is sometimes shortened (thus Med. 626, 810 TotoUT- scanned
U—); in lyric or anapaests, the ci of 8eidaros and yeponds may be
shortened (Med. 134 yepar& scanned vu —).

7. Shortening of a final long vowel or diphthong before the initial
vowel of the next word is termed epic correption (because this is a reg-
ular practice in the Homeric dactylic hexameter). In tragedy this is
found in lyric metres that feature double-short movement (dactyls,
anapaests, ionic, aeolic, dochmiac): thus, in Med. 427 -Twp ueAéwv
gmel av(Taynao’), final e is shortened before initial « in a dactylic ele-
ment —VvU—UU—(——).

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

9. With a final short vowel other than ¥ hiatus is avoided by elision
(indicated by an apostrophe: ouy = dppa).® Elision is common in
inflectional endings,® disyllabic prepositions, and various adverbs,
conjunctions, and particles (examples in the opening lines of Med.
include €i6(e), dOPeA(e), und(é), déomov(a), EmAevo(e), éxmTAayeio(a),
fiofeT(o)).

10. Much less common is prodelision (elision from in front), whereby
the initial epsilon of a preposition is suppressed after a final long
vowel (Med. 754 un "puévev = pi éupéveov).

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

¢ In tragedy elision of dative singular ending -1 is avoided. Thus therc is
no ambiguity in clisions such as T’ = Tiva or unTég = unTtépa (257).
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11. Where elision is impossible, hiatus is avoided by contraction of
the vowels across the boundary between the words. This is called
crasis, ‘mixing’. In familiar combinations the syllable is written to
show the contraction,” with a coronis (identical in appearance to a
smooth breathing) over the contracted vowel: Med. 39 éydida = Eyo
oida; 43 x&meaTa = kol émaTa; 686 Gunp = 6 &vnp.® Poets are also
able to avoid hiatus (and take advantage of alternative word-shapes)
by adding the optional nu (nu movable, paragogic nu, nu ephel-
kustikon) to various inflectional endings: e.g. eiAe/eiN/eiAev, kaxois/
KaKoio1 /kakoia1v.

Verse structures: period and synapheia

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

13. A larger metrical composition is constructed of a series of verses
or periods. When a speech or a scene or a whole poem 1is built up
from an arbitrary number of repetitions of the same metrical line,
with each line being a period, ending in metrical pause, the metre is
termed stichic (from oTixos, ‘row, line’). Stichic composition is found

’ Sometimes the crasis is not indicated typographically: for instance, in
Med. 35 uf) &roAeimesbar must be pronounced and scanned as five syllables,
priTwoAciTreoda,

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

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

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

lambic trimeter: the verse of tragic dialogue

16. The iambic metron is x —u— (where X represents an elcment
that may be long or short, termed anceps, ‘doubtful’); verses may be
built from various numbers of iambic metra (esp. 2, 3, or 4). The
trimeter (‘three-metron length’) is found in archaic poetry from Ar-
chilochus and Scmonides to Solon and became the most important

dialoguc metre of tragedy and comedy.®
N

x = u - x:-— ul®- T - v -

scheme 1 2 3 4 5 6 7 8 g 10 1 12

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

® For the associations between iapPeiov (iambic metre) and fappos (lam-
poon, invective) see West (1974) and Rosen (1988).
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common after the fifth element (penthemimeral, indicated by :in the
scheme), but if no word-break occurs there, then there will be cae-
sura after the seventh element (hepthemimeral, (:) in the scheme).'®

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

19. The iambic trimeter is in theory a 12-syllable line, but a higher
number of syllables may appear in tragedy because of resolution, the
substitution of two shorts for a long element (position 2, 4, 6, or 8; in
later Eur. also 10) or for the first anceps.'? To accommodate a proper
name, the second or third anceps (positions 5 and g) may be resolved,
or two shorts may be substituted for the single short at positions 3
and 7 (‘anapaestic substitution’). In most of Attic tragedy, including
the plays of Euripides written before ¢. 425,'® resolution is not very
common, and there is usually no more than one resolution in any

'° In a very fcw lines in tragedy, the verse has no penthemimeral or heph-
themimeral caesura but is instead bisected by word-cnd (with elision) after the
sixth element (see AMed. 237, 470, 1014); cven more rarely, in Aeschylus and
Sophocles, such mid-line division is not accompanicd by elision (e.g. Soph.
0T 738).

'* For a technical discussion of the thcoretical basis of this rule see Devine
and Stephens (1984).

12 Comedy is cven freer in resolution and other substitutions.

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

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

- = v @,uf—u—,u— u - |

auTn 8¢ TaTépa kai Sépous wpodola’ Euovs (resolution of
: position 4)

- -V -y =u - ,uv-u - |

THY TINAGTY elg "lewAkdv ikdunv
- - U - = iU —wu U -

ouv ool, TpdBunos pdAdov fj copwTépar

T R T T ¥ J i U R |

Aediav T° &mékTerv, domep AyioTov Baveiv, (resolution of
) first anceps)

- - U - - = U === u - |

s ’

Taidwv U’ alTol, Tdvta T' E€ethov Sdpov.

Anapaests
21. The anapaestic metron in Greek is basically vu —uu—, but —
may regularly be substituted for uu and Uy for — within certain

limits, producing anapaestic metra of the forms —uu-—— and
——uvu- and — ——-- and —uu-uu (the rarer forms — — —uu
and vu~— —uu are not found in AMedea). Many passages in Greek

tragedy consist of extended chains of various numbers of anapaestic
metra. There are two kinds of anapaestic passages: (1) ‘marching’
anapaests and (2) sung anapaests.

22. Marching anapaests were probably chanted rather than sung,'*
and derive their name from the fact that they often accompany the
entrance or exit of the chorus and some other entrances and exits,

1+ Compare the contrast between recitative and aria in classical and ro-
mantic opera.
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although they are also found in other passages which in emotion and
ethos fall between the spoken trimeter and fully lyric rhythms. In this
type of anapaests, the substitutions of Uu and — are limited by the
avoidance of a sequence of four shorts. In addition, there is regularly
word-break (diaeresis, ‘division’) after every metron (symbol {), and
Attic eta is usually retained. Marching anapaests run continuously in
‘systems’ which are by convention presented in texts as dimeters
(sometimes with occasional monometers), but an anapaestic period
has no standard length. Period-end in an anapaestic period is usually
signalled by a concluding shortened (catalectic) dimeter, called a
paroemiac. The paroemiac is yu—uuU—uUu—— (substitutions are
possible in the first metron, not in the second, and word-break may
be absent between these metra): cf. Afed. 110 (no diaeresis), 130, 143,
170, 172. In some longer chains, it is possible that there is also period-
end at a full metron (so certainly in conjunction with change of
speaker at 1396, and perhaps at other points — see 184-204n.).

Here is a sample passage scanned (Aedea 105-10):

vu - - =] - v u ==

ITe vuv, Ywpel® ds Tayos elow.

- = - = |l- = vuvuv -]

SfjAov & &pyxiis é§axpdpevov

viu —=- - | - uvuu —-—1|

védos oluwyfis cs Ty &vdper

- vuv - —-|luwvu - vuu — |

peigovt Buu@: Ti woT épydoeTal

vou - - - |1 - vu - -]

HEYQAOOTTAXY XVO§ SUCKATATT QUG TOS

VR VI

yuxt Snyleioa kakoioty; (catalectic dimeter or

parocmiac; no diacresis)

23. Sung anapaests (also called melic, threnodic, or lyric anapaests)
belong to a higher emotional register and unlike the chanted variety
admit sequences of four shorts, may feature the Doric long alpha
in place of eta, occasionally omit word-break between metra, and
more frequently use catalectic lines and lines with many long cle-
ments.'® Not all of these features need be present. In contrast to the
chanted anapaests of the nurse in g8-110, 115-30, ctc., the anapaests

15 See Dale (1968) 47-52.
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of Medea in 96-7, 111~14, etc. are presumably sung: although they
lack the other diagnostic features, they do have Doric long alpha and
sung anapaests would suit the representation of Medea as emotion-
ally distraught and out of control.

Lyric verse

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

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

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

Y _yu—u —|telesillean
——uu—u— telesillean

-~ — —vuu—u— glyconic

—¥ —uu—u— glyconic

—u —uu——||| pherecratean (clausula)

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

26. Aeolic verse features a mixture of double-short and single-short
movement (in contrast to the purely double-short movement of dac-
tyls or anapaests and the single-short movemcnt of iambic and tro-
chaic). Aeolic cola all contain a double-short choriamb (—uu —) as
kernel. Attached to this kernel are various lengths of different form
(similar to a short piece of single-short movement, but including ele-

ments that feature successive longs, like the spondee — — or the bac-
chiac u— —). Some of the more familar aeolic cola are shown here
(oo means two syllables that can bc realized as — — or —u or U—,

but not as vuU). It is not important for a beginner to master the
recondite names, but rather to recognize the affinity of the many
variations of aeolic.

glyconic (gl) co—uUU—U— 8-syllable symmetric
hagesichorean x—-uvu—u——  8-syllable asymmetric
(hag)

hipponactean oo—uu—u—— g-syllable

pherecratean oco—uUuU—— 7-syllable (= catalectic
(ph, pher) glyconic, usually clausular)
telesillean X—uUUu—uU— 7-syllable

aristophanean —vu—-u-—— 7-syllablc

rcizianum X —uUu—X 6-syllable (= catalectic

telesillean, usually
clausular)
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Acolic cola are found in the parodos and in the second halves of the
first three stasimons.

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

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

KEY TO METRICAL SYMBOLS

— long element
v short clement
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"

I°

II?

il
anap
ba

cr

D

dl

dﬂ

da
dochm
E

e

ia

sp
tro

two short elements resulting from resolution in a long
position

anceps element (position allows long or short)

element suppressed in syncopation

the paired initial elements in many aeolic lines, which
may be — — or —U or U —, but not VU

mark of caesura in the iambic trimeter

mark of diaeresis between anapaestic metra or word-end
coinciding with colon-division within a period
period-end (previous element counts as long, regardless
of vowel-length)

period-end accompanied by hiatus (if in the scheme for a
pair of stanzas, in one or both of the pair)

period-end accompanied by brevis in longo (if in the
scheme for a pair of stanzas, in one or both of the pair)
period-end possible, but not certain

end of lyric stanza

anapaest (Uu—uUuU—)

bacchiac (U——)

cretic (—u—)

—uu—uu— (in dactylo-epitrite)

—uuU — (in dactylo-epitrite)

uu — (in dactylo-epitrite)

dactyl (—uu)

dochmiac (x — —x —)

—uU—Xx—u~— (in dactylo-epitrite)

— U — (in dactylo-epitrite)

iamb (x —u =)

spondee (— —)

trochee (—u—x)

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



A NOTE ON THE CRITICAL
APPARATUS

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

reading of all the manuseripts

reading of one or more of the manuscripts

reading of a papyrus

reading attested by a seholiast

YP3Z  reading mentioned as variant (yp&¢eTtar = ‘is read’) by
scholiast

MHD o

Abbreviations in the apparatus:

add. addidit

coni. conieeit

del. delevit

om. omisit

s.L. supra lineam
transp. transposuit
trib. tribuit

109
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Ei0" dopeN Apyols un Srarrrdolor okbdgos 1
KéAxwv &5 alav kvavéas ZuptAnydbas,

und’ év varranot Mnhiou mreoelv moTe

TunOeioa meukn, pnd’ épeTudd oo XEpas

qvbpddv &pioTwv oi 16 mhyxpuoov &épos 5
MMeAian peTiAOov. oU yap Gv Séomwolv éun

Mn8eia rUpyous yiis EmmAevo’ TeAkias

Epw T Oupdv ékTrAayeio’ ldoovos:

oUd’ &v kTavelv reiocaoa MeAiddas képas

TaTépa KaTwIkel TVEe yiiv KopivOiav 10
Euv &vdpi kal Tékvoiotv, dvddvovoa ptv

duyds ohiTais v ddikeTo X06va

aUT&dI Te ThvTa Eupdépoua’ Tdoovi

NTrEP PEYIOTN YiyVETOl OWTnpiaq,

dTav yuvn mpds &vbpa un SixooTaTi. "
vOv & éx0p& TdvTa kal vooel T& ¢pidTaTa.

mwpobols yé&p alTtol Tékva BeowdTiv T Lunv

yéuois 1dowv Pacidikois tovddeTal,

ynuas Kptovtos maid’, s aigupvér x0ovds,

Mndeaia 8 Ay BUoTnvos NTIBaopivn 20
Podu pev dprous, dvakohel bt e€ids

mioTIv peyioTny, kai OeoUs papTUpeTa

olas &po1Bfis € ldoovos kupel.

kelTan & &oiTos, adu’ Upeio’ dAynbdoy,

T6v mdvTa ouvThkouoa Bakpuols xpodvov 21,
Errel wpdg &dvbpds Moler NBiknpivn,

oUT Suy’ éraipouo’ oUT drulAdooovoa yils

5 dploTov o, dpatiov Wakefield 12 uyds morlreng Pierson (mohfrang
tarnes): guy it mohitév 0 14 0U1n Sakorraphos: ¢0Th o
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TpOoWTOV* (s dt TETPos 1 BaAdoolios

KAUBwvY dxoUel vouBeToupévn lAwy,

fiv un TToTe oTpEyaca TT&GAAeukov Sépnv 30
aUTn TPos aUTNHY TTaTép amoipwént ¢piAov

xai yalav oikous €', oUs TrpoSolc’ &pikeTo

HET &udpos ds ode ViV ATIpGCaS EXEL.

Eyvowke 8 ) TdAava cupdopds Utro

olov TraTpwias puf dwoAeimeshal xBovos. 35
oTuyel 8¢ Taidas oUd op&o’ eUdppaiveTal.

BéSolka & aUTnV pn T1 PouAevont veov,

[Popeia yap dpnv, 008 aveeTan kakdds

T&o)oUs- Eydi1da TNvde, delpaivw TE viv

un BnkTOV dont ¢p&oyavov dr ATTaTOS, 40
o1y fit 86pous éoPaa’ IV EoTpwTal AéXOS,

| ki TUpAVVOV TOV TE YNHAVTA KTAVN]

K&TEITa pelfw oupdpopav AP TIva.

Bevn yap: oUTol paidiws ye cupPaicov

gxBpav Tis aUTi kaAAlvikov &ioeTal. 45
&AN ol8e Traides ek TPOXWV TETTAUPEVOL

OTEIXOUO1, UNTPOS oUdEV Evvooupevol

KOKDV* VEX Y&p ¢povTiS OUK GAYETV P1Ael.

MTAIAATWIOZ

TAAXIOV OlKWY KTHpa SecTroivns éufs,
Ti pds TUAaio1 THVS &youd’ épnuiav 50
EoTnkas, aUTn Hpeopévn cauTl KaKg;
&S ool pévn Mndeia Aeltrecbon BéAer;
Tp.  Tékvov oTrade wpéoPu TdV ldoovos,
XpnoToiot doUAols Eupdopd T& deoTToTRHY
KAK®S TITVOVTA Kol Ppevidv GvB&TTETAL. 55

38-42 del. Barthold (38-43 Dindorf; 41 Musgrave, 42 Valckenaer et Pier-
son) 42 TUpavvov o: Tupdvvous Hermann 45 aloetar Muretus: oloeran
o 46 Tpdxwv o: Tpoxév Trypho apud Ammonium
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Ma.  Tis & oUyi BunTdV; ApTI Y1YVWOoKels TOSE, 85
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[oi név Sikaiws, oi 8¢ kai képBous Xapiv,]

68 mwoAaitepor Pierson (cf. Chr. pat. 1181): wakaitaTol o 87 del. Brunck
(cf. Z)
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Tpiv &v o yaias Tepuovwv E§w PaAw.

alal” TavwAns | TaAay amoAAvpal

£xBpol yap £§1d01 TavTa 81 KAAWV,

KOUK 0TIV &TNS eUTTPOCOIoTOS EKPATIS.
Epnoopal 8¢ kai Kak&S Taoyovs” dpws:

Tivos W EkaTl yfis drooTéAAels, Kpéov;
Bedolka o, oUBEV Bel TapapTrioyelv Adyous,
un poi T1 Spdonis Taid AVNKeoToOV KaKov.
ouuPaAAeTan B TToAAQ ToUBe SelypaTar
oo¢n TEPUKaS Kal KakV TOAAGV 18p1s,
AuTrijl 88 AékTpwv avdpds éoTepnuEvT.

KAUw & ameideiv o, &s &mayyéAAovoi pot,
TOV BOVTa Kal YHHAVTA Kal YaHOUPEVNV
Spdoev Ti. TaUT oUv mpiv Tabeiv puAaSopat.
kpelooov 8¢ pot viv Tpos o’ amexBéobai, yUva,
i LoABakiIoBEVE UoTepov pETAOTEVELVY.

$eU del.

oV vUv pe TpdTov AAA& ToAAdKIs, Kpéov,
EPAaye 86Ea peyada T elpyaoTal KOKA.

xp1n & oUTro®’ doTis ApTippwv TEPUK avTip
Taidas Teploodds EkS18dokesBan codous:

gium Escorialense (coni. Nauck): péya otévev o

270

275

280

285

290

295

284 ToUbe Seiypara Wies-
291 peTaoTévelv gnomolo-



Kp.

MHAEIA

Xwpis yap &AAns fs Exouov dpyias
¢Bovov Tpods doTdY dApavouat Suopevd.
OKa10io1 HEV YAP KAIVE TTPOoTdépwy Codd
86&e1s &y pelos KoU codods Tepukéval:

TéY & aU SokoUvTwy €idéval T1 ToikiAov
Kpeloowv voplodeis &v wOAel Autrpds dpaviil.
gy 8& KaUTh THiode Kowwvd TUYNS

oo¢n yap oUoa, Tois pév ey’ émigbovos,
[Tols & nouxaia, Tois 8¢ BaTépou TpdTTOV,]

Tols & a¥ Tpoo&vTns: elpl & oUk &yav codn.

oU & oUv ¢oPf1 pe' pun Ti TATUMEAES TEONIS;
oUy @& Exel poi, pn Tpéonis Nuds, Kpéov,
@oT & Tupdvvous &vdpas EapapTaverv.
oV yap Ti W N8iknKas; £§€5ou kopnV
STw! ot Bupods fyev. AN Epdv Tdov
HiIoé: ou &, olpal, cwdpovddv Edpas TéSe.
kad Vv TO pEv odv oU $pBovd kaAds Eyelv
VUHGEUET, €U TTpd&aoolTe THVSe 88 XBOva
£&TE | olKeTV. Kal y&p ASIKNUEVOL
o1ynoouecfa, KPEIGTOVWV VIKWHEVOL.
Aéyels dkoUoal paABak’, &AN Eow Gppevdv
Oppwdia pot pun Tt Poudeunis Kakov,
Too&i8e & fooov 7| Tapos Témworfd oot
yuvt yap 6§ubupos, s & auTws &vnp,
paiwv GUAGCTEIY T) OLWTAOS 0OdOsS.
AAN E618° dos Tay 10T, un AdYyous Afye:

@S TaUT dpape KOUK EYEIS TEXVNV OTTWS
Hevels Tap NIV oUoa Suopevns Epol.

uf, TPOS OF YOVATWY THis TE VEOYXHOU KOPTS.

Adyous &vadois: oU yap &v TEloals TOTE.
AAN EEeAGis pe koUBEY aidéoni A1 TAS;
PIAE y&p oV of p&AAov §j Sduous Epous.
& TaTPis, G TOU KAPTA VUV pveiav EXw.

304 om. p, del. Pierson 309 oU y&p Ti p: Ti ydp oU p
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300

305

310

315

320

325

317 Pouleunis
Llmsley: BouAebonis o 3188 p:Y'p 320 co¢os o: oodn Diggle



124 EYPITTIAOY
Kp. ANV yap Tékvwv Epotye IATATOV TTOAU.
Mn.  ¢eU $el, PpoTols EPWTES S KAKOV PEY Q. 330
Kp.  OTws &v, oipal, kai TapaoT&Ov TUXAL.
Mn.  ZeU, pn AcBor ge TAOVE 05 aiTios KAk,
Kp. Epm, @ paTaiq, kai p* &wdAAafov mdvwv.
Mn.  TmovoUpev fuels koU Tovwy kex pripeda.
Kp.  Tay €€ dmaddv xeipods wodnon Piat. 335
Mn.  pn 8ATa ToUTo ¥, &AA& o dvTopat, Kpeov.
Kp. SxAov Tapeges, s Eolkas, @ yuval,
Mn.  ¢euEouped™ ol ToU ikéTeuod oou TuXEelv.
Kp. 71 8 ol B1&dnt koUk &raAA&oont xepos;
Mn.  plav pe pelval THv8 Eéacov fuépav 340
kal upmepdval ¢ppovTid N1 peuolpeba
Taioiv T dpopunv Tols Euols, ETel TATNP
oUdtv TpoTiud&l pnyavnoacdal Tékvois.
oikTipe 8 alToUs kal oU Tol Taidwv TaTnp
TEPUKAS' €lKOS BE oPIv eUvoldv o Exev. 345
ToupoU y&p oU pol ¢ppovTis, & peu§oupeda,
Kelvous 8& kKAaiw oupdopdl KeXpPMUEVOUS.
Kp. NKIOTA TOUuOY AfjW Epu Tupavvikdy,
aiboupevos 8t ToAAX 87 S1E¢pBopar
kal viv 6p& pév E§auapTdvey, yival, 350
opws 8¢ TeuEnt ToUde. TpouvvéTrw 8¢ ool,
el 0’ N ‘moloa Aautas Syetat Beol
kal Taidas évTos THode Tepudvwy xBovods,
Bavijt: AéAekTon pUbos dweudns OBe.
vOv &, €l péverv 8el, pipy € nuépav piav: 355
oU yap T dpaoels Seivov v ¢poPos b Exet.
Xo.  ¢eU ¢el, pedéax TV gdv &ytwy, 358
SuoTnve yuval, 357
336 &vtouar Wecklein: aitoluai o 339 § au p; & oUv p: &7 Elmsley, 8ai
Housman xepds Wilamowitz:  xBovds o 345 B a¢w &
t0TIV O 355-56 del. Nauck 357 post 358 trai. Barthold; om. p, del.

Matthiae



MHAEIA 125

ol ToTe Tpéyni; Tiva Tpods Eeviav
i Souov f xBéva cwTfpa kakdv 360
[E€evpnioeis];
ws €lg &TMOPoV ot KAUBwva Beds,
MnBeia, Kak@dv EToOpeVoEy.
Mn.  kak®s TETpakTal Tavtayfr Tis qvTepel;
AAN oUTI TQUTN! TaUTQ, UT) SOKeITE Tw. 365
€T €10° &y Qdves TOls vewaTi vupdions
Kai Tolol kndevoaaiv oU opikpoi wovol.
Sokels yap &v ue Tévde BwmeUoai ToTe
€l uf) T1 kepBaivovoav T TexvwpEVNY;
oU8’ av TrpoceiTrov oUd’ v fiydunv xepoiv. 370
6 & &5 ToooUTOV pwpias &pikeTo
©aT, €60V aUTdI TaW EAeiv PovAsUpaTa
Yiis ékPaiovTi, TNVE Edfikev fuépav
peival W, v M Tpels TV Euddv ExBp&dV vekpous
fnow, TaTépa Te Kai kOpnV TOTIV T EudV. 375
ToAAG&s & éxovoa Bavacipous aUTols 65oUs,
oUK 018’ oTroial Tp&dTOV EYYXelpd, dikar
TOTEPOV UPAWw SDdpa vupdikov Trupt,
1 OnkTOV Dow pdoyavov 81 ATaTos,
o1y fji 8opovs EoPac’ iv EoTpwTan Aéyos; 380
AN &v Ti pol pdoavTes: €i Angdncopal
Bopovs UmepPaivovca kai TexvwuEVD,
BavoUoa Bnow Tois éuois €xBpois yeAwv.
KpATIoTa TNV eUbeiav, N1 TEPUKAPEY
codoi pdAioTa, papudrors aUTous EAeiv. 385
ElEV’
kai 81 TeBvaor: Tis pe Se€eTan wOAIS;
Tis yfiv &ovlov kai 8dpous éxeyyuous
Eévos Tapaoywv puceTal ToUpov Séuas;
oUK £07T1. peivad’ oUv ETI OUIKPOV XpOvov,

359 pos Eeviav p: wpofeviav p 361 tgevpnioers del. Elmsley 373 E¢iikev
Nauck: &¢fikev o 385 oogoi Tate, Dalzel: oodai o



126 EYPITIIAOY

v Wév Tis NUiv TUpYyos &odpaAns daviit, 390
BOAw1 péTEINL TOVSE Kal o1y )t dpOvov:

v & €§ehaivn Supdopd W dunyavos,

aUTT §idos AaPoloa, kel uEAAw Bavely,

KTEVE o¢E, TOAUNS & €lpl TPOS TO KAPTEPOV.

oU y&p p& Ty déomotvav fjv Eyw oéPw 395
HAAIoTa TTAVTWY Kal Euvepyodv elAouny,

‘Ex&Tnv, puxois valovoav éoTias &ufis,

Xaipwv Tis aUTOV ToUHOV GAYUVET kéap.

TKpoUs & &y odiv kal Auypous Bnow yauous,

TIKPOV 8¢ kfjdos kal dpuyds épdas yBovos. 400
&AN ela dpeidou undiv v émicTaocal,

Mndeia, PouAevovoa Kal Texvwuévn:

gpr’ & TO Sevov: viv &ywv edyuyias.

Opdis & Taoxels; oU YEAwTa 8el o° dpAeiv

Tols Zioudeiols Toiod lacovos yauors, 405
yeydoav €660l TaTpds ‘HAlou T &Tro.

¢mioTaocan 8¢ Tpos 8 kal TePUKapey

yuvaikes, &5 pev E0ON dunyavwTaTal,

KaK®V 8& TAVTWY TEKTOVES coPwTATAL.

Xo.  &vw moTaudv igpdv Ywpolol Tayal, [oTp. 410-11
Kai dika Kal TavTa TaAV oTpédeTal:
avdpaot pév 86A1an PovAali, Beddv &
OUKET! TTIoTIS &papev:
Tav & Euav eUkAelav £xelv PloTav oTpéyouat

$apalr 415-16
EPXETAl TIPNQ YUVAIKEIW! YEVEL 417-18
OUKETI Suokéhados ¢&ua yuvaikas E€et. 419-20
poUoal 8¢ Tradaryevéwy ANfoua” &o1ddv [&vT. 421-2

T&v gpav Ypveloon &mioTooUvav.

405 Toio8 Herwerden: Tois T o 413 & o: T Elmsley 416 oTpéyouat
Elmsley: oTpépovst o 421 &od&v p: &o1d&v p



432 matpiwv cditic Aldina: waTpdiwv o
435 &évan cditio Aldina: §eivai o

P

MHAEIA

oV yap év qpeTépan yvwupal AUpas

QToace Béomiv do1dav
®oiPos &ynTwp ueréwy: étel &vTtaynao &v Uuvov
&poEvwy Yévval. poakpos & aldov Exel
TOAAG HEV GpeTépav avBpdov Te poipav elreiv.

oU 8 &k ptv oikwv TaTpiwy ETAevoas
naivouévan kpadiatl, 818Upous dpicaca TMdvTou
TéTpas i 8& Géva

vaiets xfovi, T&s dvdv-

Bpou KoiTas OAécaoa Aék-

Tpov, TAACIVY, dUyds 8¢ Y-

pas &TIpOS EAcUVNIL.

PéPoxe & Sprwv xapls, oUB ET axibdos
‘EANGS1 T peydAan pével, aifepia & avémTa.
ool & oUTe TaTpds Sopol,

SUoTave, peboppica-

ofan poxbwv Tapa, TOV Te Aék-

Tpwv dAAa PaciAeia kpeio-

owv dopoioiv ETéoTa.

IAZWN

oU vUv KaTeiBov TpdTov XAA& TTOAAGKIS
Tpaxeiav dpY NV WS AUNXAVOV KAKOV.

ool y&p Tapdv yfjv TAv8e kad 8dpous ExElv
KoUdws ¢pepovat Kpeloodvwy PovAeUpaTa,
Aoy wv paTaiwv oUvek” éktreafit XBovos.
K&pol pév oUBEv Tpdypar pn TaUont TOTE
Aéyoua’ laoov’ &5 kAKIoTOS E0T &vnip:

7e Porson 452 'l&oov Elmsley: 'laowy o
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4301

[oTp.
4334
435

438a
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[&vr.

440-1

4452
445b

450

434 S518Upous p: BidUuas
444 Tov Te Elmsley: T&v8e 0: odv



128 EYPITTIAOY

& & &5 Tupdvvous 0Tl oot AeAeyuéva,
Tav képdos Nyol {nuiovpévn duyfi.
KAy pEv aiel PaciAéwy Bupoupévey 455
SpYy&s &onipouy kai o EBouAopny uéverv:
oU & oUx avieis pwpias, Aéyouo’ &el
KOK@S TUpAvvous: Tolyap ékmreotit xBovds.
Suws Bt kaK TOVE oUk &melpnkeds Ppilols
iKW, TO OOV B¢ TTPOOKOTTOUNEVOS, YUval, 460
@S PAT AYpNHwY oUV TEKVOITIV EKTTETTIS
UNT €vdens Tou' TOAN EPEAKETaN PuYT
Kak& §Uv aUTRil. kal y&p €l oU pe oTUYElS,
oUK &v Suvaiunv ool kaxds Ppovelv TOTE.
Mn. @ TayxkdkioTe, ToUTo y&p o ElTrelv Exw 465
yAwoont uéyloTov els dvavdplav Kaxov,
NABes TPos Nuds, NAbes ExBioTos yeys
[Beois Te K&pol TaVTI T &vBpwdTrwv Yéver];
oUTol Bpdoos Tod éoTiv oUd eUToAMIG,
PiAovs kak®s dpdoavT évavTiov PAémey, 470
AN 7} peyioTn TQV év avBpwTrols voowy
Taocdv, avaiderl’. €U 8 émoinoas HoAwy:
Eyw Te yap Aéaoca koudpioBnoopat
YUYV KaKGQS o€ Kal oU AuTTiiont KAUwv.
€K TGOV B¢ TpwTwy Tp@dTov Gpopal Aéyeiv: 475
fowod o', ws loaoiv ‘EAARvwv doot
TaUTOoV ouvelotPnoav Apydiov okddos,
TeMPBEVTa TaUpwy TUPTIVOWY ETICTATRY
LeUvyAaiol kal omepoUvTa Bavdoipov yuny:
SpakovTtda &, 65 TayXpuoov auTrExwy Sépos 480
omeipais E0wile TOAUTTAOKOIS &UTTVOS OV,
kTelvao’ &véoXov ool dp&os owTHpIov.
aUTh 8¢ TaTépa kai Sopous TpodolUo’ Euous
THv MRAdTV €l TlwAkov ikdunv
oUv ool, Tpodupos u&AAov i} codwTEépa: 485

468 del. Brunck 4800 p: &p



MHAEIA 129

MeAiav 1" &mréxtely, domep dAyiaTov Bavelv,

Taldwv U’ aUtol, Tavta T é§eiAov Sdpov.

kal Talf U¢ Hudv, @ kakioT dvdpdv, TaBdv
Tpoudwkas Nuds, kava & EkTHow Aéxn,

Taidwv yeywTwy: el yap 18’ &mrais £11, 490
ouyyvwaT &v fiv ool ToU8 épaabijvar Aéyxous.

Spkwv 8¢ ppoudn TioTis, oUd Exw pabeiv

el Beous vouilels ToUs TOT oUk apXEelv €T

1) kauva keloBal Beopr’ avBpwols T& viv,

€el oUvolo8a ¥’ els €W oUk elopkos Gv. 495
$eU Be€1&x xeip, fis oU TOAN Ehaupdvou

Kal TOVEE YovaTwy, 0§ HATNV KeX pwioueda

kakoU TTpds Gudpds, EATISwY & fludpTouev.

ay’, ws ¢pikwi yap 6vTi ool Kowaoual

(BokoUoa pev Ti PO ye ool Tpaetv KaAdds; 500
duws &, EpwTnleis yap ailayiwv ¢avijl):

viv Trol TpaTrwpal; TéTepa TPdS TaTPds SOHoUS,

oUs ool TpodoUoa kal TaTpav adikdunv;

A Tpds Tahaivas TMeAidSas; kaAdS y’ av oUv

BECavTO I 01KOIS OV TTATEPA KATEKTAVOV. 505
EXEl Y&p oUTw: Tois uév oikoBev dpidols

ExBp& kabéaTny, olUs 8¢ u’ oUk éxpfiv KakdS

8pav, ool x&piv dépouca ToAepious EXw.

Toly&p ue TOAAQIS pakapiav ‘EAANViISwyY

£Bnkas avTi TGOVEE BavpaoTov 8¢ ot 510
Exw ooV Kal TIoTOV 1 TAAaIV €yw,

el ¢peUfopai ye yaiav ékPePAnuévn,

$iAwv Epnuos, oUV TEKVOLS HovT HoVoIS:

KOoASV Y’ BveEIBOS TAI VEWSTI wpdlwl,

TTwXOoUs dA&obal Taidas i T Ecwa ok. 515
& Zel, Ti 81 xpuooU uév &5 kipdnios A

Tekpunpl avBpwTolotv QTacas oadd,

487 T p: & p Sduov p: ¢pdPov p 493 €i Reiske: i p: i p 509 éAAN-
vidwv p: kaf’ (vel &v) EAAGSa p 514 TOL ... vupdiwt p: TGV ... vwudiwv p
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Xo.

531 166015 APUKTOIS Pi TOVWY GPUKTWV P

EYPITIIAOY

avBpdv & 6Twl XpN TOV Kakov dietdévat
oUBElS XOPOKTNP EUTTEPUKE COHATL;

Betvn Tis dpyT Kal SuciaTos TréAel,

oTav $irol $piroiot cupPAwas’ Epiv.

Bel W, s EOIKE, PN Kakov dpUval Aéyerv,
&N o Te vaos kedvov olakooTpodov
&Kkpolot Aaipous kpaoTréSols UTrekSpapeiv

THV NV OTOBAPYOV, @ YUval, YAWooaAyiav.

gyw &, éme1dn kai Alav TUpyois xaptv,
KUrpiv vopifw TS éufis vaukAnplas
owTEIpav Elval BedV Te KAVBPOTWY povnv.
ool & EoT1 pév voUs AeTrTos” GAN étridpbovos
Aoyos Bienbelv ws "Epws o’ nvaykaoev
T0E015 APUKTOIS TOUPOV EkoGoan BEpas.
AAN oUk akpIPids auTo Bnoopal Alav:

OTIN1 Y&p oUV OVNoas oU Kak®ds EEL.
peilw ye pévTol TS Epfis cwTnplas
eiAn¢as 7 Sedwkas, ws Eyw $paow.
Tp&TOoV pév ‘EANGS’ &vTi BapPdpou xBovos
yaiav kaTolkels kal Siknv émioTacal
vopols Te Xpfiobal pun mpos ioyvos xapiv:
Té&vTes 8¢ o NioBovT oUoav "EAAnves copnv
kal 868av éoxes: €1 8¢ yiis e éoy&Tols
bpolotv dikels, oUk &v fv Adyos oéfev.

el & Eolye uNTE XpUoOs Ev Sopols

puNT "Opdéws kGAAIoV Upvijoal péAos,

el pn mionupos N TUXN YEVOITO pol.
TooaUTa pév ool TV Epdv TOVWY TEP!
EAe§™ auiAhav yap oU Trpoubnkas Adywv.
& & &5 yauous pol PaciAikous wveidioas,
&v T8¢ Seifw TPOTA pEv coPos yeyws,
EmeITa cdPpwv, elTa ool péyas didos

Kol Tatol Tols époiotv: &AN X’ flouyos.

543 KGAAov p: BéATiOV P
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Mn.

MHAEIA

gtel peTéoTnv deUp lwAkias xBovos
TOAAGS EPEAKWY CUNPOPAS AunXAvous,

Ti ToU8 v eUpnu’ nUpov elTuyéoTePOY

N Taida yfiual PaociAéws puyds yeyws;
ovUy, N1 oV kvifnt, odv pév éxBaipwy Aéyos
Kavis 8¢ vuudns ipépwl meTANy pévos

oud’ €is apiAAav TOAUTEKVOV oTToudNV EYov:

&A1s Yap ol yeydTes oUdt pépdopal

AAN 5, TO MEV pEYI0TOV, OiKoTUEV KAAGS
Kal pfn omavifoipeoba, y1yvwokwy 6T1
TEVNTa PeUyel TTas TIS EKTTOBGV didov,
Taidas 8¢ Bpéyaip’ &€iws Séuwv Euddv
oTmeipas T &deAdous Toiotv £k oéBev Tékvols
&5 TaUTO Beinv kai SuvapThoas yévos
gUSaipovoiny: ool Te y&p Taidwv Ti 3¢
époi Te AUel ToTol PpEAAOUGCIV TEKVOIS

T& {GVT dvijoal. pdv BePouAsupal KaKS;
oUd v ovU ¢ains, €l oe un kvifol Aéxos.
AAX &5 ToooUTov Nked’ ot dpboupévns
gUVTis yuvaikes TAvT Exelv vouileTs,

v 8 aU yévnTal Eupdopd Tis &5 AéxOS,

T& AQI0TA Kail KAAMOTA TTOAEMIWOTATA
TiBeoBe. XpTiv Yap dAAoBev TTobev BpoToUs
Taidas TekvoUobal, BfjAU & oUk glvai yévos:
XOUTWS &v oUK NV oUdtv &vBpdTTols Kakov.
l&oov, €U pév Touod ékoopunoas Adyous:
duws & Epolye, Kel Tap& yvwuny £pd,

Bokels Tpodous onv dAoyov oU Sikala Spav.

7| ToAA& TToAAoTs et S1&popos PpoTdv:
gHol yap 00TIs Ad1Kos OV 0odpOs AEYEIV
TéPUKe TTAeloTNV {nuiav dPAloKaver
YAwoont yap aUy&dv TE&8IK €U TEPIoTEAETV

561 ¢pidov Driver: ¢iros o
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Mn.

584 post ¥ punctum habent p (coni. Witzschel): om. p
oUv p: oUv po1 vel olv ov fere p
600 peTevEnt o: péreufan (sine interrogationis signo) Elmsley
¢aiveoBai . .. Bokeiv Reiske (cf. Z): parvéobew ... Bdkel o

o

EYPITTIAQY

TOAU&I TTavoupyeiv: 0Tl § oUk &yav 0odos.

@s Kal oV 1 vuv eis &Y eloXAuwY Yévnt
Aéyev Te Se1vds Ev yap EkTevel o ETTOS
Xpfiv o', eiTrep Noba p) kakds, TEICAVTA Pe
YOHEIV yapov TOvE, GAAX ut) oryfjt dpiAwv.
KaA®S Y’ &v, oipal, TS UTrnpéTels Adywi,
€l 001 yapov kaTeiTov, fTis oUdE viv
ToApdis pebeival kapdias péyav xoAov.

oU ToUTO6 o eixev, &AA& PpPapov Aéxos
TpOs yfipas ouk eudofov EEEPaivE col.

€U vuv 108 1061, pf) yuvaikos oUveka
yHinal pe AékTpa PaciAéwv & viv Exw,
AN, DoTrep eirov kal Tapos, odoal BEAwy
o€, Kal TEKVOIGI TOTS €poTls dpoomdpous
¢Uoal Tupavvous Taidas, Epupa Swpaotv.
U7 ol yévolTo AuTrpos eUdaipwy Pios

und’ 6APos 6oTIs THY éuny kvifol ppéva.
olo® ds peTeUfni kai codwTépa Ppaviji;

T& XpNOT& un ool AuTrpa daiveshai ToTe,
und eUTuyoUoa SuoTuxns elval Sokelv.
UBp1L, €reldn ool piv 0T &Moo TPOGHT,
€y & Epnuos THvde peuSoUpan xBova.
aUTn TaS €ldou Pndév GAAov aiTid.

Ti Spdoa; pdv yapoUoa kai TTpodolca of;
ApAS TUPAVVOIS AVOTIOUS APWHEVT).

kal ools dpaia ¥’ oUoa Tuyxavw dopols.
@S oV kplvoUpal TOVEE ool T TAtiova.
AN, €1 T1 BoUAn1 Tauciv ff cauTHt dUYHS
TPOCWPEATIUA XPTIHATWY EpddV AaPeiv,
AEy™ s ETolpos &dBovun Solvan xepi

p: oauTiis guyfi p
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la. oUk oi8 &v el eloconpt, Telpdobon 8¢ ypn.
Mn. oU 8 &AA& ofy kédevoov &vtecBan TaTpos

yuvaika Taidas Tvde pt ¢pevyev xBova.
la. HéAloTa" Kal Treloelv ye ofalw o Eyw,

EITTEP YUVaIKOV 0TI TOV GAAWVY pia. 945

Mn.  ouAAnyopar 8t ToUdE ool K&y Tovou:
TEPYw yap Ut 8&P & KaAAIoTEVETA!
T&V viv év &vBpdToloty, 018 Eyw, ToAU
[AemtTéV Te TETMAOV Kal TASKOV Y pUTHAQTOV]
Taidas PpépovTas. AN dooV TAYXOS XPEWV 950
kOoHOV Kopifelv SeUpo TTPOCTIOAWY TIVA.

926 TGVE Eyd Bnow p: TGOVSE Brigopc p: TGOVSe viv Bfcopar p 929 31
post g25 transp. Ladewig 929 5fjTa Aiav p: &1 Tdhava p 930 EEnUxov
Scaliger: -xouv o 938 &maipopev o: &mwapoUuev Elmsley 942 GvTecba
Weidner: aiteiobal o 945 lasoni continuant p: Mecdeae trib. p 949
del. Bothe



144 EYPITTIAOY

eUSaipovnasl & oUy Ev AN pupia,
&vdpods T apioTou ool TuyoUa® SPeUVETOU
KEKTT|WEVT] TE KOTHOV OV o’ "HAlog
TaTpods TaThp 5idwalv ékydvolov ois. 955
AaQuabe dpepvas Taode, Taides, & XEpas
kai T TUpdvvl pakapian vupent 86Te
PEpovTES OUTOL SDdpa pepT TS Se§eTan.
la. T1 &, @ paTala, THVEE gds Kevols Xépas;
Sokels amavigelv ddpa Pacideiov TETAWY, g6o
Sokels 8¢ xpuooU; odile, pn 8idou Tade.
elrep yap fuds afiol Adyou Tivds
yuva, Tpobfioel XpnudTwy, odd oid Eyw.
Mn.  pR Wol oU Treifeiv S&pa kai Beous Adyos:
Xpuoos 8¢ kpelgowv pupiwv Adywv BpoTols. 965
kelvns 6 daipwv, keiva viv alfer Beds,
véa TUpavvel® TGOV & Epdv Taidwv duyds
Wuxfis av dAAagaiped’, od ypuooU pdvov.
AAN, & TékV, eloeABOVTE TTAOUGIious Sopous
TaTpods véav yuvaika, deamdTiv & épny, 970
ikeTeveT, E§cuTeioBe pi) pevysv xB6va,
KOapov 8186vTes' ToUSe yap paAioTa Sei,
g5 Xeip Ekelvnv d&pa Séaabon TASs.
10 o5 TayioTa unTpl § v épdu TuXEV
gudyyehotl yevorabe mpa§avTes kKaAds. 975

Xo.  viv éATrides oUkéT pot raidwv Loas, [oTp. 976
OUKETI* OTEIXOUT! Yap és dpdvov 1i87.
BeGeTon vUpda Xpuotwv dvadeapdv
dé€eTan dUoTavos &rav
EavBdn & dudi képan Bnoel TOV Aida 980-81
KOOPOV aUT& YEPOTv.

g63 éyo p: dT1 p g70 & Elmsley: T o 976 Goas Porson: {wés o 978
&vadeou&v Elmsley: &vabéopwv o 982 xepoiv Nauck: xepoiv Aafoloa o
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Teloel X&pis AuPpdoids T alyd wéMAoV (&v.
XpuooTeukTdV {TeE) oTéDavov Tep1Béadan

vepTépOIs & 181 TTdpa vupdpokounoel. 985

Tolov els €pKOS TecEl Tl

kai poipav BavdTou SUcTavos &tav & 987-8
oUy UtrekpeU€eTau. 989

aU &, ® TdAav & kakdévupde kndeudv
TUPAVVWY, [oTp. 9go-1
MOV OU KATEIBWS
SAebpov ProTdn Tpoodyers dAdywi
Te 0&1 oTUYyepdY BdvaTov.
SuoTave, poipas doov TapoixXnt. 995

I A\ 1 > bt !
PETaCTEVOUXL §E GOV AAYOS, W TAAava
Taidwv [&vT. 996-7
uaTep, & povevcels
’ ’ o ’
Tékva vupd1Biwy Evekev AexEwv,
& ool TPOAITTGRV &Gudpws 1000
&AAa1 §uvolkel TOCIS CUVEUVMDIL.

Ma.  Séomorv, ageivtal Taides oide col puyTs,
kal 8@pa vuudn PaciAis &ouévn xepoiv
£8e€aT™ elpnun 8¢ Téxelfev TékvoIs.
£a.
Ti oUuyxVBeic’ EoTnkas NIk eUTUYXETS; 1005
[Ti onv ETpeyas Eumadiv Tapnida
KOUK &opévn TOvS E§ épol Sexm Adyov;]
Mn. aiadl.

983 mémAov Elmsley: mémAwv p: mémwhou p 984 xpuooT- pI: XpuoeoT- p
7e add. Reiske 989 Umex¢eufeTon p: Umepd- fere p 993 SAelpov p:
SAébplov p Biot& p: PloTtav fere p 1005 £x paedagogo continuat p
(coni. KirchhofT): Med. trib. p 1006-7 del. Valckenaer
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EYPITTIAQY

T&8 oU Euvwid& Tolov e§ny yeApevors.
aiod paX abis. Ma. p&dv TV’ &y yéAAwv TUXNV
oUk 0ida, 86Ens & éadpdAnv elayyédov;
AYYedas ol’ fiyyelAas: oU ot pEppopal.

Ti Sai kaTNPETs Sppa kai BakpuppoeTs;
TOAAT) 1 &qvdykn, TpéaPur TaUTa yép Oeoi
K&Y W Kak®s ¢ppovola’ Eunyavnodunyv.
0dpoel’ kK&TEl TOI KAl OU PO TEKVWV ET1.
&AMous kaTafw Tpoabev 1) TAAdV £y .
oUTol povn aU oV &medUyns TeKvwy:
KoUdws pepetv Xpm BunTodv dvTa cupdopds.
Bpdow T&8" &AA& Baive BwpdTwy Eow
kai Taigi wépauy' ola Xpf kabd fpépav.

@ TEkva TEKva, adpdiv ptv éoTi 87 TOAIS
kai SO, €V o1 ArovTes ABA Iy €pé
OIKNOET aiel UNTPOS ETTEPTIHEVOL

gy 8 & GAANV yalav eipn 81 ¢puyds,

Tpiv adpdIv dvaobBar kamidelv elbaipovas,
Tpiv AouTpd Kal yuvaika kai yaunAious
EUvas ayfAal Aapmadas T dvaoyeleiv.

@ duaTdraiva Tiis Epfis aufadias.

EAAws &p Uuds, @ TikY, EEelpeydpuny,
&AAws & epdylouv kai kaTe§aviny ovols,
oTeEPPaS EveykoUa Ev TOKOIS GAyndovas.

N unv mob’ 1 SUoTnvos eixov EATidas
TOAAGS €v Uplv, ynpoPooknaoeiv T éué

Kai kaTBavoUoav Xepoiv €U TepIOTEAETY,
{nAwTov dvBpwmolorr viv & SAwle 87
YAukeia ¢ppovTis. addiv ydp eaTepnuévn
Autrpov B1d€w PioTov dAyevov T &ei.
Upels 88 unTép oUkET Sppaaiv didoig
oyeat’, €5 &ANo oxfip &rooTavTes Piov.

1015 xaver Porson: kpatels o 1026 Aoutpd Burges: Mxktpa o
I, W. Schmidt: ¢poi o

1010

1015

1020

1025

1030

1035

1037 &el
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e ¢peU Ti Tpoodipkeali Y Supaoiy, Tikva; 1040
Ti WPooyeA&TE TOV TAVUOTATOV YEAWY;

aial* Ti Bpdow; kapbia y&p oixeral,

yuvaikes, dppa daidpdv s eidov Tékvwv.

oUK Gv duvaipnv xaipéTw PoulelpaTa

T& Tpoolev: &Ew Taibag ik yaias povs. 1045,
Ti 8T pe maTipa TAHOVSE Tols TOUTWY KaAKOTS

AutroUoav alTny dis Téoa kTdolal kakd;

ou BT Eywye: xaiptTw PoudevpaTa.

KaiTol Ti Tdoxw; Poulopat yéAwT SpAeiv

£x0pous peleioa Tous épovs agnuious; 1050
ToApnTéov TGS &AA& TTis Enfis kdkns,

T Kai TpootoBai paAdakous Adyous ppevi.

XWpEITe, Taides, £5 SOpous. dTwi BE un

Bépis Trapeival Tois époiol OUpaory,

auTdl peAnoer Xelpa 8' o S1a¢Bepd. 1055
& é&.

uf) 8fjTa, Oupé, pn ov y' ipydont Tade

Eaoov aUToUs, & TéAav, deloal Tékvev:

eéxel ped’ Nudv (dvTes elppavoloi oe.

ud& Tous wap A1dni vepTépous dAdoTopas,

oUTol ot éoTan ToU0’ dTres Ex0pols £y 1000
Taidas Tapnow Tous tpoUs kabuPpioal.

[TrévTws o dvaykn kaTtlaveiv: émrei 6& xpn,

Nueis kTevoUuev oitrep e§epUoapey. |

TaVTWS TETPpaKTAl TaUTa KoUK EkpeuleTal

kai &9 ' kpaTi oTédpavos, év wémAoiol Bt 106,
voudn TUpavvos SAAuTal, od¢ olb tyw.

&AN, € yap 81 TAnnoveoTéTny 686v

104 ¢onbpbv p. TpmvdY p 1044 xaipetw p: ippt1w p 1052 1rpootofa
Badham (1 Z): mpoiclai o ¢pevl p. ppevés p 10 OGpaoiv p: dhpa-
ow p 1050 & & om, 1 o0 Bo del. Bergk, Reeve; 1050 64 del,
Kovis tosh phy o Yy p ph mor p b2 63 om. 1, del, Pier-
NO 1064 winpoxtar p, 11 in linea: winpwtan p: Gédoktan IT 1.1, 1061,

val 34 o: A1 11 a.l.



148

Xo.

1071 oTéua p: képa p
Uués p

Elmsley

EYPITIAQY

kal ToUuode Téuyw TANUOVESTEPAVY ETI,
Taibas wpooelTrelv PoUAopalt 86T, @ Tékva,
86T domaoacbon pnTpi derav xépa.

v ’ ’ ’ ’ ’

w PIATATN XEip, pIATaTOV BE pol oTON

kal oXfiHa Kal TPOCWTTOV EVYEVES TEKVWV.
guSaipovoiTov, AAN éxel Ta & évBade
TaThp APeideT" @O YAukeia TpooPoAq,

@ paABakos X pws Tvelpd 6° A810ToV TéKVwWY.

XWPEITE XWPETT" OUKET €inl TTpooPAETeIy
ola Te TPoOs odpas, AAAK VIKDUAL KAKOTS.

kai pavBdve pév ola Spav pEAAW Kakd,
Bupos 8¢ kpeloowy TOV ERdV PouleupdTwy,
b0 Tep pEYIoTWY AiTlos Kak®dv BpoTols.

TOoAAAKIS 181 B AeTTTOTéPWY
uUBwv Euolov Kal Tpods apiAias
NABov peifous f) xpn yeveav
87 Auv épeuvdy:
AAA& yap EoTiv poUoa kal fuiv,
| TpoocomAel codias Evekev,
Té&oaiol pév ov, Talpov B¢ yévos
(uiav) &v ToAAais eUpois &v iows)
OUK &ATTOPOUCOV TO YUVAIKGDV.
kai ¢pnut BpoTdv oiTIvES ety
Tapmav amepol pnd’ épuTevgav
Taidas TpoPépetv eis eUTUXIAV
TV yewapévwy.
ol pév aTtexkvol, 81 &mweipocuvny
€18 BV PpoTois el &viapov
Taides TeEAéBouo” oUxi TuXOVTES,
TOAAGY poxBwv aTréyovTal

1070

1075

1080

1085

1090

1095

1077 Te Tpds odpds Page: Te wpds Unds fere p: T

1078 Bpav uéAAw p, testimonia: ToAufiow p 1087 yévos Reiske:
87 yévos p: T yévos p: Ti 87 yévos IT (coni. Schoemann)

1089 oUx IT (coni. Reiske): kouk o

1088 piav add.
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MHAEIA

oio1 8¢ Tékvwv 0TIV &V oiKOIS
YAukepov PAGoTN, Ecopd pEAETNI
KATATPUXOUEVOUS TOV GTTaVTA X pdvov,
TPATOV pev dTTws Bpéyoust kaAdds
PioTov 8 61éBev Aciyouat Tékvols:
€T1 8 €k ToUTwV €iT £l dAaUpols
€17 €11 XpnoTols

noxfoiUo1, T8 éoTiv &SnAov.
v 8¢ TO TavTtwv Aoicbiov 1187
TA&OIV KATEPRD BvnToiol KakoOV:
kai 87 yap &Ais BioTdv 6’ nUpov
odua T’ & APV HAube Tékvwy
XpnoTol T éyévovT* &l 88 kupfioat
Saipwv oUTw, $polibos &5 Aidou
©avaTos TPoPépwy CWUATA TEKVWV.
TS oUv AUel wpods Tois &AAoIS
THVE ET1 AUTIMY &dviapoTdTnyv
Taidwv Evekev

BvnToiol Beous EmPBaiiely;

$idai, TEAal Tol TPOoHEVOUTA THV TUYNV
kapadokd Takeibev ol TpoPnoeTal.

. A 1 ’ -~ K4
kai 81 8edopka Tovde TdV lacovos
oTeixovT OTTadddv: veipa & fpebiopévov
Belkvuo1v QS TI KaIvOV dy YeAEl KakOv.

ATTEAOZ

[ Bevdv Epyov TTapavopws eipyaocuévn,]
Mndeia, ¢pelye dpelye, unTe vaiav
MmoUo’ &mrfivnv pufT oxov medooTIP.

1103 $AaUpois p: ¢avdots pll 1106 xakév p: kax&v p

nupov p: BioTtov nipov p: BioThv nUpov Lenting

pll

149

1100

1103

11032

1105

110

1115

1120

1107 PioTév €

1108 fAuBe p: AABe(V)

110 oUtw Ilp: oltos p ‘Awdov II (coni. Earle): fere &4isnv o
1119 & Hermann: 7 o 1121 om. p, del. Lenting
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EYPITIIAOY

Ti & &§16v pot Tfiode TuyxAvel duyis;
SAwAev 1) TUpaVVOS &PTIWS KOPN

Kpéwv 8 6 dpuoas papudkwy TOV gdv UTro.
k&AAoTOV eiTTas uUbov, v & elepyéTais

T6 Ao1Trov 81 kai ¢pidois Epols Eoni.

T1 ¢N15; GpOVEls pev Opb& KoU palvnl, yuval,
N TIS, TUPAVVWY EoTIQV TIKIOWEVT),

Xalpels kAUouoa koU ¢poPfjt T& To1&de;

EXw T1 k&yd Tolol oois EvavTiov

Aoyolov elmreiv: GAAX pn oTépXov, ¢iAos,
AE€ov B¢ Tréds ddAovTo; Bis TOoOV yap av
Tépyeras Nuds, el TeBVEO1 TTAyKAKWS.

el Tékvwv odv AABe SiTTTUXOS Yovn

ouv TaTpl Kal TapfiAfe vupdikous Sopous,
nobnuev olrep oois EkAMVOpEY KaKOTS
Bpddes: B dTwv § eUBUs v TOAUS Aoyos
ot Kai OOV ooV VeEikos EoTreiofan TO Trpiv.
KUvel & 6 pev Tis xeip, 0 8t EavBov kapa
Taidwv' &y 8¢ kalTds N8ovils Uto
OTEYQS YUVAIKDV oUV TEKVOIS G EoTTOunv.
Séomova & fjv viv &vTi ool Baupdlouey,
Tpiv pEv Tekvwv odv elo18eiv §uvwpida,
TpoBupov el 6$BaApdv els laoovar
ETTEITA PEVTOL TTPOUKCAUWAT SppaTa
Aeuknv T aTéoTpey EnTTaAIv TTapnida,
Taidwv puoayfeic’ eicodous TooIS 8E 0oS
dpyds T adpnipel kal XOAov veaviBos,
Aéycwv T&8* OU pn Suouevns éont ¢idols,
Tavom 8¢ Bupol kal TAAIV oTpéyels k&P,
$idous vouifoua’ olomep &v mdois oébev,
BeEm 8¢ Bdpa kal TAPAITAON TATPOS
PUyas adelvar anol Toiod Eunv Xdptv;

N &, ws €oeide KOOUOV, OUK NVECXETO,

1125

1130

1135

1140

1145

1150

1155

1130 éoTiav p: oikiav p fikiopévn p: -pévny p 1132 Toiol p: Tols ye p
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AN fves” &vdpi TavTa, kai Tpiv ik Sopwy
Hakpav ameival TaTépa kal Taibas oéfev
AaPoloa wémAoUs Toikidous AuTrécyeTo,
Xpuoolv Te feloa oTépavov dudl PooTpuyols 1160
AQpTTp@1 KATOTTTPW! oXNUATIZETal KOUNY,
&YUXOV EIKD TPOOYEADCA CWUATOS.
K&TEIT &vacT&o’ €k Bpdvwv SiépyeTan
oTéyas, aPpov Paivovoa TaAAeUkw! Todi,
Bwpois UmepXaipouca, TOAAL TTOAAAKIS 165
TévovT &5 OpBOV SpuAct GKOTTOUNEVT.
ToUvBEvde pévTol Setvov fv Béay’ i8eiv:
Xporav yap dAAdEaoca Aeypia oAV
Xwpel Tpepovoa KdAa kai pdALs ¢pBavel
8povorotv éutrecoUoa un yapal Teceiv. 1170
kal T1§ yepai& wpoomwoAwy, §6§acd wou
1 Mavos dpyds f) Tivos Bedv poAeiv,
avwAoAue, Tpiv Y’ dpdn Si1a oTdua
XWPoUvTa AeUkOV adpov, dUPATWY T &TTo
Képas cTpépoucav, alud T oUk évodv ypot: 175
€17 quTinoATov flkev SAOAUYTs uéyav
KWKUTOV. eUBUS & 1) pév & TaTpods Sdpous
wppnoev, N 88 TPoS TOV ApTiws TOCIY,
Ppaoovca vUpdns cupdopav: &raca 5&
oTEyn Tukvoictv ékTUTel Spapfjuactv, 1180
n8n & aveABoov kdAov exTAedpov §pdpou
Tayus PadioTns Teppovwy &v ATTTETO"
N & €€ &valBovu kai pUcavTos dpuaTos
Sewov otevalac’ N TaAav fyeipeTo.
S1mAolv yap a¥Ti wijy émecTpaTeveTo" 185
XpuooUs pév &udl kpaTl Kelpevos TAGKOS
BavpaocTov Te1 vapa Tappdyou Tupds,
TweTAOL 8¢ AeTOl, OBV TéKvwY dwpnuaTa,

1181 &veA8dov Lenting: &véAkwv o ikrAefpov p: EkmAebpov p: ExTAéBpov
Reiske 1182 &v fyrteTo Musgrave: &vfnmTeTo 0 1183 n &o: 07N



1201 yvéBors Blaydes: fere yvaBuois o

f6wv o

EYPITHIAOY

Aevkfy E8aTrTov odpka Tiis SuaBaipovos.
$evyel & &dvaoTdo’ &k Bpdvwv TupoupévT,
oglovoa XaiTny kp&Td T &GAAOT &ANook,
piyar BéAovoa oTépavov: &AN dpapdTws
oUvBeopa xpuods eixe, TUp &, émel KONV
goeloe, padAAov Bis Toows EAApTIETO.
TiTvel & &5 0UBas ouppopdl vikwpévn,
TANY TAOL TEKOVTI KapTa Suopabiys 18eiv:
oUT dppaTwy yap dfAos v KaTAoTAT1S
oUT eUuis TpdowTov, aipa & £§ &kpou
éoTale KpaTOS TUNTIEGUPPEVOVY TTUpI,
odpkes 8 &1’ doTéwv DoTe TeUKIVOV SAKpY
yvéBois &8nAois dapudkwy &éppeov,
Beov Béapa. wdot 8’ fv $poPos Biyeiv
vekpoU: TUXNV Yap elxomev S18aokatov.
ToThp 8 O TAHRWY ouppopds dyvwaoial
dPpvw TrapeAboov Sdpa TTPOTTTITVEL VEKPOIL.
O1pwge 8 eBUs kal Tep1TTUERS YEPAS
KUVET Tpooauddv To1ad™ "Q YoTnve Tad,
Tis 0" OO &Tipws Baipdvwy ATWAETEY;

Ti§ TOV yépovTa TUpPov dppavdv otbev
TiBno1v; oipol, cuvbdavolpl gol, TéKvov.
gtel 8¢ Bpnvv Kal yowv ETavoaTo,
xpNiwv yepaiov e§avaoTiioal Sepas
TpooeiXed DoTe KIoTOS Epvectv Badvns

AemrTolol wémAols, Seivd § fiv TaAaiopaTar

O pEv yap N18eX t§avaoTiioan yowy,

N & dvteAaduT* €l 8¢ wpods Piav &yor,
oapKas Yepalas E0TTApaca’ &1 OO TEWV.
Xpovwi & &méoTn kai pedfX’ 6 dSUopopos
WUXMv: KakoU y&p oUKET v UTTEPTEPOS.

1190

1195

1200

1205

1210

1215

1205 TapeAdov Nauck: twpooeA-
1206 xépas p: Sépas p 1218 &wéoTn o: &mwéoPn Scaliger



1220~-1 del. West, 1221 Reeve

MHAEIA

KeTvTan 8¢ vekpol Trais Te kal yépwv TaThp
méhas, TroBevny Sakpuoiol oupdopd. !

Kai pol TO pév obv ékrodv EoTw Adyou:
yvaaon yap aUTh {nuias EmioTpodnv.

T& BvnTa & 0¥ viv TpdTov fyoUuat okidv,
oUd’ av Tpéoas elTTOIHI TOUS codpous PpoTdV
BokoUvTas elval kai pepIHVNTas Adywv
TOUTOUS peyioTnV pwpiav ddAlokdavely.
BunTdv yap oUSdeis éoTiv elSaipwy avnp:
OAPov & EMIppUEVTOS eUTUXESTEPOS

&AAov yévorT av &GAAos, eUSaipwy 8§ &v ol.
gory’ 6 Saipwv ToAA& TS év Nuépan

Kaka& uvamTelv evdikws ldoovi.

[& TAfinov, &S cou ouudopds oikTipopev,
kopn KpéovTos, ATis eis "Aidou 8dpous
oixnt y&uwv ékaTl T&V ldoovos.]

$idai, BédokTal ToUpyov &s TaY1oT& pot
Taidas kTavouont Tfics apopudofar xBovds,
Kal pf) oxoAnv dyovoav é&kSoUval Tékva
GAAN1 poveloar SuoueveoTépal Xepi.
TAVTWS o Qvaykn KaTthaveiv: émel 8¢ xpn,
Nuels kTevoUpev oimep e§epUoapey.

AN €’ dAigov, kapdiar Ti péAAopev

T& Seva k&vaykaia uf {ou) Tp&ooelv kaky;
ay’, ® T&Ahawa Xeip éun, Aapé §idos,

A&, EpTre TpoOs PaAPISa AuTrnpav Piov,
kal pn kakioBfis pnd dvauvnodfis Tékvwv,
®s $IATAl’, s ETikTES, AAAG TNVSE Ye
AaBoU Bpaxeiav Nuépav Taidwv oébev
K&TerTa Bpnverr kal yap et kTevels of, Opws
$iro1 y’ Epuoav: SuaTuyhs & Eyc yuvn.

153

1220

1225

1230

1235

1240

1245

1250

1223 EmoTpo¢nv Lenting ¢ scholio: &moo-

Tpodnv o 1227 wwpiav cditio Aldina: gnuiav o 1233-5 del. Weil

1234 S6uous p: TUAas p 1240—41 del. Valck. 1243 oV add. Elmsley
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Xo. i & Te kai Topdans [op.

&xTis AAiov, kaTideT iBeTe TQV
SdAopévav yuvaika, Tpiv potviav
TEKVOLS TTPOoPaleiv Xép alToKTOVOY!

08s Y&p Xpuotas & yovas 1255
EPAaoTey, feoU & aipa {yxapai) miTvew
$OPos U Avepwv.

GAAG viv, & ¢pdos Bioyeves, KATEp-
Y€ KaTamavoov, £§eN oikwy TaAaL-
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r-130  Prologue

The opening scenes of the play (‘prologue’ in the wider sense defined
in Poetics 12, 1452b1g—20, as ‘the whole portion of the drama preced-
ing the entrance-song of the chorus’ SE 2) offer some sparing hints
of the past history, expose the distraught and emotional state of
Medea under the pressure of Jason’s betrayal, and introduce the new
event (the decree of exile) that motivates the action (conceived, as
usual for Greek tragcdy, as events completed within a single day:
Poetics 1449b12—13). The sequence may be divided into three parts by
variations in form and by entrances and cxits (SE 2): 1—48 nurse
alone in iambic monologue, 49-95 (entrance during 45-—g) iambic
dialogue of nurse and tutor (with silent boys), g6-130 (gradual de-
parture indoors during 8g-105: 8gn.) anapaests, chanted by nurse
outdoors and sung by Medea indoors. This third part in fact flows
almost seamlessly into the parodos (SE 2), since the chorus’ lyric is
interspersed with more anapaests from both the nurse and Medea,
the chorus being alone only for 204-13.

1-48 Monologue of the nurse

Eur. routinely begins his plays with a single speaker addressing the
audience more or less directly, a technique that permits the clear
presentation of background details and that openly acknowledges the
theatrical situation and the role of the audience as interpreters
witnessing an enacted sequence of events (compare the remarks of
Aristophanes’ ‘Euripides’ in Frogs 946—7, 1122). When the prologue-
speaker is a human being, delivery of the prologue by a major char-
acter provides that character with immediate access to the sympathy
of the audience. In Afedea, however, the speaker is a minor character,
one who will not be seen again after the prologue-scenes (see 204n.,
820n.): this technique distances the audience from quick emotional
involvement with the protagonist(s), but arouses ominous anticipa-
tion (compare Aesch. Ag. and Eum., and the comic counterpart of this
technique in Ar. Wasps and Peace). So the nurse shows anxiety about

160
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Medea’s distraught state and fear about her potential for harming
others; these concerns are reinforced in the conversation with the
tutor and then borne out by the cries heard from within. Medea thus
does not appeal directly to the audience for sympathy, and the sym-
pathy elicited for her by her well-disposed nurse is tempered by the
fears the nurse expresses. The audience must wait until line 214 to
observe Medea directly, appealing to others (the chorus, Aegeus) and
manipulating all who converse with her.

1-8 By opening with a contrary-to-fact wish, the nurse immedi-
ately sets a tone of strong regret and introduces the note of heroic
achievement gone sour. The two major triumphs of the Argonautic
expedition are alluded to: passage of the Clashing Rocks (which im-
phies their becoming fixed, opening the Black Sea to other seafarers)
and capture of the Golden Fleece. But in despair the nurse wishes
not only that the ship had never come to Colchis, but that it had
never even been built (compare Il 5.62—4, Phereclus built Paris’
ships, which were &pyxekdakous, ‘the origin of evils’). Unlike many
other Euripidean prologue-speakers, the nurse does not dwell on the
more remote details, and so the audience is given no third-party
narrative against which to judge what Medea and Jason themselves
later claim about their past.

1 Ei0&ddeX:  dderov with the infinitive is, from Homer onward, a
standard alternative to expressing a contrary-to-fact wish with a par-
ticle such as eife and a past tense of the indicative (or in Homer
sometimes the optative): Smyth §1781; Goodwin §§734—6. The re-
dundant addition of the particle eife, found mainly in poetry, adds
emphasis.

Apyols ... axddog: ’ApyouUs is gen. sing. of Apy®, an o-stem
of the type of meifc or Zamw (Smyth §27g). Periphrasis consisting
of a noun in the gen. (‘defining gen.’) dependent on another noun is
very common in tragedy (see LS 10.a); same phrase at 1335 and with
adj. ‘Apydiov at 477. okédos is literally ‘hull’, but in tragedy often
‘ship’ by synecdoche (see LS 31), with or without a defining gen. (veds
oxa¢os IT 742 and elsewhere).

SwantdoBar is aor. middle inf. of Siamétopan (Siemwtduny), ‘fly
through’, governing ZupmAnyd&das. The metaphor of flight for the
propulsion of a ship is traditional, esp. with wtepov or the like used
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of oars or sails (see West on Hesiod, WD 628), but the vivid verb here
may allude to the heroic effort needed to speed the Argo through the
dangerous passage.

2 Kéiywv ég alav ‘to the Colchians’ land’. Aeetes was originally
lord of Aia, a mythical land on the Ocean stream at the eastern edge
of the world (Lesky (1948)); in the historical period the Greeks iden-
tified this with Colchis, the territory at the eastern extreme of the
Black Sea, around the mouth of the Phasis River (modern River
Rioni, whose mouth is at Poti, Georgia). Gen. plural proper noun +
preposition + afav is a stereotyped tragic phrase, but it is possible
that Euripides is punning here on the proper name Ala (which may
be etymologically the same and could not, of course, be distinguished
In ancient writing).

xvavéag Zvpninyadag: the Clashing Rocks were in origin a
mythical obstacle to passage from the everyday world to a distant
magical realm (compare ancient conceptions of the Hyperboreans,
the Pillars of Heracles with the impassable seas near them, or the
Aethiopes); in archaic times they were located at the Bosporus, fa-
mous for its treacherous currents, on the assumption that the rocks
no longer moved (their magic having been terminated by the Argo’s
successful passage: Pindar, Pyth. 4.210—11). For discussion, bibliog-
raphy, and the relation of Symplegades to Planctae (“Wandering
Rocks’), see Heubeck’s note on O0d. 12.55—72; for ancient geogra-
phers’ claims about the rocks, see Tozer (1893) 198—9. The name
Symplegades happens to be extant first here; ‘Dark Rocks’ (Kuaveet)
is an alternative name first found in Hdt. and the tragedians.

3 IInxiov: Mt Pelion in Magnesia (Thessaly) towers over the
north end of the Gulf of Pagasae {(modern Gulf of Volos), where
Tolcus (modern Volos), Jason’s family home and the starting-point of
the voyage of the Argo, is situated. The ancient associations of the
mountain include Centaurs, especially Chiron as educator of heroes
(Achilles, Jason), and Peleus (wrestling match with Thetis, famous
ash-spear, marriage attended by the gods). The story of the construc-
tion of the Argo was presumably narrated in lost epic sources: Od.
12.70 ’Apyw moaoiuédovca, ‘the Argo, in which all take an interest’,
alludes to the fame of the Argonautic saga in epic recitations earlier
than and contemporary with the Od.
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4 ¢petpudoar: the word was probably coined for this passage, in a
typically bold usage, ‘equip with oars’ with ‘pine tree’ as subject (the
verb reappears in late epic in various senses, normally with persons
as subject); for similarly innovative use of derived verbs, cf. Texvéw in

Her. 7, Phoen. 869, and see LS 31.

5 avbpdv apictwv: the company of Argonauts was made up of
select volunteers, heroes eager to show the world their mettle (Pin-
dar, Pyth. 4.188 vautdv &wTos; Ap. Rhod. 1.229 &piorias; Theocr.
13.17—18 &pioTiies ... TaGdV &k TOAIwV TpoAeAeypévol v ddeAds Ti).
[Diggle accepts Wakefield’s &pioréwv, from &piotels, an easy cor-
ruption; but the tragic parallels do not permit any clear choice: Phoen.
1267, Rhes. 409, Soph. Aj. 1380, Ant. 197 vs IA 28, Rhes. 479, Phil.

997.]

5-6 <o mayypuoov 8épog | ... perfjABov: the quest is often re-
ferred to in these terms, but with epic k&das for 8épos: Hdt. 7.193.2 émi
T6 k&das émAeov; Ap. Rhod. 1.4 XpUoeiov peté xdas; Theocr. 13.16 16
XPUOTEIOV ETTAEL HETX KEDQS.

6 TleAiar: dat. of interest, ‘to fetch for Pelias, to give to Pelias’.
Pelias was the brother of Aeson, Jason’s father, from whom he had
seized the throne. In the usual fashion of such myths, he assigned a
quest as a condition of Jason’s recovery of the throne, in the hope
that Jason would die trying to complete it. Pindar, Pyth. 4.156-68
tells the story of Pelias’ demand; more briefly already Hes. Theog.

994-6.

7 wopyovs YHg ... Twixiag ‘towers of the Iolcian land’ is not a
colourless periphrasis for ‘city of Iolcus’, for mUpyos implies that
Iolcus is a protecting refuge for Jason and Medea in their flight from
Colchis. For the acc. of the goal of motion without a preposition see

LS 12.b.

8 é&pwrt ... Tdooveg: for the separation of the gen. from the
noun it depends on, see LS 35. Latcr in the play Medea and Jason
dispute the degree to which either of them is now motivated by sex-
ual attraction or jealousy, but for the earlier stage of their relation-
ship the extant sources agree in the view that Medea acted out of
infatuation with the handsome hero — an infatuation attributed to
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thc will of the gods (Pind. Pyth. 4.213—19; Hes. Theog. 992—4). See
Introd. 4.

Ouuov éxmAayeic: OBuudv may be loosely termed an acc. of
respect (Smyth §§1600—1) with éxmAayeioa (aor. pass. part. of
¢KTANTTW), but the construction has its origin in the Homeric use of
acc. objects of the whole and the part (Smyth §98s), the acc. of the
part being retained when the person representing the whole becomes
the subject of a passive verb form.

9-10 xtavelv ... IleAiddag wdpag | matépa: it is not clear
whether, upon Jason’s return with the Golden Fleece, Pelias fulfillcd
his pledge to give him the throne or resisted. In the former case the
murder of Pelias appears to be an aggressive extension of the familial
enmity, in the latter retaliation for further injustice on Pelias’ part.
As far as we can tell, Medea was acting on Jason’s behalf and not for
a personal motive (she lists it as one of her services to Jason in 486-7,
507—8). For more details see Introd. 4.

xatwixet: heroic myth is full of incidents of exile, and many
are explained by the need to expiate blood-guilt, whether through
an agreed temporary absence (as for Theseus in Troezen for a year,
Hipp. 37) or by permanent exile serving to remove the killer from
relatives bent on revenge (Theoclymenus in Odyssey 15.223-78) or to
frec the land from pollution (Oedipus). For Jason and Medea exile
from lolcus is permanent and shared: from 552-67 it is apparent that
Jason cannot divorce Medea and return to Iolcus as though the guilt
attached solely to her.

11 avdavovoa pév is answered by aUtédn 7. .. §undépous’ in 13, with
Te instead of 8¢ perhaps indicating the similarity of thec two actions,
which involve the familiar Greek pairing of polis and oikos as con-
trasting but also parallel arenas of social intcraction. The fact that
Medea has a relationship with the citizens of Corinth is one of the
marks of her assimilation of male norms and privileges (Introd. 2(5)).
The nurse’s testimony to these amicable relations prepares for the
chorus’ declaration of fricndship (138) and Medea’s remarks about
the circumspect bchaviour required of an outsider (222—4). The
scholiasts offer as onc explanation of acceptance of Medea the fact
that she curcd a faminc by her spells; this could bc ad hoc invention,
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but if it 1s a tradition older than Eur., he seems to have suppressed
the exact details in order to downplay Medea’s magical powers, but
mentioned favourable reception to enhance her status.

12 ¢uyag moritarg ‘pleasing {in her behaviour) as an exile to the
citizens to whose land she had come’. This reading combines Pier-
son’s emendation ¢uyas for ¢uyfit with the dative woritaus derived
from the scholiasts’ attempt to explain the unsatisfactory mwoAiTév.
This is the simplest correction that makes good sense, but a deeper
corruption may be present. Diggle (1994) 2735 shows the problems
with various interpretations of the transmitted text and justifies mo-
Aitais, and Harrison (1986) supports ¢uyas.

13 abtat intensifies "laoovi in antithesis to ‘the citizens’; unless a
deeper corruption is present in 11-12, transmitted aUTn has no point,
since Medea ‘herself’ is also the agent responsible for ‘pleasing the
citizens’.

navta Eupdépoves possible connotations are ‘assisting in all
matters’ (as in Soph. Phil. 627), ‘yielding to, following the lead of| in
all matters’ (as in Soph. El. 1465), and perhaps even ‘agreeing with in
all matters’ (like middle oun¢épeoBan). The ambiguity matches the
divergent interpretations of Medea and Jason themselves: is she a
valuable agent to be treated as an equal, or is she a mere tool to be
assumed to be subordinate?

14 ¥mep is fem. by attraction of gender to the predicate noun (be-
fore attraction it would be &mep, ‘which very thing’, since the neuter
pronoun is used when the antecedent is a previous proposition or
action — here 16 oupdéperv): Smyth, §§2501a, 2502d.

yiyvetrar ‘proves to be’ or ‘shows itself to be’ or the like is fre-
quently the best English equivalent for yiyvopa followed by a pred-
icate noun or adj.

15 &iyootatiiz SixooraTeiv and SixooTaocia belong to the lan-
guage of civil strife, so that the verb here again points to the analogy
between the city and the family. By making the wife the subject of
the verb, the nurse adopts the culturally approved hicrarchy familiar
in other maxims about the subordination of women to men, as if
obedience from the subjected side is the only desideratum. But the
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political metaphor may suggest that just as civic concord depends on
isonomia and the checks and balances of constitutional procedures,
so a harmonious marriage is more likely if there is a two-sided re-
lationship of respect, consultation, and compromise. The praise of
harmonious marriage is more balanced in Odysseus’ famous words to
Nausicaa (Od. 6.182—4): ‘there is nothing better and finer than this,
when a husband and wife as a pair keep a household, sharing one
mind (dpodpovéovTe)’.

16 vOv & ‘but as things are now’; this answers the rosy picture
painted in the participial continuation of the sentence 9—13, with its
appended maxim in 14—15. In the glide from the regretful ‘nor would
she have killed Pelias and now be dwelling here in exile’ to the posi-
tive evaluation of Medea’s previous success as a resident of Corinth,
we find a rhetorical compression that is easy enough to follow (Ko-
vacs’ assumption of a lacuna to make room for an explicit transition
1s not needed).

éx0p& mavra xai vooel ta dpidrara ‘now all (between them) is
full of hatred, and {what was) the closest tie of affection is diseased’.
Elsewhere T& ¢iATaTa is a tragic idiom referring to a person one
holds dear (husband, daughter, son) or to one’s own life (dlc. 340,
Hipp. g65); but neuter adjectives can be used as substantives with
great variety and freedom, and the particular sense here is created
contextually by the polar contrast with éx8pé&.

17 mpobovg is a strong condemnation by a third party, later
matched by the judgment of the chorus (578) (Aegeus is also strongly
disapproving at 695, 699, but does not use the term ‘betrayal’). Me-
dea herself uses the term four times of Jason (489, 606, 778, and 206
— quoted by chorus), but also notes that she herself is a betrayer of
her father and house, for Jason’s sake (483, 503; so too the nurse at 32
and Jason at 1332). Similarly, the nurse and chorus agree with Medea
that she is a victim of injustice on Jason’s part: 26, 157, 165, 207, 267,
578. The opinion of such humble, nameless figures as the nurse and
the chorus is often in tragedy a useful pointer to the viewpoint the
drama is designed to shape and elicit in the audience.

abTol téxva: the nurse agrees with Medea’s view that Jason
wrongs his children as well as her; for Jason’s claim that his actions
will help his children, see 559—67 with 565n.
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19 ynpag s aor. act. part. of yapéw, ‘marry’ (cf. 42 yfuavta). In
poetry y&uos and yaupéw can refer to rape and illicit sexual union as
well as the sanctioned bond of ‘marriage’, but the belief of Medea
and her supporters that she is truly a wife to Jason can be taken se-
riously because the play operates in the heroic world and does not
reflect precisely the legal conditions of contemporary Athens. In the
world of the play, it is not proper to excuse Jason on the grounds that
Medea was not given by her father or that she is a foreigner (Athe-
nians were discouraged from marrying non-Athenians by the citi-
zenship law of Pericles passed in 451).

aiovpvat: only here in tragedy (later in poetry only Call. Jamb.
2, fr. 192.6), used by Eur. as a recondite synonym for BaoiAeve1 or
&pxel, which is possible since the word is foreign to everyday Attic
(though probably a prosaic word in places where the office of ai-
symneteés was known: see OCD s.v. aisymnétés).

20 7nripacpévn: a significant part of Medea’s assimilation of he-
roic and male traits is her attitude toward honour and dishonour and
her competitive insistence that others regard her with respect or fear.
For the miu- root, see &Tiuélw here and 33, 1354, &Tipos in 438, 696,
pf Tipd&v in 660. For related terms, see 383n. (avoidance of mockery),
Introd. 2(8).

21-2 Medea has a claim upon decent treatment from Jason on the
basis of being his wife and mother of his children, but she and others
frequently cite additional claims based on her unusual autonomy and
power within the heroic enterprises of Jason’s life. At a normal Greek
wedding, both the bride’s father or legal guardian, as giver, and the
groom, as receiver, made formal statements that accomplish the
union (‘performative utterances’), but the woman’s voice had no role in
the ceremony. Medea’s connection to Jason, however, is represented
as an exchange between the spouses-to-be, sanctified by solemn in-
vocation of the gods. Likewise, the physical linking of hands in a
Greek wedding is a gesture of equals between father of bride and
groom (Oakley and Sinos (1993) 2, and fig. 1), but hierarchical be-
tween the newlyweds themselves, as the groom takes the bride’s arm
(at the wrist: Oakley and Sinos (1993) 32, and figs. 84, 85, etc;
Verilhac and Vial (1998) 317) and guides her toward his own dwell-
ing, into his own power (gestures alluded to in the final scene of
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Alcestis). But Medea has exchanged with Jason the hand-clasp of
equals, of male philoi, ‘a mighty pledge’. See Introd. 2(c) and (d).

21 Podi pév dpxoug: ‘shouts in protest about their oaths’ is an
adequate English paraphrase; the internal object Spkous actually
represents a ‘quotation’ of the cry of protest & dpkor (so too in 31,
168-g; see Mastronarde on Phoen. 1154—5). On the tricolon crescendo
that begins with this short phrase see LS 32.

23 olag dpoiPfis ‘what a shabby return’; it is characteristic of
Greek idiom to use vague demonstrative, interrogative, and relative
pronouns or adjs. and leave their specific nuance to be inferred from
the context (and tone of voice?), but English idiom generally prefers
more concreteness and specificity.

24 wxeitar 8 &owrog:  loss of appetite and inactivity, such as stay-
ing in bed, arc signs of severe psychic turmoil (from grief or love); sce
the fasting of Achilles in [liad 18—24, Penelope worrying over Tele-
machus (Od. 4.788 xelT &p &ortos), Ajax after realizing his situation
(djax 323—5), Phaedra at the beginning of Hipp., Simaetha in Theocr.
2.85-go (also Orestes in Or. 3g—42, from a combination of madness
and remorse).

Vgeic’ dAyndosiv: an unusual use of Upinui, apparently imply-
ing ‘passively allowing to be subject to’, the same connotation as in
Ale. 524 xatBaveiv Upeipévny, ‘freely submitting to die’.

25 ToOv mavta cuvinNxouvca Saxplolg yxpévov: ‘consuming all the
time dissolved in tears’ catches the sense, but this is an odd usage,
conflating the consumption of time (normally Siayav or dvaiiokw)
with the wasting away of the person crying (ouvtnkeo8ar). ke pi-
oTnyv is easier (14in.), and the inverse construction in /4 398 (épé 5¢
ouvtoual vikTes fiuépar Te dakpuols) is more natural. Since phrases
like Tov mévta ... Xpdvov are often found as acc. of time, there is
some temptation simply to hear ouvtixouga as intransitive, but there
is no parallel for that in the usage of Tfxw and compounds.

26 mpog &vdpog: in poetry (and occasionally in prose) pds + gen.
may express personal agent with a passive verb (781xnuévn).

27—-8 obT opp ... | mpécwmov: downcast eyes are a means of
avoiding or withdrawing from interpersonal contact, and the gesture



COMMENTARY 169

fits many situations or emotions, including modesty, shame, dejec-
tion, and grief. Here it fits Medea’s self-absorption in her distress and
refusal of admonition or comfort from others. For the fullness of ex-
pression and structure of this phrase, see LS 32.

28-9 métpog ¥ Baracaiog| xAVSwv: from Homer (e.g. Il 16.34—5
(Patroclus to Achilles) yAaukn 8¢ o€ Tikte 8dAaooa méTpar T AAIPa-
To1, OT1 Tot voos eaTiv &mnvns, Od. 23.103) onwards, rock and sea (and
iron: 1279 below) are emblems of what is harsh, cruel, inflexible, or
insensitive. For failure to respond, cf. in particular Prom. 1001, Hipp.
304—5, Andr. 537—8 Ti pe wpoowiTvels, &GAiav TETpav T kTpa AiTails s
ikeTeUwWV;

29 Jidwv goes with &kovel, though by its position it also suggests
‘when admonished <by her friends)’.

30 v pn move: the exception, ‘unless she ever ...’, ‘except when
...” follows upon the understood thought ‘with no response at all’
implied by ‘listens like a rock’.

atpedaca marlevxov §épnv: whether or not she makes any eye-
contact with those trying to console her, Medea turns away before
speaking even to herself, to avoid any semblance of contact (923n.).
w&AAevkov here is probably not emphatic, but simply a metrical vari-
ation on Aevkds, a standard epithet in reference to parts of the female
body (e.g. neck or cheek at 923, 1148, Hipp. 1171, El 1023, IA 875),
since respectable females were expected to spend almost all their
time indoors or well veiled.

33 ode ‘her’; for this pronoun, see LS 6.e.
aripacag éxet ‘has dishonoured’; ‘has put in a state of dis-
honour’ would convey the force of the periphrasis: see LS 22.

34 ovpdopd¢ Gro: UTOS + gen. of abstract nouns (esp. emotions)
expresses cause or agency or attendant circumstances; cven with an
active verb there is often a connotation of passivity (‘under the com-
pulsion of’; here, ‘taught by’). For anastrophe of the preposition, see
LS 24.

35 oiov ‘what a valuable thing’ (2gn.); éoTi is understood and its
subject is inf. uf &mwoAeiwesbat (un &- forms one syllable by crasis: PM

11).
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36 Mention of Medea’s attitude toward her children is brief and
undeveloped here, after long sections on her attitude toward Jason’s
betrayal (20—8) and her regret about her betrayed homeland (28-35).
Barthold deleted the line, and there are certainly difficulties in the
following lines (see next note). But the brevity is probably purposeful:
it prepares for the important theme of the children, but does not
anticipate the fuller revelation of the nurse’s anxiety in the next
scene.

37—45 The passage has long been subject to the suspicion that it
has been padded by interpolation, that is, by the deliberate or ac-
cidental insertion of verses that do not belong. Deliberate interpola-
tions may be due either to actors who altered a repertory tcxt in later
productions or to readers who supplemented a passage they found
elliptical or obscure. Accidental interpolation results when a parallel
passage or an explanation written in the margin is inserted into a text
by a later scribe who mistakes its nature. The main reasons for sus-
picion here are (1) the appearance at 379—80 of lines almost identical
to 40—1 (only doni/dow is adjusted to each context); (2) clumsy rep-
etitions (of yd&p-connection and fear-words) and obscurities in the
lines; (3) the anticipation (viewed as premature by many) of Medea’s
scheme. For general remarks on repeated lines and interpolation, see
Mastronarde on Phoen. 143, with refs.

Three solutions deserve the most consideration. (1) The deletion
of 38-43 (Diggle following Dindorf and many others) eliminates all
the obscurities, and may be correct, but it leaves the sequence of 37
to 44 rather bald. It may be preferable to delete only 38—42 (with
Barthold). The nurse vaguely hints that Medea will plot something
and thereby bring even more trouble upon herself. 43 is an after-
effect of the positive action of 37, and thus 8eivh y&p explains 37. (2)
The deletion of 41 alone (Musgrave) has been defended in detail by
Willink (1988). On Willink’s view, line 40 means ‘lest she thrust a
sharpened sword through her own liver’, a reference to the possibility
that Medea may commit suicidc (cf. Medca’s own wishes in g7, 114,
144-7). Then 7 kai in 42 introduces a true alternative, killing her foes
instead of herself (with Hermann’s Tupavvous = ‘thc king and the
princess’, all three are implied in one line), which would lead to re-
tribution (43), including (an audiencc might think) retaliation by the
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Corinthians against her own children. But a sword-thrust to the liver
is familiar in reference both to suicide (7rach. 931, Ant. 1315, Her. 1149,
El 688, Hel. 983, Or. 1063: in all these passages a pronoun or pos-
sessive or the preceding context makes reference to suicide clear) and
to the killing of others (often in combat in Homer, and in combat or
murder in Eur. Her. 979, Phoen. 1421, frs. 495.29, 979.2). Since 40 by
itself is not at all clear about whose liver is meant, and since the lead-
up to 40 suggests that Medea may harm others, as she has in the past,
a reference to suicide is unlikely. If murder is intended, whose liver is
to be stabbed? If it is the princess’, this becomes somewhat clear only
retrospectively, if 41 is retained or if 42 (with TUpavvov) eliminates
Creon and Jason as potential victims in 40. One scholiast suggests
that the liver is the children’s, but that too is an unclear reference
and would make 42—3 anticlimactic. (3) For those who can tolerate
the repetitions, the deletion of 42 alone may be attractive: the refer-
ence of 40-1 then is to murder of the princess.

37 béSowxa 8 adrtiv pn: the pronoun is a ‘proleptic’ object, an-
ticipating the subject of the dependent clause (Smyth §2182; cf. bib-
lical ‘I know thee who thou art’); here this is not merely a rhetorical
figure, but provides a pointed emphasis.

véov: as often, the adj. connotes an unpleasant or dangerous
novelty (LS]J s.v. n.2).

38 avéEerau: future middle of &véyw, ‘will put up with, will en-
dure’, with supplementary participle (Smyth §2098).

39 éywida tivde seems to have little point, and the expedient of
setting it off as a parenthesis, with Willink, does not remove the ob-
jection. éydnda = éyo oida (crasis: PM 11).

Sewpaivw Té viv after 5€Soika & abTthv two lines earlier seems an
unusually weak repetition. For pronoun vwv see LS 6.e.

40 Gonu  aor. subj. of &Bw, ‘push, thrust’. On the liver as site of
fatal wounds, see 37—-45n.

41 oyt is a clue (for many who retain this line: 37-45n.) that Me-
dea is to make a stealthy entry into the royal palace to attack the new
bride. For those who refer 40 to suicide, this word alludes to Medea’s
need not to be prevented by her servants from committing suicide,
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and Medea’s seeking of her marriage-bed would be a conventional
motif (seen in the suicide of Deianeira in Trach.).

vt ivais often used with the indicative in poetry (but very rarely
in Attic prose) in the sense ‘where’ (so too in 200).

éotpwrat is perfect mid.-pass. of oTpovvuul, ‘spread’.

42 1 xai tOpavvov tov Te yfpavta: kai is not coordinated with
T¢, but goes closely with 7, marking addition or climax. If the pre-
ceding lines refer to an attack on the princess, then TUpavvov will be
her father and ‘him who married (her)’ will be readily understand-
able as Jason. But for those who remove the reference to the princess
by deletion or interpretation, two difficulties arise: Creon (the most
obvious referent of TUpavvov) would be mentioned instead of the
princess, and Tév yfuavta would be less clear with no recent refer-
ence to the princess to suggest its object. Some solve these difficulties
by understanding TUpavvov to be fem. (see 877n.; Kayser emends xai
to TfHv) or by emending to Tupavvous (Hermann).

43 xaneta pellw ... tva:  k&merta = kai fwerta (crasis); peifw is
alternative acc. sing. masc./fem. form for peiova (LS 5.¢). The in-
definite Tiv& helps express a reluctance to be more specific.

44 ovtou: Toi here simply adds strength to the negation.

44-5 ovpBadwv|éxbpav ... adriii ‘engaging in enmity with her’
or ‘clashing in enmity with her’; similar idiom in 521 $ido1 ¢pidoict
oupuPd&Aws’ Epiv. The accentuation shows that this is the noun £x8pa
(also 8g7), not the adj. éx6pds (16, g5, passim).

45 xaXAivixov dtcetar: &ioetan is future of &dw, the contracted
(ordinary Attic) form of &eidw. With xaAAivikov understand &iopa or
péhos from the verb, ‘the song of fair victory’, an allusion to the prac-
tice of hailing Heracles (prototype of the athletic victor) with the cry
TriveAAa koAAivike. With oloeton (MSS), ‘will win for himself as prize’,
an article would be needed for xaAAivikos to be understood as a sub-
stantive. See Stinton (19go) 291.

46 Action: the nurse calls attention to the group of the tutor and
the two young children of Medea, who are entering from the side that
is imagined to lead to the city-centre (marketplace, fountain (6gn.),
and palace): Introd. 3.
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46  é&x tpéxwv memavpévor  ‘having finished their running’; that is,
the tutor had taken the boys to an open arca or gymnasion to get ex-
crcise; the same phrase in fr. 105 rcfers to a group of adults who have
completed their exercises, and Aristophanes fr. 645 K-A expresses a
similar meaning with ¢é§ amoTpdywv. Tryphon, a scholar of the first
century BCE cited in Ammonius, de voc. diff. 478 Nickau, may have
interpreted TPOXWN as Tpoxdv from Tpoyds, ‘wheel, hoop’, as if
the boys have finished playing with hoops (which would then be a
prop brought back to the house). Hoops are scen as toys or exercise-
cquipment for youths on many Attic vases, esp. in sccncs of Gany-
mede (LIMC s.v. Ganymedes, nos. 12, 19, 25, 27, 31, ctc.), and Roux
(1972) 44—-6 makes an eloquent case for the suitability of such a toy
for the young children here, visually evoking their childish innocence.
But the two parallels cited favour ‘running’.

48 véa ... dpovtic ‘a young mind’, ‘a child’s mind’; this sense of
¢povTis (normally ‘concern’, ‘anxiety’) is found elsewhere only a few
times in Soph. (LS]J s.v. ).

49-95 Dialogue of nurse and tutor

49 oilxwv xtfjpa: gen. and noun form one concept, ‘household
possession’, and the possessive gen. 8eomoivns is then applied to the
whole.

50 TtHvd &yous’ épnuiov ‘being alone like this’; this unique junc-
turc 1s based on idioms likc fiouxiav &yew, oxorfv &yev (LSJ s.v.
Syw A.1V.3).

51  Opeopévy ... xaxa: the tutor is understood to have overheard
some of the nurse’s remarks while entering, since he can identify the
content as kakd. Opéopar is a poetic verb found only a few times in
Acschylus and Eur., used of women crying out loudly or, as here,
speaking with special anguish (it is the shocking content, not volume
of voice, that makes the chorus use 8peopévas of Phacedra’s revelation
in IHipp. 363).

52 oo povyy ‘alone without you’, with gen. of separation, as
also in Soph. djax 511, OC 1250; the gen. here is also felt with Aeimeo-
Oai.
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53 omnadé: for the form with ‘Doric alpha’ in dialogue see LS 3.

54 xpnoroict odAorg: for the concept of the ‘good slave’, defined
by loyalty to the master’s interests and espoused by slaves themselves,
compare Andr. 56—q, 87—qo, lon 8508, Hel. 726—33, 1641, frr. 85, 93,
529. The loyal slave has literary precedent in Eumaeus, Philoetius,
and Eurycleia in Od., while the disloyal slave, first exemplified in
Melanthius and Melantho in Od., is not portrayed in tragedy (but lies
behind the tricky slave of the comic tradition). The concept is largely
a projection of what slave-owners would like to believe, and in liter-
ature often reflects on the worthiness of the master to whom the slave
is loyal, but it may also be correlated to a behaviour that could be
adopted by some privileged slaves (esp. nurses and tutors, those en-
trusted with the care of the master’s children) as the best available
mechanism for coping with their status. Claims of ‘virtue’ by slave-
characters in tragedy, however, fit with the questioning or destabili-
zation of categories that is characteristic of the genre. On slaves in
general see Garlan (1988), esp. 146, 192, and for slaves in tragedy and
in Eur., Vogt (1965) 14—15, Synodinou (1977), esp. 61-76, and Hall
(1997) 113-18, 123—4.

55 xaxdg witvovta ‘when they turn out bad’, ‘when they suffer
reversals’; the metaphor is from games involving dice or knuckle-
bones.

56 &g ToOT ExPéPnx’ aryndovog ‘I have reached such an extreme
degree of anguish’ (‘extreme’ translates the force of é-); this is a
Euripidean variant on a prosaic idiom in which a verb of motion is
used with & T168¢/ToUTo/TOoOOUTO + gen. of abstract noun, followed
by a result clause (see Mastronarde on Phoen. 963).

57—-8 It is a dramatic convention that the characters of Greek
tragedy hold their conversations and even their monologues out-
doors, and insertion of realistic motivations is optional and inconsis-
tent (like many gestures toward realism on the tragic stage). Here the
interest of the narrative and the nurse’s evident anguish have been
enough to engage the audience’s full attention, and the motivation is
supplied only retrospectively in answer to the tutor’s challenge. The
desire to share one’s strong emotions with the external elements may
have some basis in the Greek way of life, where so much activity took
place out of doors (Barrett on Hipp. 6o1).
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@ OAABe . . |. porovomi: 1 is elided ue, not pot (pot is not elided
in tragedy). The dat. participle referring to the nurse results from
a phenomenon that is not uncommon in Greek when an infinitive
depends on an impersonal verb or similar expression: both dat. and
acc. are often permissible with such verbs, and modifiers of the sub-
ject of the inf. (esp. participles) may shift freely between the acc.
(default case for subject of an inf.) and the dat. (by attraction to the
dative of the person that is frequent with impersonal expressions and
thus mentally available even in a passage where the acc. has just been
used instead); compare 1236~7 below and see K-G 1.111-13.

xovpav@®i: kal oUpavédt (crasis).

AéEar: the inf. may be regarded either as in apposition to fpepos
or as complementary with the whole verbal phrase, which is equiva-
lent to ‘I became eager’ (Smyth §§1987, 2001).

59 yd&p is used in a variety of ways in dialogue to connect one
speaker’s utterance to the previous statement (LS 27). Here, it ex-
presses the tutor’s inference from the nurse’s emphasis on her mis-
tress’ misfortune: ‘So then, the unhappy woman does not yet give up
her lamentations?’

60 TnA® o% ironic, ‘I envy you’ (sc. for your simplicity, that you
can believe she might be close to ceasing her sorrows).

év apyfit ... peool: the terminology of beginning and middle is
probably medical, while Tfipa is a poetic variation on the physicians’
terms wdafos/wabnua; cf. Aesch. Pers. 435 undémw pecoUv kakdv.
Greek physicians recorded the course of a disease, from onset to
middle phase to crisis and resolution (e.g. negoUvTos 8¢ ToU ¥pdvov in
Hippocr. Epidem. 7.50, 51 = v.418 Littré; [Hippocrates] Epist. 18 “The
physician ought to examine the patterns as much as possible, and
consider whether the illness is beginning or in the middle or ending’
(mérepov &pyorro 16 wabos f pecddor ) Anyor)).

6r pdpog: fem., referring to Medea (LS 5.d). To judge from
other instances (Soph. El 1326, OC 592) and from the following
‘apology’, the tone of this exclamation must be very strong, express-
ing impatience that Medea has not by now come to grips with the
troubles she already knows of. & pdpos is nominative of exclamation
(Smyth §1288), a use derived from predication to an understood verb
(‘oh, [she is] foolish!’): so too g6 SUoTavos tyw.
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el xpn i itis proper’, ‘4f it is permitted’, a softened sense occa-
stonally found in tragedy (Soph. O7 wiro, Lur. EL 300, Her. 141, IT
1288, Antiope vy TGES),

Seondtag eimelv 168e  ‘usc this word of one’s masters’, with T68¢
internal ace. referring to the word ‘lfool’. Compare the construction
ol the wdiom kak& Aéyev Twé.

62 g Dbetter taken as exclamatory than as causal: ‘how ignorant
she is of the more recent trouble’.

64 Curricrs of bad news are olten reluctant to reveal it this in-
creases suspense for the recipients and the andience and nnderlines
the gravity ol the news. Examples include Teiresias in OT and Phoen.,
messengers in Ag. and Phoen., and Cadmus and Amphiwryon dealing
with Agave and lleracles in Baceh. and Ier,

pevéyvwy xal Ta npéod elpnpéva:  kai responds to the refusal of
explanation conveyed in oU8év, ‘{I'll say no more:) I regret {saying)
even what 1 satd just now.” The aor, petéyvwv represents the action
as already complete, perhaps in an attempt to portray the change of
mind as irrevocable (LS 13).

65 mpog yeveiou: standard phrases with wpds 4 gen. are used
both with expressed verbs of supplication or request and with ellipsis
of the verb, as here. Translate ‘1 appeal to you by your chin’. This is
a stereotyped, weakened sort of supplication, not the strong form in
which the suppliant clings insistently to the supplicated (see 324-
sm.). Instaging, it is probably suflicient for the nurse to reach her
hand briefly toward the tutor’s face.
gébev: for this gen. pronoun, see LS 6.c.

66 oMy ... Ooopar: cquivalent Lo oryfoopar, since in poctry
the middle of Ti0nui is often used with a verbal noun as a periphrasis
for a stimple verh (in prose the equivalent idiom uses the middle of
wotée with verbal noun, as at gog below).

népi:  anastrophe (LS 24).

67 Wxovea tov ... xAvew: the wtwo different verbs are used
merely for rhetorical variation here, although there are some con-
texts in which a distinction between ‘hear’ and ‘pay attention 10’ is
clearly present. Tou is the alternative gen. formn ol indefinite Tivos,
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68 meaooig ‘the place where draughts are played’, presumably a
scction of some public space cquipped with benches, Cratinus fr. 5
K A also mentions a place called weoooi. For this habit of naming
an arca from the activity that ocenrs there, compare 16 pUpov for the
perfume market, 16 dyov for fishmarket (snore exx. in K G 1.12). For
a discussion of games using weoool see Kurke (1999) 247 o8, with an
illustration of game picees in her fig. 4, p. 274. Yor a gathering of
clders to play games in a public space one may compare the modern
chess and checker players and contestants in boules or hocce who may
be scen in the piazza of a Mediterrancan tows, in the parks of Man-
hattan, or on the beaches of Florida,

69 ocpvov apdi IMepivng Gdwp: Peircne is the most famous
spring of Corinth, the one associated with important rinsal functions,
such as supplying water for pre-wedding baths or funerals (hence
oepvov). In classical tisnes the name probably applied only to the
spring right by the city-centre described by Pausanias 2.3.2 40 see
Hill (1964). In the Roman period, there was also an upper spring
Peirene on Acrocorinth: sce Stillwell (1930) 41 Go.

70 yiig edavt the gen. of separation depends directly on the verb:
1S 10.d.

72 €l ogadrng: for the postponed conjunction, sce LS 35; for the
omission of éoTi even in a subordinate clause see LS 0. Note that
oa¢ns often connotes reliability, accuracy, and truthfulness rather
than simple clarity.

73  oUx elvawz  after Polhopas, one expects un with an inf,, but o0k
fits the metre and pf does not; possible explanations of the licence
are that Eur, assiilates the phrase 1o odr &v Bovdoiuny or that he
treats oUx elvat as a unitary concept, ‘be false’. Ar. Frogs 866 presents
a similar licence.

74~5 maldag ¢Eaviferon | mdayovrag: supplementary participle
(48n.) agreeing with the object noun, ‘will he put up with his sons
suffering this?” or ‘will he allow hig song to suffer this?’,

75 i nait this combination often introduces as a condition what
is an admitted fact, *even though’ (‘even if it is also/indeed true
that’).
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76 maAawa xavdv Aeimerar:  note the expressive juxtaposition of
the antonyms ‘old’ and ‘new’ (LS 35); so again in 79. Understand
kndeUpata with woAo&. The gen. is one of exchange (or price and
value: Smyth §1372), as found more commonly with &AAdoow and
compounds: ‘is abandoned in favour of’.

77 wodx: Kkai oUk (crasis).

78 anwidpesd &p: &pa often expresses a lively realization; the
combination with &mwAdunv or -peba is also found in Ale. 386, Andr.
74, Or. 1271, and Ar. Birds 338 (deleted by Dunbar). This idiomatic
aorist expresses an event which is viewed as inevitable and thus vir-
tually complete, although it actually refers to the future and may be
combined with a future indicative in a condition (or in an explana-
tion in asyndeton). See Smyth §1934, Schwyzer 1n.282.
mpocoicopev is future indicative of Tpoo¢épw, ‘add (to)’.

79 €Envranxévar: perf. act. inf. of é§avTAéw; the metaphorical use
of &vtAéw and &avTAéw is a Euripidean mannerism (elsewhere only
Aesch. Cho. 748, Prom. 375). From ‘bale out the bilge-water’ it
comes to mean ‘drain to the dregs’, ‘sufler to the bitter end’, or just
‘suffer’.

80 avap: this strong adversative (like &AA&) is a carry-over into
tragedy of a traditional poetic conjunction (also colloquial, in com-
edy and Plato, but not used in formal Attic prose).

yép here has its anticipatory use, that is, its clause explains what
follows, intervening parenthetically between the subject and the
verbs that carry the meat of the sentence. Compare 89. See Dennis-
ton 68—g.

82 oiog eig budg matip ‘how badly your father behaves toward
you’ (23n.).

83 oXowto pév uy: the effect of the word-order and of uév may be
expressed in a paraphrase like ‘I don’t go so far as to curse him, for
he is my master, but ...” The postponement of the negative lets the
temptation to utter a curse be seen, but the phrase as a whole is a
suppression of a curse, set in contrast (uév) to the judgment she will
go on to declare.
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84 v ... aAioxetar: supplementary participle with &\iokopat,
‘to be caught or detccted’ doing something bad (LS] n.1).

85 <ig & oUxi Ovnrdv; ‘What mortal does not [sc. get caught
treating his friends badly]?” As more commonly in stichomythia (SE
3b; LS 29), the tutor’s utterance assumes syntactic elements from the
previous speaker’s line.

86 mag Tig: stronger than w&s alone, ‘every single one’ or ‘every-
one, no matter who’.

tob mérag: gen. of comparison with p&Adov. 6 méAas and the
more common oi TéAas are used in poetry and prose, esp. in ethical
contexts, to refer to ‘other people’ or ‘onc’s fellow men’ (cf. ‘Love thy
neighbour’).

[87] 'This line weakcns the rhctorically necessary universal force
of 86 and obscures thc conncction between 86 and 88; the scholion
shows that ancient scholars already objected to the line as intrusive.
It apparently intrudcd from a marginal quotation where a line simi-
lar to 86 may have been followed by 87, both drawn from a context
that admitted such a distinction in motivation.

88 e€i...Y...00: vyeheremarksthe condition as virtually causal
(Denniston 142), and thc causal, factual nature of the proposition
explains why oU is used instead of pn (Smyth §2698b, d).

ebviig obvexs the tutor assumcs, like Medea, that there is a sex-
ual element in Jason’s dccision to takc a new bride (Introd. 2(5)). Thc
use of oUveka (originally a conjunction, oU &veka) as a preposition is
common in both tragcdy and comedy.

89 it the movement of thc childrcn and tutor in responsc to this
command is clearly gradual, as thcy do not disappcar indoors until
shortly aftcr 105, the third command aftcr 89 and 100. Thce slowness
is first occasioned by the nursc’s continuation in go—5 with instruc-
tions and thcn by Medea’s cry. The children may mime fcar and re-
luctance during g6-105. See Mastronarde (1979) 109.

eb yap €otar: this insistently parenthctic (8on.) rcassurance
that ‘things will be all right’ secmns to be an attempt to soften the
truth for the children, since the nurse is in fact afraid for them (36,

90-5).
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90 &g paAwora: superlative with dg (8Uvata or the like under-
stood), ‘as much as possible’ (Smyth §1086).

épnuuwcag €xe ‘keep them in isolation’; for the perfective force
of this periphrasis see LS 22.

92 oupa .., Tavpovuévnv: the sense is clear, although one can-
not be sure whether the participle is middle, ‘making her own gaze
bull-fierce’, or passive, ‘being (made) bull-like in respect to her gaze’.
For the glance of the bull as emblematic of ferocious anger, see 188
below and Ar. Frogs 804 (of angry Aeschylus) éBAeye yoUv Tavpndov
¢ykUyas katw; also related are the rolling eyes and askance gaze of
the agitated, resisting bull in Hel. 1557-8 or of the maddened Hera-
cles likened to a bull in Her. 868—g, and the playful use in Plato
Phaedo 117b (Socrates) woTep elcder Taupndov UToPAtyas.

93 voicd: this may be translated ‘at them’, ‘toward them’, giving
the direction of the gaze, but is actually a dative of disadvantage
(Smyth §§1485, 1532). For the enjambment and pause after first sylla-
ble, which is not necessarily emphatic, see 793n.

Spaceiovsav ‘being eager to do’, ‘be on the verge of doing’; the
suffix -oeiw (used once in Homer, occasionally in drama and Thucy-
dides among Attic authors) creates a desiderative verb {Smyth §868).

94 xataoxfjPai Tivi: 1 prose the unexpressed subject of such an
inf. would normally be the same as the subject of the main clause, but
in poetry it may be supplied from another noun of the previous clause,
so X6Aov is to be understood here. kataoxfwTw carries the image of a
lightning-strike (cf. 106—8), but it frequently has wrath, disease, or
demonic visitation as its subject: e.g. pfivis in Hdt. 7.134, 137, dpyai in
Hipp. 1418. The verb is elsewhere absolute or followed by €is + acc. or
rarely the dat. (Hdt. 7.134; possibly Anaxippus fr. 3.6 K—-A (corrupt)).

95 vYe wévror: the combination is strongly adversative, as again in
534 below (Denniston 412).

96-130 Anapaests of Medea and the nurse

Metre: an anapaestic scene serves as a transition between the dia-
logue of the second prologue-scene and the entrance of the chorus
(SE 1). Medea’s cries intensify the nurse’s anxiety, so that she matches
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Medea’s anapaestic rhythm, but there is still a contrast between the
unrestrained emotion of Medea in her sung anapaests g6—7 and 111—
14 and the more controlled chanted anapaests of the nurse (g8—110
and 115—30). Period-end is marked by the paroemiacs at 110, 114, and
130, but there is presumably also period-end at full metron g7 in the
sung anapaests (for the possibility of period-end at full metra 104 and
118, see 184—204n.). See PM 21—3.

96 (éowbev): cries from inside the skéné are found in many plays,
esp. at a moment of murder (1272—8 below; Aesch. Ag. 1343-6, Cho.
869 are the earliest examples) or discovery of a suicide (e.g. Hipp.):
see Hamilton (1987) (with refs.) and 1270a n. This instance is unusual
because Medea sings four passages of anapaests spread over the con-
clusion of this scene and the first half of the parodos. Her cries of
distress confirm what the nurse has been saying about her and de-
velop suspenseful expectation of her eventual appearance to the au-
dience. Compare Soph. 4jax 333—43 (Ajax in his tent, three separate
exclamations, then a couplet in trimeters), Eur. Bacch. 576—g5 (Dio-
nysus in the palace, four short lyric utterances, mainly pherecratean
and dactylic). It will have required considerable skill on the part of
the actor to make his lines clear to the large outdoor audience when
singing from within, although this would be easier with the tempo-
rary wooden skzné (perhaps with panels of fabric rather than solid
wall construction) used in the fifth century.

96a i is extra metrum, that is, outside of the metrical scheme of
Medea’s sung anapaests. Exclamations are often (but not always) so
treated in Greek drama: so too 111a and 1442 aiafi, and 1270a iw pol,
and in dialogue 292a ¢eU ¢eU, 386a citv, 1056a & &.

96b 8Votavog: note the Doric alpha (Ionic-Attic 8UoTnvos), a
marker of a fully lyric voice and of the greater emotional excitement
of Medea. See LS 2, PM 23.

névwy is gen. of source or cause, as commonly with exclaimed
adjs. meaning ‘wretched’ and the like (LS 10.c).

97 mw&¢ av odoipav: a potential opt. question introduced by wés
is often in tragedy an equivalent of a wish (Smyth §1832), sometimes
more anguished than the opt. of wish, as here, and sometimes more
restrained (as in 173-4 below).
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98 <68 exeivo ‘this is just what I feared’ or ‘this is just what I was
saying’; for the former connotation see Soph. El 1115 (cf. Eur. Tro.
624), for the latter compare the ‘I told you so!” use seen in Ar. Ach. 41
and Lysistrata 240, ToUT Exelv’ oUyw Aeyov. T8 ékelvo is a variation
(for metrical reasons) on the colloquial expression ToUT éxeivo, which
conveys a simple recognition (Arist., Rhet. 1371bg, 1410b19g), but often
with various lively connotations (‘This is it!” Ar. Birds 354; ‘That’s the
way!’ Peace 516; ‘Here we go again!” Ach. 820; “There’s your answer,
then!” Jon 554).

99 xivei ... xuwel:  for the anaphora, see LS 36.

xpadiav: following Homer and the lyric poets, the tragedians
sometimes use the form xpadia (instead of xapdia) in lyric passages
where it suits double-short rhythm. So too in 433 below. The two
forms derive from alternative vocalizations of syllabic r (Schwyzer

1.341~2).

100 6d&ccov: this comparative adverb (from Taxys) is frequently
to be translated into English with the positive form ‘quickly’, al-
though it is clear that originally it had an intensive meaning in con-
texts of impatience or urgency (K-G 11.306).

103—4 aypiov nBog ... | bpevog adbadovg: both &ypios and av-
8adns are the sorts of words characteristically used of the so-called
‘Sophoclean hero’ in his or her ferocious temper and stubborn self-
will (see Knox (1964) 23, 42—3). For &ypios see Soph. OT 344, Phil.
1321. For the root aU8ad- see esp. Prom. (7 times), Soph. Ant. 1028, OT
549. Although Medea takes pains to dissociate herself from the a¥-
8adns in 223, Jason uses the term ab@adia against her in 621 and
Medea herself laments her own a8adia in 1028.

105 {ite vuv: the enclitic vuv is constantly used with imperatives to
convey emphasis (‘please’) or mild logical connection (‘then, so then’).
In this line the combination lends emphasis to the following impera-
tive (like plain Tte or like 161 vuv in comedy and prose), ‘come on
then, go in’. Cf. Antiope fr. v.109 TGFS Tte vuv, kpaTUveT &vT éuol
Tfjo8e xBovds.

¢ tayog ‘as quickly as possible’ (lit. ‘as {there is) swiftness’,
with éo71 understood), an idiom esp. common in tragedy, usually with
commands; compare 950 860V T&XOS.
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106-8 &7hov & &pyfig xTA. ‘it is clear that soon with greater pas-
sion she will kindle the cloud of lamentation that is now rising from
its birth’ (Page). Understand éoi with 8fjAov and observe that s is a
postponed conjunction (LS 35), actually introducing the clause that
begins with &pxfis. The prominent position of the object phrase
&px s t€cpduevov vépos oinwyds serves to build up a picture, the
towering and darkening growth of a thunderhead cloud as it ap-
proaches; then the verb phrase brings a climax, with the flash of
lightning in the dark cloud. The cloud is the ominous cries and la-
ments heard by the nurse before the play began and just heard by the
audience; the lightning is the violent action that the nurse fears will
soon come from Medea (cf. g4). Diggle (1994) 276—7 objects to the
unqualified use of plain &pxfis here and proposes 8fidov &m’ &pxfis,
which he takes as ‘it is clear from the beginning, as it arises’; this
seems too prosaic a sense in a passage of such intensity (marked by
imagery, word order, and the weighty pair of epithets in 109).

107 védogoipwyfg: for this metaphor (a ‘synaesthetic’ one, com-
bining sight and sound) see Bond on Her. 1140 and Mastronarde on
Phoen. 1308, 1311.

avadper  ‘will kindle, make flash with lightning’ (so too, probably,
Phoen. 250—1 vépos ... ¢Aéyer suggests flashing lightning). Diggle
(1994) 278 argues that Eur. here intends not the lightning, but the
thunder that, by the theory of some Greek philosopher/scientists, is
caused by the effect of fire on a cloud. But it seems doubtful that Eur.
alludes to such a specific theory, and what concerns the nurse is not
just the climactic boom but also the destructive flash — Medea is
going to hurt someone else.

109 peyardoniayyvog Suexatamavertog: a weighty juxtaposition
of rare, long compound adjs., restating Medea’s intransigent ‘heroic’
character (103—4n.). The first adj. is virtually a poetic coinage (vari-
ation on peyd&Bupos, neyaAnTwp, peyahddpwy) since it is otherwise a
technical term of medicine in a literal sense; the second is shared in
extant fifth-century texts only with Aesch. Cho. 470 (‘hard to check’ is
the sense in both places; LS]J errs). See LS 31.

110 Yuyn: the ‘spirit’ or ‘heart’ is here virtually identified with
the whole person or personality, as is clear from its being subject of
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‘whatever will she/it do? (¢pydoeTtan). Cf. 247 Tpos niav yuxnv PAé-
wewv with n. and cf. Soph. Phil. 712—13 & peréa yuxr, 85 KTA.
Snyfeica: aor. pass. part. of 8&kvew, ‘to bite, sting’.

111 &énaBov ... émabov: the repetition is structurally similar to
those in gg and 131, but in this case there is a true syntactic redun-
dancy that is characteristic of emotional ‘doubling’ in lyric (anadi-
plosis, Smyth §3009, or epanalepsis) — a stylistic trait more frequent
in later Eur. (e.g. in the monody of the Phrygian slave in Or. 1369-
1502) and readily mocked by Aristophanes (Frogs 1336, 1352—5, with
Dover on Frogs 1329—63 (p. 358)). See also g76—gn.

112 &E¢: &8, ‘things (woes) worthy of extreme lamentation’.

112-14 Medea’s passionate cursing address to her own sons is
striking, and her imprecation is fulfilled in an ironic way by Medea
herself, as Medea separates herself from the ‘house of Jason’ and
becomes the destructive agent that undoes it (608, 1333).

113 otuyepdc patpég: (with waides) ‘of a hateful mother’ (strongly
expressing Medea’s self-loathing and suicidal mood); a milder mean-
ing of the adj., ‘wretched’ (LS]J s.v. 1.2) is not firmly established (Soph.
Trach. 1017 1s textually uncertain, but probably includes ‘hateful life’
because Heracles desires death; Ar. Ach. 1207 oTuyepds éyw could
imply ‘I am hated by the gods’).

116 §é  the conjunction is used to link the question to Medea’s
curse; for the postponement of the connection caused by an excla-
mation or vocative see Denniston 174, 189g.

got ‘in your eyes’, ‘in your judgment’, dat. of reference (Smyth
§1496).

117 vobod: neither this demonstrative nor the vocative Tékva in
the next line need imply that the children are still visible to the au-
dience; indeed, the content of Medea’s curse would suggest that she
has seen the children back in the house, despite the nurse’s wish that
they be kept from her sight.

118 wabnd: wadnTe elided (subj. in pf-clause depending on Utrep-
aAyd treated as verb of fearing).
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wg Lrepadyd: s is exclamatory, ‘how much I feel painful anx-
icty for {you) (Umep-)’ or possibly ‘how exceedingly (Umep-) I suffer
painful anxiety’. There are parallels for both meanings of the verb,
but in the latter sense classical authors tend to use it of grieving ‘too
much’ or beyond a norm, a connotation that does not suit here.

119—-30 The nurse e¢nds the scene with a generalizing reflection
that emphasizes the distance in behaviour and perspective between
the heroic clite individuals and humble anonymous persons like her-
self, the tutor, and the chorus. This dichotomy parallels the contrast
hetween the aristocratic values of the heroic world and the prevailing
civic ideology of the Athenian citizen; but an audience will have felt
attraction to hoth sets of values (cf. Introd. 2(6)). It is typical of Euri-
pides to extend even to slave- and women-characters the ability to
analyse, criticize, and generalize about human life and to speak for
an ethical point of view that may represent the view of the ‘ordinary
person’.

11g  Sewa ... Anpata: understand éoTi (LS 30).

tupavvwy: in many passages in tragedy, TUpavvos and its de-
rivatives are clearly synonymous with Baoiieds and its derivatives
and they carry no negative connotation for the speaker within the
play or for the audience member who is used to distinguishing
between the cultural tradition of high poetry (and myth) and the po-
litical discourse of the contemporary city. Yet in that political dis-
course, Tupawos was clearly a term fraught with negative associa-
tions, and even BaoiAeds may have been an odious term to Athenians,
at least when applied to contemporary humans other than the Gpywv
PaoiAeUs. In the proper context in tragedy, thercefore, the poet may
be exploiting the resonance of these terms. Here the criticism of
kingly wilfulness is traditional (going back to /. 1.78-83), but the crit-
ical stance of the nurse as commoner may be slightly strengthened by
the use of Tupdawvwv. On the problem of the connotations of TUp-
avvos, see O’Neal (1986); Hall (1989) 155 n. 184.

xai nwg: the particle wws here makes the whole statement a lit-
tle less forceful: ‘and somchow it comes about that kings ..." Com-
pare Soph. Phil. 448 g xai Tws T& piv Tavolpya kal waAvTpIBA |
xaipoud dvaoTpépovTes £§ "A1Bou KTA.
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120 6Aly’ apyopevor, moAra xpatodvreg ‘because they are ruled
in few matters, but hold full sway in many’ (internal accs.). This im-
balancc is in contrast to a widespread Greek view in the classical city-
states that the good citizen should be capable equally of ruling and
bcing ruled, &pyxewv xai apyeoban (Arist. Pol. 1277a25-b3g2).

121 Yalenmdg opyag petaBarrovoty ‘with difficulty do they alter
(overcome, control) their passionate anger’. Compare Il 1.80-1,
where Calchas is complaining to Achilles that if king Agamemnon is
annoyed by Calchas, the king will retain his wrath and eventually get
his revenge. Eustathius, who links these two passages, notes that the
mighty, once angered, are SuokatdAAakTol, ‘hard to bring to peace-
ful reconciliation’ (cf. 109, 103—4 with n.). Others understand the pre-
sent phrase as ‘change their purpose/will with difficulty’ or ‘change
their mood roughly, harshly’ (taking pyd&s in a neutral sense).

122 yap: the connection is imprecise; what is implied is ‘kings
behave in this undesirable way because they lack a proper sense of
limits, and it is better ...’ See Denniston 61; LS 27.
€ibioBar: perfect mid.-pass. inf. of 8ifw, ‘to habituate, accus-
tom’.
en’ loowowv  ‘on equal terms’ or ‘in conditions of equality’ (LS]

s.v. €Tl B.IIL3).

123—4 €poi yoOv ..|. ein ‘may it be granted to me, in any case’,
with inf. kaTaynpd&oxeiv as grammatical subject (this is thc optative
version of €01 4+ inf,, ‘it is possible’). yoUv herc is limitative, slightly
stronger than ye, implying ‘even if others may not be content with
moderation, 7 think it is better and so I wish etc.’

123 émt un peyddroig ‘in moderate circumstances’, ‘in conditions
of no greatness or excess’; same use of émi as in ém’ ioolotv. Because
the phrase is within a wish, the negative un is used with the adj., even
though the adj. is used factually (‘circumstances that are in fact not
great’): Smyth §§2735, 2737. For rejection of great power or wcalth,
compare Archilochus 19 West o0 pot 1& Miyew ToU oAuyxpUoou péAel
kTA.; and othcr rejections of tyranny (Mastronardc on Phoen. 549),
and Hdt. 1.30—2 (Solon and Croesus). This text is Barthold’s neces-
sary corrcction of e uf peydAws. The MSS text would apparently
mean ‘if I cannot live in greatness, may I at least grow old securely’,
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but it completely spoils the argument of 11g—-30 if the humble nurse
admits to any longing for greatness.

124 oyvedg y* Ye is emphatic, marking the adverb as the essen-
tial point: the great may seem to have things their way, but their
prosperity and power is not secure. This is a fundamental feature of
the archaic and classical world-view, whether the danger to the great
is regarded as an amoral force of limitation on mortals (the phthonos
of the gods) or the precariousness of prosperity is moralized by the
assumption that the prosperous inevitably overstep and bring de-
struction on themselves.

125-7 ‘For first of all the mere name of what is the moderate wins
first prize in the speaking of it, and (secondly) in action moderation is
by far the best thing for mortals.” The infinitives eimeiv and xpfjoba
are thus taken as epexegetic, and T& pétpia is understood from Tév
ueTpiwv as subject of AdioTa (EoTi). But one cannot rule out a differ-
ent analysis of the syntax, with essentially similar meaning: with the
infinitives as subjects, ‘For first of all simply speaking the name of
what is the moderate wins first prize, and (secondly) to act with
moderation is by far the best thing for mortals’; in this analysis, Tois
peTpiols is understood from Tév petpicov and the neut. pl. appears as
predicate of an infinitive subject (384—5n.). For pév balanced by e
compare 11-13. The word/deed polarity emphasizes the complete-
ness of the superiority of moderation. Compare the proverb pétpov
&piotov ascribed to Cleobulus of Lindos (one of the Seven Wise
Men), the Delphic undév &yav, and Aesch. Eum. 530 mavTi péowt 10
kpaTos Beds dmacev; for the contrast of the lot of kings with the
middling life of an average citizen, see Pindar, Pyth. 11.52—3 1&v y&p
qva oA epiokwv Ta péca pakpoTépwi | SAPwI TebaAdTa, pépdop’
aloav Tupavvidwv. For praise of the name as a prelude to praise of
the concrete effccts compare the argument for isonomia in Hdt. 3.80,
TAfiBos 8¢ &pyov TpdTa pév olvopa TavTwv K&AAloTOV EYel, ioo-
vouiny, deutepa 8t kTA.; Cicero Phil. 2.113 et nomen pacis dulce est et res
ipsa salutaris; and conversely Hec. 357—9 (Polyxena) ‘but now I am a
slave: firstly, the name itself, bcing unaccustomed to me, makes me
long to die; secondly, ctc.’

126 tolvopa: T dvoua (crasis).
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127 Adnora:  superlative ol the archaie comparitive Awlwv/
Acrwv, ‘hetter’ (no positive Torm from this root); both words are
mainly poctic,

128 008éva xaupdv SVvatarr  a bold iand dithienlt expression; the
general senge i clear (excessive power or prosperity is not really good
for mortals), but the precise syntax is nncertain, Possible interpreta-
tions, in descending order of preference, inchude: (1) *holds sway with
1o proper measure’ (treating kapdv s an internal ace,, ‘has a power
that is no e measure’); (2) 'is not able to ereate (or provide) any due
measnre’ (kapdv a direct objeet, with a brachylogy or pregnant use
ol 8Uvapat, possibly supported by one usage in Plato, Phib. 23dg 10
Biaxprav Buvapévou (‘a thing able to provide a separation’), for which
Bury ad loe, aud Ast, Lex. Plat. s.v. 8Gvapan cite as parallels only in-
stanees with nent, prononn objects, which are more easily nnderstood
as internal objects; (3) ‘means no dne measnre® or ‘means no profit/
advantage’ (bnt this seuse of 8Yvauar is highly prosaie and technical,
mudd in this context keapds is ar more likely to be ‘due measure’ than
‘proht’, although the Eater sense is corvectly seen in dAndr. 141 and
Soph. Phil. 151). In archaic aud poetic usage kapds frequently refers
to ‘due measnree’ or ‘right degree’ with no comotation of time (sec

Barretc on Hipp. 386 7; Race (1981)).

129 peifoug: alternative ace. pl. mase. /fem, (nelovas): LS 5.c.
dpyta0fnn  aor. pass. subj. of dpyigouar, with inceptive sense,
‘becomes angry’, The anger of divine power against the house prob-
ably implhies that the prosperons mortal has mishehaved, and this was
presumably also intended in oUBéva karpdv in the previous line,

130  anébwxev ‘gives in return’ or ‘hrings in return’, with the con-
notation that it is an owed or just reversal; this is 4 gnomic aorist

(LS 15).

130 21y Darodos

The pavodos (SE @) of Medea is closely integrated into the structure of
the preceding scener the nurse remains present and interacets with the
chorus in a lyric/anapaestic dialogne; the imprecations ol Medea
heard From indoors in the previons seene are heard again during (he
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parodos, and the earlicr cries are ciied as the cause {or the arrival of
the Corinthian women, who come to ascertain Medea’s current state
and 1o oller sympathy, Inquiry and sympathy are standad eleinents
of many choral entries, and likewise the adinonition to restrain grief
and despair i a typical motf of the tragic choruy, as the moderation
ol the anonymous collective is shown in counterpoint to the heroi,
individuals with their strong passions,

Medea’s lines sung from inside turn the parodos into a three-way
exchange, Medea is absorbed in her own emotions and has no aware-
ness of her listeners and their comments as she continues to sing in
anapaesis, ‘The chorus’ part beging with an astrophic section that is
comparable 1o the chanted anapaests that are found before the siro-
phic lyries in some parodoi, but here the chorus is quite agitated
from the start, and the long-alpha vowels and the quick transition to
other rhythims indicate that these cntry-anapacsts are sung, The
nurse, who is more reflective and more knowledgeable, continues
with her relatively calmer chanted anapacsis,

Metre

Metrical analysis; the astrophic opening (141 8) consists of a period
of 6 suny anapaests (M 24), comaining within it a phrase (Kohyitos
oulinw fimos) that anticipates the shift 1o pure dactylic rhythm in
the next period. The dausula, in the text accepted here, iy an acolic
colon, a foretaste of the rhythm of the strophic pair. (With a different
text, the clausula is iambic.) The stanza is often analysed differently;
for this analysis and the reasons for ity see Diggle (1g44) 278 84,
There is epic correprion (PM 9) in 192 9 oUbtwes fimos and twice in
146 7 ouvfdoumu, & yovur, Ghywn, In 149 yipuird is ecanned vu -
with internal correption (PM 6),

The chorus’ strophic pair (144 5% = 193 84) is surrounded by
runs of anapaests: nurse (chanted) 1509 449 (patoemiac 144), Medea
(sung) 144 7 (parocmiac 147), strophe (SKE 1), Medea (sung) 160 7
(probably period-end without catalexis at change of speaker 167),
nurse (chanted) 168 72 (parociniacs 190 and 192), antistrophe (SF 1),
nurse (chanted) 184 204 (paroemiac 204; see below 184 204n, for
the posibility of period-end without catalexis), Like the preceding
astrophic stanza, the strophic stanza starts off with anapaests (5 ine-
tra, without catalexis, but ending with three fully spondaic metra),
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but here the remainder of the stanza is in aeolic rhythm (PM 26),
with the hagesichorean used repeatedly and the reizianum as clau-
sula at 154/179 (confirmed by hiatus). There are at least three periods
in the stanza, but the two sequences of hagesichoreans create uncer-
tainty. A colon with the dragged close U— — is usually clausular, but
in a sequence such as 151—4 the hagesichorean seems to be non-
clausular (but Dale, MATC 11.279 treats 151—4 as four periods); in
155—7 a similar sequence is probably repeated with a different clau-
sula, although the rhetorical phrasing might perhaps support recog-
nition of a separate period for each colon.

After the nurse goes in to fetch Medea, the chorus sings another
astrophic stanza (204—12), which may be felt as an epode (SE 1) to the
preceding pair, though this relationship is obscured by the long in-
tervention of the nurse. The opening seems to carry on the aeolic
strain of the strophic pair, but via an ambiguous transition the sin-
gle-short and double-short elements are then articulated somewhat
differently, in cola that are classed as ‘dactylo-epitrite’ (PM 27), the
type of rhythm that is featured in most of the remaining songs of this
chorus. In this stanza, the affinity to aeolic is revived at the end by
the clausula of pherecratean shape. In the following scheme, 207
could also be interpreted as a modified hagesichorean (one with ex-
tended kernel and with anaclasis or reversal of relative positions of
elements: symbol “hag?). In 205 &iov is treated as lacking temporal
augment (as in Hipp. 362); if iaxav is read here, the colon may be
viewed as diomedean + cr (Itsumi (1991—93)).

vu—— —|Juvuu—-uu —|

EkAvov pwvav, exAvov 8t Boav 131 2 anap
- — == |-vu-uvu |

T&s SuoTavou KoAyidos: oUdémew 132 2 anap
—vu ——Juu - — —|F

fiTmos; &AX @ yepaid, Aéfov. 133 2 anap
—Vvu —uvu —uvu —uu|

&pdrmUAov yap Eow ueAdbpou ydov 134—5 4 da
—vyu-—-—uvu —vuU-—-—uvu |

éxAvov: oUdt cuvfiBopal, @ yUval, 136 4 da
—v u-— vuvvu |

&Ayeot dopaTos, 137 2 da
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v —-——vuvu-u —— |l

el po1 1Al kékpaTal.
-Vu ——| =-=-0U0 —|

&ies, @ ZeU xai & xai ¢,
&S Qv & OWYIV TAV GueTEpav
- -

&y v olav & SUoTavos

gABo1 pubwyv T alBabBévTov
i

HEATTEL VUL;

BéEa1T Sudav,

-—-vvu —u - - |

Tis ool oTe T&S &TMA&TOV
€l TTws PapUBupov dpydv
-——vuv -vu - -]

KoiTas Epos, & paTaiq;

kal Afjua ¢ppevdv pebein;
-——vuvu-—u ——|

oTevoels BavdTou TeEAeuTAY;
pfiTol TO Y’ épov pdBupov
O -vu - —|}

undév T68¢ Alooov.
$idoioy &TécTw.

- u-—uv-—--vu-vu--—|
€l B¢ 005 TOOIS Kavd Aéxn oePilel,
&AA& B&od viv Belipo Trdpevoov oikwv
-——vu —vu —--|

Keivel T68¢ pt) xapdooov:
E€w* $ida kal TGS aldq,

-—— v —u —-—|

ZeUs oot T&Be ouvBiknoel.
OTEVCAOE Tl TPIV KAKPDTAL

—U— == =V u=uU-~— =]l

pf Alav Tékou Supopéva odv evdTav.

ToUs €0 TEvBos Yap peyaAws TOS
oppaTal.

138 hipponactean

148 2 anap
173

149 2 anap
174

150 anap

175

151 hagesichorean
176

152 hagesichorean
177

153 hagesichorean

178

154 reizianum
179

155 (cr, hipponactean)

180

156 hagesichorean

181

157 hagesichorean
182

158—g (cr, glyconic, sp)

183

191
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- —VvuU —uvu-u —u-— |

ayav &lov ToAUOTOVOV YowWV, 204 11-syllable
aeolic (telesillean, ia)

UU U uduu Juu — |

Atyupd 8 &yea poyepd Pod 205 2 ia (VE)

U-—u—uvu-uu —— |

TOV Ev Aéyet TPoBOTav Kakdvupdov: 206 11-syllable
aeolic (,euD-)

JU u—- uJdu u - u|

BeorAuTel & &Btka maboloa 207 2 tro (Eu)

- —uUu-—U- uUu-uvu-u |

Tav Znvods Spkiav Oépv, & viv EBacev  208-g fambelegus

+u (—euDu)
—vu-—-uvu —|
‘EANGD &5 &vTiTropov 210 hemiepes (D)
UUUU Juu - u-—|
Bt &Ax vUyiov ¢ GApupav 211—-12 2 1a (UE)
-———-vu —-l
TTévtou kKAMY &mepdvTou. 213 pherecratean
(eA d_)

131  €xAvov $wvav, éxAvov §¢& Boav: anaphora of the verb, par-
allel syntax of the two metra, and ‘rhyming’ ending of the almost
synonymous nouns all mark the emotional engagement with Medea’s
plight declared by the chorus in its opening stanza. The initial entry
of a Euripidean chorus is often motivated by a sense of sympathy
and concern, sometimes explained by the chorus’ having heard of the
distraught or threatened condition of a major character (dlc., Hipp.,
Andr., Or., etc.; cf. Soph. Trach.); and in other cases a chorus is sum-
moned to share in lamentation (Troades, IT, Hel.). This instance is
unusual in that the chorus responds to the same cries the audience
has just heard, but Medea is not in a condition deliberately to sum-
mon the chorus. Nevertheless, she subsequently manipulates the
chorus’ sympathy more effectively than characters generally do in
other plays.

éxAvov: the sing. verb is not evidence for the number of speak-
ers of an anapaestic or lyric choral part; rather, since the chorus is by
convention a collective group, there is usually indifferent variation
between sing. and pl. verbs and pronouns in such utterances of the
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chorus (note, e.g., 173 Guetépav followed by 178 &udv; 654 eiBouev
followed by 655 £éxw). Conversely, actors may shift between sing. and
pl. in addressing the group (e.g. 214, 252, 253, 259). See in general
Kaimio (1970).

132 KoAyidog: the chorus’ first reference to Medea is by the eth-
nic adj. that emphasizes her exotic origin; and since the Athenians
associated songs of lamentation with foreign origin (Garvie on Aesch.
Cho. 423—4; Hall (198g) 128—33), the ethnic may have additional force
here. But any interpretation that lays emphasis on Medea’s foreign-
ness must also acknowledge the features of the drama that downplay
its importance or that undercut any sense of the superiority of
Greeks. See Introd. 2(¢).

133 fAmog:  for treatment of the adj. as of two terminations see LS
5.d. When used of persons, fimios normally denotes a settled disposi-
tion of mildness, gentleness, kindness. The sense here is instead
‘calm’, ‘soothed’, almost ‘recovered from her passionate distraction’,
and this is probably a medical use of the word: cf. LS] s.v. 1.3; Thuc.
2.59 {PoUAero Bapolvai Te kai &mrayaywv 6 dpyifdpevov THS yvwpns
TpOs TO NI Tepov Kal &detoTepov kataoTfioal; Hippocrates, Epid.
5.20 fiTriwoe Td1 copaTt. See 6on. oUSémw fiios must be treated as a
question; otherwise the request Aé§ov makes no sense.

135-6 dpdindrov yap éow perdbpou yoov | éxdvov ‘for I heard
her lamentation inside the two-gated structure’; it seems best to un-
derstand that the structure is Medea’s house and that géow peAdBpou is
thus an attributive modifier of yéov; some interpreters instead take
the phrase as adverbial with &Avov, referring to the women’s own
houses. &udimuAos (extant only here and in the scholia on this line) is,
like &u¢iBupos in Lysias 12.15, an adj. referring to the fact that a Greek
house might have two doors, not only the main front door between
the street/plaza and the internal courtyard, but also a small rear
door. The point of referring to the existence of the second door is to
suggest that the sound of Medea’s cries reached her neighbours
through the back alley and they have as a result gathered before her
house to make inquiries. The MSS transmit ér’ dpprmidov ... 0w
peA&Bpou, and X gives the unlikely rendering ‘I, being nearby the
vestibule, heard her cry inside her house’ (whose vestibule? X seems
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to intend Medea’s, Wecklein understands the women’s). The elimi-
nation of &w both clarifies the syntax and makes the metrical struc-
ture smoother. ydov, Elmsley’s emendation, is needed for the metre
(Po&v could easily have intruded from 131). For discussion of the text

and meaning see Diggle (1994) 278-83.

138  udia xéxparar  ‘a tie of friendship has been blended’, with
kékpatal, perf. pass. of kepdvvumi, ‘mix, blend’. ¢i1Aia is Porson’s
emendation; he cited passages with ¢1Aia as object of ava- or ouy-
kepavvupt (Hipp. 253—4, Hdt. 4.152.5, 7.151; he also cited Aesch. Cho.
344 veokpdTa ¢idov, which probably has a different explanation: see
Garvie). The idea of mixing is perhaps borrowed from the mixing of
wine for libations ratifying peace or alliance or for the ‘cup of friend-
ship’ (LSJ s.v. ¢rdoTtnotos 11). (The MSS have ¢idov kékpa(v)Tau,
which would be ‘the house (8&pa) has been accomplished (or or-
dained?) as dear to me’ (with an inappropriate use of kpaivw and
dubious predicate adj. construction) or ‘the house has been blended
as dear to me’).

139—43 The nurse recapitulates for the chorus some key points of
the prologue: 139 %16, 140 X 18, 141 & 24-6, 142~3 & 28—9; s0 too
171-2 & 37 + 44-5.

139 o0x eiol Sopor ‘the house is undone’ or ‘the house is no
more’, as in I7 153 oUk eio’ oikor TaTpdiol; compare, with the more
explicit oUkéTi, Hipp. 357 oUxéT eiy tycw; Hec. 683 oUkéT eiui 3.

728 ‘what we had here’.

140 Aéxtpa Tupavvwv: better taken as ‘marriage with the royal
family’ than as ‘the bed of the princess’ (with poetic pl. for sing.).

141  tnxet Brov ‘wastes away her life-force’; cf. Held. 645 yuxnv
¢tnkov, Od. 19.264 pn Bupdv Tiike. See 25n.

142—3 ¢iAwv oddevog ..|. pYboig: the word-order is almost
concentric, with oU8evds depending on uibois. For ¢ppéva see 8n.

144 $AOE odpavia: a tragic periphrasis for ‘lightning bolt from

Zeus’; for such a suicidal wish, cf. Prom. 582 (Io to Zeus) wupi ue pAé§ov,
Eur. Supp. 831 wupds Te pAoypos & Aids &v kapon Téool, Andr. 847.
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145 Painis aor. opt. of Paivw in a wish.

<l 8€ pou Ljv étu xépdog  ‘What profit is there for me any longer
in living?’ (Syntactically, {#jv is subject of understood éoTi, and i
képSos is predicate.) Tragic characters in desperate straits commonly
question why they should live on. For xép8os in such contexts, see
Prom. 745, Ale. 960, Her. 1301 (the motif is also seen in [798-9g]: see
n.).

146 xatadlvcaipav: intransitive or absolute in sense, ‘may I take
my rest’ like a weary traveller at an inn (from the notion of undoing
one’s baggage or unyoking one’s team).

148 ® Zeb xai Ta xai ¢pd¢:  the final two elements of the triplet
suggest the universalizing polar opposites earth and sky, so that Zeus
as a person and the whole natural world are invoked; for similar
invocations see Mastronarde on Phoen. 12go. Although it cannot be
ruled out that &ies 1s addressed to Zeus, it 1s more likely that the
question is self-addressed (the vocatives being an emotional excla-
mation). Choruses often call attention to a sight or sound by such a
question or imperative, and the second person sing. and pl. are used
indifferently: see Kaimio (1970) 137-43.

149 axyav was restored here by Elmsley for iayav: fully spondaic
metra are characteristic of strongly emotional lyric anapaests, the
syllables 1a- in iaxn are not certainly double short in any passage in
tragedy (although double short is found sometimes in verb i&xw and
noun i&xnpa), and iax& is a frequent corruption of &x& (see Mas-
tronarde on Phoen. 1040). The same correction is needed in 204 be-
low, where a single syllable before the choriamb of the aeolic colon is
somewhat more likely.

150 vopda: this term alludes to the nubile or sexually attractive
status of a girl or woman (mostly used of young women just before
and after marriage, but also of| e.g., Andromache in Andr. 140 and
Helen in Tro. 250), and elsewhere in this play always refers to the
princess, so there is some pathos when the chorus uses the term of
Medea here.

I51-2 1&g &nAdtov | xoitag ‘the terrible bed of rest’, that is,
death; the chorus is shocked by Medea’s death-wish, and extends the



196 COMMENTARY

metaphor she used in 146 xataAvoaipav. Elmsley restored the sense
required by the context by recognizing that transmitted &mAdoTou/
&mAnoTov, taken as ‘insatiable’ by the scholiasts, is the very common
corruption of &mAntos/&mAatos, literally ‘unapproachable’ (cf. wé-
Aas, TAnoiov). Although excessive ergs is one of the strands of moti-
vation thematized in the play (Introd. 2(b)), this does not justify the
defence of ‘insatiable bed’ by Gentili (1972), following Wilamowitz.

® pataia: literally ‘foolish woman’, but like some other ad-
monitory addresses, pataia ‘combines pity and reproach in varied
proportions’ (Gow on Theocr. 15.4): here the chorus is urging mod-
eration, suggesting that no sensible person would wish for death; at
333 Creon addresses the same vocative to Medea to suggest she is
wasting her time, and Jason uses it in g59 to imply Medea’s lack
of logical calculation of the relative resources of herself and the
princess.

153 onedoelg Bavatou tehevtav ‘will you hasten the end that is
death?’ A second-person question is best here, since the point must
be that death will come soon enough for a mortal, so one should not
seek it out. Blaydes’ omevaseis, a small change of the variant omeUoe,
is needed; adjusting omeyoel to unambiguous second person oTevont
is less attractive because the middle is unlikely (the active appears
over 70 times in tragedy, the middle once in Aeschylus). Some follow
Weil in altering to TeAeutd and keeping omeUoa as third person
(Kovacs: ‘death will come all too quickly’), but this is less attractive
because oTmei8w normally has an animate subject and emphasizes
intentional speed. Least likely is the interpretation of the scholiasts,
who treat the verb as third person with &pos as the subject.

156 xeivwt t68e py yapaocsov ‘do not be sharpened in anger at
him on this account’; a rare usage (elsewhere in classical authors only
Hdt. 7.1, Aapeiov . .. peydAws kexapayuévov Tolol ‘A8nvaioiot; cf. the
active ‘arouse, torment’ in Eur. fr. 431.9 ("Epws) kai 8eddv v wuxds
xapaoael); 8 yw and §Uvw have a similar metaphorical use. T68¢ is
internal acc., to be translated adverbially.

157 Zebg ... cuvdixncer: independently of Medea’s own claim
on the gods’ support (22), the Corinthian women assume that Zeus is
on Medea’s side. The asyndeton is explanatory (LS 28). cuvBikeiv is a
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technical legal term for the action of a third party who assists in a
court case by delivering a supporting speech (so Apollo comes both to
be witness and §uvBikfiowv in Aesch. Eum. 579). Thus Medea will be
in an exceptionally strong position if Zeus, who is also the ultimate
judge/juror, plays the role of oUv8ikos as well.

159 edvéarav, the minority reading, is a form of the noun recorded
in Hesychius and found as a variant in Or. 1392. This form responds
more exactly to 183 opu&tai, and there is some doubt whether the
penultimate syllable in an aeolic verse of this type can be anceps (It-
sumi (1984) 78—-80), as it would be with the majority reading ebvétav.
It is typical of the richness of poetic vocabulary that tragedy also uses
eUvaTwp and edvnTip.

160 Oéu. ... Aptep: Themis is a personification of established
law and custom (same root as Tifnu) and so symbolic of the gods’
concern for the moral behaviour of mortals (including oath-breaking).
Artemis has no particular connection to oaths, but has close con-
nections with the life of women (childhood, marriage, childbirth) and
so may be invoked here as a protector of female rights. Artemis is
also sometimes identified with Hecate, with whom Medea has a spe-
cial connection, as she herself later declares (397).

162 évdnoapéva: the metaphor of binding by oaths, familiar in
English, does not appear to be common in Greek (elsewhere Hdt. 3.19
dpxiotoi . . . peydrolol évBebécbon).

164 advoig perdBpoig ‘together with their house’, ‘house and all’;
for this idiomatic use of the dat. of a noun accompanied by intensify-
ing aUTés, see Smyth §1525, LSJ s.v. 1.5.

Swaxvatopévoug ‘violently destroyed’, with the connotation of
laceration and torment, but perhaps not a strongly imagistic word
(the verb is used to allude to Alcestis’ death in Alc. 109 T&V &yaddv
Srakvalopévwy).

165 ol ... abuwxeiv ‘what sort of injustice they dare to commit
against me’; ola is internal acc. with &8ikeiv, and the clause, exclam-
atory in origin, may be translated in English with causal force, ‘be-
cause they dare to commit such injustice’ (Barrett on Hipp. 877~80).
Kaibel’s emendation ol éué, reported in Bierl, Calder, and Fowler
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(1991) 38, gives a more forceful sense than ol y &pé: relative with ye
would appropriately connote cause, but the combination is rather
prosaic, otherwise found in trimeters only.

mwpocBev: in Greek thinking, causing harm first, without provo-
cation, is almost definitive of injustice, whereas causing harm second,
in retaliation, is widely sanctioned as legitimate revenge. See Burnett
(1998) xv—xvi; Dover (1974) 180—2.

166—7 This couplet echoes the nurse’s report in 31—5 and prepares
for the subsequent references to Medea’s lack of safe anchorage from
her woes (255-8, 441-3).

166 v &mevacOnv: the separative gen. depends on the preposi-
tion in the compound. The connotation of relocation in the verb
(which is aor. pass. of &movaiw) is important thematically: ‘which I
left {for a new home)’, ‘from which I have been parted’.

167 aioypdg is probably best taken with &mevdobnv, and then
the following participial phrase explains the adverb. Others attach
‘shamefully’ to kTeivaca so that it alludes to the manner of the kill-
ing, but how Medea killed her brother may not havc been clear to
Eur.’s audience.

uteivaca xaciv: the death of Medca’s brother (Apsyrtus in most
sources) is alluded to only here (vaguely) and in 1334, where a par-
ticular version is implied (see Introd. 4). Medca’s utterance ends in a
full anapaestic dimeter, and some critics believe some words have
been lost that would restore a parocmiac, as at 114 and 147 (another
way to obtain a paroemiac is by transposition, but Heimsoeth’s pro-
posal v k&ov aioxpds | TOV Epdv kTelvao’ &revaobnv produces an in-
ferior word-order). But g7 is also a full dimeter at the end of an ut-
terance by Medea. It is impossible to say whether there is period-end
at g7 and/or 167 (see 184—204n.).

168-9 xamiPoarat | Oéuiv edxraiav ‘she shouts an invocation of
Themis® (21n.); kai émiPod&Tan (crasis), and eUkTaiav predicative in
sensc, ‘so that she is invoked in her present utterance’ {cf. Or. 213—14
ANnBn xakdv ... Toiol BuoTuxoUow eUkTaia Beds). Others interpret
eUkTaiav less probably as either ‘invoked in the ebxai that oncc ac-
companicd the oaths’ or ‘guardian of oaths’.



COMMIENTARY 199

169 Ziva: in cpic and high-style poctry, including tragedy, the
declension Zevs, Znvés, Znvi, Zfjva provides convenient alternative
forms for ZeUs, Ads, cte. It was a g Tnua (interpretive puzzle for an-
cient scholars) to explicate why the nurse refers to an invocation of
Themis and Zcus when Medea has just called on Themis and Arte-
mis. Various far-fetched answers are given in the scholia, and Nauck
proposed Znvos &g for Zfva 6° 65 (cf. 209). The likely explanation is
that the mention of the oaths violated by Jason may be taken to call
upon the attention of Zebs opkios, whose role is paraphrased in the
relative clause &5 ... Tapias vevouiotan (cf. 209 Tadv Znvods Spxiav
©éumv with n.).

I71 obx &oTwv 6mwg: an cmphatic periphrastic negation, more
forceful than oU8apds, ‘there is no way how’. Similar periphrases
may be formed with other indefinite relatives, and oUx €oTiv GoTig
(more forceful than oU8eis) is the most common (Smyth §§2515, 2557).
Compare 1339 oUk EoTtv fTI5, 793 oUTIS EoTIv dOTIS.

év Tive puxpdt  ‘in some small deed’ or ‘in some trivial gesture’.

173-4 m&g av ... | éborz  cquivalent to ‘I wish she would come’
(97n.).

174-5 pYBwv T addaBévrwy | §eéEart’ dpdav  ‘would accept [i.e.
not ignore, as up to this time, 29, 142—3] the sound of spoken words’.
For the defining gen. phrase see LS 10.a.

176—7 €l nwe..|. peBein:  ‘(so that we may sce) if somchow she
might let go ...” € wws here may be taken to introduce a prospective
indirect question, as if ‘to find out’ or ‘to show’ were understood (the
idiom is equivalent to English ‘in casc’). See K-G 11.534 Anm. 16.
pebeiny is third sing. aor. act. optative of peBinumt (peta + inwm), ‘let go,
slacken’.

Apa dpevdv  ‘the strong passion of her mind’, that is, her wish
for suicide and wish to do harm to her enemies.

178 16 y épov mpéBupov  ‘my cager good will’, equivalent 1o 1y éun
mpoBupia, since in a variety of styles and genres in Greek the neut.
adj. may be used as an abstract substantive (Smyth §1023).

179 4&mnéatw: third sing. imperative of &wepi, ‘be absent’. The
dat. is one of interest/disinterest.
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181  ¢ira xai tad abda ‘tell her that our attitude too is support-
ive’, with T&8e meaning ‘the situation here’, hence ‘our presence’ or
‘our attitude’ and xai implying ‘in addition to’ the supportive stance
of the nurse and others in the household.

182 onedoaca Tt mpiv xaxdear: in accordance with a tendency
of enclitic position in Greek (and related languages), 1 is drawn to
the second position in the participial phrase, even though it belongs
with the subordinated mpiv-phrase as internal object of kak&oau.

183 toug éow: thatis, the children; the audience may assume that
the chorus heard Medea call her sons ‘accursed’ and wish for their
destruction (112—13), or may view this as a natural fear either because
of the mythological parallel of Procne and Itys or because such be-
haviour was known in everyday life (as it is in modern society). In any
case, Eur. clearly prefers to anticipate the eventual turn of the plot
rather than make it a complete surprise (if it was an innovation: see

Introd. 4).

184—204 This passage contains 37 anapaestic metra before the fi-
nal paroemiac, an unusually large number of full metra delivered by
one voice, esp. since this seems a relatively calm recitative. Compare
the nurse’s earlier generalizing passage at 115-30, with 30 metra
before paroemiac. Through these two speeches, Eur. maintains the
more intense emotional register of the sequence g6—213 while mak-
ing the nurse a spokesperson for generalizations important to the
themes of the play. Other long runs are less reflective and often por-
tray some vehemence or defiance or breathless accumulation of add-
on items: Soph. Phil. 145268 (32), Soph. 4jax 1402~16 (27); and with
changes of speaker, Hipp. 208—38, El. 1308—31 and 1334—56. The
changes of speaker in the latter passages raise the possibility of (un-
detectable) period-end without catalexis. In passages of anapaestic
dialogue there are a few cases of elision (as in 1398 below) or cor-
reption (as in El. 1331) across change of speaker, proving synapheia;
but there are also a few cases of hiatus and brevis in longo at change of
speaker, proving period-end without catalexis (so 1396 below). Thus
the extent of the nurse’s two runs could be reduced by positing a
pause at 189 before the long criticism of poetry, or at 118 before the
generalization about the kings (and within g8~110 at 104).
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184 ¢6Pog el meiow: an unusual construction with indirect ques-
tion (Smyth §2234) equivalent to the fear-clause un o¥ weiow: ‘I fear I
will not persuade her’, ‘I strongly doubt whether P’ll persuade her’;
similarly Hcld. 791 $6Pos y&p ei uor o ols ey 0éAw. For Medea’s
resistance to suasion or to any conversation at all, sce 27—31, 142—3.

186 ¢émbdow ‘give in addition {to my previous toils)’; perhaps
there is a connotation also of ‘give freely’ (LS] s.v. ém3iSwui 1.3).

187-8 <toxdbog Sépypa Aeaivng | dmoravpolrar ‘she glares with
savage ferocity, like a lioness with newborn cubs’, or more literally,
‘she makes herself bull-like with respect to her gaze, so that it is the
gaze of a lioness with newborn cubs’ (middle-passive verb in reflexive
sense, with accusative of respect and proleptic modifying genitive; or
possibly middle verb with acc. object and proleptic modifier). This
mixed image is an intensification of the proverbial bull-like glance
(92n.). Lions are fierce opponents in Homeric similes and ‘strongest
and boldest’ among animals in Hdt 3.108, and the lioness is the em-
blem of a savage woman in Aesch. Ag. 1258 (Cassandra speaking of
Clytemnestra); Jason will throw this accusation at Medea at the end
of the play (1342, 1407). TokaBos reflects the knowledge that wild an-
imals protecting their young are most dangerous to humans; and
lions were particularly believed to be protective of their young (/I
17.133~6, 18.318—22, Callimachus, Hymn Dem. 51—2 UmwoPAémer ...
Abava QpOTOKOS, Tas ¢avTi TéAelw PAocupoTaTov dppa). It is ironic
that Medea will display the ferocity of a lioness (1342 Aécivav o0 yv-
vaika), but direct it toward her own children. On animal imagery in
the play see Introd. 2(f).

190-204 Here is another extended reflection by the nurse (see 11g~
gon.). This one features a rhetorical gesture typical of Euripidean
characters, finding fault with the disposition of the world, whether
viewed as the arrangement created by the gods or as a usage sanc-
tioned by human custom (see Leo (1912) 113-17). To cite examples
only from Medea and the nearly contemporary Hipp., compare 516—19
(same pattern as here: why is there a test for false coins, but not for
false human character?), 573—5, Hipp. 191-7, 616—24, 91620, g25—
31. The observation here has a metatheatrical or metapoetic thrust,
since it is a given of Greek poetics from the carliest times that song is
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a delight to mortals, even songs of destruction and misery so long as
the audience is at a remove from the cvents depicted. Tragedy itself
is a musical performance conducted amidst festivities, and audience
enjoyment is one of its effects and goals. Thc nurse is too directly
involved in the event to derive solace or pleasure from music, and
her attack is matched by the chorus’ claim in the first stasimon (see
410—45n.). For the sake of her argument, she alleges that no songs
have been invented to stop grief, but thc epic tradition assumed oth-
crwise (Hes. Theog. g8—103; Achilles’ singing in I/. 9.186—9 may be
viewed as a distraction from his vexation, and Demodocus’ song
in Od. 8 contributes to defusing a situation of strife). Morcover, the
Greeks did have cathartic music (for a literary representation of
which, see Helen 1301-52).

190 oxatovg ‘unintelligent, misdirected’, an extension of the
widespread cultural stcreotype of Icfthandedness as clumsy or ‘sinis-
ter’ in antithesis to the ‘dexterity’ of the right hand: Lloyd (1962),
Lloyd (1966) 37—42. For okaés/co¢ds in antithesis, see also 298 be-
low, Held. 458-9, El. 972, Her. 299—300, frr. 290, 657.2.

190—I Aéywv .|.. apdproig: just as in English maxims like ‘you
can’t win them all’ or ‘you can’t take it with you’, in Greek the sec-
ond sing. may provide a generic, imagined addressee (with masc. as
universalizing gender, as usual), an alternative to generalization us-
ing a third-person verb with T1s; so too in 298-301. The participle
Aéywv is supplementary with &udpTois (‘you would not err in saying’),
but may also be translated as conditional (‘if you should say’).
x008év: Kal oUdév (crasis).

192 oitiwves: a relative clause may be causal in sense (‘because
they ...") (Smyth §2555); compare fiTis in 589, 1130, 1234.

éni pev BaAiarg:  pév is balanced by the 8¢ of 195; one expects
something like ‘but in times of unhappiness’, but the construction
shifts from relative clause to new main clause (a common shift in
Greek idiom: Smyth §§2517-18), the subject changes, and nUpovTo
and nupeTo have different constructions.

194 7upovro Biwt Tepmvag axodag ‘invented for our life as de-
lightful things to hcar’; Piw: is Page’s emendation of Piov, which
would give the sense ‘invented as life’s delightful aural entertain-
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ment’, in which the loose gen. (‘belonging to life’) is odd, but perhaps
possible.

195 Bpotdv: it isuncertain whether this is to be taken with oUdeis
(a very common combination) or with otuyious ... Aimras (where it
has greater point).

199 xépbog: understand toi, ‘it is a profit’ or ‘it is a benefit’, with
the acc. and inf. phrasc ‘that mortals cure these banes with their
songs’ as truc subject.

200—-1 {va & ebdeinmvor | Saiveg: cioi is to be understood (LS 30;
for iva 41n.), and the similarity of meaning in the noun and in the
root of the accompanying adj. is typical of tragic style (fullness, LS

32).

201 teivouot Bonv  ‘make taut’, 30 ‘make shrill their loud voice’,
‘modulate their voices in loud song’ (not ‘extend in time), draw out
long’, as suggested in LS]J).

202-3 76 mapov...|dairog nAinpwpa ‘the ready-to-hand fullness
of the feast’.

204-13 The chorus’ epode-like stanza provides a conventional
cover for the time during which the nurse goes in, finds Medea, and
delivers her message, and Medea makes her way to the door. The
content of the lyric is mainly recapitulation of previous details.

204 ayav: sce 149n. For the fullness of expression in &yav ...
moAUcTovov Ydéwv, sce LS 32.

205-6 Alyupd 8 dyea poyepd Podt | Tov év Aéxet mpoboTav xaxd-
vupdov ‘she shouts out shrill grievous cries of woe about the evilly
married one who is betrayer of her bed’. &xea is the internal object
of Podi, and Tév kTA. may be considered either the external object of
the whole previous phrase (342-3n.) or the content of the cry (21n.),
since the article Tév indicates that the chorug is citing Medea’s words.
év Aéyet is literally ‘in respect to the marriage-bed’ (LS] s.v. év 1.7).
The article and word order imply that kakévuugos is a substantive
here, and mpoddTav is used adjectivally or in apposition. Note the
difference in meaning (contextually determined) between kaxévwugos
here (‘ill-married (because harming Medea)’) and in ggo (ll-
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married (because of the harm he is bringing upon himself, his chil-
dren, and new bride)’). Such variation is typical of tragic style.

208-9 rtav Znvog opxiav Oéumiv: both this passage and Aesch.
Supp. 360 seem to make Themis the daughter of Zeus, on the alle-
gorical basis that Zeus is the sponsor of law and order (see Lloyd-
Jones (1983)). The more usual genealogy makes Themis a Titan
(daughter of Gaea) and one of the early ‘wives’ of Zeus (Hes. Theog.
901—6). Another possibility is that ‘Zeus’ Themis’ means merely that
she is agent or helper of Zeus. Friis Johansen and Whittle on Aesch.
Supp. 360 prefer this interpretation, judging that the plain genitive
(without a word for ‘daughter’ or ‘offspring’) does not ‘suffice to
convey this novel relationship’.

& viv éBacev  ‘who made her travel’, that is, it was the solemn
oath of Jason that induced Medea to leave her homeland. éBnoa is
transitive weak aor. of Paivw with a causative meaning, an inheri-
tance from epic, absent from Attic prose.

210 é&vtimopov: either ‘on the other side of the sea crossing’ or
‘that lies across the strait’ (referring specifically, as elsewhere, to the
narrow divide between Asia and Europe at the Hellespont and
Bosporus).

211 voyov implies flight by night, a time when most Greek ships
did not travel.

212-13 &4 dApupav | MMovrov #Aiji8’ &mepdvrou: probably an
elaborate periphrasis for the Bosporus, ‘toward the salt-water closure
of the impenetrable(?) Pontus’, alluding (as elsewhere: 1263—4n.) to
the crucial boundary between different worlds and different cultures
that Medea has crossed. The text and meaning have been much dis-
puted. &mepavTou (the poet Milton’s emendation) is stylish, giving
one epithet to each noun in the phrase. Since there may have been
some conflation of different senses in words featuring e(t)p- and
mepa(i)v- (see Fraenkel on Aesch. Ag. 1382 &mepov, Griffith on Prom.
1078-9), it seems best to interpret &mepdvTou as ‘not to be traversed
or penetrated’, hence ‘not to be travelled’, alluding to the notion that
the Pontus is inhospitable to travellers (&§etvos, whence by euphe-
mism eU§etvos). The usual sense is ‘limitless, immense’, which is not
entirely apposite here (though some have seen an allusion to Il
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24.545 ‘EAAfjorovTos &weipwv). The MSS present &wépavrov agree-
ing with kKAf{i&, which makes no sense if the meaning is ‘immense’ but
is perhaps possible with the meaning ‘impenetrable’ (but the barrier
was no longer impenetrable after the outward voyage of the Argo).
amépavtov and amépatov are often confused in MSS (Griffith on
Prom. 154), so it is a small step to accept Blaydes’ &wépartov, as
Kovacs does, translating ‘a gateway few traverse’.

xAft8: note the general sense of kAfis, ‘closure, barrier’ rather
than specifically ‘bar’ or ‘key’: see also 661 and compare the tragic
use of kKAfiBpov (Barrett on Hipp. 577—-81).

214—409 First episode

The opening of the play emphasized Medea’s emotional and intran-
sigent nature and contrasted the excesses of her status and moods
with the moderation of the ordinary citizen. But the expectations
created by this build-up are sharply challenged by her actual ap-
pearance in the first episode (SE 2). She emerges under her own
power (unlike Phaedra in Hipp.) and launches a lengthy, closely rea-
soned 1ambic speech to solidify the favour of the women of the cho-
rus. And when Creon arrives to inform her of her exile (news con-
cealed from her by her servants for fear of her reaction), she controls
her response and applies her verbal skill again to winning a tempo-
rary reprieve.

Some questions of staging affect the impact of this and following
scenes. On Medea’s costume, see Introd. 3. On the presence and
number of her silent attendants (probably two), see Introd. 3, where
it is also argued that they are nameless figures distinct from the
nurse, against the belief of many that the nurse is addressed in 820
and thus must return to stage with Medea at this point.

214 KopivBiat yuvaixeg: this is more formal than simply to ad-
dress the chorus as yuvaikes or ¢iAal, and it both shows (a calculated)
respect and prepares for Medea’s careful deployment of her status
as a non-Corinthian. Compare Phaedra’s formal address Tpognvia
yuvaikes (Hipp. 373) when she begins her great rhesis (SE 3a) to the
chorus, attempting to take control of her situation after rising from

her sick-bed.
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215—24 Medea uses a heavy concentration of generalizations, at
once displaying to the chorus her command of the dynamics of social
life and deflecting many possible sources of distrust without directly
ascribing them to the women present. She concedes that there are
people who deserve reproach before she expands on one kind of un-
deserved reproach (not the kind that applies in her case), and the
unfairness of hasty judgment in such cases is preparatory foil for the
duties of the proper xenos — the point at which she homes in specifi-
cally on her own situation.

216 ocepvovg: the use of oceuvos with negative connotations
(‘haughty, pompous’, of human beings or their attributes) seems to
be a reflection of the egalitarian ethos of Athenian democracy, as
this sense emerges in Soph. 4jax 1107 (& oépv’ émn, Teucer to Mene-
laus), Eur., and comedy (note esp. the play on positive vs negative
sense in Hipp. 88—9q).

yey®tag: contracted form of yeyaws (the epic perf. part. of
yiyvopatl), a poetic alternative to prosaic yeyovcs. The participle
sometimes is equivalent to Te¢ukews, to express an innate quality
(Barrett on Hipp. 995), but may also, as here, bear the sense ‘having
shown oneself to be’ or ‘having proved to be’ (so also 467, Alc. 860,
Hel. 1030, etc.). With the following division of circumstances, this
seems to make better sense than ‘are by nature’, ‘are really’.

oppatwy arwo  ‘out of sight’, ‘out of the public gaze’, a sense that
is more common with verbs of motion and with ¢§ (Alc. 1064, 14 743,
etc.; but Tro. 1093 kouifovol ... oéfev & dppdaTwy), but clear here
from the contrast with év 8upaiois, ‘among people out in public’.
Medea will not offend either by keeping herself inaccessible or by
acting haughtily toward the women assembled before her.

217 ot & ‘others’ (besides those who are haughty).

ad’ novyov medég ‘by behaving quietly’, ‘by lack of visible pub-
lic activity’. For wous in metaphorical phrases, compare Soph. Phil.
91 £€§ &vog Todds, ‘acting all alone’; Hipp. 661 ocUv TaTpds poAdov odi,
‘coming when my father arrives’. fijouyia and the related adjectives
refer to values that were contested in fifth-century Greece. For aris-
tocratic, oligarchic, and conservative states or persons, they refer to
tranquillity, to peaceful acceptance of the hierarchical status quo, to
non-interference with the traditional prerogatives of others. The op-
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posite is ToAuTpayuoouvn, a dangerous meddling in the affairs and
privileges of others. From the democratic viewpoint, however, ToAA&
Tp&TTew is no cause for shame, but rather fovyia is scorned as lazy
or hostile inactivity, the &wp&ypowv is disparaged for failure to par-
ticipate in the communal functions of the democracy and the Athe-
nian empire. See Collard on Supp. 324—5, Bond on Her. 266, Ehren-
berg (1947), and Carter (1986).

218 S¥oxAetav ... xai patBupiav  ‘a bad reputation and {a repu-
tation for) sloth’ = ‘a bad reputation for sloth’, hendiadys (see San-

sone (1984)).

220 odotig: a sing. indefinite relative sometimes follows an ante-
cedent that is collective (as PpoTddv here): Hec. 360, El 934, Phaethon
226; Smyth §2502c.

onmAayyvov ‘inmost organ/heart/soul’, that is, one’s true nature
that may (in some cases) be concealed by surface appearances (or
verbal camouflage). For the traditional anxiety about determining the
real character or intentions of those one associates with, compare
516—19 and 659—61 below, Hipp. 9g25—31, the Attic skolion PMG 88g
(quoted on 661), Theognis 87-96, 119—24, Il. 9.312—13 (see Leo (1912)
114—15).

221 8ebopxwe: perfect of the poetic verb 8épropan; this perfect is
normally equivalent to a present, allowing it to be used as a variation
of 6pdw, as in 1118 xai 87y 8édopka TéVSe . . | oTeixovT. Note the em-
phasis lent by the rhetorical ring-structure in which 8edopkcos picks
up 6¢p6aAuois and oUdev HBiknuévos expands Sikn ... oUk EveoT.

222 Eévov pév is phrased as if &otov 8¢ (‘a citizen should be pleas-
ant to his fellow citizens’) were to follow, but the shift in construc-
tion allows Medea to assert her own solidarity with the community’s
values.

npooywpelv moret ‘make himself agreeable to the city’ by com-
plying with its customs and demands; the verb connotes taking sides
with someone in a dispute, following a lead and not asserting an in-
dependent stance. For recognition of the circumspection expected of
metics or xenoi, compare Supp. 892—5 (esp. Auttnpds oUk Ny oU¥ émi-
$Bovos mwoAer), Aesch. Supp. 195—203 (esp. uépvnoo & eikev), Soph. OC
171-2 &oTols ioa Xpn BeAeT&Y, eikovTas & el k&koUovTas.
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223 ¥ives: probably to be classed as a ‘dramatic’ aorist (LS 13),
as in Her. 222 oU8" ’EAAGS’ fiivea’; Lloyd (1999) 41 explains this instance
as polite and tentative and that in {/er. as moderating, but both seem
quite cmphatic — the speaker turns with emphasis to a new point and
speaks as though the sense of disapproval has just come over her or
him (Stevens on Andr. 785 offers a somewhat different analysis). With-
out a negative, the ‘dramatic’ aor. fiivesa is often used by Eur. in
stichomythia ({on 1614, IT 1023, etc.).

224 apabdiag Umo: for anastrophe and the sense of the prep., see
34n. Guabia often combines simple ignorance with morally culpable
neglect of norms accepted by better people (see Denniston on El.
294—6). So here thc citizen who is by nature self-willed earns re-
proach because he is not sensitive enough to adjust to the demands of
social intcraction in an egalitarian society.

225 €poi 8 Medea finally turns to her own case: having dis-
tinguished herself from various types who attract the resentment of
their neighbours, she now explains how she has found herself in a
position to attract so much attention and concern.

aeAntov is perhaps better taken as predicative than as attributive:
‘this situation, having befallen me unexpectedly’ (similar construction
in fr. 964.6 vedpes pootrecdv, ‘having befallen as something fresh
and unanticipated’).

226 oiyopar: as with PéPnka (439n.), this verb dcvelops from
Homeric usage into tragic style so that it can be uscd absolutely to
mean ‘be dead’ or ‘bc as good as dead’, ‘bc undone’; compare the
more explicit idiom oixetai/oiyopan Bavev, as in Tro. 395, Soph.
Phil. 414, etc.

228 év @u:  the relative clause is ‘prepended’, as often in Greek,
the antecedent being ‘my husband’ in 229; translate ‘the one in
whom all my hopes rested’ or ‘the one on whom I totally depended’.

yiyvoxw xaidg: like parenthetic c&¢ oida, this phrase em-
phasizes the preccding words (so at 935 below and Hcld. 9¢82).
yiyvewokw is Canter’s emendation of ytyvookew, which yiclds no
suitablc scnse and was already recognized as defective in ancient
timcs (whether or not the ancient commentators were right to ascribe
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the fault to actors). One might have expeeted the emphasis on real-
ization to go with ‘has turned out to be the worst of men’; but Medea
is presenting herself as fully aware of the importanee of the man in
marriage, in agreement with the nurse’s comment in 13-15 and in
preparation for her own in 241-7. Page preferred the smaller change
yryvaoker (subject Jason; Medea asserts that he is not aeting in
ignorance), but the parenthesis is then less idiomatie and gives too
much prominence to an ad hominem point in a context in which Me-
dea coneentrates on self-presentation and generalization to the fate
of all women.

’

229 exBeéPRny ovpog: that is, exPéPnke O €uds (elision and crasis).
For &xBaivw = ‘turn out’ with a predieate adj., ef. 592, Phoen. 1479.

230-51 This seetion of the speeeh provides a general demonstra-
tion of the unfair inferior status of women. For Medea’s purpose it
is rhetorically cffective in appealing to the ordinary women of the
chorus, proving her emotional and intellectual solidarity with them
(note the first-person pl. forms in 231, 241, 247-9), even though some
of the details do not apply to her own case. Yet this exposition en-
courages a listener (not just the chorus) to classify Jason’s mistreat-
ment of Medea as a further instanee of an unfair soeial strueture,
and for the audience it also shows Medea to be an acute observer
with independent judgment.

230-1 For the generalization eompare /. 17.446-7 (Zeus speaking):
‘there is eertainly nothing more wretched than a man, of all things
that breathe and move upon the earth’. Medea challenges traditional
wisdom by elaiming the superlative state of wretchedness for women
in particular; eompare the echallenge in 248-51 below.

230 yvounv éxer  ‘have an intelleetual faeulty’ is a erueial addi-
tion, sinee women are not dumb beasts (who are also génypuxa) but are
fully aware of their mistreatment.

231 d¢utoév: the sense ‘creature’ is rare and normally disparaging
or contemptuous, as in Hipp. 630 &rnpdv ... ¢uTév (of a bride taken
into one’s home), Alexis fr. 145.1 K—A €T ol mepiepydv éoTiv &vbpw-
os ¢uTéV .. .;, [Men.] Sent. 304 (women an evil), Theodectas TrGF
72 F 1a (imitation of this passage).
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232 ypnpatwy vmepPoAfji: in the heroic world, a bride’s family is
won over or compensated by gifts from the successful suitor (€edval),
but it is a normal ‘anachronism’ of tragedy to view the heroic world
through the lens of the contemporary custom of dowry (property
from her family that accompanies the bride into the marriage) ~
although there are also signs of dowry in Homer. From the oppo-
site point of view, Hippolytus refers to this custom as a proof of
the worthlessness of women (Hipp. 627—g). For a general discus-
sion of aspects of anachronism in Greek tragedy, see Easterling

(1985).

233 mpiacBar: aor. inf. of the defective verb émrpiaunv (listed un-
der *mpiauai in LSJ), ‘buy’. Compare, in another woman’s complaint
about the harshness of the experience of marriage, Soph. fr. 583.7
wBoupel’ EEw kal SieptroAdopeda.

234 ‘For <I add the notion of getting a master of our bodies be-
cause ) this is a second evil even more painful than the first (paying to
get a husband).” The y&p-clause here gives the reason for uttering the
previous phrase; the same use is seen in 465, 663, and 1370: Dennis-
ton 6o.

235-6 xav T®18 «kai év (crasis) ‘and in this act’, that is, acquiring
a husband.

ay®v péytorog ‘the stakes of the contest are of supreme impor-
tance’; for this and related phrases see Mastronarde on Phoen. 860. As
elsewhere, &ywv is defined by the inf. in apposition (here, with ‘either
... or’, equivalent to an indirect question).

xaxov ..|. xpnotév: mdow is understood.

236 o0 ... edxheelg anadlayait a woman caught in adultery
could be sent back to her father’s house by the wronged husband. A
wife could also choose to return to her father’s house because of ob-
jectionable behaviour of her husband, or in unusual circumstances a
father might apply pressure for her to do so (as in Menander’s Epi-
trepontes and the comic fragment of the Didot Papyrus, adesp. fr. 1000
K-A, also printed on pp. 328-30 of Sandbach’s OCT of Menander).
But the divorcing wife might not be welcomed by her old family (for
economic or social/political reasons) and would be subject to de-
faming rumour abetted by the sexual double standard prevalent in
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Greek as in other societies. Anaxandrides fr. 57 K—A are the words
of a father telling his daughter that the path back to a father’s house
is very difficult, ‘for the return-leg {from husband to father) is one
that carries shame’. On divorce, see Harrison (1968) 38—45, Garland
(1990) 236~-7, Cohn-Haft (1995).

237 oiov Tt for olév Te (foT1) = ‘it is possible’ see LS] s.v. ofos 11.2
(Te in this idiom is a survival into ordinary Attic of ‘epic T¢’: Dennis-
ton 520-8).

avivacBai nécwv: the sense is probably ‘refuse a husband’, that
is, refuse him his ‘marital rights’ to sexual intercourse, which makes a
separate point following up on 8eoéTnv oduatos. The notion that a
husband has rights to intercourse regardless of his wife’s wishes is
prevalent in many cultures, ancient and modern, and the legal con-
cept of ‘spousal rape’ was established with difficulty only in the re-
cent past. This interpretation best fits the aorist aspect (usually ‘say
no to a specific request or order addressed to one’), and the meaning
is paralleled in later Greek: Philip, Anth. Gr. g.307.1 ®oipov dvnva-
uévn Adgvn; Oppian, Cyneg. 3.375 dvnvapévn $eUynt $p1AoTnc10v eUviy
(cf. 3.525); epigram in the vita Homeri Herodotea, 41718 Allen, 85 8¢
yuvaika | TAv8e véwv pév dvivacban ¢p1AdTaTa kai edviv; Harpocra-
tion s.v. dvaiveoBarr kowd®ds pév 1O dpveigBa, i8iws 8¢ &l TGOV KaTd
ToUs Yapous kai T& &ppodicia Aéyetal; compare the present (‘con-
tinuously shun’) in Hipp. 14 &vaiveton 88 AékTpa KoU wauvel ydpwv.
Kovacs translates ‘refuse wedlock’ in the sense ‘not marry in the first
place’, but Medea does not seem even to contemplate that possibility
here, and one would perhaps expect ‘marriage’ or ‘suitor’ as object
rather than ‘husband’. Wecklein understands the phrase as referring
to divorce, in a restatement of the previous clause.

239 7 paboboav oixobev ‘without having lecarned <the necessary
skills) at home’ (un with the factual participle because it depends on
an inf. phrase: Smyth §§2728, 2737). For the strong contrast between
the carefree (ignorant) life of the unmarried girl in her father’s home
and her new life in marriage, compare Soph. Trach. 141-52, Soph. fr.
583 = Tereus 1 TGFS. Greek girls sometimes married shortly after
menarche: see Garland (1990) 26. For the desirability to some Greek
men of an unformed, inexperienced girl as bride, see Xenophon,
Oeconomicus, ch. 7.
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240 oilwt pwaiicta yprcetar Euvevvétne ‘with what manner of
man in particular [sc. of all the possible types] she will have to deal
as a husband’. The bride must figure out for herself the best way to
live with the stranger who is now her husband. xpnoeTa is here ‘deal
with, cope with’. The transmitted text 6Tw! p&AoTa is unacceptable;
Musgrave proposed oiwi, and Meineke dmws, and in either case pa-
MoTa will have to have the sense ‘precisely, in particular’ that it
sometimes has (esp. in dialogue) with relative, demonstrative, or in-
terrogative (Soph. OT 1005, OC 652, go1, Ichneutae 257; Ar. Birds 1072,
Wealth 966), and the adverb seems to follow up on the bewilderment
implied in 8¢l pavTwv eivar. A more obvious expression with étreos
would be dmws &proTa (Barthold), adopted by Kovacs; but Medea is
perhaps referring to the initial stage of adjustment of married life,
not to the long haul of living with a husband.

241 xav = kai v (¢&v). In the balancing condition in 243, where
the verb is omitted, it is normal to have i 8¢ un instead of &€&v 8¢ pn
(Smyth §2346d; Goodwin §478).

éxmovoupévarotv:  the middle of this verb is rare; here it implies
that women must work hard at these tasks ‘for their own good’.

242 urn Bilar ‘without compulsion (being applied to him)’, that is,
tamely and voluntarily; Bic1 can express either the cause that com-
pels one to do something (here, 335, Alc. 829, etc.) or the violent
manner in which one does something (Alc. 69, Held. 234, etc.).

244 voig évdov: TOTS is masc. for common personal gender, pl. for
generalization, though ‘the people in the house’ refers primarily to
the wife.

245 ¢énavoe xapdiav dong: Eur. probably expected his audience
to hear the medical connotations of the last word, which is extremely
rare in literature: ‘nausea’ often in the Hippocratic corpus, &on Tepi
v kopdiav in Epid. 7.10. See Page (1955) 6. &ons is gen. of separa-
tion with éwavog, and the verb is an instance of gnomic aorist (LS 15).

[246] The transmitted reading fi\ika TpaTeis involves metrical
lengthening of final vowel (short alpha) before mute and liquid (Tp)
in a separate word, a phenomenon that scholars agree is impossible
in the spoken verse of tragedy and that is extremely rare in tragic
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lyric (some editors emend all of the few lyric examples). This fault
could be repaired by Porson’s fAikas (now found in a late MS of no
great authority), but the rhetorical contrast of Tois §v8ov in 244 and
€€w poAwv in 245 does not require this elaboration. Wilamowitz
thought that é§w poAcv meant ‘go out to have sex with a prostitute or
courtesan’ and that 246 was added by a schoolmaster to eliminate
such indelicacy; but Medea’s language is deliberately vague.

247 mpog piav Yuynv PAémetv: Wuxn suggests not just ‘one per-
son’ but also ‘one fixed personality’. For pAéww mpds with the con-
notation ‘depend on’ see Her. 81; more common in this sense is
PAéTrw eis, [T 1056, Soph. djax 514, Ant. 923.

248-51 Aéyouot & qud¢: amild form of hypophora, the posing of
a counter argument that might be expected from an opponent, fol-
lowed by its rebuttal. For the modern reader of Attic tragedy (and
probably for the ancient audience as well, depending on how often
and how early Aeschylus’ Oresteia was reperformed), the intertextual
allusion of this passage is to that famous trilogy, where the contrast
between ‘stay-at-home’ women (and womanized Aegisthus: Ag. 1625—
7) and warriors toiling abroad is repeatedly developed: see in partic-
ular Cho. 919 p1) éAeyxe TOV TovoUvT Eow kabnpévn, 921 Tpéper B¢ ¥
&v8pods poybos fuévas Eow. The traditional misogynistic view asso-
ciates men with the toil and risk of war, athletics, politics, and agri-
culture and belittles women as idle consumers sitting safe at home.
Medea cleverly focuses the contrast on a parallelism promoted by
public ideology: serving as a soldier is the fulfilment of a man’s life in
the polis, and bearing a child is the fulfilment of a woman’s, and
death in childbirth was creditable just as death in battle was (Garland

(1990) 65-6).

248 TWpag: proleptic object (37n.).

axivbuvov: Medea’s rebuttal probably refers quite broadly to
the pain and toil of childbirth and not exclusively to the risk of death
in childbirth, though this risk was substantial (Garland (19go) 65;
Demand (1994) 71-86).

250 xaxdg Pppovoivreg: Kakds ¢ppoveiv (and its opposite €U $po-
veiv) can apply either to intellectual quality, ‘have bad (good) sense’,
‘think imprudently (wisely)’, or to disposition (with dat. or eis), ‘be
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ill(well)-disposed toward’. The former is the sense here and in 1014
and (e.g.) Alc. 303; for the latter, see 464, 823, 892.
wg¢ ‘for, because’.

250—1 7tpigav..|. Bérowp av: the two separate tendencies for the
modal particle to gravitate, as a postpositive, to an early position in
the sentence (here after the emphatically placed adverb) and to at-
tach itself closely to the verb form it modifies often lead to a redun-
dant repetition of &v in a sentence (Barrett on Hipp. 270): see also
616.

nap donida orfivar  ‘stand in the line of battle’, a locution based
on the close formation of Greek hoplites, who form a continuous
barrier with shield side by side with shield; in the ephebic oath one
swore oUdt Asiyw 1OV TapasTaTny (see Mastronarde on Phoen. 1073—

4)-

252 aAX ol yap: this combination of particles probably arose
from an ellipsis and often has the effect of dismissing a previous topic
and moving on to a more decisive point (Denniston 100—-3; LS 27;
1301n.): ‘but what I have just discussed is beside the point, for’. Me-
dea devotes 252—8 to the special liabilities of her isolation as a for-
eigner: divorce may be difficult for a normal woman, but within her
own community such a woman will still have some social connections
that could provide refuge or leverage.
abTdg ... xap: crasis, & aUTds and kai & (Eué).

254 Piov T dvneig: recalls Medea’s opposite condition, 226-7
Biou x&piv pebeioa.

255 €Epnpog armolig: the asyndeton expresses vehemence or pathos
(LS 28), although this instance is a little unusual: more typical is a
triplet like Hec. 811 &molis Epnuos &bBAiwTaTn BpoTdv or an alpha-
privative pair like Hipp. [1029] &moAis &oikos. Medea uses gpnuos of
herself repeatedly (also 513, 604, 712). Epnpos varies between two-
ending and three-ending declension (LS 5.d) even in prose.
UBpilopar: the passive of this verb suggests a violation of status,
being treated as insignificant by someone who overestimates his
strength or the privileges of his status; thus it reflects Medea’s sense
of being denied the honour due her (20n.) and her sensitivity to the



COMMENTARY 215

superior attitude of her enemies (383n.). At 603 Medea tells Jason
UBp1l, ‘go ahead and enjoy your advantage’ or ‘insult me with im-
punity’, and at 1366 she insists that Jason’s UBpis led to the death of
their sons. The need to prevent her enemies from killing her sons (1061
kaBuPpicat) or defiling their grave (1380 xabuPpiont) is closely re-
lated to Medea’s insistence that her enemies not be able to laugh at
her (383n.). On Aybris in general see Fisher (1992).

257 The line features a rising tricolon structure (LS 32), with ana-
phora of ot (Fehling (1969) 210).

258 peBoppicacBat t#jod ... oupdopag: epexegetic inf. and sep-
arative gen., ‘having no mother, no brother, no kinsman, to whom I
could shift my anchorage, away from this misfortune’; this phrase is
echoed by the chorus in 441-3. On storm- and sea-imagery see In-

trod. 2(f).

259 tocoUrov oVv: the logical connection implied is ‘since our
situations are different and I must act on my own (as you would not
have to)’, but there may be a subtle suggestion of ‘since I am so alone,
I deserve some help from you’. As often, TogoUtov means ‘just this
much and no more’, ‘just this little thing’.

BovAncopar: the future makes the request more contingent (as
if expression of the desire depends on the listeners’ permission) and
thus more gracious than the present (Lloyd (1999) 34): compare
Soph. OC 1289—go kai TalT &¢ Uudv, & Eévor, BouAficoum | kai
Taiv8 &BeAdaiv kai TaTpds kupelv épot, Antiphon de chor. 8 Emwerta Trepi
T&Y GAAWY GV oUTol KaTnyopoUaty, iav Upiv fidouévors, PouAfcouat
&moloynoacfai). For a somewhat different use of this future see

726n.

261 moéowv Sixnv ... avrireicacBat ‘exact a penalty for these
wrongs from my husband’; double acc., external object of the person
and internal object of the penalty (various other constructions are
also possible with Tive/Tivouat).

[262] Although Medea has been heard by the chorus cursing the
princess as well as Jason (and her anger against the royal family is
publicly known, as Creon soon declares), her argument in the speech
has concentrated on the imbalance between husbands and wives and
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the particular offences of her husband Jason. Thus, the most logical
(and manipulative) conclusion to her persuasion would be to mention
vengeance against Jason alone. Since the transmitted text is also un-
idiomatic (see below), it is best to regard this line as an interpolation,
of the same officious nature as that in 38—42, anticipating the content
of 288 Tov 8dvTa kai yApavTa kai yapoupévnv. On the other hand,
one should not ascribe much weight to the realistic concern that the
chorus might not go along with vengeance against their own king, as
they make no objection to this subsequently and attempt dissuasion
of Medea only in regard to the plan to kill the children.

fiv T éynpato would have to be ‘and the woman that he (my hus-
band) married’, but this is contrary to Greek idiom (a man ‘takes a
wife’ (yauei), the woman ‘gives herself in marriage to’ (yaueita)); it
is not likely that the meaning should be ‘and the woman that he
(Creon) gave in marriage’, since this is unparalleled (yapéooeTan is
not likely to be correct in Il. 9.394, but even it would refer to the
groom’s father picking a bride for his son). Porson’s f§ T ¢ynuaTo,
‘and the woman who married (Jason)’, corrects the idiom; but it is
better to delete the line.

263 owav: since Greek tragedy by convention takes place out-
doors and since the chorus is normally present continuously from its
entrance to the end of the play, it is often a dramatic necessity for the
actors to request the silence of the chorus (see Barrett on Hipp. 710~
12 for a survey of examples). At times the chorus’ complicity is well
motivated by the development of a strong rapport between a char-
acter and the chorus (as in Hipp. or IT or Aesch. Cho.), at other times
the agreement is treated in a more perfunctory way (/4). While ini-
tially the silence of the Corinthian women is well justified by their
sympathy for Medea and by her persuasive appeal, there is some
strain, if we judge in naturalistic and psychological terms, when the
silence continues after the scope of Medea’s revenge becomes wider
(unlike the chorus in Hipp., they are not under oath). The tragic
chorus is not, however, solely or consistently a ‘character’ within the
dramatic world with full psychological motivation (Mastronarde
(1998) and (1999)), and the other functions of the chorus were im-
portant enough to outweigh for the tragedians and their audience
any pull toward complete naturalism.
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yuvy vap xtA.:  DMedea’s concluding generalization, offered as a
Justification for expecting the chorus’ accession to her request for
complicit silence, raises the problem of misogynistic statements put
in the mouths of female characters in tragedy. Are they due to un-
reflective insertion of the dominant group’s stereotype (or widely ac-
cepted ‘gnomic wisdom’) into the represented female, are they an
imitation of real women who have accepted the status quo and speak
out to preserve it, or are they spoken with awareness of the incon-
gruity, on the part of either the audience or the speaker? A further
possibility here is that in her effort to establish and maintain her he-
roic status Medea may be envisioning ‘all that is female as despica-
ble’ (Foley (2001) 264—5). Another complication here is that Medea is
striving to evoke and strengthen solidarity between herself and the
chorus, and so rhetorically tailors the maxim to her audience, over-
simplifying her own situation: she is different, she has already acted
bravely and murderously before being wronged by Jason, and the
wrong she complains of may be viewed as more than sexual in nature
(Introd. 2(5)).

vaArapév  ‘in{all) other matters’; acc. of respect (crasis, T& SAAa).

niéa: fem. of Attic wAéws, ‘full of .

264 xaxn 1’ &g aAxnv xai 6idnpov eicopdv: probably ‘cowardly in
regard to battle and unable to look upon weaponry of iron’ (that is &
&Akfv and oi8npov eicopdv are separate complements of kakn) rather
than ‘bad at looking upon battle and cold steel’, since sicop&v almost
never takes a preposition (never in tragedy). For eicopav in the sense
‘look upon steadily, without fear, without flinching’ see Aesch. Pers.
111 é0op&v ToévTIov &GAoos, and compare the use of 6p&v in Tyrtaeus
12.11 and PAémwer Te kGvTiSépkeTan in Her. 163.

265 NSumpévn xupfj:  kupéw is a poetic verb, synonymous with
TUyX&ve in its various senses and constructions. Thc periphrasis is
more emphatic than simple &8ikfitar: ‘when she has in fact been
wronged’ or ‘when she finds hcersclf to have been wronged’.

267 év8ixwg: the chorus had alrcady accepted the injustice of
Jason’s position in 157 and 208. Now they indicate their approval of
‘bloody murdecr’ in retaliation, for Mcdea’s appcal has ended with
the striking and emphatic meapovwTépa.
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268 mevBeiv § ol o€ Bavpalw Ttoxag: indirect discourse acc. and
inf. after 8aupdlw is a rare, poetic construction (K—-G 11.73—4); com-
pare Alc. 1130 &mioTelv 8 0¥ oe Bavpalw TUXNL.

269 Action: Creon enters from city-side, recognizable at least by
the splendour of his costume (the actor could also carry a sceptre,
and there might be a crown on the white hair of the wig attached to
the mask) and by his being attended by silent extras (Introd. 3). We
cannot be sure how many attendants are present: the minimum is
probably two, but a king coming to enforce a decree might make a
larger show of force. See Stanley-Porter (1973).

xal marks the sight of Creon as a new point to attend to, but is
barely translatable into English (‘but, look here, I see Creon’ is a bit
too strong).

270 xowv®dv ayyerov PovArevpatwv: the audience already knows
why Creon has come, having heard the tutor’s report in 67-73; the
chorus-leader correctly infers from Creon’s official appearance with
attendants that he has come to announce some decision.

271  cé v oxvBpwnév: ‘a peremptory and belligerent mode of
address, in sharp contrast to the customary civilities of tragic dia-
logue’ (Griffith on Prom. 9446, with further exx.; see also Barrett on
Hipp. 1283—4¢). The acc. phrase is governed by &veitov.

oxvbpwnov ‘grim-faced’ or ‘sullen’; Medea’s unchanging mask
is presumably of sad and wasted appearance, but a good actor can
also intensify an appearance of hostility by posture and subtle tilting
of the head.

272 Mndel, aveinov: this is a redivision of what the MSS present
as MA8e1av eirov; such division has no ultimate authority because the
texts were without division between words for over a millennium and
without lectional signs for about two centuries (in any given case, in
fact, the breathings and accents may have been absent until the ninth
century cg). The vocative is idiomatically necessary after o v k1A,
and &veiTov (pres. dvayopeUw) is the precise term for proclamation
of an order. &veirov is here a performative ‘dramatic’ aor. (LS 13): if
Lloyd (1999) is right about the relative politeness of such aors., then
Creon shows a ‘combination of superficial brusqueness with polite
diffidence’.
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274-5 PBpaPevg¢ Aéyov | Tot8 ‘enforcer of this order’; the noun
may have referred originally to the umpire of an athletic contest, but
in tragedy and fourth-century prose extended uses are found for this
noun and derived words.

278 @0l mavta &7 xdAwv: Kk&Aws is a brail (the noun is to be
distinguished from adjective kahAds, ‘beautiful’, by its accentuation).
Brails ‘were a series of lines made fast at fixed intervals along the foot
[bottom of the sail], whence they traveled up the front surface of the
sail guided by fairleads [loops or rings], over the yard, and then
down to the deck aft. Sails could be taken in quickly and efficiently
merely by hauling on the brails, which bunched the sail toward the
yard much in the manner of a venetian blind’ (Casson (1971) 70; also
229—-31 and figs. 89—91, 144). To let out every brailing-rope is to
expose the entire sail to the wind, to push for maximum speed, and
thus metaphorically to make the fullest effort (also Ar. Knights 756 vuv
81 oe mavTa 8eT kdAwv E§1van oeauToU; further exx. in Page). See
524n.

279 eVmpdooiotog éxPacig maintains the nautical imagery, since
éxPBaivev is often ‘disembark’ and &Paois ‘landing-place’, and eU-
TpdooioTos, ‘easily accessible’, may call to mind, among the many
meanings of Tpoo¢épeiv and Tpoodépecdal, ‘put into harbour’ (Xen.
Cyr. 5.4.6). There may possibly be a suggestion, in view of &tns, of
‘easily applied’, from mpooépeiv ‘to apply a remedy’. The adj. is
extant only here, but &mpdooioTos in Aesch. Pers. g1 and &uo-
TpdooioTos in Soph. OC 1277 are also unique.

280 xai xax®¢ macyovs’ opwe:  OSuws, ‘nevertheless’, will be at-
tached in English translation to the main verb, but in Greek phrasing
is sometimes placed with the participle phrase, as here: see LSJ s.v.

1.2, Smyth §2082.

281 é€xatu  not a native Attic word, absent from prose; tragedians
and Aristophanes use the form with long alpha from the lyric tradi-
tion (LS 3), not the epic form &xnTi.

282 mnapapnisyewv Aoyovg ‘deceptively (ap-) cloak my meaning’.
For the connotation ‘aside (for the true path), astray, amiss’ of Tap&
in compounds, compare, €.g., Tapdyw, TAPAKOUwW, TAPAKOTTTW,



220 COMMENTARY

284 ocvpfarlerar §&¢ moAda todde Seiypara ‘many points of evi-
dence for this fear come together’. (LSJ’s definition of 8elypa is mis-
leading; the primary sense should be ‘proof, evidence, demonstra-
tion’, with ‘example’ as a secondary sense.) The MSS have To08e
Beiparos, which some have wanted to interpret as ‘many things con-
tribute to this fear of mine’, which makes fine sense in the context;
but it is not at all likely that Eur. would have chosen to use such an
odd construction when the idiomatic ToAA& T&18e SeipaT! is metri-
cally identical. Schone emended to Té8e Seipati, but Wieseler’s
emendation more convincingly explains how the corrupt reading
arose (assimilation of case and psychological error from 8éSoixa).

285 wxax®v ‘means of harm’, ‘harmful devices’, alluding rather
vaguely to her magic powers, which Eur. downplays to the extent
possible (Introd. 2(c)).

286 éovepnuévy: perf. part. of oTepéw, ‘deprived’.

287 xAdw ... anayyérllovoi por: this refers to events before the
play began, but fits fairly closely with the audience’s own knowledge,
even if the allusions to harming Creon in 42 and 262 are inauthentic
(37—45n., 262n.): see 44~5 and esp. 163—4 (against Jason and the

princess, ‘house and all’).

288 yApavra xal yapovpévnv: for the usage of active and mid-
dle, see 262n.

290 amexBécBai:  aor. mid. inf. of &mexfavouat, ‘incur enmity’.

291 paArBaxic8év0:  doing harm to others was viewed as legiti-
mate when it was in response to the prior harm done by them (165n.),
but the Greeks were more ambivalent about the morality of the
‘preemptive strike’ (289 Trpiv TaBeiv purdEouan), and so Creon tries
to buttress his position in his own eyes by putting his action in terms
of manliness vs cowardice. This attempt may form a pattern with the
pugnacity of his opening address to Medea (which, to Page, ‘reveals
his inward disquietude’) and the self-deception of his parting speech
(355—6n.).

Uotepov petactévely ‘afterwards groan in regret’ (ueta- imply-
ing changed attitude), not simply ‘groan afterwards’ with redundant
peta-, although redundancy can be idiomatic (Diggle {(1994) 21011,
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referring to Renehan (1976) 61-2). In the variant péya otévev, péya
would follow up on 283 &vrjkeoTov kaxdv.

292a ¢eb deb:  an exira metrum exclamation (g1a n.).

292 oV viv pe mp@tov: Medea cleverly refrains from a direct at-
tack on Creon’s reasoning and instead adopts a tone of more general
regret and works slowly toward reassurance and false flattery before
asking that the decree of exile be rescinded.

293 peyara T elpyactar xaxd: the verb is middle in sense, with
568a as subject and ue and xaké as the two objects, épy&fopon being
used in the same way as Toléw or §p&w.

294 xen & obmo8: even though the negative logically belongs
with the inf. é&x&18&okeofan, the negative with xpn is often oV instead
of un because of conflation with constructions where the negative
truly belongs to xpn (Smyth §2714).

295 waidag ... éxdi8doxesbai codoig ‘have his sons taught to be
exceptionally clever’ (co¢oUs predicate adj.). For use of the middle
voice of a verb such as 5184okw and TondeUw in a causative sense, see

Smyth §1725; K-G 1.108.

296 ywpig ... aAing Mg éxoveiv apyiag ‘apart from the other
disadvantage, namely, idleness’, not ‘apart from other idleness’ in the
sense that ¢8évos is a type of idleness. This is an idiomatic apposi-
tional use of &AAos, here reinforcing xwpis (cf. 444n.). fis is gen. by
attraction (from fjv): Smyth §2522. The association of idleness with
intellectual pursuits is clear in Aristophanes’ treatment of intel-
lectuals in his comedies, and the same theme was developed in the
debate between Zethos and Amphion in Eur.’s late play Antiope (see
frr. 187-8 N = 1-u TGFS). The beginnings of this attitude may go
back to an earlier period, but it would have been intensified greatly
in the Athenian context both by egalitarian ideology and by the offi-
cial attitude toward service to the polis. See Carter (1986) chs. 6-7,

esp. 146-7.
297 &Ajavovst ‘earn, bring in’; the aor. of this verb is found in

literary texts exclusively in Homer (four times) until late Greek, and
the present is extant in very few places (in Eur. also fr. 326); two comic
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uses (Ar. fr. 339 K—A, Eupolis fr. 273 K—A) refer to auctions and
IG 13 84.15 has 6mdonv &v &A¢m picbwotv TO Tépevos, so GAPavew
was not poetic, but perhaps rather a term of commercial lan-
guage (an archaic survival?) that Eur. (alone?) admitted into tragic
trimeters.

298-301 The dual charges that were said in 2967 to come gen-
crally ‘from one’s fellow-citizens’ are now analysed in terms of sepa-
rate subgroups, the uneducated and the clever. For the second-
person verbs sce 19o—1n.

299 xob: crasis, kai ov.

300 & av is a somewhat stronger complement to pév than plain
8¢, although at times it is used instead of & simply for metrical
convenience.

301 xpeicowv vopoBeig év morew Aumpog aviie  ‘if you are con-
sidered in the city (or, by the citizens) superior to those who seem to
have some special knowledge, you will seem annoying {to them})’;
the dative of reference needed to balance oxatoior (56€eis) is to be
supplied from Té&v ... SokoUvTwv.

302 xabTV: crasis, kal aUTi.

303—15 In this section, when Medea argues ‘I am not so wise and I
am not a danger’, her sentences and clauses become much shorter
and often feature strong punctuation in mid-line and enjambment.
After the composition by well-rounded couplets in 2g2—3o01, this gives
a semblance of simplicity and artlessness.

303 + 305 have the rhetorical structure called xUxAos, starting and
ending with the same word. This structure reinforces Medea’s argu-
ment, as she admits to being oo¢n but suggests that the major prob-
lem with this quality arises from unfair judgments by the outside
world, not from an inherent danger, and then concludcs that she is
‘not really so very clever’. The uév-8¢ contrast in the heart of this pe-
riod resumes the contrast made in 2g8-302, in chiastic order: ‘to the
one group (thc other clevcr people) I am an object of envy, to the rest
(the uneducated masses) I am irksome’. Since it is clear that émi-
¢Bovos must apply to the clever rivals, a listcner has no trouble in-
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terpreting wpoo&vTns as a vaguer term describing the average citi-
zen’s disapproval of the idleness and uselessness of the intellectual.

[304] This line (very similar to 808) could have been added by
someone who wanted a more explicit resumption of &pyia and &xpsi-
os than wpoodvTns gives. Tols & Nouxaia gives that explicitness, but
the second half of the line makes no sense in this context and Tois &
av mpoodvTrs is deprived of its point.

305 mwposavtng: not ‘hostile’ (as LSJ) or ‘adverse’ in an active
sense, but rather in a passive sense, ‘irksome’, like the senses ‘in the
way’, ‘serving as a hindrance’, ‘objectionable’ seen in 381, I7 1012,

Or. 790.

306 oL & odv: the particles indicate that Medea is breaking off
from the generalizing section and concentrating on Creon as the one
whose opinion is essential: Denniston 462.

307 ovuy G8 éxet por: ambiguous, since it could mean ‘I am not
in a condition to do wrong against a king’ (admitting weakness, but
not denying the desire to do wrong), or ‘the situation is not such in
my judgment that I would do wrong against a king’ (implying that
Creon is not to blame and she has no desire to hurt him). The latter
is the sense Medea intends Creon to understand, as 309—11 explain.
She does not go so far as to deny that she has been wronged or that
she hates Jason, but tries to distinguish Creon from Jason and to
show that she has finally learned her lesson.

308 Ttupavvoug avbpag: generalizing poetic pl. (LS 33).

309 oV yap iz most of the MSS have i y&p oU, which is a typi-
cal error of transmission — substitution of the simpler word order for
the expressive fronting of the pronoun and postponement of the in-
terrogative (LS 35).

¢Eedou: second sing. aor. mid. ind. of éx8iSwui; the active of this
verb is commoner in the sense ‘give in marriage’, but the mid. is not
only metrically convenient here, it also suits Medea’s rhetoric ‘you
gave out your own daughter in your own interest’.

313 vupdeder: after odv in 312, the plural is vague, ‘you and
yours’; and ‘have your marriage’ may be literal (Medea giving her
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consent to what has already taken place) or used in an extended sense
(‘keep on enjoying and celebrating the newly consecrated tie’).

314-15 Wowmpévod | ... vixwpevor: in tragedy, when a female
uses a first-person pl. verb as equivalent to sing., any nom. modifiers
may be either in the generalizing masc. pl. or in the fem. sing.:
Smyth §100g9.

315 oiyncopecba, xpetocovwy vixwpevor:  with this weighty con-
cluding line consisting of only three long words, Medea seems to
agree to abandon the loud complaints and threats that have worried
her friends and alarmed her enemies, and ‘being subdued by those
who are more powerful’ seems to acknowledge defeat and accept the
conventional hierarchical relationship in which women are inferior
to men (Introd. 2(c)).

316 axoloai parbax’ ‘words that are mild (or soothing) to hear’
(epexegetic inf.), but perhaps an undertone of ‘cowardly, unag-
gressive, non-belligerent’ is present and the word contributes to the
pattern of language highlighting Medea’s appropriation of male
prerogatives.

éow ¢dpevdv ‘within your heart’; that is, the phrase is part of
the pA-clause, moved forward in the sentence for greater force;
this interpretation gives a sharper antithesis and one more relevant to
the ethical concerns of the play. Others interpret as ‘within my
heart’, but the antithesis ‘your words soothe my ears, but in my heart
I am very afraid’ (cf. Soph. Ant. 317-19) is weaker and somewhat
frigid.

317 oppwdia: Eur. is the only poet who uses this rare term for ex-
treme fear (see Mastronarde on Phoen. 1388-9).

Bovlevmig ‘may be currently planning’, pres. subj., with present-
stem aspect (Elmsley’s emendation). Transmitted aor. subj. Pou-
Aevonts would be ‘may form a plan’. The pres. is clearly more appo-
site since Creon suspects Medea is concealing evil intentions behind
soothing words.

319 &g & abrwg dvnp: after Homer & and adrws coalesced into
one word, ®oavuTws, but the form divided by &¢ continued as an al-
ternative choice in a minority of instances in poetry and prose. Eur.
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has the divided form at Andr. 673 (the same half line as here), but
woauTws at [T 833.

320 ¥ cwnniog coddg ‘than a clever person who keeps silent
(about his or her angry intentions)’; under the influence of the par-
enthetic addition ‘and likewise a man (who is quick to visible anger)’,
the comparandum is generalized or attracted to the masc. Diggle
emends to o1wTNASs ooty (with the rare adj. treated as of two ter-
minations: LS 5.d), which maintains agreement with yuvrj, Creon’s
major focus, and would very easily have been corrupted to codéds.
This may be right.

321 un Adyoug Aéye:  ‘do not keep on speaking futile words’, with
a deprecatory sense of Adyo: (see Diggle on Phaethon 59, Bond on Her.
76-7).

322 &pape: intransitive perf. of &papiokw, ‘be firmly fixed and
secure’; cf. 413, 745.

xoUx €yelg TéYvny 6nwg ‘and you have no device (or, trick) by
which’; the émws-clause here may be classed with the normal object
clauses with verbs of effort and striving (Smyth §§2209-11).

324—51  Supplication of Creon

There are at least two ways to stage this passage, depending on
whether the first words of supplication in 324 are accompanied by
full supplicatory action or not. (1) At 324 Medea kneels at Creon’s
feet and touches or grasps at least his knees at this point. She then
remains kneeling, and Creon makes no move to get away from her,
during nine lines of stichomythia (SE gb) in which Medea in fact
breaks off direct dialogue contact (328n.). Creon shows impatience in
333—5, but then Medea strengthens her supplication by clinging to
his hand (336—g). (2) At 324 Medea merely steps closer to Creon and
extends her arm toward his knees, in what Gould calls a figurative
supplication (see Gould (1973) 77, and 85-6 on this passage). Creon
says ‘you are wasting your words’ because only words have so far
been used. Only at 336 does Medea fall at Creon’s feet and grasp
his hand. The latter seems preferable. In either case, it is uncertain
when Medea releases Creon and stands up again, but this probably
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happens at 351, since the ritual seems to require her to maintain
contact until Creon consents in 351. See Gould (1973); Kaimio (1988)

49-61, esp. 51.

324 w1, npdg o€ yovatwv: doubly elliptical, lacking the verb with
un (e.g. ToUTto 8p&onis) and the verb governing ot (ikeTevw); the latter
omission is common when 1pds is used with the gen. in strong ap-
peals in the sense ‘by your knees (chin, hand, etc.)’. The earnestness
of the appeal is perhaps also marked by the double resolution in the
line (PM 19). The intrusion of the enclitic o between the preposition
and the noun governed by it is an example of the tendency of enclitic
words in Greek (as in some other Indo-European languages) to attach
themselves to the first word of the clause, regardless of syntactic or
semantic affinity (see Barrett on Hipp. 10 & y&p ue ©Onoéws mais; also
250—1N.).

THg Te veoyapov xopyg: in addition to supplicating by knee or
chin or hand, one may supplicate in the name of someone especially
dear to the person who is supplicated.

326 aibéonu Awrag:  for aidcds as the proper attitude of the suppli-
cated toward suppliants, compare Hipp. 335 oéBas yap xeipds aidol-
uar T6 gdv (with Barrett’s note), and (for anyone confronted with a
suppliant to the gods) Hcld. 101 eikds 8eddv ikTiipas aideiobal. See also
348—gn. and Cairns (1993) 277-8.

327 &IAG yap o oé xtA. ‘Yes, because my affection goes not to
you more than to my family’. 0¥ y&p $1A& ot would also have fit the
metre, but the word order chosen here highlights ‘loving’ as the topic
and puts ‘you’ in stronger contrast with the ‘house’.

328 & marvpig: the apostrophe here and in 332 and the exclama-
tion in g30 are all signs that Medea is withdrawing from dialogue
contact with Creon, temporarily abandoning her plea (this makes
more sense if she is still standing than if she is at Creon’s knees: 324~
51n.). Creon nevertheless makes capping remarks to the first two lines
and reacts to the threatening third one with a direct order.

329 ydp: as often in stichomythia, a speaker assents to the state-
ment just made by the other speaker by giving a reason for agree-
ment: Denniston 73-4.
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$irtatov modd: the notion that one’s own homeland is dear or
beloved is a commonplace: Phoen. 359, 388, 406—7, Hcld. 506-7, fr.
360.53—4; for rating this love before or after that of children (or pa-
rents) see also Erechtheus fr. 1 TGFS.

331 Ornwg dv, olpat, xai mapastd®oiy toxat ‘{no, the nature of
love varies), I suppose, in whatever way events in fact attend one.’
Compare 627—-44 (the chorus contrasts excessive love with a moder-
ate and safe experience of Aphrodite), and the motif of the bitter-
sweet nature of love, e.g. Sappho 130 L-P "Epos ... yAukUmikpov
&uayavov Spmetov; Hipp. 347—8 (PA) Ti ToU8 & 81y Aéyouotv &vbpco-
Tous ép&v; | (TP) ABicTov, & Tai, TauTdv &Ayevdv 8 &pa.

332 0g aitog: ¢oTi is understood, and the clause introduced by
the simple relative is equivalent to an indirect question (although it
can also be analysed as a relative clause with the antecedent ‘the one’
implied): Smyth §2668.

333 w pataia: 15I1-2n.

334 movolpev nueig xtAh.: Medea reacts sharply to Creon’s com-
plaint about his ‘toils’, emphatically spitting the word back at him:
the sense is either ‘“Toils are what I have, and I have no shortage of
them!” or (Elmsley’s idea, with a bitter jest) “Toils are what I have,
and I have no need of more (from your supply)!’ xexpnueba in the
sense ‘be in want of” governs the gen. while xexpnuévous (347), ‘ex-
perience’, governs the dat.

335 vax frequently introduces in tragedy threats of physical vio-
lence that are not in fact carried out, but forestalled by argument or
intervention (Aesch. Supp. 906, Ag. 1649, Soph. OC 834, Eur. Hel. 452,
IA 311, Cycl. 210).

¢E dmaddv yelpés ‘by my attendants’ hands’; the addition of
xe1pds reinforces Piai, since Xeip itself may connote the use of force
(LSJ s.v. 11.5.d—e, 1m.6.¢).

®aeBnoni:  future passive of wBéw, ‘push, thrust’.

336 pn 8fjta TolTé y: Bpdomis or keAevonis is understood; the
ellipsis in passionate denial is perhaps somewhat colloquial (Hel. 939,
Phoen. 735, Soph. Phil. 762, 1367, five times in Aristophanes).
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avtopat: this is Wecklein’s correction for aitoUuai, which lacks
the needed object of the thing asked for (see Diggle (1994) 283—4). On
the action accompanying this line, see 324—51n.

337 OyAov mapéEerg ‘you're going to make yourself a nuisance’, a
colloquial expression (Stevens (1976) 56).

338 o068’ ... cou Tuxelv ‘to obtain (receive) this from you’ (LS]
s.v. TUyYave B.1.2.b—c). ToUTto replaces un ¢eUyev, the neuter de-
monstrative’s meaning being inferred from the context.

339 i &avd: if thisreading is correct, then aU may be taken as ‘in
turn’, ‘on the other hand’, with the particles conveying exasperation,
‘if you are not appealing your exile, then what in turn is it that makes
you continue to apply compulsion and refuse to let go of my hand?’
Less likely, oy may mean ‘again’ (if Medea grasped Creon’s hand at
324—6 and let it go (at 328?) and then grasped it again at 336), but if
the first supplication is physical instead of figurative (324—51n.), it
would be rather half-hearted. Several editors accept Housman’s i
8al (1012n.), but 8al is a colloquial and informal particle. That might
be suitable if Creon showed signs of relaxing and said simply ‘what
then is it you want?’, but the use of P1agn and the elaborate xoUk
&maAA&oon Xepos suggest continued tension and a serious tone.

Bidgni:  for the compulsive force of supplication, compare Hipp.
325 Ti 8pdus; Pradn, xeipds e§apTwuévn; As long as there is no physi-
cal contact, it is much easier for the supplicated to turn away and
dismiss the suppliant’s appeal. But once physical restraint is present,
it requires a more concrete shunning by the supplicated (or voluntary
withdrawal by the suppliant) to end the appeal, and thus the suppli-
cated whose hand is held may feel more in jeopardy of attracting the
resentment of the gods. See Cairns (1993) 277-8.

xepds: a few recent editors retain x8ovés (MSS), but the emen-
dation xepos is necessary. As in Hipp. 325, reference to clinging to the
hand is needed to clarify the specific sense of Bragni. With x8ovds, if
Creon asks ‘why don’t you leave the land?’ after just acknowledging
that Medea wants to ask for something other than remaining in
Corinth, he would appear to be rather dense.

340-7 contain a perceptible alliteration of m and p, perhaps ex-
pressive of Medea’s earnest tone.
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341 Eupmepavor: the compound here means ‘bring to full com-
pletion’ (guv- as prefix of completion), but in 887 ‘assist in accom-
plishing’ (cuv- of association).

Nt devEodpeda: ambiguous between ‘by what road we shall go
into exile’, ‘in what manner we shall go into exile’, and ‘in what
manner we shall live in exile’; Creon is to understand the first or
third, the audience may also hear the second. Kovacs’ ‘my plans for
exile’ catches the ambiguity in English.

342-3 mnatsiv T &dopunv xtA.:  best taken as object of the phrase
Supmepdvanr $povTida in (unbalanced) pairing with the clause M
$euouneda: ‘complete my planning for resources for my sons’; for
a verb-and-object phrase treated as a verb governing another noun
as object, see Smyth §1612 and Diggle (1981) 58. Some instead take
&dopunv as object of §uumep&va, ‘complete’, in parallel with ¢pov-
Ti8a. Others have preferred to punctuate after wpotip& and thus
make unyavioacbai govern &dopunv, but this requires emendation
of Tékvois (Earle’s Tiva is adopted by Kovacs, but the separation of
Twva from its noun is then unusually large).

oVdev mpoTipdt pnyavicasbar ‘does not care to contrive any
aid at all’ or perhaps, with oU8év doing double duty, ‘does not care at
all to contrive any aid’. wpoTindw implies ranking and preference, so
the word suggests that Jason does not set a high enough value on his
children. In the next episode, Jason does in fact come spontaneously
to offer financial assistance to the exiles (460—4, 610—15).

344 xai eV tou: Tol here probably marks a soothing and persua-
sive tone (Denniston 540—-1).

345 e€ixdg 8¢ adiv: understand éoi: ‘it’s only reasonable that you
should bear good will toward them’. 8¢ o¢iv is Vitelli’s emendation.
The MSS have ¢ikds & éoTiv or €ikds éaTiv, but Eur. frequently uses
eikds without éo0Ti, and the specification ‘toward them’ (as opposed to
me) is very much needed here.

346 tobpob: crasis, ToU époU; gen. of neut. T6 £udy, in tragic style
an approximate synonym of ‘me’, but more weighty and always
widening the reference in some way; here ‘my own situation’. See
Mastronarde on Phoen. 774-7.
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348-9 Tupavvixoyv, | aibobpevog: kings and tyrants are assumed
to be self-willed and unaccustomed to taking into consideration the
interests and feelings of others. aidds is essentially a quality of social
tact, in that one shows ai®ds in acknowledging the status of others by
limiting one’s own behaviour, as in a woman’s modesty in the pres-
ence of males or a youth’s silence and physical deference in the
presence of elders; see in general Cairns (1993). Absolute rulers are in
a grossly unequal (superior) social position in which aidcs potentially
plays no part. But Creon has been manipulated by Medea into al-
lowing his sense of aidds to come to the fore.

349 moAAa &% SiédpbBopa ‘I have often managed matters
ruinously.’

352 1 ’'modoa Aapnag ... Oeod ‘the coming [émoloa, prodeli-
sion: PM 10] torch of the god’, ‘tomorrow’s sun’; for 6eds of the sun,
see Diggle (1994) 405—6. The periphrasis adds solemnity to the
warning.

354 Aéhextor pifog dPeudng 68e:  phrases like eipnTan Adyos are
formulas of conclusion and are sometimes the last words of speech
(see Mastronarde on Phoen. 1012). The variation we see here is, how-
ever, not a simple ‘I’ve no more to say,” but a declaration of the
certainty of the threat just made.

355—6 Nauck deleted this couplet because he found Creon’s rea-
soning absurd and he took 354 to be a formula of closure; Diggle has
followed him. What we have here, however, is a forced claim of con-
fidence, self-deceiving and tragically ironic, that fits well with the
bluster and vacillation that Creon has shown.

356 TL ... @v $6Pog p’ €xerr ‘any of the terrible things that I
fear’, lit., ‘anything [of those things] fear of which possesses me’.

358-63 Instead of a couplet from the chorus-leader to articulate
the episode at the departure of Creon, the chorus chants a brief pas-
sage of anapaests (if 357 is kept and 361 deleted, g metra and a con-
cluding paroemiac): see SE 1, PM 22. This kind of minor interlude
within an episode is not very common, but Eur. uses it twice in this
play (see 759-63n.). In both cases there is sharp contrast between the
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chorus’ naive understanding of the situation they have just observed
and Medea’s true intention, revealed just after the anapaestic pas-
sage. Thus Medea’s difference from the norm and her manipulative
power are underlined.

358-7 The transposition puts ¢eU ¢e¥ in its normal position for
Eur., who otherwise has this exclamation at the opening of a speech
or sentence (there are a few cases of parenthetic ¢eU ¢¢U in lyric pas-
sages of Aesch. and Soph.: Sept. 135, Ag. 1483, Cho. 396, 4j. 958). The
words 8uoTave yUvan (SuoTnve Diggle, because these are normal
chanted anapaests) are missing in part of the MS tradition; after ac-
cidental omission, the words were presumably restored in the wrong
position: Diggle (1994) 266-8.

358 peréa...ayéwv: gbn.

359-60 Ttiva mpog Eeviav | ... 7 xBova: with the deletion of
361 (see n.), the chorus follows up ol Tpéym with more specific
questions with the same verb understood: ‘to what relationship of
guest-friendship or to what house or land ...?’

360 y08ova swripa xax®v ‘land providing rescue from your trou-
bles’; the appositive noun cwTfipa is treated as an adjectival modifier
of x86va: for other examples see Mastronarde on Phoen. 1569 (paoTov
... IKETIV),

361 [éEevpnoeic]: the verb is most likely an addition made by a
reader or actor who did not understand the adjectival use of gwTfipa
in 360 and so added a verb that could govern it as a predicate noun
(the interpolator may also have failed to take Tiva wpos with all three
nouns, understanding ‘what house or land for guest-friendship ...%).
For this type of syntactic addition, compare the addition of 8w in
some ancient copies at Phoen. 167. Kovacs keeps the verb and accepts
the minority reading wpo§eviav, but this noun (found in Pindar) is not
attested in tragedy or comedy, perhaps because it was too closely as-
sociated in the Attic context with the official diplomatic language of
the city.

362-3 xAbv8wva .|.. xaxdv: the metaphor of a ‘sea of troubles’
is common in tragedy: with kAUSwv also Tro. 696, Soph. OT 1527,
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Acsch. Pers. 599 (and scven passages with édayos). Sce Introd. 2( f).
By an artful interlacing, the two words referring to Medea are en-
closed in the phrase ‘inextricable sea-swells of wocs’.

364 wxaxég ménpaxvar ‘the situation is bad’, ‘the fortune that has
been experienced is bad’, with an impersonal passive use of Tpaoow.
Cf. Rhesus 756; Acsch. Ag. 551 has €0 y&p mémpaktar. For the imper-
sonal passive in Greek sce K G 1125 Anm. 2, Schwyzer 11.239-40
(Smyth §1746 is somewhat misleading).

avtepei: supplctive future of &vTiAéyw, more common than
&vTIAESW.

365 obti TadvTN Tadra, wn Soxeité nw ‘by no means will these
things go along in this path {that you expecet), don’t assume that
yet’. A verb like yevfjoeTtan or eiot is understood. The brief elliptical
and alliterative phrase 1s an cflective token of Medea’s hidden
strength, answering (bitingly?) to the more regretful alliteration in 364.

367 7toloi xndedoaciv: presumably poctic pl., ‘him who made the
marriage-tic’ (Creon), since Jason is included in 366 vupdiors, ‘new-
lyweds’. kn8eUw has a very general sense ‘form a (marriage-)tie’ and
can have bridegroom or father of the bride as subject.

spixpoi: this form is archaic and poctie, also used frequently by
Plato, while the Attie orators generally avoid it in favour of pixpés. In
tragedy it is probable that forms without initial sigma are used only
when metrically required (Diggle (1994) 146).

368 BSoxeig yap av pe: postpositive &v is attached to Sokels as the
first word of the sentence (note the order of precedence of the three
postpositives), but syntactically it goes with 8wmeUoat, the indircet
form of é8ckmevoa &v (contrary-to-fact condition, with the condition
in participial form). Cf. 250-1n.

369 €i un T xepdaivovoav: because of its use in many elliptical
expressions in which it can often be translated as ‘cxcept’, € un be-
comes frozen as a unit, and so is used herc with the conditional par-
ticiple instead of plain uf (as a clause it would be & un 71 éképSoavov).

370 ov8 ... 008 ‘I would not even have spoken to him, nor yet
would I have touched him with my hands’ (not the same as oUTe ...
oUTe . ..).
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xepoiv: dat. (cdual) ‘with my hands’ rather than gen., ‘(touch) his
hands’, sinee this dat. is very common in tragic style with verbs of
grasping, holding, and touching (compare already the supplication in
1l. 20.468 fTTeTO XeipETI YoUvwy, 10.454 §), and the supplicant uses
both hands but need grasp only one hand of the supplicated person.

371 €6 tocoltov pweiag ddinero: sce 56m.,

372 €Eov ... &éXeiv: acc. abs. part. of an impersonal verh (Smyth
§20706), ‘although it was possible for him to disarin my plotting’. For
the sense of éAelv, compare the meanings ‘seize, catch’ and ‘capuure,
overcome’; for Poudedpata as object of such a verh cf Hdt g.2.2
£e1s amovws dmavta T ékeivwv Poulepata. T&W is from T& épd
(crasis).

373 €exBardévri:  the object pe is understood from Té&u in 472.

eépfinev: for the sense ‘permit, allow’ see LS) s.v. &pinur 1.,
Soph. Il 631 twweidn oot Y’ édpfika wa&v Aéyeiv. The MSS read &éiikev:
although &¢inm can take an epexegetie inf, such that the meaning is
almost ‘permit’ (LS] s.v. 1v.1), this applies only in contexts where the
sense of dismissal and sending away from oneself is present, as it is
not here. (See Diggle (1994) 284-5, who also gives exx. of &¢fk-/
agfik-confusion in MSS; also 633-5n.)

374 TP€lg ... vexpolg: vekpous is predicate ace.: ‘inake three of
my cnemics into corpses’. I line 262 is deleted (as argued above), this
is the first open statement by Medea that she intends to kill all three
of her enemies, but Creon said in 287-9 that he had heard of her
threats against all three (the nurse also mentioned the danger of Me-
dca’s vengeance, but the specific reference to Creon and his daughter
is widely regarded as not genuine: 37 45n.). Medea’s enumeration
maintains in the audicnee’s mind the false expectation that Jason will
be a victim of his angry wife, like Agamemmnon. Eur. puts no objec-
tion or comment on the wider plan in the chorus’ mouth at this point
or in the next stasimon.

379-80 arc alinost identical 1o 40 135 see 37-45n. for the argument
that 40-1 are spurious. Both lines are integral here: the reference
to ‘many ways’ in 376 and the aporia émoian mpdTov in 377 arc
clearly rhetorical preparation for the consideration of more than one
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alternative; the standard pair of fire and sword (see Mastronarde on
Phoen. 1557-8) are contemplated as separate possibilities, then an ob-
jection is raised, so that Medea must turn in climactic fashion to
poison as means. Deletion of 380 (Willink (1988)) spoils the rhetorical
development and removes the preparation for 393—4.

Although Medea has just mentioned three victims, the idea of
sneaking into the bridal bedchamber and using a sword apparently
accounts for two victims, Jason and his bride. In hearing so briefly of
this rejected plan, an audience has neither the time nor the pedantry
to ask how Medea would then kill Creon.

381 &év Tz €5 Tis is often indefinite, ‘some (unspecified) one’, ‘any
one at all’, but sometimes, as here, more definite or emphatic, ‘a
certain single thing’ or ‘just one thing’: compare Her. 207 &v Ti &
fyodpan co¢pdv (IT 999, if sound), Lysias 31.1 émweidn 8¢ oUuy &v T
povov dAA& TOAA& ToAunpos éoTiv, Xen. Oecon. 2.10 6pd y&p o€ . .. &v
T1 TAOUTNPOV Epyov ETIOTEPEVOV TIEPIOVTIQV TTOLETY.

npocavtes ‘(serving as) a hindrance’ (305n.).

382 §époug dmepPaivovsa ‘entering the house’, with the prefix
Umep- implying crossing over the threshold (see Barrett on Hipp. 782—

3)-

383 Onow Tolg époig éxBpoig yéAwv ‘I’ll afford my enemies an
opportunity for mockery.” It is usually male heroes, engaged in a
contest for recognition and supremacy, who are extremely sensitive
to the possibility that their enemies may have a laugh at their ex-
pense (see esp. Soph. djax 79, 303, 367, et passim, Ant. 483, 647). The
theme of escaping mockery, repeated from here to the end of the
play, is thus a part of Medea’s engagement in male categories of value
and social standing: Introd. 2(8). (See Knox (1964) 30—1.)
véiwv: for this alternative acc. form see LS 5.c.

384~5 xpaticra..|. éXelv: understand éoTi, ‘it is best ... to de-
stroy them by poison drugs’; the neut. pl. predicate adj. with inf. as
subject seems to be an archaic construction, retained esp. in poetry
and Thucydides (Smyth §1052; K-G 1.66-8).

v eVBelav: adverbial acc., ‘along the straight path’, ‘by direct
means’, used as if a fem. participle meaning ‘proceeding’ and refer-
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ring to Medea were present. Compare Aesch. fr. 195.1 eUBeiav Epme
TNHvSe (sc. 68v).

Nt ... | codoi parista: the relative clause anticipates papudxols
rather than defining Tfv el8¢iav; both adverbial elements are vague
and create rhetorical ‘suspense’ that is resolved by ¢appdxois: ‘using
the means in which I am most skilled, kill them with poison’. With
the emendation co¢oi, Medea is speaking only of herself (for masc.
pl. of Medea alone, see 314—15n.): she is by nature skilled in magic
drugs because of her descent from Helios and kinship with an exotic
family (Circe 1s her aunt). The MSS have oco¢ai, which gives ‘in
which we women (in general) are by nature skilled’, but this is neither
true nor as pointed, although the use of drugs and poison, as a learned
skill, was associated with females rather than males in male-domi-
nated Greek thought.

386 xai by rebvact ‘granted then, they are dead’; for this force of
xai 87 compare Hipp. 1007 kai 81 16 o@ppov ToUuov oU Teiber o™ iTw,
Hel. 1059 xai 87) Tapeikev: elTa wds &veu vedds kTA.; see Denniston 253
(imaginary realization).

387-8 yijv dovdov ..|. napasydv ‘by granting {to me) a land
that allows no seizure and a home reliably secure’; LS]J s.v. &oulos 11
is somewhat misleading. The general assumption in many Greek
mythic narratives (and to a great extent in real life in the separate
poleis) is that a foreigner has no rights except through a personal lo-
cal representative or by consent of the local authorities. Thus a crim-
inal or an enemy could be pursued and seized in foreign territory un-
less the locals objected. This need for protective refuge is answered
for Medea by the opportune arrival and ready consent of Aegeus
(663-823n.).

388 pvoetar Todpuov Sépag ‘will protect my person’; the verb is
future of épUopan/pUopan (LS] épuw (B); cf. épuna 597, 1322); tragedy
often uses &épas in dignified periphrases, among which are éuov déuag
and oov dépas. ToUpdy is from 16 Epdv (crasis).

391 On the interlaced word order see LS 35.

392—4 Medea reverts to the plan of direct violence, ignoring
the obstacle pointed out in 381-3. Such an inconsistency is better
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understood in terms of narrative or dramatic goals of the text than in
terms of psychology or elaborate inferences about a character’s un-
expressed reasoning. Here the audience is left with the impression
that Medea’s use of drugs is not yet completely planned out, and
suspense is maintained about what exactly is going to happen.

394 7TOAung 8 eipr mpog to xaprepov ‘I'll go forth to bold vio-
lence’, literally, ‘I’ll advance to the forceful part of daring’, probably
a metaphor from moving forward toward the enemy in battle. xap-
Tepov implies brute force, and is contrasted with 86Aos also in Prom.
212—13 @5 oV KaT 1oXUvV oUBE pos TO kapTepov | Xpein, SoAwr 8¢, Tous
Umrepoyovtas kpateiv, Hdt. 1.212.

397 ‘Exatnv: Hecate is a minor goddess who is associated with
doors and pathways, especially crossroads, and has connections with
the underworld, ghostly epiphanies, the night, and the moon. On
account of the latter aspects she is also a patron of witchcraft. This is
the only allusion to the goddess of magic in the play, a sign of Eur.’s
restraint in showing the sorceress aspect of Medea: Introd. 2(c);
contrast the treatment of magic in Seneca’s Medea, where Hecate is
named four times. In Greek cult Hecate was worshipped outdoors, in
streets, and at crossroads, so Medea’s statement that the goddess dwells
within her house, virtually in displacement of Hestia, conveys both an
exotic transgression of the norm and a special personal intimacy.
uuyoi¢ vaiovsav: locative dat. without preposition (LS 11.2).

398 xaipwv: oU xaipwv with a future indicative verb is a widely
used idiom for ‘you won’t get away with doing X’ or ‘he’ll be sorry
for doing X’ or the like (LS] s.v. xaipw 1v.2). Medea’s resolve and ve-
hemence is conveyed rhetorically by the long oath separating o¥ in
395 and yaipwv here.

399-400 mixpovg ... YApovg, | mixpov 8¢ xfidog: the emphati-
cally placed predicate adj. mixpds, strengthened further here by ana-
phora, is found in other threatening expressions (again of the ‘you’ll
be sorry!’ type); compare 1388 mikpds TeEAeuTds THOV EpdV yduHwv
i8wv. For other exx. see Mastronarde on Phoen. 9g49—5o0.

400 duyag epag xBovég ‘my exile from this land’ (mikp&s is un-
derstood).
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40x—7 Medea addresses herself, strengthening her own resolve. At
this point in the play, there is no hint that Medea is rcluctant and
that such self-exhortation is needed to overcome hesitation. But this
rhetorical stance shows a woman capable of stepping back to obscrve
herself and thus prcpares for the more cmotionally fraught instances
of self-address in 1056-8 and 1242—50.

401 &AX ela often marks a shift from comment to command or ex-
hortation. LSJ gives ela with smooth breathing, but thc rough
breathing is established by ancient papyri of Sophocles (Mastronarde
on Phoen. g70).

$eibov pundév: also in Hec. 1044, Her. 1400, Soph. 4j. 115, Ar.
Birds 987.

undev Ov éniotacar: attraction of the relative, ‘nonc of the
things that you know’.

402 Poulevouvoa xai texvwuévn: this first participle recalls Bou-
AevpaTa in 372, and the other is the third appcarance of the form in
34 lines (371, 382). Following thc name Medea, they allude to thc
apparent etymological mcaning of her name: cf. undopar, unsdea.
Greek poets are fond of alluding to thc suitability of thc (actual or
forced) etymology of a proper name: see Dodds on Bacch. 367 and
Griffith (1978) 84 n.s,

403 ¢Epr’ &g TO Setvov' viv aywv edpuyiag: the latter half of the
line certainly evokes miltiary action and the bravcry to which mcn
are exhorted before battle (e.g. Tyrtacus fr. 10.13-18, 11.3-6 Wcst),
and the first half too perhaps alludes to advancing toward dreadful
battle (Kovacs: ‘Into thc fray!’), although a more gcneral scnsc seems
present in Soph. fr. 351 doTis 8¢ TOAPNI TTpdS TO Bervov EpyeTa, | Spbh
pév 1} YAQoo' toTiv, &opaltis 8 6 vous.

404 vyYélwTta ... odAeiv: for Medea’s concern with being mocked
by enemies, see Introd. 2(b); é¢pAiokdvw (aor. dAov), ‘incur’, has a
technical legal meaning (581n.), but is often used metaphorically with
undesirable objects like yéAws (LS] s.v. 11); see also 1227n. for an ex-
tended use of this idiom.

405 Zicuvdeiotg: a contemptuous synonym for ‘Corinthian’, sincc
Sisyphus was once king of Corinth; he was a notorious trickster,
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clever with deceptive oaths, so perhaps there is some implication of
Jason’s faithlessness. The adj. is also contemptuous in /4 524, but
there it alludes to the nasty story that Laertes was a cuckold and that
Odysseus was begotten by Sisyphus (as also Soph. 4j. 190, Phil. 417,
1311).

yvapoug is dat. of cause (a subclass of instrumental dat.), Smyth

§1517.
406 &mo: anastrophe (LS 24).

407 éniovacat 8¢ ‘and you do know how’ (sc. to plan and devise
wiles). This adds nothing significant, merely sets the stage for the
addition that follows. The rhetorical force is similar to ‘and apart
from your knowledge, there is also the fact that ...’

mpdg: here adverbial, ‘in addition’.

407-8 meddxapev yuvaixeg ‘we have been born (and endowed
with the nature of) women’; in favour of the interpretation of yu-
vaikes as predicate (with Elmsley and Paley) are parallels like /7
1061—2 yuvaikés fopev, PprAdPpov AAANAIs Yévos, owifey Te KO
Tp&ynaT dodparéoTaTal, fr. 276 yuvaikés éopev: T& pév Skvewl viko-
peba, T& & oUk &v fpdv Bpdoos UTrepParortd Tis (cf. below 823, 89o).
Some editors print no comma after yuvaikes and some interpreters
take the noun as subject (‘we women are by nature ..."), as is true of
yuvaikés Eopev in 231 above and Andr. 353.

408-9 &g pév €6OXN dpunyavortatal, | xaxdv §& navTwy TéxToveg
sodwrarar ‘completely without resources for noble actions, but the
most skilled contrivers of every form of harm’. With éc6A& Medea
refers bitterly to the displays of valour on which men pride them-
selves (248-52), from which women are excluded by the restrictive
conditions of their lives, leaving them only with the arena of kax&
(underhanded and ignoble actions) in which to compete (see von
Fritz (1959) 59—62 = (1962) 361—4). This final generalization is a kind
of defiant appropriation of a misogynistic stereotype (263-6n.), and
the notions of competition between genders and the unfair position
of women prepare for the themes of the following stasimon. The
similar endings of 407 and 408 (homoioteleuton) are reinforced by
the further contrast of &é66X and kax&v (Fehling (1969) 314).
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g10—¢5  First stasimon

Choral songs often step back from the action and speeches just wit-
nessed through the use of opening devices such as gnomic state-
ments, myth, and apostrophe. In addition, a stasimon (SE 2) may
hark back to the opening of the previous episode rather than take off
from its end (cf. the first stasimon of Soph. OT). Here the chorus and
audience have just been made privy to Medea’s plans for violent re-
venge, but the Corinthian women at this point show no response to
the revelation. Instead their subject is the moral crisis caused by
Jason’s betrayal of his oath to Medea and the change in gender-
relations that this implies for the whole Greek world. The women
thus not only reinforce the passionate cries about justice and oaths
that they heard from Medea in the parodos but also accept and ex-
tend Medea’s assertion, offered in her first speech on-stage, that the
relative positions of men and women are unfair. Ironically, caught
up as they are in the mythical moment of their drama, they proclaim
the arrival of a new discourse about women and men, while with its
wider perspective the audience understands that this anticipation of
female fame is doomed to frustration. In accord with a structure
common in many choral odes, the second pair of stanzas shifts more
particularly to Medea with initial oU &. Even in this part, however,
they continue to echo complaints made by Medea in the first half of
the previous episode and to elide the plotting of violence that ended
it. Thus the song functions on several levels: the theme of Jason’s
treachery is given great prominence (it is not merely a personal
offence against Medea but a more general one against the gods and a
Greek cultural institution); dramatic tension over the revenge-plot is
deferred so that the attention may be focused for the moment on the
themes to be explored in the following agon; the chorus’ skewed re-
sponse attests to the manipulative power of Medea, and may reflect
what might be called a moral disconnection of the chorus from the
actions before them.

In the opening stanza the trickery and faithlessness of men are
regarded as a symptom of a world turned upside down, a world in
which the traditional misogynistic discourse will be reversed. The
second stanza particularizes the source as specifically the authorita-
tive poems of the male-dominated tradition, and the singing women
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(who are in fact, by Greck theatrical convention, men dressed as
wonten) paradoxically present their own sex as deprived of the skill
for poctry, but assertively point out that women poets would be able
to construct an equivalent anti-male discourse (424n.). The third
stanza then addresses Medea to rehearse her disadvantages, but the
moral complaint of the first stanza returns insistently in the first two
lines of the final stanza, with its Heslodic echo of justice abandoning
a corrupt world. The final stanza thus reiterates in miniature the
structure of the first three stanzas.

Metre

‘The first pair of stanzas is written in dactylo-epitrite (PM 27) and
appears to consist of six periods in seven lines, perhaps a slow and
dignified movement, with pauses closely matching the largely asyn-
detic sentence-structure. The dactylic element is probably meant to
recall epic (and perhaps narrative choral lyric such as the work of
Stesichorus), since one theme of these stanzas is the representation of
women in the authoritative poetry of the past (note also the epic tags
in 410 and 425, other epicizing features in 423). The second pair also
features cola with mixed single-short and double-short rhythm, but
their character is acolic (PM 26), and the stanza is built of only two
or three periods, with the extended length of the final period perhaps
expressive of greater emotion. The final period is analysed by some
without word overlap, giving the sequence telesillean, 3 hagesichor-
cans, rcizianum; such a scquence of hagesichoreans would be com-
parable to sequences in the parodos (131—213n.), but because this
would involve triply repeated period-end without rhetorical pause, it
seems slightly less attractive than the division shown here (see Stinton

(1990) 331-2).

Y —VWuUu—uvuU=- = =-u- -

&vew TOTap®V iEpQdV XwpoUor Tayai, g410—11 xD—e—
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oU y&p év GueTépal yvopar AUpas 424
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414 D—
425

415-16 e—=D—c—-

426-7

417-18 E—-¢
428-9

419-20 D—c, ba
430-1

432 1a, aristophanean
439

433—4 aristophanean
with triple dactylic
extension (ar3d)

4401

435 telesillean
442

436 telesillean
443

437 glyconic
444

438a glyconic
4452
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—vu-vu-—|l
pas &TIHOS EAaUVNIL. 438b pherecratean
ocwv Bépoiciv éméoTa. 445b

410-11 &vw ... ywpodow: the imagining of a violation of the
natural order to express surprise, shock, or outrage is a common
figure of Greek poetry (the so-called adynaton, cf. in general Canter
(1930), Dutoit (1936); on this passage Dutoit 16—18). The notion of
the reversal of the natural flow of water is taken up in many later
examples in Latin poetry: see Sentieri (1g19) 180o—1. The phrase &vw
ToTaudyv was proverbial for reversals (cf. Radt on Aesch. fr. 335), but
it is unclear whether the proverb was a shortened version of a phrase
structured like Eur.’s phrase here (motapdv dependent on a noun) or
was self-standing (motapdv depending on Gvw); if the latter, then
Eur. playfully quotes the proverb and immediately creates his own
syntactic variation.

motapdv iepdv: the epithet is traditional (0d. 10.351, Hes. Theog.
788), but has specific relevance in 846 and probably here as well,
since allusion to the divine power in the rivers suggests the cosmic
significance of their change of course.

413 av8pdor pév: this pév is balanced by &8 in 414 Tav & Epdv kTA.
(‘my’ implies ‘of us women’ in contrast to ‘men’), not by 8e&v &.
There is no contrast between ‘men’ and ‘gods’ here (see next note);
rather, 412—15 follow 41011 in explanatory asyndeton (LS 28), spec-
ifying the change in human affairs that causes the chorus to posit
cosmic reversal. Thus a colon is preferable at the end of 414, and
Elmsley’s 6edv 7 has some attraction. &vdpdot is dat. of posses-
sion, ‘men have deceptive counsels’. Since deception is associated
with women (408-gn., 419-20n.), the present claim reverses a
stereotype.

413-14 0Oedv .|.. niotig ‘{men’s) pledges made in the name of
the gods’, with the gen. as in 8e®dv dpkos (Hipp. 657, 1037 dpkous Ta-
paoxwv, MoTiv o¥ opikpav, Bedv; Soph. OT 647). This clause is a
restatement in negative form of the same thought as the preceding
clause.

414 dpapev: 322n.



COMMENTARY 243

415-16 tav...|dapar ‘Common report will turn my life about,
so that it has good fame.’ éxewv is epexegetic. The interlaced word
order is typieal of high-style lyrie. The future is Elmsley’s emenda-
tion of transmitted oTpépouat: responsion of short to long in this an-
eeps position would be aceeptable, but the future goes better with the
following €§¢1 and An§ouc’, and the present might be a little too con-
fident. It is also possible to take oTpéyouor as intransitive (LS] s.v. D),
yielding ‘ecommon report will turn about, so that my life has good
fame (or so that good fame holds my life)’, but it would be unusual
for such a long result-infinitive phrase to precede the governing verb.

417-18 yéver: dat. of advantage shading into dat. of goal of mo-
tion (LS 11.b).

419—20 duoxédadog $apa: the ‘ill-sounding repute’ alludes to
the misogynistic tradition in Greek poetry, including the treatment
of Clytemnestra in the Odyssey, Hesiod on Pandora (Theog. 570-8g,
WD 60-95) and women in general (Theog. 590—612, WD 373-5, 698—
705), Semonides (fr. 7 West) on the types of women, Aleaeus 42 L-P
on blameworthy Helen, the myths of the first stasimon of Aesch.
Cho. (585—-651). In Greek thought woman herself is a dolos, and cun-
ning and deeeption are in many eontexts marked by assoeiation with
the fernale rather than the male: see Detienne and Vernant (1978);
Zeitlin (19g6), chs. 2 and 3.

423 Upveboar: fem. nom. pl. present active partieiple of Unvéew,
supplementary participle with Afyw, a synonym of mavw. For the
contraction see LS 1.e and Barrett on Hipp. 167, who notes that in
other cases the unusual eontraetion oceurs in poetie verbs not native
to Attic. That explanation does not apply here, where the form is
chosen for cpic colouring to suit the subjeet-matter of these lines.

amigtoouvav: extant only here in literature, coined as a metri-
cally eonvenient and weightier alternative to &mioTia.

424 vyap: as in 122, the connection is imprecise: ‘they will cease
what they always did in the past, and they were able to do what they
did before because Apollo gave poetie skill to men, but not to wom-
en’. As with the nurse’s eomplaints about musie (19o-204n.), the
chorus’ elaim does not aceurately fit the poctie tradition known to the
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audience, in which there were at least a few female poets (Snyder
(1989)\. Sappho. Praxilla, and Telesilla wrote earlier than }Medea, and
possibly Corinna as well (her date is disputed: West (1990), Stewart
(1998) 278-81). Of Sappho enough survives for us to detect at times a
distinctly female, or anti-male, point of view; for the others any such
judgment must remain highly speculative (McClure (1999a) 36-7
with refs.).

424-5 Adpag|...0éomv dodav ‘god-inspired song accompanied
by the lyre’, with a loose gen. of connection; 8éomv &o1dav is a ver-
batim imitation of the Homeric line-ending applied to Phemius and
Demodocus in Od. 1.328, 8.498.

426—7 PoiBog aynrwp peréwv: for this concept compare the
epithet MouonyéTtns and the splendid description of Phoebus leading
the Muses in Hom. Hymn Ap. 182—206. fiynTwp is a specifically epic
word, used only here in extant tragedy — another bit of deliberate
epic colouring.

érmel ‘since (if the gods had granted poetic skill to us women)’.

avrayxne av ‘I would have sung in opposition’ (aor. of &dvrnyéw
with Doric alpha).

430—I ToOAA& pév apetépav avdpdv te poipav eimeiv: the con-
struction is unbalanced, starting as if the contrast were to be ToAA&
uév auetépav (poipav), ToAA& 8¢ &vBpadv poipav, but using Te instead
as if the phrase were ToAA& Guetépav Te Avdpdv Te poipav. TwOAAG is
the object of Exe1, and eimelv is epexegetic (with acc. object in sense
‘say about’).

432 oV & this narrowing of focus to the particular individual
(often, as here, the actor present on stage) is a typical strategy of
choral odes, whether the preceding lines are generalizations or first-
person statements of the chorus (intended as ethically exemplary) or
other comments on the situation: see 656, 848, 990, Andr. 302, 790,
Soph. Trach. 126, El. 1084, etc.

433 pawopévar xpadiat: dative of manner, ‘with heart crazed
with love’; the same phrase occurs in Hipp. 1274, also of one stricken
by love, and was earlier applied (without ref. to love) to Oedipus in
Aesch. Sept. 781; compare paivéAai 80wt in Sappho 1.18 L-P, ¢peoi
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uavopévniaw in Il. 24.114, 135 (Achilles) and paivopévais ¢paciv in
Pind. Pyth. 2.26 (Ixion).

434—5 &8Vpoug opicaca Iévrov | métpag: the ‘twin rocks’ are
the craggy shores of the Bosporus. épicaca, ‘marking the boundary
between’, is used with a pregnant force typical of tragic style (esp. in
lyric: LS 31) to imply ‘travelling between’ (LS] misleads by turning
this implication into a separate rubric). Compare Aesch. Supp. 5446,
where Friis Johansen and Whittle explain avrtimopov yaiav ... bpife
(of To) as ‘mark out the boundary of Asia by giving her name to the
Bosporus’. The aorist participle is here ‘coincident’ with the action in
émAevoas (LS 14). For 818upos treated as an adj. with two endings see

LS 5.d.

436—-7 8¢ avav | §pou xoitag 0Aésasa Aéxtpov: lit., ‘having lost
the bed of your husbandless marriage-tie’, with the modifier used in
a proleptic sense, hence, ‘having lost your marriage-bed, which is
now abandoned by your husband’. koitas AékTpov could be a case of
tragic fullness (synonymous defining gen., as Ale. 925 AékTpwv koiTas),
or koitas may add (or clarify) the implication of sexual union. For
proleptic adj. in attributive position with article, see Soph. OC 1200
TOV oGV adépKTwV OppaTwv TnTwuevos, ‘being deprived of your
eyes, which are now sightless’.

438 avwpog: the adj. may carry a connotation from its use in con-
temporary civic/legal discourse (‘without citizen rights’, ‘punished
with diminution of civic rights’), in which case it contributes to Me-
dea’s assimilation of male prerogatives (since ‘civic rights’ belong to
and are lost by Athenian men, not women), but its primary force is to
pick up &vavspov and refer to Medea’s abandonment, a dishonour-
ing of the role of wedded wife (20n.).

439—40 This couplet clearly recalls Hes. WD 180-201, the de-
scription of the future deterioration of the Iron Age that will bring
destruction from Zeus: esp. 190—1 oU8¢ Tis e¥dprov XApis ETTETQI OUBE
Sikaiov | oUd" &yabol, 192—4 Bikn & év xepoi: xai aidws | oUx éoTal,
BAGyer 8 6 xakds TOV &peiova ¢pdTA | pUborot okoAiols Evémrwv, el &
Sprov SpeiTal, 197-200 kai T6Te 81 Tpds "OAuptrov ... iTov TpoAl-
wovT &vBpwtous | AiSos xai Néueots.
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439 BéPaxe: the absolute use of perfect BéPnka to mean ‘has dis-
appeared’, ‘is gone’, sometimes even ‘is dead and gone’, is a man-
nerism of tragic style (cf. tragic use of oixopau, 226n.).

xé4pts suggests both ‘charm, enchanting force’ and ‘amiable re-
ciprocal connection/attitude’.

440 EANdSi ta peyarar  ‘in the {whole) widc expanse of Grecce’
(locative dative without preposition, LS 11.a); Eur. uses the same
phrase in Tro. 1115 and has in /4 1378 ‘EAAGs 1) ueyiorn maoa. The
prosaic use of this phrase for Greek Italy (Magna Graecia) is first
extant in Polybius, but he describes it as a name used at the time of
the Pythagorcans (late sixth and early fifth centurics).

441 aibepia § avémva: the adj. has predicative forcc, and likc
many Greek adjs. of time and position is equivalcnt to an adverbial
phrase (eis Tov aifépa). avémra is third-person sing. aor. act. of &va-
mévouat (cf. 1 Siamwracban).

442-4 ovte ... ter for this unbalanced combination (mainly a
poetic construction), see LS] s.v. oUte 11.4.

443—4 weBoppica]abar poxbwv: cpexegetic inf., ‘you do not have
available your father’s house, to shift to a ncw anchoragc there, clear
of your toils’. See 258n.

napa: because of the separation of this word from both ool and
8dpoi, it cannot be determined whether it stands for wapergr (with
plain separative gen. as in 258 or as with peopuiel in Ale. 797-8) or is
the preposition in anastrophe with péy8wv (eici being easily undcr-
stood with goi ... 8dpor).

444-5 ‘And another woman, a royal princcss, superior to your
wedding-bed (or marriage), has taken control of your house.” &\Aog
with noun in apposition is uscd idiomatically (296n.): not ‘another
queen’ (like you), since the chorus, unlike the nurse, does not dwell
on Medea’s royal parentage and trcats Mcdea like an ordinary
woman. With goi & at the head of thc sentence, T&v 7e (Elmsley for
transmitted T&v8e) AéxTpwv can be taken as ‘your bed’, gen. of com-
parison, with the most common meaning of xpeicowv. Some have
interpretcd xpeicowv rather as ‘mistress of” or ‘ruling over’, as if
synonymous with xpatoUoa (the gen. is then virtually objective), and
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have translated ‘your marriage’ (although ‘Jason’s marriage-bed’
might also be understood). But this construction is not sccurely es-
tablished (1079n. and Appendix). Porson’s o®v 7e (preferred by
Diggle and Kovacs) would make the standard construction as gen.
of comparison almost unmistakable and would add emphasis to
Medca’s ownership of what the princess is usurping. &méoTta is
strong (intransitive) aor. of épioTnu, with Doric alpha; for the sensc

see LS] s.v. B.L

440-026" Second episode

This episode is dominated by the agin logon, a standard dramatic form
in Sophocles and Euripides (SE 3a; sce further Duchemin (1945),
Lloyd (1992)). The agin commonly presents antithetic views of a
major conflict. The form has analogues in the serious business of the
Athcnian assembly and courts, but also in the practice of the con-
temporary higher cducation in argumentation and speech-making
offercd by the sophists, in which high value was placed on the ability
to argue skilfully on both sides of a question, to argue for a para-
doxical thesis, or to put forward the best possible arguments for a
position rejected by conventional mores. Euripides’ agon speeches
show a great degree of self-conscious rhetorical structuring and do
indeed appeal to the taste for display and iconoclastic argumentation
associated with the sophists. But in the best examples, as here, there
is also a serious depiction of contrasting modes of life and values (sce
Scodel (2000)). The debate is not designed to depict one party sway-
ing the other through argument, but to show how the speakers on the
two sides lack the basis for mutual understanding and talk right past
cach other. Many dcbates cxacerbate tensions, a result that may be
cvident formally in the argumentative shorter dialogue (somctimes
stichomythic or distichomythie: SE gb) that follows.

446 Action: Jason cnters unannounced and launches into his eriti-
cism of Medea without addressing her dircctly — a brusqueness typi-
cal of the superior attitude he adopts throughout the seene. The lack
of announcement from Medea is unsurprising, since an actor alrecady
on-stage announces a neweomer mainly when some special eagerness
is portrayed. The chorus’ failure to note the new arrival emphasizes
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their concentration on Medea’s plight and close identification with
her position. Even before Jason names himself indirectly in the sev-
enth line of his speech, his identity will probably be obvious to the
audience from his rich costume, his age (as indicated by his mask and
hair), and his arrival from the direction of Creon’s palace. It is un-
certain whether Jason is attended by silent extras: see Introd. 3.

446-7 A general observation as prelude to a specific application (to
Medea, 448 ocoi yd&p) is a rhetorical strategy very common in speech
in many genres (so e.g. above 215-25, 231—52, 294—302) and is some-
times used as here in contemptuous criticism of an opponent (e.g.
579-84, Hipp. 616—51, Andr. 184—6, 319—24, 693—703).

447 -tpayeilav opynv: proleptic object (37n.); so again ’lacov in
452

448 mapov: acc. absolute (372n.), ‘although it was open to you to
keep dwelling in ...’

449 xobdws depolvont xpeicoévwy BouvAevpata: the metaphor
in ‘bear lightly’ is of compliant animals under the yoke (242n.), and
this form of imagery is characteristic of tyrants and overbearing
rulers in tragedy (e.g. Aegisthus in Ag. 1624, 1639—42, Creon in Ant.
291-2, 477-8). In using kpeicoovwy Jason presupposes a strongly hi-
erarchical relationship, whereas Medea has been emphasizing the
relationship between peers sanctified by pledges and oaths (Introd.
2(a) and (b)). PovAevpaTa, finally, is the first hint of Jason’s facile as-
sumption that he has deliberated and planned extremely well while
Medea, a woman and prey to her emotions, seems to him incapable
of such action.

450 Abéywv pataiwv: Jason insists on regarding Medea’s resent-
ment as foolish: 457 pwpias, 600 olo8’ ts peTeUtnt kai copwTépa paviil,
614 uwpaveis. Cf. 151—2n. on paraios and 866—975n. on Medea’s de-
ception of Jason by a pretended admission of her folly.

éxmeofit:  EKTITTW serves as the passive of é&xPdAdw, ‘to be cast
into exile’.

451 oudév mpaypo ‘a matter of no consequence’, ‘no big deal’;
probably colloquial, since the phrase occurs also in Ar. Thesm. 244
and several times in Plato (Stevens (1976) 55).
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453 a & ég tupavvoug €éoti col Aedeypévas ‘as far as concerns the
statements you have made against the king’; the relative clause at the
head of the sentence with unexpressed neuter antecedent may be
treated as a kind of acc. of respect announcing a topic vital to the
sense of the main clause. Cf. 547 below, Hel. 1009 & & &p¢i TUpPor
T8 dveardifels waTpds, | Huiv 68 aUTds pibos, and Soph. 0T 216 & &
adTETS KTA,

cot: dat. of agent with the perfect passive verb (Smyth §1488).

454 mwav xépdog Nyod Ymuiovpévy duyfit ‘consider it entirely a
profit that you are being punished {merely, with no more than)
exile’.

455 PBaciréwv: poetic plural for Creon alone, as again in 458
TUpAVVOUS.

456 adnipouv  ‘kept trying to assuage, diminish’. The audience
has only Jason’s word for this claim (Creon made no mention of
Jason’s role in his decision), but in tragedy an audience may be in-
duced to doubt such a claim either directly by an explicit contradic-
tion by another character or indirectly (and so more uncertainly) by
the speaker’s flagrant display of unattractive behaviour. The latter
perhaps applies in Jason’s case.

457 avietg: imperfect of &vinui, in the intransitive sense ‘let up
on’, ‘cease from’ with separative gen. (LSJ s.v. 11.8.¢).

458 éxmesiit xBovég: there is probably something smug in the
repetition of these words from 450, with Toryé&p underlining the con-
clusion of the neatly antithetic demonstration in 451-8.

459 xax tdv8 ‘even in these circumstances’ (literally, ‘even as a
consequence of these things’). k&k crasis, xai éx.

arelpnuwe: perf. act. participle of defective verb é&meitrov/
&meipnka, in the special intransitive sense ‘fail, tire, give up from ex-
haustion’ (LS]J s.v. 1v.3), here with dat. of interest, ‘having given up
on my loved ones’ or ‘failing my loved ones’.

460 06 ocov 8& mpooxomovpevog ‘looking out for your interest’;
compare Andr. 257 xoU 16 obv Tpookéyopat, Phoen. 473—4 with Mas-
tronarde’s note.



250 COMMENTARY
464 xaxdg Pppoveiv: 250n.

465-519 Medea’s speech is a small masterpiece of rhetorical in-
vective, combining clear structure and self-consciousness with a jus-
tified and controlled display of emotion. The proem in 465-74 fea-
tures the strongly emotive terms maykaxioTe, dvavdpiav, dvaidel and
vehement anaphora (467n.) but also evinces the analytic in the two
yé&p-clauses and in the insistence on distinction between terms in 469—
72. The second section of the speech (475-87) forms a kind of narra-
tion (Medea’s services to Jason), but incorporates argumentative
details (citation of witnesses against Jason in 476—7, comment on
her misplaced good will in 485). In the third, directly argumentative
section, 488-515, Medea exposes the injustice of Jason’s return for
her favours, with lively variety (direct address, apostrophe to her own
hand, ironical suppositions, sarcastic use of positive terms like pa-
kapiav, faupaocTéy, mMoTdy, kaAdy), ending with an echo of the open-
ing of the narration (515n.). Finally, there is a typical concluding gen-
eralization in the form of an address to Zeus involving a critique of
the ways of the world 516—19n.). On this speech see Lloyd (1992) 41—3
(but he unnecessarily judges that the emotional qualities of Medea’s
speech are in conflict with her rhetorical control); McClure (199gb).

465 mayxaxiote: this vehement vocative is found twice in Sopho-
cles and seven times in Eur. (who also uses nom. 6 mayxdxkioTos once);
the adj. does not reappear until the Roman period (where many of
the uses imitate or allude to tragic style).

465-6 Tobto yap ..|. xaxév ‘for this is the worst abuse which my
tongue can speak against your unmanliness’. y&p is used because the
parenthetic clause (the vocative leads to the incredulous question in
467) explains why Medea has blurted out the strong epithet (234n.).
oe is the overall object of her insulting address (eimeiv kakév + acc. of
person), and &is specifies the particular area of criticism. For €xw + inf.,
‘be able to’, see LSJ s.v. a.m.1.a. yAwoont is added somewhat re-
dundantly to suggest the contrast word vs deed, as if Medea were to
add ‘since I, a woman, can’t punish your betrayal by physical force’.

467 NABeg ... nABec: for the emotional force of this structure see
LS 36; cf. Fehling (1969) 177. For yeycds see 216n.
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468 is identical to 1324, and such repetition within a single play is
usually suspect (37—45n.). In the latter passage the extension of the
hatred earned by the malefactor (Medea) to gods and the whole race
of men is a due reaction to the killing of the children. Here such ex-
tension intrudes on Medea’s sense of personal grievance and need-
lessly anticipates the citation of the gods in 492—5. The line could
have been added for melodramatic effect by actors, or added in the
margin by a reader.

469 0Opacog: In prose and in a majority of poetic usages 8pé&oos is
opposed to 8&poos/Bappos as rashness and over-confidence to cour-
age and confidence, but for metrical convenience poets sometimes
use 8p&oos in the ‘good’ sense, as here.

470 Spacavt évavtiov BAémerv: the inf. phrase is in apposition to
T08; SpacavTta agrees with the unexpressed subject, and évavtiov is
adverbial acc. For the ‘mid-line caesura’ with elision, see PM 17 (with
footnote).

473-4 &YW Te yap AéEaca ..|. xAbwv: the interlaced word-order
in the first limb (ABba) lends emphasis to the participle and verb,
which are answered chiastically in Aumrfiomt kKAUwv. Koudplobnoopat
has a medical connotation, reinforced by its pairing with Aumfonu.
AuTront is passive in sense, a normal use of the so-called ‘future
middle’ form (Smyth §§802, 807—9; Schwyzer 1.756).

Avmnont xAbwv  ‘you will feel pain as you listen to it’; West
(1984) 174 argues for aor. xkAvwv here on the ground of parallelism
with the preceding aor. Aé§aca, but the present aspect is better in
accompaniment with the feeling provoked by hearing (cf. West (1984)
176). See 678n.

475 & Tdv 8¢ mpwtwv mpdrov: it is common for Euripidean
speakers engaged in lengthy argumentation to call attention self-
consciously to the rhetorical structure of the rhesis, esp. in its open-
ing phases, emphasizing their control of themselves at a moment of
great tension and implying the efficiency and completeness of their
argument (Lloyd (1992) 19—36, esp. 34—5; Scodel (2000), esp. 134,
138-9). In the narration (8i1ynois) of a forensic speech a litigant will
often claim to tell the whole story from the beginning (e.g. Lysias 1.5,
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12.3, Dem. 21.12). So Medea begins with T& wpé&Ta, ‘our first inter-
actions’. For the juxtaposition TpoTwy Tp&dTOV Ssee 513n.

476 This line was parodied as an example of Eur.’s excessive ac-
cumulation of sigmas in a short space by Plato Com. fr. 29 K-A,
Eubulus fr. 26 K—A. Both here and in Jon 386 (Creusa reproaching
Apollo, &5 y’ oUT Eowoas Tov odv dv odoal o Expfiv) the alliteration
seems to reflect vehemence or exasperation. For statistics on ‘sigma-
tism’ in Greek poetry and evidence for its avoidance, see Clayman
(1987).

éowoa: for the mythic event alluded to, see Introd. 4. The lan-
guage of salvation recurs in 482 and 515, and then in Jason’s attempt
at refutation, 528, 531, 534.

477 TadTév: crasis, 76 aUTO, with optional nu for metrical conve-
nience {though TaUTév is also found in Attic prose, esp. Isocrates and
Plato).

478-9 mepdBévra ... émotatyy | ... onepobvra: the predicate
noun ¢moT&TnY is equivalent to ‘to be the supervisor/controller’ and
is thus easily paired with omepoUvta, the future participle which is
used idiomatically with a personal object of wépmew to express the
purpose of the mission (Smyth §2065). The dependent nouns are
probably to be construed as adnominal dat. {eUyAaiotr governed by
¢moTaTny (by analogy to the normal construction of émoTaTéw: LS
11.c) and gen. TaUpwv modifying {eUyAaion ‘sent to control the yoke-
loops (or by synecdoche, yoke) of the fire-breathing bulls’. If Tabpowv
depends directly on émotatny, which is normally used with an ob-
jective gen., then {eUyAator would be an adnominal instrumental dat.,
a harsher but not impossible construction (Smyth §1510; Schwyzer
11.166).

favacipov yinv ‘the deadly field’, that is, ‘sow the field with a
deadly crop’ (the armed men who sprang from the sown teeth).

482 xteivac® on the various traditions about the killing of the
guardian serpent see Introd. 4. Unless ‘having killed’ is meant as
shorthand for ‘gave you the means to kill’, this detail may magnify
Medea’s service to Jason.

avéayov ool dpaog awtrptov: light is a familiar symbol of salva-
tion from danger and death (e.g. Iliad 18.102, Aesch. Cho. 961 Tépa
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TO ¢&ds i8€iv, Eur. Her. 531 & ¢p&os poAdv marpi). &véxw is frequently
used of holding aloft a torch, so the metaphor that Medea uses
may remind an Athenian audience of Eleusinian initiation, at which
torches provided light in the great dark hall of the Telesterion and a
sudden blazing light in the darkness was a climactic moment in the
path toward ritual salvation.

483 abt  ‘by myself’, ‘by my own choice’, ‘of my own accord’
(LSJ s.v. a¥tés 1.2). Pindar too emphasizes Medea’s power to decide
her own course, Pyth. 4.250 kAéyev Te MA8etav oUv alTéd.

npodolo™ see 17n.

485 mpoBupog pardov 7 codwrépa ‘acting with friendly zeal
rather than wisdom’; it is Greek idiom to use the comparative in the
second limb of such a comparison (Smyth §1080).

486 Gomep dAyiotov Bavelv: the inf. is epexegetic, and &omep
goes only with adverb &AyioTov, a more emphatic variation on ¢s
&AyioTov, ‘in the most grievous manner possible’.

487 wdvrta v’ éEethov Sépov: Medea’s method goes beyond elimi-
nating the particular wrongdoer Pelias: his daughters are made the
agents of his death and (instead of tending his body in ritual mourn-
ing) are responsible for its mutilation. In Eur.’s Peliades, unlike earlier
sources, Pelias apparently had no male offspring (cf. masculaeque prolis
defectu in the summary of Moses Chorenensis, quoted in Nauck).
Thus, ‘destroyed the entire house’ is a justified boast, and the fullness
of the revenge will be matched by how she deals with Creon and
Jason. The variant ¢6Pov (‘I removed the entire source of your fear’,
but ‘from you’ should have been expressed), if not an accidental
substitution, perhaps originated in a pedantic concern about the lit-
eral accuracy of wavta ... 8dpov.

489 mpovdwxag: Tpotdwkas with crasis (editorial conventions
vary; sometimes poU8wkas is printed, with the coronis). See 17n.

490 maidwv yeydtwv: since the culturally sanctioned purpose of
marriage was the begetting of legitimate (male) children to carry on
the family, lack of offspring (assumed, as in many cultures, to be the
woman’s fault) was an accepted cause for dismissal of a wife and
remarriage. Conversely, the provision of an heir normally solidified
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the position of the wife and represented a pledge of a lasting marital
bond (see Mastronarde on Phoen. 16).

491 ouyyvwor: for the neuter pl. predicate adj. with inf. subject
seec 384 5n.

492 oSpnwv 8¢ povdy niotigrecalls 412—13 and 439 in the previous
stasimon, which prepared for Medea’s indictment of Jason. 476-91
made the point that Jason has failed the test of human xé&pis by
returning treachery for benefactions. 492—-5 turn to the oaths and
Jason’s offence against the gods who oversee them.

493 0Beodg ... tovg 10T ‘the gods who were in power then {when
we exchanged our oaths)’.

494 nowva xeicBar Oéoprt Oéoutov/Béoma is a rare and solemn
poetic synonym of véuos, etymologically suggesting fixity, so that
xaiv& may be somewhat paradoxical. The phrase is thus a version of
the common vépos keitar (LSJ s.v. keipat 1v.3), in which the verb
stands in for the perfect passive of Tiénui. For the notion of a change
in the rules of human life established by the gods (treated as an im-
possibility), compare Hipp. 459—61, Her. 655-6.

ta vOv: better taken as independent adverb (Hel. 631, Or. 436,
660, etc.; also T& vOv T&8e, Held. 641, Her. 246) than as attributive
with 8éour.

495 oVvowsBa: ouv- may here be intensive, ‘you know full well’,
or, if the dat. reflexive pronoun is understood, may suggest guilty
knowledge (cf. Latin con-scientia) and imply that Jason could bear
witness against himself. The same possibilities exist in the famous line
Or. 396 f) oUveos, 811 oUvorBa Beiv’ eipyaouévos (in answer to Ti Xpfpa
TAOoXELS; Tis 0" &TOAAUCIY vOGOS;).

497 xai tdvée yovatwvy: this is added in coordination with fis as
another object of éAaupavov, ‘as you also did my knees’; compare oUs
... kai w&Tpav in 503. There is no parallel for taking it with ¢eU: ex-
clamatory gen. and exclamatory voc./nom. arc alternatives never
combined elsewhere.

xexpwiopeda: LS] misleadingly places this under the rubric
‘taint, defile’ (s.v. xpwigw 3), whereas it is simply ‘we have been
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touched (in supplication)’, as in Phoen. 1625 yévarta uf xpwilev éudk
(cf. Hel. 831 oUk &xpwoTa yévar). The negative connotations of the
whole phrase derive from pdrnv and kakoU wpods &vdpds.

498 mpég:  26n.

499 ay demands Jason’s attention again after the brief partial
withdrawal of the self-address in 496-8. y&p then explains why she
has turned back to Jason.

w¢ dpidwt ... xowvacopat: it is a duty of friendship to offer ad-
vice when a friend faced with a problem seeks counsel: so Aegeus is
on his way to his friend Pittheus (685-7); on a more humorous note,
Sostratos consults Chaireas in the first seene of Men. Dysc.

500 Joxoloa pév ti: the rhetorical question is spoken in a dis-
believing tone, and is thus equivalent to a negative statement, ‘not
that I am expecting that I’ll get any benefit from you!” The emphasis
on SoxoUoa leads to the postponement of the interrogative (LS 35).

501 dpwg 8% understand kovdoopar or Aé€w.
daviji:  second sing. fut. mid. of $aivew, ‘you’ll be clearly shown
to be’ (understand &v with aioyiwv).

504 xaAdg Yy av ouv: the two particles mark kaA&s as ironic: ‘Oh,
they’d receive me really well’; see Denniston 449, and compare 588
below, where kaAds y’ accompanied by olpat has a similar tone, and
514 KaAOv Y.

507 xaféatny: kabBéoTnka, ‘I have become’.

508 8pév, ooi features an uncommon position for punctuation
(793n.), which here contributes to the emphasis on coi (5p&v is not
particularly emphatie, since it can easily be anticipated).

509 mwoAlaig: dat. of reference, ‘in the eyes of many’, ‘in the
judgment of many’.

paxapiav: the cpithet alludes bitterly to the portion of the wed-
ding in which the bride was pronounced blessed by her kin and their
guests (makarismos): Garland (19go) 221. Cf. 957 pakapiat vipéni.

510 &vti t@dvde ‘in return for these favours’ (performed in Col-
chis and Ioleus, 503-8).
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512 €i ¢evBopai ye: the particle makes the condition virtually
causal and implies that this is the only fact that really matters (Den-
niston 142).

513 @ovy povorg: this rhetorical strengthening by juxtaposition of
different forms of the same word is called polyptoton or paregmenon
(for similar exx. see Fehling (1969) 182).

514 »adév y: ironic (504n.).

515 7 T écwcd ge: short for éué Te f) o’ éowoa. Medea ends the
argument with Jason on the note with which she began the exposi-
tion in 476, with éowod& o’ (ring composition). What follows is a gen-
eralization, a typical feature of closure of tragic rheseis, esp. agin
speeches: see Friis Johansen (1959).

516-19 contain a suggestion for better arrangement of the world
that is typical of Euripidean characters (190—204n.). With the direct
address to Zeus, this case is one of those in which the gods are criti-
cized most explicitly as responsible for the imperfections of the world:
cf. Hipp. 616—24, and for the poetic tradition of prayers to Zeus that
are critical or even insulting, such as /l. 13.631—g, Theognis 37380,
731—-52, see Labarbe (1980) and Pulleyn (1997) 196—216. Since the
Hesiodic view of woman is that she is the quintessential fair surface
concealing a false interior, what Hippolytus calls kip&nAov ... kxakév
in Hipp. 616, Medea’s use of this imagery in complaining about Jason
is an aspect of the overturn of tradition heralded by the chorus in the
previous stasimon. For comparable passages, see 220n. Most similar
is Theseus’ complaint in Hipp. 925—7 ¢cU, Xpfiv PpoToiot TV $piAwv
Tekpnplov | ocadés T kelobar kai idkyvwoiv ¢pevdv, | doTis T &AndAs
EoTtv &5 Te uf didos.

516 ypuaool: tragedy uses metaphorical language from coinage,
but avoids direct allusion to coins, maintaining the distance of the
heroic age by referring to uncoined metal and especially to gold as a
medium of exchange (classical Athens issued no gold coins, only sil-
ver, and temporarily at the end of the Peloponnesian War silver-
coated bronze). See Easterling (1985) 6-7; Seaford (19g8).

6¢ xifdnrog Mz in tragedy a general relative clause may some-
times have the subjunctive without &v, a construction inherited from
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Homer (Smyth §2567b; Bers (1984) 142-64). kiP8nAos properly de-
scribes adulterated metal, and in Greece the adulteration usually
took the form of concealing a base-metal interior within a noble-
metal shell. The analogy between deceptive coinage and deceptive
human speech, behaviour, or character was widespread (as early as
the sixth century if certain passages of ‘Theognis’ are that old, and
found in Herodotus and Democritus closer to the time of Medea). See

Kurke (1999) 53-8.

517 Texunpl ... cadfi: Eur. uses this combination also in Hipp.
925 and fr. 382.2, and Xenophon has it thrice. The tests used in
classical Greece for purity of gold and silver included the more
elaborate process of melting and heating and more widespread, ac-
cessible tests such as visual inspection, ‘ringing’ for aural clues
(kwBwviLe), use of a touchtone (Bdoavos), and precise weighing in a
balance. The primary reference here is probably to the touchstone, a
rock on which the tester scratches both the coin/metal to be tested
and a known sample in order to compare the colour of the traces: see

Lord (1g36-37); Bogaert (1976).

518 av8p®dv may be taken with both Tov kokév (partitive) and
owpaTl (possessive).
Sietdevar:  see the passages cited in 220n.

519 xapaxtnp (< xapdoow) is the design stamped on a coin to
identify it as the official issue of a polis, thus certified to be of the
proper purity and weight; but it was in fact possible to counterfeit the
stamp, as is proved by an Athenian law of 375/4 (Stroud (1974)). Meta-
phorical uses of this term begin in tragedy and fifth-century prose.

520-1 Major rheseis in tragedy are usually followed by a couplet
spoken by the chorus-leader, allowing the performance to ‘sink in’
before it is answered by an opponent or followed up with further
questions. In agon-scenes, the leader’s contributions often are rather
bland or comment on the vehement spirit of the argument rather
than on the facts of the case, pointing up the contrast between the
intensely involved heroic characters and the remotely involved ob-
servers. This couplet is more relevant to a long-term perspective on
the situation than to the details of Medea’s speech.
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520 8ewn tig: the addition of Tis to the adj. here makes it more
emphatic, ‘quite terrible’.

521 ocupPaiwe €pLv:  see 44—5N.

522-%5 Jason’s speech answers Medea’s in many details, as is often
the case with debates in tragedy. 522—5 are a self-conscious opening
that carries invective against Medea’s vehemence (seen esp. in her
opening lines 465—72). Medea began with her role as saviour (475-6),
so Jason in §26-33 first diminishes this role, by attributing sole credit
to Aphrodite and assigning Medea’s action to compulsion rather
than voluntary choice (cf. 483, 488). To Medea’s claim of benefac-
tions Jason next opposes in 534—44 the benefits she has herself re-
ceived from him: this is the most telling passage for the wide gulf
between his understanding of the world and hers and for the chal-
lenge of the play to conventional thinking, as Jason takes for granted
points that have already been convincingly denied by Medea and the
chorus (superiority of Greece and its laws and justice, importance of
being recognized as co¢n, paramount value of 86§a). 545-6 provide
a self-conscious transition, and then 547-67 give an extended reply to
489—91, arguing that his remarriage demonstrates multiple virtues.
Finally, he reduces Medea’s motivation to sexual jealousy alone
(568-75), ending in a complaint about the arrangement of the world
that answers her conclusion by its restatement of the Hesiodic cal-
umny. The language of profit, economics, and commerce (Introd.
2(f)) is used insistently by Jason: 5§27 vaukAnpias, 532 axp1fés 8nc0-
pai, 533 wvnoas, 535 siAngas, dédwkas, perhaps 533 eUpnua nupov,
560 cwawifoipeoha, 561 TévnTa, 565 eUdaipovoiny, 5§66 AU, 567 ovij-
cat. This is in sharp contrast to Medea’s concentration on salvation
and on traditional values such as loyalty, philia, and adherence to
oaths. Similar contesting world-views espoused by exemplary charac-
ters may be seen in Sophocles in the contrasts between Ajax and
Odysseus, Philoctetes and Odysseus, and Antigone and Creon.

522 R xaxdv Ovat Aéyewv:  ¢Uvan, a poetic synonym of yevéoBa,
here ‘prove myself, show myself’ is inf. with 8¢7; pf kaxdv is litotes
for &yabov, so this is an alternative phrasing of 8eivds Aéyerv, ‘skilled
at speaking’.

523 vadg is gen. sing. of vaUs with Doric vocalism (see LS 1.c).
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olaxoctpédov: given its numerous islands and lengthy coastline,
it is no surprise that in ancient Greece similes and metaphors from
seafaring were common (cf. Introd. 2(f)), and directing the course of
a ship was a skilled job, often metaphorical for political leadership.
Greek ships of the classical period were steered with dual steering-
oars (mn8aAia) fixed on either side at the back of the ship, each con-
trolled by a tiller bar called oia§, but the latter term was also applied
to the whole assemblage. See Casson (1971) 224-8 and figs. 146, 147,
179. The man in control of the helm is termed xuPepviTns, or (in
poetry) TpupvnTRS, olakoaTpdPos or oiakovopos.

524 axpoiot Aaidoug xpaomédoig ‘by using just the very fringes of
the sail’; that is, the sail is rolled up (using brails: 278n.) almost com-
pletely on its yard, leaving only a small surface exposed to a strong
wind; this is the prudent sailor’s practice, referred to with the verbs
ovoTéAAetv and U¢ieoBai, while an imprudent sailor, eager to sail
faster, leaves too much sail exposed, risking capsizing or damage to
sail and mast.

525 TNV 6NV ctépapyov ... YAwaooaiyiav: the etymological play
and reinforcing redundancy is mocking in tone, ‘your uncontrolled
incessant tongue-blather’. The suffix -apyos in oTéuapyos apparently
derives from the form yAwooapyos (extant in a Pindaric frag-
ment and 7rGF adesp. 562), which is formed by dissimilation from
yAwooaAyos. Apart from the Pindaric use, both roots are found only
a few times in the tragic texts and then in much later Greek.

526 xai: the particle could simply add emphasis to Aiav or
Aiav Tupyois, but it may be what Denniston 297 calls responsive
xai in inversion, ‘I for my part, since you also on your side build up

’

527 Kvunpwv: because the name ’A¢ppoditn has a metrical shape
that is difficult to fit into strict iambic verse (WU — —), it is confined to
lyric passages until the later plays of Euripides, and instead Kumpis,
‘the goddess from Cyprus’, is the name more commonly used in
tragedy.

vauxAnpiag: Jason means by this simply ‘voyage’, in the ex-
tended meaning of the root vaukAnp- found elsewhere in tragedy; but
its etymological and everyday meaning refers to shipowning and
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trading by ship, so within Jason’s speech an undertone of ecommer-
cial, unheroic aetivity may possibly be heard.

528 owrepav: on the repetition of this motif in the two speeches
see 476n.

fedv Te xavBpwnwy povnv: this is an extreme claim by Jason,
typical of eristic rhetorie, for in traditional versions Jason had the
important support of Athena and Hera; moreover, for the Greeks,
acknowledging the favour and support of the gods did not exelude a
simultaneous recognition of the importance of any special human
achievement (e.g. £l 8go—2 Beous pév fyol mpdTov, "HAékTpa, TUXNS
| &pxnyéTas Tfiod), eita k& émwaiveoov | TdV T&VY Beddv Te Tiis TUYNS O
UTnpETNV).

529 ool & Eoti pév vobg Aemtég: the uév-clause, as often, has
concessive foree: ‘as for you, you do have, to be sure, a subtle mind;
but ...”. In Homer AewTn) as an epithet of ufiTis means ‘scant, weak’
(/1. 10.226, 23.590), but in the fifth century the adj. denotes an intel-
leetual quality admired by some, probably under the influence of
‘Sophistie’ notions of mental agility, and denigrated by others. The
adj. occurs a few times in Eur. and, along with AemtoTns and Aem-
ToAoyelv, is mockingly associated with Euripides and Soerates in Ar-
istophanes’ Clouds and Frogs. Subsequently Aertos/AemTadéos became
a catchword for the refined and subtle style of Alexandrian poets: sce
Cameron (1995) 323 with n. 104.

529 émipBovog Adyog SierbBeiv mg ‘It is a story invidious to go
through in detail {to tell) how’; the inf. is epexegetie.

531 t6Eoig apVxrorg: for Eros’ inescapable arrows sce 633-5n.,
635n. Strengthening fjvayxacev, this phrase elearly reinforces Jason’s
35 g g Y ) P y

point better than the variant wévwv &pukTwy (going with éxodoa).

532 axpLBdg avTo Bncopar: probably a term of accounting: ‘I
shall not make too exact an entry of the item’ (implying that an exact
entry would give all credit to Aphrodite and none to Medea).

533 vY&p obv cmphasizes the essential point, ‘where you really did
help me’ (Denniston 446), but the context implies that this was not so
much, so the compliment is backhanded.
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@vnoag: aor. of dvivnui, ‘benefit, help’; cf. aor. act. inf. édvijox
in 567; for the middle intransitive use see 1025, 1348.

534 Y€ pévtow: g5n.
ThH¢ €ufig owtnpiag: gen. of exchange (76n.), ‘in return for my

being saved’.

535 ¢ €éyw Pppacw: note the self-conscious reference to the per-
formance of the argument, and compare 522-5, 548—50; see 475n.

536—8 Jason smugly refers to the superiority of Greece and its laws
to barbarian lands and their lack of justice. Although this reflects a
xenophobia or sense of ethnic superiority that can be paralleled in
other contemporary texts, it would be wrong to see this as proof of
tragedy simply reinforcing the dominant ideology of the culture in
which it is written, for the claim is certainly undercut here by the fact
that Jason’s betrayal of his oaths has been described in terms of total
moral decline in Greece (439—40) and that Medea has no legal re-
course for bringing him to justice (see also Introd. 2(c)). The denial of
‘Justice’ to barbarian lands results from two types of opposition be-
tween the Greek polis and non-Greek communities: on the one hand,
there are tribes and nomads who lack polis-culture and may lack
written laws as well; on the other hand, there are the eastern king-
doms and empires with highly organized societies in which the
Greeks notice most of all the absolute power of one ruler, which is
antithetic to the ideology of the classical polis. See in general Hall

(1989).

538 un mpog ioyvog xapwv ‘in a way that does not give free reign
to force’ (literally, ‘not with a view toward gratification of force’). Cf.
Hesiod’s fable of the hawk and the nightingale in WD 202—-12 (also
192 Sikn & év xepoi) and Odysseus’ question about those he encoun-
ters (e.g. Od. 6.120-2 f} P of y" UPproTai Te kai &ypior oUSE Sikalor, | Ne
$1ASEe1vol kai odiv voos EoTi Beoudns;).

539-40 TwebovT ... copnv xai §6Eav éoyeg: this is another de-
tail that is particularly ill-suited to the addressee of the argument,
since Medea explained earlier (292—305) the disadvantages of repu-
tation and of being brought up to be, or being believed to be, wise/
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clever. For the high value ascribed to fame, see next note and com-
pare Cassandra’s paradoxical consolation of Hecuba in 7ro. 394—
402.

542—4 Jason reveals his primary commitment to fame, honour, or
glory by putting it ahead of other possible goods in life. Medea cor-
rectly taunts him on this in 5g1—2. The goods mentioned in this pas-
sagc suggest the tripartite scheme of human values and pleasures that
is familiar in Plato and Aristotle, but is already implied in an anec-
dote about Pythagoras related in Diogenes Laertius 8.8 (‘he said that
life is like a festival gathering: just as some come to this to compete,
others for commerce, and the best people as spectators, so in life
some are slavish pursuers of fame or of great wealth, but those who
love wisdom are pursuers of truth’) and is identified in Pericles’ ora-
tion in Thuc. 2.40.1 by Rusten ad loc. Here gold stands for the life of
wealth and bodily pleasure; poetic skill as a subspecies stands for the
life of the intellect; and Jason’s choice is clearly the life of honour.

542 ¢€in: foraprayer of this type, see 123—4 with note; here a noun
subject is coordinated with inf. subject, Uuvfioa, ‘the ability to sing’.

543 ’'Opdéwe xdAAov: either ‘more beautifully than Orpheus’
with adverbial k&AAov, or ‘sing poetry more beautiful than {that of )
Orpheus’ with adjective and compendious comparison (Smyth §1076,
K-G 1.g10-11). There is some irony in Jason’s referring to Orpheus,
famed for his loyalty to his wife Eurydice; see Mezzabotta (1994).

544 €t pn’nionpog M TOXN yévorto por  ‘if my lot in life should not
turn out to be conspicuous’; note the prodelision in pf émrionuos (PM
10).

546 apAdav ... Adywv: this quasi-metatheatrical acknowledg-
ment by the character of the nature of the debate scene is found in
other Euripidean agin-scenes as well: Held. 116 mpos tolTov &ywv
&pa ToU8e ToU Adyov, Hipp. 971 Ti TalTa cols dumAAdpar Adyors ... ;,
Supp. 427-8 émei § &ydva kai oU Té6VE fywviow, | dxou* &uiAdav y&p
oU Tpoudnkas Adywv, Andr. 234, Her. 1255.

547 a8 ... wveidisag: ‘in respect to the reproaches you made’;
for the construction see 453n.; here the introductory idea is picked up
by &v Té18e.



COMMENTARY 263

548 8€ifw ... yeywg ‘I'll demonstrate that in this matter I have
been first of all wise, etc.” For the nom. supplementary participle
construction see Smyth §2106. 8eifw probably evokes the common
use of &mobei§w, émBeifw, and deifw in oratory, where it reflects the
speaker’s self-consciousness of his argumentative task. Jason’s dem-
onstration is mostly about his prudence in arranging a more secure
future; this is what he is most proud of and this is the point he
concludes with in 567 p&v BeBouAevpar kakds. The proof of being
owdpwv lies only in his claim not to have acted from desire for a new,
young sexual partner. His ‘friendship’ is closely based on his unilat-
eral and self-centred planning for the future.

550 G&AX €y’ fjouyog: predicate ad). with intransitive éxe, like Eng-
lish ‘stay calm’ or ‘keep calm’. The same phrase occurs in Hipp.
1313, JA 1133, Ar. Clouds 1244, Wealth 127; compare Or. 1273 &poPos
éxe and the phrase X’ &tpépa(s). Medea has reacted physically to the
outrageous peyas ¢piAos, as if about to break in on Jason’s speech. It is
impossible to judge how busy or how statuesque the movements and
gestures of thc bystanders (actors and chorus) were when another
actor was performing a long rhesis; but they may have been in gen-
eral less frequent, less mimetic, and less distracting than might suit
the taste of many modern directors, actors, and audiences. Occa-
sionally, when a gesture is highly significant, it is referred to in the
words of the speaker, as here. The gestural style of the speaking
actor himself was varied and probably became more lively in the late
fifth ccntury and fourth century: see Aristotle Poetics 1461bg4—62a1,
Pickard-Cambridge (1968) 171-6.

553 7To08 ... ebpnp: eUpnu here has a pregnant sense, not simply
‘plan or idea (discovered)’, but ‘plan to remedy {my distress)’, as in
Hipp. 716 ebpnpa 81 11 THiode ovpdopds éxw. Although Todd might
refer to the whole content of 552 and be objcctive gen., it is more likely
gen. of comparison, preparing for f| yfipai (same sequence of ToU8e
and i with inf. in Held. 297, Supp. 1120, cf. Lys. 10.28, Plato, Crito 45c).

555-65 This whole passagc runs on from the nom. subject of yfjua
in 554, first with negated causal participles, then after &AA& with the
balancing purposc clauscs. In English one may simply supply ‘I did
this’ to introduce 555.
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555 0VY, Nt oL xvilni, cov pev éxBaipwv Aéxog ‘not — the point
by which you are nettled — because I loathed your bed’; the pre-
pended clause is in apposition to the idea of the following participle
phrase (compare 384). The quick reference to Medea’s sexual jeal-
ousy prepares for 568—72.

557 €i¢ &puiAdav moAvtexvov omoudnv Exwv ‘setting my heart on
a competition [sc. with other men] to beget a multitude of children’.

561 mévnTa dpedyel nag Tig Exmodwv didov: for the idea that bad
fortune and poverty lead to abandonment by friends, see Phoen. 403
T& $idwv & oUdtv, fv Tis SuoTuyi, Her. 55—g (with Bond’s note on
55—7), Theognis 20g—10 oUBeis To1 PpeUyovT $pidos kai TioTdS ETaipos:
| Tfis 8¢ $puyfis tomv ToUT &vuinpoTtepov; for the effect of poverty see
also El 1131 TévnTas oUdeis PoUAeTar kT&cBan pidovs. This last line is
the inspiration for Driver’s emendation ¢iAov, which gives a sharper
point and more elegant wording than the MSS’ ¢idos (and in any
case if the friend is to be the subject, then w&s Tis ¢idwov would be the
more idiomatic expression).

563—4 volowv éx cébev téxvoig | ég tadto Beinv ‘I might hold
them in the same esteem as my sons by you’; Téxvois is best taken as
dat. with TaUT6 (Smyth §1500), though it cannot be excluded that it is
also felt to be a dat. of interest with oweipas.

565 €b8aipovoinv: the sing. may strike us as very self-centred, but
it is fully consonant with Jason’s attitude in the speech, and this fea-
ture should not be softened by emendation (eUdapovoiuev Elmsley).
There is also a naiveté in this claim, similar to that in Jason’s praise
of Greek justice and law (536—8n.). The audience will have been
aware of myths in which murder and strife afflict children born of
different mothers (for instance, the murder of Phocus by Peleus and
Telamon) or second wives persecute the children of the first wife (for
instance, Ino and the first children of Athamas, Idaea and the first
children of Phineus; apparently Medea herself in Eur. Aigeus, fr. 4, ‘a
wife married second is somehow hostile to previous children’). More-
over, there were presumably in Greek culture real tensions in blended
families (Garland (1990} 259—61).

raiSwv: Jason apparently means ‘additional children’, corre-
sponding to what he says of himself in the next line; but the line, so
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baldly expressed, can also be heard ominously as ‘what need have
you of (our present) children?’, as though they are more dispensable
to her than to him.

i is postponed because of the contrastive force of coi Te ... &poi

Te (LS 35).

566 Adewr: idiomatic impersonal use (LS] s.v. v.2), ‘it is profitable’,
‘it is worthwhile’, a shortened form of TéAn Avel, ‘it discharges a debt
or assessment’, the origin of the prosaic AvoiTeAéw and AvoiTeAns.

téxvolg: persons may be used in the dat. of means, as here,
when they are regarded as instruments. But it is indicative of Jason’s
cold and calculating approach to human relationships that he uses
this construction.

567 <& {dvT  ‘living’ in contrast to ‘those who will be born’ (in-
stead of in contrast to ‘the dead’) is an unusual usage, perhaps again
chosen by Eur. for an ironic effect at Jason’s expense, who has no
idea at all that the boys could be in danger (though the nurse was
able to sense this).

oviicat:  533n0.

p@v BePovrevpal xaxdg: PV (a contraction of ufn olv) here
expresses incredulity at the thought of a positive answer: ‘surely, I
have not laid my plans badly, have I?’ (On the use of p&v in general
see Barrett on Hipp. 794.) The verb used here is significant, for Me-
dea will throw it back at Jason in her deception (874, 882, 886, 893);
moreover, the root PouvAev- has been and will be instrumental in
Medea’s own course toward revenge and matricide (37, 317, 372, 402,
769, 772, 1044, 1048, 1079; see Introd. 2(a)).

569 &g tocobtov fixed ‘you women have arrived at such a point’
(that is, of overvaluation of the sexual tie); compare English ‘you go
so far’. Further exx. of this idiom in Mastronarde on Phoen. 1328. See
also 56n.

570 mavy éxewv  ‘to be fully satisfied’, ‘to have all one needs or
could desire’, compare 732 below, Jon 1018, Rhesus 605, Soph. Ant. 498.

573 tibesbe ‘consider, regard’ (LSJ s.v. n.1).
xefiv ‘it ought to be the case’ (but is not) — imperfect of un-
fulfilled obligation, Smyth §§1774-8. Compare the uses in similar
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complaints about the arrangement of the world (190—204n.) by Hip-
polytus and Theseus, Hipp. 619, 925. Hippolytus has a more detailed
version of Jason’s fantasy of reproduction without women, Hipp.
618—24.

yéap: the implied connection seems to be ‘I criticize women
so vehemently because I can imagine a better arrangement without
them, but as things are they make life miserable.” Cf. 122n.

575 YobTwe: crasis, kai oUTwWS.

576~8 The chorus-leader recognizes the split between the rhetori-
cal skill of the speech (eU . .. é&kdopnoas) and the morality of its claims;
this was a major concern in late fifth-century attitudes toward the
professional rhetorical training offered by the sophists. Compare the
famous choral couplet that follows Eteocles’ praise of tyranny/king-
ship, Phoen. 526—7 oUk €0 Aéyev xpf) pf) " Tois Epyors kahois: | oU yap
kaAov ToUT, &AA& Tt iknt Tikpdv (see Mastronarde ad loc.).

577 xei mapd yvopnv épd  ‘even if what I shall say is contrary to
your judgment’, ‘even if I offend you’; that is, the leader will be
forthright in criticizing the male hero, unlike the many choral com-
ments that are deferential to the powerful. Aesch. 4g. 931 768 eime pf
Tapd yvounv époi, ‘tell me this without concealing what you really
believe’, suggests that if yvcopn were that of the chorus leader instead
of Jason, the meaning would be ‘speak contrary to what I really think’
(unsuitable here), not, as Verrall claimed, ‘contrary to my better
judgment’, ‘indiscreetly’, which seems quite inapposite to the stance
of the chorus.

578 mpodolg ... o0 Sixawa: for judgment of Jason as betrayer
and unjust, see 17n.

579 woAAa moAdoig: expressive polyptoton (513n.); ToAAdQ is acc.
of respect, ‘in many respects’, ‘in many judgments’. See 1165n.,
Fehling (1969) 182.

580 épol ‘in my judgment’, ‘to my mind’ (dat. of reference).

codog Aéyewv is a variation on dewds Aéysiv, found also in fr.
189.2; cf. Rhesus 625 voeiv codds, Soph. fr. 524.7 €U dppoveiv copd-
TEPOS.
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581 Cnuiav 6dpAioxaver: both words have technical legal mean-
ings, ‘incurs a penalty’ assessed as a fine on conviction of a charge in
court.

582 avxdv: not ‘boasting loudly’ or ‘saying brazenly’, but ‘be-
lieving (over)confidently’ or ‘feeling (unjustifiably or foolishly) confi-
dent’, as dle. 95, 675, Held. 333, Tro. 770, Bacch. 310 (see Barrett on

Hipp. g52-5).

583 €oti & obx Gyav codog: relying on the unstated premise that
wrongdoers cannot be totally and permanently successful, Medea
implies that the over-confident villain will in fact be confuted on some
point and thus lose the protection of his glib rhetoric. This half-line
is reminiscent of Medea’s €ipi 8 oUx &yav oco¢n (305), and in a play in
which the roots co¢-, BouAeu-, and the like are so important the rep-
etition 1s unlikely to be accidental: it apparently points to the fact
that Medea will share with Jason the fate of being damaged by the
results of her own cleverness.

584 ¢ xai oV’ pv vuv: many editors have accepted this as a
continuous clause, as in the other tragic instances of s kai oU (Hipp.
651, Andr. 703, Soph. El 1086), but those passages contain indicative
verbs illustrating the claim made before &s. Here the prohibition and
the presence of ufy vuv (elsewhere always first in its clause) make a
difference, so an ellipsis should be assumed: ‘as your case too illus-
trates’.
evoyuwy yévnt ‘put on a seemly fagade’.

585 éxtevel: fut. of éxTeivw, ‘lay out flat’, apparently a metaphor
from wrestling (or boxing?), though this verb is not elsewhere so used.
Cf. txmetdoovot in Her. 887 of Heracles brought down by Furies.
No proof is available that either verb was a technical term, as
Wilamowitz on Her. 8go declared.

586 xpfiv: 573n. g
587 yapeiv yapov: for this idiomatic internal acc. construction
see 626, 777-8, LSJ s.v. yapéw 1.1, and compare 594n. .

suyiit ¢idwv  ‘in secrecy from your dear ones’, on the analogy of
the more common A&Spai + gen.; compare Hdt. 2.140.1 oryfii ToU
Aibiotros. Medea assumes that her relationship with Jason was one of
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equals, the sort of ¢ihot who share their plans and consult each other
(499n.).

588 xaAdg Yy ... oipar: for thc ironic force of kaAds y’, sce
504n.; for ironie oipat, sec Held. 511, 968.

589 #ntig: the indefinitc relative is uscd with a specific antecedent
because the clausc conveys a characteristic of the antccedent (Smyth
§2496), which may also be regarded as causal (‘sincc not cven now
you ..."); compare 1130, 1234, 1280.

591 oU toltoé o eixev ‘this is not what was on your mind’, ToUro
meaning ‘your conccrn about how angrily I might rcact if you told
me’. Another possible translation is ‘this is not what was restraining
you (from sccking my conscnt)’; but the sense ‘check, restrain’ is
normally conveycd by £oyov, not eixov.

592 mwpog yipag ‘with the approach of old age’, virtually ‘in old
age’ (so too Pindar, Nem. 9.44; but ‘up into old age’, ‘until old age’ in
Supp. 917, Plato, Laws 888c).

oVx ebSoEov eEefarve gor  ‘was going to turn out (229n.), as you
saw it, of insufficicnt status’; the imperfect here is cquivalent in scnsc
to éueAde éxPricecbar (a conative usc: Smyth §18g5a). Jason’s keen in-
terest in high position in the community is cvident in 544, 5524,
562 -5.

593 @7 yvvaixog obvexa: note the disjunction between Mcdca’s
and Jason’s perceptions of the situation: Medea was accusing Jason
of social climbing, but in rcbuttal Jason focuses on her use of Aéxos
and denies only a scxual cause, in fact confirming Medea’s diagnosis
by thc plirase ¢Uooun Tupdvvous maidas (597) cven as he claims he
wanted to kcep her safc. The negative of the indirect statement is pn
becausc it is a strong, cmotional asscveration (Smyth §2725).

594 yhpai pe Aéxtpa Bactréwv: for the inf. of indirect discourse
after oida (much less common than participial construction or 8Ti-
clausce), sce LS]J s.v. €18 B.4 and Smyth §2139 (but thc construction is
assisted hcre by 168’ sincc the inf. can be felt to be in apposition to
thc pronoun). AéxTpa is internal acc., uscd as a synonym of yé&uov: ‘1
madc a marriagc with the royal family’; cf. 140 AékTpa Tupdvvwv with
n., and 587n.
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595 08érwv: nom. by attraction to the subject of ncarby elmov,
cven though logically it goes with pe to balance pf yuvaikos oUveka.

edoau carries an cxtraordinary claim, as though Mcdea was in
danger before Jason sought marriage with the princess (the aor. is
‘rescue from danger’, while the present would be ‘keep sccure’ or
‘maintain in safety’). There is no indication of such danger in Eur.’s
version, although some ancicnt versions (Introd. 4) and many mod-
ern adaptations exploit the notion that Medca is distrusted and dis-
liked by the Corinthians or threatened with surrender to Pelias’ kin.
This scems to be a shameless exaggeration on Jason’s part: not only
did Medea not save him, he has worked to save her.

596 aé: the enjambment and minor punctuation after the first
syllable of the line here seem to reinforce the exasperated tone (793n.).

597 ¢€pupa Swpaciv: the adnominal dat. of interest (LS 11.c) is
uscd instead of the objective gen. seen in 1322 épupa TToAepias xepos.

598 uR pot yévowro Aumpdg ebbaipwv Biog ‘may I never get a
prosperous life that is painful (to my spirit)’; for the need to under-
stand &v with one of the adjs. in brachylogic sentences like this, see
Mastronarde on Phoen. 442 tévng yap oUbtv elyevns &vnp.

599 xvifou: third appcarance of this word within 50 lines (555,
568); the verb of the relative clause is optative by attraction to the
optative of wish of the main clause (Smyth §2186a).

600 o0i00’ B¢ perevEni:  upeTeUxoual, ‘change one’s prayer’, is ex-
tant only here (and in the scholia here). Diggle accepts Elmsley’s
cmendation to aor. imperative pétev§an, which was proposed for
conformity with the idiom olo6” olv & 8p&oov and some similar
phrases, found about a dozen times in Euripides and comedy. In this
idiom an originally interrogative oio8’ &s or oio8’ & has become fro-
zen as a lively lead-in to 8pdoov or other imperatives meaning ‘do’
(Tro1eiTw in Ar. Ach. 1064, Toinoov in Men. fr. 649 K A, olutpaov
in Held. 451). But it is not certain that the idiom should be carried
over to a verb like petedyouar. Eur. has other variations, but with forms
of 8p&v: IT 759 olg®’ 6 Bpdow, Supp. 932 oiod & Spav oe Pouhopal.

601-2 aivesBar ... Soxeiv: the infs. depend on ‘pray’ under-
stood from peteu§mi: ‘pray that what is good never appears to you to
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he paominl, sod it you do not helieve you e onlortnmate wlhen
you luave good Tortme’, Uhe adimonition is weakened somewhat il
Jason hmselt ntters the smperatives (MSS lave gpaivio0w and bérer)
as et diseonnse,

Goq  Ppevkobpac  the contiacted Tutnre is not lound in Aeschyliy
o1 Sophocles, bt Eiry, ke Avistoplimes, nses gru§oOuan and ¢ru§-
o O oy well as nucontiadcted godtopar and grugdmoda. Normally
the choice confonmy to metiical necessity (see 41, 446G, q12), hot here
and i A Ade voq o we hud douBobpar where gosopor would ulso
scany, and in Hhipp. vogy we hind grufoimafa where grugdurofa wonld
scan (bt there i MS vandation v all tnee plices),

Gon  alrdr  second sing, present middle-passive imp, ol alridouan,

hilame’,

GoG=9  Nuoanain verlr is nsed o these lines, as the participles all
depend on the snbject al 1ihov in Gogy, o typical method ol contnming
aned shan g syntactie steture in siichomythia (1.8 2q).

Go6 v yapobaus  the sncastic tone i stengthened by the
imphication ol disheliel v pdv and hy Medea's adoption ol the
active voice ol yapfo (sirited Tor the male: 2Gan,) as she allndes 1o
Jason’ s owit misdeeds: tyon mean by wy taking g wile and hetraying
you?*

608 wal aolg dpala y't  the pnticles provide separvate crplioses,
kad mplying ‘yonr honse too (as well ay the vayal Fanily)' and ye
Cyes, ) nnking the adjoas o viposte ta dpwplvn. Nate that *Jason’s
honse’ fmplies his oflspring: althongh Jason himsell shows na awire-
nesy at all ol danger to his ehildren, the andienee can certainly hear
the ad omen i these words, whether it snspects that Medea hay al-
veady hatehied o plany an (Liter) assimes tot shie thinks ol killing the
childven only after Aegens visit (Intead, w(b)).

odaa ruyyave iy here pust o hetorically more weighty synonyimn
T chids see 77 6a7 and 1S) w.v 1uyxdvw A,

Gog G hete, at the opening ol speech, introdnces a stiong as-
severation, and one niry assnme an ellipsis al 10 To0, *knaw well’, or
the like (Diggle (1981) 88), Cantrast &g hecanse’, *Tar' in Gig,
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xpivodpat ... ta wAclovar the middle-passive kprvodpa meany
‘hspute’, ot with the amplication “alow mysell to e jndged in oo
contest with you'. Jason is simply entting ol Tnrther debure, so 1
wAgiova is perhaps simply aometrically convenient alternative to plain
wAgiova (compare Ko, Tvo 1y, Ries, 78)0 Pape, however, siugpests
that the hplicatian is “the morve that might Tollow?',

611 npoocwdédnpa xpnpdtwy (udve  npoodi Anpa is extant no
where else; xpnudrwv may he taken with Aafhiv as pen, ol sonvce
(‘from my wealth’) or partitive (some ol iy wealth’), or less likely
as a delning gen, with the nonn, tassistinee allovded by my wealth',
Notice that Jason again Talls into o concentration ol quasi linaneial
terns: xpnudtwy, &p0dvwi, kepbawn s,

G6r2z  Ady't the single syllable at line-heginning  with lollowing
prnctiation is chythmically smsnal aod o dis case probably cme-
phitic (794m.).

crowpogr elui is nnderstaod with this adj. here and elsewhere (see
LS g0, and Mastronarde on Phoen, g8 ).

613  obpBoXt symbola are fovrmed from any physical token divided
in two and kept separately hy the parvties to an agrecment ar trans
actian; the two picees conld later he rejoined 1o verily their it and
so anthenticate the ovigin ol o message, Koncklebones and other
small items conld sevve this prrpase,

ol bpdoovaur the Tnt. indicative in o rclative chinse may canvey

purpose (Sinyth §2r54).
616 oVt av... aalped’ &v:  (or danhle &v sce 200 10,
xen | N

617 5ibour the present-stem aspect ol this hmpevative conveys
‘don’t even oller me anything” or *don’t try to give e anything',

618 Medea's generalizotion is similar to Saph, Ay 6G6n Ex0pbiv
&bwpa E&pa koUk dvhoipa, which vellects the mythic motil ol ap
pavent gilts from encuies that prodoce disaster (e Hedor's sword
given to Ajax, the ‘Frojan Horse, the gilt of Nexsns to Deianeira), Bt
Medea apeaks not o enemiex, hit ol S base man® and thus her
camplaint aecalls aistaceatic Theognidean complainte abont the
misnitahility ol kaxof as Triends and companions (Theopgnis 1 8,
101 g, q05 Bohs H),
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619 4&AXN odv: after Medea’s rejection of his offer, these particles
mark a breaking off and turning to a fallback position in which
Medea’s consent is no longer needed (compare Denniston 442-3).

Saipovag paptdpopar: invocation of the gods as witnesses is a
common rhetorical and social device to emphasize that one has done
all in one’s power to satisfy claims against one and to address the
issues of a dispute, but that the other party has not been flexible and
must be held accountable for future violence and suffering (cf. e.g.
Thuc. 1.78.4, 2.74.2).

621 ovBabiaiz see 103—4n.

622 &Ayvuviii: second sing. future middle (as the accent shows) in
Yuvy g
passive sense, ‘you will be pained’.

623 yxwper: Jason has probably begun his movement on his own
accord, and Medea adds mocking encouragement and then a threat
spoken behind his back: compare Electra speaking behind Cly-
temnestra’s back in El. 1139—46, or Amphitryon behind Lycus’ in Her.
726—33 (see Taplin (1977) 221-2).

veobSunrtou: coined as a variation on vedduns (1366, Hom. Hymn
Aphr. 231) and imitated a few times in later poetry; there is perhaps
a mocking hint of the docility of the young bride in contrast to the
fierce independence of the mature Medea.

624 ¢éEdmog:  a Euripidean coinage, literally ‘out of the sight of”
(dle. 546), but serving as a convenient variation on €§w here and Supp.
1038, a usage recognized as peculiarly Euripidean by Ar., Thesm. 881,
884.

625 obv BedL & eipnoerar: eipfoetan is future perfect mid.-pass.
indicative from eipnka, eipnpai. This phrase (also in Ar. Wealth 114)
seems to be a more confident form of a pilous expression meaning
‘may it be said with the gods’ favour’: compare parenthetic epex-
egetic inf. guv Bedd1 elmelv in Soph. fr. 479.1—2, Plato, Theaet. 151bg,
Protag. 317b7, Laws 858b2; also Hdt. 1.86 &5 oi €in oUv Bedh eipnuévov.
The piety of the expression is a foretaste of the collusion of the
gods in Medea’s violence, and the confidence of the future tense (in
place of an optative of wish) is a hint of Medea’s almost prophetic
power.
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626 vyapelg ... yapov: 587n. yapsls may be present or future; if
future, it perhaps has the pregnant meaning ‘you will find that you
are making a marriage ...’

Tolobrov Wate Bpnvelobar yapov ‘such a marriage as will make
you lament’ (instead of celebrate, as is normal), with rare middle
BpnveicOat as in Prom. 43, Soph. 4j. 852. This is Dodds’ emendation
for transmitted coTe 6" &pveioBan y&uov, which is taken to mean ‘such
a marriage that you would renounce it’ (but in what sense would
Jason be disavowing the marriage?) or ‘such a marriage that you
would deny it 1s a marriage’ (because it has turned into a funeral?)
— a rather weak scene-ending.

627—62  Second stasimon

As in the first stasimon the chorus here remains fixed in its stance of
sympathy for Medea and disapproval of the treachery of Jason. This
song provides a suitable closure to the intervening agin between
Jason and Medea and again avoids any forward reference to planned
or feared actions. Here too the opening shows a deliberate distancing
from the preceding lines, as the chorus begins with a gnomic claim
about love and continues with first-person wishes that take an apo-
tropaic form. Apotropaic prayer or wish is a common device in cho-
ral odes of all three tragedians, underlining the contrast between the
extremes experienced or embraced by the heroic individuals and the
relative safety and quietism of the humble collective. The wish for
safe marriage and moderate love is clearly conceived in contrast to
Medea’s situation, but the chorus does not specify this connection.
Rather, they turn in the second pair of stanzas to the theme of an
exile’s helplessness, again wishing never to experience such a disad-
vantage, and this is the theme that is explicitly tied to Medea in the
final stanza. It re-emphasizes the pressure put upon Medea by Creon’s
decree and by her refusal of Jason’s aid and recalls Medea’s need for
a safe haven just before that need is to be obviated by Aegeus.

The themes are the same as in the first stasimon, but in a different
balance. There, the main theme was faithlessness and broken oaths,
with a brief allusion to the erotic tie and more attention to the theme
of separation from family and fatherland. Here erotic passion and
erotic rivalry loom larger, the theme of exile is as prominent as
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before, and the disapproval of false friendship forms the brief coda.
The two stasimons thus provide alternating support for the two ways
of looking at the conflict between Medea and Jason (Introd. 2(5)).
The final curse echoes Medea’s own complaint about counterfeit
friends (516—-19) and thus has a backward reference to Jason. But
there is a forward reference that the chorus cannot be aware of:
Aegeus enters as a friend and open-heartedly shows himself to be a
friend in need, grateful for a promised favour — thus the opposite of
Jason; on the other hand, Medea, whom the chorus considers a
friend, deals with Aegeus with concealment and trickery, proving
herself as counterfeit as Jason.

Metre

As in the first stasimon, we find here a first pair written in dactylo-
epitrite (3 periods, or 4 if there is also period-end after the first colon)
and a second pair consisting of aeolic and enoplian cola (2—4 shorter
periods and a final longer one): see PM 26—7. The ethos of the
dactylo-epitrite pair is perhaps more stately, that of the aeolic pair
more agitated or emotionally expressive, as there is a shift from the
regularity of the D elements (—uu—uu—) to the many variations in
the aeolic lines — the double choriamb that opens the stanza, the
kindred opening of the diomedean (a headless D), and the changing
position of the choriambic kernel in other lines.

647-8 and 650 are compound cola of a type discussed by Itsumi
(1991—93). One would expect period-end at 648, and it is possible to
obtain it there by changing «idv’ to aié (Wilamowitz (1921) 540 n. 1),
an alternative acc. form found in Aesch. Cho. 350 (1162n.). With a
different choice of reading 649 = 658 could fit well as hemiepes
(649n.); the dodrans shown here is the reversed form (—u—uu~—
for —uu—uU — by anaclasis). The final period 6513 = 660—2 is div-
ided by some as 1o-syllable aeolic + glyconic + aristophanean (an
approximate echo of the first period of the stanza), but the division
here reflects an alternative offered by Dale, MATC 1.53 that keeps
662 ¢poi pév in the same colon.

U—-UU-UU=- —=—y —— —-u-— |

gpwTes UTep pev &yav EABSvTes ouk eUdofiav  627-28 xD—E

oTépyot 8¢ pe cwdpoolva, Spnpa 636—7

K&GAAIoTOV Bedov:
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—Vvu-uUuU -—uU-—uUu—uUu- -

oUd’ &peTav Tapedwkav &vdpactv- el § &g
£ABo1

undé ot &udiAdyous dpyds dxdpecTA TE
VEeikn

U= — v u-uvu--I

Kutrpis, o0k &AAa Beds edxapis oUTw.

Bupdv EkmAn€ac’ Etépors i AékTpols

—U-—- —-—-UU—- uUU——-U — —
7 3 T 4 > 3 33 M 4 ’
pnToT, © déomow, £’ tpol Xpuotwy Té6Ewv
&oeins

mpooPairor dewvd Kitrprs, &mrroAépous &
guvas oePifouc’
—u —=—-u-u——i
ipépwt xpioad’ &pukTov oloTdv.
68Udpwv kpivol AEXn yuvaikdv.
v Uu— —uu - |
-r ! ¥ ’ M
w TaTpis, @ dwuata, un
e18opev, ouk € ETépwv
—vu—-u--—|
BfiT &roAis yevoipav
- N ,
uifov Exw $ppacacdar
VUuVU—~-uU U—yU—-—uU—\uyU — U——
TOV dunyavias éxovoa SuoTépaTov ai®dv,

ot Yap oU TOAls, oU ¢piAwv Tis olkTipel
maboloav

—uJvu vu-=-F

oikTpdraTov &ytwv.

SewdTaTa Tabéwv.

Vu-uvu-u —u -

BavéaTw BavaTwt Tapos Saueinv

&x&proTos 6018’ dTw! TaPECTIV

—uU=— - —uu-—

quépav Tavd t€avioa-

un ¢iAous TIp&V kaBapdv
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629—30 DxD —
638-9
631-2e—D—
640—1
633—4e—D—e—

642—3

635 E, ba
644

645 2 choriambs
654

646 aristophanean
655

647—-8 diomedean +
ithyphallic
656-57

649 dodrans
658

650 diomedean + sp
659

651 wilamowitzian
660
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U - =y - uu-

oo poxbwv 8§ olk dAlos Utrep- 652 wilamowitzian
&voiavTta KARISa $pevddv: 661

Uu—- —uu-—u -— |l

Bev f| y&s TaTpias oTépeadal. 653 hipponactean
guol pév ¢pidos oUToT EoTal. 662

627-44 The compulsive, violent, and destructive force of Eros
and Aphrodite is featured impressively in other tragic choral odes:
Soph. Trach. 497-530, Ant, 781-800, Hipp. 52564, 1268-82, 14 543—
89.

627 €pwteg Vmép peév dyav éABovreg ‘loves that come in very
great excess’. Umép is probably to be heard as in tmesis (Smyth
§1650—1) rather than as an adverb, since the few other possibly ad-
verbial uses may also be explained as instances of tmesis: Aesch. Pers.
113, Soph. Ant. 518 (but cf. 4j. 1231). UmepeAdSvTwy is used in the
sense ‘excel’ in Pindar, Ol 13.15; in drama a number of compounds
in Umep- are reinforced by &yav (Held. 388 1&v &yav UTrepppovwy;
Aesch. Pers. 794, 827, Sept. 238, Eum. 824, Soph. 4j. 951, Ar. Wealth
354; cf. adverb Umepayav, common in the Roman period but not ex-
tant earlier). EpwTes is positioned first as the topic of the whole con-
trast, but the contrast is artfully unbalanced, with participle an-
swered by ei-clause and &pwTes resumed by Kimpis.

629 mapédwxav: ‘bestow’, gnomic aor.

av8paoty  ‘mortals’, ‘human beings’ generically, as often in po-
etry, whereas in the first stasimon (413, 431) the chorus used &v8pes of
‘males’ in opposition to women.

630—-1 i & &g énBou | Kbmpig: compare I4 554—7 €in 8¢ poi
peTpia pEv xd&pis, wobot & dalot, Kal peTéxoipt T&s AdppodiTas, TToAA&Y
& &moBeipav, the conclusion of a stanza that may be compared as a
whole for its contrasting of moderate experience of love with de-
structive excess.

633-5 pqmot ..|. oletév ‘may you never, lady goddess, shoot
against me from your golden bow an inescapable arrow, having
anointed it with desire’. The arrow of love represents involuntary
imposition of compulsive desire, not a moderate experience of Aph-
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rodite. Elsewhere, arrows are the weapon of Eros, the son and agent
of Aphrodite: first explicitly in literature in Eur. (530-1 above, 4
548, and esp. Hipp. 530—2 oUte y&p Tupds oUT &oTpwy UtépTepov
Béhos olov 16 T&s ‘Appoditas inow ék xepdv "Epws & Aids mais), al-
though metaphors of missiles and archery are applied to desire in
Aesch. Supp. 1004—5 and Prom. 649—50; in artworks Eros the archer
appears first in a lekythos of ¢. 490 (LIMC s.v. Eros, no. 332), al-
though the motif is rare until the fourth century. Here either the
weapon is transferred to Aphrodite, or we are to assume Eros’ agency,
ag¢eing being more or less causative in sense. For the wish, compare
Hipp. 528—-g (addressed to Eros) un pol moTe ouv xakdi ¢paveins und
dppubuos EABols.

adeing is an emendation of MSS’ é¢eins (for the interchange of
these prefixes see 373n.), preferred because the separative gen. T68wv
is more readily understandable and the variation in & Nuiv ... &¢eing
is more elegant; but é¢eins is not impossible.

635 aduxtov oiotov: the chorus’ phrase actually echoes Jason’s
words in 531 Té8o1s &dUxTors. Unerring arrows are also ascribed to
Artemis (Hipp. 1422 168015 dpuxTors) and Heracles (Soph. Phil. 105).

636 otepyor 8¢ pe cwdpoovva: this is an unusual reversal of con-
struction, since normally a person as subject ‘accepts gladly’ some
abstract noun as object. The effect of the reversal is, first, to suggest
almost a personification of moderation/self-control, since the verb is
sometimes used of divine favour (Aesch. Eum. g1, Ar. Frogs 229}, and,
second, to acknowledge the gods’ potential control of a person’s
mindset, a pious stance seen in other apotropaic prayers (e.g. Hipp.
1111—-19, Soph. 0T 863—3).

638-44 ‘And may the dread Cyprian goddess never impose {upon
me ) quarrelsome anger and insatiable strife, stunning my heart with
desire for another bed; may she rather, showing respect for marriage-
beds free of conflict, determine with keen intelligence the liaisons of
women.” The chorus continues to use what may be called the ‘ethical’
first person to espouse moral positions that are meant to be exem-
plary of what is to be expected of all decent persons. There is,
however, a curious dislocation in the relation of the chorus’ wish
to the situation of Medea and Jason. Medea got herself into her
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predicament partly because of her passion for Jason, and now feels
so strongly about abandonment partly because of her passion. But
the anger and strife the audience has just witnessed are caused by
Jason’s straying to ‘another bed’, and this is in fact the ‘normal’ social
pattern: a woman who pursues a lover outside of marriage does not
simply have strife with her husband, she is divorced from him (or in
myth some other disaster follows, such as death of the husband or
doom for the unfaithful wife). Strife within the marriage is caused
rather by the husband’s infidelity, a motif as old as Od. 1.429-33,
where Laertes avoids his wife’s anger by never sleeping with Eury-
cleia, and used by Eur. in Hipp. 151—4 (the chorus speculates whether
Phaedra is sick because Theseus has an extramarital affair) and Andr.
(esp. 464—70). This blurring of the positions of the two genders may
result partly from the role of the chorus as conveyer of gnomic wis-
dom and be an effect of the chorus’ wish to dissociate itself apo-
tropaically from the excesses of both Medea and Jason. But it per-
haps also reflects the sense of reversal about which the women sang
in the previous stasimon, and resonates with Medea’s assumption of
male terms and values.

640-1 Oupov éxnAnEac this verb is used of various strong emo-
tional upsets, especially fear, shock, and surprise, but for the erotic
sense comparc 8 above and Hipp. 38. Aéxtpois here provides the
specification that in the other two instances is given by &pwTi and
KEVTPOIS EPWTOS.

eteporg emi Aéxtpoig ‘because of another bed (sexual union)’,
other than my husband’s, with &wi of cause or occasion (LSJ s.v.
B.1L1). Compare Pindar, Pyth. 11.24 étépeor Aéxel Sapalouévav of
Clytemnestra, ‘made subject to another bed’ (Aegisthus’); Andr. 487
€Tépeot Aéxel, ‘her husband’s other sexual union’, ‘her rival’ (An-
dromache). Some have wished to make the chorus’ wish directly
parallel to Medea’s situation (638—44n.) by understanding ‘because
of {my husband’s) other bed’ (see Meridor (1986)); but the proper
antithesis of the speaker’s sophrosyne is her own inappropriate erotic
infatuation (Bupudv kAR Eac’).

642-3 BSewva Kompig: the same epithet is used of Cypris in Hipp.
563 (in the same ode from which other parallels for this song have
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been cited); in both cases it can be translated adverbially, ‘with
dreadful power’.

antorépovg: for this form of &mwdAepos see LS 4; this is the only
occurrence of wToAep- in extant drama.

644 oEVdpwv: extant here alone until late Greek; the adj. is
predicative, equivalent to an adverb, ‘using keen intelligence’.

xpivor Aéxn yvvawxdv: this ‘judgment’ of Aphrodite is to be
understood as her general disposition for mortals of their fortune and
experience of sexuality. The chorus is asking that the goddess recog-
nize (as the chorus themselves do) the superior value of peaceful
unions and determine her apportionment of sexual experience in-
telligently, in accordance with that recognition. Once again, as at
516—19, we have an implied criticism of how the gods run the world:
the influence of Aphrodite on human life suggests that she has no
compunction about causing human misery and does not respect
peaceful marriages. This final clause is thus a rephrasing of 630 &As
€A0o1, a wish that the goddess ‘come in sufficiency’ and not in excess
and transgression. Page is mistaken in seeking a narrow relevance
to Medea’s experience and concluding that the wish should refer to
the period after marriage: ‘showing respect for marriages that {she
observes) are {already) peaceful, may she shrewdly judge women’s
unions’, that is, may she judge between different married women and
not ‘choose the victims of her malice among the peaceful’ — this
would make the chorus accept the goddess’ persecution of women
who are already unhappy in marriage.

647-8 tov aunyaviag ... Svonépatov ai®dv ‘having the life of
helplessness, hard to live through (or, hard to escape from)’; the ar-
ticle here has the force ‘the one that exile entails’; since Tep&w may
refer to motion across an expanse or motion across a limit and thus
out of an expanse, it cannot be determined which sense is foremost
here in SvomépaTos.

649 oixtpétatov ayxéwv: the MSS transmit oikTpoT&Twv &yéwvy,
which does not correspond metrically to 658 Sewdtara madécwv.
Triclinius (a Byzantine scholar of the first quarter of the four-
teenth century who understood strophic responsion and emended
many dramatic texts on the basis of this rare knowledge) made 658
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conform to 649 by changing to dewvétaTov Trabéwv (the line is then a
hemiepes, perfectly suitable in this context). But oiktpoT&Twv ayéwv
gives somewhat feeble rhetoric, as a descriptive genitive that adds
little to the striking phrasing of 648. Musgrave’s change of oix-
TPOoT&TWY to oikTpdTaTov produces much better sense (apposition to
aidV or (better) to the whole verbal phrase Tov ... éxovoa ... ai®dV’
(LS 12.a)) and requires no change in 658. The line is then a dodrans
with resolved long, in the analysis given above; some consider it
rather a continuation of the rhythm of the ithyphallic ending of 647-
8, treating &yéwv and mabéwv as disyllabic by synizesis, but an iso-
lated ‘pentapody’ (—wJUu —) is hard to accept (this pattern is either
associated with dochmiacs as the hypodochmiac or repeated in a
syncopated iambo-trochaic context as a short colon).

650 OBavatwe Bavarwe: anadiplosis for emotional effect (LS 36).

651 apépav tavd éEavicaca ‘bringing my life’s daylight to an
end’ (Kovacs); the participle is in the ‘coincident aorist’ (LS 14); for
finépa in metonymy for ‘life’ cf. LS g1, LS] s.v. 1.2.

652—3 odx &Ahog Umep | Bev: understand pdyBos with &Ados (from
partitive poéx8wv) and éoTi; UmrepBev is equivalent to predicate adj.
UtrépTepos. For the sentiment see g29n.

654 oUx €€ evépwv: for this way of emphasizing direct experience
and knowledge, cf. Aesch. Pers. 266—7 xai pfjv rapwv ye koU Adyous
aAAwv KAvwv, Mépoan, ¢ppaocuy’ &v; Soph. OT 6-7 dikaidv un map’
Ay yéAwv, Tékva, | GAAwv &xovelv aUTds @8 EAfAuBa; Eur. Supp. 684,

Tro. 481-3, IT go1; Diggle (1994) 81 n. 6o.

655 éxw ¢pdcaclar: probably a mere variation (for metrical
convenience) on the very common éxw ¢pdoai, ‘I am able to tell’,
esp. since ¢p&detv often takes Adyov, uGBov, or the like as object. Eur.
has no other middle-passive form of ¢pp&fw except Hec. 546 épp&obn,
‘she perceived’, and the middle is absent from comedy (except for
mock-oracles) and from Attic prose. The middle is thus a feature of
older poetic styles, and Aeschylus and Sophocles have half a dozen
instances with meanings like ‘beware’, ‘perceive’, ‘plan’; ‘reflect’.
Page thinks that this middle too must have the standard poetic
meaning and translates ‘reflect upon’.
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656—-7 yap is used to introduce the content of the statement (po-
Bov): see Denniston 59.

oixtipei: the MSS have the imperfect, which does not fit the
metre. Emendation to the future is best since the chorus is thinking
forward to Medea’s future fate (and thus preparing for Aegeus’ en-
trance); Musgrave changed instead to aor. dikTioev, but the state-
ment is not then strictly true (the chorus has been a ‘friend’ and ex-
pressed pity; no city has yet been asked to show pity for Medea).

658 Sewvorara: for uncertainty about the metre and text here, see
649n.

659 axapiotog 6X018” 6TwL xtA. ‘May he be destroyed, any un-
grateful man who has it in his heart not to open up the doors of a
pure mind and show honour to his friends. Such a man will never be
a friend to me.” Understand v with &xapioTos, just as is done with
xakoés in phrases like 1386 xatBaviji koxos xakds (see 8o5-6n., and
LSJ s.v. xaxds p.2). This adj. is predominantly active in sense in clas-
sical authors and is unlikely to mean here ‘unloved’ (Kovacs, in a
predicative use). For the use of impersonal wépeat: here of character
trait or disposition (instead of opportunity or ability), compare Soph.
4j. 1010-11 (of Telamon’s severity) dTw1 wapa und ebTuxolvT! undév
Nd1ov yeAdv.

661 avoiEavra xAfjida $ppevidrv: for the participle in the acc. in-
stead of dat. in agreement with &7wi, see 57—-8n. For the image of
opening up the heart or mind and the general thought of this sen-
tence, compare the Attic skolion PMG 889 €if €Ay owoids Tis Av
fxaoTos | 10 oTfifos SieAdvT, EmerTa TOV volv | é0186vTa, KAsicavTta
A, | avdpa didov vopifev &8OAwr ¢pevi, Soph. fr. 393 wuxiis
avoifat TRV kexAnipévny wUAny, and see 220n., 516—19n. For xAnis as
‘closure, door’ see 212-13n.

662 ¢poi pév: uév solitarium with the personal pronoun (Denniston
381-2), implying ‘whatever others may judge, in my case’.
663-823 Third episode

Traditional criticism of this episode has been preoccupied with the
judgment of Aristotle in Poetics 1461b19—21: ‘censure directed at both
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improbability (&Aoyioci) and depravity of character (poxfnpicn) is
correct whenever, despite a total lack of necessity to do so, a poet
uses the irrational (té&: &Adywt), as Euripides uses Aegeus, or bad
character (tfii movnpio), as that of Menelaus in (Euripides’)
Orestes’. Aristotle’s preference is for the connection of scenes and
events by ‘probability or necessity’, and thus many plot-devices or
patterns in Eur. that depend on surprise or on parataxis of parallel
or contrasting scenes are frowned on by critics of an Aristotelian
bent, but more appreciated by critics who recognize the legitimacy of
a variety of dramatic forms (see, e.g., Pfister (1988) on ‘open’ forms
of drama). We cannot be sure exactly what Aristotle had in mind in
this example (it is even possible that he was referring not to Medea but
to Eur.’s Aegeus). If he meant that Aegeus’ entrance is unnecessary
because Medea’s escape is later assured by other means, the criticism
is ill founded, since the audience has no notion at this point that
Helios will provide a flying chariot and Eur. is in general down-
playing the special powers of Medea. More likely, Aristotle had in
mind the fact that not only is there no preparation whatever for the
entrance of Aegeus in particular, but Aegeus’ journey is not intrinsi-
cally related either to Corinth or to Medea (it is only at her prompt-
ing that he shares with her his uncertainty about the oracle) and he
departs with his ignorance uncured (although with more hope about
a cure for his childlessness). Since the plot of Medea is otherwise con-
centrated and single, Aegeus’ arrival stands out sharply (contrast the
situation in plays of looser construction, for instance with the arrival
of Orestes in Andr., the appearance of Evadne in Suppl., or the arrival
of Pylades in Or.). Nevertheless, it was open to the original audience
to regard Aegeus’ arrival not as a matter of blind luck, but as a con-
trivance of the gods in answer to Medea’s pressing needs (see Introd.
2(¢)) — a view that Aristotle would have been loath to countenance.
Both here in Medea and in the equally convenient and unprepared
arrival of the Corinthian messenger in Soph. OT, either one can see
the god-like manipulation of time and event by the poet to produce a
tragic plot, or one can see the divine intervention that makes the
world of the play more organized and transparent than the world
of everyday life. The preference for viewing Medea as a case of the
former and OT as a case of the latter reflects a bias toward an orga-
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nized and somehow ‘just’ world-view and against a chaotic and amoral
one — a bias that not everyone need share.

In any case, the dramatic advantages of the scene are clear. (1)
Aegeus supplies an independent voice of judgment about the injus-
tice of Jason’s behaviour. (2) The interaction confirms Medea’s view
of her status among the elite: Aegeus recognizes her sophia in a posi-
tive way, he regards her as a philos, and he exchanges an oath with
her as with an equal, establishing a tie of xenia. (3) His arrival solves
the problem that Medea had described as a temporary obstacle to
her plan (386-94), thus resolving a plot-tension. (4) Aegeus’ deep
concern for his childlessness either suggests to Medea the idea of
hurting Jason through destruction of his present and future progeny
or solidifies an idea that has already been developing in her mind. (5)
Medea continues to demonstrate her verbal and strategic dominance
over the male characters she encounters. (6) Aegeus provides a model
of an upright oath-taker, in contrast to the Jason of the past, but at
the same time Medea (now taking on Jason’s qualities) is engaged in
a deceptive manipulation of oaths and philia, keeping her own inten-
tions secret from her partner in the way criticized at the end of the
preceding stasimon. (7) Aegeus provides a connection of the story to
Athens and to what is familiar to the theatre audience. For discussion
of the Aegeus scene see Buttrey (1958), Dunkle (196g), Kovacs (1993)
58-9.

The scene clearly relies on the audience’s familiarity with portions
of the life of Theseus, in particular the circumstances of his birth
and the attempt of Medea, when married to Aegeus, to bring about
Theseus’ death; but Eur. leaves it up to the audience to make what
assumptions they will about this distant future (Introd. 4).

663 action: Aegeus enters, attended by silent extras dressed as
guards/servants, both a mark of his status and a necessary feature of
his travels.

663—4 Mndewa..|. pidkovg: Aegeus’ greeting is striking in at least
two ways. First, it is unusually brief and uninformative about the
reason for his arrival: there has been no summons or anticipation of
his arrival, there is no announcement by Medea or the chorus-leader,
and Aegeus himself incorporates no details in his first speech, unlike



284 COMMENTARY

many other entering characters. Second, the greeting implies that
Aegeus already knows Medea, even knows where in Corinth she
dwells, and considers her a friend.

663 mpooipniov ‘opening’, a term that originated in reference to
musical and poetic preludes or forepieces, is used more widely in
tragedy of first statements and introductions, and eventually became
a technical term of rhetoric {(our ‘proem’). The noun is here internal
acc. with poodwvelv (‘make a fairer opening than this in addressing
friends’).

665 & yaipe xai obv: Medea shows self-possession in suppressing
her own troubles and immediately eliciting information from Aegeus.
A character absorbed in her own grief might have reacted to the
greeting with a comment on the impossibility of her ‘rejoicing’,
with a play on xaipev such as is seen in Hec. 427 (Hecuba) yxaipovowv
&A\ot, untpi & olk EoTiv T88e, Phoen. 618 (Jocasta) XapTd yoUv
TaoYw.

cgodod Ilavéiovog: Pandion has no known mythology of his
own, but is referred to mainly as the parent of figures who do have
stories attached to them (Procne and Philomela; Aegeus, Nisus, and
Pallas). On the level of character, Medea’s calling him ‘wise’ seems
to be a bit of indirect flattery of Aegeus, a prelude to further ma-
nipulation; on the level of the poet’s voice, it is the sort of detail that
ancient critics might have regarded as ‘flattery of the Athenian au-
dience’, but note the irony of the contrast that emerges in this scene
between the wisdom of the oracle (675), Pittheus (686), and Medea
herself (741) and the gullibility of Aegeus.

668 oudarov yiig Beomwibov éataryg: Delphi was deemed to be
the centre of the earth. According to a myth told by Pindar, Zeus
located the spot by releasing two eagles, one from the cast and one
from the west, and noting where they met as they flew toward each
other (Strabo 9.3.6). The place was memorialized by the omphalos-
stone in the temple of Apollo (for illustration, see LIMC s.v. Erinys
nos. 46, 51, 58, Orestes at Delphi). 8eomiwn8ds, a tragic coinage, is
elsewhere used of persons, but in tragic style compound adjectives
are always subject to contextual reinterpretation: so here ‘where
oracles are sung’. éoT&ANS is intransitive aor. pass. of oTéAAw, with
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the meaning ‘travel’, and here governs the acc. of goal of motion (LS
12.b).

669 ¢peuvav ... drwg yévorto: the subordinate clause may be
classified as a purpose clause, an indirect prospective question, or a
omws-clause with a verb of effort, but it makes little difference to the
sense.

670 mwpdg Bedv, dnaig yap: yap connects Medea’s question to the
previous line (‘because you are still childless?’ or ‘are you still child-
less?’), but the interjection mpds 6ecov is allowed to intervene before
the yap-clause (compare i & in Alc. 1089 and ¢eU in El g6g; Den-
niston 80).

8ebp’ aei: in this tragic locution 8eUpo is temporal, ‘(con-
tinuously) right up to this point in time’ (see Mastronarde on Phoen.
1209).

671 Saipovég Tivog ToxMi: in phrases of this kind, TUxn refers to
an experience over which the human subject has no control, but
which is rather a gift or intervention or disposition of fortune deter-
mined by an unseen power.

673 eoviig afuyeg yapunriov: for the gen. of separation with the
alpha-privative adjective see LS 10.b. The metaphor of yoking is
often applied in tragedy to marriage (LSJ s.v. Zebyvum 11.1), and &Zu§
alone can mean ‘unwed’ (e.g. of Athena or young girls). For applica-
tion to males, see /4 805 6vTes &Quyes yawwv, Cresphontes fr. 1.11 TGFS
&maida ¥’ dvra kai yuvaikds fuya. Apollodorus 3.16.5 names Meta
daughter of Hoples and Chalciope daughter of Rhexenor as wives of
Aegeus from whom no children were born.

674 For a vase-painting of Aegeus standing before the Delphic
priestess (named Themis), see Fontenrose (1978) 205 = LIMC s.v.
Aigeus no. 1.

675 ocodwitep N xat’ avdpa cvpPaireiv énn  ‘Che spoke) words too
clever /wise for a mere human to understand’. kot &vdpa (and else-
where also kat’ &v@pwov) means ‘after the fashion of a human being’,
that is, ‘commensurate with the nature of a human being’ (in con-
texts where the limitations of the human condition are an issue): cf.
LS]J s.v. xat& B.1v.3. For the use after a comparative sce Plato Ap.
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20dg—e1 oUTor 8¢ T&Y &v ... peilw TIv& §i kaT &vBpwov codiav
oogoi eiev. oupPaheiv is here an epexegetic infinitive (LS 18); for the
sense see LS] s.v. 111.3.

676 0epig wév: the particle marks the question as preliminary to
any further discussion (as if the contrast ‘if not, there’s no more to
say about’ were in the air): Denniston 367. For this polite way of in-
viting someone to share information (often oracular) while acknowl-
edging that they may be entitled to refuse, see /T 938 (oracle), Hyps.
141 TGFS (fr. 1.1v.39 Bond), Aesch. Ag. 97-8, 263, Prom. 765 (virtually
an oracle), Soph. OT gg3 (oracle), Men. Perik. 799.

677 émei tou xai: Tol adds emphasis, mutually reinforced by the
following kai (Denniston 546).

codiic ... Ppevog: Medea’s reputation for intelligence (292-
305) is taken for granted by Aegeus, who himself has no pretensions
to acumen.

678 xAveiv is equivalent in sense to padeiv, hence the accentuation
as an aor. infinitive is appropriate: West (1984) 172—80, esp. 178.

679 As in many other literary/legendary oracles, the advice is
given by the god in a riddling metaphorical form that requires care-
ful interpretation (Fontenrose (1978) ch. 1 passim). Here the full re-
sponse would have been something like ‘You ask for a child. I'll give
you offspring. Do not loosen/discharge the projecting foot of the
skin-bag/wine-skin before you return to your own hearth.” The
meaning not understood by Aegeus is that the skin-bag is the belly (so
too &okos in Archilochus 119 West) and its projecting foot the penis:
the god is guaranteeing that the next time Aegeus has intercourse
with a woman, she will conceive a son. The story is told in Plutarch,
Theseus 3, where a hexameter version of the oracle is given (&oxoU
Tév TpoUxovTa ToBa, péya ¢éprate Aadv, | un Alomis wpiv Sfjpov
'Abnvéwov eioadikéoda; cf. Apollodorus 3.15.6), presumed to be older
than Euripides’ version by Parke and Wormell (1956) 11.48, no. 110
(see also 1.300—1). For woUs of the neck or ‘spigot’ of an &okds, com-
pare modewv in Hdt. 2.122.51 émomwdoavra Tdv &okdv SUo f Tpels
Todetdvas aUTov AUsiv,
mpovyovTa: Crasis, wTpoéyovra.
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un Aboat is an indirect command, depending on #xpnoe, under-
stood from Medea’s question.

680 cooperatively continues the syntax of the line that Medea in-
terrupts, a typical feature of stichomythia (LS 29; Mastronarde (1979)
57). For mpiv Gv with the subj. in a temporal clause referring to the
future, see Smyth §§2443—4.

€Eixn:  second person sing. aor. middle of é§ikvéopal, ‘reach,
arrive at’.

682 g ti xpRfwv: s here goes with the participle and marks,
as often, the reason or motive of the subject. For postponement of
the interrogative, see 3ogn. and LS gs.

vavotokeig: the easiest route from Delphi to points in the
eastern Peloponnese is by ship from Itea (the port serving Delphi)
to Lechaion, the western harbour of Corinth on the Corinthian

Gulf.

683 IIitBeig Tig €tz Aegeus’ reply is given by the combination
of 683 and 685, with the introduction of Pittheus as starting point in
683 and the conclusion linked by the demonstrative ToUTwt in 685
(for such a gradual answer, see Mastronarde (1979) 43). Pittheus is
known only through his genealogical connection to Theseus and has
no separate mythology that is extant today (but Pausanias 2.31.3
mentions that Troezenian sources say Pittheus taught Adywv Téxvn).
Both here (eUoePéoTaTos) and in Hipp. 11 (&yvoU) he is credited with
piety; yet in some versions he deceived Aegeus into impregnating his
daughter Aethra (an embarrassment to Plutarch, Thes. 3 &&niov oUv
6 T vonoas 6 htleUs émeioev aUTdv A SinmaTnoe i AlBpat ouyye-
véoBan ).

686 avnp: crasis, 6 &vnp.

tpifwyv ‘skilled in, experienced in’, used either with gen. or with
acc. of specification, as here; the short iota differentiates it from
present participle of Tpipw. This adj. is perhaps from a relatively low
register of language, as Eur. alone among the tragedians uses it and
in classical Greek it is otherwise extant in Hdt. 4.74 and Ar., Wasps
1249, Clouds 869—70.

687 xapoi: crasis, kai époi.
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688 4AX edtuyoing: there is perhaps some concluding force in
these words, since &AA& often has break-off force (Denniston 14—16)
and this phrase is elsewhere in Eur. a parting blessing. But something
in Medea’s tone of voice or in the gesture or tilt of head that she
adopts attracts Aegeus’ notice and prompts him now to ask about her
situation.

689 i yap: the question explains Aegeus’ sudden realization that
all is not right with Medea, conflating the observation and the re-
quest for its reason (cf. Denniston 78); Aegeus’ new awareness may
also be marked by a gesture, including pointing (58¢).

cuvtétny: ouvTéTnke, intrans. perf. of ouvtfkw, ‘has wasted
away’ (25n.).

691 d&pacov: the aor. refers to the simple action ‘explain’, while
Aegeus follows up with the present ¢pale in 693, ‘go on explain-
ing, keep explaining’. For a similar sequence compare Ar. Frogs 109—
19: initial request 109—12 fva ¢pdosias ... ¢ppaoov, 117 insistence
on an answer ¢pd&de, 119 rejection of certain specific advice (pf)
dpéonis.

692 oV8ev €E epod mabwv: see 165n.

693 =i xpfjpa Spacag: Ti xpfipa with a form of &pav is a common
formula (colloquial: Stevens (1976) 21-2) for follow-up in stichomy-
thia (cf. 748 below).

695 ov mou: this combination introduces incredulous questions,
referring to what the speaker cannot believe or would prefer not to
believe (Denniston 492). Transmitted 7 Tou conveys the wrong tone
(Denniston 286); for the error see 1308n.

696 wpo tob ‘previously’, ‘before this’, a frozen phrase in which
the old demonstrative force of 6 survives even in Attic prose (LS 23).

698 péyav y' épwra: yeis commonly used in answers in which the
reply merely adds an element to the previous speaker’s syntax (LS
29). Here £pwTa is internal acc. with épaobeis; for a cognate word
added in such a reply, compare Hel. 1633 1| pe TpoUBwkev — kaAfiv e
mpodociav, Sikaa dpav; Bacch. gbo—70 Tpupdv K dvaykaocels — Tpu-
¢as ye To1aod’. The asyndeton that follows this phrase is similar to
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explanatory asyndeton (LS 28): ‘{so great that) he was not a faithful
friend to his dear ones’.

699—-700 Acgcus’ dismissive iTw vuv (798-gn.) and his reference
back to Medea’s first claim (k&kigTos 690) give the impression that he
1s concluding his inquiries, but Medea ignores the suggestion of clo-
sure and gives a more precise description of Jason’s ‘love’, prompting
further questions from Acgeus.

701 8iSwar ... tigt the postponement of the interrogative (LS 35)
is the result of contrastive emphasis; here Acgeus’ 5i5waot follows
dircctly on Medea’s Aaeiv to inquire about the other side of the
transaction,

703 pévrtap nv: crasis, uévtol apao; the first particle adds strength
to the declaration (‘truly’) and the second marks the force of infer-
ence or conclusion. The imperfect fiv with &pa denotes the realiza-
tion that something was truc all along: ‘I sec that it is understandable
(and was understandable from the beginning, if I had had the
facts) that you feel aggrieved.” Sce 1279n., Smyth §1902, Goodwin
§39. For the necuter pl. predicate with the inf. phrase as subject, see

384-5n.

704 xaimpég Yt Tpos is here adverbial (as in 407), and the whole
phrase, meaning ‘and what is more’, appears several times in Eur.

(colloquial: Stevens (1976) 57).

705 mpdg to0 ‘by whom?’ (ToU is the alternative form of inter-
rogative Tivos).

&AAo xawvov ab: &AAo aU is an intensifying pleonasm (see Mas-
tronarde on Phoen. 417), here reinforcing kaivov.

707 ob6¢ is adverbial, ‘this too I do not approve’ (in addition to
what he condemned in 695-9).
ennwveoa:  sce 223n. and LS 13.

708 Adywi pév obyi, xaprepelv S¢ PovAetar ‘In words he docs
not permit it (argues against it), but {in reality) he is eager to
“endure” it.” kapTepeiv is spoken in a contemptuous, ironic tone, as
Medea wishes to indicate that Jason wants her out of the way and
that any reluctance is only feigned.



290 COMMENTARY

~709—-10 &vtopat ..|. ixeoia te yiyvopar: for the second time in
the play, Medea uses supplication (see 324—51n.). If 1t is actual sup-
plication, then she must kneel to touch Aegeus’ knees at this point.
But in that case, when does she rise again? More likely, this is figur-
ative supplication, and Medea merely gestures to Aegeus’ chin and
knees. In that case, her erect posture fits the way she controls the rest
of the scene, extracting Aegeus’ oath and quickly sending him on his
way thereafter. On the double resolution in 710, see PM 19.

41I  oixtipov oixtipov: emotional repetition (LS 36).

712 é€pnpov éxmecoboav ‘cast into exile in a desolate state’; the
adj. is predicative (cf. 513, 604); for the verb see 450n.

4713 édéatiov: the sense of this adj., when applied to persons,
varies from ‘guest of one’s hearth’ to ‘protected suppliant’, from the
ordinary obligation of a host to a guest to the more specialized obli-
gation of a protector of a suppliant. Aegeus seems to realize that
Medea will be more than a casual guest, since he is careful about not
taking her with him and anticipates that she may be sought by ene-
mies, but he cannot foresee that she will arrive with new blood on her
hands.

714 obtwg ‘so’, thatis, ‘if you grant my request’ (LSJ s.v. 1.3).

715 maidwy goes with Epws; on the word-order see LS 35.

xabTég: crasis, kai aUTos.

0ABlog Bavoig: that is, ‘may your prosperity and good fortune
continue all the way to the moment of your death’; the wish alludes
to the Greek maxim that one should not count any mortal happy
until one has seen his final day and ascertained that his good for-
tune continued to that day (Andr. 100—2, Aesch. 4g. g28—9g, Soph.
Trach. 1-3, OT 1528-30, Hdt. 1.32.5, Simonides 521 PMG) as well as
to the notion that leaving behind male offspring to continue the
family is an essential element of a good life (Hdt. 1.30.4, on Tellus of
Athens).

717 mavow ye: the clause in asyndeton explains T68¢ (412n.), and
ve here lends emphasis to the causal force (Denniston 144—5). ye is an
emendation of transmitted 8¢, which would have to be an instance of
5¢ used with the force of yé&p (so taken by Denniston 16g), but that
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is not idiomatic after 168e. The asyndeton in the next line is also
cxplanatory.

720 mnpdTa peév Beqv: the gods are sponsors of the institution of
supplication, and ignoring the pleas of a suppliant risks offence; but
Aegeus may also feel that the gods are implieated in Medea’s situa-
tion both in that she has been treated unjustly and in that pity for the
unfortunate shows a due respeet for the nature of human fortune.

722 ¢€g ToUto yap &% ¢polbos: demonstrative Tolto vaguely
refers to ‘getting children’ or ‘my longing for children’; 87 adds
emphasis to y&p (Denniston 243); the use of ¢poU8os in the sense
‘ruined’, ‘utterly undone’ is rare (cf. in Eur. also oc&upa ¢ppoUSov in
Hcld. 703, Or. 390), but is eomparable to tragic uses of oiyopcn and

BePnka (226n., 439n.).

725-30 As ordered in the medieval manuscripts, these lines eon-
tain some repetition that most eritics have rightly found feeble and
suspeet. It appears that some kind of doublet or alternative version
has been ineorporated into the text. The text printed here (following
Diggle), with 725-6 braeketed as spurious and 729 placed before 727-
8, is found in a papyrus of the third eentury ce. A possible explana-
tion for the trouble is that a reader or aetor thought that the uév-limb
in 723 needed the elear contrast of a first-person statement to balanee
the oo¥ and so 725-6 were added to replaee 729 (the line may then
have been restored in the margin in some eopies and later trans-
mitted after 728 in our MSS); Giinther (1996) 21—2 explains 725-6
instead as intended to replaee 723—4 and 729. But the contrast need
not be solely with the word that preeedes pév: it is rather a contrast
between the whole sentenees, between what Aegeus will do (onee
Medea gets to Athens) and what Medea must do for herself (get out
of Corinth and to Athens). 729 after 723—4 expresses this eontrast.
The repetition of aUT in 727 after 729 will have to be translated as
follows: ‘but make your way out of this land yourself; if all by yourself,
without my aid, you eome to my house ...” Yet the repetition of a¥Tq is
still odd, and this solution is not eertain. In defending the retention
of the whole in the order of the MSS, Page argued that the repetition
serves to highlight the important new point that Medea must find
her own way out of Corinth and to Athens, raising suspense that is
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answered only when she appears on the winged chariot at the end.
Otlier erities have deleted various parts of the passage (Kirchhofl
725 8; Hirzel 723 4; Kvicala 723-4 and 729-30; Prinz 723~4 and
729, with 730 placed after 720).

[725] scems somewhat bombastie, less suitable to Aegeus than the
vagucr and more polite oUtw 8 Exer por in 723.

[726] PRovrveopar: the future here may be a colloquial substitute
for the present under the influcnee of the futurity of the action con-
templated (compare Ar. Wealth 290, 319); sce 259n.

729 anaAddcscov méda: &moaAAdooopatr Dby itself often means
‘depart from’, and the addition (here only) of w68« as ace. of respect
(or ace. of the part retained with passive verb) is possible as a Eur-
ipidean mannerism, comparable to his use of Baivev wé8a and simi-
lar phrases (Diggle (1981) 37; Mastronarde on Phoen. 1536-8); thus it
is not certain that the unique usage can be regarded as a sign of in-
terpolation, as some erities have felt it to be.

728 w0l ... pun pedd: oU un with the aor. subjunctive expresses a
very strong denial (Smyth §§2754-5).

730 avaitiog ... xai Eévoig: the (aristocratic) ‘guest-fricuds’
whom Aegeus does not want to offend are evidently Jason and Creon,
particularly the latter: if Aegeus were to take Medea under his pro-
tection within Corinth iwself and escort her out of the ecity, it would
announce publicly his disagrcement with the treatment of Medea
and threaten his aristoeratie peers with loss of face. If §évois also in-
cludes the kin of Pelias, then again the positive action of escorting
Medea to safety might be regarded as more offensive than the more
passive role of accepting a suppliant at one’s own hearth,

731  €ovau a8t a formula expressing agreement with a request,
common in Furipides.

733 w®v ob ménobag ‘surcly you don’t doubt my word?’; on the
reluctance or ineredulity implied by u&v sce 5671.

735-6 TobToig & opuiowst pév fuyeig xtA.  ‘to these cuemies, if
you are constrained by oatlis, you would not surrender me if they
were trying to take me from your land’. As the position of pév in-
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dicates, ToUtois and dpkiotor do not go together, pditpon (LeOelo is
second sing, aor. mid. opt) in the sense ‘let go of” normally tikes the
gen. (whereas active pedinm tiakes the ace.), so one might argne that
Epé is the object only of participle &yovow and from it fpoG is un-
derstood with peOefo; hot this may he too artificial (note the nse of
active pednoav in a phvase of identical meaning at 7515 see further
Mastronarde on Phoen, 519 20),

737-9 Adyoig 8t oupPag ... | Ty av nllowo ‘but having given
agreement in words only and not being under an oath made i the
name of the gods, yon might show yoursell’ their friend and you
would perhaps heed their hevalded demands’, To0rois contimes to
be felt with the &é-limbh of the contrast, providing a dative comple-
ment for ¢idos and allowing the enemies to he nnderstood as the an-
thors of the tmiknpukedpara. The MSS present tvdpoTos as a variant
and read kdmiknpukepata | oUk &v wriBoto, but the scholia show that
an alternative reading was extant in antiguity, and the required sensc
is best served by the text adopted here, with emendation &y’ &v (see
further in Page'’s comm.).

741 é8akagt the MSS read tAcgas, hnt ‘speak forcthought’ is un-
idiomatic, and the variants fv Adyois and & ydvar are best explained
if the former is the original, displaced as too clumsy after (8agas was
corrupted to TAcgas,

742 6pav 148 odx adlatapau  the comnplementary inf. with this
verh in the sense *shrink frony’, ‘refuse’ is 1 rare poctic construction,
scen also in /lel, 546 dwtorny 1007 bpwrfioar aodlis.

744 Exovra agrees with pooas nnderstood subject of inf, Saxvivan
and iy sapplementary participle (direct forin ixov &ci€o): ‘for e
to show your enemies that 1 have some legithnate excuse {for not
surrendering you)'. For shift from dat, épol to ace. sce 57 8n,

745 Gpapel  422n,

¢EnyoG Beodg ‘dictate the gods {bhy whom | should swear)’
(second sing. present mid,-pass, imperative of Enyfopan, ‘lead the
way’).
746  For the pairing of Farth and Sun, compare the chorms® appeal

to Larth and Sky in 148 (n.).
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747 0edv te ouvtiBeig amav yévog ‘and the whole race of gods,
including them in one group’, ‘counting them all together’ (yévos is
object of both éuvu and ouvTieis); in ritual contexts the Greeks often
add such a generalizing formula to be sure that no relevant power
has been omitted from the prayer.

748 «i ypipa Spacewv: 693n. The inf. depends on deliberative
‘am I to swear?’ understood from Medea’s imperative in 747 (LS 29).

749 éexBalelv is not aorist, but future, as is normal in an oath.

750 aAlog Nv Tig TV endv exBpdv: take &AAos in apposition: ‘if
someone else, one of my enemies, wants to ...’, not ‘if some other of
my enemies’ (445—6n.).

751 v is not strictly logical but adds intensity to the oath, as in
the English promise-phrase ‘as long as I shall live’; ékouaiwt Tpdreon
is likewise a rhetorically more weighty substitute for éxwv or éxolUoios.

752 &og te Aapnpov ‘HAlou: the sense is certain, but the reading
is not. MSS present readings based on Aaumpdv flAiov Te $p&s, which
is metrical but involves a postponed Te that is very doubtful (since
there is no particular cohesiveness between adjective and genitive).
This transposition is Page’s suggestion, but an alternative reading
found at 746 (where it does not fit) may perhaps belong here, in
which case the line should end ‘HAiou & &yvdv oépas (Diggle (1994)
270—1).

753 €upevelv & oov xAbw ‘that I will abide by the provisions I
hear from you’; the dat. object of éuueveiv that is the antecedent of &
is not expressed, and the relative is not attracted into the dat. (at-
traction is not mandatory: Smyth §2524).

754 wn 'ppévwv: prodelision, from un épuéveov (PM 10).

nabotg 1s optative of wish, exceptionally in a question, because of
the artificiality of stichomythia: the standard oath is something like
‘f I fail to keep my promise, may I be destroyed’, and here we have
4f Ifail ..., may I suffer what?’.

758 tuyold & Bovropar ‘attaining what I desire’; possibly like 753
(gen. antecedent omitted, no attraction), but for acc. of neut. pro-
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nouns after Tuyyavw see LSJ s.v. B.11.2.b, and compare the similar
phrases in Phoen. 512, gg2.

759—63 Aletre:  seven metra of chanted anapaests closed by a par-
oemiac. The use of anapaests for an envoi is similar to their use for
announcing entrances (SE 1), and so this short anapaestic interlude is
not quite parallel to the one that follows Creon’s exit at 356. See
358—-63n. on the naive reaction of the chorus in contrast to Medea’s
understanding of what she has accomplished.

759 o Maiag nopnaiog avaf ‘Maia’s son (Hermes), the lord who
gives escort’; in addition to his roles as conductor of the souls of the
dead and as messenger of the gods, Hermes guides and protects both
heralds and other human wayfarers.

760-1 v T énivoiav omeddeig xatéxwy npdEetag ‘may you ac-
complish those things toward which you eagerly direct your purpose’;
oTeudels is intransitive and absolute and katéxwv (‘hold fast’, an in-
tensified éxewv: see Mastronarde on Phoen. 330) governs émivoiav,

763 8edoxnoar: this perf. mid.-pass. of dokéw is poetic (epic) and
Ionic and is extant in drama only here and in Ar. Wasps 726 (also in
anapaestic metre). But *3é50fa1 happens not to be extant at all. See

1417n.

764 The invocation of Zeus and Justice recalls Medea’s cries men-
tioned or heard in the prologue and parodos (212, 148, 160, 168—9,
208-9) and may suggest to the audience that Medea’s progress to-
ward vengeance has had divine support. Helios is a general witness
of oaths (as in 746, 752), but his inclusion here also suggests that he
may be helping Medea, and thus this invocation is a form of prepa-
ration for the loan of his chariot at the end.

765-7 viv ... vbv: for the combination of anaphora and asyn-
deton cf. 1401 viv o¢e Tpooauddus, viv &omdlnt, and (with a similar
anticipation of ‘fair victory’) Phoen. 1252—3 vOv moAews Uteppayeis, |
vV KaAAIVIKOS YEVOUEVOS GKNTITPWV KPATETS.

766 xdg 6bov BePiuapev ‘I have entered upon the {required)
path.” The force of the perfect tense is almost ‘My foot is firmly
placed upon the {required) path.’ ké&s is crasis, kai .
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768  avnp:  crasis, 6 &unp.
nuee relative adverh, ‘where?, ‘in the poit where',
)

769=70 Apyy ..|. mpupviTyy kddwv: another instance of the
nantical metaphor nsed cavlier by the chorns (442 3) and Medea
hersell (258), moorving oneself” in o harbonr that shiekds one from
dangerons waters (Introdl, 2( /). k&Aws heve is not used in the specific
sense as i 278, but in the general sense ‘rope’, with the modifier
wpupvn Ty o produce the sense ‘stern-cable’ (for tying the ship np
sterimnost to the shore),

769 Apnv ... tdHV éudv Povicvparwy: this metaphor is com-
mon in tragedy, and the attached gen, may have virious construe-
tions: the bad thing from which the harbour protects one (Aesch,
Supp. 471 xoxév;, Andr. 8g1 xeiporos), the valned thing that the har-
bowr protects (as heve and [Men| Sent, 444 Mpnv veds dppos, Piov &
dAvTria), or the thing that provides the shelter (Soph. Ajax 684 Erou-
peias Ay, Or. 1077 néyas tAoUTOU Atpnv),

771 dotv xai mohwopa Marrdbog: this is a high-style periphrasis
for Athens, featuring hendiadys (theve is no semantic distinetion be-
tween the two nouns) and the poetie nse ol wéhopa as a variation on
wénis; compare I'l 1014 wéhiow & TlaArdBos, Her. 1424, Men, Samia
g2 (quoting Enr, Oedipus) & wéhopa Kekporrias x0ovés. For the acc.
see 1S 12.h,

772 tapd:  crasis, T& Epd.

773 w0 wedg ndoviy  ‘with no pleasure’, ‘Cspoken, revealed) not
i divection aimed at pleasinee’. For this nse of wpds see 5380, on
1tpds loyvos x&piv and compare Soph. Ll 921 ob wpds HGoviiy Atyw,
fr. 63.1 w&v pds Boviy Aéyer,

774  €pdv T oixerdve  for the identity of the silent extra sent to
Jason, see Introd. 4.

776 paXBaxodg ... Aéyoug is reminiscent of Creon's phrase at 416,
Atyeis dkoUoar paAdax’,

.

777-9 saying both that 1 agree with him and that it is well that
he miakes the marriage with the royal Funily which he now has, hav-
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ing betrayed ng, and gaying that what he has done is advinitageons
and well decided. The repetitionsness shows a mocking pretence of
subgervience (simikar to what Medea will feign in the next scene), al-
though the relative clauge i 978 is Medea ‘editorializing” for the
chorug, not part of what she will gay to Jason’s face. The text is un-
certaing what is printed here juvolves Barnes' reinterpretation of
transmitted TaUta as Tabré (tviviak the ransimitted diacrities have
no anthority), Bolkestein’s yaued for MSS’ {yet (the cormaption conld
have oceurred casily by confusion with the next line and perhaps also
by unconsciony reminiscence of the idiom vadés txn), and the ac-
ceptance of a ghift of congtruction from s-clse in 777 8 to inf, of
indireet disconrse in 779, with vagne unexpressed subject inferred
from the context (for the shift of construction, cased by the inter-
vention of the rebative clange, there are some parallels in Thucydides:
see Page’s commentary and Bolkestein (194¢9)). ‘This sohition secims
better than Page’s &s ... Boreiv pot Talra ... Ixav (unlikely use of
&5 = 00708, otherwise in Fur, only with optative or imperative, or
ay correlative in an epicising as Bacch, 1066 8), But there may be
a deeper corruption or an interpolation (Porson bracketed 778 ¢,
Reiske 778 alone, Page considered It rejected cotting 779 alone),

777 voebta:  the comparative phrase ‘as he does’ 1o go with ‘the
sne’ iy casily understood after 776,

777-8  yapel| ydpougt fiin.
yapoug tupdavvev:  cf. 140 Metpa Tupbwvey, 5094 Avtpa Pooi-
Aoov.

781 Amola’ av:  the participial form corresponding 1o a potemial
opt.: ‘not as if | would teave them in the land of my encmies’, With
782 deleted, one might supply ‘really’ with ‘leave’ in this transtation
to reflect the antithetic foree of 86hoior in the paiving of oby oy ..,
&AN s,

[782]  Brunck deleted this line, Tt is simibiar to 1060 1 &mress EyBpoTs
Fyor | malboas mapfow Tous tpous kaluPpioor and containg an unnece
cssary repetition of walbas 1o lpots (also without variation in the
noun); it anticipates a bater concern (the chorus and andience can
understand raduPpioon only after Medea reveals her plan); and it
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weakens the direct contrast of 781 and 783. If the line is kept, xa®-
uPpicar would be epexegetic inf., with the dat. of interest &x8pois
providing its subject (‘for my enemies to outrage’).

[785] This line may have originated because someone wanted
Jason’s bride to be mentioned explicitly as recipient of the gifts, al-
though that is actually clear enough from the mention of her in 783
and from the description of the gifts in 786, so that AapoUoa in 787 is
easily understood to refer to her. What is odd about this line is the
addition of ¢épovTas in asyndeton after éyovtas, with both governing
8&®pa, and the epexegetic inf. phrase that requires a pregnant sense
for 8&pa (‘gifts meant to persuade’) or for ¢pépovTas (‘offering gifts to
win in return the concession’). Idiomatically, if one were trying to
express purpose after mépyw, one would expect a future participle
(thus emending the opening to e.g. aiToupévous Te is no help).

786 The line recurs verbatim at 949, which makes it likely, though
not certain, that it is not genuine in one of the two passages (see 37—
45n.). Here it is indispensable to specify what the gifts are so that
kéopov &ud1bfit in the next line may be understood. See g47—50n.
mAdxov ypvonAatov: here a ‘plaited wreath’ (cf. TAékw) of in-
tricate goldwork, elsewhere Adkos is a crown of greenery or flowers,
as in 841 below (wild celery in Pind. Ol. 13.33, myrtle in El. 778). For
examples of golden diadems (some with vegetal motifs or leaves) see
Marshall (1911) 170-6 with plates xxvi—xxix; Andronikos (1984)
172—3, 193, 196 (from the royal tombs at Vergina, Macedonia). A
crown is a standard element of adornment of the bride and is often
shown in vase-painting (e.g. Oakley and Sinos (1993) figs. 28, 82).

7847 wavmep ... &udidF:  crasis, xai &vmep/Eavmep; the verb is
aor. act. subj. of &u¢rtiénpi.

xpoi: alternative dat. sing. of ypws (Smyth §257D): see LS 5.c
and cf. 1162 eixc.

788 oAetrar: fut. middle (in passive sense) of AAuut; the verb is
understood again with m&s.

789 towicde ypiow dapuaxorg Swpnparta: it seems that through
carelessness or indifference Eur. did not give Medea a chance to
perform this essential step. The fatal gifts are brought out between
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950 and 955 by a silent extra who is ordered to fetch them quickly,
and they are placed in the children’s hands, and they do prove to be
fatally poisoned. There are at least three ways to avoid this anomaly,
but none is likely. (1) Make Medea silently whisper instructions to a
mute attendant and direct her into the house to do the job for her
(when? either immediately after this line, or at the end of the scene).
But this would weaken the premise that Medea is the one uniquely
knowledgeable in magic drugs, and it is anyway unlike the dramatic
technique of Greek tragedy for such an action to be done without
words (esp. in a context where Medea instructs a servant in the less
crucial task, fetching Jason). (2) Have Medea go indoors for part or
all of the choral ode in order to do the job herself. See 823n. (3) Have
Medea perform some quick and surreptitious anointing during the
handing over of the gifts to the children at g56-8 (956n.). There is
insufficient time for this (and where would the poison suddenly come
from?), and such an action would be totally uncharacteristic of Greek
stage-technique.

790 t6vd anarlacow Adyov ‘I dismiss this topic’ with an unusual
use of this highly flexible verb; cf. LSJ s.v. a.1.3 (but ‘bring to an end’
1s a slight over-translation).

791 @wpwEa ‘dramatic’ aorist (LS 13), emotionally more con-
trolled than letting out the cry ofpoi (contrast 89g): Lloyd (1999) 28.

792 tolUvtebBev: crasis, 1O évtelfev, adverbial acc., ‘thereafter’.

793 ~tap: the enjambment perhaps adds emphasis to the posses-
sive adj. (crasis, T& éud), and in any case the unusual punctuation of
the line after the first syllable after carryover from the previous line
suggests that the rhythm reflects some agitation in Medea. For the
rarity of punctuation at this point in the trimeter, see Denniston
(1936). Compare 612 (less striking because there 1s a comma at the
end of 611) and the weaker pauses in g3, 508, 596.

eEapnoerar  ‘will take them from my hands’ or ‘will rescue
them’.

794 dopov te mavra ovyyéao the phrase recalls 487 wavta 1" &§-
efAov 8éuov and points up the similarity of Medea’s revenge upon
Jason to the way she previously treated his enemy on his behalf. Te
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joins this clause to Tékva ... kaTakTevd, across the parenthetic as-
severation. cuyyéac’is fem. sing. nom. aor. act. participle of ouyxéw,
‘throw into confusion’; hence ‘obliterate’.

795—6 &oévov | dedyovoa ‘fleeing {the consequences of) the
murder’, similar to Supp. 148 aipa cuyyeves ¢peiywv xbovds, ‘fleeing
his country in consequence of the pollution of kin-murder’ and
Soph. OT 355 moU ToUTo ¢peUfeabon Sokels; ‘where do you imagine
you will escape the consequences of this outrage?’; not the same as
prosaic ¢ovou Biknv ¢eUyev ‘to be prosecuted for murder’, ‘to be
tried on a charge of murder’.

797 ol yap yeAldoOBor tTAntov: on this motif of being laughed at
by enemies, see 383n.

[798—-9] It is probably best to follow Leo (and Diggle) in bracket-
ing this couplet as an interpolation. While the latter part of this
couplet could apply to Medea, both the imperative iTw and the
question Ti pot1 {fjv képdos; are difficult to construe rhetorically. The
implied subject of iTw and its tone are unclear. This bare imperative
may be defiant (‘let it come’, ‘let it happen’, ‘so be it, I don’t care’) or
dismissive and acquiescent (‘let it go’, ‘never mind that’; what Dodds
on Bacch. 363—5 calls ‘the Greek for a shrug of the shoulders’). For
the former see 819 below, Soph. Phil. 120; for the latter see 699
above, Or. 793, Bacch. 365, Held. 455, Hipp. 1007. Here it is unclear
whether the meaning is ‘let it [my killing of my children] happen
anyway! or ‘Never mind [the horror of my planned deed]!” The
question Ti pot {fjv képdos; is normal in contexts where despair leads
to thoughts of suicide (or cessation of resistance to murderous ene-
mies), but such despair is odd after the rejection of submission to
enemies implied by 797, and it is hard to see how it fits into Medea’s
overall self-image of one who triumphs over her enemies. Here the
meaning would apparently have to be ‘with or without my children,
what profit can I get in living?’ If the lines are borrowed from else-
where, that context presumably was one in which suicide was being
argued for.

[799] amootpodn xaxdv: if the lines are genuine, then in the
context of this play, in which the audience has heard 31-5, 253-8,
441-3, 502—3, 603—4, 645-9, it seems inevitable that following ‘I
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have neither fatherland nor home’ these words will be heard in the
sense ‘refuge from my (pre-existing) woes’, which again suits a con-
text where suicide is contemplated, but not one in which a refuge has
been provided by Aegeus. In another context &mwooTpo¢n kakdv
might be ‘means to turn aside (my impending) misfortune’ (cf. Hipp.
1036 aiTias &wooTpodnv, Prom. 769 T1fiod dmwooTpodn TUXNS). Kovacs
adopts this sense in retaining the lines as genuine; Page prefers ‘ref-
uge from’, but he too refers kaxév to the misfortunes following upon
the children’s death.

800 ¢&Eeripmavov: Amwavw is an alternative present-stem forma-
tion for Aeimw (compare ¢uyydavw and ¢eUyw and the standard for-
mations pavBavw, AapPavw, TTuvbBdvopa, etc.), rare in classical Greek
and rarer in Attic; on the extant evidence we cannot say whether it
will have seemed colloquial or recherché.

8or "EAlnvog: reversing the stereotype of the Greek as superior
to the barbarian, Eur. allows Medea as foreigner to voice contempt
for Jason as a Greek, as someone who should not have been trusted
because he was from a different nation than she was, and perhaps
also reflecting the notion of the clever and untrustworthy Greek
(Aesch. Pers. 361—2 86Aov "EAAnvos &vdpds, IT 1205 mioTov ‘EAAGs
oidev oUdév; cf. Hdt. 1.153, Cyrus’ perception of the Greek agora as
an institutional locus of perjury and deceit). See Hall (1989) 80, 122—
3 on the contrast between the cunning intelligence of Greeks and the
slow-wittedness of non-Greeks; for the later stereotype of the tricky
and unreliable Greek, see Polybius 6.56.13—15, Petrochilos (1974)

40-5.
802 oUv Bedi: see 625n.

803-5 Medea’s scheme answers neatly to Jason’s emphasis on the
blending of his projected two sets of children (563-7, 596-7).

803 yap is postponed to the third position in the clause, for metri-
cal convenience and to lend contrastive force to €§ éuoU. For such
postponement, see Denniston g6.

804 710 Aowov: adv. acc. or acc. of duration of time, ‘in the
future’, ‘hereafter’ (also 1128, 1383).
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805 vOpdne texvwoer: either plain gen. of source, ‘will father
from his new bride’, or ¢ is understood from its parallel use in the
previous limb of the oUT ... oUte pair (Diggle (1981) 23—4).

805—6 xaunv wxaxég | 6aveiv: understand the participle oUocav
with kaxfv: ‘being a wretch she must die wretchedly’; compare 1386
below (spoken to Jason by Medea) xatfavijt kakds kokdds. Both
phrases are vcrsions of a type of imprecation that draws strength
from the juxtaposition of adj. and adv. from the same root: see LSJ
s.v. kakos D.2; Watson (1991) 35 n. 152; for occurrences in inscriptions
and a defixio, see Strubbe (1997) nos. 31, 155; Voutiras (1998) 8.

807 wxacBevii: crasis, kai &oBevd.

808 Oatépov tpomou  ‘of the opposite temper’, that is, fierce and
aggressive. Batépou is formed by crasis from ToU &tépou, GTepos
being a byform of &tepos that is seen in Attic only in crasis with the
article (&tepos, &tepot, Batépwot, BaTepov, KTA.).

809 Boapeiav éxbpoig xai Ppirotov edpevijt a version of the fa-
miliar Greek ethical principle that it is the virtue of a man to help his
friends and harm his enemies: Archilochus 23.14—15 West é¢wioTauai
Tol TOV 1AovTa piv PrAely, | TOv & éxBpov éxBaipev Te kai kako[oTO-
petv?, Solon 13.5—6 West elvan 88 yAukUv &8e dpidots, éxBpoiot 8¢ mik-
pov, | Tolol pév aiBoiov, Toiol 8¢ devov ideiv, Theognis 869-72, etc.
See Blundell (1989) ch. 2, Dover (1974) 180-1.

810 eOxAeéotatog Biog: another aspect of Medea’s assimilation
of masculine values is her positive attitude here toward fame:
whereas she had earlier bristled at Jason’s claim to have benefited
her by making her famous throughout Greece, she now seems to
prize famc in the samc way that Jason himself does (542—4).

812-13 vépoig Bpotdv | EvArapBavovca ‘offering my assistance
to the laws of mankind’, with a mild personification of ‘laws’; for this
sense of oUAAauPdavw see LSJ s.v. vi.1 and compare g46 §uAAfyopat
8¢ ToUBE gor kayw movou. “The laws of mankind’ is a concept whose
content varies with the context and speaker, but refcrs cspccially to
major cultural sanctions related to incest, kin-murder, treatment of
suppliants, burial of the dead, and the like. See Cycl. 299 (suppliants),
Supp. 378 (burial), fr. 946 (parents’ love for their children). Thus,
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Tade probably refers entirely or predominantly to the killing of
the children, as the follow-up in 816 and 818 suggests. The chorus
does not object to the plot against the princess or the concept of re-
venge in general (indeed, the right of revenge against the person who
harms one first is sometimes called a ‘law of mankind’, e.g. in Dem.
23.61).

814 oUx ETv aAAwg ‘it is not possible {for me to do/for events
to happen) otherwise’.

815 p7 maoyovoav, wg éyw, xaxdg: for the acc. participle after
ooi in the previous line, see 57-8n. When a tragic character rejects
the moderating advice of the chorus, the distance between the am-
bitions, excesses, experiences, and responsibilities of the elite char-
acter and the middling aspirations, caution, and relative safety of the
humble collectivity is made clear. Compare Hipp. 722—4 (Phaedra);
Aesch. Sept. 686—719 (Eteocles), Soph. Trach. 723—30 (Deianeira: esp.
729—30 TotaUTd Tav Aé§eiev oUy 6 ToU kakoU | kowwvds, GAX @1 undév
o1 oikol Papu).

816 oméppa: the sense ‘offspring’ (without defining gen. as in 669
above) is characteristic of high-style poetry, e.g. (also of women’s
offspring) Aesch. Supp. 141, Soph. Trach. 204.

818 & ... y* the addition of ye adds force to a lively rejoinder
(Denniston 153).

819 itw ‘so beit’, ‘let it happen’ (798—gn.).

oUv péowt Aéyor: (crasis, oi év) ‘the words in the interim’, that is,
from this moment to the moment when the planned action is com-
plete. On unexpressed limits with év péowr see Mastronarde on Phoen.
588-q.

820 4&AN ela: 401n. Medea turns to one of the silent attendants
who entered by her side at 214 (and to whom she alluded in 774 éuév
TV oikeT@v). For the argument that this faithful servant is not the
nurse of the prologue, see Introd. 3.

821 &g mavta ... t& mwera ‘for all matters that require special
trust’, an extended meaning of moTés not accounted for by LS]J.

823 Seométarg: poetic plural, referring to Medea alone (LS 33).
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yuvq T €pug:  Medea’s initial appeal to the chorus and the cho-
rus’ first stastimon have alrcady demonstrated the assumption of the
solidarity of women, and now Medea appeals to it explicitly in ad-
dressing her servant. Compare Iphigeneia’s appeal to the chorus for
their silence, /7 1061 -2 yuvaikés éonev, ¢prAdppov GAANAQIS yévos |
owifev Te ko TpdypaT GoparéoTaTtat; the chorus-leader’s state-
nient to Helen, Hel. 329 yuvaika y&p 87 ouptovelv yuvaiki xpn; fr.
108 yuvh) yuvaiki oUppayos TEPUKE TTws.

823 Action: the attendant goes off city-side. Medea stands before
the house, and the choral ode is addressed to her. Jason’s first words
on entry at 866 indicate that Medea is standing before the door as he
approaches. See 78gn. on the problem of when or whether Medea
prepares the poisoned gifts. One may wonder whether it would have
been possible for Medea to go indoors for a very short time to pre-
pare them: Wilamowitz, for instance, supplies in his translation stage
dircctions for Medea to go in at this point and return from inside at
845, in time to be addressed in the second pair of stanzas of the sta-
simon. This certainly scems contrary to normal stage practice, and
although it is possible for a chorus to address a character who is not
present, a temporary absence during this stasimon consorts poorly
with the persuasive intention of the song. It is better to assume that
Eur. simply neglected this detail.

24—65  Third stasimon

Again the chorus does not start its song with any obvious closc con-
ncction to the final tense words of the scene just cnded; instead it
begins with an cvocation of ideal beauty and calm. The Athenian
choristers behind the choral masks are praising their own city and its
culture, but this is not an obvious casc of patriotic flattery of the au-
dience. To the chorus in its Corinthian character, Athens is cvoked
because of Aegeus’ role in the previous scene, and the depiction of
the special blessings enjoyed by Athens is reminiscent of the prayer
for blessing that sometimes follows the reception or protection of a
suppliant (Aesch. Supp. 625fT., Soph. OC 668fT.; cf. Aesch. Eum. g16fT.).
On the one hand, the harmonious music and the moderate and safe
influence of Aphrodite in support of sophia and virtue present a clear
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alternative to the disruptions in Corinth  a musical tradition in re-
versal (415 30), excessive Aphrodite (627~44), dangerous sophia (294
305, 580--3), and corrupted faith (410-14, 439 40, 659 62). On the
other hand, there is the stark contrast between this idealized purity
and the murderer who will be welcomed into it Just as Aegeus is the
truer friend and host who iy also a dupe of Medea’s scheme, so the
glorious Athens of myth is exposed o irony by the collocation of a
traditional source of Athenian pride (the protection of persecuted
suppliants) with the disruptive pollution that will be: carried there by
Medea. The chorus is reluctant to believe that Athens will receive
her or that she will in fact kill her sons, but the audience knows the
tradition that Aegeus did receive her and probably also stories in
which the sons died in Corinth (sce: Introd. 4).

Metre

As in the previous stasimons, the rhythm of the first pair is dac-
tylo-epitrite, and here the use of this metre is not only stately (in
contrast to the intensity of the questions and appeals that follow in
the second pair) but most directly reminiscent of its use in the praise-
poetry of Pindar. The second pair beging in similar rhythm but soon
shifts to the acolic measures (already prepared for in aeolic clausula
834 = 845) that have also appeared in the sccond half of carlier
stasimons,

The period structure of the first pair is hard to dctermine: there
may be only two to four periods, with a long one 825-31 = 436-42
(or more extensive), or, at the other extreme, each line could be a
separate period (but the repeated lack of rhetorical pause at period-
end is somewhat unlikely). The second pair hay perhaps six periods,
with the longest at the start and then several short ones as the chorus
envisions (and asks Medea to envision) the murder of the children.
There is epic correption (PM 7) in 862 9dvou ol for the correption
coinciding with punctuation between the involved vowels compare
Held. 763 &yerr oUmore, Hece. 449 d9iGouan; 1.

Ve bu ~u U=y ==V

‘EpexBelCor 16 mahaiov SAL1o) 924 /Dvre
7100 raAMvdou T il KnaisoU foais 495

- - —-=-—vu-vuu-|

rai Bedw Tailes pardpowv, lepss g25¢-D

Tav Kumpiv rAfifovaiv devaaapivay 836
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——u~- ——U uU-uvu - |
xwpas &mopbnTou T &mo, dpepPouevor

Xopas KaTamveloa HETPIOUS QvEnwv
—VuU =W ——v u-uu-|
KAewoT&Tav codiav, aisi 51& AauTpoTaTOU
nduTvoous alpas: aiel & émiPariouévav
——u-———vu-vu--1I°

. S M c s
BaivovTes aPpdds aibépos, Evba ol ayvas

XalTaow eUwdn podéwv TTAGKov avbtwv
—Vu—uvuU— —=u ——
gvvéa Mepidas Movoas Aéyouot

T&t Zodiat TTapeSpous mépmety “EpwTas,
———vu-u--Ii

EavBav ‘Apuoviav puteloar*
TavToias &peTds Euvepyous.
U~-vu-uvu —|

TS oUv iepdV TOTAUGOV
éBev Bpdoos 11 dppevds A
—vu-—-u-|

iy TOAIS f} PiAwv

Xeipt Tékveov oébevt
—u-vu--|

TOHTILIOS 08 XWpa

kapdial Te Anynt

- —uu —u-—-=|°

Tav TaidoAéteipav e,
Sewvav Tpoodyousa TOApav;
- —vuUu-uU- —|P

T&v oUY 6oiav HeT” &GAAWV;
&S & Sppata mpooParoloa
——vu=-=—-=1

okéyal Tekéwv TAayQv,
Tékvols &dakpuv poipav

8267 —e—-D
(iambelegus)
837-8

828-9 D -D
83940

830-1 —e—D—
(iambelegus
extended)

8412

832-3 D—e—
(elegiambus)
8434

834 hipponactean
845

846 xD
856

847 dodrans
857

848 ithyphallic
858

849 hagesichorean
859

850 hagesichorean
860

851 telesillean
861
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- —vu-u--1I

okéyai pévov olov aipni. 852 hagesichorean
oxnoels povou; oU duvdani 862

-—vu ~u- -1

1, TPOS YOVATWY O TAVTXI 853 hagesichorean
TaiBwv ikeTdv mITVOVTWY 863
-——vu-u-|

TAVTWS IKETEUOUEVY, 854 telesillean
Téy§an yépa powviav 864

—vu-—-=i

TEKVO poveEUSTIS. 855 adonean
TA&povi Bupddi. 865

824-30 form a long nominal sentence (LS 30), with a series of pre-
dicate terms attached to subject *Epex8eidou: adj. 6ABio1, noun Taides,
amwo-phrase, two participles. Such a structure is typical of high-style
lyric poetry, and perhaps the form here implies the timeless truth or
the intrinsic quality of this characterization of the Athenians.

824 ’EpeyBeidar ‘sons of Erechtheus’ is a poetic synonym for
‘Athenians’ in Pindar, Eur., Sophocles, and later poets (and the sin-
gular in a generic sense is used in mock oracles in Ar. Knights 1015 and
1030); it is honorific because it alludes to the autochthony on which
the Athenians prided themselves (825n.). In most passages the four-
syllable form is guaranteed by metre, but the five-syllable form (with
diaeresis of e1) seems secure here and in Jon 1056.
7o maiaiov: adverbial acc., equivalent to wdAa, ‘from of old’.

825 0Oedv naideg paxdpwv: the Athenians claimed to be auto-
chthonous (and thus superior to other Greeks, who had experienced
migrations), and so they are in general children of the Earth (a god-
dess). Moreover, the titular founder of their line Erechtheus was,
through conflation with Erichthonius, considered the son of He-
phaestus and Earth, and in some sense even the child of Athena, since
Hephaestus’ seed was spilled in an unsuccessful assault on Athena
and she took an interest in the baby. See Loraux (1993) ch. 1.

825-6 iepag | ... dmopBntou: Attica is sacred because of the
tutelage of Athena, while ‘unconquered’ alludes to the claim that
unlike almost all other Greek communities the Athenians were never
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forced by invaders to abandon their original homeland or accept the
domination of immigrant groups (Thuc. 1.2.1, 1.2.5).

827-8 <epPopevor | xhewvotratav codiav ‘feeding themselves on
most glorious knowledge’, with co¢iav as a bold internal acc. giving
the content of the nourishment (LS 12.a). Attic sophia includes the
crafts sponsored by the patron gods Hephaestus and Athena (build-
ing, metalworking, sculpture, painting, weaving, seamanship) and
poetry (the epic recitations established by the Peisistratids, the dra-
matic festivals and dithyrambic contests of the democracy) and all
the other intellectual pursuits that had gathered themselves by
preference in Athens by the last third of the fifth century. The en-
comium is thus anachronistic, or rather timeless, and properly com-
parable to the praise of Athens in Thucydides’ Periclean Funeral
Oration.

829-30 &t Aapmpotdtov | ... aibépog ‘stepping with grace and
luxury through the bright pure air’, alluding to the notion that Attica
has a wonderfully balanced and moderate climate, which was be-
lieved by earlier and contemporary philosophers and physicians to
have the best possible effect on the health, vigour, and intelligence of
the inhabitants. (The climate of modern Athens is not the same,
partly perhaps because of climate shifts since antiquity and mainly
because of modern urbanization, industrialization, and petroleum-
powered transport.) For belief in the benefits of a moderate climate,
see Hippocrates, Airs, Waters, and Places 5; for praise of the climate of
Athens see Eur. fr. g71.3—4 oUpavdv Umép yfis Exonev e kexpauévov, |
v oUT &yav TUp oUTe Xeipa oupmiTvel, Plato, Tim. 24¢ ‘so then, hav-
ing at that time organized you [Athenians] in all this organization
and arrangement, the goddess settled you on earth before other
people, having selected the place in which you have been born, not-
ing the temperateness (edkpaoia) of the seasons in it and recognizing
that this climate would bring forth men of supreme wisdom (¢po-
vipwTtaTtous)’. Further exx. of such praise are collected in Kienzle

(1936) 1418, 27-8.
830 aBpdg here perhaps combines an active sense (‘gracefully’)

with a passive one (‘with an experience of luxury’, the sensuous feel
of living in such an ideal atmosphere). Words from the stem &Bp-
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traditionally had a positive connotation in the usage of the elite and
in the high-style poetry they cultivated, but a negative connotation in
the discourse of those devoted to egalitarian civic values (see Kurke
(1992)). Eur. here is clearly drawing on the positive connotations,
assimilating the whole populace of Attica to an elite dear to, and
almost living like, the gods. Compare Pericles’ confidence in defend-
ing the ¢1hokahia of the Athenians (Thuc. 2.40.1 ¢prAokaroUpév Te
Y&p ueT ebTeAsias kal prAocopolpey Gveu paraxias).

832—4 Movoag..|. Appoviav puredoar: syntactically there is no
way to tell which noun is subject and which object of ‘begat, cre-
ated’; but the genealogy of the Muses as daughters of Mnemosyne is
so well known that Harmonia as subject seems unlikely, and with the
Muses as subject we have a more pointed claim: not simply a genea-
logical fact, but an assertion that all artistic excellences come to-
gether perfectly in Athens. (For the opposite view, see Most (1999) 20
n. 1, who points to the epithet §avé&v and makes a stricter distinc-
tion between concept and personification than seems appropriate for
Greek lyric.) The Muses also feature in the praise of Athens in Soph.
OC 6g1—2. Although Harmonia here verges on being a personifica-
tion of an abstraction, Eur. is also relying on the mythological asso-
ciations of Harmonia, daughter of Aphrodite and one of her atten-
dants (Hom. Hymn Apollo 194—6, Aesch. Supp. 1041; LIMC's.v. Harmonia,
nos. 12—15, vase-paintings from the late fifth century showing Har-
monia in attendance upon Aphrodite along with Peitho, Eros, and
similar figures).

835 Knéisod: praised also in Soph. OC 685-91, this is the major
stream watering the plain west of Athens; it arises on Mt Parnes, is
joined by tributaries from several directions, and empties into the
Bay of Phaleron.

836 Koinpwv: Aphrodite likewise is mentioned as favouring Colo-
nus and Attica in Soph. OC 692-3.

xAntGovaiv:  almost a synonym of Aéyouat, but this verb implies
a sense of pride in the statement and the glory that results from the
claim,

advooapévav ‘drawing water’, ‘filling her pail’; ‘from the
Kephisos’ is understood with this from the locative phrase in the
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preceding verse (variants in some manuscripts show a mistaken effort
to make the source more explicit).

838-40 ywpag xatanveboar perpiovg ..|. abpag ‘wafts down
over the land moderate sweet-smelling breaths of wind’; gen. xwpas
goes with the kata- of the compound (Smyth §1384) and 1s Reiske’s
emendation of xwpav, which would require a double acc. construc-
tion (external object and acc. of content) unparalleled for this verb.
The form perpious adopted here is based on the ending surviving in a
papyrus (for treatment of a three-ending adj. as of only two endings
in tragedy, see LS 5.d), although it could be due to assimilation to the
ending of n8umvoous or to the presence of a noun other than atpasg
in the gap in the papyrus (the MSS’ alpas involves an unusual re-
sponsion, contraction of biceps in the D element corresponding to
kAswvotdTav copiav).

840-2 émBaidopévay | xaitatcwy  ‘putting upon her own hair’ or
‘dressing her hair with’ (Kovacs): for this sense of the middle, LS] s.v.
.2,

844 mapédpoug ... "Epwrag: the image suggests Sophia en-
throned, with the Erotes seated beside her as powerful assistants;
compare Soph. OC 1382 Aikn §Uvedpos Znvds dpxaiots vépors (Ant.
796—9 describe Eros/Himeros as T&v ueydhwv mopedpos év &pxais
8eouddv, but the phrase is probably corrupt: see Griffith).

845 mavroiac apetdc Euvepyovc ‘helpers in the creation of all
manner of excellent achievement’; this positive assessment of Eros is
in strong contrast to the image in the previous stasimon (627—9, ex-
cessive Eros hinders good repute and excellence).

846-8 iepdv motapdv | ) mérig ) Pidwy | mopmipog ... xWpar
the first 7} is postponed by a licence of poetry (LS 35), and the sense is
‘either a city of sacred rivers or a land that gives escort to friends’.
The first alternative refers back to the previous stanza; the gen. is one
of description (see Diggle (1994) 418-19). The second alternative al-
ludes to the notion of Athens as protector of deserving suppliants
and solver of their problems. In the two most famous cases of which
the Athenians constantly boasted in their epideictic oratory, the Ar-
gives who died in the attack of the Seven on Thebes are granted their
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burial after supplication of the mourners in Athens (Eur. Supp.), and
the children of Heracles, persecuted by Eurystheus, can go on their
way safely and with their goals met because of the help given by the
Athenians (Hcld)). There may also be an allusion to the incident
referred to by Aeschylus in Eum. g—14: Apollo came from Delos to
Athens, and the Athenians built a road and pacified the wild coun-
tryside to escort the god to his new home in Delphi — Apollo too is
their ¢idos. Kovacs emends to 8eddv wopmipos in order to make the
allusion to religious purity clearer.

849 rtav maidorérepav: the appositive is like an anticipated
quotation of what people will say of Medea (so Jason hurls Tan8oAé-
Top at her in 1393). The fem. agent-noun may be a coinage of Eur.
for this passage (imitated in Anth. Pal. 4.138, of Medea, and by Non-
nus, Dionys. 48.748, of Procne).

850 per’ &AAwv: this problematic phrase, if sound, is most likely
to mean ‘in the company of others {not similarly polluted)’ (Bothe’s
interpretation); some take it more closely with &€& and translate
‘among its other inhabitants’; and Most (1999) provides a detailed
discussion of various approaches to the problem and argues (im-
probably) for ‘along with the other suppliants {that Athens is famous
for protecting)’. Diggle accepts the attractive emendation pétavAov,
which would here be an ad hoc poetic synonym of uétoikos, ‘resident
alien’ (cf. EUvavios, ‘dwelling with’ in Soph. OT 1126, 4jax 611). Ko-
vacs accepts Jacobs’ pet &aTédv, but this is not so likely as the origin
of transmitted pet” GAAwv.

852 d&ovov...alpni: «ipniisa reinterpretation of MSS’s aipfji (a
common confusion), and ¢évov aipecBau (apparently unique) is prob-
ably based on the more common méAepov (veikos) alpeabon (LSJ s.v.
&eipew 1v.4), ‘stir up, set in motion, undertake war’, but one cannot
rule out ‘take upon yourself’ (LS] s.v. 1v.5), as with &x8os in Or. 1-3
or mévBos in Soph. OT 1225.

853-4 mavtai | mévrwg: mévton is adverb mwévrm with Doric
vowel; the nearly synonymous adverbs, ‘in every way entirely’, make
a very strong expression, found about a dozen times in Plato and
Aristotle and once in Parmenides. The MSS have mavTes wévtws and
corruptions thereof.
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856—9 The passage is corrupt and not convincingly cured by any
suggested emendations. Assuming that the first f is postponed and
the corruption lies in Tékvewv (e.g. pévos Kovacs), we may guess that
the sense was approximately ‘Whence will you acquire the daring of
mind or the force for your hand or heart, executing a deed of dreadful
daring?’ Or, if the corruption is rather in fj ¢pevds ), one might
consider &is 6AeBpov, yielding “‘Whence will you acquire for your hand
and heart the daring for the destruction of your children, applying
dreadful boldness {to the act)?’ There is a thorough review of past
interpretations in Most (1999), whose own defence of the transmitted
text does not convince.

861-2 &daxpuv poipav | oxnceig povou: from the context it is
clear that this must mean something like ‘how will you fail to weep at
the prospect of murdering them?’ and that the rhetorical question
leads smoothly to the denial oU Suvdom, but it is not clear exactly
how to construe the individual words of this phrase. Kovacs renders
‘how will you behold their fate with tearless eyes?’. This is perhaps
the most likely view: poipa is then that of the children, and uoipa
¢bvou is almost a periphrasis for ¢évos, as Elmsley proposed, with the
not quite satisfactory parallel of 987 poipav 8avétov; Page cites El.
1290, but that passage actually supports the next choice. Méridier’s
version gives (in English) ‘how will you take on without tears the lot
of a murderer?’ (poipa is that of Medea); Wecklein’s gives ‘how will
you have a tearless participation in murder (participate tearlessly in
murder)?’; and other less probable explications have been offered.

866—975 Fourth episode

As she had manipulated Creon and Aegeus, now Medea manipulates
Jason. Her meeting with him is an apparent reversal of that in the
second episode. Adopting the stance of the weak, irrational female
(for this strategy, compare Clytemnestra’s deception of Agamemnon
in Aesch. Ag.), she now echoes Jason’s own positions and appeals to
his vanity and sense of superiority to entrap him. She admits to, criti-
cizes, and apologizes for her anger: 870 dpyds, 878—g oUx &mal-
Aay8noopan Bupol;, 883 paTnv Bupouptvn, answering to Jason’s 447
Tpayeiav dpytfv ws aufixavov kakdv, 615 6pyfis. She refers to Jason’s
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good sense and planning: 874 Toiol Boudelouoiv eV, 884 cwdpoveiv Té
uot dokels, answering Jason’s 548-9 co¢ds ... cwdpwv, 567 udv
BeBovAsupal kakds; She condemns her own folly: 873 paivopar, 882
&Pouvhiav, 885 &ppwv, 891 vniriwv, 892 kakds ¢povelv, answering
Jason’s 457 pwpias, 600 ®s ... copwTépa pavij, 614 uwpaveis. She
claims now to be changed and as prudent as Jason: 886 ueteiven
TGOVSe TGV PouleupdTwy, 893 &uetvov viv BefolAevpcn Té8e. Jason
swallows the bait entirely and replies with patronizing language
about the expected behaviour of women and praises Medea for now
acting like a ‘sensible woman’ (go8—13). The silent children are
brought forth again in this scene, and the secondary meanings of
Medea’s words and the momentary breakdown of her facade that
result from their presence give a foretaste of the internal struggle to
come in the next episode. Jason’s hopes and prayers for his children
create a stark contrast between his ignorance of the impending di-
saster and the knowledge of Medea, the chorus, and the audience.
The fatal gifts form a significant prop in the scene, and Eur. teases
the audience for a moment with the possibility that Medea’s plot
might be forestalled by Jason’s objection to the offering of gifts, but
this is of course soon overcome.

866 Action: Jason enters, accompanied at minimum by the servant
who was sent in the previous scene to fetch him and who now returns
to Medea’s side. See Introd. 3 for the unsolved problem of whether
Jason has his own attendants in this scene.

866 vxw xelevoBeigt Jason begins abruptly, postponing the
brusque vocative yUvai to the end of his short speech, while Medea
here feigns a polite approach, beginning with the vocative Jason’ in

869.

867 ~<av: crasis, To1 &v.
to0bé Y gets its sense from the whole previous sentence: ‘my
coming at your request’.

871 vdw ... dmeipyastar: v@dw is first person dual pronoun (LS
6.d), here dat. of agent or dat. of interest. UtreipyacTat is third sing.
perfect mid.-pass. of Utrepyaloua, ‘many acts of affection have been
done by us as preparation {for reasonable behaviour between us
now)’ (both for this passage and for Hipp. 504 LS] s.v. Utrepyagoua
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wrongly creates separate rubrics; both are metaphorical applications
of the normal sense of the verb, ‘work to prepare {for planting)’).

872 épautiit Std Adywv &duwopyv ‘I had a conversation with
myself’; 81& + abstract noun of emotion or activity + verb of motion
is a favourite idiom of the tragedians as a periphrasis for the simple
verb cognate with the noun (cf. 1081—2). For the variations and
meaning of such idioms, see Barrett on Hipp. 542—4.

873 xaroiddpnoa: crasis, kai Eho18dpnoa.

876 ta oupdopdrara: Medea now pretends to accede to Jason’s
evaluation of her own advantage: cf. Jason’s claim that his actions
show him to have been péyas ¢idos to Medea and their sons, 549-50;
also 572—-3 T& AdioTa kai k&AAoTa, 601—-2 T& YpnoTd and eUTu-
xoUoa.

877 ~tYpavvov: here fem., of the princess, as also in 957, 1066,
1125, 1356.

877-8 xaciyvitoug .|.. putedwv: cf. 563-7, 596—7.

879 i maoyxw ‘what’s wrong with me?’; compare 1049 and Jon
1385 kaitor Ti T&oxw; this is a self-directed version of the more
common colloquial T{ w&oxeis; = ‘what is the matter with you?’
(Stevens (1976) 41).

fedv mopilévrwy xardg: Medea pretends to accept that what is
happening is actually good fortune, as Jason claimed (eUTuxoUoa).
The verb is used absolutely: ‘when the gods are providing hand-
somely’.

880 obx goes with oida as well as with ¢ioi, as the position of pév
shows: ‘is it not the case that I have children and I know . ..".

882 évvonbeid’ is to be preferred to the variant éwofjcac’ because
Eur. seems to favour treating this verb as deponent and because the
familiarity of the active in other authors and in prose was likely to
lead to the substitution of that form.

886 v xpfiv ‘who ought to have ...’; imperfect of unfulfilled ob-
ligation (573n.).
887 Evprmepaiverv: 34In.
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napeatavat Aéxet: from a jealous rival, Medea transforms her-
self in this imagined scene into a virtual member of the bridal party,
or servant of the groom’s house. Sources say that the bride entered
the marital bedchamber alone, leaving the vup¢edtpia at the door:
Erdmann (1934) 258-9; but some paintings show women at an earlier
moment adorning the bed in preparation for the couple: Oakley and
Sinos (1993) 35; Verilhac and Vial (1998) 324-5.

888 vipdny te xndevoucav Ndeabat ceBev: in the final exagger-
ation of Medea’s pretended attitude of compliance, she will not only
attend the bride but enjoy it: ‘to take delight in caring for your bride’
(xndeUovoav governs vupgnv and agrees with understood ue, subject
of the inf.; for the shift of case from A1 see 57-8n.). Verrall’s emen-
dation wu¢n: gives a much weaker climax (‘take delight in contract-
ing a tie with your bride’).

889 c¢opev olov éopev: for this type of reticent euphemism,
somctinles deprecatory, sometimes resigned in tone, refusing to go
into specifics, compare 1011 fiyyeidas oi’ fiyyeidas, Tro. 630 SAwAev
s Shwhev, El 289 Exupoev s éxupoev, Soph. 0T 1376 PAacToUc’
omws EBAaoTe (further exx. in Denniston on El. 1141; see also Fehling
(1969) 293 and Johnstone (1980)).

oUx €p& xaxév: parenthetic, ‘I won’t (go so far as to) say a
bane’, alluding to the Hesiodic discourse of woman as a necessary
evil (Theog. 603—12) and Jason’s wish for a world free of the bane of

women (573-5).

890 yp7n: this variant is more tactful than xpfiv and thus more
suited to Medea’s rhetoric hcre. xpfiv and xpn are constantly con-
fused in the MSS, and the corruption may occur in either direction.
The imperfect would imply ‘ought not to do X, as you are now
doing’ (573n.), and Medea would then be suggesting that Jason has
been behaving on thc same level as she herself, an honesty that is less
in tune with her pretence herc.

xaxoig: generalizing masc. pl., ‘people who are bad (like us
women)’; some takc it as ncuter, giving the sense ‘make yourself
similar {to me) in faults’. Stadtmiiller replaces xaxols with ¢pUoiv in
imitation of the closely similar passage in Andromache’s speech to
Menclaus in Andr. 352—4 oU xpf) ‘Tl pikpols peydAa TopoUvely Kaxd |
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oU8, € yuvaikés éopev &dTnpdv kaxodv, | &vbpas yuveu€iv é§opotoloBat
pUov (x&EouotoUcbat ¢pUotv also in Soph. A). 519).

891 4&vrtiteivewv vand avti vomiwv ‘respond contentously with
foolish words in return for foolish words’; the verb involves a normal
sense of Teivetv, ‘stretch tightly, make forceful’, and vAma is object.
(LS]J nusleads.)

892 mapiépesfa: middle of wapinuy, in the sense ‘I ask for par-
don’ (L§]J s.v. v1.2; Soph. OC 1666 oux &v mapeiunv). Kovacs trans-
lates ‘I give in’, but the sense of ‘yielding’ requires an explicit object
(cf. LSJ s.v. ovua).

$poveiv: indirect form of imperfect éppdvouv, as the adverb
T6Te makes clear.

894 Action: Medea turns to the door and calls inside, and it is
hard to guess how soon the children are actually visible: there could
be a pause after 894 and they may emerge during 8g5; although
Medea’s words are meant as much for Jason as for the children, the
emphasis in ped fudv and pnTpds péta fits better if they are already
present. But it might be possible to play the scene with the boys
emerging as late as 898 in time for the command in 8g99. Although he
1s not referred to here in the text, the tutor seen in the parodos must
come out with the boys and accompany them to the palace with Ja-
son, for he returns with them at 1002. (That the companion is the
tutor is an inference from his being male ~ 1009 &yyé\Awv — and from
the command Medea gives him in 1020, Taict woépouv ola Xpn xaf
Nuépav.)

894 8elpo is Elmsley’s emendation of transmitted 8edte, which is
otherwise absent from tragedy (an epic word, also in Sappho and
Pindar and Aeschylean satyr-play, and then common in late Greek,
including AT - hence perhaps too colloquial for tragedy).

896-7 SiadAraybn® .|.. €xbpag ég Pirovs: the gen. éxbpas ex-
presses separation, ‘be reconciled, make your peace, abandoning
the former enmity toward a dear one’; & ¢idous (generalizing pl. for
Jason) goes with &x8pas.

898 pebBeornxev: perfect of pebioTnm, intransitive, ‘has changed
its stance’ (911), and so ‘has departed’ (here and 12g3).
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899 AaPecBe yerpog SeEiag: the hand they are to grasp is Jason’s,
and this is of course a gesture of bonding and good faith, the same
gesture that was exchanged with Medea in the past and violated by
Jason’s betrayal (see Introd. 2(d)). This reminder causes Medea’s
emotional outburst, threatening to break the illusion of her perfor-
mance for Jason, but through ambiguous language she covers up the
slip.

899-900 xaxdv | ... tdv xexpuppévwv: for Medea, the refer-
ence is forward, to the concealed evils she intends; for Jason, the
reference must be to the past, to the unexpected sufferings that come
upon humans like Medea and Jason because the course of human
fortunes is concealed by the gods.

go3 aptidaxpug: for the non-temporal sense of &pti- in this
compound (‘close to tears’, ‘ready to weep easily’), compare &pTi-
KoAAos, ‘close-glued’, ‘close-fitted’, and &prienns, ‘ready of speech’.

$6Bov mAéa: the same phrase was used in 263, in a striking
concluding generalization in Medea’s first speech. If the repetition is
noticed, there is an interesting shift of meaning, from fear of facing
violence and danger to fear of the consequences of her own violence
against her children.

go4 xpovwi ‘after a time’, ‘at long last’.
veixog matpég ‘my dispute with vour father’; the gen. is objec-
tve.

go5 Saxpbwv: gen. pl. of 8axpu/Béxpuov, since the upsilon must
be short (participle axpicwv has long upsilon: Or. g50).

906 xapoi: crasis, xai éyoi.

xAwpody ... 8dxpu: in the uses of xAwpds that do not clearly
imply colour, the sense is usually ‘fresh’, that is ‘moist’ instead of
‘dry’ (see Irwin (1974) ch. 2, esp. 52—6); but it cannot be excluded that
there is also a visual suggestion, either of ‘glistening’ surface or the
swelling shape of droplets (cf. Pindar, Nem. 8.40 XAwpals éépoais and
Soph. Trach. 847-8 &8wvdv xAwpav ... Saxplwv &xvav).

907 pn wpofain peilov 7| T6 viv xaxév ‘may the trouble not
proceed {and become) greater than the current one’, if peifov is
taken as predicate adj. with kaxév as subject (another xaxév is
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supplied with 16 viv, or the phrase could be adverbial like T& viv).
The meaning is essentially the same if, alternatively, one takes peigov
as adverbial (or internal acc.) with the verb, ‘proceed farther’ (if so,
TpoPaivelv peiGov is an unusual phrase and perhaps carries a more
vivid image, ‘take a greater stride forward’, as in Hippocrates, De
articulis 60). Without betraying the plot to Jason, the chorus hopes
Medea’s plot will not be carried out.

908 ta¥ ... éxelva ‘your present attitude ... the way you reacted
before’.

909 06pyag ... moteicBorz periphrasis for dpyifeoBau, in a com-
mon use of the middle of moiéw (LS]J s.v. A.11.5).

9I0 yapoug mapepmoAdHvTog dAAoiovug trécet ‘when a husband
smuggles in {to the household) another marriage/sexual liaison’;
probably only the last word is corrupt, and the line was originally a
gen. absolute with its subject substantive unexpressed (for this con-
struction see refs. given by Mastronarde on Phoen. 70). Not under-
standing the construction, someone changed the last word to éuo¥
(the scholiast ascribes this reading to actors, but such ascriptions are
not necessarily to be trusted); and in the medieval tradition a gloss
specifying the husband has ousted the original final word and been
adjusted to the dat. wéoer. For the lost word Diggle’s suggestion
Sdouois is attractive.

napepnorivrog ‘trafficking improperly’, hence, ‘smuggling in’.
énToAdw itself can have a negative connotation in aristocratic dis-
course, and the mwapa-prefix makes a pejorative sense utterly clear:
here Jason uses language from the point of view (or ‘focalization’) of
the angry woman. The compound is otherwise attested only in com.
adesp. 771 K-A, of one who has falsely claimed citizenship. One can
avoid the momentary shift of focalization and seek a different cure to
the corruption by adopting y&pov ... &Ahoiov ool from the MS V (a
reading which could, however, be a mere accident) and assuming that
a different verb originally stood here: so Kovacs, mentioning mop-
epecdvTos (probably too prosaic and bookish a verb for tragedy).

arroioug: although used by Homer and Pindar, this adj. is not
found elsewhere in extant tragedy; here it seems little more than a
metrical alternative to &AAous.
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91T Adtov: an archaic synomym for &ueivov/PérTiov (127n.). For
pebéoTnkev see 8g8n.

9I2 &aAA& T@L Xpévwi: &AAG may here be translated ‘at least’ or
‘at last’, as if there is an ellipsis of ‘not at first’ or ‘not previously’.
See Denniston 13; LS]J s.v. &AA& 1.2.b.

913 yuvaixog épya talta ocwdpoves: it is naturally the view of
patriarchal males that prudence in a woman consists in meekly fol-
lowing the lead of a supervising male, but one also finds such senti-
ments put in the mouth of female characters (e.g. Andromache in
Andr. 213-14 Xpn y&p yuvaika, k&v kak®dl wooel 8obfjl, | oTépyev
GUIAAGY T oUK EXEIV dPOVNHATOS).

914 oVx ddpovrictwg: Jason returns to his claims of intelligent
planning (548-50, 567).

915 woAAYV €Bnxe oLy Beolg cswrnplav ‘has created for you, with
the favour of the gods, a high degree of security’, spoken with terri-
ble dramatic irony both in regard to the future safety of the children
and in regard to the assumption of divine favour (which Medea
seems to have preempted, 625, 802); see also g1g. Note the poetic use
of Tiénu1 in the sense ‘make, create’ (LS 31).

917 =& mwp®T ‘the leading citizens’, ‘the primary powers’, ‘of the
first rank’ (LS]J s.v. wpdTepos B.11.3). Most similar is Ar. Frogs 425 (the
politician Archedemus) x&oTiv T& TTp@ T Tfis EKel poyBnpias.

918 éEepyaleraw: probably a confident ‘dynamic’ or almost ‘pro-
phetic’ use of the present tense (rather than a conative one).

920~1 Téhog | worévrag: acc. without preposition with the verb
of motion (LS 12.b).

921 éxBpdv TOV épdv Omeptépoug: the assumption that one’s
friendships and especially one’s enmities will be carried on into the
next generation is present in many heroic myths (e.g. the house of
Atreus; Jason’s own avenging of his father), but seems also to have
been a fact of life in the competitive environment of Athenian families
(esp. elite families). See Dover (1974) 182; Hunter (1997) 128-9. For
superiority over one’s enemies as essential to aristocratic success and
reputation see 8ogn.
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922 Action: the actor playing Medea perhaps showed some reac-
tion as early as owTnpiav in 915, but to the accumulation of futile
hopes in &11, aUaveoBe, eUTpagels, APns Tédos Medea responds with a
strong miming of a breakdown into tears, using the conventional
gesture of turning the mask away to portray distress (923). Real tears
are impossible with a mask (and would have been unseen in any case
by most of the audience because of the size of the theatre), so they
are made real for the audience in the words of Jason’s question.

abtn: a brusque address, ‘you there!’, indicating Jason’s sur-
prise that Medea has become self-absorbed and stopped paying at-
tention to him and the children. For this quasi-vocative use, see LS]
s.v. oUTos C.1.5; Stevens (1976) 37.

XAwpoig Saxplorg: gobn.

923 otpéaca ... napnida: the turning of one’s body or espe-
cially of one’s head is a typical sign of withdrawal from, or refusal of,
contact with someone else in one’s presence: for this motif see 30
oTpéyaca TAAAeukov Sépnv, 1148 Aeuknv T &méoTpey EpTTaAv TTa-
pnida, 1151—2 oU uf ... T&Av oTpéyels kdpa, Hec. 343—4 TpdowTov
gy oTpépovTa, IT 8ol un W &mooTpépov, Hel. 78, Or. 720, Soph.
0T 728, OC 1272.

924 ®oVX: crasis, kai oUk.

925-31 When Jason asks why Medea is still visibly upset, her initial
answer in g25 is not a full answer, but an evasion (see next n.). Jason
replies to this in 926 with blithe confidence. Medea’s double assur-
ance in 927 may well be accompanied by a struggle to comply and
some continued weeping during 927—8. This struggle to stop weeping
prompts Jason’s renewed question and the emphasis of Aiav in 929,
and then Medea gives a fuller answer in g30—1. Some critics (Dyson
(1988); Kovacs) have accepted Ladewig’s transposition of g29—31to a
position between g25 and 926 in the belief that the sequence of dia-
logue is smoother or more logical. They feel that Jason’s renewed
question about the reason for Medea’s tears is odd after she has al-
ready answered that she will heed his advice to ‘take heart’. Although
at first sight the changed order seems attractive, the repetition of
Toio® ... Tékvois in a line immediately after Tékvewv TV is (pace
Dyson) unnatural idiom (téxvois should not be there: compare 26
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after g25 for the normal usage), and the renewal of the question is
not objectionable if the lines are played as just described.

925 ov8év ‘it is nothing’, implying ‘don’t be concerned’; an at-
tempt to defuse Jason’s curiosity before she actually offers a vague
answer in the participial phrase that follows.

926 t&OVY éyw Onow mépr ‘I will arrange things well concerning
these {boys).” There is variation in the MSS, but the sense of the
line is not in doubt. The reading printed here gives welcome em-
phasis to éyw, the accidental loss of which could account for the
other readings. The idiom ‘arrange well’ may feature €U or xaAds
and the active or middle of Ti®nui, so these criteria give no help for
choosing between the different readings: Diggle (1994) 262—5. It is,
however, untypical (but not difficult to understand) that no object is
expressed.

927 Spaow tad: a formula of consent or agreement, ‘I will do as
you suggest.” Cf. 184, 267, 1019.

obToL ... ametnow: Medea continues to emphasize her new
submission to Jason’s guidance, but the emphasis of repetition and
the use of the future may also reflect a struggle to stop crying (925-

31n.).

928 yuvy 8¢ B7Au xani Saxpvoig épv  ‘but a woman is a soft, weak
thing and is naturally prone to tears.” 6fjAus is from a root meaning
‘suckle’ and shares many of the denotations and connotations of yuvn;
compounds of 8nAv- are often synonyms of compounds of yuvaik-
(BnAUdpwv/ yuvaikddpwy, BnAvuavéw /yuvaikouavéw). The adj. is very
readily applied to express qualities that the culture associates with
the female. For connotation ‘soft, weak’ compare Soph. Trach. 1075
(of Heracles crying for the first time in his life) vOv ... 8fjAus nUpnua
Tdhas; LSJ s.v. w.2. &mi+ dat. here expresses purpose (LSJ s.v.
B.111.2).

929 =i 8fta Alav: for Ti &fjTa in a question (sometimes with ex-
asperated tone) seeking fuller information after an evasive or incom-
plete answer, compare 678 above, Alc. 530, Her. 554. Some MSS have
the reading Ti 87 T&Aaiva, which would convey pity as well as curi-
osity, but the brusqueness of Ti fjTa fits Jason’s attitude in g22 alTn,
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959 @ paTtaia); the test of which reading is more likely to have been
corrupted into the other may also favour i 8fjta Alav.

930 éEndyou: imperfect of é§euxoua, referring back to g21—2.

931 el yevioerar tade: an indirect question, following oikTos,
‘pity {aroused by uncertainty) whether’.

932 €ig épodg Njxerg Adyoug ‘you have come to speak with me’.
Tragic idiom readily produces periphrases with a verb of motion and
gis + abstract noun: compare Or. g98-g £s KoivoUs Adyous EABwuev,
Phoen. 771 oot ... & Adyous &¢ifetan, and see Mastronarde on Phoen.

194-5.

938 amaipopev: the verb is intransitive in the sense ‘depart’ (a
development of a military sense, &mwaipstv valUs or oTpaTév); this is a
‘dynamic’ present equivalent to the future (esp. common with verbs
of motion, as generally with Attic elm). Elmsley tentatively proposed
future &mapoUuev, adopted by some editors, which would make a
stronger statement of Medea’s intention to obey the edict.

939 éxtpad@ot: aor. pass. subj. of ékTpédpw, ‘raise’.

940 aitod ... un pedyeav: Taidas is understood as the subject of
the infinitive from waides in the previous line (where it is emphati-
cally placed before the conjunction of the clause to which it belongs).

941 oUx oid av ei meloaypt: in sense &v goes with weiocaupl, a po-
tential optative in an indirect question {almost the same phrase oc-
curs in Alc. 48); its position 1s only partly conditioned by metrical
need, since a similar displacement is found in prose (Plato, Tim.
26bg—5 oUk &v o018’ &l Suvaipuny &wavTa év pvhpm wéAv AaPeiv). Here
the tendency of v to take the second position of the clause overrides
the tendency to treat the clauses as independent speech-units (cola).

942 & aArdé introduces an alternative request after Jason has ex-
pressed a doubt about the efficacy of the first request: ‘well, then,
instead’ or ‘well, then, at least’ (Denniston 10).
xéhevoov: here ‘exhort, urge’ rather than ‘order’, or at least
Jason takes it thus, since he speaks of successfully persuading his bride.
avreaBat: this emendation is to be preferred to the MSS’ «i-
TeloBai because the latter is not attested with a gen. of the person (cf.



COMMENTARY 323

940 aiToU Kpéovta), while for a verb of supplication like &vropat
there is at least the analogy of 8éopat. For a similar corruption see

336n.; cf. Diggle (1994) 284.

945 The MSS arc split between making this the second line of
Jason’s speech and making it the first of Medea’s reply (a scholion
explains it as the latter). As the second line of Jason’s speech, the line
shows Jason holding the stereotypical notion that women are more
given to pity and concern for children than men, and the irony in this
is his blindness to Medea’s plan and her potential to suppress the
feminine qualities he is so sure about. As the opening of Medea’s
reply, it would show Medea playing on Jason’s vanity and sense of
male superiority by implying that any normal woman would listen
to her husband’s suasion (or that any woman would listen to Jason?).
If Medea is adding this line as a supplement to Jason’s, it would
he more idiomatic to have ye in the line {Herwerden adds y’ after
yuvaikév). The former interpretation seems preferable (and the need
to add ye weighs against the latter).

946 x&yw: crasis, kal £yw.

947-50 mépdw yap adtiit & xTA.t 947 is similar in phrasing to
784, 949 is identical to 786, and ¢épovras is similarly placed in g50
and 785, and so many critics judge that there is interpolation in one
or both places. The similarities are decreased if it is correct to delete
949 here and 785 in the earlier passage. Here 949 is less necessary
than 786 in its context, and retaining 949 also makes the postpone-
ment of Taidas ¢pépovTas even harsher: the words aUTfji 8&¢ in 947
initially scem to be the indirect and direct objects of the adjacent
verb mépyw, but after the relative clause & ... oAU they are under-
stood to be governed instead by ¢épovTas.

947 xaAhioteverar: the verb is attested in classical times only in
Hdt. (active only), Eur. and TrGF adesp. 625.7; here it is presumably
passive in sense, ‘are considered most beautiful’ (cf. adesp. &ycwvev
TV KEKOAA IO TEVPEVWV).

950 ooov tayo¢ ‘as quickly as possible’ (105n.).

951 xoopov: the gifts are repeatedly referred to as kdouos, three
times in the remainder of this scene (also 954, 972), and also at 787
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(announcement of plan) and g82, 1156 (aceeptance of gifts by the
princess). For the relevance of this term to the Hesiodie theme of
marriage and the Pandora story, see Mueller (2001).

npoomoAwy Tiva: the couplet 9g50-1 does not read like a shout
directed indoors, so one of the silent attendants who eame out with
Mecdea at 214 either now goes indoors and very quickly reappears
with the gifts, or goes to the door, gestures inside, and quickly re-
ccives the gifts from somcone else. On Lur.’s apparent failure to
show how the poisoned gifts were prepared, see 78gn. and 823n. For
the question of how visible the gifts were to the audience and the
suggestion that they were carried on trays or in small chests, sce
Introd. 3.

952 oUY &v aAA& pupia: internal aces., ‘not in just one respect,
but in countless ways’.

953 avdpog T’ dpigtov ool Tuyola® opevvérov ‘having received
you, a peerless man, as her bedmate’ (6peuvétou predicative).

955 S8idwawy is an historical present (note o) or possibly a ‘regis-
tering’ present (LS 16-17).

oig ‘his own’, from epic possessive adj. &s (cf. €6, Latin suus),
extremely rare in tragedy, extant only here in Eur.; the usage prob-
ably lends solemnity to Medea’s description of her gift.

956 Aafuvobe dépvag: although the boys could take the props
from the servant in response to this ecommand, it would better express
Medea’s control of the process (and more literally suit Jason’s o&s
kevols xépas in 959) if (as M. Griffith suggests) she quickly conveys the
items from the servants to her sons. Perhaps one son holds the robe,
the other the erown (perhaps on trays or in chests: 951n.). Adgupat is
a poetie synonym of AapPévw, and its use is an affectation of Eur.
$épvas indicates that these gifts are to be added to the bride’s ‘trous-
seau’, the property she brings to the newly formed family.

957 poaxapiat vopdni: an allusion to makarismos (509n.).

958 oUtoL ... pepntd: litotes, ‘no mean gifts’, ‘faultless gifts’;
compare oU peptrtds in Phoen. 425 and 14 712.

959 o patafa: 15I-2n.
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xevoig: sccond sing. pres. act. ind. of verb xevéw (dat. pl. mase./
neut. of the adj. kevds looks the same).

960—1 Boxeig... nénAwyv, | Soxeig ¢ xpusod: the anaphora adds
vigour to the incredulous question.

963 mpobicer xpnpatwy ‘she will consider {me, my desires) more
important than rieh property.” For mpotifnui, ‘rank ahead, rank in
preference to’ see LS] s.v. 1v.3. The gen. is one of eomparison, as in
Hdt. 3.53 ToAAoi Tév Sikaiwv T& émicikéoTepa TpoTIBeToL.

964 pn pou ob  ‘please don’t do that’ (try to dissuade me); com-
pare elliptieal pf) oU ye (Mastronarde on Phoen. 532); po1 may be an
ethie dative rather than the indireet objeet of an understood Toladta
AEEMIs.

neifewv Sdpa xai Beolg Adyog ‘there is a saying that gifts per-
suade even the gods’; the assumption of reeiproeity in relations be-
tween human and divine (honorifie or pious action by mortals earns
favours from the divine) is basie to traditional Greek religion (and
many other religions), although it is attacked as fostering an unwor-
thy image of divinity in the philosophieal tradition. Plato, Rep. 390¢e3
quotes a hexameter proverb 8dpa BeoUs Teiber, 5&p" aiboious Paoi-
Afjas. See Yunis (1988) 50-8.

9667 xeivng 6 Saipwv ... | véa Tupavvei ‘to her belongs divine
favour at this moment, her affairs god is now raising high, she in her
youth [véa with long alpha] enjoys kingly power’. The sequence of
short eola, the anaphora xeivns ... xeiva, and the quasi-redundaney
of the two halves of g66 are expressive of Medea’s (feigned) earnest-
ness. With the flexibility typical of the neuter demonstrative, xeiva
means ‘affairs over there, in the other, distant place’ and can legiti-
mately be translated into English as ‘her affairs’. Nauck’s deletion of
g66b-7a is miseoneeived.

968 Yuyig av dAraEaiped ‘I would take in exchange for my life’
or (more naturally in English) ‘for the {release from) exile of my
sons, I would trade my life’; gen. of priec or value (Smyth §1372).
duyds &AA&EaoBar has pregnant foree here: cither the abstraet noun
is given an extended meaning derived from the eontext (cf. {lec. 227
yiyvwoke & &Aknv, where the noun means ‘(lack of) defensive
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strength’), or the verb means ‘buy off, ransom’ rather than the usual
‘buy, acquire’, on the analogy of é§aiTeiofan or TapaiTeiohan.

969 eicerBovre: the dual participle is metrically convenient here
and is freely combined in the same sentence with plural forms (LS g).

mAovaioug Sopoug: the epithet must be spoken honorifically to
deceive Jason, but Medea’s insistence on gold (965, 968) and wealth
(like the detailed reference in g70, ‘your father’s new wife, and my
mistress’) also reflects her resentment of the prosperity that Jason has
sought in betraying her, and her confidence that her enemies will
soon be brought low.

973 &g xelp: we cannot determine whether this is yeipa or xeipe;
xepolv £8é€at’ is used in 10034, but singular xeip often has a quasi-
collective sense.

9745 pnTel & Gv épdt tuyelv | eddyyerot yévoisbe ‘may you
prove to be bearers of good news for your mother about those things
she yearns to obtain’. The unexpressed antecedent of &v is an ob-
jective gen. with eb&yyedot (cf. Aesch. Ag. 646 owTnpiwy &t mpay-
HATWV EUAYYEAOV).

975 wpakavrteg xaddg is intransitive, ‘having been successful’.

976—r100r  Fourth stasimon

The chorus ended the previous stasimon with the optimistic judg-
ment that Medea would not be able to commit the murder she has
planned. This optimism is abandoned from the first line of the fourth
stasimon. The anticipation of the coming dcaths in this ode may even
induce an audience to expect that the next scenc will bring a report
of the princess’ death and that the death of the children will quickly
follow. Instead, the sequence of events is drawn out over two scencs,
with Medea’s monologue intervening beforc the messenger scene.
The chorus’ stance, however, contributes an air of inevitability to
the coming horror, and this may affect how an audicnce reacts to
Medea’s own claim that the killing of her sons is now unavoidable
(1061—2n., 1238-9n.).

The song is noteworthy for the shifts of focus, in the first pair
starting with the children and then dwelling on the princess, and in
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the second pair dividing attention equally between Jason and Medea
(both apostrophized). There is an even distribution of sympathy: the
girl is 8UoTavos 979, 987, while Jason is invoked as T&Aav ggo, &Vo-
Tave 995, and Medea as 1éAaiva 9g7. The chorus’ resignation is ex-
pressed in other verbal repetitions: oUxéTt ... oUxkéTi and 8é§eTen ...
8é€eTar arc most forceful, but also relevant are &rav g79 and 87,
both times after 8UoTavos; vuupa g78 and vupgokopnoet 85; audi ...
fnoet g8o and mep1BéoBau g84; xpuotwv &vadeopdv 978 and xpuod-
TeukToV ... otépavov gB84. The women acknowledge Jason’s blind-
ness to what is happening (99o—5): in onc sense Jason is alrcady
shown in the agdn to be blind in his faith in his own plans, but the
preceding scene makes his ignorance of his circumstances thoroughly
obvious, and the chorus will comment on his mistaken assumptions
again in 1306-7. Eur. thus preparcs for some shift of sympathy to-
ward Jason in the final scene, but it is significant that the chorus refer
again to his guilt here in 1000-1 and make his just suffering the chicf
point of their reaction to the messenger speech (1231-2).

Metre

The first pair of stanzas continues the motif of dactylo-cpitrite
rhythm (PM 27) scen in the previous odes. If it is correct to under-
stand the cthos of this metre as stately, that may reinforce the air of
the chorus’ resigned acceptance. In this stasimon the second pair is
more similar in rhythm to the first than in the previous odes, just as
its subject matter and tone are similar. This probably likewise reflects
regretful acceptance (in contrast to the intense cmotion of the doch-
miacs that accompany the actual moment of child-killing). There are
no firm clues to the period-structure: the first pair seems to consist of
four periods, the second pair could be one long period.

-~V U-—UVuU -=-=uU -]

vUv EATrides oUkéTi pot Taibwv foas, 976 —D—e
Treioel X&p1s &uPpdoids T alyd mwETAOV 983
~—VU=-—-—=-vu-vu - -

OUKETI* GTEiYOUO! Y&p &5 povov 751, 977 ¢—D~—
xpuodTeukTOv (1) oTépavov TrepiBéobarr 984

—u- - -—vu-v u-—-i

St€eTan vuda xpuotwy avadeoudv 978 c—D -

vepTépols 8 8N Tapa vupdokounoet. 985
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979 E—(2 tro)
986

g8o-1¢,d'—e—
(orD—e—,
contracted
elegiambus)
987-8

982 2 cr
989

ggo—1 vDu +
ithyphallic
(erasmonidean
+ ithyphallic)
996-7

992 ithyphallic
998

993 2 anap (VuDd?)

Tékva vwpp1icov Evekey Aeyéwv, 999
u— vu —vu- |
Te o&1 o TUYEpOV BavaTov. 994 vD
& ool TPOAITTeV &qvdpws 1000
- —u—-—=—u=-u-—l
SUgTave, poipas doov TapoiXmni. 995 ia, ithyphallic
&A1 Euvolkel OGS gUVEUVL. 1001
976—g oVxértt ... | oOxért ... | béEetar ... | 8éEetan: for these

repetitions see LS 36, and for the latter type cf. the exx. given by
Diggle (1994) 370.
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978 avabdeouav is Doric gen. plural (LS 5.a). &vadéopn is a rare
epic term for ‘headband’, what Medea called mAdkos in 786. The
word is defining gen. with &tav, ‘the destruction caused/carried by
the golden hcadband’.

980-2 dpdi xépat Bncet ... | x6opov: probably an instance of
tmesis, as the verb is an epic one often featuring tmesis and this in-
stance recalls Medea’s kéouov &udi18ji xpot (787).

tov Ada | xéopov ‘the finery of Death’ (Kovacs), that is, ‘the
fatal adornment’; for this use of ‘belonging to Hades’ compare Or.
1398-9 Eigeov o18apéoiov "Aida, Cycl. 396—7 Té1 BeooTuyel "A1Bou
payeipwt; Aesch. Ag. 1235 "A18ou pntép’. For the Doric gen. ending
of “A18q, see LS 5.a.

983—4 The MSS present a fault in responsion in ¢84 and the
transmitted gen. wémAwv or TémAov in 983 gives defective sense, as if
the gleam of the robe makes the princess put on the crown. The best
solution is to follow Reiske, who recognized that robe and crown
should be in the same case and added 7¢, and Elmsley, who restored
acc. sing. TémAov (easily corrupted to gen. to go with x&pis or abyd).

985 veptépoig... mapa: anastrophe (LS 24).

vupdoxopnaet: a rare verb, here only with the sense ‘will wear
her bridal apparel’. The image here evokes the idea of the death of
an unmarried girl as a marriage to death: see Soph. Ant. 654 with
Griffith’s note; Seaford (1987) 110; Rehm (1994) passim. Eur. else-
wherc extends the motif: death instead of hoped-for marriage for the
sons of Heracles in Her. 484; death of long-married Helen in Or. 110q9.

986 é€pxog¢ ‘net, snare, trap’.

990 xaxovupde ‘unhappily married’, ‘disastrously married’
(206-7n.).

xndepmv: in a stretching of language typical of tragic style (LS
31), Eur. uses a word that normally means ‘guardian, protector’ as a
synonym for kn8eo1ris, ‘kin by marriage’, ‘son-in-law’.

992-3 matoiv ..|. Brota: both are dats. of disadvantage with
SAeBpov ... poodyeis, in a ‘part and whole’ construction typical of
poetry (sec Smyth §985, K-G 1.28g). In English one may translate
cither ‘to the life of your sons’ or ‘destruction of life for your sons’.
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995 poipag 6oov mapoiynt ‘how far you have gone aside from
yonr destiny’, that is, ‘how thoroughly yon have failed to understand
what is about to happen’, T'his phrase tlms restates the point of gy2
oU kaTerdeds. IFor the metaphor, compare Aesch. Supp. 452 A képTa
veikous ToU8 Eyc Tapoiyxouen, ‘I wmn very far from understanding
(knowing how to cope with) this strife’ (where velkous should be
taken as gen. of separation, against the donbts of Iriis Johansen
and Whitde ad loc,). (18] s.v. mapoixouar is misleading on these
passages.)

996 peraotévopar is taken by most to mean ‘next, | lanent’, but
Llmsley snggested that the meaning is rather ‘I share with yon in
lamenting’, an attractive possibility.

999—1000 vupdiblwy Evexey Acyxéwv, | @ oot mpodimerv avé-
pwe  ‘because of your marriage bed, which, hurting you {oo1, dat.
‘v

of disadvantage|, your hushand lawlessly abandoned and ... the
chorus recalls again the theme of Jason's betrayal,

1001 &Aat Euvowel ... auvchvwe perhaps recalls the mention of
rivalry for the bed at the end of the first stasimon, 444 5 T&@v e
AtkTpwv &AAa Pacidera kpeigowv.

1002 Bo  1ifth episode

The shortest episode of the play beging with rapid confirmation that
Medea’s plan has worked smoothly to this point: the princess has
accepted the gifts and assurances have been given that the boys
have been freed from the edict of exile. As in the previons scene with
Jason, the dialogue plays npon the discrepant awareness of the mtor
and Medea 1o hint at Medea’s compinetions about her plan. ‘Then
Medea is left on stage with her children and engages in a long fare-
well with veiled reference 10 her e plan, She comes close to
breaking down and abandoning her plan, and she dismisses the boys
and smnmons them back, bt in the end they are sent in for the last
tme and their fate scems decided, although at the end of the scene
Medea still stands before the door, holding the action i snspension.

The scene is dominated by Medea’s fimmous monologue (1021 8o),
Although self-addressed  speceches of  deliberation in which  two
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courses of action are contemplated and one finally chosen are already
present in Homer (see e.g. Pelliccia (1993) ch. 2), the striking por-
trayal of competing impulses in this speech both goes beyond any-
thing in the extant earlier tradition and was immensely influential on
later Greek and Roman authors (e.g. Apollonius’ Medea, Virgil’s
Dido, a large number of female characters in Ovid’s {feroides and
Metamorphoses). The speech is also controversial in the scholarly re-
ception of the play, in terms of interpretation (see notes on 1051,
1053, 1059, 1060—1, 1064, 1078-80), authenticity (see Appendix), and
originality (on Neophron see Introd. 3).

1002 Action: the two boys are shepherded in from the direction of
the palace by the wutor, who emerged with them at 894-8. Their
empty hands already show visually that the gifts have reached their
recipient.

adetvrar: third pl. perfect mid.-pass. of &ginui.

1004 taxeifev ‘the situation there’, ‘the attitude of the royal
family’, subject of the sentence, with éoti understood.

10052 ¢€a: this exclamation (usually extra metrum, as here) gener-
ally expresses surprise at a new aspect of the situation that the
speaker has just noticed. From it we can infer that, just as at g22, the
actor playing Medea has mimed distress in stance or gesture, and as
usual the words of the text also interpret this development for the
audience. Medea’s emotional distress is conveyed by her initial
silence (and gesture), by her uttering an extra metrum exclamation in
10082 all by itself (that is, without following full trimeter, as with the
tutor’s €a), by the antilabe (1009n.), and by the postponement of full
dialogue-contact with her interlocutor (Mastronarde (1979) 39).

1005 ouyyvleist fem. sing. nom. aor. pass. participle of ouyyécw,
here ‘upset, troubled, distraught’.

[1606-7] The second line is identical to 924 and the first very
similar to g23; moreover, Tpémw is not elsewhere used in such phrascs,
where oTpédw is common (g23n.), and the couplet is too explicit,
spoiling the gradual development of the tutor’s perplexity. Either
this is an interpolation by actors, who padded this scene with a bor-
rowing from the earlier one, or g23-4 were quoted in the margin by
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a reader and someone subsequently inserted them into the text and
adapted the first line to the new context.

1009 aiai pdX adbig: p&X olbis is a formulaic combination ap-
pended to a repeated exclamation about a dozen times in tragedy:
‘woe, I say again!” The sharing of a single iambic trimeter between
two speakers is known as antilabe; in early Eur. it is quite uncommon
and occurs only at points of great emotional turmoil (compare Hipp.
310, 352, crucial points in the nurse’s uncovering of Phaedra’s secret).
On anttlabe in general see Kéhler (1913).

p@v expresses the speaker’s reluctance to believe his own surmise
(567n.).

wOxnv is here negative in connotation, ‘misfortune’.

1010 86Enc & éaparnv edayyérov ‘and have I been deceived in
my expectation that I was bringing good news?’

10II  fyyelhag ol Hyyetdag: spoken with euphemistic resignation;
for this kind of phrase, see 88gn.

’

1012 i 8ait Bai is a very informal particle accompanying inter-
rogatives (esp. s, Tis, Ti), common in Aristophanes but rare in
tragedy; its colloquial tone is suitable here, as in the stichomythia at
Ion 275 or Helen 1246. See 339n.

xatnéeig oppa  ‘are you downcast in your gaze?’ Diggle prints
Cobet’s xatnois dppa, ‘why is your eye downcast and why are you
crying?’, but the resulting mixture of third-person phrase and second-
person phrase is neither exactly like Held. 633 (ti Xpfiua keioal kat
xatndts dup Exels;) nor more attractive than the MS text. Eur. is the
only tragedian who uses epic root xaTn¢-.

1013 moAAY W avayxn ‘there is a strong compulsion that I do so’
(inf. 8axpupposiv or the like is understood), almost ‘I have no other
choice’; cf. Alc. 378 and Mastronarde on Phoen. 1674.

1013-14 Oeol | xdyd: the recognition of the co-responsibility of
supernatural causes and human action is typical of traditional Greek
theology and story-telling (including epic and tragedy); but here the
reference to the gods’ part in contriving events is also an index of
Medea’s growing inclination from this point on to portray herself as
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compelled by circumstances outside herself to carry her plan to its
bitter conclusion. See also Introd. 2(e).

1014 épnyoavnoaunv: the verb agrees in number with the closer
subject (Smyth §§967-70); Page suggests that this agreement lays
more emphasis on Medea’s own responsibility, but see previous note.

1015 xavew: second sing. of k&Teim (eim), ‘you will return (here
from exile)’, with a common meaning of the verbal prcfix kata-
(compare LSJ s.v. katdyw 1, s.v. kaTtépxoual 11).

npog texvwyv ‘through the influence of your sons’ (26n.), with
k&Tel being treated as equivalent to a passive (‘be brought back’).

1016 xataEw: to be interpreted by the tutor as ‘I'll sooner bring
others back {from exile)’ (a euphemism for ‘I'll never return myself”),
but understood by the audiencc and Medea herself as ‘I’ll first bring
others (my children) down {to the underworld)’.

1017 oUToul pévn: it is a typical motif of rhetorical consolation to
remind a sufferer that he or she is not the only one to experience such
a loss (e.g. Ale. 892, Hipp. 834, Andr. 1041), but that it is the common
fate of mankind, from which no one is entitled to except herself or
himself.

1018 Ovytov Gvra: the masc. gender universalizes the statement
(‘anyone who is mortal’). For the commonplace sentiment, compare
Soph. fr. 585.1—2 xpecov | T& Belax BvnTous Svtas eUTeTddS Ppépetv, Phoen.
[1763] T&s ydp €k Oeddv qvdykas BunTov dvra Bel dpépetv, [Men.] Sent.
813 dépetv &vaykn BvnTodV dvTa THY TUXNV.

1019 Spdow Tad: 9g27n.

1020 Action: the tutor goes indoors, leaving thc children on stage
with Medea (for a different view, Burnctt (1998) 210). There arc pre-
sumably one or two silent (fcmale) attendants standing nearby, as they
have been throughout Medea’s prcsence (see Introd. 3). Although
Medea addresscs the children for part of this spcech and in other
parts they may be still visiblc and, naturalistically, capable of hcaring
what she says, as child characters they do not, by convention, havc
full dramatic status, and it is not appropriate to inquire too closely
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into what they are making of Medea’s cryptic words and shifting
moods. See Battezzato (1991).

1021 oddiv: second person dual pronoun (LS 6.d).

1023 aiei: like AitévTes in the previous line, which is not strictly
appropriate to those who are staying while Medea departs, the ad-
verb is a clue that Medea is thinking of her sons’ death. Compare
perhaps pathetic &ei in epitaphs, such as /G 13 1261 ofjua PpacikAeias:
xoUpn kekAfjcopat aiel, | &vTi yapou Trapd 8:dv ToUTo Aayolc’ dvoua
and IG 13 1295 bis.5—8 pvnunv yap &el SaxkpuTtodv Exouoa, | fiAikias Tiis
ofis kKAaiel &mrodBipévns.

1025-7 Although it is more common to speak of marriage as the
telos of a girl (in contrast to serving as a warrior, the telos for a boy),
female characters at least are often shown lamenting the loss of the
fulfilment of seeing a son married and poised to carry on the family.
Compare Megara’s complaint in Her. 476—84, Hecuba’s in Tro. 1167-
g and 1218-20. For the roles of mothers in weddings, see Erdmann
(1934) 2578, Oakley and Sinos (1993) 14—41 passim.

ovaofar is aor. mid. inf. of dvivnui, (intrans.) ‘benefit from, enjoy’
(+gen.).

1026 2ovrpa is Burges’ emendation of Aéktpa, which is too repeti-
tious with the following terms; moreover, the prenuptial bath is one
of the activities most often associated with the mother of the bride or
groom, and is often paired with the carrying of torches in the pro-
cession. See Mastronarde on Phoen. 345, 347—8; Oakley and Sinos

(1993) 15-16.
1027 4&yfHilaw: aor. act. inf. of &y&AAw, ‘make splendid, adorn’.

avaoyefeiv: EoyeBov is an alternative epic form of the aor. éo-
Xov, occasionally convenient in tragedy. For the formation see Smyth

§490D.

1028 avBabiag: 103-4n.; gen. of cause with the exclamation (LS
10.C).

1029 &Mwg ‘in vain’ (LS] s.v. 11.3).

1030 xateEavOnv: aor. pass. of karafaive, lit. ‘card (wool) thor-
oughly’, but frequently used in metaphorical senses in poetry and
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late prose (here ‘torn’, ‘shredded’). Note the almost identical line in
Tro. 760, in Andromache’s farewell to the doomed Astyanax, p&tnv &
tndxBouv kai kate§aviny woévors, and for the motif of vain nurture
compare also Her. go1—-3, Supp. 918—24, Tro. 381. For the importance
of the physical pains of labour or of the care of an infant in the
emotional attachment of a woman to her child, see Mastronarde on
Phoen. 30 and 355—-6. Medea’s complaint in 1029—30 and the lost
hopes described in the following lines continue the ambiguity of 1025—
7: they can be heard as the complaints of one who is to be perma-
nently separated from her living children, but they are easily recog-
nized by the audience as motifs of mourning for dead children. For
complaints as a standard element of laments, see Alexiou (1974) ch. 8,
esp. 182—4; Lattimore (1962) ch. 6.

1033—4 YynpoPBooxncetv ..|. €b mepiaTeAeiv: it is a fundamental
tenet of the Greek social system that children are to pay back the
nurture they received as children by caring for their parents in turn
when the parents are burdened with old age (6pemtnipia, Tpodeia;
Garland (1990) 261—2, Lacey (1968) 116—17), and that in a happy
family the elders will receive all proper burial rituals from their living
children. Compare Alc. 662—4 Tory&p $puTeUwy Taidas oUkeT &v $OA-
vois, | ol ynpoPooknoouo: kai BavévTta oe | wepioTeAoUot kai Trpobi)-
oovTau vekpov; Tro. 1182-6.

1035 {nAwtov avBpdmowst ‘a thing that inspires men’s envy/
admiration’; neuter in apposition to the preceding inf. phrase (LS
12.a).

1036 oddiv: 1021n.

1037 d&Ayewdv T &ei: the final word is uncertain, but F. W.
Schmidt’s 1° &ei is attractive. The transmitted text " éuoi produces a
false emphasis: since the context makes it completely clear that the
life and the pain are Medea’s, there is no point in ‘and painful to me’.
Contrast Bacch. 1327-8 ods &' xer 8iknv | wals Tai8os &§iav pév, &A-
yewny 8¢ ooi, ‘a punishment that ke deserved, but painful to you’.
Kovacs accepts Platnauer’s emendation T épov, which is an easy
change but still seems to provide a superfluous qualification so late in
the sentence.
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1039 &g GAXo oyfjp’ ... Biov: the surface meaning for the boys
themselves is ‘another form of life’ (that is, one with Jason and a
stepmother and without Medea), but the phrase is again easily un-
derstood as a euphemism for death (1016n.). Among the various,
sometimes contradictory, beliefs the Greeks held about death are the
ideas that the dead ‘dwell’ somewhere else forever and that at least
some of the dead may enjoy some kind of blessed ‘life’ after death.
See Vermeule (1979) ch. 1 and passim; Garland (1985) ch. 1 and passim;
Rohde (1925). Compare fon 1067 (Creusa will commit suicide and)
gls GAAas PioTou KaTelol popdds, Hipp. 195 81 &meipooUvny &AAou
Bié6Tou, ‘for lack of experience of another {form of) life’ (in the
underworld).

1040-8 Medea’s rehearsal of the motifs of mourning/separation
has opened space for a softening of her resolve, and it is finally the
simple glance and smile of her children that bring the first effort to
step back from her plan. The shift is marked by the incorporation
into her lines of the exclamations ¢eJ ¢eU and «iad, by the delibera-
tive question Ti Sp&ow;, by the turn in these lines from the children
as addressees to the women of the chorus, and by the emphatic rep-
etition at a short interval of XxipéTw PouvAeluaTta, forming a ring
around a series of mostly short, asyndetic sentences. From 1021 to
1041 the actor playing Medea must engage the child-extras through
stance and gesture and perhaps through some physical contact
(nothing specific is referred to in the text itself), and the extras’ re-
sponse must not be very demonstrative or indicative of grief, only a
fixity of attention on Medea, with an (implied) expression that can be
understood as yéAws. This fits the notion that young children do not
fully comprehend the concerns and words of adults (cf. 47-8) and
conforms to the conventions of stage-children.

1041 mwavdeTtatov yéAwv: TavUoTaTos is consistently used in
tragedy in connection with death, esp. last farewells and last sight of
the sun (mocked by Ar. Ach. 1184), so its use here continues the pat-
tern of transparent allusion to their death. For yéAwv see LS s5.c.

1042 xapdia ... oiyxerat could be just ‘my heart is undone, utterly
distressed’ but the chorus and the audience can also hear the sense
‘my brave resolve {to do murder) is gone’; at this moment, Medea
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seems to be fulfilling the expcctation the chorus expressed in 856-65
(note 858 kapdiai and 865 TA&uovi Bupddt). For the sense of oiyeTan
see 226n.

1044 oux av Suvaiunv: the following phrase shows that Tékva
¢oveverv is the action she now thinks impossible. Again, Mcdea seems
to be echoing the chorus’ hope, 862 oU duvéon:.

1046 toig Todtwy xaxoig ‘with their sufferings’ alludes to the
plan to kill thc children without saying as much in their presence. If
one worries about what the children are to make of the phrasc, the
phrase is simply unintelligible to them; but one should not be worried
about this qucstion.

1047 abtyyv is here the emphatic pronoun: ‘why should I, causing
pain to their father ... myself acquire twice as much anguish?’

1048 oV 877 éywye: Medea answers her own question, appar-
ently with great conviction, but this vehemence and the repetitions in
the passage portray an intense struggle to convince herself, preparing
for the shift in the next line.

yxarpétw Poudeduara: the scholiasts mention a variant reading
Tavgoual PovAevudTwy, apparcntly a misguided attempt to climi-
nate the exact repetition from 1044.

1049 xaitol i maoyw: 879n.

YérwT 6dAelv: same phrasc in Medea’s sclf-exhortation in 404;
for the importance of the theme of avoiding mockery sec 383n. and
Introd. 2(8); for the idiom with d¢Aelv 404n.

1050 afnpioug ignorcs thc now-incvitablc dcath of the princess,
but this distortion is an intrinsic part of the representation of thc
situation that (one side of) Medea creates to cxhort herself to action.
For another distortion, see 1060~1n., 1238-9n.

1051 ToApntéov a8 ‘I must have the daring courage to do this,’
that is, to kill my children as planned. There is no difficulty in un-
derstanding T&8¢ in this sense since that is thc underlying refcrencc
of thc entire speech. As in 394—406 and elsewhcre (scc nn. on 11, 20,
316, 383, 394, 403, 438, 810, 1242-6, and Introd. 2(b) and (f)), Mcdca
uses the language of masculine (often heroic/military) action and
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values. With this phrase Medea has shifted back to her original plan;
then she reinforces the reversal by chastising the other position as
cowardice. Kovacs gives a more explicit reference to 1&8 by treating
these words as a question and giving the verb an unlikely ‘passive’
interpretation: ‘Must I put up with that (being laughed at, leaving my
enemies unpunished)?” For the dispute about ‘active’ vs ‘passive’
sense of ToApdw, see further 1078n.

&AAa tHg épfjg xaxng ‘oh, but what cowardice on my part!” The
conjunction marks objection to Medea’s own previous softening
(referring back to 1040-8): Denniston 8. The gen. is exclamatory,
associated here with an exclamatory articular inf. phrase, perhaps a
colloquial combination: note Ale. 832 &AA& ool T un ¢ppdoat, Ar.
Eccl. 787—9 Tiis nwpias, 1O pndé meptueivavTta . . . elTa TRVIKAUT f181 —
Xp. Tt 8p&v; (cf. plain inf. in Clouds 818—19 Tfis pwplas, Tov [T6
Valckenaer] Ala vopigetv dvta tnMkouTovi). The accent on kaxns
shows it is from noun ké&kn, not adj. kaxds.

1052 mwpocéosBar: aor. mid. inf. of wpooinu, ‘admit, allow in’.

parBaxodg Adyoug: these were the tools used against Medea’s
enemies (316, 776), and to maintain her self-image as superior to
them she must not let them be applied to herself.

1053 xwpeite: the movements of the boys are one of the prob-
lems most discussed in arguments about the authenticity of 1056-8o.
The best solution (see Battezzato (1991)) is to have Medea shepherd
the boys toward the door herself, giving the appearance that she is
about to go inside too and do the deed forthwith (as the language of
STt BE un Bépts ... S1adpBepd also implies). When she stops herself at
1056 she turns away from the boys and perhaps moves downstage
from them, and they simply wait on stage. Their awareness of what
she is saying is not a problem, because through placement and action
they are by convention out of dialogue-contact and because they are
children, of low dramatic status. In this scenario, the silent atten-
dants may also approach the door and be left attending the boys
while Medea delivers 1056-68. See Appendix.

1053-5 otwt 8¢ pn Bépig xTA.: In a manner typical of tragedy,
ritual language and practice are used in a distorted way. Medea’s
warning is like the traditional proclamation before a holy sacrifice
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that any unsuitable (impure) witnesses should withdraw so as not to
spoil the (pure) ritual and incur divine resentment. Compare Calli-
machus, Hymn to Apollo 2 éxdas &xds doTis &MTpds; Virg. Aen. 6.258
procul o procul este, profani. Here it is rather the ritual that is impure,
and the pure who are warned to stay clear of it. Compare, for a rit-
ually correct application of such a warning, /T 1226—9 ékmwodwv &
aUdd woAiTals ToUd Exelv MIGopaTos, | ... | ¢edyeT, €ioTaohe, pf Tt
TpoowEon pUoos TOSe.

1055 avtdt pedncer ‘it will be a concern to him himself”; that is,
let that person himself see to it that he does not witness what he
would rather not see, since Medea herself will not forestall her deed
to save anybody from distress.

xeipa 8 od Stadbepd ‘for I shall not spoil (weaken) (the action
of ) my hand’. For 8¢ as equivalent to y&p, see Denniston 16g.

1056-80 More than 100 years ago Bergk suggested that this pas-
sage was not part of the play as performed in 431, but an authorial
alternative to the preceding passage. Several later scholars have as-
signed it to an interpolator. Other critics have continued to believe
that the passage (or most of it) is original. Details about the dispute
and the main proposed solutions are given in the Appendix. In the
notes below, the passage is treated as genuine.

1056 & &: an exclamation often expressive of surprise or distress,
sometimes in proximity to an implied or actual prohibition (as with &
&, Ti Spdoels, & yepaué; un wéonis in Andr. 1076 (cf. Cycl. 565) or & &,
undaudds dpaonis 1&8e in Or. 1598). Thus, this is a first inarticulate
sign that Medea is reversing position again, as she turns away from
her children and the door. The exclamation is missing from a recently
published Berlin papyrus (Luppe (1995)) that has the surrounding
lines. It is more likely that the exclamation was lost by accident than
that it is a false addition.

fupé: the address to one’s own heart is a poetic tradition, from
TéTAab 81, kpadin in Od. 20.18 on (see Leo (19o8); Schadewaldt
(1926); Battezzato (1995); Pelliccia (1995)). Usually the heart is called
upon for emotional or mental activity, but in Archilochus fr. 128
Bupé, UL, dunydvoior kndectv kukwueve, the vocative is equivalent
to a self-address and is followed by military and other metaphors
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(TpooPaddv EvavTiov oTépvov ... ExBpdv TAnciov kataoTabels and
kataTmeowv). Still, ‘don’t do this’ is bold (Gibert (1995) 79 n. 49), and
Aristophanes seems to have considered this extension of usage odd
enough to deserve parody (Ach. 480—4).

pi b Y ‘please do not’, an earnest appeal; in this common
phrase ye often emphasizes the prohibition as a whole rather than oV
alone; see Mastronarde on Phoen. 532, Denniston 122.

1057 deigar:  aor. mid. imp. of ¢eidopa, ‘spare’.

1058 éxel ped’ nudv  ‘there in exile with us’, that is, as the audi-
ence understands, in Athens.

1059 p& ToLG ... dAdctopag: reading a text, some critics find
that it is not sufficiently clear which side of the debate Medea is ex-
pressing here; as performed by an actor on stage, however, the lines
can unambiguously express a rejection of the appeal made in 1056—
8. The shift back to the ‘hard’ viewpoint is marked both by the use of
u&, which is very common in rejection of an alternative, and by the
reference to the alastores, demons of punishment and revenge who are
appropriately invoked only by the vengeful side of Medea, deter-
mined to bring violence against her enemies. On the concept of the
alastor, see Barrett on Hipp. 877—go and Mastronarde on Phoen. 1556
and below 1333n.

1060—1 éx0poig...| naidag mapiow ... xaBuBpicar ‘surrender/
abandon my children to my enemies to treat with outrage’ (xaf-
uPpica is epexegetic inf.). Medea has in mind the fatal violence that
the relatives of Creon and the princess could be expected to apply to
the children of their murderer, a motif developed in more detail in
the next scene (1236—41). Eur.’s manipulation of this motif seems to
rely on the audience’s awareness of the tradition that the children
were killed by the Corinthians (Introd. 4). This phrase presents the
most difficult problem for the interpretation of this passage as au-
thentic. Why does Medea argue with herself as if the children cannot
be taken out of Corinth (as she just seemed to assume in 1058)? As a
character-based explanation one may suggest that the harsh side of
Medea is here projecting a particular tendentious view of the situa-
tion in order to steel her own resolve to do the deed required by the
desire for maximum vengeance. In that case, this is a tragic extension
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of Medea’s rhetorical abilities, this time with herself as the victim,
just as earlier she projected a view of women’s life and her own dis-
advantages to win the chorus’ favour, and similarly with Creon, Ae-
geus, and Jason. If a character-based (or rhetoric-based) explanation
is not accepted, an alternative is to recognize a manipulation at the
narrative or authorial level: that is, Eur., somewhat forcedly, makes
Medea say this in order to prepare for her claim in 1236—41 and to
make the murder seem inevitable for the audience. See Appendix.

[1062-3] This couplet is identical to 1240—1, so it is extremely un-
likely that both are genuine. Here, the repetition of wavrws in 1062
and 1064 is clumsy, and the lines seem somewhat less dispensable in
the later passage than here. Therefore, it seems best to regard 1062—3
as an interpolation. The Berlin papyrus (Luppe (1995)) presents a text
without 1062—3, which may be regarded as helpful confirmation of
the choice made here.

1064 mnavtwg ménpaxtar tadra ‘at all events these things have
been completed’; TaUTa is vague and in context means ‘the elements
of my scheme’; the perfect wémpakTan is prospective or anticipatory
in sense, almost ‘are as good as completed’ (K-G 1.150; cf. Smyth
§1950, Goodwin §51). Because this idiomatic use is less known and
less obvious, the verb has been replaced by easier verbs in some parts
of the tradition: wémpwTeon is in some MSS, and the Berlin papyrus
(Luppe (1995)) now offers the obvious &éSoxktan (perhaps borrowed
from 1236). The more difficult reading should be regarded as genuine.

xoUx éxdevEetar: the princess is the subject, as is made clear
retrospectively by kpati (her head) even before she is explicitly named
as a subject in év wémwAoio1 8¢ vougn. (For other views, see Appendix.)
The vagueness of TaUta and the choppy style of the shift of subject
within the line, while difficult for the silent reader, may in perfor-
mance be played as signs of emotional pressure.

1065 xai &n: Medea imagines the realization of the event (386n.).
This idiomatic use is more likely to be authentic than 80, found in
the Berlin papyrus and approved by Luppe (1995).

1067 &AX ... yap: the two particles have scparate force here,
&AA& marking the transition to action (BoUuAopat) and y&p explaining
the new intention.
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686v: acc. of the space traversed (Smyth §1581), as also in the
next line, where 686v is understood with TAnuoveoTépav.

1069 Action: if the boys have never gone in (having stopped be-
cause their mother turned away), then the only action needed is for
Medea herself to turn back toward them during 1067—9 and approach
to embrace them (see Appendix). For those critics who have the
children go inside, Medea’s statement pooeiTeiv BouAopal is an im-
plicit order to a silent attendant, who quickly opens the door and
brings the children back out. This would seem to require a pause
within 1069. Dodds (1952) tries to ameliorate the situation by reading
8e0T, & Tékva, but this does not help very much, and 8eJte is doubt-
ful in tragedy (8g4n.).

1070 867 dondcasBar pnTpi SeEtav xépa ‘give your right hand to
your mother for her to hold fondly’ (epexegetic inf.). The next several
lines would best be acted out with Medea kneeling to embrace and
kiss and stroke the children. She could rise again at 1076, when she
can no longer endure seeing them.

1072 oxfpa: not just ‘form’ or ‘shape’, but implying grace and
dignity of stature and stance, hence ‘bearing’. See Mastronarde on
Phoen. 250—-2.

1073 eddaipovoitov: second person dual present active opt.

éxei... evBade: for Medea, the chorus, and the audience, these
words mean ‘there in the underworld’ vs ‘here in life’; at such an
emotional moment, an audience probably should not care what the
children might or might not make of the antithesis (1020n.), although
it is possible to supply the somewhat forced explication ‘there at the
palace’ vs ‘here with me’.

1074 mpooPoAn ‘touch, contact’, hence ‘embrace, kiss’; compare
Supp. 1138 ¢ihicn wpooPolrai mpoodmwy and Hec. 409—10 f{8icTny
Xépa | 865 kai Tapeidv TpooPaieiv Tapnid.

1076 action: by her words and probably by an accompanying ges-
ture to the silent attendants, Medea directs the children indoors.
Medea is alone on stage from this point to the arrival of the messen-
ger.
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1077 oila te mpog addg: the text is uncertain, but the sense is not
in doubt. Page’s emendation is printed here: after the second-person
plural imperatives in 1076, wpds oc$&s could easily have been cor-
rupted to unmetrical wpos Uuds, the reading that seems to be the basis
of the other readings found in the MSS. Doubt arises, however, from
the fact that in ten other instances in Sophocles and Eur. wpooBAémeiv
takes an acc. object and not a prepositional phrase; but tpoopAéweiv
Tpos may mean ‘look toward’ as distinct from TpooPAémev ‘look in
the face’ (cf. the fourth-cent. Epidaurian (Doric) inscription cited in
LSJ s.v.).

xaxolg: the substantive xak& appears three times within the four
lines 1077—80, and many different translations have been offered or
argued for. It is not possible to use a single English translation in all
three cases, and it is a false premise to insist that the meaning must
be precisely the same in all, since xakdv is a general term that ac-
quires precise connotations from its context and its function in its
own sentence. Here in 1077 the sense is ‘I cannot look upon my chil-
dren any longer, but am overcome by the pains/sufferings {that I
feel)’ — the pains deriving from seeing and touching the children
who are soon to die at her hands. See 1078n.

1078-80 have generated a great deal of discussion. For an overview
of various interpretations, see Appendix.

1078 pavdavw: the notion that Medea will knowingly do evil has
seemed to some critics to be significantly related to the Socratic doc-
trine that no man does evil knowingly. Snell (1948), for instance, has
argued that this passage and the statement of Phaedra in Hipp. 375—
87 (esp. 380—1 T& xpnNoT EmioTdpecha Kai y1yvdokouey, | oUk éxro-
voUpev &) provide an indirect testimony to the emergence of Socra-
tes’ view, and that Socrates was directly inspired by Eur.’s portrayal
of Medea. But to see a close relationship to Socrates here involves (1)
the fallacy of treating the small amount of material surviving from
the fifth century as the only material known to contemporaries, and
of too readily assuming an intimate relationship between different
extant testimonia (Plato, for instance, in Prot. 362d has Socrates as-
cribe a view like Phaedra’s to ‘the many’); (2) an oversimplification of
Medea’s situation (in which there is not one good and one bad, but
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various possibilitics that all contain clements she regards as bad). On
the debated relation to Socrates sce Moline (1975), Irwin (1983),
Rickert (1987).

spav péAdw: most MSS have ToAufiow instcad, while 8pav
péAAw is the reading of the mauy ancient authors (testimonia) who
quote this famous passage (starting with the Stoic Chrysippus in the
third century sce) and is also in one MS. A familiar quotation often
takes on a life of its own and suffers modification when repeated in
isolation from its context, so it coutd be argued that the testimonia
are wrong here; but if Tohpnow means ‘will dare to do’ (sce below),
then it scems to introduce an unwanted external ‘focalizer’ in these
lines, while the more ncutral ‘am about to do’ fits Medea’s focaliza-
tion better. Kovacs has accepted ToApow with the ‘passive’ meaning
‘what pain I am about to undergo’ (compare 1051n.), but in a context
like this it secems inescapable that an audience will hear the ‘active’
sense ‘dare to do’. Compare other contexts where kin-murder and
similar violations arc envisaged (Or. 827, Med. 816, I4 1257, lon 976,
El. 277) with the few places where a quasi-passive sense is present
(Hec. 326, 333). Thus the incaning is not much changed by the choicce
of rcading.

xaxd: the difference in sense of this term between 1077 and 1078
is not a problem requiring drastic solutions (10771.). ola 5p&v péAAw
kak& is best taken as ‘what harmful things I am about to do’; ‘what
evil T am about to do’ is possible, so long as one docs not over-
cmphasize the modern moralistic sense of ‘evil’. Medcea is primarily
concerncd with the harm she will do to her sons and to herself: this is
based principally on a calculation of pain and suffering, but concerns
that some moderns might call ‘moral’ are not excluded, sincc Medea
herself criticizes the killing as unholy (796, 1383). Sce Rickert (1987).

1079 Oupdg 8¢ xpeloswv TV épdv Povrevpdtwy: a controver-
sial linc; the choice is essentialty between ‘my angry passion controls
my plans’ and ‘my angry passion is stronger than my dcliberations’.
In the former, the sense of kpeioowv is unusual, but PouvAeupdTtwv
refers to what it has previously referred to, Medea’s calculations of
how she can get revenge on her enemies and cause the greatest pain
to Jason. In the latter, kpeioowv has an ordinary sense, but pouleu-
p&Twv now refers cither to Medea’s brief considerations of tlic pref-
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erability of letting her childrcn live or to the entirc complex of delib-
erations on both sides. Thc narrower reference is perhaps problematic
because of the epithet éuédv: it is in the interest of Medea’s winning
vengeful side to dissociate from herself the soft considerations made
on behalf of the children, and éu&v would do just the opposite if it
refers only to 1044-8 and 1056-8. BouAeUpaTa cannot mean ‘rational-
ity’ or ‘reason’; nor is the interpretation ‘considerations’ (of the pain
my course will causc mc) convincing.

In the Greek philosophical tradition, in which partition of the
soul into rational and irrational elements was a basic strategy for
many thinkers and schools from Socrates and Plato onward, Medea
was trcated as an example of a person dominated by her emotions,
and this line was read as, in essence, ‘my emotion (anger) is stronger
than my reason’; see Gill (1983) and (1996) 226—39; Dillon (1997).
This treatment conforms with the (non-tragic or anti-tragic) faith in
reason that is a hallmark of the Greek philosophical tradition: that
is, philosophers nceded to see Medea’s action in this starkly dualistic
light. In the play itself, we are actually shown a mixture and alterna-
tion of rational and emotional elements at work, and Medea’s re-
venge scheme involves not only her sense of outrage and attachment
to ‘heroic honour’ but also a calculating rationality and manipu-
lative rhetoric. In addition to the theme of planning and wisdom/
clevcrness that runs throughout the play, Medca’s own use of éun-
xavnodunv in 1014 and the striking conclusive generalization of the
messcnger in 1224—30 point to the importance of calculating and ra-
tional elements in Medea’s action.

1080 domep peyicTwyv aitiog xaxdv Bpotoig ‘the very thing
which causes mankind thc greatcst harm/suffering’ (see 1077n, 1078n.
on kaka). In later times there was a geure of philosophical and mor-
alistic literature de ira (Diogenes Laertius ascribes a book TMepi mabdov
{fy wepi) Spyfis to Aristotle; the title ept dpyfis is also attcsted for
works of Posidonius, Philodemus, Sotion (teacher of Scncca), and
Plutarch); but it was already a commonplacc in archaic and classical
times that anger is detrimental to good judgment. Compare thc rcf-
erences to wrath throughout fliad Book g9 and Achilles’ cursc in
18.107—10 s Epts &k Te Bedv Ek T &vbpwdTrwv &mdhorTo | kai x6Aos, &5
T Epénke TOAUPpovd Tep YaAemfivan, | 85 Te WOAU yAukiwy HEAITOS
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kaTahePopévoto | &vbpddv &v oThBecotv &éfeton AUTe kamvos; Theog-
nis 12234 oudév, KUpv, dpyfis &8ikmTepov, fi Tdv ExovTa | Tnuaiver
Bupd Sad& Yapifopévn; Thuc. 2.11.7 kai oi Aoyioud &AdyioTa
xpcouevor Bupdt TAeioTa & Epyov kaBioTavTal, 2.22.1 ToU uf dpyfit T
pdAAov fi yvount fuveA8ovTas E§auapTeiv, 3.42.1 vopifw 8¢ SUo Ta
tvavTidTaTa eUPouhial elval, Téxos Te kai dpynv, Qv TO WEV peTd
&voias ¢IAel yiyveoOal, T6 Bt petd &maidevoias kai PpaxUTnTos
yvoouns; Eur. fr. g1 N? dpyfit yap doTis eUféws xapibeTal, | kakds
TeAeuTdl TAioTa y&p odpdAAel PpoTols, fr. 760 €§w yap opyfis mas
avnp cogwTepos; Soph. OT 523-4 &AXN fA8e uév 81 ToUTo ToUveiSos
Tay' &v | dpy Rt BraoBiv udAAov fy yveoum ¢pevidv, OC 855 opyfit xapv
Sous ) ¢’ &ei AvpaiveTal.

1080 Action: Medeca’s first words in the next episode (1116) sound
like those of a character who has been waiting on stage. Thus, after
the apparent conclusiveness of 1055 (esp. if Medea was heading to-
ward the door herself with the children), Medea has reached a mo-
ment of stasis: she seems determined to do the terrible deed, but as
long as she has not yet gone inside there is still room for suspense and
the possibility that she will waver again. A much different effect will
be produced if Medea does go inside at 1080 and then reemerges at
1116, for the audience would then believe that the killings are about
to take place and be surprised at 1116 when Medca says that she is
waiting to learn what happened at the palace.

1081 1115  Anapaestic interlude

This anapaestic interlude serves in place of the stasimon that usually
precedes the entrance of a messenger (for anapacstic passages with
act-dividing function sce Taplin (1977) 225-6). What is remarkable is
the contrast between the anguish and tension of Medea’s monologue
and the relative calmness and displacement of the choral interven-
tion (quite different from the tense expectation projected by shorter
anapaestic interludes like Aesch. Ag. 1331—42, Cho. 719~29, 855-68).
As a chorus sometimes does, the Corinthian women deflect attention
from the particular to the gencral or from the individual to the
group, but here without the concluding apostrophe or application
that characterizes many other examples. The choral voice does not
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respond to the divided impulses just exprcssed by Medea or object to
the victory of the revenge impulse over the maternal bond; rather it
avoids personal engagement or dissuasion and instead deflects its
emotional response to a resigned and generalized regret for the con-
dition of human parenthood. The opening stakes claim to female
mousa and sophia, thus recalling the gender-competition of thc first
stasimon, but it is significant that the judgment that follows is gener-
alized so as to apply to parents of both sexes, using the universalizing
masculine plural and terms that suggest both the mother’s effort in
childbirth and nurture (mochthos, mochthein) and the father’s economic
responsibility (finding and leaving behind a livelihood, biotos). Thus
there is created an emotional resonance betwecn everyday experi-
ence of the loss of children and the loss about to be fclt by Medea
and Jason, yet this resonance has a curious effect of helplessness and
resignation, and one might even say irrelevance, since the choral
generalization at its end emphasizes (indeed complains of) the rolc of
the gods in taking children from their parents (1109-15), whereas the
deaths of children in this play arise largely from human dccisions and
actions. Perhaps one major eflfect of the abstraction and subdued
emotion of this interlude at this point is to lull the audience into a
sense of resignation and inevitability in regard to the killing of thc
children, to add plausibility to Medea’s certainty in 1236ff. that the
children must die. Another possible effect is to bear witness to the
claim made earlicr by the nurse that poctry has failed to deal with
grief and woe. Although the women here lay claim to a poetic gift,
their song is still incommensurate with the horror that faccs them.

The passage consists of chanted anapaests, with paroemiacs at
1089, 1097, 1104, 1115. This produces at minimum four pcriods of 15,
13, 13, and 19 metra before the paroemiac. One could also postulate
period-end at full metron at one or more othcr locations such as
1084, 1093, 1100, 1106, or 1111, but thesc are unverifiable (see 184-
204n.).

1081-9 provide a warrant for the generalizations to be made in the
interlude, emphasizing that they are not a spur-of-the-moment eval-
uation but the product of long considcration; they also carry on thc
theme of malc-female compctition by asserting the right to offer
wisdom. Comparc the opening of the gnomic observations of thc
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(male) chorus at Ale. 9626 &y kai 81& povoas | kai uerdpolos Miga,
kai | TAeioTwy dwduevos Adywv | kpeigoov oUdtv Avdyxas | nUpov
kTA., and Phaedra’s preem in ffipp. 375-6 f15n ot &GAAWS VUKTOS év
Hakpéd Xpovawt | BunTdv EppévTic’ fi BiépbapTan Bios.

1081-2 814 Aemvotépwy pubwv Eporov ‘I engaged in discourses
(thoughts) of a more subtle nature’; the comparative may not be
pointing forward to f xpn, but simply mean ‘more subtle than the
average’ (for this use of comparatives sce Smyth §1082a). For the
idiomatic use of di&-phrase and verb of motion, see 872n.

1082-3 mpog apirrag nABov ‘I entered into intellectual struggles.’

1085 &AA& yap: elliptical in sense (cf. 252n.), ‘but {my opinion is
still worth hearing), for ...’ See Denniston 102.

1087-8 macaict pév o, mabpov §& yévog xtA. ‘not to all women,
but small is the group of women (you could find one among many)
that is not lacking in inspiration’: the pév-limb is a correction-in-
stride, in apposition to fuiv, while the &¢é-limb becomes an indepen-
dent clause (with éom1 understood; also understand év with &mwépov-
oov). The MSS have an unmetrical text, lacking Elmsley’s piav and
having cither m1 or 81 before yévos. A Berlin papyrus now presents
both words in a reading that had been proposed by Schoemann (8¢ 1
81 yévos). This is metrical and could be translated ‘not to all women,
but you could find among many some quite small group of women
that is not lacking in inspiration’. But the word order & 1 87 is un-
paralleled (whereas both 8/ 71 and &t &1 1 are found, not only in
iambic poetry, but in prose).

1092—3 mwpodépetv eig edTuyiav | Tdv yewvapévwy ‘are superior
in happiness to those who have begotten children’; for this intransi-
tive sense of Tpodépw, see LSJ s.v. 1v.2; the gen. of comparison is
normal with this sense, but eis ebtuxiav is a poctic alternative to the
dat. of respect scen in other authors.

1094-6 8¢ armeposivyv | ... odxi Tuxdvteg ‘through their inex-
perience not finding out’; on this view, the whole phrase and not just
8 &melpooUvny governs the intervening indirect question, and Tu-
xoévTes is understood in the common sense of ‘receive or experience a
certain fortune’, as a (typically) redundant clarification of &1 &meip-
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ooUvny (compare the gloss pa®évtes in MS B). Another view takes
oUyi TuxOvTes as restating &tekvol, ‘not having obtained {children)’.

1103 €71 & éx tovtwv  ‘and furthermore, after that’; again the 8¢-
limb turns into an independent clause (1087n.).

1103-3a éni dpradpoig| ... xpnatoig: understand Tois Taici or
Tols Téxvols; we may translate ‘on behalf of children who will turn
out bad or good’ (¢wi 4- dat. of occasion or cause); but some suggest
instead éwi + dat. of the price or wage (Page: ‘whether good children
or bad will be the wages of their toil’).

1107 xai 87 yap: the first two particles present a supposition as
real (386n., 1065), while y&p introduces the exposition of the ‘one
thing’ just promised.

aAig Biotév ' nbpov:  &Ais, which logically goes only with nUpov,
receives extra prominence from the delayed position of 8" (unless 9 1s
to be regarded as a misguided metrical supplement and the true so-
lution to the unmetrical text of most MSS is to read PioTfiv nUpov
with Lenting).

1108 nAvlbe: Eur. uses the epic alternative to HA8ov over a dozen
times, usually in lyrics or anapaests, but also in trimeters (T70. 374,

EL 598).

1109 xvpnoar: third sing. aor. optative (as the accent shows) of
kupéw. Translate ‘if fate should befall thus’ or ‘if fortune should
come to pass thus’ (cf. LSJ s.v. kupéw 1.1.b and 11.1), euphemistic for
‘if bad fortune befalls one’.

1110 poddog ég Adou: the predicate adj. (without copula: LS
30) is here equivalent to a verb, ‘flies off, disappears’. By its position,
‘to Hades’ will inevitably be taken initially with ¢poU8os, but it com-
plements Tpodépwv as well.

1111 Oavarog is strongly personified here, since ¢poU8os is most
commonly used of persons and there was an established iconography
of the winged demon Thanatos carrying off the dead (originally
paired with Hypnos carrying the corpse of Sarpedon, but by the
middle of the fifth century also depicted carrying anonymous dead
and sometimes shown without Hypnos: see LIMC s.v. Thanatos).
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Thus it is probably justified to print the noun with a capital letter
here, as in Paley’s edition and a few others.

1112 Ader: impersonal, ‘is it profitable’ (566n.), with 8eoUs émi-
P&AAewv as subject. The chorus implies criticism of the way the gods
operate the world: see 19o—204n.

1116—1250  Sixth episode

This episode is taken up almost entirely by the report of the ‘mes-
senger’, a conventional term for the minor character who brings
news of a major event that has taken place out of the sight of the
audience and chorus (usually offstage at another location, but some-
times within the house). In Sophocles and Eur. these scenes stereo-
typically feature a brief relaying of the essential facts in a dialogue
and then an extended rhesis giving the narrative in full detail (SE ga).
The messenger-rhesis is a tour-de-force of narrative skill, often tinged
with reminiscences of epic (quoted direct speech, more frequent use
of epithets, omission of temporal augment, and (rarely) short third-
person plural forms like éxpudBev in Hipp. 1247 (LS 7¢)), and affords
the actor an opportunity for virtuoso performance highlighting shift-
ing emotions. See de Jong (1991) on narrative in Eur.’s messenger-
speeches and Goward (1999) on narrative in tragedy in general. The
narrative here is typically circumstantial: the sequence of events is
carefully marked (1136, 1145, 1147, 1156, 1157, 1163, 1167, 1173, 1176,
1181, 1205, 1211, 1218); not only are the changing moods and move-
ments of the major figure, the princess, detailed, but there is also at-
tention to the emotions and actions of subsidiary figures and extras
in the scenario (1138-42, 1142—3, 1171—-7, 1177-80, 1202-3); quoted
speeches are included (1151—-5, 1207-10); gruesome physical details
are made explicit; and similes (1200, 1213) and other imagistic lan-
guage are frequent. This speech also plays repeatedly on the superior
retrospective knowledge of the speaker (shared by the audience), in
contrast to the mistaken joy and belief of the servants (1138-40), the
speaker’s own earlier satisfaction (1142), the delight of the princess in
trying on the gifts (with the ominous phrase ‘lifeless likeness’: 1162n.),
the old woman’s false inference of a divine visitation (1171-3), and
Creon’s ill-omened wish ouvBévoipi. The messenger concludes with
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a moralizing gencralization: the expression of traditional wisdom
and the rejection of the position of an clite group (1225 Tous copous
PpoTddv) align him with the nurse as a humble anonymous figure dis-
tinct in aspirations and experience from the princely main charac-
ters. After the messenger’s departure, the chorus-leader delivers a
conventionally required reaction to the long rhesis, and then Medea
makes her last declaration of intention and sclf-exhortation bhefore
going in to do the deed so long expected.

1116 tou:  the particle expresses emotional involvement (Dennis-
ton 541).

1117 xapadoxd: this verh implies waiting with nervous expecta-
tion for an outcome, often in a military context with the notion of
determining one’s behaviour according to who wins a battle. So here
it once again raises some suspense whether Medea will go thirough
with the murder or not.

taxeifev is both proleptic object of the verb (37n.) and subject of
the the clarifying indirect question that follows, as in the similar
phrase in Hdt. 7.163 xapaBokfioovta TNV pdxnv T TeoteTat.

1118 xal 87 marks perception of the newly entering character:
Denniston 251,

1118-19 tévbe tdv Tdoovog|...6maddv ‘thisman [with gesture],
onc of Jason’s attendants’; although Jason may have been accom-
panicd by silent attendants in his carlier visits to the stage, the mes-
senger is not to be identified as one of them, but as an attendant who
has until now been at Jason’s new home. The viewpoint in 1136-43 is
that of thosc in the house, just learning of the ‘truce’ between Jason
and Medea.

nvebpa 8 Npebiopévov: cntrance-announcements may be used
both to call attention to the haste of an entrance (which can actually
be conveyed by the actor) and to interpret the mood of the new-
comer for thosec who cannot sce the mask well or in cases where the
expression may not be obvious on the mask. Thus omwoudn is often
mentioned (c.g. Aesch. Sept. 371, 374; Held. 1118, Hipp. 1152, Andr. 546,
Bacch. 212), and expressions of anxicty or grief are remarked upon
(e.g. Held. 981, Ihipp. 1152, Phoen. 1333). fipeBiopévov is perf. mid.-pass.
part. of épeBifw, ‘agitate, excite’.
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1120 xawév: news from a messenger-figure is often anticipated
by reference to revealing (onuaiveiv) or reporting (&yyéAAetv, Aéyeiv)
something kaivdv or véov: e.g. Prom. 943, Tro. 238, Phoen. [1075], Hec.
217, IT 237, Bacch. 1029.

[xx2x] This line is absent from one branch of the medieval tradi-
tion: this may be a reflection of uneven attestation in ancient copies,
which is sometimes a sign of interpolation. The explicitness of dewvév
Epyov Tapavéuws is oddly followed by Medea’s question in 1124, so
the sequence of dialogue also points to a text without 1121. The line
seems to have been added to heighten the emotion of the address and
to make the messenger’s moral disapproval of Medea’s action more
apparent. For this type of expansion see Haslam (1979).

1122-3 pite vaiav | Aumode’ anqvnv pnt dxov medooriffi  ‘ne-

glecting neither ship-formed carriage nor vehicle that travels the
ground’, a grandiloquent circumlocution for ‘whether by sea or by
land’ or ‘by any available means’. The markedly heightened language
is perhaps expressive of the inspiration that the humble messenger-
figure receives from witnessing tragic events. The sense of ArroUoa is
one seen more often in TapoAeiTw or ékAeiTw, but cf. LSJ s.v. Aelmew
A.L3. For the extended use of &mfvn compare Tro. 517—18 TeTpa-
Bdpovos s U’ &mAvns "Apyeiwv (the Trojan horse), Phoen. 328 with
Mastronarde’s note.

1124 tuyxaver ‘befalls’; compare Or. 1326 &§° fjuiv Tuyxave
OTEVAYpPaTWV.

1126 Umo: anastrophe (LS 24).
1128 10 Aowmév  ‘hereafter’ (8o4n.).

1130 %wig: 589n.
nuaopévn:  perf. mid.-pass. part. of aikifw, in middle sense (same
as active) ‘having damaged outrageously’ (cf. epic &eikidw, &eikéAios).

1133 0 omépyov: the recipients of a climactic report often insist
on their need or desire to hear all the details and sometimes give a
motivation (for delight at good news compare Supp. 649, Phoen. 1088—
9); but as usual in Greek tragedy there is a mixture of naturalistic
motivation and non-naturalistic theatrical convention, for time stands
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still during a messenger rhesis and any pressure to act quickly is
suspended or ignored until the narrative is over.

1138 +oOnpev: aor. pass. ind. of fdopa, ‘we felt delight’.

1138-9 oinep ooig éxapvopev xaxoig | dpdeg provides another
clue to the sympathy of others for the way Medea had been treated
by Jason and Creon (see 17n., 663—-823n., 707).

1140 veixog éomeicBar  ‘have reached a truce to end your previous
dispute’ involves a somewhat bold extension of the construction of
omévBopai (EomeioBon is perf. mid.-pass. inf.). Usually the object is
internal or an object of the product produced: peace, an opportunity
to pick up the dead (Thuc. 3.24), safe passage for retreat (Thuc.
3.109). Here it is an external object affected by the truce, for which
parallels are found in later prose (object éAepov in Dionysius Hal.

4.52.2, 9.36.3, 19.13.4).

1142 xadTég: Crasis, kai aUTOS.
Umo: anastrophe (LS 24).

1143 otéyag yvvauxdv ‘into the women’s chambers’, acc. of goal
of motion without preposition (LS 12.b). Many texts speak of a sep-
arate area of the Greek house in which women might be confined
and into which outside males would not normally be allowed, but
archaeological evidence does not show any fixed arrangement in do-
mestic architecture to provide such separation. See Jameson (199oa),

esp. 186-91, and (19gob), esp. 104; Nevett (1999), esp. 154—6.

1146 mpoBupov eiy’ opBaipov eig Tagova ‘looked with loving
anticipation toward Jason’.

1147 mpouxdAvpat: crasis, TpoekaAUYaTO.

1148 dmnéctped’ Epmaiwv mapniba: the gesture has previously
been ascribed to Medea (30, 923n.), and perhaps the repetition makes
the point that Medea is imposing her own experiences in turn upon
her enemies.

1149 wpvcaybeios aor. pass. part. of puoc&TTopa, ‘feel disgust at’;
a very rare verb in classical authors (elsewhere only Xen. Cyrop. 1.3.5;
cf. Aesch. Supp. 955 wicayua).
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1151  ob wy introducing a question with the fut. ind. éont is equiva-
lent to a prohibition, and after &AA& or 8¢ (as here) ou alone is carried
forward to the following futures mavom ... TwapaiThon:, making
them equivalent to positive commands (see Barrett on Hipp. 212-14).
Imperatival questions of this form often express shock, exasperation
or peremptory superiority, but in a few places perhaps a tone of gen-
tler remonstrance or appeal may be detected (Andr. 757, Supp. 1066),
so a wheedling tone rather than a peremptory one may be possible
here.

1153 olomep &v: sc. vopidmt (subj. in relative clause with present
general force).

1154 mapattyont matpég ‘request from your father that he remit
..., with the gen. of the person asked on the analogy of Séopau.

1156 vvéoyeto: aor. middle of &véxw, with double augment
(Smyth §451); cf. 1159 AuméoxeTo from auTéxew.

1157 Ywved &vbpl mavra: the bride’s compliance matches Jason’s
expectation (940) and also recalls the happier former days of Medea’s
marriage (13 aUTd1 Te TavTa Sundépoua’).

éx dopwv: as the audience knows, the children returned to
Medea’s house from the palace; Jason’s absence from the house is
necessary to the plot, and no reason is given for it here.

1158 woatépa: in the context, an audience will easily interpret this
as ‘the father {of the boys)’, Jason, not as ‘her father’.

1161  xaténtpwi: Greek mirrors were disks of burnished metal,
usually bronze (for examples see Lamb (1969) 125-9 and plate Lx,
Congdon (1981) plates 4a, 5a, 11a, 16a, etc.), and they could be de-
signed for holding by hand or mounted on a stand. Through associ-
ation with personal adornment they were considered emblematic
of femininity (hence the exasperated question of Euripides’ boorish
kinsman to the androgynous Agathon in Ar. Thesm. 140 Tis 8ai Ka-
ToTTTPOV Kai §ipous kovwvias).

1162 duyov eixcd:  the ‘lifeless likeness’ is an ominous portent of
her impending death. eike is alternative (poetic) acc. sing. of eikcv,
instead of eikéva: see LS s5.c.
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1163 xameit: crasis, kai EweiITa,

1164 aPpodv Baivovoa: a grim echo of the encomiastic PaivovTes
&Ppdds in 82g.

1165 woAA& moAAaxig: a rhetorical intensification, ‘very often’,
‘again and again’; elsewhere woAA& has a separate force, as Tro. 1015
kaiTol ¢’ évoubéTouv ye ToAA& ToAA&kis. Compare 579 TToAA& TTOAAOTS
with n.

1166 tévovt é¢ 6pB6v ‘at the back of her straightened leg’; the
tendon referred to is the Achilles’ tendon at the back of the ankle,
and &6pbdv refers to the flexing of the foot as one leg is stretched
backwards to display the hang of the dress (compare Pentheus’ ex-
amination of his dress in Bacch. g35—8).

1167 TolvBévde: crasis, TO EvBEvBe, adv. acc., ‘then, next’,
Sewvov ... idelv ‘terrible to behold’, epexegetic inf. (LS 18).

1168 Aexpia may mean ‘moving sideways’ or ‘bent over, off-
balance’ or may suggest both together.

1169 tpépovoa xdAa: acc. of specification, as also in /T 283
WAEVas TpERWY GKPOS.

1170 éumecoboa pn yapai meceiv: the participle is supplemen-
tary with ¢84ver (Smyth §2096d), while the inf. is epexegetic (LS 18),
‘so as to avoid falling on the ground’.

1172 Ilavdg épyag: the old woman (her age may hint at a height-
ened sensitivity to religious matters) suspects that the princess’ odd
behaviour is caused by divine possession (see 1208n.). Pan is asso-
ciated with sudden mental disturbance of various kinds, including
the ‘panic’ of an army.

1173 &vwAéArvEe: the ululation (6AcAuyn) is a (sometimes sponta-
neous) cry of women reacting to or accompanying an emotionally or
ritually powerful event (e.g. victory, sacrifice, birth): it seems to greet
or acknowledge the presence of divine power or an epiphany (and
thus lessen the danger from such power). So here there is a contrast
between the initial cry of the old woman and the lamentation into
which it is converted as she observes the girl further (&vtinoAov ...
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kwkuTov). See Rudhardt (1958) 178-80; Pulleyn (1997) 178-81; Diggle
(1994) 477-80; Eitrem (1927) 48; Deubner (1941).

npiv y dpaw: mpiv is here equivalent to &ws, ‘until’, and is here
used after an affirmative verb (in prose the main verb is usually neg-
ative: Smyth §2441, Goodwin §§632-3).

1174-5 oppdtwy T &mo | xépag atpédovcav ‘twisting her pupils
away from her eyes’, that is, making her eyes stand out from their
sockets, a symptom of great pain; but perhaps also implying the
twisting and fluttering of the eyes that is associated with madness and
possession elsewhere (cf. LSJ s.v. SiaoTpépw, SidoTpodos). &mwo by
anastrophe (LS 24).

1175 €vov is neuter sing. acc. part. of évelut.
xeot: 787n.

1177-8 W pev..|. n 8¢ ‘one of the (women) servants ... another
b

ég matpog dopoug ‘to her (the princess’) father’s rooms/
apartment’ within the same royal palace. There is nothing earlier
that would lead an audience to think that there are two separate off-
stage houses. Rather, they will assume one royal palace in which
Creon, Jason, and the princess all live (cf. 327, Medea’s plotting to
invade one house to kill her enemies in 375-94, 960, 969).

1178 é&priwg ‘recently {married)’.

1181—4 form a paratactic comparison, equivalent to ‘as quickly as a
swift runner ... so swiftly the princess ...” The idiomatic construction
is eliminated in the reading of a papyrus which offers 67" (‘when’) in
place of % 8 in 1183, probably a deliberate simplification and thus to
be rejected.

1181-2  ‘And already a swift runner going up along the six-plethron
leg of the race-course would be reaching the goal.” (The text is dis-
puted: for a thorough treatment see Diggle (1994) 285-8.) The pleth-
ron is 100 Greek feet, and six plethra make a stade, the normal length
of a stadium and the shortest length of a normal footrace (ov&810v,
‘stade-race’, more or less a 200-yard dash). It is less likely that the
meaning with &veA8cv would be ‘come back along the six-plethron
return-leg of the (double-legged) race course’, since this sense of
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&vedboov is doubtful (sce Diggle) and it is less to the point to refer to
the longer race (8iauvAos). x&Aov is acc. of the space traversed
(1067n.); &v frTeTo is an unreal indicative (Smyth §1786).

1183 7 & is again the princess.

€€ avavdov xal pioavrog spparog ‘(changing) from a state of
silence and from tight-closed eyes’, that is, ‘breaking her silence and
opening her eyes’.

1184 Wyeipeto: imperfect of éyeipw, ‘rouse, stir’, middle ‘awaken,
stir oneself”.

1188 o0&V téxvwv Swpvparta: like many messengers, the servant
incorporates second-person references in the narrative to underline
the relation of the event to the addressee (seven times in 1136—58);
the return of the second person here after a long interval (and for the
last time beforc 1222—3) is especially cffective as a reminder that the
children have been made the tools of the murder and are accordingly
at risk for revenge.

1194 paAdov 8ig téowg ‘twice as much more than before’; com-
pare Rhesus 160 Bis téows EBnkas eUkAetoTepov, ‘you made (your
house) twice as glorious as before’; El. 1092. These are the only ex-
tant occurrences of adverb Téows. 8is Téows and Sis Téoov (1134) are
metrical alternatives.

1196 Svopabng iSeiv ‘hard to recognize at sight/by looking’
(epexegetic inf.; LS 18).

1197 xatdotacig ‘the set form’.
1200 wedxivov Saxpyu ‘dripping resin’.

1201 yvdBoig: in favour of this normal tragic form against the

epic yvaduois see Diggle (1994) 265.

1202 mwdotl § Nv $pofog Biyeiv: the inf, is used as if after wévTes
époPouneda; for a somcwhat differcnt construction see 1256-7n.

1203 toxnv ‘what had happened’.

1204 ovpdopic dyvwoial ‘in his ignorance of the terriblc thing
that had happencd’ (dat. of manner or cause).
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1205 mapeABov 8&Hpa: probably ‘entering the room’ rather than
‘entering the house’; see 1177n.

1208 tic ... Sawpdvwv &mdrecev: in traditional Greek belief,
any extraordinary event or affliction that cannot readily be attrib-
uted to a visible cause is viewed as the intervention of a divine force,
and it is in the nature of tragic story-telling that characters are quick
to assume a demonic cause (not always entirely correctly: see The-
seus’ misrecognition of the force behind Phaedra’s death in Hipp.

831-3).

1209 Tov yépovta topPov ‘the old man so close to the grave’ (lit.
‘old man who is a grave’; probably a colloquial usage). The same
phrase is used insultingly in Hcld. 166—7 (by the Theban herald of
Iolaos); compare Ar. Lys. 372, where the old women address the old
men as ® TUuP, and LS] s.v. TupBoyépwv.

1210 ocvuvlavoipnl cot: the wish to join another in death is a
conventional mark of extreme love/loyalty or extreme grief (e.g.
Hece. 396, Supp. 769, 1007 (Evadne) fidiotos ydp Tot 6dvaTos ouv-
Bvniokelv Bvniokovot ¢idois, Soph. OC 1690, fr. g53); it is an ironic
distortion of the motif to have Creon’s wish here come true against
his will.

1217 ¢éondpaco the subject is presumably Creon himself, who is
also the subject of preceding &yot and following &méoTn.

1218 aneéotn  ‘he gave up on his effort’; for the sense cf. L§] s.v.
B.5, but this instance is somewhat harsh, since Creon has been trying
to separate himself from his daughter and ‘separate from’ is a possi-
ble meaning of &¢ioTacBan. Scaliger’s emendation &méoPn (intrans.
second aor. of &mwooRévvup, here ‘his strength was extinguished’) is
attractive, but then pefix’ ... yuxfv is perhaps somewhat anticli-
mactic and redundant, although it could be taken as a plainer expli-
cation of the figurative term just used.

1220-1 The concluding phrase in 1221 is very doubtful: perhaps ‘a
disaster arousing longing {to mourn) with tears’, but this involves an
odd use of both wo8eivf and the dative Saxpuoiot (the variant Sak-
puovat, ‘for those weeping’, will not scan because the upsilon of the
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verb is long everywhere else in classical poetry). If 1220 can stand on
its own (‘and so they lie as corpses, child and aged father’), then it is
best to delete 1221 (Reeve): wéhas may have been added as a gloss,
and this gloss could then have been supplemented incompetently into
a complete line. But in parallel passages with phrases like keitan vek-
pos or keiTal Baveov, there is some additional phrase to evoke pathos
(e.g. Aesch. Pers. 325, Soph. Ani. 1240, Eur. Phoen. 1459, Or. 366), so it
is doubtful whether 1220 can stand by itself. There is probably an
uncured corruption in the following words. Deleting both 1220 and
1221 with West leaves a weak conclusion to the narrative.

1222 éxmoddv ... Adéyou: (adv. as predicate) ‘(left) out of ac-
count’, ‘out of the reckoning’, or perhaps just ‘without mention’; cf.
Libanius or. 32.27 £€§w Adyou kai &p1BuoU keipevol, ‘left out of account
and consideration’.

1223 gnpiag émortpodnv ‘the visitation of punishment’. The
MSS have &mooTtpodnv, ‘refuge, escape’, but the scholiasts’ explana-
tion of the line shows that they did not read this, but either &m-
otpodnv (Lenting) or &vrioTpodnv (Kirchhoff), ‘the balancing return
of punishment’ (Diggle (1994) 288—91).

1224—30 The conclusive reflection by the humble messenger is
similar to what the messenger in Soph. Ant. says as prelude to his
report of the disaster (1155—71); compare also Ani. 1242—3, Eur. Hcld.
863—5, Supp. 726—30, Bacch. 1150—2. The generalization about ‘those
who seem to be wise/clever’ and ‘practitioners of speeches’ should be
taken to be a direct comment on both Medea and Jason.

1224 T& Ovntd ... oxigv: for the notion that mortal life/fortune
is as insubstantial as a shadow, compare Pindar Pyth. 8.95-6 oxi&s
Svap &vBpwTros, Aesch. frr. 154a.9, 399.2, Soph. Ajax 126, fr. 13
&vlpwds 0Tl velpa kal oxi& pdvov,

1225 008 av tpécag eiroipr  ‘I'd say without fear’, ‘I would not
hesitate to say’.
1227 toVtoug emphatically (perhaps contemptuously) restates the

long subject phrase ToUs codous ... Adywv before the harsh pred-
icate.
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pwpiay 6dAtoxaverv: in this development of the idiomatic
phrase (404n., 5811.), the object is not the penalty incurred, but the
grounds or charge on which blame is incurred: &uobiav Hec. 327,
oxcudTnTa Soph. Ant. 1028, pwpiav in four other passages of tragedy.
The MSS have {nuiav by contamination with 581.

1229 émnippuévrtog: aor. pass. participle (in gen. absolute) of émip-
péw, intransitive in sense, ‘flowing in, accumulating’.

1231—-2 After the messenger’s virtuoso performance, the chorus-
leader’s couplet allows a pause before the resumption of the mur-
derous action. The reference to divine dispensation, many evils, and
‘this day’ (the one day on which the action of a tragedy is normally
concentrated) are conventional features. It is significant that the
chorus-leader keeps alive here the theme of Jason’s injustice by de-
claring his sufferings to be justly imposed, and that the focus is
immediately (and solely, if 1233—5 are correctly deleted) placed on
Jason, not on the princess or king. The chorus thus follows Medea’s
vindictive perspective, but the tone of this couplet is probably re-
signed and objective (o1X’) rather than rejoicingly vengeful. The au-
dience may well feel some sympathy for the victims after the shocking
details of their sufferings, but the chorus is apparently not here used
to prompt that feeling.

[1233-5] The articulating intervention of the chorus-leader after
most long rheseis, including messenger-speeches, is normally a cou-
plet and no more. This consideration, the sentimentality of the ad-
dress to the dead princess in contrast to the resignation of 1231—2,
and the lack of connection between the couplet and the following
lines (one could easily imagine something antithetic like ‘justly has
Jason been punished, but I pity the poor princess’) have led many
editors to regard these lines as a later addition.

1234 TWtig: 589n.

1236—50 In this whole speech, Medea blurs the issues of responsi-
bility and motivation: 8¢8oxTan ToUpyov points to the decision to use
the children’s death to punish Jason, and mwévrws ... &vdykn can
initially be heard as including the internal ‘necessity’ of completing
the revenge-plot, even though the following clause looks to the ex-
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ternal compulsion. Likewise, words like émAifouv and koxioBfjis are
reminders of the internal motivations explicated in earlier speeches.
Yet Medea does not openly repeat here that she acts to hurt Jason,
and she indulges several times in impersonal terms and self-pitying

language.

1236 8éSoxtar Tobpyov: TOUpyov (crasis, T6 Epyov) is subject of
8éSokTal ... poi, with the participle + inf. phrase in apposition to it
(cf. the more normal construction with a demonstrative in Plato,
Symp. 176e ToUTo pév BédokTon, Tivelv doov &v EkaoTos PoUAnTal).
The interlaced word order (uo1 placed after dws TaxioTa) seems to
reflect the fact that the ‘deed’ is primarily the killing rather than the
departure. The perfect 8é5oxTan contributes an air of finality: cf. Hel.
982, Bacch. 982, Soph. Trach. 719, El. 1049, Phil. ggo, etc.

1237-8 xtavodent .|.. dyoveav: for the shift in case, see 57-8n.

1238-9 Medea’s conviction that the children will be killed by others
if she does not do so herself is not motivated in detail (it is logically
justified only with the unstated premise that there is no way to take
them away with her). But it has been prepared for by the attitude she
adopted in her monologue (1059—61). Moreover, the playwright has
manipulated the audience to accept this attitude more readily, be-
cause he has (apparently) reminded them at various points of the
tradition about the murder of the children by the Corinthians (In-
trod. 4), and he has used the chorus to create a mood of resignation
and inevitability.

1239 <¢ovedoar: inf. of purpose after ékdoUvau (Smyth §2008).

1240-1 are the same as 1062~-3 (n.). The couplet seems more integral
here, where fpeis ... oimep é§edpuoapev follows well in contrast to
SAANL ... BuopeveaTEpal XepI.

1242-6 As earlier (403n., 1051n.), Medea uses military and athletic
terms from the masculine spheres: 6TAifov, T& Beva, §idos, PaABida,
uf Kaklofis.

1242-3 i példopev | ... pn od mpaccewv: péAAw here has the
sense ‘delay’, and the negative implicit in the form of question i
uéAhouev; accounts for the idiomatic use of ufy oU with the inf.
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(pleonastic and not to be translated): cf. Prom. 627, Soph. 4jax 540
(Smyth §2742). (un o¥ is restored by Elmsley for transmitted un, a
common corruption; the two negatives form one syllable by crasis.)

1244 xeip: almostthelast reference by Medea to her own hand (see
1378); for the importance of the motif of the hand, see Introd. 2(d).

1245 ¢épne mpog BarPida Aumnpav Biou: like a competitor enter-
ing a race very reluctantly, Medea exhorts herself to ‘step up to the
painful starting-line of your {future, remaining) life’, that is, (Page)
‘where life’s misery begins’. The balbides were grooves in the stone
starting-blocks of the ancient stadium; athletes fitted their toes into
the grooves to position themselves in readiness for the start of a race.
Most metaphorical uses of the term connote ‘starting-point’ (Her. 867
BaAPRiBwv &mo, Ar. Wasps 548 &md PaAPiSewv), but the same line was
also the finish of the diaulos and longer races, so occasionally the
word is also a metaphor for the goal (Soph. Ant. 131 PaABiSewv én’
&xpwv of the top of the walls as the goal of an attacker). ‘Starting-
point’ is more apposite here, where Medea urges herself to forget for
one day then mourn thereafter. Kovacs’ ‘go to your life’s miserable
goal’ introduces a false note: in her own eyes, Medea’s life-goal is not
infanticide, but revenge on Jason and the maintenance of the respect
and fear she deserves.

1246-50 Medea’s self-exhortation is less ferocious and less dismis-
sive of soft feelings than in her earlier speech, as Eur. takes pains to
indicate the suffering her action causes her now and will cause her in
the future. She has not fully succeeded in conceiving of the children
as solely Jason’s, but admits that they are precious to her and are
indeed her ¢iAor (Introd. 2(d)). Her present expedient is to tempo-
rarily ‘forget’ the relationship while she completes her revenge, but
to acknowledge it thereafter in mourning.

1250 buotuyng 8 éyw yuvn: after the stength she has shown in
her confrontations with her male interlocutors, Medea is momen-
tarily back in the wretched condition in which she began the play and
in which she envisioned all women (230—51). Her closing word recalls
once more the theme of gender-conflict, which will be continued in
the final scene, although Medea then appears and acts as more than a
mortal woman.
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1251—92  Fifth stasimon

As Medea finally goes in to do the terrible deed, the chorus succumbs
at last to the intensity of the situation. After the stately dactylo-
epitrites of the previous stasimons and the detached contemplation of
the anapaests before the messenger-scene, the dochmiacs (see PM 28)
of this song clearly mark the desperate climax of the action. The first
pair of stanzas presents a familiar pattern: the strophe appeals to di-
vine powers, especially Medea’s grandfather Helios, a symbol of light
and purity, evoking the opposite forces that the women hope will
stop Medea (cf. the invocation of the purity and divine excellence of
Athens in 824-45); the antistrophe brings another direct address to
Medea, not so much dissuading her from action as foreseeing the re-
sult. The invocation of Earth and Light here produces no welcome
response from the gods (although shortly Helios’ assistance to Medea
will be revealed) but reminds us of the chorus’ exclamatory address
in 148. As with Aegeus’ opportune arrival, it is as if the gods did lis-
ten earlier to Medea’s complaints and recognized their justification:
see Introd. 2(¢).

The second pair of stanzas is unusual in incorporating in the
strophe iambic trimeters spoken by the children from within (the
corresponding verses in the antistrophe are a seamless part of the
chorus’ own utterance). Cries from within are a conventional way of
staging the ultimate violence of murder (1270a n.). Also conventional
is the chorus’ brief consideration of entering the house to intervene
in the event (1275n.), but the idea is dropped very quickly, as if it is
evoked only to emphasize again the chorus’ detachment from the
action and the untenable moral position in which they have found
themselves. In the second antistrophe, the only thing left to do is to
react to the completed event. The mythological exemplum (Ino) is
somewhat off-key (see 1284n.): the women are again unable to make
their song commensurate to the event before them.

Metre

Like anapaestic metra, dochmiacs run in long sequences, often con-
veniently laid out as dimeters with an occasional monometer, but
with periods of indeterminate length. The period-ends posited at
1254 = 1264 and 1257 = 1267 are suggested by punctuation but cannot
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be proved. Word overlap between metra (especially by one syllable)
is common. There are several instances of long in corresponsion with
short in the first anceps of the dochmiac, and therefore "Epiviv in
1260 may be scanned with long upsilon (see Mastronarde on Phoen.,
p- 437), against LS]. On the two possible ways of articulating 1255 =
1265 see Diggle (1994) 373-6, who doubts cretic between dochmiacs.

U ——u-—- —u-—|

i & Te kai Tapgats

pé&Tav poxlos Eppet Tékvwv,

G —-00u- udyL Ly -

&xTis ‘Aliov, KaTideT 18eTe TGOV
pdTav &pa yévos dpiliov ETekes, @
UUU —~u-—- uUu--u-|
dhopévay yuvaika, Tpiv poviav
kvavedv Mmoloa ZupAny&dwv
Uu——-—u-—- u--—-u-l

TéKvols TPooPaheiv yép alTokTOVOV:
TeTp&V AEEVWOTATAY EGPOAGY.
-——=—u=-0vu-|

o&s yap Xpuotas &md yovas
Seihaia, Ti ool gppevoPapns

T- —u= = JU -u - |

EPAooTEY, BeoU & alpa {xapal) miTvew
X0Aos mpooTiTvel kai Lapevns {pdvou)
CRVIVIS T |

$6Pos U’ &vépwov.

poévos &peiPeta;

GUU —u=—- UV - u-—

&AAG Vv, & ddos Sioyevés, K&TEIp-
XOAET& y&p BpoTois dpoyevii pid-
ViU —uUu- U-——uU-

Y& KaTaTTaUcoV, E£EN oikwy TAAaI-
ouar femi yaiovt abropévrans Euveor-
GJUU -u=-0TJu —u - Il

vév poviav T *Epiviv Tom’ dhactdpwv!.
8& 8e08ev TiTvovT EMi Sduois &xn.

2y
1w pot.

1251 ba, dochm
1261

1252 2 dochm
1262

1253 2 dochm
1263

1254 2 dochm
1264

1255 dochm, cr
1265 (or molossus,
dochm?)

1256 2 dochm
1266

1257 dochm
1267

1258 2 dochm
1268

1259 2 dochm
1269

1260 2 dochm
1270

1270a (extra
metrum)
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U ——u—- u-— —u —|

akouels Podv akovels Tékvwvy;

piav 81 xKAUw plav TV Tapos
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i® TA&MOV, G KOKOTUYES yUval.
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-~ —U—T imu=0T-u -

oipol, Ti Spdow; ol $pUyw unTPdS Xépas;
lvés paveioav éx Bedv, 08 f) Aids
T-—u—-u —u i—-u —u-—|

oUk o1, &BeAde dIATaT” SAAUpeoha ydp.
S&pap viv Egémreptre SwpdTwv dAais:

U ——uvu - u--u-—|

TapéAbw ddpous; dpfifan ¢pdvov

mwiTvel § & TéAav & GApav pévwl
vu-——-u-IF

SOKET MOl TEKVOIS.

Tékvwv SuooePel,

- -V -y —-u R VI |

vai, Tpds 8edv, dpnEaT™ Ev SéovT! Yap.
dxTRs UTepTeivaca TovTias moda,
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@5 Eyyus fidn v’ éopév &pkuwv Eidous.
Suoiv Te Taidotv Euvbavoic’ dréAAuTAl.
U —=—uU= UJU -y -~

TédAaV, ts &p foba wETpos T oida-
11 8T ol yévort &v €11 Sewdv; @

v ——v-|

pOS, &TIS TEKVWV

YUvaik@dv Aéyos

v \7\:} v \R} U— v -

Sv ETexes GPOTOV QUTOXEL-
ToAuTOVOVY, S0a BpoTols Epe-

u——u =il

P! Bolpal KTEVETS.

€as 7181 kaka.

365

1273 2 dochm
1282

1274 2 dochm
1283

1271 ia trimeter
1284

1272 ia trimeter
1285

1275 2 dochm
1286

1276 dochm
1287

1277 ia trimeter

1288

1278 ia trimeter
1289

1279 2 dochm
1290

1280 dochm
1291

1281 2 ia
1292

1281 dochm
1292

1251-2 (o I'a te xai mapdang axtig Ariov: for the pairing, see
148n.
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1252 xatider (8eve: the simple verb follows on the compound in
a rhetorical reinforcement similar to the exact doubling of a word;
for this mannerism of Luripides’ lyrics sce the references in Willink
on Or. 181 and Diggle (1994) 389.

1253 oAopévav: this participle is somectimes used in a ‘modal’
sense, reflecting the enrse optative dAoto/dAo1To, and hence to be
translated as ‘accursed’; see Mastronarde on Phoen. 1529,

1253—4 mpiv .|.. adtoxtévov: again the chorus imagines the
shockingly murderous mother’s hand (856-65). ‘Kin-murdering
hand’ is probably a reminiscence of Aesch. Sept. 8og (liteocles and
Polynices) TeBvaoiv ék xepdv avtokTédvwy, although it cannot be cx-
cluded that the adj. here goes not with xép' but with the understood
subject of the nf,, ‘carrying out kin-murder’. For the use of adTo- in
Greek compounds to convey kin-murder rather than sclf-murder,
compare avutopovTais in 1269 and LS] s.vv. alBévtns, avTodovos,
adtéxeip (but see 1281m.); sce Fracnkel on Ag. 1091ff., Hutchinson on
Sept. 734 41. For the problem of the ctymological origin of this sense,
sce Chiantraine and Frisk s.vv. aU8évTns, alTos.

1255 Ypuo€ag and yoviag ‘golden’ is always suitable in reference
to the Olympian gods and their accoutrements, and the notion fits
the sun-god in particular (Hec. 636 xpuoooans; Phoen. [2] xpuoo-
koAAfTolo1Y EPPePcos Bigpors; Pindar, Pyth. 4.133 oBévos dehiou Xpu-
oeov); hiere the chorus wishes to emphasize how precious the children
are and how muchi they deserve divine intervention. (The word-order
of the MSS has been adjusted by editors since Musgrave to restore
responsion.)

1256-7 0ol ..|. On’ dvépwv ‘it is a causc of fear (a terrible out-
rage) that the blood of a god should be spilled by humans’; for this
sense of ¢opos compare the more concrete uses in Tro. 1136, Soph.
0C 1651-2, LSJ s.v. n.2. ‘Blood of a god’ is a brachylogy for ‘blood of
a descendant of a god’; but the chorus is tendentious (in the interest
of their appeal) in emphasizing the portion of divine blood in the
children while referring to Medea herself, who has a greater portion,
under the generalizing plural ‘humans’. With the contrast god/hu-
man the chorus perhaps wishes to suggest ~ again in the interest of
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their appeal - there is something impious in the action of killing a
descendant of a god, but in myth the point is usually rather that a
god may be angry at anyone who harms his or her protegé, whether
an offspring or not: for instance, Apollo’s anger at Agamemnon and
the Greeks for Agamemnon’s trcatment of his pricst Chryses, Pos-
cidon’s anger against Odysscus because of what he did to Poly-
phemus, the wrath of Ares and Earth against Cadmus and the The-
bans for the death of the guardian serpent (Phoen. g34). Even in the
storics of Heracles fighting Cycnus and his father Ares or Neleus and
his father Poscidon (Gantz (1993) 421 2, 455), the conflict is simply a
matter of solidarity of kinship.

1256  {(xapaid: the supplements added here and 1266 are de-
signed to restore the simple dochmiac metre: without them we have
an isolated choriamb (— U U —) between dochmiacs, an unlikely
phenomenon. Morcover, Diggle (1994) 2g1—4 has shown that wiTvew
without the addition of ‘onto the ground’ is abnormal and &peiperan
in 1267 is likewisc harsh without a supplement,

1257 avépwv: the alpha is long in the trisyllabic cpic forms &vepr,
avepes, cte. (for avbpi, &vpes, ctc.), which arc occasionally used in
tragic lyric for metrical convenience.

1258 Swoyevég ‘Zcus-born’ cither because Helios is identified with
Apollo (Diggle on Phaethon 225), son of Zcus and l.cto, or because the
brightness of the sky is a manifestation of Zcus. There is no need to
give the adj. (here only) the vague sense ‘divine’ (LS)).

1258-9 xavep | ye xaranavoov €Eer:  the asyndceton and the ana-
phora of kat- are expressive of strong emotion (LS 28).

1260 Tor &Aaorépmvf: this would have to mean ‘rcmove her
through the agency of avenging divinities’ (on alastor see 1333n.), but
since Medea herself is being portrayed as an Erinys and thus is being
identified with just such a divinity, this would be a very odd sensc.
Page proposcd the unattested epithet UmadboTopov, meaning ‘Ifury
driven by an avenging demon’; while Eden (1988) suggests Umaiao-
Tépwv (‘infested with avenging demons’) to agree with oikwv, a noun
that doesn’t need an cepithet, much less one so distant and so ¢m-
phatically placed at the end of the stanza.
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1261-2 pdtav ... |pdrav: the chorus echoes Medea’s own com-
plaint in 1029-30 &AAws &p Upds, & TékV, é§edpeyauny | dAAws &
¢ndxOouv kTA. as well as their own generalizations about the poyfos
of parenthood (1090--1115).

1263—4 xvaveav AMinodoa . .|. dEevwratay ésBorav: at this point
of greatest revulsion, the chorus reminds the audience of Medea’s
foreignness and of the fatal mixing of cthnicities and realms symbol-
ized by the crossing of thc famous boundary (‘most inhospitable en-
tryway marked by the dark clashing rocks’): Introd. 2(c).

1265 ¢pevoBapng: (not in LS] ) ‘heart-oppressing’ or ‘mind-
oppressing’; the epithet is an emendation of Scidler to restore doch-
miac metre and to sharpen the sense of transmitted ¢pevidv Papus
x06Aos (‘heavy wrath of mind’).

1266-7 Capevng {$ovov) | dovog dpeiferar ‘frenzied murder
(of the children) follows on murder (of the princess and king)’; see
Diggle (1994) 293—4. For the gen. of exchange ¢évou and the sense of
the verb, compare Hipp. 1108 &A\Aa ... &ANobev &ueiPetan, ‘different
things succeed from different sources’, that is, ‘onc kind of fortune
follows another’.

1268-70 As transmitted, the text contains no finite verb, leaving
too many apparent nominatives, and émi yaiav is senseless. The most
likely solution is that one sentence ends at wé&ouat (‘diflicult for
mortals is the pollution of kin-murder’) and that a verb (and perhaps
a conjunction) has been corrupted to émi yaiav (for instance, ‘and it
brings to kin-murderers woes consonant {with their crime), falling
upon their house by the will of the gods’).

1270a-75 The MSS lack the exclamation of 1270a and present the
iambic trimeters of the children (1271-2) before the first dochmiacs
of the chorus. As Scidler saw, thc iambic trimcters should have the
same position in the strophe as in the antistrophe, and some other
cxclamation is needed before the chorus’ initial &koveis. The Stras-
bourg papyrus (third ccnt. BCe) shows the expected initial exclama-
tion and also has the couplet of trimeters both before and aftcr 1273~
4, a confirmation of Seidler’s corrections and an indication of the
very early origin of the corruption in the MSS.
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12702 (éowBev): cries from within are a standard signal of mur-
der or the discovery of suicide taking place beyond the view of the
audience. The cries often evoke a reaction from thc chorus, including
the idea that the chorus might go inside to intcrvene or to find out
what is wrong, and may lead an audiencc to expcct that the results of
the violence will soon be displayed to them by the use of the ekky-
kléma. See Hamilton (1987).

1273 axovelg Boav axolvelg Téxvwyv: the repeated word at the
beginning of successive dochmiac metra is a fairly common structure
for intensification and is matched in the corresponding line 1282 (see
Diggle (1994) 296-7, 376-8; Tessier (1975); Fehling (1969) 177).

1275 mwapéABw: prospective/deliberative subjunctive qucstion,
‘shall I enter the house?’ It is conventional for the chorus to contem-
plate such an intervention, but equally conventional that the inter-
vention is avoided, either by a hesitation or lack of resolve on the
chorus’ part or because the entry is forestalled by the appearance of
a character or by certainty that it is too late for action (compare
Hipp. 776—89; see Arnott (1982) and (1984-85), Péhlmann (19g95D)).
This instance is remarkable for the rapidity with which the idea of
intervention is dropped and for the lack of explicit motivation for
dropping it. There is also no other example extant in which the
speaker inside rcplies to something said by those outside, as here in

1277.

1277-8 The MSS treat this as a continuous spcech of both boys in
unison, but it is better to match the division seen in 1271—2, and the
presence of Y’ in 1278 is also a clue that the second boy is adding
confirmation to what the first boy has just said.

év 8éovti ‘at the needed momcent’, ‘at the time it is critically
ncedcd’; thc phrasc (somctimes év T&d1 SéovTt) is prosaic (scveral
times in Eur., once in Ar. Peace 272, and many prose exx. from Her-
odotus to latc authors).

&pxdwv Eidouvg ‘the net/snare of the sword’, that is, ‘thc incs-
capable assault of our mother’s sword’ or (Kovacs) ‘the murdcrous
snare’,

1279 g &p foba: s is to be taken as exclamatory, ‘how, how
truly’, and imperfect foBa expresses a ncw or sudden realization of a
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truth that had not been recognized before (703n.) ‘this was the case
all along, but I didn’t see it or believe it’.

1279-80 métpog ¥ 6ida | pog:  28-9gn.
1280 avig: 589n.

1281  d&potov ‘crop’; the metaphor of ploughing and sowing is
common in poetry for procreation (ef. LS] s.vv. &pdaipos, apotnp,
&poTpov, &poupa, &pdw), but was also a standard part of the Greck
betrothal formula (Men. Dyse. 842 tyyud maibwv én’ &pdTwi
yvnaiwv, Sam. 727 8i8wp’ Exev yvnoiwv taiwv ¢’ dpoTw, ete.).
avtéyetpt poipat  ‘with a doom accomplished by your own (kin-
dred) hand’; for the connotation of kin-murder in abto-compounds
sec 1253—4n. The use here seems to play upon the different etymo-
logical connotations of aUto-, both ‘very own’ and ‘same/kindred’.

1282 piav: a rhetorical cxaggeration, since the legend of Tereus,
Procne, and Itys was well known to the Athenian audience (most
similar because the mother uses the death of the child to punish
her faithless husband), and the pairs Agave-Pentheus and Althaca-
Mecleager were also well known. The exemplum does not here pro-
vide consolation or mitigation, as often when a scries of exempla are
cited; rather, rarity or deficicncy of the comparandum marks the su-
perlative quality of the present event (comparc Her. 1016-18, 1021-2:
Heracles” murder spree outdoes the Danaids’ famous erime and sur-
passcs Procne’s slaughter of a single child). The mythological com-
parandum is not exactly apposite, since Ino is clearly deseribed as
driven insane by the gods’ intervention, whercas we have observed
Mecdea choosing quite consciously to kill her sons, although the cho-
rus suggests that such extremity must indicate derangement (1260,
1265—7), and some might regard Medca as in fact under the influence
of the gods (Introd. 2(e)). For morec on the possible relevance of Ino,
scc Newton (1985).

1283 €év didotg yépa Pakeiv Téxvoig: év goes with Padeiv
(= éuPadeiv, tmesis, Smyth §§1650-1); it is perhaps significant that
éuPpaAAev xeipa normally means to confirm a pledge or promise by a
handshake, whereas in this context the phrase has a hostile meaning,
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like other phrases with xeipa(s) (LS s.v. 11.5.d) and like éppadeiv §igos
(1325).

1284 ’Ive paveisav: Ino carned the enmity of Hera by nursing
the baby Dionysus. At lcast three versions of the deaths of Learchus
and Melicertes, the two sons of Ino and Athamas, are extant. In the
most common version, Athamas (either maddened by Hera or angry
becausc he has discovered the treachery of Ino that led to the loss of
Athamas’ previous children Phrixos and Helle) killed one son and Ino
snatched the other son to save him, but when pursued by Athamas
lcapt with Melicertes into the sca. Eur. scems to allude here to a
version in which Ino, in madness (comparc Heracles), kills both her
children, but then leaps into the sea (or kills them by taking them
with her in her leap). Pseudo-Apollodorus tells a version in which
both Athamas and Ino are driven mad by Hera and cach kills one son
before Ino jumps into the sea. Newton (1985) suggests that the ver-
sion here is Eur.’s invention: if it is, the audienee presumably ac-
cepted it as a poetic liccnee (and did not think, as Newton proposes,
that the chorus cites an event that never occurred).

éx Be®dv: cquivalent to prosaic Umd Beddv, ‘driven mad by the

gods’.

1285 a&raig ‘in wandering’ (dat. of manner or circumstancce), but
this is not a case of long exile such as that imposed upon Jo by Hera,
but of uncontrolled movement that quickly led to the fatal fall into
the sea; hence there may be a suggestion of mental distraction in the
word, and perhaps it is actually metaphorical (as claimed by LS]J s.v.).
(In Acsch. Ag. 194 &Aau has heen taken by some as ‘{cause of ) mental
distraction’, but a litcral mecaning is possible.)

1286-7 dovwi | Téxvwy Suaaefei: the scnsc is ambiguous to us
since we do not know what version Eur. is alluding to. The dat. is
either causal (‘hecause of her impious murder of her children’) or of
circumstance (‘while impiously murdering her children’).

1288-9 contain details that may anticipate, through thc opposite,
what happens with Medea: Ino leaves the ground, but falls into the
sca, Medca rises and flics successfully away; Ino dies witlt her two
children, Medca lives on after them. Cf. Newton (1985).
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1289 Svoiv te maibowv: dat. dual (the accent of maiowv follows
the pattern of mwaidwv).

1290 Ti §#T ob yévorr' dv étt Sewvév: in view of Medea’s almost
unparalleled action, thc chorus asks ‘what terrible deed then would
any longer be impossible?’ (oU is to be taken closely with the verb,
‘would fail to happen’). The negative is found in a papyrus of the
second century ckE. The MSS have oUv (as well as 8% wot for &fiT,
from a common tendency to corrupt dochmiacs into iambic metra;
8fioT oUv is a prosaic combination). This would have to mean
‘Then what {additional) terrible deed could any longer occur?’, a
sense for which eithcr 8evoTepov or &Aho ... Sewvév would be better.
In addition, 8fT oUv is an order of these particles not attested exccpt
here and in some MSS of Ar. Clouds 423, where 8fiT oU is again
superior.

1291—-2  yuvax®dv Aéyog | moAdmovov: the phrase is richly am-
biguous betwecn ‘bed (sexual nature) of women, cause of many suf-
ferings’, dircctly echoing the misogynistic tradition that the chorus
earlier (410-30) thought was being overturned, and ‘marriage of
women, full of many woes’, which is more neutral; but the following
phrase ‘you have done harm’ tilts the interpretation toward the
former sense.

1293-1419 Exodos

After the cries from within, the audience may expect to scc the bodies
of the boys on the ekkyklema (1270a n.), and this expcctation would
probably increase when Jason appears and has to be told of the kill-
ing of his sons. Yet an audience will also be uncertain once Jason has
appeared how Mcdea is going to depart from the palace and make
her way to her planned refuge in Athens. It will be a major theatrical
surprise when the crane suddenly lifts into vicw above the roof a
chariot holding Medea and the corpses of her sons. Since the higher
position of the roof and crane is normally reserved for divine figures,
and since Medea’s initial uttcrance is a stopping action similar to that
performed by many dei ex machina, the scenic arrangement raiscs Me-
dea to a quasi-divinc status, which may have multiple meanings (for
instance, Medea as divine retribution incarnate punishing Jason’s
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betrayal of oaths taken in the name of the gods; or Medea as a
vengeful individual who has lost her humanity by her cruel action
against her own offspring). See Cunningham (1954); Collinge (1962);
Knox (1977) 206—11; Mastronarde (1990) 264—6.

This scene presents many elements of reversal in the positions of
Jason and Medea. The accusations of Jason are reminiscent of Me-
dea’s charges in the agon-scene, and the structure of the interchange
is a kind of reduced agin (a rhesis by Jason, then a much briefer rhe-
sis by Medea, who contemptuously refuses to answer at equal length,
then a recapitulation of the opposition in angry stichomythia). Jason’s
appeals to the gods and curses are similar to those that Medea ut-
tered earlier, in prologue and parodos. Medea has thus risen from
her lowest point of dejection and distraction to triumph over her
enemy, and placed her enemy in the position of helplessness she
seemed to be in at the start. She also has control of the lamentation
and funeral rites of her sons, blocking Jason’s efforts at verbal lament
and physical contact (cf. Battezzato (1995) 172-6). Among the the-
matic and verbal echoes are: ‘most hateful’, 1323, 467; ‘look upon
after doing evil’, 1327, 470; ‘now have sense, but didn’t before when
marriage was made’, 1329, 80o-1; shameless boldness (thrasos), 1345,
469; call on Dike/Themis, 1390, 160; call to Zeus, 1405, 169; ‘how/
what I suffer’; 1406, 161; not ‘benefiting from, taking delight in the
children’; 1348, 1025; ‘concerned less about Medea than about the
children’, 1301, 346—7; nurtured sons in vain, 1349-50, 1029. Com-
pare also the ironic contrasts of 1413—14 ‘I wish I had not seen de-
stroyed’ with 163—4 ‘may I see destroyed’, and of 1375 ‘easy separa-
tion’ with 226 ‘no respectable separation/divorce’.

1293 Action: Jason enters in haste and immediately addresses a
question to the chorus. On the problem of whether he is alone or
accompanied, see Introd. 3 and also 1314~15n. and 1317n.

In Sophocles and Eur. entering characters normally acknowledge
a present actor in preference to addressing the chorus, and even
when the chorus alone is present an entering character may address
the house or call/knock at the door without addressing the chorus
(Taplin (1977) 86—7; Mastronarde (1979) 20-3). Sometimes the chorus
is addressed as the logical source of information (dlc. 477, Soph. EL
660, OT g24), but the technique of address employed here also seems
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to be intended to show some caution in Jason or at least to allow a
build-up toward the terrible revelation by showing his mistaken cer-
tainty that Medea will be punished and his pathetic intention to save
his children. Menelaus enters with a bolder attitude in Or. 155466,
ignoring the chorus and attacking the door; more comparable to
Jason’s approach is the caution of Polyneices in Phoen. 261—79, who
chooses to addrcss the chorus rather than approach the palace door.

yuvaixeg, al 1708’ éyyLg éatate atéyng: this is an unusually ex-
plicit rcfcrence to the chorus as bystanders; only Phoen. 277 is partly
comparable (xai T&o8 Epwpan Tives EpeoTaoIv dopols).

1294~5 contain a question that is not immediately answered. Jason’s
own comments shift the course of the dialogue from interest in Me-
dca to concern about his sons. Eventually, when he reframes his
question in 1312 to learn where his sons’ bodies are, Medea’s where-
abouts is also revealed: Mastronarde (1979) 36.

1295 7to1aid’ is separated from its noun and in a weak position in its
clause because the initial phrase &p’ év §éuotow is already sufficiently
clear and because of the weight given to the indignant attributive
phrase 1§ T& 8eiv’ eipyaopévn.

peBéstyxev ‘has she departed’ (898n.).

1296-7 ftol yiig ye xpudbijvar xatw | §) mTHvov dpal ckY &g ai-
6épog BaBog ‘either be hidden down under the earth or raise her
body aloft on wings to the distant heights of the sky’; for this con-
ventional opposition of underworld and sky as two locations for im-
possible escape-wishes, see Barrett on Hipp. 1290-3. Winged flight,
which Jason views as impossible, soon turns out to be within Mcdca’s
power. &pai is aor. act. inf. of aipw; wTnvédv should be taken as
predicative. B&Bos and PaBUs may rcfer to height as well as depth,
depending on the viewpoint from which the vertical dimension is
viewed, although the downward viewpoint is the more common. The
combination fjtor ... ye lends livelincss and emphasis to the wholc
first alternative (Denniston 119).

1300 aB&uog has a legalistic flavour, ‘free of legal sanction or pen-
alty’, following up on 8doe Siknv in 1298 and in conformity with
Jason’s assumption (now that he is thc injured party) that the lcgal
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mechanisms hc values as essentially ‘Greek’ (536-8n., 1330-2) will be
in forcc against Medea.

1301 GAX oV yap: the particlcs mark a breaking off to turn to
what is essential (252n.); so too in 1344. It is also possible to vicw oU
Y&p ... €xw as parcnthctic and &\A& as introducing the scntence
1302-3 (where the 8é-limb carries the real emphasis).

wg: herc ‘as much as’.

1302 xaxd¢: the adverb is to bec taken with both verbs: ‘as for
her, those to whom she has donc harm will harm her’.

1304 pn poi T Spacwa’ ‘lest they do somcthing {to the boys)
that would cause me grief’; the personal object has to bec understood
(wot is ethic dat. or dat. of disinterest/disadvantage), and 71 is a cu-
phemistically vague substitute for ‘some harm’,

ol mpoonxovteg yéver: this seems to be a clear allusion to the
versions in which the children were killed by thec kinsmen of Creon
(see Introd. 4).

1305 pnTpdlov Eéxmpdocovtes ... ¢ovov: note the idiomatic
contextual definition of pnTpdiov, here ‘committed by the boys’
mother’; ékmpdoow is here extended from the prosaic sense ‘execute
a punishment, exact a penalty’ to the sense ‘extract punishment/
retribution for’ with the crime as object (compare Hdt. 7.158).

1306 oi xaxd®v ‘to what point (extremity) of woes/evils’ (partitive
gen. depending on the adverbial relative: Smyth §§1439—40).

1308 7 wov probably carries a tonc of sarcasm hcre, or possibly a
tonc of bewilderment; the alternative reading oU Tou (in a papyrus)
would be prcferablc only if one wishes Jason to adopt a tonc of lively
concern and fear. On the alternation of thesc two combinations in
MSS, see Mastronarde on Phoen. 1072, with refs.

xap’: crasis, kai épé, as also in 1318 k&ué, 1324 k&poi, 1326 k&'
1309 maibeg...oébev: for the scparation of the modifier from its

noun, sce LS 35.

1310 i AéEeig: a horrified ‘what do you mean to say?’, expressing
rcluctance to credit the bad news just heard and awaiting clabora-
tion; for this Euripidean idiom see Barrett on Hipp. 353.
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1311 &g ... ovtwv: the gen. absolute introduced by s may ex-
press an assumption or belief as an alternative to other indirect-
discourse constructions; see Smyth §2122.

1312 yap here reflects the progressive use in question-and-answer
stichomythia (Denniston 81-5) and apparently implies that Jason has
now accepted that the children are dead and wants to locate and see
their bodies.

1313 mOAag &voikag ... oYz this is close to a metatheatrical al-
lusion to the expectation that the interior scene will be revealed for
all to see, on the ekkyklema, once the door is opened; but the door is
not opened and the ekkyklgma is not used.

1314—15 YaArdte uAfitdag ... mpbéomorot, | Exrded dppodg: two
interpretations are possible, related to the question whether silent
attendants have entered with Jason (Introd. 3). Probably (against the
view expressed in Mastronarde (19go) 266: ‘Jason with his atten-
dants’), Jason is alone: he calls to servants inside the house and the
intended meaning is ‘unfasten the bars at once, servants, undo the
closure of the doors’. The bars are inside and can be undone from
there. Jason also attacks the door himself from outside, as is evident
from Medea’s address to him in 1317-19. Very similar lines occur in
Hipp. when Theseus calls for the doors to be opened so that he may
see his wife’s corpse (which is then rolled out on the ekkyklema): 8og—
11 xaA&Te kKAf10pa, pdomodol, TUAwN&TWY, | EkAUed” &puols, s 18w
mkpav Béav | yuvaikds (on which see Barrett). This is the view fav-
oured by Stanley-Porter (1973) 86 n. 53. Alternatively, if Jason is not
alone, then the address rpdomoAol is made to those outside with him,
and we may translate ‘loosen the locked doors, servants, break the
fastenings’, and Jason joins in on the assault. The singular verbs in
Medea’s question and command at 1317-19 do not decide the issue,
since at Or. 1567—8 Orestes addresses only Menelaus although there
are clearly servants pushing against the door with him.

1316 If the line is both genuine and sound, then there is a strong
break in the construction (anacoluthon). Instead of balancing ‘first,
my sons dead’ with ‘and, secondly, the murderous woman’, Jason, in
his eagerness for revenge, promotes the next or subordinate thought
(‘whom I intend to punish’) to coordinate status. For this kind of
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anacoluthon with pév and 8¢ see K-G 11.100. Since the phrase begins
as a simple partitive apposition, however, this shift is particularly
harsh and not well supported by the accepted examples. Apart from
recognizing this harsh construction (or assuming an uncured corrup-
tion in the text), two other approaches are possible. (1) ‘double evil’
could be taken as referring to the sight of #wo dead children: someone
who was bothered by 8i1mAoUv and who perhaps looked forward to
1318 (‘secking dead bodies and me who did the deed’) could have
added 1316 as a clumsy supplement to specify something double (thus
Schenkl, followed by Diggle). But &i1rAolv kakdv is plausibly deemed
by most critics to be rhetorically incomplete on its own: it needs a
defining gen., some preparation for the idea of twoness in the con-
text, or an apposition such as 1316 seems to offer (compare pév-5¢
limbs after 1185 above, Supp. 1035, Aesch. Supp. 1009, Ag. 325). (2)
Kovacs assumes a lacuna in which tnv 8¢ is completed in proper
balance, and then the threat of vengeance is added. Retaining the
line also produces a smoother transition to Medea’s speech, as she
takes up the pairing in 1318 and declares that Jason will not be able
to take vengeance on her.

1317 action: above the centre of the sk#nZ a prop-chariot carrying
Medea and dummy-corpses of the children comes into view, carried
by the rising arm of the crane. The chariot 1s not described in the
text, but is clearly capable of flight, so is in some way winged. The
hypothesis of the play says she is ‘riding a chariot drawn by winged
serpents’ and South Italian vases from around 400 BCE do indeed
show a serpent-chariot (Taplin (1993) plates 1.101, 2.103; LIMC s.v.
Medeta nos. 35-6, cf. nos. 37—9 from mid and late fourth century,
and sec M. Schmidt’s commentary in LIMC). But those illustrations
also feature different treatments of the sons’ corpses (see Introd. 6),
and the serpent-chariot may be an iconographic borrowing from
the tradition of images of Triptolemus. That hero is depicted with
a flying serpent-chariot in Attic vases from ¢. 480 and 470 (LIMC
s.v. Demeter nos. 344, 346) and was shown or described thus in
Sophocles’ early eponymous play (fr. 596). Moreover, serpents, as
chthonic creatures, make sensc with a chariot of the earth-goddess
Demeter, but less sense with a chariot supplied by Helios, whose own
chariot 1s always shown with horses or winged horses. On the other
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hand, serpents are associated very early with Medea herself as a fig-
ure (or goddess) with magical powers: an unexplained Etruscan re-
presentation from the seventh century appears to show her confront-
ing a three-headed serpent, with another serpent behind her (LIMC
s.v. Medeia, no. 2); and a series of four Attic black-figure vases from
the period 530—500 show a woman’s bust flanked by serpents, and
one of the four vases labels the woman Medea (LIMC s.v. Medeia,
nos. 3—6). This does not prove that a serpent-chariot was already as-
sociated with Medea, but it does indicate why a serpent-chariot is
appropriate to her. Thus it is possible that the prop used in 431 was
already a serpent-chariot, but it is also possible that this was the
iconographic choice of a subsequent production of the play in South
Italy or of the vase-painters themselves.

On the theory that Medea’s changed status is also marked by a
change in her costume in this scene, see Introd. 3.

1317 xavapoyAevelg: crasis kai GvapoyAevers. This verb is extant
here alone in classical Greek, and it is uncertain whether it means
‘try to pry open (as if with a lever)’ (virtually &voiyeiv uoxAét) or ‘try
to undo the bars’. The former is perhaps more probable in view of
Her. ggo oxamrTel poxAeUel 8UpeTpa and Antiphanes fr. 193 K—A 8Upas
uoxAeUewv (cf. Aelian fr. 252 T&s BUpas &vapoyAevdvtwv), Ar. Lys.
428—30 oUy UTroPaAdvTes Tous poxAous UTO Tas TUAQs | EvTelbev Ex-
poxAevoeT; kTA. In about 70 instances in post-classical authors ava-
uoxAeuw means ‘lever up’ or ‘force open’ or (rarely) simply ‘force’. In
the imitations of this passage in Heliodorus 1.8.7 and Christus Patiens
121 and 437 x&vapoxAeusis is treated simply as an intensifying syn-
onym of xuveis.

1318 Vv eipyaopévnyv: an object such as ‘the murder’ or ‘the
deed’ is easily understood from the context.

1319 raboal is here second sing. aor. mid. imperative.

1322 contains two resolutions, both in the middle metron. Whereas
in 324 and 710 the double resolutions occur in lively appeals, here
they perhaps do not carry any particular force (unless the unusual
rhythm is meant to match Medea’s translation to a different dimen-
sion). See PM 1g.
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1325 #Tig: 58gn.

1326 Ttexoboa: concessive participle, concise and indignant; in
English we might be more explicit: ‘the very children you yourself
gave birth to’.

araid’ is predicative in sense, ‘(by) making me childless’.

1328 épyov tAdoa SucoePéostatov: Medea had already judged
herself in the same terms at 796 TA&o’ Epyov &vooidTaTov; Aegeus
uses similar terms of Jason’s betrayal in 695 TeTéAunK épyov aioyio-
Tov, but with a term connoting loss of social face rather than impiety.

1329 767 oV dpovdv: the so-called ‘imperfect participle’, that is,
a use of the participle in its present-stem aspect of continuation but
with past time indicated by an accompanying adverb (Smyth §1872a1,
Goodwin §140).

13301 é&x Sopwv oe BapPapov T amo xBovog | "EAAnY &g oixov:
the theme of non-Greek vs Greek returns again in this balanced
phrase: see Introd. 2(¢). From PapPépou in the conjoined phrase
BapPapwv is to be understood with §éucwv.

1333 ToOv gov 8 dhactop ‘the avenging demon that was sent after
you’ (for your murder of your brother). The alastor (1059n.) is an
embodiment of the pollution or curse that attaches to murder: see

Parker (1983) ch. 4 and 315.

1334 mapéatiov ‘bythe hearth’ implies that Apsyrtus was killed in
his own home; on the mythic variants see Introd. 4.

1335 xaAAinpwipov: the rare ornamental epithet (otherwise only
in Aesch. Sept. 533, Ag. 235, metaphorically of lovely youthful faces) is
included to sharpen the contrast between the guilty passenger and
the glorious vessel of heroic fame.

1337 map avdpi tdde is equivalent to ‘with me’; for such first-
person reference in 68¢ see Smyth §1242.

1338 €dvijg ... xai Aéxovg is emphatic through fullness; we might
translate ‘the marriage-bed and sex’ or ‘sex and the marriage-bed’,
but there is no way to claim that one word bears a meaning distinct
from the other.
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1339 oOx €oTwv HTig TooT av ‘EAdnvig yuvn: either ‘EAAnvis yuvn
may be regarded as an antecedent incorporated into the relative
clause (Smyth §2536), or oUx éoTiv fiTis may be regarded as a fixed
phrase, a stronger alternative of oU8euia (171n.).

1340 v ye mpdcBev: gen. of comparison with mpoofev in the
sense ‘in preference to’. The plural of the relative is used after the
singular antecedent because ‘no Greek woman’ implies the whole
class of Greek women: Smyth §2502b.

1341 x#H8o¢ is in apposition to the action of inf. yfiua o¢, ‘a mar-
riage hateful and destructive for me’ (LS 12.a), while the nouns in
1342 are in apposition to o.

1342-3 Aéawvav: for Medea as wild beast and specifically lioness
see Introd. 2(f) and 187-8n. Medea accepts the term in 1358 and
Jason repeats it in 1407.

Tuponvidog | ExvAdng ‘Tyrrhenian’ (Etruscan) was in the sixth
and fifth centuries a general term for non-Greek Italians, by exten-
sion from the major power of that time. The Tyrrhenian Sea is the
sea north of Sicily and west of Italy, ending at the Straits of Messene.
Thus, for those who localized Scylla and Charybdis in the Straits of
Messene, Scylla was at least on the edge of Tyrrhenian territory and
the Tyrrhenian Sea. Circe’s island was sometimes located in the
Tyrrhenian Sea, and this assumption too would lead to describing
Scylla as Tyrrhenian. See Hes. Theog. 1011—16 with West’s notes.

1344 GAXN o0 yap: 1301D.

1347 mapa = TApeaTl, here impersonal: ‘what is left for me is to
bewail my fate’.

1348 ovicopar: 1025-7n.

1349 ov is used instead of the expected oUte because Jason’s emo-
tion causes him to break the smoothness of his syntax (Denniston
510).

waBeBpePaunv: crasis, kai €eBpepduny.

1351-60 Enjoying her superiority in the contest, Medea does not
deign to answer Jason’s long rhesis in detail and simply cites Zeus as
the authority who is aware of the truth of the situation. Her use of
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‘father Zeus’ suggests the god as witness and highest judge of human
actions, but the reference also recalls the earlier appeals to Zeus as
witness of oaths and punisher of perjurers, and the neat pairing in
1353 ‘how you were treated by me and how you treated me’ evokes
again the crucial matter of Jason’s failure of reciprocity. Part of the
tragic effect for the audience is their confronting the unpalatable and
unsettling conclusion that Medea’s position is justified and yet ap-
palling, that the murder of her own children can be summarized in
ws xpfiv. See Introd. 2(e).

1351 poaxpav av eéEérewva ‘I could have spoken at length’. The
fem. adj. is idiomatically used in some adverbial words and phrases
(e.g. &€ Tons, €8 tvavTias, 81& keviis); sometimes the usage derives from
omission of a noun, sometimes no particular noun is understood. See
Fraenkel on Ag. 916 pakpav yap éétervas, LS] s.v. paxpév t.2.

1353 Wepytow is aor. mid. of épyd&fopcr: MSS and editions often
print the aor. ind. as eipyao-, but inscriptional evidence suggests that
the augment was in eta.

1354 oV 8 obx €ueAdeg: for this almost gloating declaration that

an enemy was not destined to get away with evil behaviour, compare

Cycl. 693 Swoew & Euerles dvooiou danrTos Sikas (based on Od. 9.477),

Hcld. 285—6 £vBévBe & oUk EpeAdes aioyUvas épt &Geav Pica ToUad',
Tap’: crasis, T& Epd.

1354-5 &tipacag.|.. éyyehdv: for the themes of dishonour and
the laughter of one’s enemies, see 2on., 383n., Introd. 2(5).

1358 mpog Talra and wpods T&Se often introduce imperatives with a
defiant tone; see Mastronarde on Phoen. 521 (with refs.); the import is
‘that’s the way it is, whether you like it or not, so go ahead and ...’

1358-9 xai Aéawvav ... | xai EZxdArav: Medea casts back in
Jason’s face and willingly accepts both creaturcs he referred to in
1342 (1342—-3n.). Diggle accepts Verrall’s suggestion that 1359 is an
interpolation, an expansion imitating 1342-3 or responding to the
feeling that xai Aéaivav in 1358 needed to bc followed by another
term (but the first kai could be adverbial).

nedov  ‘plain, ground’, seems rather flat, and pcrhaps the word is
corrupt: Musgrave’s oméos and Elmsley’s wétpav arc attractivc.
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1361-48 present a good example of violently argumentative sticho-
mythia (SE 3b) with a characteristic echoing and contrasting of spe-
cific words in successive lines: 1361 AuTfit, 1362 &Ayos; 1363 & Téxva,
unTPEoS, 1364 & Taides ... TaTpwial; 1370 oi8 oUkéT eioi, 1371 oi¥ ei-
oiv; 1372 ioaov, 1373 loaot 8fjTa; 1377 6&ya, 1378 ob 8fT ... Bayw.
The use of particles is also typical: 1369 ye (marking ellipse and lim-
itation: Denniston 135), 1373 8fiTa (marking defiant echo: Denniston
276), 1375 kai unv (marking tit-for-tat reversal: Denniston 352); 1378
oV 8fjta (refusing request: Denniston 275).

1361  xadTH:  crasis, ki aUTT.

1362 AVel & &Ayog ‘the pain is worthwhile’ (compare the imper-
sonal use, 566n.).
un ‘yyeAdwg: prodelision (PM 10), uf éyyerdas.

1365 wnpn: crasis, N éun.

1367 xnEiwoag: that is, kal Afiwoas, ‘you actually thought it
proper to kill them because of your bed?’ (Denniston 316). Jason
persists in his perception that Medea’s action is simply a result of
sexual jealousy, despite Medea’s use once again of the language of
reciprocity and honour and divine justice (1352—5).

1369 fTig ye cdpwyv ‘yes, (it is a slight thing) to any woman
who has good sense and self-control’.

gol ¢ mavt éotiv xaxa: the meaning is disputed. Probably
‘but you (as opposed to a sensible woman) have all wicked qualities’
(with o7t in the sense of &veoTi), more or less ‘you are utterly
base’. Page wants to understand ‘but your (neglected/insulted) bed
is to you all evils’, while Kovacs offers ‘but you find everything a
disaster’.

1370 yép gives the reason for saying ‘These sons are dead!” (Den-
niston 60).

1371 piacvopeg: the etymology of this word (cf. maivew, uiapéds)
shows the connection between the pollution of murder and notion of
curse or avenging demon; see 1333n.

1375 €y ofv: understand P&Ev éxBaipow.
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1376 &g obv; s a shortening of WS olv woioouev; or WS olv
moinoels; and Eur. uses it several times at points of transition, often
to reinforce a following Ti 8pd&oeis; or the like: Hipp. 598, 1261, Hec.
876, Hel. 1228, 1266.

xayw BéAw: crasis, kai £yw; with 8éAw, understand &meAAay6f-
vatl from 1375 &TaAAayai.

1377 mdpeg is aor. act. imperative of mwapinm, here ‘permit, allow’

(LSJ s.v. 1v.2).

1379-83 It is very common for Eur. to include a prediction or
cultic aetiology at the end of his plays, commonly in the mouth of an
omniscient deus ex machina (thus we have here another ‘divine’ aspect to
Medea’s final appearance), but occasionally spoken with temporary
prophetic power by a human on the point of death or in a desperate
position (Eurystheus in Held. and Polymestor in Hec.). This gesture is
in part a claim by the poet to the sophia required to integrate the plot
just presented {(often containing novel features) with the larger matrix
of myth and cult by connecting it to, or re-explaining, details with
which the audience is familiar. Here, if Eur. has invented the child-
killing by Medea herself (see Introd. 4), then these lines allow him to
explain and appropriate the alternative tradition that the children
were killed by the Corinthians and that the rites performed for them
were an expiation of that communal crime. Dunn (1994) and Scullion
(2000) have recently emphasized the degree of invention in Eur-
ipidean actiologies, and Dunn argues that there is no reason to be-
lieve there was a tomb of Medea’s children in the precinct of Hera
Akraia. What is noteworthy, however, is not the dissonancc between
Eur.’s actiologies and what can be known from other sources, but the
skill with which the poct appropriates and integrates some known
feature of cultic activity into a novel context, thus asserting the
power of his (re)interpretation.

1379 “"Hpag tépevog Axpaiag 8eod: Pausanias locates a tomb of
the sons of Medea in the town of Corinth itself (the town he visited
was the reconstructed Roman colony founded in 44 BcE, the original
city having been destroyed in 146 BCE). Some have assumed that
Hera Akraia was worshipped on Acrocorinth. But archaeology (scc
Sinn (1990)) has shown that in classical times Akraia was an epithet of
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Hera in a sanctuary at Perachora, so that Akraia means ‘on a prom-
ontory’ rather than ‘on a peak’.

1380 xaOuBpiont recalls Mcedea’s carlier concern that encemics
would kill lier sons to avenge themsclves on her (782, 1061, cf. 1238~

9).

1381  topPoug avasndv:  desceration of tombs is infrequently at-
tested in Greek sourees (but note the fear that a mocking Trojan will
one day leap on Menclaus’ tomb in /L. 4.176-7, Acgisthus’ dancing on
Agamemnon’s tomb in /7. 326 -31 and Cambyses’ opening of Egyp-
tian tombs in Hdt. 3.37.1; also Tro. g5-7, the text and sensc of which
are disputed), but the insult is analogous to the refusal of burial.

1383 dvti tobde SuaoePolg povou: this detail is anomalous in
cultic terms (Medea committed the impiety, but the Corinthians are
charged to atone) and is most rcasonably explained on the grounds
that such a cult practice did exist but was explained as expiation for
the killing of the children by the Corinthians. See Introd. 4.

1385 ouvoumoovsa is often used of the cohabitation of marriage,
so this detail will suggest to the audience a future in which Medea
becomes Aegeus’ wife. Sce Introd. 4 and 663- 823n.

1386 xotBaviit xaxdg xaxdg:  Bo5-6n.

1387 xapa ... Aewpavwr memhnypévog: for this detail, which
might be an ad hoc invention, sce Introd. 4.

’

1388 muwpag ... i8dv: 399-400n.

1389-1414 The transition to chanted anapacsts marks, as often,
the approaching end of the drama (SE 1). Sometimes processional
exits or the exiting movement of the erane arc accompanied by the
anapacsts, but the anapaests may start well before the movements, so
we cannot say whether the chariot begins to rise at about 1389 or
somewhat later. Noteworthy here is the accelerating pace of the dia-
logue in 1389-98, with the shortening of individual speeches (down
to two metra, and then one) and borrowing of syntax in 1397-8. This
run features period-end after 15 full metra (proven by brevis in longo at
1396) and then 34 mctra followed by final paroemiac (there may be
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undetectable period-end elsewhere (184 204n.), esp. at change of
spcaker, but it is noteworthy that synapheia hetween ntterances is
certain in the 1397 and 1399).

1391-2 7Ti{g 8¢ xAdeL 00D ... | ToD Pevbbpuou xai Eetvanatouv: [or
this taunting repartee, denying the opponent a hearing from the
gods, comparce Phoen. Gos TTOA. kAUeTé pou ET. Tis & &v kAvUot gou
TaTpid’ émeaTpaTevpévou;. Medea continues to point to the institu-
tional violations committed by Jason: yedBopxos is a very rare poctic
synonym for the somewhat more common émiopkos, and evamdrns is
also poctic (the meaning here is ‘deceiver of a stranger/foreigner
with whom one has contracted a sacred bond of guest-friendship’,
not (as L.S]) ‘onc who betrays his host?).

1396 péve xai yfpag: in the Hesiodic view (Theog. Go2 7), men
must put up with women in order to have oflspring, so that the off-
spring may carc for onc in onc’s old age; Medea has stripped Jason
of that hope (scc Mucller (2001)).

1397—-8 for the continuity of syntax fromn Jason’s specches to
Mecdea’s (marked by idiomatic ye) sce LS 29, Gy8n.

1398 xameut:  crasis, xai émerTa,

1399-1400 dhiov YpNw otopatog]|... npoontdEacbur: syntac-
tically, since mpoowTUaoopan clsewhere takes an acc., the gen. is the
object of xpnigw, ‘tong for’, and the inf. is epexegetic, although the
sensc is equivalent to ‘I long to hold close to me the dear mouths of
my sons.’

1402—-3 86¢ ..|. Yadoar ‘permit me to touch’, LS s.v. 8ibwum
ni.1. For Jason as suppliant of Medea in this scene (with wpos Bedov
herc and &medauvoped’ in 1405), sce Introd. 2(d).

1404 obx éotu patny énog éppunrtar:  with this simple dismissive
linc Mcdea flics away, saying no more, leaving the last words to the
pathetic Jason. Compare the departure of Artemis just before the
end of Hipp., leaving the mortals alone to express pity, forgiveness,
and gricf, or the refusal of Dionysus at the end of Bacch. to express
any sympathy for the sufferings of Cadmus and Agave. Epprmran is
third sing. perf. mid.-pass. of pimrw, ‘throw, cast’,
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1405-14 Jason makes a futile appcal to Zeus, but then returns to
address his tormentor. He is now in the position of abjeetion in
which Medea had been at the outset (on motifs of reversal see 1293~
14191, Introd. 2(a) and (). His weakness (1408) and his frustrated
longing to perform the rituals of mouruing here make him at last an
objcct of strong sympathy from the audiencee. The triple repetition of
child-killing (1407 TaiBogdvou, 1411 Téxva xTeivad’, 1414 $Biuévous)
keeps the shock of this crime prominent in the audience’s mind.

1408 mapa = TapeoTy, ‘it is possible’,

1409 tabe is best taken as internal objeet of the two verbs, ‘I both
make this lament and utter this invocation of the gods.” k&miBedfw is
crasis, kai £mifeddew.

1410 pou: virtually possessive, ‘my sons’, but strictly dat. of dis-
advantage.

1412 yepolv ‘with my hands’ (370n.).

1413 6derov: the augment is omitted for metrical convenience
(LS 7.a); the construction is as in 1-6, equivalent to contrary-to-fact
wish.

[1415-19] Chanted anapaests (8 metra plus final paroemiac). With
the substitution of ToAAai noppai Tév aipoviwv for 1415, almost the
samc choral anapaests appcar at the end of Ale., Andr., Hel., and Or.
It is probable that the formulaic passages have been added in most or
all of these places by actors or book-cditors: sce Barrctt on Fhipp.
1462-6; or if it is genuine, it is so generic that that no great signifi-
cance should be ascribed to it (that is, the play really ends at 1414). In
favour of retaining the hines here see Roberts (1987), Kovacs (1987).
The specific reference to Zeus in 1415 has been taken to show that the
passage in this form is designed to go with this play, and Tauias could
be a faint echo of 169 70 dpxwv ... Tauias. Zeus is, to be sure, very
relevant in this play (sec¢ Introd. 2(¢)), but as dispenser of justice
against onc who has violated his oath and his bond of xenia, not as
the controller of the unforesecable vieissitudes of human fortune,
and it is the latter generalized aspeet that 141518 emphasize. The
contrast between the expected and the unexpected fits a play like Ale.
better than one like Medea.
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1416—18 A basic traditional Grecek distinction hetween gods and
men is the notion that gods can see and/or control the fulfilment
(TéAos) of cvents, while mortals cannot. To recognize this Imitation is
for some authors a part of picty toward the gods, and thus acknowl-
edging the power of the gods to turn affairs uncexpectedly on their
head may be both a praise of the divine and a consolation to mortals
for their lot. Compare Scmonides 1 West, Solon 14.65-70 West,
Theognis 132—42, 161—4, 639—40, 657-66.

1417 SoxnBévt: this alternative form of the aor. pass. of Sokéw
occurs very rarcly outside of this repeated tailpicce and various
quotations and imitations of it in latc Greck authors. Compare 8e-
8oéknoa (763n.).
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A. Authenticity of 1056--80

Long before anyone suggested that Medea 1056-80 were interpolated,
that is, added by an actor /director other than Eur. in a performance
fater than 441 e, there had been scholarly speculation about two
recensions ol the play by Eur. himsclf. This theory derived from
Paolo Manuzio’s observation of the absence in our text of a line of
Ennius® Medea (fr. GV Jocelyn: qui ipse sibi sapiens prodesse non quit ne-
quiquain sapit) that he wrongly identified as an exact version of Eur.
fr. gog (Ciecro, ad Fam. 13.15.2: p1o® coptoTnv 60TIS oUy aiT®d! 0o-
$os), and it received some support from remarks by Porson, Boceckh,
and others, but by 1875 most of the pagsages referred to this Eur-
ipidean revision were satisfactorily explained in other ways.! Already
in the first edition ol his school commmentary? Wecklein had devel-
oped the theory that Bur., some years carlicr than 431, wrote a ver-
sion of Medea fundamentally similar in conception to the play of 431,
and that this carlier version inspired Ncophron’s imitation, produced
before 431 as well (and thus in the festival records as carlier than
Fur.’s play, mislcading Aristotle and Dicacarchus: sec Introd. 5). It
was in the context of such theories that Bergk® proposed that lines
1056 8o were 10 be regarded as a (Buripidean) doublet of 1040-55.
Pointing to Medea’s inconsistency about whether the children can be
taken away with her not, Bergk judged that the contradiction could
be explained by her emotional agitation, but then opined that 1056 -
8o simply repeat the thoughts of the carlier lines, a repetition he
thought weakened rather than heightened the effect. Bergk could not
decide which variant was the original, Soon thereafier, Wecklein, in

' See Weeklein’s comm., 26 n. 1, and Klette (1875).

* The dates of the four cditions of Weeklein's Medea are apparently 1873,
1880, 1891, and 190¢; of these only the third wud fourth have been accessible,
but Klette (1875) indicates that Weeklein’s first edition contained this theory
(but apparently without reference to 1056-80),

> Bergk (1884) 512 n. 140, Bergk died in 1881 and this volume was a post-
humous edition,

388
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the introduction to the third edition of his commentary, modificd his
view of two Euripidean recensions to include 1056 8o as part of the
evidence. On this view, passages from the first version survived in the
written text, although not part of the play as performed in 441, and
1056-80 derived from the first version.* Bethe (1918) argned for a
hypothesis by which Euripides himsclf created confusions in the
monologuc after a change in his conception of the plot involving in-
scrtion of the Aegeus scene and Medea’s escape to Athens; he too
posited that at least part of the text after 1055 was from an carlier
version.

Such analysis of layers of conception and composition is no
longer given much credence. Reacting to the same objections raised
by Bergk, Wecklein, and Bethe, however, some have judged that the
passage 1056-80 is not by Euripides at all, beginning with a brief
condemnation of it as a monstrosity by Jachmann (1936) 193 n. 1.
Miiller (1951) made a more thorough argument, but it was the essay
of Reeve (1972) that carned the most attention and respect, includ-
ing the bracketing of the lines in Diggle’s OCT. In reaction, a few
shorter deletions have been conteinplated and strained interpreta-
tions of some lines have been suggested. But as shown by Seiden-
sticker (1990) (the clearest exposition of the problem in English) and
Battezzato (1991), the most serious charges against the passage come
down to threc points: (1) the movements of the children and their
awareness or lack of awareness of what Medea is saying at various
moments; (2) the new appearance of the motif of ‘external compul-
sion’ at 1060-3 — the threat to the children from those angered by
Mecdea’s murder of the princess, as opposed to the ‘internal compul-
sion” of Medca’s urge to assert her status by hurting Jason in the

* Wecklein also considered 38-9, 1233 5, part of 723 30, 798 810, and
1299-1300 to be candidates for remnants of the first recension, but did not
always arrive at consistency between what he said in his introduction and
what appcared in the notes in the commentary. Neither in his 1899 editio maior
of Eur. nor in the third or fourth edition of his school commentary did
he bracket 1056-80. In the fourth edition, the discussion of Neophron
was omitted, as Wecklein by that time took the view thar the claim about
Ncophron’s precedence was false; otherwise he maintained the view of the
third cdition that 1056- 80 arc a Euripidcan doublet and that the other pas-
sages listed above may derive from an carlier version,
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most cxtreme way; (3) the integration of 1078-80 into the overall
context of the specch and of all Medea’s earlier statements.

The first two points are discussed in this section, the third in sec-
tion B. But first brief reference may be made to a series of minor
points raised by critics that have been answered in the commentary:
1058 the reference of Ekei is considered unclear by Reeve, but others
accept that it means ‘there in exile (Athens)’;® 1059 the transition
from pleading ‘soft’ view to determined ‘hard’ view seems unclear to
many, but linguistic clues and performance make the situation clear;
1064 objection has been made to the future sense of the perfect Té-
mpakTal (but this is idiomatic) and to the vagueness of TaUta (but the
demonstrative takes its sense from the overall context, as often); 1064
the change of subject between the two verbs of this line has been
doubted, but the princess should be accepted as the subject of éx-
$eUEeTan;® 1073 Reeve again finds the sense of ékel unclear; 1077 xa-
kois is considered unclear by some, and others insist it ought to have
precisely the same meaning as in the following line (1078n.).

The children’s movements have been explained in two ways. For
some, they are sent in at 1053 (xwpeite, Taides) and summoned out
again at 1069 (Taidas mpooeielv BouAopal), but to this it has cor-
rectly been objected that there is no time for the command to be
carried out and that it is implausible to posit a significant pause in
the middle of 1069 or between 1069 and 1070 (contrast the summons

* Burnett (1998) 284 n. 42 is the latest scholar to accept Hermann’s xei un
ue®” fpddv for éxel ped’ fuddv in 1058. This reading implies a momentary as-
sumption that the children would be safe in Corinth despite their role in car-
rying the fatal gifts, followed by a realization that they would not be safe.
Both the chorus (976-7) and Medca (1008-16) have already assumed that the
children are doomed, and having Medea momentarily fantasize about their
living on in Corinth is not an improvecment ovcr having her think briefly of
taking them, as ékel pe®’ fpdov implies.

¢ The rejected altcrnatives, with Talrta continuing as subject, are: (1) ék-
¢eUEeTan is taken to be passive, ‘these things will not be avoided’ (¢pevyw and
compounds are not used as passive in classical Greck, and in post-classical
Grcck apparently only in Epicurus (or Plutarch paraphrasing him: Mor. 10918)
and in Josephus, who invents aor. pass. épexfnv); (2) tx¢peUSeTan is taken by
Dyson (1987) to mean ‘will get away {from my control or from the course of
my plan)’ (the parallcls are all from Demosthenes, in an idiom with wpé&y-
uara as subject and an explicit person as object).
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in 895-9, with 894n.). For others, the children do not actually go in
after 1053, but linger near the door and so are readily addressed
again in 1069 and quickly embraced when Medea turns towards
them. The proponents of deletion argue that it is not proper Eur-
ipidean dramatic technique for the command in 1053 to be left un-
obeyed (see Bain (1977) 24—7 and (1981) g3). But if attendants are
present to guide the children (as argued in Introd. 3), there are suffi-
cient near-parallels for their delaying execution of the command be-
cause of Medea’s behaviour as she continues to speak. She herself
seems to be heading toward the door, but at 1056 turns back down-
stage with the sharp exclamation & &.7 If, on the other hand, there
are no attendants left with Medea at this point, then Medea herself is
the one guiding them toward the door, and her halting and moving
away leaves them waiting for her to complete the action of escorting
them. 1053-5 are correctly read as exit lines by the proponents of de-
letion: the audience does receive the impression that Medea is about
to go in and carry out the killings. But just as there are retarding mo-
ments when Medea earlier thinks of poisoning her victims but post-
pones the action while waiting for a secure haven and when Medea
offers the gifts but Jason initially objects to their being sent, so here
Eur. brings the action right to the brink and then postpones Medea’s
entrance. She pulls away with her cry & & and then when the children
finally are sent in she lingers on the stage, awaiting the news from the
palace (108on., 1117n.).

The children’s understanding or lack of understanding of what
Medea is saying should not be a serious issue. Drama is not equiva-
lent to a documentary record of real people speaking and acting
without awareness of being watched by an audience. The speeches of
drama do more than communicate from one character to another.
Through various non-naturalistic conventions they communicate to
the audience as well, and the goals of this communication may take
precedence over other goals. Moreover, children on the tragic stage
are not figures of full dramatic status.® Eur. can thus have it both

7 Mastronarde (1979) 110. Battezzato (19g91) 429 n. 2 objects that 1056 is
not addressed to the childrcn; but it is still possible for the children, or chil-
dren and attendant(s), to turn in response to the cry (the application of thc
dictum ‘one thing at a time’ by Bain (1977) 27 does not secm compelling).

® See especially Battezzato (1991).
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ways: he can put in Medea’s mouth phrases with double meanings (as
in 1021—3, 1038—9g, when she is directly addressing the boys), and he
can have her speak less cryptically when she has turned from them,
without expecting his audience to be concerned about what they hear
or what they understand.

There is no denying the illogicality of the introduction at 1060-1
of the notion that the threat to the children’s lives from the kinsmen
of Creon is inescapable, after 1045 &fw maidas ék yaias éuovs and
1058 exkel pe® fpdv. Yet this motif is firmly embedded in Medea’s
speech at the end of the next episode (1236—41) and recurs in Jason’s
mouth (1301-5). Audiences and critics are not entitled to make a priori
assumptions that no illogicality will be committed by the playwright
or that Medea is such a clear-headed and single-minded individual
that it is ruinous to put this illogicality in her mouth. What we have
here is at least an authorial manipulation, as Seidensticker has well
explained, declining to accept a psychological interpretation.® It is
open to an audience-member, however, to construct a character-
based interpretation of the illogicality as well, and in 1061~2n. it is
suggested that the harsh side of Medea is as it were rejecting the
premise assumed by the soft side of Medea, projecting a tenden-
tious view of the circumstances in an effort at self-persuasion or self-
delusion. In any case, the inevitability of the children’s deaths pos-
ited here prepares for the resigned attitude of the chorus in the
anapaestic interlude (1081—1115) that follows Medea’s monologue and
facilitates the rapid movement toward action in Medea’s last speech
before the murders.

Some efforts have been made to overcome these difficulties by a
shorter deletion than that proposed by Jachmann and Reeve. Lloyd-
Jones (1980) contemplates removing 1059—63, but as Seidensticker
points out there is still a transition from the inner motivation of
1049-51 to the external compulsion in 1064—5 (but not so clearly ex-
pressed as with 1059-61 preceding). Kovacs (1986) argues for re-
moving 1056—-64, leaving a bald transition from 1055 to 1065 and a
clumsily brief interval between Medea’s sending the children in and
saying she wants to address them. Another proposed remedy for the
illogicality is a reinterpretation of 1060—-1 by Dyson (1987) as ‘I will

® See also Scodel (1999) 161-6.
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not expose my children to hostile persons (in general) to treat with
dishonour (as orphaned boys in exile).” But this requires unstated as-
sumptions that are not obvious and gives a poor sequence from 1061
to 1064.

B. Medea 1078-80: interpretations

Because of the history of Greek philosophy after Socrates and be-
cause of the history of reception and imitation of Euripides’ play, it
has often been an over-simplified commonplace of criticism that
Medea is an example of the overwhelming of reason by emotion.
Thus a common translation or paraphrase of 1079 Bunds 8¢ kpeicowv
TéV £uddv PoulevpdTwv has been ‘anger (spirit, spirited emotion) is
stronger than my reason’. This is unsatisfactory for at least two rea-
sons. First, as many critics have noted, Medea is characterized by
codia and shows great adeptness in calculating the steps of her re-
venge and outwitting her opponents — she is not merely striking out
at her enemies in an excess of emotion. Second, the noun PouAeU-
uata does not mean ‘reason’ or ‘better judgment’, but generally re-
fers to specific plans or resolutions (as elsewhere in the play) or to the
process of deliberation. In the narrower context of the monologue
itself (1044, 1048) and in the broader context of the motif of Medea’s
cunning and planning (Introd. 2(a) and ()}, PouAeUpaTa ought to be
associated with the plan to exact revenge from her enemies, the plan
that entails the killing of her children in order to harm Jason in the
extreme. Thus a sense that is consonant with the developments to
this point is ‘my angry passion controls my (revenge-)plans’. This
meaning was advocated by Diller (1966) and has been supported
by Di Bencdctto (1971), Stanton (1987), Foley (1989g) (also in Foley
(2001)), and Gill (1996). It requires that kpeicowv be taken in the
sensc ‘master of’, ‘in control of” (so that thc gen. is virtually objec-
tive) rather than simply ‘stronger than’ with a more obvious use of
the gen. of comparison (as in 965 Xpuoods 8¢ kpeiocowv pupiwv Adywv
BpoTois).

Although this interpretation has grcat attractions, it must be con-
ceded that the proposed construction is hard to establish by parallels.
Some parallels cited by supporters are unhelpful. Aesch. Ag. 60 has 6
kpeicowv (with no gen.) used of Zeus, but this can be taken as ‘mas-
ter’ only in the sensc that Zcus is indeed stronger than all othcrs (as
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the gods in general are more powerful than mortals: sec Fracnkel’s
note, referring to the term oi kpeitToves used of the gods). The in-
stance cited from Med. 444-5, AéxTpwv ... kpeigowv, is itsclf subjcct
to divergent intcrpretations (444 -5n.) as well as differcnces in choice
of rcading. The notion that kpeicowv therc means ‘in control of]
ruling’ apparcntly originates in Wecklein’s comment (‘kpatoUoa (im
Besitze)’) and is accepted by Diller (1966). But 1év Atktpwv can be
adcquatcly explained as gen. of comparison with the normal scnse
‘stronger than’; and this interpretation is even more sccurc for those
who adopt Porson’s odv Aéktpewv. In Bacch. 879~80o xelp’ Umep kopu-
d&s TOV ExBpdV kpeicow kaTéxelv, ‘morc powcrful’ or ‘stronger’ is
an adequate sense and there is no need to translate ‘controlling arm’
(with Diller and Stanton). Initially morc promising is what may be
callcd the ‘cnkratic’ use of xpeicowv implying self-mastery through
resistance to temptations, found cspecially in philosophers and mor-
alists. Cf. Dcmoeritus 68 B 214 D-K &vdpeios oUy 6 TV TroAenicov
povov, GAAG kai O TGOV NSovdv kpéoowv. Eviol 8t TToAiwv deomdlovat,
yuvau€i 8¢ SovAevovoiv; Gorgias Palamedes 82 B 11a.15 D-K oUy oi
KpEITTOVES TV TS PUTEws 11Bovidy, &AN oi BouAelovTes Tals HiSovais;
Protagoras 80 B g D-K ueyaAdppova Te kai &vdpeiov ... kai tautol
kpeioow; Plato Phaedr. 2324 ToUs 8¢ pr) EpdvTas, kpeiTTOVS aUTOY Sv-
Tas, 16 PéATioTov &vti TRs 86Ens This map&k T&V &vbpoTwv ai-
pelobal.'® These arc unfortunatcly not cxact parallels for Medea 1079
beeausce, as Plato clearly explains in Rep. 430E—4318, the expression
kpeiTTwY auToU refers to H5ovdy Tvwy kal Embupdy éykpdTeia and
both kpeiTTwy abTol and fTTwv a¥Tol imply a division of the person
into a better and worse part and resistance to or surrender to the
impulses of the inferior portion. Thus, in these plirascs, ‘master of’
appcars in the sense ‘quclling the bad impulses of” (because strong
cnough to dcfeat thcm), which is not the sense needed in AMedea 1079
(strong cnough to dctermine the plans). The argument for Diller’s
interpretation would instcad have to be that on the basis of this com-
mon usage the author of 1079 extended the meaning in a new dirce-
tion, uniqucly, to cncompass ruling and guiding without the conno-
tation of suppression and cocrcion.

' For more exx. sce LSJ s.v. xpeioowv 11, Ast, Lex. Plat. s.vv. fTtwy,
KpeiTTWY.
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If ‘controlling/guiding my plans’ is rejeeted, then the sense is
‘stronger than my bouleumata’ and two options are open. For those
who suspect 1056-80, the evident difference between the bouleumata
in 1079 and those mentioned earlier by Medea is a trace of the inco-
herence produced by the joining of a post-Euripidean passage to a
speech that originally ended at 1055. For those who deem the whole
speech to be Euripidean (and not a eonflation of alternative Eur-
ipidean versions), the bouleumata of 1079 need to be defined. Some
suggest that 1044—5 PovAeUuata T& Tpodobev may be taken to imply
PouAeUuaTa Ta viv, the plan to spare the ehildren and take them with
her into exile, and that at 1079 we should understand ‘stronger than
my plan {to spare my children)’. Unfortunately, what has been most
prominent for the past 20 lines is the other plan, the revenge plan, so
it is difficult for an audienee to supply this reference to TdV éuddv.
Lloyd-Jones (1980) insists that the word bouleumata itself is ‘colourless’
and that here the immediate context provides its ‘colour’: thus, ‘my
caleulations’ in this eontext is a reference to 1078, Medea’s awareness
that she knows what harm she is about to do (and that this knowledge
should in most eircumstances dissuade her from action). This has
been approved by Scidensticker and Kovaes,'' but it is hard to be-
lieve that bouleumata can be heard as such a ‘colourless’ word given
the wider context of the speech and Medea’s earlier speeches. An-
other approach is to refer bouleumata, ‘deliberations’, to the entire
process of internal debate earried on in the monologue, not to just
onc side or the other,'? so that Medea is almost acknowledging an
impasse between the two sides but saying that her angry spirit makes
this impasse and the proecess of debate irrelevant.

" Kovacs, however, takes a different view of the context. He takes the
xaké of 1077 and 1078 as Medea’s pains, he aceepts ToAufiow as the reading in
1078 and gives it the quasi-passive sensc ‘cndure, undergo’ instcad of active
‘dare to do’ (as he had also done in 1051, taking ToAunTéov TaSe as interroga-
tive). Then 1év éudv Bourevpdrwy is ‘my calculation {of the pains [ am about
to cause myself)’ and is more tightly defined by its immediate context. The
translation in the Locb is: “... but am overwhelmed with my pain. And | know
well what pain I am about to undergo, but my wrath overbears my calcula-
tion, wrath that brings mortal men their gravest hurt’. Against this trcatment
of xak& and ToAunow sce 1077n., 1078n., 1051n.

2 As argued by Alex Kozak in an unpublished paper.
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Whichever of the above views is preferred, two further points de-
serve considcration. First, is the general assumption that Medea is
clear minded and accurately self-critical at this moment justified, or
could the near incoherence, or sudden shift, of the reference of vév
gV PoudevpdTwv be a sign of psychological pressure and a form of
self-delusion, a conscience-saving effort to identify the abandoned
course of mercy as more essentially ‘my plans’ than the path to re-
venge? Second, would any of these interpretations be easier if the
reading were T&VSe TOV PouAevpdTwv'® (which could easily have
been corruptcd in the tradition of quotation of the passage to make
the lines self-standing and more widely applicable: we already have
evidencc of such variation in 1078)?

A completely different approach to the problems posed by 1079
was put forward by Dihle (1976)/(1977) and has been advocated
strongly by Burnett (1998). On this view it is 8upds that is reinter-
preted, while bouleumata is referred unequivocally to the revenge-
plan. Dihle argues that thumos here is the soft emotion of Medea’s
love for her children, and that at the end of her speech Medea has in
fact abandoned her intention to kill the children: overcome by her
sufferings, she says she knows what evils she is about to suffer, but her
emotion is stronger than her revenge-plans.'* The argument that
thumos refers to maternal love requires much special pleading with
regard to this passage and others in the play,'® but it is already re-
futed by the fact that 1080 ‘the very thing that is the cause of the
greatest evils for mankind’ makes no sense except with a harsh mean-
ing of thumos (see 1080on. for parallels commenting on the harmfulness

13 For this line-ending see Medea 886, Soph. El. 1381.

1 On this view, the chorus’ calm contemplation in the anapaestic inter-
lude 1081-1115 reflects their understanding that Medea has given up her plan
to kill her children. Sce 1081-1115n. for a different explanation of the lack of
passionate dissuasion from the chorus at this moment. Medea’s immobility at
1080, her usc of kapadokd in 1117, and the brevity of her rhesis at 1236-50 all
work best dramatically if the audience understands at 1080 that Medea’s in-
sistence on revenge has won out in the speech just concluded.

* For instance, Dihle takes 1056 ufy o0 ¥’ as ‘don’t you {of all possible
agents, since you are naturally the seat of gentle maternal love)’, but in this
idiom there is no need to give limitative foree to ye and attach its force
strongly to the pronoun (1056n.).
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of anger). Dihle’s interpretation also involves an unlikely sense of
Sp&v xaxd: although the idiomatic reply §p&ow T&8e may convey in
certain contexts submission to a behaviour recommended by an in-
terlocutor, even in such passages as 927 and 1019 the sense is ‘I’ll do
this’, not ‘I’ll endure/suffer this’; and neither this idiom nor the other
usages cited in Dihle (1977) 37 n. 22 justify his claim about 5p&v kaxé&.
Burnett modifies Dihle’s approach to the extent of interpreting 8uués
not as maternal love but as the container for whatever emotion is
dominant, in this case pity, which induces cowardice. She takes the
meaning to be ‘I understand that giving up the vengeance pro-
gramme is cowardly, but my passionate heart (now filled with pity) is
stronger than my plans.” Apart from doubts about taking 8p&v kax&
and Buuds in the proposed sense, this interpretation still founders on
the generalization in 1080. Burnett translates the line as ‘- such 1s the
cause of men’s worst disasters’ and cites maxims about the bane of
&BovAia, which she takes any domination of 8uuds over voUs or well-
considered thought to be. For such a sense, we would need to emend
SoTrep to OTEp.
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INDEXES

Numbers in italics refer to pages of the Introduction or Appendix, non-italic

to line numbers of the commentary.

1 Subject

The names Medea and Jason are not indexed.

Acastus 48-9

Accius 65

accusative, absolute 372, 448;
adverbial 384-5, 470, 792, 804,
824, 1167; apposition to the
sentence 87, 649; goal of motion
87, 7, 668, 771, 920—1, 1143;
acc. +inf. 199, 268; internal 8y,
61, 128, 156, 165, 261, 587, 594,
663, 698, 827-8, go7; of person
with inf.; alternating with dat.
57-8, 661, 744, 815, 1236—7;
predicate 374; respect, specifica-
tion 8, 187-8, 263, 453, 579, 686,
729, 1169; retained with passive
verb 8, 729; time, space 25, 804,
1067, 11812

Achilles g, 14, 18, 3, 24, 28-9, 121,
190—204, 433, 1080, 1166

Acrocorinth 69, 1379

act-dividing song or lyric 75-6,
1081-1115

acting-area 37-8

actor 2, 37-8, 40, 43, 62, 70—1, 74-7,
388, 37—-45, 96, 131, 228, 263, 269,
271, 361, 432, 446, 468, 550, 725~
30, 910, 22, 1005, 1006—7, 1040—
8, 1059, 1116-1250, 1118-19, 1293,
1415-19

acts (of a play) 76

adjectives, variation between two

endings and three endings &y,
134, 255, 320, 434—5, 838—40

Aecetes 49, 2

Aegeus 8-9, 12-13, 1721, 27, 29-31,
33, 35-6, 38—42, 44, 53-8, 61, 63—
4, 75, 1-48, 17, 3878, 499, 608,
622-62, 656—7, 663—-823, 82465,
866-975, 1061—2, 1251—92, 1328,
1385

Aegeus-scene 54, 64-5, 663-823

aeolic 99, 105—7, 131213, 149, 159,
410—45, 627-62, 82465

Aeschylus, Agamemnon 8, 27, 324, 1—
48, 64, 866—975; Eumenides 1—48,;
Oresteia 34, 248—51

Aeson 25, 46, 48, 6

Aethiopes, Ethiopians 42, 2

Aethra 53—¢, 683

aetiology 1379-83

Agamemnon 8, 32-3, 121, 374, 866—
975, 1256—7, 1381

Agave 64, 1282, 1404

agon logan, agin (-scene, -speech) 74,
17-18, 24, 29, 44, 46, 77, 410—45,
446-626, 515, 520—1, 546, 627-62,
976—1001, 1293-1419

Ala 42, 2

Aigimios 52

Ajax g, 14, 18, 33, 24, 96, 522-75, 618

alastor 33, 1059, 1260, 1333

Alcibiades 3

417
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Alexandria(n) 62, 70—1, 529

alliteration 340-7, 365, 476

Althaea 24, 1282

amoibaion 74, 76

anachronism 232, 827-8

anaclasis 131—-213, 627-62

anacoluthon 1316; see also shift of
construction

anadiplosis g6, 111, 650

anapaestic interlude 75, 392, 396,
358—63, 759—63, 1081—1115

anapaestic substitution (in
trimeter) 702—3

anapaests, chanted (or
‘marching’) 11, 75-6, 85, 93, 99,
101—4, 1—130, 131—213, 131, 181—
204, 358-63, 759—63, 1081-1115,
1108, 1251-92, 13891414, 1415—
19

anapaests, sung 104—j5, 1-130, 96,
131-213, 149, 167

anaphora g2, 96, 99, 131, 257, 399—
400, 465-519, 467, 765-7, 9601,
966-7, 1258-9

anastrophe 89—go, 34, 66, 224, 406,
443—4, 985, 1126, 1142, 11745

Anaxagoras 3

anceps 1013, 107, 159, 415—16,
1251—02

anger, wrath 17-18, 22, 35, 393, 397,
92, 94, 121, 156, 262, 320, 638—40,
866—975, 1079, 1080, 1265; see also
Bupog

animal imagery 35-6, 92, 103—4,
187-8, 1342—3

Anouihl, Médée 69

antilabe 78, 1005, 1009

Antiphanes 65

antistrophe 30, 75, 101, 108, 131-213,
1251—92, 1270—5

antistrophic composition 73, 77, ro1,
131-213, 649

aorist, coincident 88, 434—5, 651;
descriptive 88, 64; dramatic or
tragic 87-8, 223, 272, 791; gnomic
88, 130, 245, 629; virtually
complete action 78; see also aspect

Aphrodite 16, 46, 67, 331, 52275,
527, 532, 622—44, 633-5, 638-44,
6423, 644, 824—65, 832—4, 836

Apollo 68, 157, 424, 476, 668, 846—
8, 1256—7, 1258

Apollodorus 48, 673, 679, 1284

Apollonius of Rhodes, Argonautica
25, 45, 47, 66, 1002—80

apostrophe 328, 410—45, 465—519,
g976—1001, 1081-1115

Apsyrtus 13, 47-8, 167, 1334

Archelaos of Macedonia 3

Argo ¢6-7, 55, 60, 1, 2, 3, 212—13

Argonauts 45-8, 56,1-8, 3, 5

aria 74, 76, 103

Aristophanes (comicus) 24, 86, 98,
281, 296, 336, 604, 624, 686, 1012,
1041, 1056; Clouds 529; Frogs 6,
70, 81, 1—48, 111, 529; Peace 1—
48; Wasps 1—48

Aristophanes of Byzantium 77

Aristotle 6o, 71, 1080; Poetics 10, 12,
18, 55, 93, 1-130, 550, 663-823

[Aristotle] (or Theophrastus),
Commentaries 57, 6o, 388

Artemis 160, 169, 635, 1402

article 84, 89, 45, 206—7, 436—7,
647-8, 696, 808

articular infinitive g, 1051

aspect, esp. present-stem vs aorist-
stem 87-8, 237, 317, 4734, 595,
617, 678, 691, 1329

asyndeton 92, 78, 255, 410—45, 698,
765-7, 785, 1040-8, 1258-9;
explanatory 92, 413, 717

ate 33
Athamas 565, 1284
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Athena 8, 46-7, 528, 673, 825, 825-—
6, 827-8

Athenian(s) 3, 6, 19, 22—3, 26, 30, 50,
701, 19, 119—30, 119, 133, 216,
217, 296, 438, 446-626, 482, 519,
665, 82465, 824—30, 824, 825,
825-6, 829—30, 830, 846-8, g21,
1282

Athens 10, 19, 26, 34, 37, 49, 51, 53—
¢, 567, 646, 389-90, 19, 516,
663-823, 725-30, 771, 824-65,
827-8, 829—30, 832—4, 835, 846
8, 850, 1058, 1251—-92; praise or
flattery of 665, 824—65, 832—4,
83s5; official state copies of plays
70~1; state archives 3, 70

athletic competition 20, 27, 36, 45,
248-51, 2745, 1242-6, 1245

attendants, silent extras 39, 42—¢,
391, 214409, 269, 270, 335, 446,
663, 789, 820, 823, 866, g51, 1020,
1040-8, 1053, 1069, 1076, 111819,
131415

Attic dialect 81—¢, 86, 91, 93, 989,
104, 19, 41, 45, 80, 96, 209, 237,
263, 281, 367, 423, 477, 655, 696,
800, 808, 938

Attic skolion (PMG 88g) 220, 661

attraction, of case 57-8, 296, o1,
595, 753; of gender 14; of
mood 599

augment, double 1156; omission of
85, 131-213, 1116-1250, 1413

autochthony 824, 825

barbarian see foreign(er)

Bassus 65

betrayal 11, 13~14, 16-17, 22, 29—30,
46, 50, 56, 1~130, 17, 36, 206-7,
410-45, 536-8, 578, 606, 899,
969, 999-1000, 1293-1419, 1328

Biotus 64

419

Black Sea 1-8, 2

Bosporus 210, 212—13, 4345

brachylogy 128, 598, 1256—7

brail 278, 524

brevis in longo 105, 184—204, 1389—
1414

caesura 94—06, 101-2, 470

Callimachus 3, 5¢

Cantharus 65

Carcinus 64

catalexis, catalectic ro1, 104-6, 131~
213, 184—204

causative 209, 295, 633—5

chariot, winged (serpent-drawn?) ro,
23, 25, 32, 39—41, 567, 668, 77,
663-823, 725-30, 764, 1293-1419,
1317, 1389-1414

charis see x&pis

chiasmus see word order

children 8-70, 17, 21-2, 36, 37—45,
46, and passim; low dramatic
status of 397—2, 1020, 1040-8,
1046, 1053

Chiron g

choriamb, choriambic 105-6, 149,
62762, 1256

chorus-leader see koryphaios

Chrysippus 66, 1078

Cinaethon 49

city 26, 44, 15, 119, 120, 222, 30I,
361, 6567, 824—65; see also polis

Clashing Rocks 23, 46, 1-8, 2,
1263—4

clausula 705-6, 131213, 824-65

cleverness 11, 14, 19, 25, 54, 248—
51, 292, 298-301, 303, 320, 405,
539-40, 583, 677, 801, 1079,
1224-30

Clytemnestra 8, 10, 27-8, 33, 419~
20, 623, 640~1, 866—975

coinage (monetary) 516
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Colchis, Colchians 13-~15, 24, 26, 33,
42-3, 49, 05-6, 1--8, 2, 7, 510

colloquial, colloquialism 81, 86, go—
1, 80, 98, 330, 337, 339, 451, 693,
704, 726, 800, 879, 894, 1012,
1051, 1209

colon (metrical) 96, ro5 7,131 213,
149, 410-45, 627-62, 649

comedy, Old Comedy 1, 63, 65, 90,
91, 99, 101, 102, 361, 600, 655;
Middle Comedy 65; New
Comedy 76

commerce 31, 36, 297, 522-75, 527,
54274

comparative adj. in second limb of
comparison 485

comparison, compendious §43;
paratactic 1181—4

competition between genders 19,
408-9, 1081~1115, 1081-¢

complaint (about arrangemcnts of
world, with criticism of gods) 77,
119—-30, 100—204, 465-519, 516-19,
522-75, 573, 644, 1081-1115, 1112

compound verb reinforced by simple

verb 1252
conative present or imperfect 592,
918

contact see dialogue-contact and
physical contact

contraction, contracted form 82-4,
91, 98, 100, 45, 216, 423, 567, 6o4

Corcyra 49

co-responsibility (of humans and
gods) 18, 33, 528, 1013-14

Corinth, Corinthian(s) ro-11, 16, 19,
21, 25, 30, 46, 49-53, 556, 64 -6,
69, 11, 16, 37-45, 69, 131-213, 157,
214, 263, 339, 405, 410-45, 595,
663-823, 682, 725-30, 730, 824~
65, 1060-1, 1081 1115, 12389,
1379-83, 1379, 1383

Corncillc, Médée 40, 69

coronis 100, 489

correption see cpic correption,
internal correption

costume 40-2, 66-8, 214—409, 269,
446, 1317

crane 12, 32, 38-40, 56, 77, 1293~
1419, 1317, 1389—1414

crasis 700, 35, 39, 43, 57—8, 77, 126,
and passim

Creon 10-68, 75, 37-45, 151-2, 214~
409, 262, and passim

Creon, relatives of 21, 44, 51, 392,
1060-1, 1304

Creophylus 51-2

cries from within skéné 28, 75, 96,
1251-92, 1270, 1293-1419

Curatius Maternus 65

Cyprian goddess see Aphrodite

dactyl, dactylic 99, r05-7, 96, 131-
213, 410=45

dactylo-epitrite r06-7, 131-213,
410—45, 62762, 824-65, 976-
1001, 1251-92

Danaids 1282

dancing-area, orchéstra 37-8

Dassin, Dream of Passion 70

dative, adnominal 87, 478-9, 597;
agent 453, 871; causc 405, 1204,
1286-7; cthic 92, 964, 1204; goal
of motion 86, 417-18; idiomatic
noun + avuTtds 164; instrumcntal
405, 478-9, 566; interest,
advantage 6, 93, 179, 417-18, 459,
563-4, 597, 782, 871, 999-1000,
1304, 1410; locative 86, 397, 440;
manner, circumstance 433, 1204,
1285, 1286-7; of person with inf,,
alternating with acc. 57-8, 661,
744, 815, 1236~-7; posscssion 413;
reference 116, 301, 509, 580
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daughters of Pelias 13, 48, 487

deception 8, 10 12, 15, 29, 31, 48,
405, 413, 419 20, 450, 516, 567,
663-823, 866-75, 969, 1391-2

Deiancira 39, 56, 41, 618, 815

Dcinolochus 64-5

deletion of verses see interpolation

Delphi 125-7, 668, 674, 682, 846-8

Demeter 52, 1317

demon 18, 67-8, 1111, 1208, 1371; see
also alastor

Demophon 52

desiderative verb g3

deus ex machina 32, 39, 50, 1203-1419,
1379-83; see also cranc

diaeresis, in anapacsts r04; of
diphthong 824

dialoguc-contact, or withdrawal
therefrom 12, 27 8, 30, 324 51,
328, 499, 923, 1005, 1053

Dicaearchus 57, 6o-2, 388

Dicacogenes 64

Didymus 49

Diodorus Siculus 49, 55

Diogenes (tragicus) 64

Dionysus 37, g6, 1284, 1404

dishonour see honour

distichomythia 78, 446-626

divorce 236, 252, 638 -44

dochmiac 99, 105-7, 649, g76-1001,
1251-92, 12506, 1265, 1270-5, 1273,
1290

Doric dialect 82-3, 523, 978, 980-2;
long alpha 83, 105, 53, 96, 131—
213, 281, 426-7, 444-5, 853

dowry 232

dragon see scrpent

drugs, poison 1o, 13, 25, 17, 35, 39,
47, 51, 54, 50, 379-80, 384-5,
392-4, 789, 823, 951

dual 84, 86, 370, 871, 96g, 1021,
1073, 1289

eisodos see entrance-ramp

ekkyklema 39, 1270, 1293 1419, 1314,
1314 15

clision 99-r100, 102, 57-8, 118, 184
204, 470

cllipsis, understood words 9o, go,
125-7, 252, 324, 336, 359-6o,
365, 369, 501, 584, 599, Gog,
679, 744, 748, 8os, 888, 912, g40,
964, 1013, 1067, 1085, 1253 4,
1304, 1318, 1330~1, 136178,
1375, 1376; see also omission of
copula

enclitic, position of 182, 250 1, 324,
368; see also &v

enjambment 94-5, 93, 303-15, 596,
793

enmity (familial) 9 10, 921

Ennius 65, 388

entrance-ramp, eisodos 38, 43

cpanalepsis 111

epexegetic infinitive 88, 125 7, 258,
316, 373, 415-16, 430-1, 443-4,
486, 529, 625, 675, 782, 785,
1060-1, 1070, 1167, 1170, 1195,
1399 1400

cpic correption 99, 131-213, 184~
204, 824-065

Epicharmus 64-5

cpicism, cpic language 81, 83 5, 92,
98-9, 169, 209, 216, 237, 410-45,
423, 426-7, 763, 777-9, 955, 978,
gBo-2, 1012, 1027, 1108, 1116~
1250, 1257

epiparodos 77

cpisode 10-11, 21, 43, 76, 392, 214~
409, 342 3, 358-603, 410-45, 446~
626, 663-823, 866 975, 1002-80,
1080, 1116-1250

cpode 75, 131-213, 204-13

Ercchthecus 824

Erinys 8, 18, 68, 1260
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Eros, ¢ros, erotic allure 16-17, 46, 67,

151—2, 531, 62762, 627—44, 633~
5, 640—1, 8324, 844, 845

Eteocles 33, 576-8, 815, 1253—4

etymological play 402, 525

Eubulus 65

euphemism 213, 889, 1011, 1016,
1039, 1109, 1304

Euripides, Aegeus 1o, 12—13, 54, 389,
663—823; Alcestis 4, 131, 1415—10;
Andromache 3, 5, 26; Bacchae 4, 33,
62, 64, 78, 96, 1404; Electra 5, 56,
63; Hecuba 5, 56, 72; Heracles 5,
56, Hippolytus 4, 26, 31, 1404;
Iphigeneia in Tauris 5, 56; Peliades
4, 48, 64, 487; Phoenissae 5, 62,
72

[Euripides], Rhesus 5

exclamation 86—y, 391, 61, 96, 116,
148, 292, 330, 357358, 497, 1005,
1009, 1028, 1040-8, 1051, 1056,
1270-5; see also extra metrum

exemplum 1251—-92, 1282

exodos 77, 1293—1419

extra metrum 96, 292, 1005, 1251—Q2;
see also exclamation

extras (silent) see attendants

fame, reputation 18-20, 27, 218,
410—45, 415-16, 419-20, 53940,
542-4, 677, 810, 845, 921

family g, 14, 17, 31, 15, 232, 236, 327,
490, 627_62: 715, 956’ 1025-7,
1033—4; see also oikos

foreign(er), foreignness 10, 19, 22—4,
41, 50, 52, 66-8, 19, 133, 252, 387—
8, 8o1, 1263—4, 1391-2

fullness, redundancy 93—, 1, 27-8,
111, 200—1, 205, 250—I, 291, 436—
7, 4656, 525, 966—7, 10946,
1338

future middle with passive sense
473—4, 501, 622, 788

generalization, general reflection,
gnomic statements 14, 16, 88, 397,
119—30, 184—204, 190—204, 215—
24, 228, 230-51, 230—1, 263, 306,
408-9, 410-45, 432, 4467, 465-
519, 515, 618, 627—-62, 638—44,
903, 1079, 1081—1115, 1116—1250,
1224—30, 1261—2

genitive absolute 910, 1229, 1311;
adnominal 86; cause, source 86,
96, 497, 611, 805; comparison
393—4, 86, 4445, 963, 1092-3,
1340; connection 424—5; defining
86, 1, 1745, 436—7, 611, 816, 978,
1316; description 649, 846—
8; exchange, price 76, 534, 968,
1266—7; exclamatory 1051;
objective 393-4, 413-14, 4445,
478-9, 553, 597, 904, 9745,
1399—1400; partitive 518, 611,
652, 1306; separation 86, 52, 70,
166, 245, 258, 4434, 457, 6335,
673, 896-7, 995

gesture 21—2, 27—8, 550, 688, 689,
709-10, 899, 922, 951, 1005, 1040—
8, 1076, 1118-19, 1148

gift(s), esp. poisoned gifts 10, 14-15,
25, 31, 35, 39> 434> 65’ 68, 391,
232, 618, 785, 786, 789, 823, 866—
975, 951, 955, 956, 958, 964,
1002-80, 1002, 1116-1250

gnomic statements see generalization

gods 12-13, 18, 23—4, 28-9, 324,
39, 46, 68, 767, 8, 21—2, 124, 157,
160, 190—204, 326, 339, 397, 410—
45, 41314, 468, 492, 493, 494,
516—19, 528, 619, 625, 636, 644,
663-823, 720, 7379, 745, 747,
827-8, 830, 879, 899—900, 915,
964, 101314, 1081—-1115, 1112,
1251—-92, 1255, 1256—7, 1268—70,
1282, 1284, 1293-1419, 1351-60,
1391—2, 1416—18
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Golden Fleece ¢7-8, 40, 1-8, 9—10

gradual answer 683

gradual movement 1-130, 89

Greeks (ethnicity), Greekness 15,
22-24, 41, 133, 536-8, 565, 8o1,
1300, 1330—1

Grillparzer, Das goldene Viiess 25, 48,
69

hand 21-2, 65, 324—51, 324, 335,
339, 370, 465-519, 789, 899, 1002,
1055, 1244, 1253—4, 1283; see also
right hand

Harmonia 832—4

heavy syllable see long

Hecate 24-5, 32, 160, 397

Helen 150, 419—20, 823, 985

Helios 24, 32, 42, 39, 384-5, 663—
823, 764, 1251—92, 1258, 1317

Hellanicus 49

Helle 1284

hemiepes 107, 627-62, 649

hendiadys 218, 771

Hephaestus 825, 827-8

Hera Akraia 50-1, 57, 1379-83,
1379

Hera 46, 48, 50—2, 55, 57, 528, 1284,
1285, 1379-83, 1379

Heracles 8, 36, 51, 56, 45, 64, 92,
113, 585, 635, 846-8, 928, 985,
1256-7, 1282, 1284

Hermes 759

Herodotus 49, 2, 516

Hesiod 15, 46, 49, 6, 8, 190—204, 410—
45, 419—20, 43940, 516-19, 522~
75, 538, 889, 951, 1342-3, 1396

hexameter (dactylic, epic) 94, 99,
101, 107, 679, 964

hiatus gg9-100, 105, 131-213, 184—204

hierarchy (male over female) 15, 21~
2, 217, 315, 449

Hippolytus 74, 232, 516-19, 573

homoiotelcuton 408-9

honour and dishonour g, 14, 20, 27,
36, 20, 255, 438, 542—4, 1079,
1354—5, 1367; see also status

Horace, Ars Poetica 76

humble characters vs main (elite)
figures 42, 17, 119-30, 123, 627—
62, 815, 1116—1250

hybris 255

hyperbaton see word order

Hyperboreans 2

hypophora 248-51

iambic trimeter 4-5, 74—5, 77-8, 81,
94—06, 101—4, 96, 793, 1005, 1009,
1251-92, 12705

imagery 34—6; see animal imagery,
medical imagery, nautical imagery,
storm imagery

imperfect, participle 1329; sudden
realization 703, 1279; unfulfilled
obligation 573, 886, 8go

indirect discourse 89, 268, 368, 593,
594, 679, 77779, 892) 1311

indirect question 176—7, 184, 235-6,
332, 669, 931, 941, 1094—6, 1117

injustice see justice

internal correption gg, 131-213

interpolation 21, 39, 70-1, 388—93,
36, 37-45, 42, 262, 355-6, 361,
374, 37980, 725-30, 729, 777-9,
782, 785, 798-9, 947-50, 966~7,
10067, 1056-80, 1062-3, 1220-1,
1121, 1233-5, 13589, 1415-19

lolcus 13, 48-9, 64, 66, 3, 7, 9—10, 510

Ion 18, 565, 1251-92, 1282

Ionic dialect 82-3, 96, 763

ionic (metre) 99, 105

irony, ironic 18, 24, 32, 5¢-5, 90, 92,
60, 112-14, 187-8, 355-6, 410-45,
465-519, 504, 514, 543, 588, 665,
708, 824—65, 915, 945, 1210, 1292
1419

Itys 183, 1282
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Jeffers, Medea 25, 40, 69

justice, injustice 11, 16, 22, g—10, 17,
165, 267, 410-45, 465-519, 522~
75, 5368, 565, 578, 663-823, 720,
764, 976--1001, 1231—2, 1351-60,
1367, 1415 19

kommos 74—%5

koryphaios (chorus-leader) 74, 77-8,
270, 358 63, 520 1, 5768, 577,
663—4, 823, 1116250, 1231-2,
1233-5

laughter see mockery

Learchus 1284

Lemnian women 24

light syllable see short

lion, lioness 35, 187-8, 1342-3
litotes 522, 958

liver, wound to 37—45, 40

long (in metre) 97-¢

Lucan 065

lyric (sung) metre 74-6, 81, 104~7

Machon 65

magic 13, 23-6, 47-8, 60, 11, 285,
384-5, 397, 789, 1317

makarismos 509, 957

Marathon, bull of 53—¢

marriage 8-9, 11, 14~17, 19, 27-8,
36, 56-7, 15, 19, 150, 160, 228, 232,
233, 239, 262, 490, 522-75, 594,
637-62’ 638_44’ 644’ 673’ 951,
985, 1025-7, 1157, 1385

masculine values or spheres of
action Iy, 20, 27, 30, 11, 20, 316,
383, 438, 638-44, 810, 1051, 1242—
6

mask 40-3, 269, 271, 446, g22, 1118-
19

Medeios, Medos 49

Medes 49

medical imagery 35, 60, 134, 245,
47374

Melanthius (tragicus) 6y

Meleager 1282

Melicertes 1284

Menander 76, 236

mesode 75

messenger, messenger-scene or
speech 14, 40, 81, 85, 88, 64, 663-
823, g76—1001, 1076, 1079, 1081—
1115, 1116-1250, 1118~19, 1120,
1121, 1122-3, 1133, 1188, 1224-30,
1231-2, 1233-5, 1251-Q2

metaphor, metaphorical 31, 34-6,
82, 1, 15, 55, 79, 107, 151—2, 156,
162, 217, 278: 362_2: 394, 404,
449, 482, 516, 519, 523, 585, 633~
5, 673, 679, 769-70, 769, 871,
995, 1030, 1056, 1245, 1281, 1285,
1335

metatheatrical 190—204, 546, 1293,
1313

metathesis, quantitative 82

metics 20, 222

metonymy 93, 651

misogynistic beliefs 72, 248-51, 263,
408-9, 410~45, 419—20, 1291-2;
see also women

mockery g, I0, 20, 20, 255, 383, 404,
797, 1049, 1051, 13545

modal particle (position and
doubling) see &v

moderation 16, 43, 1234, 123, 125~
7, 131-213, 214-409, 331, 627-62,
630-1, 633-5, 636, 815, 82465,
829-30, 838-40

monologue 10, 21-2, 63, 69, 88,
388-97, 392, 396, 1-130, 1-48, 57—
8, 976-1001, 1002-80, 1081-1115,
12389

mourning, ritual and motifs of 487,
1030, 1040-8, 1405-14
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naturalism, naturalistic go-1, 391,
57-8, 262, 263, 1020, 1133

Nausicaa 15

nautical imagery 35, 278, 279, 362-
3, 523, 524, 769-70

Ncophron 53, 55, 57-64, 388, 1002-
8o

ncuter, adj. as abstract substantive
178; pl. predicate with inf. 125-7,
384-5, 491, 703; with preceding
phrase or idea as anteeedent 14,
338

nominal sentence see omission of
copula

nu movable 100, 477

nurse 10, 16-17, 24, 28, 35, 40, 42—4,
53, 67, 745, 104, 1-204, 214409,
228, 374, 424, 4445, 567, 820,
1081-1115, 1116-1250

oaths 9, 13, 15, 19, 22, 27-9, 32, 36,
21, 160, 162, 1689, 209, 250-
1, 405, 410-45, 449, 492, 522~
75, 536-8, 627-62, 663-823,
7091, 749, 751, 754, 764, 1293~
1419, 1351-60, 1415-19; see also
perjury

objeet, governed by verb-and-object
phrase 206 7, 342-3

Odyssecus 15, 405, 522-75, 538,
1256-7

Odyssey 12, 45, 9~10, 41g-20

Ocdipus g-10, 433

otkos, house (qua family) 11, 15, 17,
112-14, 129, 139, 236, 244, 327,
444-5, 487, 608

Oistros 18, 68

omission of copula 93, 35, 61, 72,
105, 106-8, 119, 145, 199, 200-1,
332, 345, 384 5, 443 4, 612, 652,
659, 805-6, 1004, 1087-8

orch?stra see dancing-areca

Orecstes 8, 10-11, 41, 56, 24, 663—
823, 668, 1314~15
Ovid 25, 65-6, 69, 1002-80

Pan 1172

Pandion 665

Pandora 15, 419—20, g51

papyrus, papyri 6-7, 64, 70-2, 109,
401, 725-30, 838-40, 1056, 1062—
3, 1064, 1065, 1087 8, 11814,
1270-5, 1290, 1308

parcgmenon 96, 513

Parmeniscus 49-51, 53

parodos 10, 38, 76, 107, 1-130, 1—-48,
96, 131-213, 410-45, 764, 894,
1293-1419

part and whole see whole and part

Pasolini, Medea 69

Pausanias 49, 69, 683, 1379

Peirene 69

Peleus 52, 3, 565

Pelias 13, 25, 48-9, 56, 6, 9~10, 16,
595, 730

Pelion g

Penclope 24

Pentheus 33, 1166, 1282

Perachora 57, 1379

perfeet tense 69, 766,
1236; prospective sense of 1064

Pericles 19; Funeral Oration
of 542-4, 827-8, 830

period (metrical), period-end 100-1,
104-7, 96-130, 131-213, 167, 184~
204, 410~45, 627-62, 824-65,
976-1001, 1081-1115, 1251-g2,
1389-1414; at full metron in
anapacsts 704, g6-130, 1081-
1115

periphrasis, eircumlocution 89, 93,
1, 7, 33, 66, 90, 144, 171, 212-13,
265, 352, 388, 771, 861-2, 872,
909, 932, 1122-3
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perjury 15, 28, Bor, 1351 6o, see also
oiths

perswision 8, 1o, 12, 27, 34, 40, 48,
77, 392, 262, 263, 31, 823, 02

Phaedra o, 33, 24, 51, 21) o9, 214,
648 .11, B, 1000, 1078, 1081 4,
1208

Plisis River 2

Pherecydes 46, 68

Phitemon 65

philia, philos 12, 14, 21 2, 522 75,
66y Bagy

Philiscus 6y

Phrixus 1284

phthonos of the gods 129

physical contact 29, 338, 1040 8,
1203 1419

Pillars of Heracles 2

Pindar 107, 668, 824 65; Olympian
13 19, 46 Dythian 4 19, 46 8, 2, 6,
183

Pittheus 54, 499, 665, 683

plan, planning 12 14, 18, 20, 22, 2
5085, 53. 393 7, 262, 30, 374,
379 80,392 4,07, 110 5, 110,
518, 553, 567, 608, 663 823, 782,
866 975, 914, 945, 951, 976 1001,
1002-80, 1019 14,1040 8, 1046,
1051, 1079

Planctac, Wandering Rocks 2

pleonasm jo05, 1242 3§

plosive (mute) and liquid, prosody
of 98, 246

plural, generalizing or poetic g4,
140, 2.4, 308, 367, 455, 823, 89o,
896-7, 1081 1115, 1256 7; mase.
pl. with first pers. fem. subject 94,
314 15; neuter pl predicate with
inf. 125-7, 384 5, 491, 703;
variation with dual 86, g6g;
variation with sing. in ref, w0
chorus 131, 148

poison see drugs

polis 19, 11, 248 51, 2906, 519, 536
8; see alvo city

pollution 47, 50, 9 10, 795 6, B2y
G5, 850, 1268 70, 1333, 1371

polyptoton 96, 513, 579, 165

Porson’s law of final cretic ro2

Poscidon 54, 1256 7

postponed conjunction 72, 106 8,
116, 752, Bog, 846 8, 856 ¢

postponed interrogative 309, 500,
505, 682, 701

postpositive see enelitic

predicative use of adjs. 168 g, 225,
205, 141, 550, G4, 659, 712, 1206
7, 1326

princess, dimghter of Creon 1o, 12
15, 17,50 1,35 6,38 9,56 7,67
8,389 90, 37 45, 42, 150, 151 2,
262, 287, 374, 444 5. 595, 812 13,
877, 951, 976 1001, 483 4, 1002
Bo, 1050, 1060 1, 1064, 1116 1250,
ng, nyy 8,231 2,1233 5

Proene 6, 24, 183, 665, 849, 1282

prodelision 99, 352, 544, 751, 1362

Prodicus 3

profeptic, object 37, 248, 447, 1m7;
modifier 187 8, 436 7

prologue 10 11, 32, 76, 88,1 130,11
48,1 8, 96-130,139 43, 764, Buo,
1203 1419

pronoun 84, 90 2, 14, 23, 33. 37, 34
65, 128, 131, 309, 495, 504, 662,
758, 871, 1021, 1047

props 38 o, 56, 46, B66 975, 956,
1317

prosody 97 101, 100

Protagoras 3

Polemy 11 70

punctuation, normal and rare
positions in trimeter 94 5, S03
15, 508, 5906, 612, 793



MDA 171

voaliaen, soabistie aee pratialisin

TN A7 TR T /ST LY
foe, 1441y

vechandainy e Tl ss

Vepaste g o weat M, g,

tedanive promimn o s lane

A0t 1

wibens o ol ppuand sty 1 anwe

altear i 1l o ane

1%y, b, w3y, copivab
b g st g, pend sl
withont by sl ol pton abte g
Mg anter oot paqee, s g kel

uabe, b4, 4

AR R T TR TR

sing guim ahes g ants oot g

tegor bl i s (opss gguilaroady 4y 4%,

A, g, vdber o, 1410 1y

N T T ) e T T A T T
e, 0, Uey e, 00, 942, 98, 4088,
"7”/ ‘1””: ’/”t 0L Y e, ,’7"
1t gl vy, t0aqs B pnagis, 11415,
M 7 VRN Y UTR Y SR Y ST |
it rgn b w8y, g, b,

Y, 118y 4

-~

teshtin g 5, 1ms g, 1np N, g,

Yoy e, 4y

L G I PRI R T U T R AP LR

Ao thh, bgey, Bids goe, 1y 4,

YA VIR

trsenye 10 s gt (day Hory, v g,
2/, ’:'/" Gt 5 N T gy Dty i,
108, 0oy, Py, A1 80, 4771, 00,
YA, Bl g 0y, 1, 1055 1,
10, 10y vp1, 1045, 1940 S, 10500,

s N A R A LT YR TR
405,000 Aq Fiag Ve, 00 A gy,
1ay 141%, 1420% 14

thesrt 73 K, 004, 81%, %1%, %00 1, %2,
VL P T N EE O VPR P71
1410 1451 1oy

Webomertisrts 1,5

Y AT R R T T 7
¢r0 4y $-ntord

R N R T R T P TN AT TR Y

T

“apopier geg

s ddva, wbiliast 1, ke, gu, 00,00,
RV LA YR SR R DY R N CE A LTS
288, e, gty ity 4y, 1igls,
171

ENLER T LTV

woalatinge aee nasto ab vnays

woropel goron sy el bine
N O A A ey

whootmpd vvaygrilun g1

0 N O R T U B O R A U Y
Wer, 100ty

A AT ) AT RO T
AAl Vsl g1y 0, 45 00 1Y,
18l

N W T T T R Y BT Y

VRTINS Y TR Y VI L

O R R T R L R VLT
/5

v’y
AT ATy

v ornalivg, v sual poabnuny, v sl

Y5, 40, 4/, 50, e a8,

sty W, 14, 1h 17, 84, 97,5, 14,
RN RPN LR VIR
Y LA V¥ hatr 1,144,
R T A ]

sloft o vosmdsns i g1gs, 004, 117 Y,
1045 8, 10005, 100 wln wtras 1ol il

shest 8 lgpo s 410y 147

Stethiati (Lsigpir g Coamin 8y 1ig, 105,

st inatioin 440

sibrae groppats Ao slingun 10, 14,
A

Bt1nas 1hia 74

St m/ie s 17

Srepphi v g1, 4127,

Font gy, 00,040, 1407

S AR IR P N LT 4

A, s e 1



428 INDEXES

Sophists 2, 446-626, 529, 576-8

Sophoeles, degeus 545 Antigone 34;
Electra 26, 63; Kolchides 47-8,
Ocdipus Coloneus 824-65, 832—4,
835, 836; Oedipus Tyrannus 32, 78,
64, 410-45, 663-823; Rhizotomoi
48; Trachiniae 8, 26, 36, 39, 41,
131, 627-44, 815

specifie applieation (after
generalization) 410-45, 432, 446-
7, 1081-1115

spoken metre 74-5, 81, 101—4, 246,
1251 @2

Staphylus 55

status, clite or heroic g, 16-20, 26—
8,31, 41-2, 44, 369, 11, 214=409,
230-51, 255, 263, 348-9, 592,
663-823, 663

Stesichorus 62, 71, 107, 410-45

stichic metre ro0-r1

stichomythia g7, 78, go-2, 85, 223,
324-51, 329, 446_626’ 606-7;
680, 693, 754, 1012, 1293-1419,
1312, 1361-78

storm imagery 35, 94, 106-8, 107,
258

Strattis 65

strophe 30, 75, 101, 108, 131-213,
1251-92, 1270~5

strophic composition see antistrophic
composition

suieide 21, 53, 37-45, 41, 96, 113,
144, 145, 151-2, 176-7, 7989,
799, 1270

supplementary participle 38, 74-5,
84, 190-1, 423, 548, 744, 1170

supplication, suppliant r0-11, 13,
28~-31, 46, 103, 65, 324-51, 324,
326, 339, 370, 497, 70910, 713,
720, 730, 812-13, 824-65, 846-8,
850, 942, 1402-3

Symplegades see Clashing Roeks

synapheia ro00, 105, 184—204, 1389—
1414

syneedoche 93, 1, 478—9

synizesis 83, 98, 649

syntax, ellipsis or suspension of
(between speakers) 78, g1-2, 8,
6ob-7, 680, 698, 1389-1414,
1397-8

technieal term 81, 109, 128, 157, 404,
581, 585, 663

Telemachus 24

Tereus 8, 1282

testimonia 73, 709, 1078

theatre, fifth-century form of 37-g,
922

Themis 28, 160, 169, 209, 1293-1419

Theoclymenus g-10

Theodorides 6y

Theophrastus see Aristotle

Theseid 53

Theseus 13, 53-6, 66, g—10, 663—
823, 683

Thetis 52, 3

Timomachus 69

Timotheus 77

tricolon, rising or aseending 94, 21,
267

trochaic tetrameter 74-5, 77-8, 101

Troczen 38, 56, 58, g~10

uncontracted (open) form 82, 84
understood words see cllipsis

vase-paintings 39, 41, 48, 53—¢, 66~
9, 674, 786, 832-4, 887

warfare, military activity &, 20, 36,
248-51, 938, 1025-7, 1051, 1056,
1117, 1242-6
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wealth and power, rejection of 123

wedding r¢-15, 21 2, 69, 509, 1025
7

whole and part, acc. objects
of 8; dat. of 9g2-3

witch see magic

Wolf, Christa 7o

women (condition, societal norms,
stercotypes) 9—11, 16-20, 22-3,
26-8, 15, 21-2, 30, 160, 228, 230
51, 230-1, 231, 232, 233, 236, 248-
51, 203, 315, 348-9, 384-5, 4089,
410-45, 413, 41920, 424, 438,
449, 499, 516-19, 573, 638-44,
823, 866-975, 889, 913, 928, 945,
1025-7, 1030, 1081-1115, 1081 9,
1087-8, 1143, 1250, 1291-2, 1396

word division in manuscript
tradition 71, 272

word order, chiastic g5, 303, 473
4; expressive juxtaposition g5, 76,
109, 475, 513, 8og 6; interlaced
95,362 3,391, 415 16, 473 4,
1236, scparation of words,
hyperbaton 9o, 95, 8, 342 3, 443
4, 1309

xenos, xenia ¢, 27, 20, 31 2, 215 24,
222, 663 823, 1415 19

Zeus 13, 24, 28, 32,148, 157, 169,
209, 230 1,439 40, 465 519,
516-19, 668, 764, 1258, 1292 1419,
1351~ 60, 1405 14, 1415 19

2 Greek words

aPpds 830

aypios 103-4

aibws 326, 348~9

&AA& 9o, 688, 912, 1051, 1067

&AA& yap 9o, 1085

GAAG ... YGp 90, 252, 1067, 1301,
1344

&AX ela 401, 820

GAMos, idiomatic appositional 296,
445-6, 750

&N olv 9o, 619

duabia 224

av 250-1, 368, 616, 781, 941

avaivopal 237

amépavros/amépaTos 212-13

dmpdypwv 217

dpa 90, 78, 703

dpa 9o

&tdp 9o, 8o

aUBabns, alBadia 77, 103-4

aUTds ‘by oneself” 483, 725-30

BéPnka 439, 722
PouleUw, PoUhevua 14, 393 7, 317,
372, 402, 449, 548, 5607, 583, 866

975, 1079
BouAfioouar 259, 726

yapéw active vs middle 262

Yép 89-91, 59, 8o, 122, 234, 329,
424, 465-6, 499, 573, 656 7, 670,
689, 803, 1067, 1107, 1312, 1370

yap &4 g1, 722

y&p olv 92, 533

ye 9o 2, 390, 88, 124, 105, 504, 512,
514, 588, 608, 698, 717, 945, 1056,
1277-8, 1361 78,1397 8

YéAws, YeAGaBat 20, 404

Ye uévror 91, 95, 534

Ye ... 00v 92, 504

youv g1, 1234

Bai 91, 339, 1012
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& &AA& g0, 942

& a0 300, 339

8¢ equiv. to y&p 717, 1055
8¢ ... ye 91,818

8eUTe 894, 1069

81 g1

8fiTa 91, 929, 1290, 1361-78
& olv 92, 306

Spaw 93, 293, 600, 693, 927

€ife 1

€ls Tis 381

&€k + gen., personal agent 1284
EKTITTTC 450

tpyddouan 293, 1353

"Epivuv, prosody of 1251—g2

Znvi, Zijva 169

i 91

fl Tou g2, 695, 1308
fouyla 217

fTot ... ye 91, 1296—7

Bupds 17, 396—7, 866—75, 1042, 1056,
1079, 1080

ftw 699-700, 798—9, 819

kai 42, 64, 75, 181, 269, 526, 588,
608, 677, 1358—9

kai ... ye g1, 608, 687, 944

xai 81 91, 386, 1065, 1107, 1118

kad pAv g1, 1361-79

kaipos 128; see also moderation

kaiTol gr

KaK@S Pppoveiv 250

k&Aws 278, 769—70

KAfis 212—13, 661

kUKAos (rhetorical term) 303

xupéw 265, 1109

Mgl 36, 566, 1112, 1362

paTaia 151—2

uév 89, 83, 192, 222, 300, 303, 413,
430-1, 529, 676, 725-30, 735-6,
880, 1087-8, 1316; solitarium 662

pév ... TE II, 125—7

pévTol 91, 703

uf vs o0 73, 88, 123, 239, 294, 593

unv 91

uf ol 1242-3

unyavaopal 14, 1079

udv g1, 567, 606, 733, 1009

wv g1, 105, 584

oila§ 523

oixopal 226, 439, 722

SAoAuy1) 1173

SA\bpevos 1253

oUBt/undé g1

ouv 9I-2, 259

oU pn, imperatival question 1150;
strong denial 728

oU ou 92, 695, 1308

TnddAa 528

TTVW 93

moléw 93, 66, 293, 9og

TOAUT pAYHOOUVT 217

pos adverbial 407, 704; + gen. for
personal agent 26, 498; in
supplication, verb omitted 65, 324

TPOCAVTNS 305

Tws 119

s &v, question equiv. to wish g7,
1734

é&s oy, elliptical question gz, 1376

oepvds 216
ouikpds vs uikpds 367



INDEXES 431

copds, codia 14, 393, 190, 295, 303,
320, 3845, 485, 522-75, 539—40,
583, 665, 675, 677, 827-8, 866—
975

codos Aeyev 580

Texvaopar 14, 402

Tibnw 93, 66, 494, 573, 915, 926
Ti Aé€ers 1310

Tip-, &Tig- 20, 20

T15 strengthening adj. 86, 520
T68 éxkelvo, TOUT Ekeivo 98

T €udv 346

TOl 92, 44, 344, 677, 1116
Tolydp 92, 458

ToAUdw 395, 1051, 1078

TPEpw 93

TUYyXQvw 265, 338, 608, 758, 1094~
6, 1124

TUpavvos, connotations of 119

Ud + gen. with abstract nouns 34

$apuaka 25, 35
¢Uven ‘prove to be’ 522

X&pts 29, 31, 36, 439—40, 492, 983—4
yuxn 110, 247

s with superlative go
QPerov 1





