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PREFACE

Since the late eighteenth century, 4ntigone has been one of the
most widely read, translated, performed, discussed, adapted,
and admired of all classical Greek texts. Sophokles’ play has
captured the imagination of writers as diverse as Friedrich
Holderlin, Jean Cocteau, Jean Anouilh, Berthold Brecht,
Rolf Hochhuth, Heinrich Béll, and Athol Fugard, and of
composers such as Felix Mendelssohn, Camille Saint-Saéns,
Arthur Honegger, Mikos Theodorakis, and Carl Orff; and it
has attracted the critical attention of philosophers and theo-
rists as influential as G. W. F. Hegel, Seren Kierkegaard,
Martin Heidegger, Georg Lukéacs, and Jacques Lacan. (On
these, and other aspects of the history of the play’s reception
and interpretation, see Steiner 1984.) With its challenging
exploration of conflicts between family and state, divine and
human law, male authority and female resistance, Anfigone
continues to strike responsive chords in all kinds of audiences
and readers, and to be assigned as a core text in courses, not
only on Greek drama, but also on political theory, gender
studies, and moral philosophy, in universities and colleges all
over the world.

It is all the more daunting a task, therefore, to produce a
new edition of the play, for its readers may be coming to it
with many different kinds of questions and expectations, and
with correspondingly different preferences as to the kinds of
help it should provide. Of course, my first responsibility is
to assist all readers — especially those less familiar with the
language and style of Sophoklean tragedy — in figuring out
how the Greek is put together, word by word and phrase by
phrase; and to this end I have done my best to provide the
necessary textual, lexical, grammatical, syntactical, and met-
rical assistance, and to supplement this with further refer-
ences to the standard commentaries and scholarly aids (esp.

vil
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LSJ, Smyth, Goodwin’s GM7, and Denniston’s GP; and for
metrical matters, Dale 1968 and West 1982. Given the nature
of this series, I have favoured works in English, where possi-
ble). But almost equally basic and indispensable to the com-
mentator’s job, I take it, is the explanation of stylistic, rhe-
torical, theatrical, and structural aspects of the play; and, at
the next level, the reader is also entitled to expect informa-
tion about the social, ethical, political, religious, and literary
context, and (as far as possible) the mental and psychological
make-up of its Athenian audience — by which point philology
has merged into hermeneutics, and the critical floodgates are
wide open.

In interpreting the play, I have tried to keep two un-
attainable yet desirable goals constantly in view: on the one
hand, to transport myself and my readers as completely as
possible into the mind-sets of the original audience in the
Theatre of Dionysos; and on the other, to explore the fullest
range of meanings that this text can yield to us now. As audi-
ences vary and change, so do meanings multiply and change
with them. A work as dense and complex as Sophokles’ Anii-
gone invites many different responses and critical judgements,
and I have tried to include a good number of the more fruit-
ful and significant of these — while also explaining why others
seem textually and contextually less legitimate or plausible.
Likewise, I have tried to cite a fair selection of the best mod-
ern scholarship on the play, both to indicate where critical
opinion diverges and to suggest helpful sites of more exten-
sive discussion. But of course this selection represents only a
tiny fraction of what is available (and still growing); and I
cannot pretend to have covered it adequately. I hope those
whose work I may seem to have neglected will forgive me; I
could not read, let alone cite, everything.

I am happy to acknowledge my debt to previous commen-
tators on the play, especially R. F. P. Brunck, L. Campbell,
G. Miiller, J. C. Kamerbeek, A. Brown, and above all R. C.
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Jebb; also to S. Radt for his editions of the fragments of Ai-
schylos and Sophokles (= 77GF vols. g and 4). I am fortunate
too, in establishing my text and apparatus criticus, to have been
able to draw on the expert work of A. C. Pearson, A. Dain,
A. Colonna, R. D. Dawe, and H. Lloyd-Jones & N. G. Wilson:
but I have preferred to print my own version rather than fol-
low any one of them exactly throughout.

The Introduction is intended to be accessible to Greekless
readers, as well as to those planning to sift and struggle
through the play in the original. After much agonizing, 1
abandoned my early resolve to keep this Introduction short
and to let the text and the Commentary speak for themselves,
line by line and scene by scene. Instead, I decided — rightly
or wrongly — that, given the enormous scholarly literature
on Antigone, and the vigorous debates that continue to rage
around it, it would be irresponsible of me to stand back and
refrain from larger-scale interpretive comment of my own. So
in §5 of the Introduction I engage with a number of different
approaches to the play, and try briefly to outline the chief
merits, shortcomings, and implications of each. Doubtless
some of these approaches will appeal more than others to any
particular reader; but I hope none turns out to be completely
unappealing and useless to all. In any case, this section of the
Introduction can easily be skipped (in part, or whole) by those
who want to concentrate on reading the play through with an
open mind.

It has taken me much longer than planned to complete this
edition. I am grateful to many colleagues, friends, and stu-
dents for help of various kinds along the way: especially to
my undergraduate students at Berkeley, to Ruby Blondell
(and her students at the University of Washington), Judith
Butler, Martin Cropp (and his students at Calgary), Michael
Ewans, Leslie Kurke, André Lardinois, Rodney Merrill, Seth
Schein (and his students at Davis), Deborah Steiner, and
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Victoria Wohl, for their corrections and constructive criti-
cisms; to Yasmin Syed, Paul Psoinos, and Susan Moore for
expert editorial assistance; to Pauline Hire, for her sure-
handed guidance throughout the process of publication, and
her tactful applications of spur and curb; to Alan Elliott for
getting me launched on the reading and interpretation of
Greck tragedy, almost forty years ago; and, as always, to the
wise and patient General Editors of this series, Pat Easterling
and Ted Kenney, to whose advice, I know, I should have paid
more constant attention. The faults that remain (including
diffuseness, vacillation, and a tendency to fall between several
critical stools at once — to say nothing of outright mistakes)
are my own: &4’ alTOYVwTOS Ao’ dpyd.
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A NOTE ON METRICAL SYMBOLS

AND ABBREVIATIONS

U, U, etc.

//

wR R

o

ba.
cr.
ia.
sp.

a long (heavy) syllable

a short (light) syllable

anceps (a position which may be occupied by a
syllable of either quantity)

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

a contraction (a long syllable taking the place of
two shorts)

brevis in longo (a short syllable treated as if long)
the upper symbol refers to the strophe, the lower
to the antistrophe

evidence of major pause (‘period end’)

—Uu—
—Uu-—uUu-—
~UU—uvuU-—uUuU-—
—u—

—U=—X—U-—

v — — (bacchiac metron)

—u — {(cretic metron)
X —u — (iambic metron)
— — (spondee)

choriambic dim(eter) xxxx—uu-—

For further discussion of terminology, see West 1982, especially

Pp. XI-xXii.

xii



INTRODUCTION

1. SOPHOKLES AND ATHENS

Sophokles was born ¢. 495 BCE, into a wealthy family from the Attic
deme of Kolonos.! In addition to being the most successful tragedian
of his time, he was active in public life (hellenotamias in 443—2; stratégos
in 441—40 with Perikles, and perhaps again later in the 420s with
Nikias; and proboulos during the emergencies of 412—11). There is also
a tradition that, when the cult of Asklepios was introduced into Ath-
ens in 420, S. provided an altar and home for the god in his own
house until an official public shrine could be built, thus earning
himself the posthumous cult title Ae§iwov (‘Receiver of the god’).?
Various other sources (not necessarily reliable) report that he was a
‘good-humoured’ man,® who travelled widely, had a strong bisexual
appetite, enjoyed the musical and erotic activities of the symposium,
and was on good terms with such intellectual luminaries as Ion of
Chios and Herodotos of Halikarnassos.

S.’s career as a playwright was long and prolific (over 120 plays),
stretching from his first production in 468 until at least 409 (P#.). He
died in 405 (a few months after Euripides), and OC was produced
posthumously in g4o1. Of the seven plays that survive entire, Pk and
OC are the only ones for which we have ‘didaskalic’ information fix-
ing their dates;* but there are good stylistic reasons for regarding
Ajax and Trachiniai as relatively early (between 468 and 435), and
Elektra as late (between 420 and 410). OT is commonly placed in the
420s, though the evidence is thin.® Ant. is assigned to 442 or 441 on

! For full testimonia to S.’s life and career, see Radt, TrGF vol. 1v, T1—107;
also M. R. Lefkowitz, Lives of the Greek poets (London 1981) 75-87, CHCL 1
764—5, Ehrenberg 1954, Buxton 1995: 3-5.

2 Et. Magn. 256.6 s.v. AeSiwv = TrGF vol. v, 169; cf. T67—73a. For a scep-
tical view of this tradition, see A. Connolly, 7HS 118 (1998) 1—21.

% Aristoph. Frogs 82 eUxolos.

* The Didaskaliai were lists of dates and titles of performances in the
annual dramatic competitions, first compiled by Aristotle, and subsequently
used by Alexandrian and later scholars.

* On the dating of these plays, see Lesky 1972: 187—91, Schwinge 1962, B.
M. W. Knox, A7P 78 (1956) 133—47, W-Ingram 1980: 341—3, and Easterling’s
Introd. to S. 7T7. (pp. 19—23).
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fairly solid grounds, for one of the three hypotheseis (‘summaries’, or
‘introductions’) contained in our MSS of the play states (Aypoth. 1.13—
14), ‘They say that S. was awarded the stratégia in Samos after his
success with the production of Antigone.” The Samian expedition took
place in 441-40;% and, whether or not S.’s election in fact owed any-
thing to the popularity of Ant., this explanation would hardly have
been advanced unless the play’s production was dated just a year or
two earlier. Such a date in any case squares well with several struc-
tural and stylistic features of the play,” and with the additional
statement (hypoth. 1.15) that Ant. ‘is counted gend’ (i.e., fairly early)
among S.’s 120 plays.

Athens in the late 440s was a city of unprecedented prosperity,
power, and innovation, both political and intellectual. The demo-
cratic system, first introduced in 508, and progressively modified
during the subsequent decades, was by now firmly entrenched: sov-
ereign authority lay with the popular Assembly and lawcourts, and
public offices were rotated annually by election and/or lottery. Al-
though aristocrats continued to dominate the political arena, with
the ‘best’ men (i.e. the wealthy and well-born) leading armies and
fleets on campaigns, proposing and arguing policies in the Assembly,
and holding the key elective offices — above all, in the person of
Perikles the Alkmaionid, who had begun his long period of ascen-
dancy that was to continue until his death in 429 — none the less the
prevailing ideology, as reflected in the language, attitudes, and as-
sumptions of public debate, was by now vehemently democratic,
emphasizing loyalty to the laws of the polis rather than selfish family
ambitions, the freedom of all citizens to vote and speak their minds,
and the accountability of all public officials for their actions and
decisions.® ‘Noble’ families or individuals often found their own

6 It may not have been concluded until a couple of years later: see R. G.
Lewis, GRBS 29 (1988) 35—50 (arguing for 438 as the date of Ant.).

7 In particular, the technique of g-actor dialogue (376—581), more inte-
grated and ‘advanced’ than that of 4j. or 77., but less so than OT 512—648,
1110-85, and El, Ph. 865—1080, and OC (Schwinge 1962: 735, 79—93, K.
Listmann, Die Technik des Dreigespréiichs in der gr. Tragidie, diss. Giessen 1910);
also the absence of astrophic choral lyric (found only in 8.’s late plays), and
the absence of antilabé (splitting of ia. trimeters between two speakers, com-
mon in S.’s later plays, less so in 4j. and 77.). See n. 5 above, n. 48 below.

8 Sinclair 1988, Hansen 1991, Ober 1989: 293—339; cf. 162—210, 63980,
1326—53nn.
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interests, alliances, and foreign connections running counter to the
policies of the democratic state; and popular attitudes towards them
tended to combine admiration with resentment, gratitude with sus-
picion.® In the midst of this continuing struggle between the different
segments and interests within the population, the possibility of stasus,
in the form of an oligarchic counter-revolution, or even of a tyrant’s
coup, was never far from people’s minds or politicians’ tongues.'®
The same political leader who was hailed one week as defender of
the people and saviour of the city, might the next be hounded into
disgrace or exile as a would-be tyrant or traitor (cf. 370 Uyitohis,
&mois, 1155—71). Thus the gulf that is unfailingly maintained on the
tragic stage, between the noble families whose disastrous story is be-
ing enacted, and the sundry messengers, guards, attendants, and
choruses who observe and respond to them, reflects, not only the
imaginary and long-superseded conditions of heroic bronze-age
myth, but also (in exaggerated and distorted form) the social realities
of contemporary Athens.!!

Tensions of other kinds too permeated Athenian culture, in this
period of rapid change and unprecedented diversity. Within one and
the same community could be found, on the one hand, a small but
prominent number of well-educated — and often sceptical and un-
conventional — teachers, performers, artists, and writers (ethno-
graphers, scientists, historians, sophists, playwrights) who were rais-
ing questions about the gods, the cosmos, the origins of civilization
and morality, and the nature and purpose of myth and fiction;'? on
the other, thousands (esp. the rural poor, who still probably com-
prised a majority of the Athenian population) who adhered staunchly
to traditional religious belief and cult practice, continued to take
Homer, Hesiod and the old myths pretty much at face value, and

® Sinclair 1988: 14—23, 188—96, Ober 1989: 192—247, 279—92, Maitland
1992, G. Herman, Ritualized friendship and the Greek city (Cambridge 1987).

¢ Cf. 295—303, 670—1nn., Knox 1957: 53—106. The Athenian campaign
against Samos on which S. served as stratggos was in fact an operation
designed to restore democratic, pro-Athenian rule in that island, after an
attempted secession by oligarchs on the island.

't See further Vernant & Vidal-Naquet 1981: 29—48, 237—47, Rohdich
1980, Easterling 1984, Seaford 1994, Griffith 1995; and below, pp. 54-8.

'2 Knox 1957: 107-58, Long 1968: 7—9, Guthrie 1971: 14—26, 55-134, G. B.
Kerferd, The sophistic movement (Cambridge 1981), Goldhill 1986: 222—43, Rose
1992: 266—78.
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vicwed with intense suspicion or contempt those new-fangled intel-
lectual currents.

This was the context, then, in which the annual dramatic com-
petitions took place in the Theatre of Dionysos. The festival of
which they formed a part lasted several days,'® and was attended by
hundreds of non-Athenian visitors in addition to thousands of resi-
dents of Attika itself. They were treated to spectacular processions
and displays of Athenian wealth and power, as well as to the numer-
ous dithyrambs, tragedies, satyr-plays, and comedies. The expenses
of each production were borne by an individual ckorggos (one of the
wealthier citizens, to whom the city assigned such lturgies as a kind
of taxation).'* Both playwright and c/orggos stood to win considerable
prestige from a victory in the dramatic competition, which repre-
sented the cultural pinnacle of the Athenian year.

The plays were thus both public ceremonies organized by the city
for the benefit of the population at large, and performances
designed by members of the city’s elite to win themselves individual
distinction through the demonstration of liberality, taste and skill.
Given such a range of purposes and festival spirits, we may imagine
that S. could count on his audience’s coming to the political, moral,
and religious issues that are raised in his play from a wide range of
prior assumptions, beliefs, and expectations.

2. THE STORY OF ANTIGONE

The Theban saga of the Labdakids, of Laios and Iokaste, Oidipous
and his sons, the Seven against Thebes, and the Sons of the Seven
(Epigonot), was one of the best known and most frequently handled of
all in Greek literary and iconographic tradition." Although, like any

1% For a full account of the proceedings see Pickard-Cambridge 1988: 57—
101, Goldhill 1990, Csapo & Slater 1995: 103—21, 139—65.

* By the fourth century, the three actors were paid by the city; but it is
possible that in the mid-fifth century the chorégos paid them; see Pickard-
Cambridge 1988: 87—qgo, 93-6.

» E. Bethe, Thebanische Heldenlieder (Leipzig 1891), Robert 1915, A. L.
Edmunds, HSCP 85 (1981) 221-38, H. Petersmann, WS 12 (1978) 67—96, Mas-
tronarde 1994: 1730, LIMC s.vv. ‘Eteokles’; ‘Ismene’, ‘Kapaneus’, ‘Ocdipus’,
‘Septem’, Zimmermann 1993.
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myth, it was known in countless different, often contradictory, ver-
sions, it is possible to sketch at least the broad outlines of the story
presupposed by S. as being already familiar to his Athenian audience.

Oidipous unknowingly kills his father, Laios (son of Labdakos),
and marries his mother, Iokaste (daughter of Menoikeus and sister
of Kreon).' Upon discovery of the truth, Iokaste commits suicide;!’
Oidipous blinds himself, and eventually dies too, after either wan-
dering in exile, or moping around Thebes for several years.'® At
some point, Oidipous curses his two sons, Eteokles and Polyneikes,
who end up quarrelling over the kingdom. Their attempt at a com-
promise is soon violated by one or both of them:' Pol., who has
married Argeia, daughter of the Argive king Adrastos, then leads an
Argive army against Thebes, to claim the throne for himself. In a
battle at the seven gates, Eteokles’ Thebans defeat Pol. and his six
Argive champions (including the impious Kapaneus, cf. 110-16, 127—
ggnn.); and the two brothers kill each other, in accordance with their
father’s curse. A young son of Kreon also dies before or during the
battle, as a kind of sacrificial victim guaranteeing safety to Thebes.*
In the next phase (the point at which S.’s Antigone begins), with Laios’

16 In epic, Oidipous’ mother’s name is given as Epikaste, or Euryganeia, or
Euryanassa. In Ant. she is not named; cf. 53—4, 911.

7 Not so in E. Pho., perhaps a Euripidean innovation: see Mastronarde
1994: 256 (and cf. 53—4n.).

® From Ant. 49—54, 900—3, we get the impression that he died in Thebes
(cf. 53—4n.). The motif of Oidipous’ self-blinding (dnt. 51—2) is first found at
A. Th. 782—5 (though the reading is disputed); but it was probably older
(Mastronarde 1994: 22—3).

' In E. Pho., the arrangement was that the brothers would alternate as
ruler of Thebes; but in an earlier version Eteokles was to rule while Pol. took
most of the ancestral possessions (including the necklace of Harmonia, cf.
rgon.) and went to live in Argos (cf. Mastronarde 1994: 26—8). Blamec for the
breakdown of the agreement is variously assigned: in Ant., Kreon blames Pol.
for attacking Thebes (198-202, 280-9, 514—20), and he is not contradicted
(cf. 1111.).

2 The son’s name varies: either Menoikeus or Megareus (cf. 1302—3n., E.
Pho. 9g30—1018, and Mastronarde 1994: 28—-30). For Haimon’s role in the epic
Oidipodeia, see below p. 9. Kreon, a descendant of one of the original ‘Sown
Men’ (ZmapToi) of Thebes, is normally represented in tragedy as Iokaste’s
brother; it is not known what role he may have had in earlier versions. (His
name means ‘Ruler’.)



6 INTRODUCTION

direct male heirs all dead, Kreon takes over as ruler of Thebes. He
at first refuses to allow Adrastos and the Argives to recover their
dead for burial, but is eventually persuaded or compelled (in most
versions, through the intervention of Theseus and an Athenian
army) to back down and hand them over.?! If the story is continued
further, the Sons of the Seven (Epigonor) eventually return to capture
Thebes and destroy the city.

Of the pre-Sophoklean literary versions of this saga, the most in-
fluential were the epic cycle of Thebais, Oidipodeia, and Epigonot,
ascribed to ‘Homer’ or ‘Arktinos’, and rivalling the Trojan cycle in
popularity. But various segments of the saga were treated by many
other poets too, whose work survives to us only in fragments (as in
the cases of Hesiod, Stesichoros, and Ion), or not at all,*> and in due
course numerous fifth-century tragedies were also based on this ma-
terial. Of these, two celebrated tetralogies by Aischylos, the first
(from ¢. 475 BGE?) containing Nemea, Argeioi, Eleusiniot, and Epigono:.*®
the second (from 467) Laios, Oidipous, Seven against Thebes, and (satyric)
Sphinx, certainly loomed large in the awareness of S. and his Athe-
nian audience.?* It is uncertain whether A. on either occasion pre-
sented a version specifically involving denial of burial to Polyneikes:
probably not.? It is true that, in the case of The Seven against Thebes,

2t In A. Eleusinioi, Theseus and Adrastos persuade Kreon to grant burial
(TrGF 11 175 = Plutarch, Theseus 29.4); but according to E. Suppliants, Lysias’
Funeral Oration, Isokrates’ Panegyrikos, etc., the Athenians defeat Kreon and
the Thebans in battle (a popular fepos of Athenian jingoism; cf. T. C.
Burgess, Epideictic hiterature (Chicago 1902) 146-50). It is not known if the
burial motif occurred in texts carlier than the fifth century; sce Zimmermann
1993: 5977

22 The scanty remains of the epic Thebais can be found in A. Bernabé, ed.,
Poetae epici Graeci 1 (Leipzig 1988) 17—-32 and M. Davies, Epicorum Graecorum
JSragmenta (Gottingen 1988) 21—-7. Other important pretragic texts: Hesiod frs.
192—3 M~W; Stesichoros PLille 76a—c = M. Davies, PMGF 222(b}; Pindar, O.
2.21ff., V. 9.18-19, O. 6.15M1., Ion, PMG 740 (see p. 10 below). For visual rep-
resentations, see Robert 1915, LIMC (above, n. 15).

* The order and content of these four plays are far from certain; see S.
Radt in 7rGF m s.v., Zimmermann 1993: 81—y, T. Gantz, A7P 101 (1980)
158-9.

2t H. C. Baldry, G&R 3 (1956) 24-37, Else 1976, Davidson 1983.

2 A verse quoted by Didymos from the FEleusinioi refers to a singular
‘corpse’ (Ir. 53a Radt vékus, cf. 409—12n.); if this refers to Pol., and if we fol-
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our MSS contain a final scene in which a herald announces over the
corpses of the two brothers that ‘the Councillors of the people’ (1006
dnuou wpoPoUdols) have forbidden burial for Pol.; whereupon
‘Antigone’ asserts that she will disobey the edict and bury him, and
the play ends with the Chorus of Theban women dividing into two
groups, one going off to lament Eteokles, the other to join Ant. in
burying Pol. However, most modern scholars have concluded that
this scene was not composed by A. at all, but added onto his play
after S.’s Ant. was already established as the classic treatment.?® It is
probable that the announcement of the arriving characters ‘Anti-
gone’ and ‘Ismene’ at A. Th. 861—74 is likewise an interpolation, and
that neither sister appeared in A.’s original play.? In that case, like
E. Pho. (and E.’s lost Antigone),?® and like S.’s own OT and OC (and
lost Epigonoi and Eriphyle),* this scene is of interest for us here only
as evidence for the ‘reception’ of our play, not for pre-Sophoklean
treatments of the myth.

Even apart from this final scene, however, Seven against Thebes
clearly exercised a strong influence on S.,* esp. in the representation
of the Argive attack (100—61), of the catastrophes piling up over the
family of Laios (49-57, 582—625, 857—71), and of the divine anger
that may lie behind them. Yet we should beware of dwelling too

low M. Schmidt in reading Argeia (= Pol.’s wife, daughter of Adrastos) rather
than Argeioi or Argeiai as the title of the accompanying play, then his career
throughout the trilogy appears rather prominent. But there is not much to
go on here, and the rest of our evidence for the play focuses on the col-
lective Argive dead, as in E. Suppliants (cf. 1080—3n.); cf. Zimmermann 1993:
81—7.

% On the authenticity of this scene, see (pro) H. Lloyd-Jones, CQ 9 (1959)
8o-115, P. S. Mellon, The ending of A.’s Seven (Ann Arbor 1974), and (contra) E.
Fraenkel, MH 21 (1964) 58—64, R. D. Dawe, CQ 17 (1967) 16—28; further refs.
in Zimmermann 1993: 99—III.

¥ The lines assigned to them in the kommos (961—74) could be sung by a
divided chorus. There is no mention elsewhere in the play of any sisters.

% Zimmermann 1993: 161-88; the play was probably composed late in E.’s
career.

2 TrGF m1 F185—9o, F20o1a—h.

% Else 1976, Davidson 1983, Garner 19g90: 8o—1. We know from other
sources that Seven was one of Aisch.’s most popular and influential plays in
the fifth century (Ar. Frogs 1021, A. Wartelle, Histoire du texte d’Eschyle dans
Uantiquité (Paris 1971) 71-6).
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insistently on possible allusions to those few texts that happen to
survive to us, when so much else is lost that may have been equally
familiar and significant.®

In any case, in composing Ant. S. appears to have made substan-
tial innovations of his own to both action and characters, to the
point that in some respects the myth is virtually reinvented: (i) the
issue of the Argive dead is suppressed,® with the focus shifting in-
stead onto the burial of Pol. and (ii) the condemnation and suicide
of Ant.; (i1) Kreon’s son is betrothed to Ant.; (iv) Kreon’s wife is
introduced into the story; (v) Ismene is made into a significant factor,
as companion and foil to Ant.; (vi) the gods are assigned a crucial
and distinctive role. Each of these innovations brings with it signifi-
cant dramatic consequences.

(1) Instead of a dispute between Thebes and Athens (and/or
Argos) over the return of enemy soldiers’ bodies, the conflict be-
tween Kreon and Ant. over the proper treatment of Pol.’s corpse is
internal to Thebes, and to the royal family (since Kreon is Pol.’s un-
cle). Thus another chapter is added to the miseries of this blighted
house, and the rights and wrongs of Kreon’s conduct become much
muddier (see below, pp. 28—34).

(i1) The main opponent of Kreon’s edict is now Pol.’s sister (who is
thus structurally equivalent to Adrastos and/or Theseus in the tradi-
tional myth). So, while the final outcome (Kreon’s humiliation) re-
mains the same, the dynamics of the confrontation are transformed,
as he is challenged, not by a warrior-king backed by an army, but by
his own young nicce, then his son, and finally a blind prophet. Gen-
der, youthful desire, parental authority, and the mysterious will of
hidden gods are thus made into key issues, while the lonely immure-

31 So, for example, the version of Pherekydes of Athens (FGrHust 111 rgs,
probably a generation earlier than S.’s Ant.), has a very different story-line:
the two incestuous sons of O. and Iokaste (here named Phrastor and Laony-
tos) are killed; only later does O. marry Euryganecia, who bears Ant., Ismene,
Pol., and Eteokles; Ismene is killed by Tydeus ‘at a fountain’ (and presumably
the sons kill one another too, along with the Seven); then O. takes a third
wife, Astymedousa. See further Zimmermann 1993: 89—96, and p. 10 below
for the version of Ion of Chios.

2 It may perhaps surface briefly at Ant. 1080—3 (see n., and cf. g—10n.).
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ment and death of Ant. add further layers of pathos and lead di-
rectly to Kreon’s personal ruin.

(iii) In the epic Oidipodeia, Haimon, who is described as k&GAMoTOV
Te kai ipepotoTatov EAAwv | Taida ¢idov Kpeiovtos &puovos
(‘iner and lovelier than all others, the dear son of noble Kreon’)
becomes a victim of the Sphinx at an early stage in the story (fr. 2 =
schol. E. Pho. 1760, cf. Apollod. 3.5.8), and Kreon’s other son dies
during the battle against the Seven Argives (cf. 1302—3n.). In S. An¢.,
we do not hear about any children of Kreon until shortly before
Haimon’s arrival, when Ismene mentions his impending marriage to
Ant. (568);* then he is greeted as the ‘youngest’ and ‘last’ of Kreon’s
children (626; cf. 1302—3n.), and he provides the crucial link between
the fates of Ant. and Kreon, for it is his passionate rage and suicide
that deal his father the most crushing blow of all.

(iv) Kreon’s wife, Eurydike, like his son, is not mentioned until it is
time for her to appear on stage (1180—1256n.), and she has probably
been invented for this play. Her role is entirely that of victim, as she
arrives only to learn of her son’s death, and immediately departs to
commit suicide herself, thus capping Kreon’s series of calamities.

(v) In the extant remains of the Theban epics, small interest seems
to be shown in Oidipous’ daughters;** and although an ‘Ismene’
shows up occasionally in various versions of the saga before Ant.
(sometimes in contexts quite unconnected to Oidipous’ family),?

* Perhaps the tradition of Ismene’s fatal love affair (below, n. 35) sug-
gested this theme to S. In E. Pho., this new tradition of betrothal between
Ant. and Haimon is maintained (Pho. 757—60, 944—6), and a younger brother,
Menoikeus, is added who can die for Thebes (Mastronarde 1994: 28—g). In
E.’s (lost) Antigone, Haimon and Ant. marry and even have a son of their own,
Maion (hppoth. S. Ant. 1.6--8).

3 Zimmermann 1993: 59—68.

* The name proclaims her indigenous significance: in addition to the River
Ismenos (104n.), Thebes boasted a hill, a village, and a cult title of Apollo of
this name. Sce E. Bethe, RE 1x 2 (1916) 2135-6 s.2. ‘Ismene’, Zimmermann
1993: 68—70, L. Krauskopf, LIMC v 1 (1990) 796—9. (It is possible that a rough
breathing, ‘lop-, was preferred in fifth-century Attic: see Mastronarde 1994
on E. Pho. 101.) According to the seventh-century elegist Mimnermos (fr. 21
West), ‘Ismene was intimate (TpocopidoUoav) with Theoklymenos, and was
killed by [the Argive champion] Tydeus on the command of Athena.’



10 INTRODUCTION

there are only minimal traces of ‘Antigone’.** One possible prece-
dent to S.’s version of the two devoted sisters may have existed in a
dithyramb by Ion of Chios (a contemporary and friend of S.), in
which ‘both Ismene and Ant. were burnt to death in the temple of
Hera, by Eteokles’ son Laomadas’ (presumably because the sisters
had shown support for Pol.?).?” But the inclusion of this timid and
‘normal’ sister to serve as a foil to the abnormally bold and intransi-
gent heroine ~ and to some degree as a channel for the audience’s
own responses (61—2, g8—g, 526—81nn.) — is likely to have been S.’s
own idea.

(vi) Distinctively Sophoklean too, and obviously crucial, is the part
played by the gods, an aspect of the drama in which any playwright
usually enjoys much latitude. In S.’s play, the theme of divine anger
at the refusal of burial to Pol. and at the unnatural ‘burying’ alive of
Ant., looms insistently throughout the final scenes, esp. in the words
of Teiresias; and, given the prophet’s enormous authority and the
‘objective’ evidence of the failed sacrifices and polluted altars (9g99—
1022, 1080—6), together with the repeated references to the gods’
concern by Ant, and the Chorus earlier in the play (77, 450—70, 519—
21, 542, 838—70, 891—4, 921-8; 278—9g, 36875, 582-625), we must
regard this divine intervention as a dramatic ‘fact’, i.e. as an integral
part of the causal chain leading to the denouement.?®

% Ant.’s function in OC as guide to the blind Oidipous in his wandering
exile may or may not have had an Archaic precedent; cf. Zimmermann 1993:
190, 196—7. Pausanias (second century ce) mentions a local Theban legend in
which Ant. dragged the body of Pol. and placed it on the funeral pyre of
Eteokles (9.25.2, cf. 9.18.8); but this, like Apollodoros’ account (g.7.1) that
‘Ant. secretly stole the corpse of Pol. and buried it; and after being caught by
Kreon, she was buried alive in the grave’, is probably derived from S.’s play
(though Petersmann argues that these reflect pre-Sophoklean traditions).
Ant.’s name, but nothing more, is found in Pherekydes (see above, n. 31). As a
name, ‘AvTtyévn (‘In return for birth’, or ‘Instead of a parent’ or ‘Instead of
procreation’?) is rare (though the masculine "AvTiyovos becomes popular in
the Hellenistic period): it was presumably invented to fit her mythical role.

3 Salloustios, quoted in Aypoth. 2.2—4 (= Ion, PMG 740). Perhaps Kreon’s
tendency in Ant. to treat the sisters as a like-minded pair may reflect this, or
an earlier, tradition (488—gn., Zimmermann 1993: 94—5, 118).

¢ That is not to say that every account of the gods’ attitude or Zeus’s law
(e.g. Ant.’s at 450—70, or Kreon’s at 282—9, 514—22, or the Chorus’ at 278—q,
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There are of course many other areas in which S. must have fol-
lowed his own creative imagination in shaping the ‘plot’ (uU8os) or
‘action’ (wp&gis) or ‘arrangement of the events’ (oUoTaols TGV
TpayuaTwy),* without having to concern himself unduly with pre-
vious versions. The inclusion of Teiresias (who is almost a fixture in
the Theban saga), and of such minor characters as a Guard, and a
Messenger,* is in some respects highly conventional; yet in each case
S. has made distinctive and effective use of them (223—331, 31531,
327—31, 988—1114, 1064—90, 1192—1243nN.).

An especially crucial choice for the playwright, in determining
mood, dynamics, and point(s) of view, is that of the identity and
character of the Chorus.*! In this case, by making them elderly The-
ban citizens, who are by gender, age, status, and experience much
closer to Kreon than to Ant., S. has isolated his heroine to an un-
usual degree,*? and has also provided a subtly distorting filter or lens
for the audience’s reception of the stage action. For, while the Eld-
ers to some degree resemble the majority of the theatre audience
(adult male citizens, watching the action unfold ...), and their
attempts to explore and explain the action soar at times to dazzling
sublimity of lyric description and speculation, none the less, as the
play proceeds, we quickly come to recognize the limitations and
misapprehensions in their vision and understanding (211-14, 278—9,
332-75, 582—625nn.). The uncertainties and indeterminacy that this
realization brings are, it can be said, essential components in the
‘story’ as S. presents it, and will keep us thinking and wondering

594—614) is guaranteed as being perfectly ‘correct’ and identical to the view
that S. holds or wishes us to hold. See further pp. 46—8 below. (On the ques-
tion, whether the gods should be thought to have performed, or assisted at,
the “first burial’ of Pol., see 278—gn.)

% For Aristotle’s use of these terms in the Poetics, and their relation to
modern narratological theories of ‘plot,” see E. Downing, €4 3 (1984) 164—78.

* Our MSS present us with two different Messengers; but only one is
required (1278-1316n.).

* On S.’s choruses in general, see Kirkwood 1958: 181—214, Burton 1980,
Gardiner 1987, Scott 1996: 1—7, 27—30; on A4nt. in particular, see esp. Coleman
1972, Segal 1964 and 1981: 1527, 197—200, W-Ingram 1980: 91—116, Ditmars
1992.

#2 In the other six extant plays of S., the chorus is of the same gender as
the main suffering hero(ine); the same is usually true in E.
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throughout about what to believe and what to doubt, where to place
our sympathies, what to expect next, and how to explain it after it
happens. And, since the Chorus’ role becomes increasingly promi-
nent, and even decisive, in the final scenes, our assessment of their
character and capabilities proves to be crucial to the overall inter-
pretation of the play.*

3. STRUCTURE, DRAMATIC TECHNIQUE, STYLE

The basic structure of a Greek tragedy is one of actors’ dialogue
scenes alternating with choral songs.** (Our extant tragedies nor-
mally contain four or five full-scale choral songs; Anf. has six.) Within
this simple overall structure, many variations are possible, so that no
two tragedies follow exactly the same pattern. So, for example, the
choral songs can vary greatly in number of responding (‘strophic’)
pairs* and in metrical (= also choreographical) character. Likewise,

* See 1091-1114, 1257-1353, 1326—59nn., and below, pp. 55-8. Yet some
critics have argued that the Chorus of Ant. is largely irrelevant to the inter-
pretation of the play; e.g., B. Alexanderson, Eranos 66 (1966) 85—105, Vickers
1974, Heath 1987.

* For discussion of this basic structure, see K. Aichele, in Jens 1971: 48—
58, Taplin 1977: 49—60. However, a more technical terminology has long
been conventional (based largely on Aristotle, Poelics ch. 12): prologos = the
part of the play preceding the entry of the chorus, usually two scenes (some-
times three, rarely one, as Ant. 1—99); parodos = ‘entrance-song’ of the chorus;
stastmon = strophic choral song other than the parodos; epeisodion (‘episode’) =
the part between one choral song and the next; exodos = the scene(s) following
the last stasimon. For those who prefer these terms, 1 have included them
along with the ‘Scene/Song’ headings. During the fourth century the struc-
ture of five Acts (uépm, ‘parts’) divided by four choral interludes became
standard, whence it persisted (via Horace, Art of Poetry 189—90) into Senecan,
Elizabethan and Neo-Classical drama.

* In employing a series of such strophic pairs, with changing metrical
components (aa bb cc, etc.), rather than repeated ‘triadic’ structure (aab, aab

..) or recurrent stanzas of the same type (aaa ...), the choral lyrics of Attic
drama are distinctively different from all other Greek choral poetry (as they
are also in admitting only the faintest tinge of Doric dialect, i.c. in the spo-
radic use of « for n). Triadic structure is occasionally employed in tragedy, as
the final element in a series of antistrophic stanzas: so Ant. 8o1-82 (876-
82 = epode, see n. on Metre). In the later fifth century, astrophic choral lyrics
become increasingly common (esp. in E.); but there are none in Ant.



3. STRUCTURE, DRAMATIC TECHNIQUE, STYLE 13

dialogue scenes usually switch back and forth between rhésis
(extended speech by individual actors, e.g. Ant. 162—210; or pairs of
actors in an agon, as at 450—96, 639—723), stichomythia (line-for-line
conversation, or occasionally two-line distichomythia, as at 78-87,
536—47), and irregular, less stylized, dialogue between two or three
speakers (e.g. 237-48, 441—9, 758—80, 1091-1114).* Thus, even with-
in the highly economical and stylized formal conventions, the pace
and dynamics can be subtly and powerfully modulated.+’

Although lyric is primarily the province of the Chorus, spoken
iambic trimeters that of the actors, there are many opportunities for
cross-over,* even apart from the convention whereby the koryphaios
(‘head-man’ of the Chorus) regularly speaks trimeters in dialogue
scenes with actors. As a bridge between full lyric and full iambic dia-
logue, and also to announce the arrival or departure of individual
characters, recitative anapaests from the chorus (probably chanted,
not sung) are regularly employed (155-62, 376—83, 526—30, 626—30,
1257—60nn.);* and at g39—43 a short dialogue in anapaests occurs,
as the action, which has been ‘frozen’ during Ant.’s final rhesis (891—
928n.), picks up speed again and Ant. is led off for execution (g29—
43n.). Two of the emotional highpoints of the play occur in passages
of lyric amotbaion (‘exchange’) between actor and Chorus: the first is
Ant.’s wrenching kommos (quasi-ritual lament) at 801~82, with the
Chorus at first responding to her lyric complaints with anapaests
(802-38), then, as their distress increases, joining in with their own
lyrics (853—5 = 872-5n.; cf. A. Ag. 1072—1177, 1406~1576; E. Hipp.

¢ All the dialogue in Ant. takes place in iambic trimeters; no use is made of
trochaic tetrameters, which S. (like E.) employs more in his later plays.

#7 It is disappointing therefore to find these dynamics frequently ignored in
translations and stage productions of Greek tragedy, with the whole script
reduced to a formless monotone.

* This is increasingly so as the fifth century proceeds. Ant. however does
not contain any short exclamatory lyrics from an actor, or extended monody,
as do (e.g.) El., Ph., and OC; an indication of relatively early date (see n. 7,
above).

* For an analysis of the contexts and functions for which anapaests are
used in tragedy, see S. G. Brown, in J. H. D’Arms & J. W. Eadie, eds., Ancient
and modern: essays . .. G. F. Else (Ann Arbor 1977) 45—77, who points out that no
other play employs anapaests quite so regularly as 4ni. to announce the
arrival of characters; see too Scott 1996: 34—5.
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811—884); the second is Kreon’s kommos (1261-1346), in which the
Chorus continue to use iambic trimeters throughout, in a calmer
counterpoint to his lyric laments.

Analysed in these purely formal terms, the basic structure of Aat.
is as follows:

Opening Scene (prologos) 1~99
dialogue-scene, Ant. & Ismene.
First Choral Song ( parodos) 100—61 (&xTis &eAiov .. .)
two antistrophic pairs of stanzas, alternating with anapaests.
Second Scene (First epeisodion) 162—331
(i) dialogue: Kreon & Chorus (162—222 (inc. rhésis 162—210));
(ii) dialogue: Guard & Krcon (223-331 (inc. messenger-rhesis,
249-77))-
Second Choral Song (First stasimon) 332-75 (ToAA& T&
Sevd .. .)
two antistrophic pairs of stanzas.
Third Scene (Second epeisodion) 376—581
(i) dialogue: Guard, Kreon, Ant. (376—445 (inc. messenger-rkésis,
407-40));
(ii) dialogue: Kreon & Ant. (446—525 (agin 450—96; stichomythia,
508-25));
(iii) Choral anapaests, announcing Ismene’s arrival (526—30);
(iv) dialogue: Ismene, Ant., Kreon (53181 (stichomythia 537-
76))-
Third Choral Song (Second stasimon) 582-625 (s08aipoves
0lo1 KaKGV .. .)
two antistrophic pairs of stanzas.
Fourth Scene (Third epeisodion) 626—780
(i) Choral anapaests, announcing Haimon’s arrival (626—30);
(i) dialogue: Kreon, Haimon, Chorus (agin 639—723; stichomythia
726-57)-
Fourth Choral Song (Third stasimon) 781-8or ("Epws
&vikaTe pdyav .. .)
one antistrophic pair of stanzas.
Fifth Scene (Fourth epeisodion) 802—-943
(1) Choral anapaests, announcing Ant.’s entrance (802—5);
(11) amoibaton-kommos: Ant. & Chorus (806-82)
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{(Ant. = two antistr. pairs + epode; choral responses = first
anap., then lyrics)
(iii) dialogue: Kreon & Ant. (883—928);
(iv) anapaestic dialogue: Chorus, Kreon, Ant. (929—43).
Fifth Choral Song (Fourth stasimon) 944-87 (ETAx xai
Aavéas ...
two antistrophic pairs of stanzas.
Sixth Scene (Fifth epeisodion) 988-1114
(i) dialogue: Teiresias & Kreon (988—1090 (agon, stichomythia,
rhesis));
(ii) dialogue: Kreon & Chorus (1091—1114).
Sixth Choral Song (Fifth stasimon) 1115-54 (ToAuwvuue,
Kodpeias &yaipe .. .)
two antistrophic pairs of stanzas.
Seventh & Final Scene (exodos) 1155-1353
(i) dialogue: Messenger & Chorus (1155-1256; & Eurydike
1183—91)
(messenger-rhesis 1192—1243)
(ii) Choral anapaests, announcing Kreon’s entrance (1257—-60);
(iii) amoibaton-kommos: Kreon, Chorus, Messenger (1260—1353);
(iv) Chorus’ anapaestic processional (1347—53).

It may sometimes be helpful to think of Attic drama, like Homeric
epic, as being composed out of ‘type scenes,” whose ‘grammar’ and
dynamics demand proper recognition and appreciation by an expe-
rienced audience. The formalities of greeting and silence, arrival
and departure, question and answer, insult and threat, would be
second nature to both playwright and audience; and the technical
artistry of each messenger-narrative and argument-stichomythia,
each imagistic choral song and confrontational agon, is a significant
component of the sum of dramatic effects upon which the play’s
success depends.®® That is to say, this play, like all of S.’s, owes as

** See in particular J. Duchemin, L’agon dans la tragédie grecque (Paris 1945),
Jens 1971, J. Keller, Struktur und dramatische Funktion des Botenberichtes bei Aischylos
und Sophokles (diss. Tiibingen 1959), L. Di Gregorio, Le scene d’annuncio nella
tragedia greca (Milan 1967), Taplin 1977, Hamilton 1978, Mastronarde 1979,
Bain 1981, M. Kaimio, Physical contact in Greek tragedy (Helsinki 1988), Heath
1987: 124—-64.
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much to the brilliance of its individual scenes as to the cohesion and
dramatic economy of its whole plot-structure.®!

Ant. is highly concentrated, both temporally and in terms of theme
and causation. The opening scene and first Song present the battle
and the death of the brothers as having occurred the previous day
(1—ggn.); and somehow, during the span of the play (i.e. apparently
just a few hours)® the edict is published, one brother is buried with
full honours, the other twice ‘buried’ by Ant., Ant. is captured, Pol.’s
body rots and befouls the animals and altars for miles around, Ant.
is entombed, and commits suicide. Then, as Kreon at last realizes
what he has done, and what needs to be undone, he rushes off,
shouting out orders, while the Chorus launch into a hymn of hope -
all for nothing, for Kreon arrives at the tomb just as Haimon finds
his fiancée dead, and has to witness his son’s suicide with his own
eyes. The unnatural spced and ncatness of this sequence of events,
though obvious when analysed thus at leisure, works unobtrusively
and effectively in the theatre: for it does not depend on improbable
coincidences or arbitrary interventions, but merely the removal of
(or disregard for) ‘dead’ time and cluttering details.®® Azni. may not
compare with OT or E. Hippolytos for the ostentatious precision of its
ironies and steel-trap construction (partly because it contains fewer
explicit predictions within the play), but its dramatic economy is
none the less masterful and compelling.®*

The play is constructed so as to build towards three climactic con-
frontations: the first between Kreon and Ant. (441—525), the second

*! The notion that S. was only interested in the former, and routinely sac-
rificed consistency of characterization and plot in order to provide exciting
individual scenes (e.g., Wilamowitz 1917, Waldock 1g951), finds few supporters
these days. See also below, pp. 34—8. On the aesthetic satisfaction provided
by the play’s formal organization, see below, pp. 26—8, and pp. 58-66.

2 Cf. Aristot. Poetics 5 1449b12-15, Taplin 1977: 2g0—4.

% Alfred Hitchcock once remarked that ‘Art is life with the dull bits left
out’; cf. Aristot. Poet. 9 1451236—b11.

** The ironies and mechanical precision of the plot are more pronounced
in Anouilh’s version, as his Chorus remarks: ‘The spring is wound up tight. It
will uncoil of itself. That is what is so convenient in tragedy. The least little
turn of the wrist will do the job. Anything will set it going ... Tragedy is
clean, it is restful, it is flawless ... nothing is in doubt and everyone’s destiny
is known’ (Anouilh 1944/1958: 23).
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between Kreon and Haimon (631—765), and the third between
Kreon and Teiresias (g88-1090). These three scenes, each contain-
ing a furious stichomythic exchange (508—25, 72665, 1048—63 with
nn.), represent the peaks of dramatic conflict, the points at which the
tensions are stretched tightest and the stage ‘action’ and bodily en-
ergy display themselves most forcefully to the eyes and ears of the
audience. The first two of these confrontations result in impasse and
hardened resolve on both sides, but the third brings about the play’s
sudden reversal of direction, as Kreon acknowledges his mistakes
and rushes off to try to repair the damage (10gi—1r14). In the two
kommot, by contrast (806—82, 1257-1353), the action is slowed down
almost to a standstill, as the fuller resources and registers of lyric are
employed to explore the emotional abyss into which the two main
characters are plunged; and a similar effect is achieved in Ant.’s final
rhesis (891—928). Building up and accelerating towards the moments
of climax and reversal, and serving to set the scene for the tableaux
of misery and self-reflection represented in the kommoi, are the four
long ‘messenger-speeches’,® in which the decisive off-stage events
are presented. All four are narrative fours de _force, packed with vivid
description, skilfully paced, and subtly coloured by the perspectives
of the particular speaker: the self-concerned Guard (223-331, 249—
77, 407—40nn.), the numinously raging prophet (g88—1114n.), and the
shocked, empathetic servant (1192—1243n.).

In the choral Songs, the Elders’ reflective lyrics provide contrasts
in perspective and tone from the passages of confrontation and pa-
thos that precede them. It is not so much that the tension is relaxed
(for the Chorus are still for the most part anxious and uncertain —
except when they are indulging for a moment their more naive
hopes for salvation, 100-61, 1115—54nn.); rather, because the Elders
are less involved in the personal animosities of the preceding scene
than the main characters, they are permitted (in part, just by reason
of their conventional choral ‘melic voice’) to view the issues and
possibilities with greater distance and speculative licence. Several of
the odes of Ant. are based on traditional song-types that bring with

* Although only 1192—1243 is delivered by a ‘Messenger’, the two narra-
tives by the Guard (249—77, 407—40) and Teiresias’ description at 998—1032
may be regarded as belonging to this sub-genre; see nn. ad locc.
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them their own generic requirements of form and expression, nota-
bly those of prayer and hymns of thanks (100-61, 781—800, 1115—
5enn.). In other cases, they are more free-wheeling and speculative,
tied less tightly to any particular formula (332-75, 582—625nn.), or
boldly allusive and elliptical in choice of mythical examples (944~
87n.).

In general, S.’s lyric manner is not quite as boldly metaphorical
and colourful as A.’s, nor as syntactically bizarre (though on occa-
sion, e.g., 365—75, 594—603, 966—76, it can become quite convo-
luted). Yet the Songs of Ant. contrive to be constantly ofl-centre and
unsettling, multi-layered and open-ended — much more so than E.’s,
for example.®® If it is characteristic of lyric poetry in general to be
dense and ambiguous, these odes must be counted among the most
opaque — as well as the most adventurous — in all of Greek tragedy.
Indeed, so rich and suggestive are they in their language, and so far-
ranging and abstract in their subject matter, that it is often difficult
to extract from them a particular opinion or definite interpreta-
tion.”” Sometimes two distinct layers of signification present them-
selves, with one ‘surface’ meaning that is clearly primary (i.e. what
the Chorus ‘mecan’ to say), while a secondary level of signification
suggests ironically, or subversively, something further that we are
undoubtedly expected to notice, though the Chorus do not ‘intend’
it (332—75, 781-8oonn.). In other cases, it may be a mistake to single
out any one interpretation as ‘primary,” and we might do better to
recognize the multiplicity of significations as itself constituting the
‘meaning’ of the passage in question (582—625, 944—87nn.).

Within the dialogue, too, the Elders perform an important role, as
voices of stodgy and conventional civic normality: their consistent, if
sometimes half-hearted (211-14, 504-5, 872—4nn.) expressions of
support of Kreon, and strong disapproval tinged with pity for Ant.

% On the style of S.’s choral lyrics, see H. Parry, The lyric poems of Greek
tragedy (Toronto 1978) 53-6, 119—~25, Segal 1964, Coleman 1972, W-Ingram
1980: 91—116; also W. Breitenbach, Untersuchungen zur Sprache der euripideischen
Lyrik (Stuttgart 1934), esp. 53— 131, 186-96.

*7 See esp. Segal 1964, Coleman 1972, Easterling 1978, W-Ingram 198o:
91—116, Nussbaum 1986: 68—78, Oudemans & Lardinois 1987: 118-59. The
metrical character of their lyrics, however, is unusually homogeneous (Dit-
mars 1992, Scott 1996: 28; and see nn. on Metre).
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and Haimon (471—2, 801—5, 875; 627—30, 766—7nn.), help to direct
and articulate the audience’s own ambivalent responses, or some-
times to crystallize them into sharper disagreement and ironical
questioning. In general, it may be said that this Chorus is remark-
able for its combination of obtuseness and insight, its ability to miss
the nearest target completely — and thereby score a bull’s-eye on an-
other target they are not even aiming at;*® and much in our inter-
pretation of the play may hinge on our response to their shifting
point of view and our assessment of their value as commentators
and assistants to the action.*

As for the verbal and rhetorical ‘style’ (A£€1s, 81&8¢ea1s) of the play:
this is discussed constantly in the commentary, and it would be futile
to try to describe it in detail here. But a few generalities may be
helpful.® The formal ‘literary dialect’ (Kunstsprache) of tragic dialogue
drew widely, esp. from epic, the iambic tradition, and contemporary
Tonic—Attic prose, and thus provided a distinctive amalgam of styles,
at once highly artificial and yet capable of quick, almost conversa-
tional, directness.®* Of the three extant tragedians, S.’s language is
the most flexible and richly varied. At times his trimeters approach

38 They ‘speak profoundly but thoughtlessly ... They say everything in one
way or another that has to be said about Ant. ... but they never understand
anything of what they say... They thus allow 8. to be always invisible while
being always present’, Benardete 1975: 166—7.

% Thus on the one hand, e.g. Coleman 1972 finds the choral odes full of
‘helpless bewilderment and dark despair ...%, and ‘the closing eulogy of T&
ppoveiv hollow and meaningless’ (27), while others read the chorus ironically
throughout, as perpectually misunderstanding the true state of affairs (e.g.,
Benardete 1975, Miiller passim, and Hermes 8g (1961) 398—422), or as being too
afraid of Kreon ever to say what they really think (211~14, 504—5, 872~4nn.).
On the other hand, e.g., Rohdich 1980 sees the Chorus as representing the
increasingly reassuring voice of the citizens, recovering the polis from the
excesses of its leaders. Sce further below, pp. 56-8.

% See further esp. Campbell 1879: 1 1—-107, Bruhn 1899, Earp 1944,
Goheen 1951, Long 1968, Webster 196g: 143—62, Lesky 1972: 18791, Kit-
zinger 1976, Moorhouse 1982, Coray 1993, Foley 1996, and W. B. Stanford’s
ed. of S. 4jax.

! In this respect Greek tragedy could be said to lie midway between the
extreme fluctuations of Elizabethan English tragedy (Marlowe, Shakespeare,
Webster) ~ which even contains passages of the ‘lowest’ prose — and the sus-
tained elevation of Racine and Corneille.
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the ‘elevation’ of A.’s, with long, sonorous compounds and elaborate
word-plays and images (e.g. 1-6, 49-57, 1064—go with n.); but else-
where his characters’ language is plainer, the manner simpler (e.g.
69-77, 327-31, 1108-14). Such variations, together with modifica-
tions in rhetorical strategy and manner, can contribute substantially
to the characterization of individual speakers, and to the pacing and
mood of particular scenes. Thus the sisters’ disagreement in the
opening scene is cast into sharper relief by the contrast between
Ismene’s measured periods and ornate diction, and Ant.’s simpler
language and more staccato speech patterns, full of future assertions
and imperatives (4968, 59—60, 69—77, 69—7onn.). Likewise, Kreon’s
rigid and controlling temperament is represented throughout by the
harsh imagery of his language,®® by his constant use of yv&duai, and
by his disrespectful habit of referring to people in the third person
even when they are present {(473-96, 561—2, 726—7, 883—90, 931-6)
or, when he does address them directly, of doing so in a crudely im-
perious manner (441-2, 531—5); whereas Ant.’s language is more
particular, personal, and direct.®®

One further feature remains to be discussed: tragic ‘irony’. It was
in fact precisely to describe Sophoklean style and technique that this
term was first coined and analysed by a modern critic.®* Every play
of S. contains numerous phrases, and even whole scenes or songs,
whose full significance to the theatre audience may be sharply at
variance with what the speakers have in mind. The dialogue scenes
of Ant. present relatively few instances of this, as compared with,
e.g., OT or Tr., where the doubles entendres and misapprehensions
come thick and fast, because the main characters of this play are for
the most part unusually aware of what they are doing and what the
consequences are likely to be. (In this respect, the play may be com-
pared with, e.g., S. OC, or A. Prom., or E. Med.) So too, the only sig-

2 Goheen 1951: 1435, Kitzinger 1976: 157—64; see below (on character-
ization), pp. 34—8.

L. Wolf, Sentenz und Reflexion bei S. (Leipzig 1910) 48—53, 126—31, Kit-
zinger 1976: 143-64, Foley 1996. See further below, pp. 41-2, on the vocabu-
lary of ‘knowing’ and ‘thinking’; also pp. 36-8.

¢ C. Thirlwall, On the irony of Sophocles (Philol. Mus. 2, London 1833); G. G.
Sedgewick, Of irony (Toronto 1948) 18—23, D. C. Muecke, The compass of irony
(London 196g). See too Kirkwood 1958: 247-87.
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nificant prophecy within the play (Teiresias’) is already starting to
come true even as it is delivered, and thus provides little opportunity
for ironic misunderstanding. But, in addition to the multi-layered
choral Songs, the play does contain its share of small-scale misinter-
pretations and unwitting utterances (e.g., concerning the perpetrator
of the mysterious burial: ‘which man dared to do this...?’ 248; cf.
221—2n.), chiefly from Kreon and the Chorus. One effect of these
recurrent ‘tragic ironies’ is, as always, to point out the limits of
human (or these humans’) understanding; another is to instil in the
audience the sense of a larger, and inescapable, pattern of events,
sharply — even cruelly — at variance with that envisioned by the
doomed protagonist and his half-aware advisers, and yet in its own
way predictable, and aesthetically (even, for some perhaps, morally
or religiously) satisfying.%

4. THE PRODUCTION

The first performance of Ani. took place one morning in the Theatre
of Dionysos, on the south slope of the Acropolis, as part of the Great
Dionysia.®® The audience in their banked rows of seats look down
on a circular (or perhaps rectangular or trapezoidal) dance-floor
(dpxNoTpa),®” and behind it a wooden structure (oknvs), which serves
in this play, as in many, to represent the ‘house’ or royal palace,
which is the home of all the main characters in Ant., since Ant. and
Ismene are wards of their uncle Kreon (cf. 18-19, 531—5). The large

8 ‘By virtue of dramatic irony ... the mind of the spectator moves easily
forward and backward. It gives him that sense of control which ... is the
peculiar pleasure of the stage’ (Sedgewick (previous n.) 55; cf. Reinhardt
1979: 73 ‘the irony of the divine ... [by which] the attitude of the man in
power is mocked and his limitations revealed’, g1—3 ‘the irony of.. “too
late”’; also Jones 1962: 166—77.

¢ Pickard-Cambridge 1988, Taplin 1977: 1-60, 434—51. We do not know
the titles of the other two tragedies and satyr-play which accompanied that
performance; but they must have dealt with quite different subjects, since OC
is known to belong to a different year, OT did not win first prize, and the list
of titles of S.’s plays does not contain any other “Theban’ dramas.

7 For arguments in favour of a rectangular or trapezoidal orchéstra at this
date, see E. Pohlmann, Studien zur Bihnendichtung und zum Theaterbau der Aniike
(Frankfurt 1995; contra, Wiles 1997: 44~52).
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central door of this building dominates the stage (18—19, 1183—
gInn.), marking the boundary between visible and hidden, public
and private space, and thus, to a large degree, between male and
female spheres of activity and consciousness (18—19, 1183—91nn.).%
The male characters all arrive by the side-entrances (eloodot), one
of which may be imagined as leading to the city-streets, the other to
the gates and plain beyond; and they usually depart by these too.%
By contrast, the female characters mostly enter and depart by the
house-door. The exception is Ant., who boldly heads off alone down
one €icodos to bury her brother (8o—1n.), and later reappears thence
as a captive, a lone woman surrounded by soldiers (376—83n.). In the
scene that follows, after bringing Ismene out to be interviewed as
well, Kreon makes a point of shutting both the sisters up again in-
doors before their execution, ‘to be women, and not roaming around
free’ (577—81). From this doorway Ant. begins her last journey (807,
878) to the ‘bridal suite’ of Death (813-16, 891—3 etc) — by way of
the same path that is later taken in haste by Kreon and his atten-
dants. In the final scenes the door becomes our focus again, as Eury-
dike first overhears (through the closed door) the Messenger’s news,
and then comes out briefly to hear the details of Haimon’s death,
only to disappear silently inside again, followed immediately by the
anxious Messenger, who is thereby able to narrate the ‘indoors’
scene to us.

Anything that happens ‘off-stage’ (i.e. inside the palace, or in the
city streets, or out on the plain and hillsides) has to be narrated to
us — as it is in vivid detail by the Guard (twice), by Teiresias, and by
the Messenger.” On-stage, we witness the successive confrontations
of the characters, coming and going, as Kreon, head of both house-

% See Gould 1980, Easterling 1988, Zeitlin 1996: 341—74; and further J.-P.
Vernant, ‘Hestia-Hermes’, in Myth and thought in ancient Greece (1965; Eng. tr.
London 1983) 127-75, P. Bourdieu, ‘The Kabyle House, or the world
reversed’, in The logic of practice (1980; Eng. tr. Stanford 1990) 271-83, D.
Cohen, Law, sexualily, and society (Cambridge 1991), esp. pp. 70—97, 133—70.

® Some commentators have Haimon enter from the palace (c.g. Seale
1982: 96); but 688—700 suggest that he has come from elsewhere in the city.

70 It is unclear whether Eurydike’s death indoors is presented by means of
the ekkuklema, in addition to the narration of the kommos: probably not

(1293n.).
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hold and city, attempts futilely to ‘maintain straight order’ by
assigning everybody a place and keeping them there (162—210, 162~
3, 661-8onn.). Only in the final scene, after Kreon’s son is brought
in from the distant tomb-prison, and his wife from the nearby bed-
room, to form the final tableau, a corpse ‘at each hand’’' (1298—
1300, 1344—6), is everybody assembled and put in order. The con-
ventional style of Classical Greek acting probably kept the speaking
actors for the most part at some distance from one another, except
for clearly marked moments of close contact.”® At the opening of
Ant. the two sisters may well be in close contact, perhaps arm in arm
(1—ggn.); but thereafter the only physical contact indicated by the
text (apart fom Teiresias leaning on his young guide, 988-go, 1087)
comes with the final tableau of Kreon and his dead son and wife.

S.’s original cast of performers was entirely male: fifteen chorus
members, three speaking actors, and a number of silent ‘extras’.
Masks would immediately identify gender, age, and status of each
character, and would facilitate quick changes from one character to
another. The most likely distribution of parts would seem to be the
following:

1.  Kreon (much the longest role, including lyrics at 1257-1346);"?

2. Ant. (including lyrics at 806-82), Haimon, Teiresias and
Eurydike;

3. Ismene, Guard, and Messenger.

The four opponents of Kreon would thus all be heard speaking with
one voice, as it were (that of actor no. 2; cf. 626—3on.), while no. 3’s

"t First he brings in the body of his son (perhaps carrying it himself; or else
with attendants carrying it in a quasi-funerary procession; 1257—6on.); and
then Eurydike’s body is brought out, for Kreon and the audience to witness.

2 Taplin 1977: 28-39, Pickard-Cambridge 1988: 171-6, 246—57, Mas-
tronarde 1979: 1-5, 19—34.

7* Demosthenes (De falsa leg. 247) states that the part of Kreon was played
by the TpiTaywvioThs (Aischines): but he is referring to fourth-century pro-
ductions, and he may be lying (Pickard-Cambridge 1988: 141). In any case,
the significance of TpwTaywvioTns vs TpiTaywvioThs is disputed. We do
not know whether any of the actors whose names are associated with S. (Tle-
polemos, Kleidemides, Polos: TrGF 1v T42-8), or who are recorded as win-
ning prizes during this period (Herakleides, Nikomachos, Saondas, Andron),
performed in Ant. — nor whether §. himself did (see above, pp. 1—-2).
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characters present themselves (without song) as representatives of a
more sober and mundane mentality.”*

One striking and distinctive characteristic of this play is the way in
which ‘characters emerge from the great lyrical utterances’ (Seale
1982: 109), as if to exemplify — or repudiate — the imaginative explo-
rations that we have just heard from the Chorus (esp. 376—-83, 626—
30, 1155-1256nn.). Distinctive too, is the fact that, whereas in most
tragedies the actors all depart between scenes, leaving the Chorus
alone to deliver their songs, in this play it appears that Kreon re-
mains on stage for the grd and 5th Songs, and possibly for the 4th
and Ant.’s kemmos too.” If he does, his presence would confirm our
sense that the Elders are inhibited from expressing (or even thinking)
ideas that might run in opposition to the king’s (781—-8oon.) — an in-
hibition that would persist throughout the powerful lament-scene in
which, under Kreon’s silent gaze, Ant. is led out through the orchéstra
for execution (8o1-82n.): for, although the Chorus interact closely
with her in the lyric structure, their words are critical and barely
sympathetic, and Kreon soon reinserts himself into the dialogue
(883—go; cf. 883—943, 937—43nn.). Later, once Kreon has realized
his mistake, the Elders are quick to rally around him (1og91—1r114n.),
and in the final scene they provide a calmer accompaniment to his
lyric expressions of despair, as if they, rather than he, now preside
over the stage, and over the management of the city (1326—53, 1347
53nn.).

The staging requires ‘no props ... no special effects. ... The trag-
edy, in all its richness and diversity of theme is embodied in the idea
of simple confrontation’ (Seale 1982: 109). Here and there, the text
indicates how these ‘confrontations’ should be handled: the Guard
enters slowly and haltingly (223—32), but departs with alacrity; Ant.
remains staring at the ground (in disdain? cf. 441n.) until she is ready
to respond directly to Kreon; Ismene is described as being flushed
and in tears when she is brought in at 526 (526-30n., cf. 491—4);
Haimon enters looking dismayed and angry (626—3gon.), and rushes

* See Ewans 1998, Pickard-Cambridge 1988: 132 44.

73 Seale 1982, Bain 1981: 4 n. 1 (and others) have Kreon depart into the
palace at 780, 943, and return unannounced after the Songs: but see further
780, 801-82, 988—gonn.
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off in an even more frantic state (766—7); Kreon in turn hurries off
{(by the same route) to rescue Ant., in near-panic (1108—14); Eury-
dike’s silent exit during the Messenger’s speech is expressive of her
desperate resolve (1244—56). But for the most part we must use our
imaginations to envision what should be taking place before us — in
full consciousness of the power that staging and acting technique
have to dictate meaning to an audience, even where the words of the
text may be less than transparent.”

5. THE MEANING OF THE PLAY

Delectare, movere, docere?” There are obviously many kinds of pleasure
and benefit to be derived from Attic tragedy, many ways in which a
play such as Ant. works on the minds and emotions of audiences and
readers. It is unlikely that when S. sat down to write the play he had
a clear idea of what it was going to ‘mean’, and even less likely that
upon completion he could have explained its meaning to the satis-
faction of a modern critic. The members of his original audience
{(which presumably included intellectuals such as Perikles, Sokrates,
Aspasia, and Herodotos, as well as some thousands of semi-literate
peasants and artisans) undoubtedly reacted in very disparate ways to
particular scenes and to the play as a whole. Likewise, to modern
readers the play will inevitably yield different meanings according to
the context within which it is studied and the questions asked of it,
None the less, in the belief that some approaches, and some con-
clusions, can be shown to be more fruitful, more adequate_to the
text, and more convincing than others, let us take some preliminary

6 For example, we have no idea — but would love to know — whether Ant.
and Haimon were played in 8.%s first production as attractive, warm-blooded,
idealistic teenagers, or as bratty, petulant trouble-makers. The text allows for
either — or a combination of both (my own preference). Of course, I am also
aware that at any point in performance a determined director or actor can
override the plain meaning of S.’s text (and the interpretive notes of a com-
mentary) with a gesture, a tone of voice — or a simple cut.

77 Entertainment, emotional stimulation (or persuasion), instruction — these are
the three chief goals for literature acknowledged by Classical critics (Cicero,
Orator 21.6g, Horace, AP 333-47, 391—407, etc.), and taken for granted by
scholiastic commentators.
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critical stabs at this remarkable work.”® If in what follows Antigone
may seem to switch back and forth between being a piece of moral
or political philosophy, a religious rite, a sociological treatise, an
imaginative poem, a stage drama, a political rally, a psychotherapy
session, and more, I make no apology: (this) play can be, and should
be, all of these things.

(a) Aesthetics

As Aristotle observes in the Poetics, much of the excitement and sat-
isfaction provided by a tragic performance comes from the artful
structuring of the plot (pUfos); much, too, from the ornamented
language (A&€is) and skilful vocal delivery (Umékpiois), the metrical
and musical rhythms and melodies (Gpuovia, uéAos), and the visual
dimensions of gesture, blocking, choreography, costume, and sce-
nery (dyis, dpxnols, okevoTolix, oknvoypapia, kTA.). Although
Aristotle gives due weight also to the moral aspects of the action
and characters, most of his discussion in the Poetics focuses on acs-
thetics and dramatic technique; and his comments about these are
for the most part acute and illuminating.”® Unfortunately, however,
most of the aural and visual clements of the plays as originally per-
formed are now irrecoverable, and we must necessarily be satisfied
with the ‘pleasures’ provided by plot, characterization, language and
(to a lesser degree) metre, since these are more adequately recorded
in the surviving texts. But we must never forget how much we are
missing.

In our sketch of the structure of Ani., we noted how it is built,
scene by scene, and song by song, through a series of climaxes that
culminates in the revelation of Kreon’s error and the announcement

" ‘Fruitful’ and ‘convincing’ — to whom? Let us say, to a majority of the
‘competent readers’ who have weighed the critical alternatives in the light of
their own examination of the text. For a helpful definition of ‘literary com-
petence,’” see J. Culler, Structuralist poetics (Ithaca 1975) 113-30; also Fish 1980,
for the idea of an ‘interpretive community’.

 For a helpful recent account of the multiple tragic pleasures identified
by Aristotle, see A. O. Rorty, “The psychology of Aristotelian tragedy’, in
Rorty, ed., Essaps on Aristotle’s Poetics (Princeton 1992) 1—22.
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of the multiple deaths.® The overall pattern of events is highly sat-
isfying in its economy and logic: for it is Kreon’s own edict that
destroys him, by bringing about the deaths of his own son and wife.
In Aristotle’s terms, this series of events is indeed both ‘unexpected’
(rop& v 86€av) and yet inevitable (‘caused by one another’, 81
SAANAX)." A man of high standing and basically good intentions,
through a serious but not implausible (and perhaps forgivable) mis-
take (GuopTia),®? due partly to a kind of reprehensible but under-
standable ignorance, harms his own @iAot and thereby falls from
prosperity to misery. The point at which Kreon’s fortunes are seen
to begin their ‘reversal’ (TrepiméTelq) is the precise moment at which
he is brought to a ‘recognition’ (&vayvewpiois) of the true state of
affairs (1064—1114, esp. 1095 £yvowka kaUuTos).®® The demonstration
of cause and effect, of ‘the kind of thing that bappens’ in human
affairs, the eliciting of ‘pity and fear’ at events befalling people ‘like
ourselves’ who do not fully ‘deserve’ it, all of these are intriguing
and emotionally captivating, whether or not they are ethically bene-
ficial t00.%* The feelings of sympathy that flood through us as Ant.
contemplates her entombment, and again as Eurydike and Kreon
face the loss of their son; the thrill of excitement (tinged with horror
and pity, or vindictive satisfaction?) provided by Teiresias’ pro-
nouncement of Kreon’s sentence, and again by the narrative of

8 Above, pp. 15—17.

81 Poetics 9 1452a3—4, an account that contains the germ of the modern
notions of dramatic irony, paradox, and tragic inevitability; see above,
pp. 20-1.

82 Aristotle stipulates that the fall should not come about simply through
‘wickedness’ (pox8npia); for &papTia in Ant., cf. 743—4, 914, 926, 1023—32n.,
124230,

8 It might be argued that Kreon comes to recognize, in effect, ‘who’ Pol.
is, i.e. that he is not after all just an ‘enemy’ (522 &x8pds) but a @iAos: this
would bring Ant. closer to the mainstream of Aristotle’s favourite tragedies
(Poet. 14 1453b10ff.). But the action of Ant. suggests that it is not merely failure
to bury a nephew [brother, and premature burial of a niece, that is Kreon’s ‘mis-
take’, but non-burial and improper burial of anyone at all.

8 ola &v yévorto, Poet. g 1451a 37; duolos, &vdEios 13 1453a5—7, etc.; cf.
Rhet. 2 8.1386a24. For discussion of tragedy’s possible cognitive and ethical
benefits, as envisaged by Aristotle, see S. Halliwell, Aristotle’s Poetics (London
1986) 169—201; but cf. next n.



28 INTRODUCTION

Haimon’s death, as we recognize that everything is coming together
as it must — these are the ‘proper pleasures’ of a well-made tragedy.

(b) Lessons

It was widely believed in ancient Greece, and is still widely believed
today, that a good tragedy (or epic) teaches a lesson of some kind,
through the representation of good and bad ‘examples’ (Tapx-
delypara, exempla) of human action and character, and through
the exploration and revelation of ultimate truths about the world we
live in. Although some modern critics have vigorously opposed this
idea,®® Greek drama is full of morally evaluative language, and
seems constantly to invite its audience to think about the personal
choices and confrontations of its main characters. In the modern
era, hundreds of books and articles have discussed the degree to
which Kreon, or Ant., or both, should be held responsible for the
deaths of Ant., Haimon, and Eurydike, and what we should learn
from their catastrophe. No consensus has emerged.®

Many have found Kreon to be wholly at fault, his authority ille-
gitimate, his edict impious and foolish, his behaviour and language
intemperate and vindictive.?” But to others he appears a well-
intentioned ruler, sincerely committed to laudable political princi-
ples (162—210, 188—g0, 639—8onn.) and civic piety (1623, 199—201,

85 For example, many of the ‘New Critics’; or, from another angle, those
who have focused chiefly on ‘dramatic technique’ (esp. Wilamowitz 1917,
Waldock 1951), or on the purely emotional/aesthetic effects (e.g., W. Schade-
waldt, Hermes 83 (1955) 129-71, Heath 1987: 1-89).

8 For surveys of different opinions, see M. Flickinger, lowa Stud. Class.
Philol. 2 (1935), Hester 1971: 11-19, 48—54, Steiner 1984, Oudemans & Lardi-
nois 1987: 107—17.

8 Among those who see Kreon as wholly villainous and/or incorrigibly
shortsighted, are Jebb, Reinhardt, Whitman, Miiller, Benardete, and Vickers.
On this view, Kreon does not even deserve the respect accorded to such tow-
ering but misguided Sophoklean heroes as Aias or Herakles: for, unlike them,
once he is faced with proof of his error (1064—79), and direct threats to his
own prosperity (1091—1114n.), he quickly backs down and crumbles. He thus
becomes an object of contempt rather than sympathy (‘puny’, Whitman 1g51:
91), and the play comes to be read as a simple morality-tale demonstrating
the cvils of petty tyranny and disregard for the gods.
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280-314, 773—6, 777—8onn.), and reasonable enough to change his
mind and rescind punishment — twice — when the error of his poli-
cies is pointed out by trustworthy advisers (766—80, 1091—-111401.):
he is guilty only of misjudging the gods’ attitude to non-burial, and
of intemperate reactions to what he sees as disloyal opponents.®
Conversely, Ant. is secn by many as an inspirational defender of
‘higher’ truths — individual liberty, family loyalty, and religious duty
— whose other-worldly independence and determination, in the face
of a bullying male-chauvinist civic authority, are finally vindicated
by Teiresias and by the gods’ destruction of Kreon; while to others,
it is Ant. (and to a lesser degree, Haimon) who herself brings about
the catastrophe through her inflammatory words and disruptive
behaviour, which alienates the sympathy both of the other charac-
ters and of the audience.®® On this view, Ant.’s fate, like Haimon’s,
is largely self-inflicted; and Kreon suffers far beyond what his own
mistakes deserve. I believe that neither of these extreme positions is
tenable: the text shows beyond reasonable doubt that both Kreon
and Ant. are at least partly (if not equally) responsible for the trag-
edy. But the fact that such a broad range of responses has been eli-
cited by this text is itself significant; for the questions raised by the
play are not simple, and we should not expect the answers to be so
either.

One of the reasons for the lack of critical consensus lies in the
issue of non-burial. Ancient Greek attitudes concerning the treat-
ment of the corpses of public enemies were by no means clear-cut or
consistent, and, although it becomes clear long before the end of the
play that Kreon has acted wrongly in his treatment of Pol. and Ant.,
the audience would not be in a position to be sure of this when first
his edict is announced. That is to say, Kreon might — or might not —
be excused for thinking that his policy was justifiable and proper.
Denial of normal burial, as a way of inflicting further revenge on
a particularly hated enemy and his family, was an extreme and

% Tt is significant in this regard that Demosthenes (19.247) could quote
Kreon’s words at 175—90 as a model of civic leadership, with no trace of
irony intended (162—210n.).

8 W. M. Calder, GRBS g (1968) 389—407, S—Inwood 1990; cf. 31, 45070,
46970, 526-81, 8750n.
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shocking measure, but not unheard-of or self-evidently inadmissible
(26—36n.).%° In particular, the recognized penalty for traitors and

temple-robbers in fifth-century Athens was refusal of burial within

the boundaries of the polis (exorismos);®" and criminals were some-

times executed by being thrown down a cliff into ‘the pit’ (barathron),
where their corpses would presumably be left to rot.°2 Bodies of the
long-dead could also be dug up and ‘expelled,” as a kind of posthu-
mous exile. And of course in literature, threats to strip the corpses of
slain warriors and leave them for the beasts and birds are common
(though rarely carried out, as more generous sentiments usually
prevail).®®

No issue could be better designed than this to engage an Athenian

% See W. Vischer, RAM 20 (1865) 4451T., Rosivach 1983, Parker 1983: 44—8.
We may recall Nestor’s words at Hom. Od. 3.255-61, ‘You know what would
have happened if red—haired Menelaos, returning from Troy, had caught
Aigisthos alive in his house: they wouldn’t have heaped any burial mound for
him, but the dogs and birds would have devoured him as he lay on the plain
apart from the city, and none of the Achaian women would have lamented’,
cf. S. £l 1487—90. In general, vengeance was highly prized by the Greeks,
and exultation at the punishment and humiliation of an enemy was normal,
though the ghastlier punishments (decapitation, impaling, and other kinds of
mutilation and torture) were generally regarded in the fifth century as ‘bar-
baric’ and unGreek (cf. 308—9n., and ¢.g. A. Eum. 185-go with Sommerstein’s
nn., E. Hall, Tnventing the barbarian (Oxford 1989) 158-9).

9 Thuc. 1.138.6, Xen. Hell. 1.7.22; also A. Th. 1014, E. Pho. 776, 1629—30.
Relatives might in some cases take the body and bury it outside the borders;
but the standard term for such criminals, &tagos (Plato, Laws 873c1, g6oba,
ctc.), implies that this was not normally expected.

92 Parker 1983: 47; occasionally the sea could be used to the same end.
Closely analogous in some respects to the situation of Ant. is Lykourgos,
Against Leokr. 121, where we are told the Athenians passed a ‘decree’
(yneroua) ‘that if any [of those who had deserted to the Spartans in Deke-
leia, during the Peloponnesian War] should be caught returning, anybody
could arrest them and take them (&mayoysiv, cf. g382n., 395, 438) to the
authorities, who should hand them over to the executioner at the Pit (té1 &mi
ToU 6pUypaTos)’, i.e. the traitors were to be summarily executed without trial
(cf. 35—6, 435nn.) and without likelihood of burial. For the constitutional sta-
tus of the ‘edict’ (kfpuyua) issued by the oTpatnyods Kreon, see 7-8n.

93 C. P. Segal, The theme of the mutilation of the corpse (Mnem. Suppl. 17, 1971),
Rosivach 1983. On the echoes in Ant. of Achilles’ treatment of Hektor’s
corpse in the fliad (gods’ disapproval, unspoilt corpse, Priam’s lone attempt,
etc.), see Linforth 1961: 189—95.
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audience in absorbing moral questions about revenge and the hu-
miliation of enemies, the authority of the state to interfere with
family obligations and rites, and the relations between human and
divine ‘law’ - questions of central and immediate significance to the
democracy that show up repeatedly in the literature of the fifth cen-
tury.®* So, while S.’s prime purpose in composing 4at. may not have
been specifically to determine the precise rights and wrongs of deny-
ing burial rites (esp. since the play ends up leaving many of the key
issues up in the air),* this highly problematic issue provided an ideal
springboard, or framework, on which to construct a powerful tragic
plot. Some critics have argued that it is Kreon’s stipulation, not only
that no burial or lamentation of any kind shall be permitted within
Theban territory, but that the corpse must be ‘left alone’ (¢&v, 29,
205) for the dogs and birds — i.e. that it may not even be removed for
burial outside the borders — that sets the measure one fatal degree
beyond the bounds of political legitimacy and religious propriety
(26—36n.). Perhaps so; one can certainly surmise that if Kreon had
just assigned minimal burial rites for Pol., inside or outside the bor-
ders, catastrophe would have been avoided. But this fine distinction
is never in fact made in the play — and in the end Pol. is given an
honorific local funeral like Etcokles’ (1101, 1199—1204). In sum, it
does not scem to have been S.’s purpose to provide a systematic

°* A. Eleusiniot and Hektoros Lutra, S. Ajax, E. Suppl. all involve the defeat of
an attempt to refuse burial to an enemy. The apparent intensification of in-
terest in this issue at this period may reflect a development of moral and po-
litical scruples from the Archaic period into the fifth century (Rosivach 1983,
Ostwald 1986, esp. 137—61). But it may also be the product of (a) generic and
(b) class variables: (a) in ‘real life’, hated enemies’ corpses were in fact mis-
treated on occasion: but in ‘high literature,” attempts at such mistreatment
are usually presented as reprehensible; (b) the ‘low’ and ‘ugly’ (aioypol), esp.
slaves and common criminals, could be tortured, impaled, exposed, thrown
into pits, etc., without arousing much outcry; but a noble body was inviolate
(cf. 517). (Thus it appears that domestic revenge in the Odyssey admits abuses
that are frowned upon in the iad.) In our play, Pol. may be a traitor; but he
is a member of the royal family, and has a royal sister, so the gods are
offended: cf. Teiresias’ words at 1018.

° In particular, it is never made finally clear whether the principle that
Kreon violates is non-burial per s¢, or non-burial of a member of his own
family (Pol. being his nephew); nor whether Pol.’s (presumed) status as a trai-
tor makes a significant difference: cf. 508—25 with nn., and see n. 120 below.
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analysis of, and solution to, these issues: instcad, he has composed a
tragedy.*

As Kreon’s edict is announced, the original audience would prob-
ably react at first with mixed expectations (26—36n.); for Kreon
defends it with language heavily charged with religious and political
assurances (166—210, 199—201, 283—9, 3046, 518—25nn.):% Pol. has
proved himself an enemy to his own polis and its gods, so only fellow-
traitors could wish to honour him with burial. Yet in rejecting his
measure Ant. employs equally compelling language of her own (48,
72—98, 450—60, 502—4, 5I1—23, 921—-8nn.), language that is ulti-
mately vindicated by the prophet (998—1114, 1068—76nn.).*® Does
this subsequent vindication require us to revise our initial (equivocal)
response to Kreon’s decree, and decide unequivocally in favour of
Ant.? Was she right all along, and Kreon simply wrong? Perhaps so
— and yet, even as the action reaches its denouement, and the gods
reveal their absolute disapproval of Kreon’s policy, it remains
unclear to what degree Ant. personally has been justified (106871,
1172—5, 1226—36nn.): nothing is said by Teiresias or anyone else to
indicate that the gods approved of her actions; and it is debatable
whether in fact she helped to correct the situation in any way.*

% We may compare Shakespeare’s exploitation in Hamlet of the moral am-
bivalence surrounding revenge, and the uncertainties (Catholic vs Protestant)
about the existence and status of ghosts; cf. E. Prosser, Hamlet and revenge
(Stanford 1967), esp. g7—142.

#7 Furthermore, the edict is described by several characters as being, not
just Kreon’s, but ‘of the citizens’ (79, go7 moA1TédV, cf. 35-6, 59-6onn.) and
‘the law’ (59—60, 452). Kreon’s constitutional position is in fact left rather
vague throughout (7-8n.), as commonly happens in Attic tragedy, straddling
as it does the socio-political worlds of the Bronze Age (‘heroic’) past and fifth-
century (democratic) Athens; cf. Vernant & Vidal-Naquet 1g81: 237—47, Roh-
dich 1980, P. E. Easterling, ‘Constructing the heroic’, in C. Pelling, ed., Greek
tragedy and the historian (Oxford 1997) 21-37, Seaford 1994. As it turns out, the
constitutionality of the edict is not made an issue in the play, though the
character of Kreon’s style of leadership most certainly is.

% But it is significant that her rhetoric, as well as being personally antagonis-
tic (69—70, 450, 469—70nn.), is heavily negative: she is more concerned to re-
ject than to affirm (450—70n., 538-9, 9o5—7). Thus it is not easy to pinpoint the
positive principles that she is defending, beyond absolute devotion to parents
and brother, and respect for the dead and the gods below (cf. n. 120 below).

% Brown 1987: 7—10, S—Inwood 1990.
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That Kreon’s edict was wrong is made blindingly clear by mid-
play. But it is clear too that the catastrophe is brought about, not
just by his mistake, but by a particular combination of circumstances
and decisions (by Ant. and Haimon, as well as Kreon himself) which
raise further moral questions of considerable complexity. In Kreon’s
case, not only does he offend against the sacred laws of family and
the underworld gods, but his increasingly ‘tyrannical’ conduct {esp.
his identification of the ‘city’ with himself; his obsession with his own
authority; his harsh and high-handed threats; his unreasonable sus-
picion of others) contributes directly to his downfall — though opin-
ions may differ as to whether these traits are to be detected right
from the start (162—210, 211-14nn.) or become apparent only in the
scene with the Guard (280-314n.), or later still (473ff.?; or 631—780,
or even 1033—63).'% As for Ant., whether or not her extraordinary
(even faintly incestuous?, cf. 73, 523, 89g8—g) devotion to her brother
and parents is to be interpreted as evidence of an inherited taint
which may itself be a ‘cause’ of the continuing disasters (471—2, 594—
603, goo—3nn.), she clearly contributes, through her unreasonable,
impatient, and intransigent behaviour, to the catastrophe that finally
wipes out her family, as is repeatedly pointed out by both the Chorus
and Ismene.’

Thus the moral issues, of right and wrong, responsibility and
blame, remain open to analysis and debate, both during the progress
of the play and after it is over. The sense of closure is strong, for the

19 The ‘tyrannical’ qualities of Kreon are discussed by Bowra 1944: 72-8,
Podlecki 1966 (with ref. to Hdt. 3.80—2), H. Funke, Ant. und Abend. 12 (1966)
29—50, C. Cerri, QUCC 39 (1982) 137—55, Blundell 1989: 123—6.

1! These seem to be two of the more ‘reliable’ witnesses from among the
play’s internal audiences (though pro-Ant. critics do not always agree on
this); cf. 49—68, 98—9, 526—81; 100-61, 211-12, 278—9, 4712, 770, 1091—1114,
1326—53nn. The (male) Elders are of course much more critical of Ant. than
her sister is: and it is likely that many members of the Athenian audience
would have shared their view; some might even have agreed with Kreon in
regarding her, not merely as difficult and disruptive, but as a thoroughly ‘bad
woman’, in her disobedience and rejection of marriage, and perhaps even
in her usurpation of the male responsibility for burying Pol. (43, gognn.): see
S-Inwood 198ga, but also Foley 1996. A late twentieth-century audience is
less likely to share Kreon’s, Ismene’s and the Chorus’ disapproval of her
‘unfeminine’ resistance to male authority (61—3, 484—5, 525, 679—80).
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play’s action is indeed ‘complete and whole’ (Aristot. Poet. 7 1450b25,
cf. 6 1449b25, 8 1450a31—5): but no less strong is our awareness that
the conflicts fuelling this tragic catastrophe are incapable of easy
resolution, and that the personal miscalculations and mischances
that triggered it are of a kind all too likely to recur.

(¢) Characters

If the play teaches a ‘lesson’, then, it is not that of a simple morality-
play: neither Kreon nor Ant. is a villain, neither a saint. Should we
see it instead as a tragedy of ‘character’? Attic drama cannot be
expected to offer the same depth and nuances of characterization as
one finds in Ibsen or O’Neill, or even Shakespeare; and ancient
Greek representations and interpretations of human behaviour and
motivation will not always translate comfortably into twentieth-
century terms. Yet the human figures presented on stage by S. none
the less achieve a degree of coherence, distinctiveness, and immedi-
acy that encourages us to begin to regard them, and respond to
them, as if they were actual persons, whose dilemmas and sufferings
command our sympathy and identification.!??

The action of Ant. results from the clash between two dogmatic
and inflexible individuals. If either Kreon or Ant. were less rigid,
more capable of compromise, catastrophe could be averted. But
compromise is foreign to their natures, and much of the power and
attraction of the play comes from the sheer force and inevitability of
their collision.!®® But as the climax builds, we comc to realize how
radically different the two characters are: Ant. alone maintains to

192 For discussion of the different possible definitions and functions of
‘character’ in drama, see J. Gould, PCPS 24 (1978) 43—67, Easterling 1977,
Blundell 1989: 16—25, and Goldhill and Easterling in Pelling 1990. On the
processes whereby we come to piece together whole ‘characters’ from the
visual and verbal clues supplied by a playwright, sce Beckerman 1970: 130~
67, 210—21, Elam 1980: 110-17, 131- 4.

10 Kreon and Ant. are ‘daimonically linked’ (Reinhardt 1979: 65); cf.
Benardete 1975: 1 158, ‘One wonders whether Ant. does not need Creon
in order to be what she is.” There are hints of a long-standing antagonism
between the two characters, cf. 7-8, 31—2, 192—206, 469—70, 561—2nn.
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the bitter end those ‘heroic’ qualities of stubbornness, outspoken-
ness, and courage for which S.’s hero(ine)s are renowned,!** while
Kreon’s resolve crumbles, and he tries, belatedly and futilely, to
make amends for his mistakes and avert catastrophe. This contrast
of personalities and principles (primarily between Ant. and Kreon,
but also between her and the mild and cautious Ismene, the practi-
cal-minded Guard, and the short-sighted Elders) fuels the play’s
series of confrontations, and to some critics the transcendent sense
of commitment and other-worldiness of the heroine represents S.’s
loftiest vision for humanity, an inspiring alternative to the mundane
limitations of civic life.!%®

Yet it is Kreon, not Ant., who has the largest role and most lines
to speak, and it is his downfall that commands our attention in the
final scenes.’® He is presented as a well-meaning, unexceptional
man, fatally corrupted and ruined by the exigencies of power.
Repeatedly, after enunciating a more or less laudable set of general
principles, he fails to live up to them in the face of public challenges
to his masculine and parental authority: but it is not entirely clear
in the end whether it is the principles themselves, or Kreon’s self-
contradictory conduct, that has been exposed as morally deficient.
His language and attitudes display a curiously banal combination of
brutality and pettiness (of a kind familiar to us from twentieth-
century totalitarian leaders); and although he precipitates divine
wrath on a large scale, he does not strike us as a tragic ‘overreacher’,
but almost an ‘everyman’. For readers who prefer their tragic heroes
grand and larger-than-life, this ordinariness, so far from bringing
him closer and making him ‘one of us’, seems only to make him

'%* See esp. Knox 1964: 1-59; also Bradley 1905, on Shakespearean heroes.

1% E.g., Jebb, Whitman 1951, Reinhardt 1979, Lesky 1972: 140—2, Benar-
dete 1975; cf. too J. A. Moore, Sophocles and Arete (Harvard 1938). This ten-
dency to idealize the passionate and uncompromising vision of one isolated,
doomed character (Achilles, Dido, Hamlet, Captain Ahab, James Dean . ..) is
characteristic of the post-Romantic humanistic tradition at large: for the
ideological implications of this tendency, see Rohdich 1980: 22, Dollimore
1989: 536, 153—81.

196 It takes special pleading to make the case (e.g., Reinhardt 1979: 93,
Knox 1964: 115-16) that the presence of Ant. is felt throughout the closing
scenes despite the text’s complete silence about her.
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more repulsive. But the drama is more compelling, and the ending
more pitiful, if we recognize his good intentions, his sincere com-
mitment to what he takes to be best for his city and family, and his
eventual willingness to learn — even if it comes too late.

For many years, the ‘problem’, whether Ant. or Kreon should
count as ‘the tragic hero’, and whether or not the unity of the play is
compromised by the prominence of two main characters rather than
one, was the subject of constant debate.'®” But more recently, as the
focus has shifted onto the action and the social dimensions of the
play, rather than the characters, this pscudo-problem has evapo-
rated: for it is obvious that the key events of the drama depend pre-
cisely on the interaction and interdependence of both figures (as,
e.g.,in E. Hipp., A. Ag., or S. Tr. and Phil.). Without one, there could
be no tragedy for the other.'*®

The contrast between these two characters, rooted as it is in dif-
ferences of gender, age, and political standing,'* is fully represented
in their respective diction and speech-patterns. Kreon habitually
starts out and ends his speeches with generalizations, and relies
heavily on analogies and abstractions, often in the form of simile,
metaphor, or yvoupn. His use of harsh metaphors drawn from coin-
age and metal-working, from military organization and warfare,
from the commanding and steering of a ship, and from the breaking
and yoking of animals, lends an especially rigid and domineering
tone to his utterances; and his constant reliance on yvédpai seems to
reflect a desire to define and maintain his world in the most stable
and unvarying (‘universal’) terms possible.!'® Ant.’s language is more

197 For discussion of the ‘diptych’ structure of Ant. (and of 4. and 77. too),
sec Waldock 1951, Webster 1969: 102—25.

198 This shift of focus owes much to Jones 1962. But for sympathetic discus-
sion of Sophoklean characterization, see, e.g., H. Diller, WS§ 69 (1956) 7085,
Ant. und Abendl. 6 (1957) 157—69, G. H. Gellic, Sophocles: a reading (Melbourne
1972), Kitzinger 1976.

19 Perhaps parentage too: Ant. is accused of being just like her father
(471—2, cf. 875; see Johnson 1997).

11° Goheen 1951, I'oley 1996: 59—60. Kitzinger 1976: 14357 points out that
Kreon is ‘a man who grasps at conventional language and opinion to main-
tain an unacceptable and idiosyncratic position ...’; ‘generalizations often
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concrete and particular, and she tends to assert more baldly what
she feels — indeed ‘knows’ — to be the self-evident, experiential truth
(69—77n.; cf. 472, 480, 686n.), with heavy use of negative particles
and sarcastic barbs to express her rejection of the views of others (4—
6n., 69—70, 450—70n., 538—9, 925—8; g1, 469—7onn.).'"* The two of
them are contrasted in turn with the other, less intransigent, more
‘normal’ members of the community: Ismene’s balanced and rea-
sonable presentation of alternatives throws Ant.’s tunnel vision into
sharp relief (49—68n.); the Guard’s self-protective verbal smoke-
screens amount almost to a parody of Kreon’s own autocratic man-
nerisms, as his down-to-earth concerns and opinions are couched in
incongruously high-flown, even pseudo-philosophical language, in a
comic commentary on the serious business of tragedy (223-36 with
nn., 316—21, 327—31, 388—400, 437—40nn.); Haimon’s youthful temper
is shown straining to maintain proper filial respect despite his grow-
ing rage and frustration (626780, 683—723nn.); and even the Elders
are tellingly characterized as simultaneously timid and critical, obtuse
and insightful, doubtful but loyal, limited as they are by their con-
ventional assumptions and their deference to Kreon’s authority.
Distinctively drawn though each of these figures is, we should ac-
knowledge none the less that their internal psychological states and
personalities, i.e. their true ‘characters’ as such behind their dra-
matic masks, remain largely unformulated by the text, and thus be-
yond our consideration.''? Rather, we may say that Ant. and Kreon
embody and articulate the most typical and generalized characteristics
of their precisely defined social roles — Ant. as the devoted sister and

divert irrational reactions on Kreon’s part into rational language’. For the
different terms used by Ant. and Kreon for ‘knowledge’ and ‘learning,’ see
below, p. 42. For Kreon’s imagery, see esp. 1623, 4778, 674—5nn.

11 See further Kitzinger 1976: 75—85, 175-80.

112 The text does raise some interesting possibilities, however, about which
we are at liberty to speculate: are Ant.’s (or Ismene’s) personality and motiv-
ations shaped by (consciousness of) incestuous origin (cf. Loraux 1986,
Johnson 1997)? Or by resentment of her uncle’s new authority? What do the
Chorus really feel about Ant. and Haimon, and about their king? What are
Ant.’s feelings for Haimon? What goes through Kreon’s head when he
encounters Haimon at the tomb (1226—40)? etc. Out of such questions, like
Anouilh, we may construct our own new dramas.
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unmarried daughter,'® Kreon as the stern soldier-ruler and father,'**

each of them fiercely determined to resist any threat to the integrity
of these roles. This is not to say that they are not convincing, even
memorable, dramatic ‘characters’; rather, that we are not encour-
aged by the text to ponder the inner workings of their minds. The
mecaning of the play lies for the most part elscwhere.

(d) Ethics

Amidst the political innovations and intellectual debates of the fifth
century, increasingly insistent and systematic attention came to be
paid to questions of law, custom, and behaviour, and to the proper
definition and application of traditional terms of moral evaluation.
What does it mean to be dikxios, ¥pnoTos, cwPPWY, GoPds, or
&yobds in a democratic polis? What is the relationship between
moral goodness and political success, between human achievement
and divine approval? Along with the Sophists and Sokrates, the tra-
gedians clearly belong among the precursors of Plato and Aristotle
in the realm of moral philosophy, as their reworkings of the old

myths explore the shifting conceptions and applications of familiar

ethical terms.'!®

113 She is wais at 378, 423, 472, 561, 654, 693, 949; vedvis at 783—4; kOpn at
393, 769, 889, 1100, 1204; VUUQN at 568, 628, 633, 7967 (cf. 654, 761); Txpbévos
at 1287: cf. Loraux 1986: 172, Segal 1981: 179—83. Kreon, however, likes to
refer to her as yuvn (649, 651, 678, 680, 740, 746, 756), an easier term to
use pejoratively. For her sisterly attributes, see 1, 523, go4—15nn., and below,
pP- 52—4.

14 He is oTpatnyds on first mention (8); then usually (except to Ant. her-
sell) &vag, PaoiAels, or TUpavvos (7-8n.) In the scenes involving Haimon,
TaTAp occurs with insistent regularity (635, 640, 644, 683, 701, 703, 704, 742,
755, 1176, 1177, 1225, 1234).

115 Some well-known examples: 3ikn in A’s Oresteia, ow@poouvn in E.
Hipp., cogia in E. Ba. In none of these cases does a straightforward defini-
tion emerge (any more than in an aporetic Sokratic dialogue), but we are led
to recognize the complexity, or indeterminacy, of the concepts in question, as
well as the ways in which highly-charged evaluative language can be more or
less legitimately deployed. For explicitly ethical-philosophical treatments of
Greek tragedy, sce esp. A. H. Adkins, Merit and responsibility (Oxford 1960),
Long 1968, Nussbaum 1986, Blundell 1989, B. Williams, Skame and necessity
(Berkeley 1993). On Ant. in particular, see also Dalfen 1977, Hester 1971 (and
WS 14 (1980) 5—8), Oudemans & Lardinois 1987, Foley 1996.
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In Ant., we can identify three clusters of terms that receive partic-
ularly intensive scrutiny: those denoting (i) ‘piety’, ‘reverence’, ‘due
observance’, (ii) ‘family’ and ‘friends’, and (iii) ‘understanding’,
‘good sense’, ‘planning’, ‘intelligence’.!1¢

(i) Terms for ‘piety’, ‘reverence’ (eUoéPeix, oiPewv, kTA.) recur
throughout the play in a wide variety of usages and contexts. The
semantic field of oeB- covers primarily the honouring of the gods,
but extends also to respect for parents and the dead, and to various
other more or less clearly defined obligations.!'” Given this broad
range of application, one set of oeB- obligations could easily come
into collision with others (514—21); and the degree and mode of
‘devotion’ that is expected may be disputed (626—780, 639-80, 683—
7nn.): one person’s ‘reverence’ may even be another’s ‘impiety’ (74,
923—4n.). Kreon demands ‘reverence’ for the gods and cults of the
city, for legitimate political authority (165—9, 199—201, 280314,
508—25, 730, 744—5, 78onn.), and for his status as father (632—4,
639—8onn.); and he takes care to design a form of execution for his
niece that will (he claims) allow him and his city to remain ‘pure’
(773—6n., 889 &yvoi). For her part, Ant. insists on the absolute re-
quirement to honour, not only parents, but all one’s closest kin, in
death as in life (74, 502—5, 511, 943, etc.), and she claims that her
actions, though labelled ‘criminal’ and ‘impious’ by others (74, g300—
1, 514, 924; cf. 853-6), are in fact gloriously holy and pious (72
KaAOV, 74 601a, 97 KaA®S, 99 OpBds, 502 eUKAeéTTEPOY, KIT GERELY,
521 evayf), 943; cf. 695 edkAeeoTdTwov)."”® Ismene recognizes the
propriety of both kinds of claim (98—g), as do the Chorus, at least

16 Other terms that come under discussion include: képSos (2212, 461—4,
1031-2, 1035-9nn.); 6pBos (162—3n.); Téxvn and pnxavn (365—7n., 332—75);
vopos and vouloua (59—60, 295—6, 451-2, 453—5nn.).

7 Dover 1974: 24654, 273—8.

18 ‘Although the two characters use the same words when they speak and
develop their pros and cons, the content of their speeches does not result in
an antithetical relationship. Rather, the opposition is between two realms:
word for word, and meaning for meaning, they separate from each other.. ..
What [Kreon] calls “dishonour” is holy to his opponent; what he calls “pi-
ous” is not so to her, and the same with “friend” and “foe’” and “good” and
“bad” (514ff)’, Reinhardt 1979: 77-8; cf. Goheen 1951, Dalfen 1977.
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intermittently (213, 278-9, 365-75, 872—5, 872). After Teiresias’
warnings, Kreon at last recognizes the obvious: ‘It’s best to end one’s
life preserving the established customs’ (vépous, 1113 14), and the
play ends with the Chorus’ trite endorsement of conventional atti-
tudes, ‘One mustn’t be irreverent (&oemwTeiv) towards the gods!’
(1349—50 with n.). While this ending confirms that Kreon is indeed
being punished for his impiety, as Ant. had demanded (cf. 9218,
925—8nn.), it falls short of rewarding her for the ‘piety’ to which she
laid claim in her final words on stage (940—3 AeUcoeTe ... olx
Twdoxw THY evoePiav oePicaca). Her piety did not save her from
death, nor her family from extinction (599—603);''® and several diffi-
cult questions that have been raised about the proper ‘reverence’
due to the dead have still not been fully answered.’® The paradoxes
persist.

(ii) ‘Benefit your friends (¢iAol) and harm your enemies!” Few Greeks
before Plato would question this basic principle, which lies at the
heart of Archaic and Classical morality and social relations.’?' But
how do we know who our true ¢iAor are, and how can we ensure
that they will remain so? Furthermore, given the wide semantic field
occupied by ¢ihos — covering ‘family member’, ‘loved one’, ‘friend’,
‘ally’, even ‘onc’s own’ (limbs, etc.), and extending even further with
the usage of @iAéw, QIASTNS, @iAia, kTA.'*? — contradictions con-

19 A few modern scholars have focused on the status of Pol.’s (or Ant.’s)
soul in Hades, and the prospects of psychic consciousness and reward
down there. But this concern finds small support in the text, and seems
anachronistic.

'2* For example: does one ‘dishonour’ a patriot in showing respect to a trai-
torous enemy (514 6)? Do ‘good and bad’ men deserve equal honour in death
(520)? Do the dead continue to hate their enemies even in the underworld
(515, 521—2; cf. 508—-25n.)?

121 Archilochos fr. 23.14—15 West, Theognis 33740, Solon fr. 1.5-6 West,
ctc., Blundell 1989: 26~59. The Guard provides a practical, ‘low’ perspective
on all this (437—40): it is painful to harm one’s ¢iAot, but ultimately the most
precious @iAos is — oneself.

122 Benveniste 1966: 335—53, I'. Dirlmeier, ®iAos und Orhic im vorhellenisti-
schen Griechentum (Munich 1931), Blundell 1989: 39—49. For éx8pds/éxfaipw,
KTA., the range is more limited, since these always denote positive hostility
and dislike; cf. g 10n.
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stantly arise, as members of the same family or political group
(= ¢iAo1, by definition) become ‘hateful /hostile’ to one another as a
result of their behaviour.'?® Such contradictions are explored in de-
tail in this play (cf. 182—qo0, 511—25, with nn.). For Ant., a ¢iAos is
naturally and unalterably ‘one’s own’ (9—10, 511—25, 522—3, Q04—
150n.), and therefore always deserving of ‘love’ (73, 523, 898—gnn.)
and ‘honour’.'** By contrast, Kreon proposes an unorthodox defini-
tion of giAia that is none the less in some respects quite familiar
from Athenian political debate (162—210, 508—25): natural ‘ties’
(family and other prior personal connections) should count for noth-
ing, and we should ‘select’ (188 8eiuny, 1go ToloUueda, 191 vépoiot)
our iAol and &xBpot/moAépior purely on the basis of their conduct
towards our community. This disagreement cuts to the heart of
Athenian political life (see below, pp. 48—50); but, so far from di-
rectly confronting the philosophical problem — what criteria to in-
voke when ¢iAia places conflicting demands upon a person — neither
Ant. nor Kreon acknowledges the legitimacy of the other’s claims at
all: for Kreon, the traitorous Pol. has simply ceased to e ¢iAos to his
uncle or sisters (20810, 516—22nn.), whereas Ant. never responds to
the charge that Pol. was a traitor to his city, and argues instead that
Eteokles’ enmity has been superseded by death (508-25, 521nn.).
Characteristically, Ismene again shows some sympathy for each side
(e.g. 79, 98—9) — and although she is consequently condemned by
both, her mixed feelings may be shared by many members of the
audience.

(iif) Throughout the play, emphasis is constantly being placed on the
need for intelligence and good sense (ppoveiv, yvoun, edpoviia,
voUs, pavBavetv), and characters repeatedly accuse one another of

122 Blundell 1989: 50—9; on @iAia in Ant., Knox 1964: 80—8, Goldhill 1986:
79—83, 88-106.

'?* Cf. the many oUT- words she uses in this connection (1, 86—5nn.; also
511, 513, 9oo, gignn., and 48, 696, and further Loraux 1986). But despite
Ant.’s claim to be ‘born to share in giAia’ (523), she does not demonstrate an
especially ‘loving nature’, in the modern sense of those words: she is on the
contrary quite cold and dismissive towards everyone except the dead, and
threatens to ‘hate’ Ismene if she will not co-operate with her (86, g3); cf.
523n. and Nussbaum 1986: 64-5.
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“foolishness’ (&PovAia, SuoPoulia, pwpla, KTA.) or outright ‘mad-
ness’ (492, 653, 765). The Chorus sing of mankind’s extraordinary
intelligence and ingenuity, so powerful for good or ill (332-75n.),
and of the human propensity to lapse into that special kind of delu-
sion (&Tm, 4, 17, 582—625nn.), wherein evil is mistaken for good, in-
justice for justice (615—25, cf. 791—2, and 323). We should hardly
expect a neat definition of ‘true wisdom’ to emerge: tragedy thrives
on mental mistakes and contingent misunderstandings, which are
represented as being typical and ineradicable, indeed intrinsic to
social existence. We may, however, learn something about the pos-
sibilities and limitations of human understanding from tracing the
differing mentalities and rhetorical strategies exemplified by the
usage of these terms. In particular, we can trace an implicit struggle
for validation between the calculating ‘intelligence’, ‘counsel’, and
‘thought” (yvoun, ¢povelv, pavlavety, PoUAevua, vols), recom-
mended by Kreon and the other (male) characters, as against Ant.’s
intuitive ‘knowledge’ and ‘certainty’ (especially &mwioTacal, &idé-
vai);'? and among the male characters, we may contrast Kreon’s
emphasis on ‘calculation’ and rigid ‘straightness’ with Haimon’s and
Teiresias’ recommendations of ‘learning’ and ‘bending’.'?®

By the end of the play, after Kreon’s ignorance and overconfident
obstinacy have been starkly laid bare and punished, the Chorus sum
up with the pat assertion, T6 gppoveiv eUBaipovias TPOTOV UTAPXEL.
But we have received small reassurance as to the capacity of human
intelligence to calculate and escape calamity in the future. Smaller
minds — the Guard’s, Ismene’s, the Elders’ — may succeed in avoid-
ing personal disaster: but none of them has proved capable of fore-

125 Foley 1996: 57—9, 64-8 suggests that Ant.’s language presents a dis-
tinctly ‘feminine’ mentality, reflective of the different contexts for moral
choice experienced by women; cf. C. Gilligan, In a different voice (Harvard
1982). But in other respects Ant. is obviously a more ‘masculine’ and assertive
character than her sister, and her language and actions appear shockingly
‘hybristic’ and ‘manly’ to Kreon and the Chorus (480—5; 4712, 875, etc.).
See further below, pp. 51—4.

126 For male yvoumn, see 175-7, 188, 330, 389, 635, 640, 719; for ppoveiv,
207, 477-9, 510 (and 557!, etc. (and cf. Ismene at 49); also oida (316, 477-8n.);
on Kreon’s 6pfo- words, cf. 162—3n. For Ant., émioTauan (‘be sure’, ‘know
how to’, 4712, 480; cf. Haimon at 686) and oidx (2, 18, 33, 89, 447-8, 460,
521) are characteristic. See Coray 1993, esp. 58—80, Nussbaum 1986: 51-82,
Foley 1996: 57—9, 648, C. Knapp, A7P 37 (1916) 300—16, and above pp. 36—7.
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seeing or averting the troubles that afflict the larger community.
Rather, it has been the impetuous and one-dimensional ‘tempers’ of
Ant. and Haimon (dpyn, 766—7, 875; cf. 471—2, 929—30) that have
combined to provoke the eventual resolution, in combination with
Teiresias’ supernatural insight into hidden ‘signs’ (onpeia, 998n.; cf.
993 Ppevos, 996 gpovet). Perhaps some comfort may be derived from
the idea, repeated at intervals throughout the play, that human
beings must be ‘flexible’ (e.g., 710—23, 1023—8) and willing to ‘learn’.
But it would not be unreasonable to conclude instead from the fates
of Kreon, Ant., Haimon, and Eurydike that the internal and exter-
nal forces that“drive us all are too unruly and unpredictable to be
mastered or evaded by merely human ‘good sense’.'?’

(e) Contradictions

One function of drama (as of other forms of mythical, artistic, and
religious expression) appears to be the opportunity it provides of
articulating and confronting (in more or less disguised forms) some
of society’s deepest-seated tensions and conflicts, and perhaps miti-
gating or defusing them to some degree through the mechanisms of
ritual, play, and communal celebration, a process that can be both
disturbing and yet strangely satisfying. It is not so much that a par-
ticular artistic representation is likely to propose a permanent solu-
tion to such divisions and conflicts (e.g., between male and female,
master and slave; Tamily and state); rather that the very process of
working through the conflict, and ‘resolving’ it in dramatic terms,
may make it more manageable and endurable, or at least more in-
telligible, in the future.!?®

In the case of Athenian tragedy, we may recognize a characteristic

27 Nusshaum 1986: 80 suggests that we have learned (primarily from the
examples and language of Haimon and Teiresias) to be “flexibly responsive to
the world’; but others see the ‘wisdom’ acquired as being of a more mysteri-
ous and paradoxical kind (Benardete 1975, Reinhardt 1979, Oudemans &
Lardinois 1987).

128 See esp. Turner 1969, and cf. Lada 1993. The Structuralist approach to
myth and ritual derived from Claude Lévi-Strauss, Victor Turner, and oth-
ers, with its predilection for these and other polar binary oppositions, has
been applied to Greek tragedy with particular success: e.g. Vernant & Vidal-
Naquet 1981, Segal 1981.
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dynamic by which a set of social issues is simultaneously problemat-
ized and neutralized or foreclosed: troublesome and even radical
questions about the status quo are brought to the surface, but the
outcome of the play appears to eliminate, or at least to limit, the
possibility of social change, and thus reinforces the sense that this
status quo is unalterable and necessary (and therefore even ‘right’?).
This dynamic is especially pronounced in S.’s plays, and, together
with their extraordinarily tight construction and sense of closure, is
largely responsible for S.’s reputation for ‘pessimism’.'?® Yet, even in
S.’s plays, the dramatic resolution tends to be presented in such an
open-ended and ambiguous fashion that different readers and audi-
ence members may draw quite different conclusions about the social
and moral implications of the play: even as some of them resign
themselves (sadly, or complacently) to the inescapability of fate, and
perhaps to the concomitant dignity of human suffering, others may
indignantly recall the elements of resistance and contradiction with-
in the play that point to, or demand, a better alternative.'® Thus,
for example, if we read resolutely enough against the grain of S.’s
dramatic text, and insist that all the injustices which we see from our
modern perspective were intended so to be seen, as part of S.s
covert critique of his society, we can conclude that ‘S. leads us to ask
not merely whether a polity so unjustly structured can survive but
whether it deserves to’,'*! whereas it might be preferable to insist
only that S.’s text allows us to see these injustices (even as it also
works to disguise and gloss over some of them), and thus probes
certain fault-lines in the Athenian polity without coming close to

129 F o J. C. Opstelten Sophocles and Greek pessimism (Amsterdam 1952),
Whitman 1951, Reinhardt 1979. By contrast, critics usually find A.’s plays
more ‘optimistic’ and progressive, E.’s more subversive and radically disrup-
tive.

130 Even within the same reader/spectator, two successive experiences of
the ‘same’ text/dramatic performance may result in quite different responses.
In general, sce Dollimore’s analysis of ‘subversion’ vs ‘containment’ as a
critical strategy (1989: xvi—xxxii); and cf. Rose 1992: 27—42, building on N.
Holland, The dynamics of literary response (New York 1968) and F. Jameson,
Marxism and_form (Princeton 1971). See too Griffith 1995: 107—24.

131 W. J. and A. M. Lane, in J. P. Euben, ed., Greek tragedy and political theory
(Berkeley 1986) 182. (A similar, but more subtle, reading is offered by Benar-
dete 1975.)
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suggesting the need for radical social change, let alone any pro-
gramme for effecting it. At the opposite extreme, it has been con-
cluded that the very purpose of S.’s drama (or Shakespeare’s) is to
bring us to a state of aesthetic equilibrium, ever oscillating between
co-existing but incompatible alternatives as we contemplate ‘man’s
awkward position, divided and ambiguous, in a hard and ruthless
world’;'*? or that the experience of Ant. leads us to appreciate the
value of moral complexity and conflict for their own sakes.'** Both
these responses may bring their own aesthetic and moral satisfac-
tions; yet the stronger our sense of ‘equilibrium’ and aesthetic ‘rich-
ness’, the easier it may be for us to cease interrogating the text for
new possibilities and to settle into a complacent resignation to the
inevitable.

In any case, Ant.’s baffling open-endedness may be said to add to,
rather than detract from, the universality and power of its appeal,
allowing as it does for the multiplicity of statuses and viewpoints
of the play’s ancient and modern audiences — even as it explains
to some degree the abundance of scholarly disagreement over its
‘correct’ interpretation. There may indeed be several ‘correct’ inter-
pretations of Ant., and there seems little to be gained, and much to
be lost, by insisting that one is better than all others. The play of
opposites provides its own challenges, and its own rewards.'3*

132 Qudemans & Lardinois 1987: 28.

18 S0 Nussbaum 1986: 75-80, emphasizing the ‘richness’ of experience
provided by the totality of S.’s play, as opposed to the pat consistency and
over-simplification sought by Ant. and Kreon.

3+ Does this mean that we are all licensed to find whatever meanings we
wish in this, or any, work of literaturc? Not exactly. We may look, we may
think we have found its meaning — but then we are obliged to examine the
alternatives, expose our view to criticism, take account of the original con-
ditions of production and performance, before concluding that our own
interpretation is justifiable or ‘valid’ in anything more than a partial or solip-
sistic sense; see Culler 1975, Fish 1980 (above, n. 78). In the end, of course, it
is up to us, as readers, audiences, actors, directors, critics, and teachers, to
what degree, and to what social ends, we may choose to focus on thesc oppo-
sitions and fault-lines — or any other particular elements — in a text. But we
need to be aware, and explicit, about what we are doing thereby and why;
see R. Williams® ‘Afterword’ to J. Dollimore & A. Sinfield, eds., Political
Shakespeare (London 1985) 281—9.
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(¢) Human/divine

In one of the most famous speeches of Western literature, Ant.
invokes the ‘unwritten and unfaltering laws of the gods’ (453-7) as
her basis for disobeying thc mortal Kreon’s edict. Earlier, the
Chorus, after singing of the wonderful achievements of ‘ultra-clever
man’ (347 Tepippadng &vnp), warn that this man and his city are
‘high’ (OwiTroAis) only so long as he ‘reveres the justice of the gods’
(369-70). So, after Teiresias explains to Kreon that the gods both
below and above the ground are offended by his non-burial of
Pol. and premature ‘burial’ of Ant. (1068—76), we may concur with
the Chorus’ final assessment, “‘We must not be impious (&oeTTeiv)
towards the gods’ (1349—50), and with Kreon’s verdict, “The blame
for this will always belong to nobody else but me’ (1317-18). The
general principle, that divine law overrules human, has thus been
reaffirmed, and this ‘religious’ lesson has been taken by many to be
S.’s main concern in the play: Kreon’s presumption is crushed, and
the traditional rules of family-based cult are thercby reinforced.'®
This lesson is not entirely comforting, however: for even if the con-
templation of the numinous mystery of the divine carries with it a
kind of fascination that is enhanced by such glorious poetry as is
contained in the 2nd, grd, and 6th Songs of Ant., and by our recog-
nition of the ‘fullness of Ant.’s death’ and of the ‘all-embracing
world with which Ant.’s figure is linked’,'*® we may well be disturbed
by the gods’ apparent disregard for Ant. herself, even after she
articulates her support for their ‘laws’ and accepts a lonely death in
defence of them; dismayed too by the suffering and deaths of the in-
nocent Haimon and Eurydike. The gods (as often) appear more con-
cerned with punishment than with reward or comfort.

Furthermore, tempting though many critics have found it thus to
identify Kreon squarely with the secular, Ant. with the divine, and to

135 Ant.’s expressions of moral and religious certainty have even suggested
to some critics a special kind of spiritual enlightenment or direct appercep-
tion of the divine, such that her death has been described in terms reminis-
cent of Christian martyrdom (e.g., Jebb xxv—xxxv, cf. Reinhardt 1979: passim;
contra, Brown 1987: 7—10). On this score, discussion has surrounded Ant.’s
expressions of dismay and uncertainty (loss of ‘faith’?), as she contemplates
death and the gods’ failure to intervene; but see 921-8n.

%6 Reinhardt 1979: 93, 80; and cf. n. 65 above.
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read the play as a straightforward vindication of traditional religious
belief, the issues are not quite so simple. It is true that Kreon sneers
at Ant.’s claims to have divinity on her side (51416, 575-81, 777—
8onn.), indignantly rejects the Chorus’ suggestion that the gods
might be responsible for the mysterious nocturnal burial of Pol.’s
body (280—9), and accuses the venerable prophet of corruption and
greed (1033—63). But Kreon himself appeals repeatedly to Zeus and
the gods of his city (184, 304—5; cf. 162—3, 198—203; and 758), and
does eventually heed the prophet’s warnings and attempt to make
amends (991—7, 1095—7). And while his scornful and hyperbolic lan-
guage at times betrays gross insensitivity, bordering on blasphemy
(see esp. 48590, 889, 1039—44nn.), he does not challenge or insult
the gods directly, like S.’s Aias or E.’s Hippolytos, Pentheus, or Poly-
mestor.'”” There is historical evidence that during the mid-fifth
century the Athenian demos began to intervene in new ways to regu-
late the activities of traditional family-based cults;'*® and we may re-
gard Kreon and Ant. as representing two different kinds of religious
observance, civic vs familial, or ‘new’ vs ‘old’ — even to some degree
‘upper’ vs ‘lower’ gods.!*® In so far as the play contains a clear reli-
gious ‘message’, it clearly validates the claims of the old familial
cults: Kreon was wrong. But we should not look to press such a neat
religious (or religious/secular) dichotomy too far: neither of the two
main characters is entirely consistent in word and practice — and
neither takes account of those other divine, but anarchical, powers

¥ Kreon’s edict is not motivated at first by antagonism to Pol.’s family
and its rites (which after all are his own), but by concern for the political
security of the city: he suspects conspirators, not his niece.

3¢ E.g. the Praxiergidai decree at Eleusis (/G x111 105.45); see further Ost-
wald 1986: 138—61. These issues tend in modern discussions to spill over
(anachronistically) into analysis in terms of ‘state’ vs ‘church’, or ‘state’ vs
‘individual conscience’; see below, pp. 48—50.

1% ‘Ant. is not interested in heaven. As Creon ... remarks, it is the law of
Hades that she feels bound to fulfil (777) ... She mentions Zeus only twice ...
(26, 450) ...; [by contrast] Hades 519, 542, (811, g11); Phersephassa 894; the
gods 77, 454—5, 459—60, 921, 922, g925; the gods below 451, 938; the dead
below 25, 74-5, (89), 521, 560°, MacKay 1962: 167. Such an opposition is
familiar, e.g., from A.’s Eum., where it is likewise reinforced by an opposition
of gender; cf. G. Thomson, Aeschylus and Athens (3rd ed., London 1961), Zeitlin
1996: 87-119.
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whose energy obliterates these neat distinctions and sweeps all before
them, Eros and Dionysos (1534, 1115 -54nn.)."*

(22) Polis[oikos

Conflict between family obligations and the demands of the larger
community, between ¢tAla and 16 Kooy, pervades every civilized
society. This conflict was especially acute and clearly defined in fifth-
century Athens, and nowhere more so than in this play. Kreon, as
oTpaTnYSs (7—-8n.) and leader of his city, insists on the need for citi-
zens and rulers alike to disregard kinship and personal favouritism
and to set the highest value on discipline and ‘obedience to author-
ity’ (meibapyia, 661-80); and his nephew Pol. is consequently to be
treated as nothing more than an enemy of the state. Ant., however,
in maintaining the overriding obligations of @iAix (9—10, 69—77,
508—25n.), cannot cease to regard Pol. as ‘her own’, whatever his
public actions.'*!

Yet here too the issuc is far from cut and dried. For all Kreon’s
political (and specifically democratic-sounding) language,'** he shows
increasingly, in his confrontations with both Ant. and Haimon, that
he is more concerned about his own personal authority, as a man
and a father, than about his citizens’ opinions (473-85, 726—69, etc.;
and cf. 670—1n.). Indeed, he displays not only disrespect for family
obligations, but also political incompetence in his insensitivity and
mistrust of his fellow-citizens; and he ends up not only destroying his
own family, but also jeopardizing the whole community of Thebes,
by tainting its public altars and its relations with other cities (1015—
22, 1080—3). Conversely, Ant. is by no means unconcerned about her

%0 On Eros and Dionysos, sce W-Ingram 1980: 92-116, Segal 1981: 197—
206, Nussbaum 1986: 82, Seaford 1994; and below pp. 58-66.

41 Since the otkos/polis opposition overlaps to some degree with that be-
tween nature (@Uois) and culture (vépos), we may also take note here of the
play’s insistence on Ant.’s natural and hereditary characteristics and obliga-
tions (1, 37—-8, 471-2, 523, 866nn.; also 683-6n.), as opposed to Kreon’s em-
phasis on cultural choices, ‘making straight’, ‘keeping order’, and sclectively
‘establishing’ his social connections (188 fsiuny, 1go ToroUueda; cf. 1623,
639—80, 670-1nn., and 680 katoiped’ &v). See above, pp. 40—1, and Segal
1981: 152—86.

2 His assertions are reminiscent of Perikles’ (Thuc. 2.38—46, 60), and
later quoted approvingly by Demosthenes 19.247; see 162-210, 188—gonn.
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public reputation among the citizens (84—7, 839—52, 937—43). Public
and private, political and familial, cannot be wholly separated in the
case of royalty: so, while the play certainly asserts the inviolable
claims of kinship and points up the oppressive potential of civic au-
thority in the wrong hands, it does so in such a way as to remind
us of the inherent dangers posed to the stability of the polis by its
leading dynastic families.!*® If ‘family’ is the solution, it is also the
problem.

One of the most influential general theories of tragedy is that of
G. W. F. Hegel, which is based directly on his reading of this play in
terms of oikos/polis opposition.'** Hegel asserts that both Kreon and
Ant. are right in principle, but that each of their conflicting princi-
ples is of only limited validity, whereas each of them insists on its
absolute claims: the tragic conflict destroys the two individuals, but
results in the emergence of an ethically ‘higher’ and more inclusive
plane of consciousness.'* This reading has much to be said for it
(provided we do not require both characters to be entirely or equally
right in every respect), and lies behind many subsequent theories
concerning the centrality of conflict to the idea of tragedy.'*s The
biggest problem with it lies perhaps in its idea of a final ‘synthesis’ or
elevated level of awareness (which is directly linked to Hegel’s insis-
tently evolutionist and progressive view of history); for, although the
ending of Ant. does provide reassurances of a less troubled future,
and of lessons that have been ‘learned’ by the survivors, neither the
Chorus nor Kreon comes close to articulating a world-view that syn-
thesizes the insights gained through the course of the tragedy, and
it must remain questionable how much of this the members of the
audience are able to achieve for themselves.!*’

Closcly related to this eikos/polis dichotomy is the issue of kinship

' See further Maitland 1992, Griffith 1995, and pp. 54—8 below.

** See A. & H. Paolucci, eds., Hegel on tragedy (New York 1962) 62—74 (from
The philosophy of fine art), Steiner 1984: 19—42, Hester 1971.

'* In insisting that Ant. and Kreon are both ‘right’ in principle, Hegel
does not rule out the possibility of either or both being at fault in the per-
sonal (behavioural) shortcomings that heighten the conflict instead of seeking
to resolve it.

#6 Gellrich 1988. By contrast, Aristotle has little appetite for ‘conflict’.

"7 See 1326—53, 13436, 1347—53nn., and above, pp. 43—5.



50 INTRODUCTION

and exogamy. If one of the primary functions of myth is to provide
actiologies and justifications of familiar social rules, rituals, and
taboos, then the Theban saga was especially rich in examples of vio-
lations of the rules concerning endogamy/exogamy, and concerning
the relative claims of birth-family vs marriage-family.’*® In 4ns., the
cursed families of Laios and Menoikeus are shown transgressing
these norms yet again, with the next generation consequently failing
to achieve proper ‘passage’ from childhood to adulthood and mar-
riage: Oidipous’ two sons die at each other’s hands, one unmarried,
the other exploiting a foreign marriage to forge a military alliance
and attack his homeland; of the two daughters, neither is married,
and Ant. rejects the prospect of husband and children, while dem-
onstrating peculiar devotion to brother and kin. At the opposite ex-
treme, Kreon’s son unites with his intended bride against his father,
whom he even attempts to kill (648—60, 740—g, 1291—4). The result:
obliteration of the whole extended family, as a ‘lesson <to the rest of
Thebes/Athens) in old age’ (1353), according to the logic of myth.!*

% For the particular characteristics of the ‘Thebes’ myth in Athenian
tragedy, see esp. Zeitlin 1986, Seaford 1994: 213—20.

149 The Theban saga is often narrated so as to emphasize the theme of
sacrificing one family, or a single man (= Opfertod), to save the whole city,
whether that family must be Laios’ (as in A. T#.), or that of one of the ‘Sown
Men’ (as in E. Pho.; cf. Pentheus in E. Ba.); see R. P. Winnington-Ingram,
Studies in Aeschylus (Cambridge 1983) 16—54, Zeitlin 1986. Such a story-pattern
fits O7 much better than 4nt.: but in our play it is not far-fetched to see
Kreon in this role of ‘ritual substitute’, with Ant. an innocent victim waste-
fully sacrificed along with him; or we might regard the whole ‘extended
family’ (Kreon’s and Oidipous’ together) as the tainted element that must be
eradicated for social health to be restored to Thebes. This taint is repeatedly
mentioned or implied, both surrounding Ant.’s own direct ancestry (2—6, 49—
57, 594—603, 857—71), and in connection with Kreon’s actions within the play
(ro15, 106676, 1311, 1322-5, 1389). Although little is said in the text about
any purification or communal relief resulting from the royal deaths, the
burial of Pol. does remove the aura of pollution (11gg—1205 with nn.), and
the growing sense of co-operation between Kreon and the Chorus (and, in-
trinsically, between Chorus and theatre audience) may be felt to promise
some further degree of reassurance and continuity; see 1347-53nn., and pp.
54—8 below. For further discussion of the pharmakos theory in relation to stage
tragedy, see esp. N. Frye, Anatomy of criticism (Princeton 1957) 147—-50, 206—23,
Turner 1969, R. Girard, Violence and the sacred (1972; Eng. tr. Baltimore 1977),
W. Burkert, GRBS 7 (1966) 87—121, Seaford 1994: 310—18; and for Greek
ritual practice, see J. Bremmer, HSCP 87 (1983) 299—320.
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(i) Male/female

Gender lies at the root of the problems of A4nrt. Throughout the play,
the status and proper roles of women, the possibilities of female
autonomy and subjectivity, and the limitations of traditional views
of male authority and discipline, are repeatedly brought up as key
issues; and in the figure of the young heroine, who refuses to be
cowed by male authority, takes action against an unacceptable polit-
ical order, speaks out on behalf of divinely sanctioned moral laws,
and embraces a terrifying death rather than abandon her principles,
S. has created one of the most impressive female figures ever to walk
the stage. As we have seen, modern critical responses to Ant. as a
character have varied widely, and we possess few clues about the re-
ception of the play by its original audience.'®® None the less, as we
hear Kreon shrilly — and erroneously — berating his nieces and son,
and insisting on the need for men always to ‘be master’ of women
(e.g., 482—5, 531—5, 677-80, 740—50), even the most misogynistic and
paternalistic Athenian must have felt some qualms. Likewise, as Ant.
and Ismenc argue about what ‘women against men’ can achieve (61—
2, 96—7), and the Chorus sing about the torments of mythical brides
and mothers (944—87), it is impossible not to admire Ant.’s courage
and achievement, and not to echo some at least of the praise
expressed by Haimon (699 ‘Is she not worthy of golden honour?’),
even though we may also sympathize with the more critical views of
her presented by the Chorus or the Guard as detached male observ-
ers, or even those of Kreon himself.

For a Greek girl, the tokens of coming of age and social success
were marriage and children: this was the prime object of her up-
bringing, and it was by this criterion that her reputation as a woman
was established. So the day on which she was led by her father or
guardian to the house of her new husband was likely to be the most
significant moment of her life. Yet she was also expected to remain
perpetually loyal and faithful to her natal family; and in this dual set
of obligations, to father and to husband, she is constantly liable to

120 Tt is not even known whether women attended the Theatre: see J. Hen-
derson, TAPA 121 (1991) 133—47, S. Goldhill, in R. Osborne & S. Hornblower,
eds., Ritual, finance, politics (Oxford 1994) 347—69. But there is no doubt that
the majority of the original audience were male, and we may safely assume
that if there was an imagined ‘ideal audience’ to which the plays were
directed, it consisted of Athenian citizens; but see pp. 435 above.
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conflicting demands from both sides. In Ant.’s view, in the shadow
of civil war and continuing political crisis, the prospect of attach-
ment to any group other than her father’s/brother’s family is tanta-
mount to ‘betrayal’ (46), and she sces the only future awaiting her as
reunion with her family beneath the earth (736 ‘I shall lie with him,
united in love (¢iAn ... pidov péta) ... for ever ... cf. 897—9). Ina
grim metaphor that comes to be repcated as a virtual refrain, she
prepares for her ‘marriage to Hades’ (806—16, 8g3—4nn.), in the dark
underground ‘bridal chamber’ that will also be her ‘tomb’. Her
death may carry a kind of ‘nobility’ and ‘glory’ (72, 502, 695, etc.;
cf. 72n.): but we recognize it as a cruel curtailment and perversion of
all the sexual and maternal desires that should be expected of a
woman.' The pathos of Ant.’s mixed despair and defiance, as she is
led off to death, brings home unforgettably the sensc of a young
woman’s terror and isolation at leaving her family home to take up
residence in another man’s house and bed — but in this case deprived
of the compensating excitement of torches, music, and celebrating
companions, and the prospect of a desired new status and future:
‘Now he has laid hands on me and is taking me away — unmarried,
unsung, receiving no share of marriage to anyone or raising of chil-
dren, but all alone, bereft of those who care for me ..." (9g16—19).!*?
And our final image of Ant. is of her dead white check spattered
with blood from her bridegroom’s embrace (1240-1), as her body
provokes the final agonistic collision of the two men who seek to
control her.

The figure of Ant. herself is gendered in curiously ambiguous and
conflicted terms. On the one hand, her devotion to family and per-
sonal attention to her brother’s funeral rites correspond to traditional
‘feminine’ priorities; and, as we saw, her language is differentiated
from that of Kreon and the other male speakers by its diction and
modes of argumentation.’® Yet her self-assertive and independent

! The curtailment is both external and internal to Ant.: her ‘guardian’

(kurios) is the very one who is ‘leading’ her to her deadly bridegroom; and she
herself exercises her own subjective preference to the point of explicitly
choosing brother and father over any prospective husband or children (9og4—
14).

192 See further Seaford 1987, Rehm 1994: 59-71.

133 See above, pp. 20, 367, and n. 125.
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manner, her outspoken defiance of Kreon, and her sharp rejection
of Ismene’s conventionally ‘feminine’ mentality, together with her
willingness to take action — and speak out — in the public sphere and
in the name of the ‘laws’, mark her out as a highly unconventional
and exceptional ‘woman’. '**

The play thus raises deeply troubling questions about the status
and expectations of women and about society’s deep-seated gender
conflicts. What does its outcome suggest by way of an answer?
Through her words and actions, Ant. has publicly made her point,
and has to some degree been vindicated and won glory (692—700):
but she is dead, and she is largely neglected in the final scenes — no
lament or honorific funeral for her is mentioned (1226-36, 1340—
gnn.). She has given voice to the claims of kin and the cult of the
dead, areas in which women were traditionally expected to be vocal
and active; but in the end her voice has been replaced by that of
Teiresias, speaking both for chthonic and ‘upper’ powers (1068—76),
and also for ‘the city’ as a whole (992—4, 1015). Her ‘unfeminine’
venture into the male world of public action has destroyed her and
others close to her. And even the burial of Pol., which she has twice
attempted, is finally performed by Kreon and his men (1197-1204).

Eurydike is dead, too, the innocent victim of Kreon’s mistakes;
and although in her brief scene she is given a few lines that disturb-
ingly draw attention to the recurrent miseries of her life as wife and
mother (1191, 1301—5nn.), she is quickly silenced, for her role is pri-
marily to be another vehicle for Kreon’s punishment. In the closing
scene, the focus is thus almost exclusively on Kreon and his suffer-
ings. He may not have ‘mastered’ the women, as he intended, but he
has survived them, and his political authority — shared now more

3% Or, to put this another way: the contrasting patterns of behaviour and

speech embodied in Ant., Ismene, and Eurydike ~ and within the single figure
of Ant. herself — demonstrate the large (and often inconsistent) range of per-
formativities contained within the category ‘woman’. Ant. is hailed both as
being ‘of all women ... deserving of golden honour’ (693—9) and as one who
shamelessly attempts to assert herself as a ‘man’ in place of the king (484);
conversely, Ismene can be said to be both a ‘better’ (more conventional)
‘woman’ and a less devoted (less single-minded) ‘daughter’ than her sister; see
further M. Griffith, ‘Antigone and her sisters’, forthcoming in A. Lardinois
and L. McClure, eds., Making silence speak: women’s voices in Greek literature and
soctety (Princeton 199g).
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equally with the Elders — remains intact (1257-1353, 1347—53n0.).
Only one female has survived — Ismene, who relapses into safe invis-
ibility and silence well before the end of the play; and she is the one
who has done the least to disrupt the prevailing male order, the one
who spells out explicitly that women are ‘not to battle against men’
(62). It must be remarked, too, that during the course of the play the
feminine solidarity of the two sisters has quickly been sacrificed by
Ant. (and by 8.?) in the name of absolute loyalty to brother and fa-
ther: as a true ‘lover’ of her family (99, 523) she cannot ‘hate’ her
brother or father, only her sister (86, 93—4; cf. 543, 549). And
Ismene’s attempts to mend this breach repeatedly fail.'®

The choices for a female subject in this play are thus limited
indeed: speak out, take action — and dic in isolation; or keep your
place indoors, in silence, in subjection, so that men may continue
their misrule. How far are these choices felt to reflect the tragic
peculiarities of the family of Oidipous and fictional Thebes, how far
the norms of contemporary Athenian life? Did S.’s audience even
notice the absence of Ismene, or the silence about Ant., in the clos-
ing scenes of the play?'*®

(f) Politics

The action of Ant., like that of most Attic tragedies, centres on an
elite family, whose aspirations, achievements, and experiences rever-
berate mightily throughout their whole community.’®” The building

155 See P. Phelan, Mourning sex (New York 19g97) 13—16, reassessing Lacan’s
claim (1992: 260—83) that Ant. ‘incarnates ... the desire of death as such ...,
which is in turn ‘linked to the desire of the mother’. See too Johnson 1997,
and Katz 1994: g1-6, who argues that ‘the play describes a progression from
an attempt to reconstitute a symbiotic unity with Ismene, through rejection
of the living sister for the dead brother and the concomitant assumption of the
maternal role, to a final and total collapse back into the dead past ...” (p. 95).

56 We may compare the closing scenes of E. Hipp., or the ending of Ar.
Lysistrata, where the heroine is likewise removed so that the men can com-
plete the reordering of Athens and Sparta. See further Wohl 1998; also
Showalter 1985, Belsey 1985.

%7 That ‘community’ may be as large as humankind in general (e.g. in the
cases of Prometheus in A. Prom., or Herakles in 8. 77.); but usually it is a polis
or an army.
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that stands centre-stage, and provides the main focus of the play’s
action and the audience’s attention, represents their palace, in front
of which the Elders of the city are gathered, attending on the king’s
needs; the royal family passes in and out of the central door, and
messengers come and go in their service. And, in accordance with
tragic convention, although all the characters speak the same dialect
and maintain more or less the same tragic dignity of diction and de-
portment,'® a clear social distinction is maintained between those
(named) characters of the elite and the {generally anonymous) minor
figures, including the Chorus, who come either to attend to their
needs, or to watch, advise, and sympathize with them — and who
eventually will depart to other areas of the city to continue with their
lives, chastened but relatively undamaged by the tragic denouement.

This distinction is reflected to a large degree in the relationship
between the leading characters and the audience, who tend to be
cast, both by the stage action and by the physical layout of the the-
atre, into a role similar to that of the Chorus, Messengers, or Guard.
Although the spectators (ancient and modern) may be made up of
several heterogeneous elements, and their ‘gaze’ and point of view
may shift in unpredictable ways, from empathetic involvement with
the first-hand experiences of the main characters, to the more dis-
tanced and deferential — and at times ironically slanted — views of
the Chorus and other minor figures,'>® our relationship to the tragic
‘elite” will normally comprise a complex mixture of admiration and
disapproval, anxiety and dependency, as these central figures are
presented to us alternately, or even simultaneously, as grand and
superior objects of veneration, and as fatally error-prone and vul-
nerable misfits. Consequently, the audience may feel itself deeply
involved in, and impressed by, the main characters’ larger-than-life
struggles, and yet ultimately grateful for its own relative distance
and immunity from their risks, achievements, and sufferings, a com-
bination of responses that appears to be characteristic of the tragic

1% The Guard provides some slightly ‘lower,’ comic elements, in exception
to this general rule; see 223-331, 388—400, 437—40nn., Seidensticker 1982.

%% By contrast, the ‘gaze’ of a modern cinema audience is relatively easy
to track; see J. Ellis, Visible fictions (London 1982), K. Silverman 1983, Griffith
1995: 72—81, 1998: 36—42.
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experience.'® Without these elite figures, where would the tragedy
be?

In the course of Ant., the city is almost ruined by a collision of two
high-handed aristocrats, the one parading expressions of democratic
loyalty that quickly lapse into paranoid assertions of his own power,
based on ‘obedience to rule ... right or wrong’ (676, 667), the other
outspokenly deflying the city’s edicts and officers in the name of ‘un-
written laws’ and the traditional claims of family blood-ties — a phen-
omenon all too familiar to fifth-century Athenians, as they recalled
the chequered careers of their own Peisistratids, Alkmaionids,
Kimonids, and other dynastic families.’®’ By the end of the play, the
audience may derive some reassurance from the political develop-
ments that they have witnessed, whereby Kreon’s authoritarianism,
and the excessive pusillanimity and blindness of his advisers, have
been replaced by a collaborative relationship between ruler and
‘citizens’, conducive to a more harmonious civic future (10g1—1114,
1347—-53nn.; cf. 1183 &oToi); and perhaps they may see in these devel-
opments some confirmation that their own democratic system can
prevent such egregious misbehaviour among the elite.'®* But, given
the Elders’ distinctively upper-class status (843, 940, 988), and the
exclusion throughout from the stage of any truly ‘democratic’ pres-
ence or voices,'® the restoration of political order that we witness
taking place in the closing scenes amounts rather, it seems, to a form

180 See Bradley 1905, Jauss 1974, Griffith 1995: 107—24; we may compare
too the Chorus’ and Ant.’s attitude to Niobe (823—38, with n.).

%t Further examples were close at hand, too: ¢.g., the kings of Sparta and
Thessaly, or the tyrants of Samos and Syracuse; cf. Shakespeare’s and Mar-
lowe’s England, with its anxieties about the monarchy and the social mobility
of the new bourgeois.

162 See Rohdich 1980, J. Winkler in Winkler & Zeitlin 1990, Goldhill 1990,
Rose 1992: 18594, Seaford 1994. Yet Attic tragedy invariably concludes with
the elite continuing legitimately in power, even if this or that disruptively
dominant individual may have been removed or cut down to size; cf. Griffith
1995, 1998.

1¢* The subdued voice of the majority of the Theban citizens, quoted
vainly by Haimon and Ant. herself (6go—700, 732—9; cf. 509), is never ele-
vated to a position of authority, or even autonomy, and they never are
allowed to speak for themselves — unless the low-life Guard be thought to be
representative of the déamos as a whole.
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of aristocratic oligarchy. Furthermore, it has not been the ordinary
citizens, nor any kind of democratic process, that opposed Thebes’
tyrannically-inclined leader and rescued the city from disaster: it
took the defiance of a princess and the rage of the leader’s own love-
struck son — together with the decisive intervention of the gods and
their mysterious prophet.!®*

For all their admiration of Ant.’s boldness and loyalty, and their
respect for Kreon’s (male, elite) status and political ideals (as initially
expressed), few members of the audience are likely to identify whole-
heartedly with either, as they plunge into their tragic collision. For
the most part, their relationship to the stage action will mirror that
of the internal audiences of the play (Chorus, Guard, Messengers).
With all their limitations, the cautious, ineffectual, and complacent
Elders represent a thoroughly ‘normal’ perspective, especially as the
‘play nears its conclusion: ‘Both of you have spoken well ..." (725),
‘We are just human beings, mortal-born ...” (835), ‘Power is not to
be flouted ... Your own temper ruined you’ (873—4), ‘The great
words of boasters are paid for with great blows’ (1350-3), etc. We
may even recognize our own reactions, albeit exaggerated and paro-
died, in the expressions of mixed sympathy and relief voiced by the
Guard: ‘It brought pleasure and pain at the same time: it’s a pleas-
ant relief to escape from trouble oneself, yet it’s painful to bring
others that we care about into trouble. But for me at any rate the
most important thing is my own survival and well-being (cwtnpias)’
(436—40). For, though his moral stature (like his social status) may be
somewhat lower than ours, his relationship to the tragic action
closely parallels the audience’s: he is an uncomfortable accomplice,
quick to disassociate himself from the mistakes and sufferings of the
key characters, yet willing to acknowledge concern for them, even
partial responsibility for their troubles — provided that he is not
himself directly endangered. And above all, he can be counted on to
survive (400 ‘I have the right to be released from these troubles’, cf.

445, and 315—31, 407—40nn.).

164 And these mysterious ‘gods’ (as often in S.) appear to have small con-
nection with the cults and processes of the polis: rather, they seem to belong
to a primordial or ancestral realm that is oblivious to political process or civic
cult (450-1, 582-93, 601—3, 1064—gonn., etc.).
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We do not blame the Guard or the Elders for the catastrophe of
Ant.** But they deserve no credit either for resolving the tragic con-
flict. They have done as little as they could, merely staying as far as
possible out of the way, expressing sympathy and advice, and
watching the action unfold in the hands — and on the heads — of
their leaders. Attic (like Shakespearean) tragedy thus fosters in its
mixed audience of commoners and aristocrats a dangerous, yet
reassuring, interdependency between leaders and led;'®® and this
play, even as it poscs radical and unsettling questions about gender
roles, political authority, class relations, and divine justice, contrives
none the less to provide both an aesthetic and a social resolution
that is as conservative and hierarchical as it is predictable. The
whole process is strangely seductive and comforting, even for a demo-
cratic audience. We may be troubled, even outraged, by what we
have witnessed on the stage: but in the end we are led by the text
and by the action to accept it, to be satisfied with it, and (temporarily
at least) to be convinced: this is how it must (have) be(en).'”

(g) Fantasies

Going to the theatre, or hearing a poem, or reading a book, draws
us into a unique, fictional world that is constructed out of many cle-
ments: some actual or historical, others more or less imaginary and
fantastic. The situations, characters, and viewpoints represented in a
tragedy extend far beyond the personal experience of any one author,

3 Nor do we blame Teiresias, who represents another (very different)
strand in the audience’s tangled skein of responses: the all-wise, yet socially
disengaged prophet shares with us a unique grasp of what is about to happen,
and why; and like us, he is by profession an observer and interpreter, not an
agent. Thus, while he is not himself responsible for the tragic suffering of the
main characters, he connives at it, and even approves of it and helps to en-
force it as being dramatically necessary.

166 See further Griffith 1995, 1998.

%7 It is this paralysing dynamic of ‘Aristotelian’ necessity and resignation
that Brecht was dctermined to resist, with his principles of ‘defamiliarization’
and ‘epic theatre’. Of course, resistance to the impulses towards acceptance
and ‘satisfaction’ is not unthinkable, whether through ‘reading against the
grain’ or ‘negative hermeneutics’ (or even heavy doses of ‘irony’); see above
PP- 43-5, and, e.g., Rose 1992: 1—42, Dollimore 198g: xvi~Ixviii.
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whose task it is to combine mythological, narratological, linguistic,
and imagistic elements (selected both from tradition and from con-
temporary culture at large) with her/his own personal insights and
memories, to create this particular dramatic world.'®® Conversely,
the process of mentally reassembling and re-creating the play, through
the act of reading or of watching it in performance, involves the audi-
ence both in responding conscientiously to the verbal and visual cues
provided by the text and stage conventions, and also in opening up
their own individual imaginations to the process of empathetic iden-
tification with the events and characters of the fiction.'s®

Much of the pleasure (and some at least of the benefit) of drama
derives from the cognitive and affective processes of piecing together
the action and the human figures on stage, and in losing ourselves
sufficiently in the illusion to be able to share the experiences of this
or that dramatic character, as if it were happening to ourselves. Our
‘consciousness’ is thereby vicariously expanded. But there are likely
to be other, subconscious, processes at work too. The audience’s
‘repertoire’ of previous experiences and expectations will include, in
addition to the common stock necessary to tune in to and decipher
the linguistic and dramatic codes of a particular text,'’® innumerable
subconscious desires, fantasies, and fears that may contribute power-
fully to their engagement with the drama unfolding before them.
There are indeed good reasons to suppose that one of the chief
functions and appeals of fiction (as of art in general) is the exploita-
tion and satisfaction of such fantasies, a process of which neither
author nor audience may be fully aware.

While psychoanalytical criticism, like psychoanalysis itself, takes
many forms, most versions focus especially on the repressed desires

18 For helpful discussion of the semiotic codes by means of which rela-
tively small fragments of stage dialogue and visual action are conventionally
organized to suggest a whole ‘world’ populated by real ‘characters’, see
Beckerman 1970, Elam 1980: 98—134.

1 Iser 1978, Jauss 1974; cf. Lada 1993, Bennett 1997.

170 Such a minimal common stock is what is entailed in ‘literary compe-
tence’ (above, n. 78). But beyond this minimum, there may be a fair degree of
variation in the personal and cultural experiences of the different audience
members, esp. in the twenticth century. On the respective ‘repertoires’ of
author and reader, see Iser 1978: 68—85.



60 INTRODUCTION

and anxieties that develop in every child, as it faces the demands of
growing up and entering adult socicty: the need to separate from the
mother, to individuate itself as an autonomous person whose desires
will not always be met by an ever-present, ever-nurturing maternal
body, and to define itself as a gendered, desiring subject in relation
to the authority of the Father.'”’ According to orthodox Freudian
theory, this ‘Father’, in the case of a boy-child, is a competitor for
the love and body of the mother, in a competition that can only be
won by the son when he renounces his mother’s body, finds another
female object of his affections, and becomes in turn a Father in his
own right. In the case of a girl-child, the ‘Father’ is the chief agent
(real or symbolic) of the patriarchal order that subjects her {as bride
and mother) to a permanent role as object of male desire, sexual
possession, and legal domination, a role that (allegedly) comes natu-
rally to her in view of her ‘lack’ of male attributes.”?

Given the intensity of the anxieties that surround these relations,

7t The term ‘Father’ may be meant literally, or figuratively to symbolize
patriarchal order, the Law, and even Language itself: see, e.g., Jacques
Lacan, Eerits (1966; Eng. tr. New York 1977) 1-7, 146—78, 281—91.

7* Freudian models usually take for granted the essential difference be-
tween girls and boys, ‘mothers’ and ‘fathers’, whether these differences are
taken to be natural or culturally constructed. Furthermore, most psycho-
analytical theory (and practice) has bought heavily into the idea of the essen-
tial normality of patriarchy, and the naturalness of the restriction of female
aspirations to those of marriage and child-bearing; this has made it all the
casier for them to believe that the familial patterns and attitudes analysed by
Freud and his followers, upon which the theories of ‘self’ and of gender
norms are based, are universally true of all human beings, whatever familial
and societal structures they may have grown up in. This seems to me unlikely;
see, e.g., G. Rubin, ‘The traffic in women’, in R. Reiter, ed., Toward an an-
thropology of women (New York 1975) 175210, T. De Lauretis, Technologies of
gender (New York 1987). But there are enough points of similarity between
ancient Athenian and modern Western family patterns for application of the
same model to both to have some value. For orthodox Freudian readings of
Greek culture and literature, see esp. Slater 1968, R. S. Caldwell, ‘The psy-
choanalytic interpretation of Greek myth’, in L. Edmunds, ed., Approaches to
Greek myth (Baltimore 1990) 342—-89, Green 1979. For helpful feminist modifi-
cations of Freudian psychoanalytical theory, with regard specifically to Greek
tragedy, see esp. duBois 1988, N. S. Rabinowitz, Anxiety veiled (Princeton
1993), Wohl 1998.
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and the instability of the gendered ‘identity’ that each author and
audience-member is constantly (but surreptitiously) struggling to
(re)construct and maintain, the appeal of dramatic and literary fic-
tion is almost irresistible: for it gives its audience a safe and harmless
opportunity to explore, or experiment with, a variety of ‘subject
positions’; and encourages them to identify with characters and sit-
uations that in ‘real life’ they might never dare to imagine or con-
front.'”® Like a dream, or a game, the drama can thus ‘play out’ their
fantasies in disguise, and may thereby provide a measure of vicari-
ous psychological (re)integration and/or symbolic gratification.'™
From the opening moments of Ant., we are drawn to identify with
one or both of the young, unmarried sisters, a pair of perspectives
that involves us immediately in a complex and unstable pattern of
relations:'”® with the dead, tainted parents; with the uncle who acts
in loco parentis and embodies the adult, male (social, sexual, and sym-
bolic) order to which the sisters are expected to subordinate them-
selves (173—4, 207—-10, 4849, 639—80, etc.); with the ineffectual yet
reassuringly conventional (almost grandfatherly) Chorus;'”® and sub-
sequently with the breezy but irresponsible Guard; and even with

178 For helpful discussions of ‘identification’ (especially around the issue of
gender-construction and relation to the ‘Father’), see J. Laplanche, Life and
death in psychoanalysis (Baltimore 1976), K. Silverman, Male subjectivity at the
margins (New York 1992), D. Fuss, Identification papers (New York 1992), J. P.
Butler, Bodies that matter (New York 1993) 93—119, 187—222.

17+ This ‘gratification’ will normally include a sense of closure and of
restored ‘order’ and control; also (in the case of comedy at least) the guaran-
tee of a ‘happy ending’ (usually including the promise of material and sexual
fulfilment); cf. Iser 1978: 39—50. But it is less easy to determine what kind of
‘gratification’ is provided by a tragedy such as Ant., though much of this
Introduction may be said to have been indirectly addressing this issue. See
also Green 1979, Wohl 1998; and (for a less overtly psychoanalytic account)
Zeitlin 1996.

175 The instability, but also the strength, of the ‘identification’ by the (pre-
dominantly male) ancient audience with cach of the two sisters must have
been increased by the fact that both characters were played by male actors, a
convention which, though familiar to audiences of that period, was none the
less inherently unsettling and tension-creating; see Zeitlin 1996: 341—416.

76 In the BBC—Princeton Films for the Humanities production, they wear
dinner-jackets (tuxedos) throughout.



62 INTRODUCTION

hot-headed young Haimon (whom Ant. ignores, but Ismene men-
tions warmly, almost longingly, 570—2; cf. 781-800).

Furthermore, as we have seen, the two sisters present powerfully
contrastive models of feminine/filial behaviour. On the one hand,
Ismene, as the (not unconflicted) embodiment of conformity and
subservience to male authority, the state, and her legal guardian
(despite 531—76), supports her sister and the prospect of her marriage
(568—74, 572—6n.), and thus provides a model of well-integrated and
‘mature’ psycho-social attitudes — the consequence of which, it could
be said, is her survival as part of the ‘order’ that is restored by play’s
end, but also her relative lack of dramatic interest, and ultimately
her silence and disappearance from the text.'”” By contrast, Ant.
with her single-minded devotion to the memory of her irrecoverable
‘natural’ father (and, less so, mother: cf. 2—3n., 471—2 76 yévvnW’
pdv & dpol TaTpds, etc.) and to the body of her beloved brother
(esp. 73—6, 898—gnn.), rejects her sister (77-99, 526—8nn.), chal-
lenges the authority of her xUpios (458—9, 469--70, 509, 942) and of
the male order of ‘the citizens’ (go7 Bio ToAIT&VY, cf. 937—43n.), and
consigns herself to a childless ‘marriage’ in the recesses of the earth/
mother that bore her (80616, 842—7, 937—43nn., 1204~5), where she
is to be reunited for ever with her father and brother(s).'”® She will
never grow up and become a ‘woman’.'’”® Her peculiar self-assertion,
in opposition to the submissive conformity of Ismene, seems to raise
the possibility of a true ‘subjectivity’ (selthood, choice, agency; cf. 1,
523nn., and esp. 875 ot 8 alTdyvwTos dAec’ dpyd), as does her in-
dependent act — twice performed — of burying her brother on her

177 The silencing of Ismene, and her removal to the status of mere specta-
tor of the action (from outside the area of the orchéstra and skene), implicitly
confirms her identification with the rest of the ‘normal’, socially integrated
and publicly silent, fcmale members of Theban/Athenian society; cf. Show-
alter 1985, Belsey 1985.

78 It remains unclear (and perhaps irrelevant) what she feels (and does)
about Eteokles (cf. 898—gn.), since she has no familial duties to perform for
him.

179 S-Inwood 1990, cf. Foley 1996. In Anouilh’s play, this association
between Ant.’s immaturity and her refusal to accept the political-symbolic
order is more explicit: [Ant.] ‘I am not here to understand ... I am here to
say no to you and die.” [Creon] ‘It is easy to say no ...” (Anouilh 1958: 37).
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own initiative and with her own hands (goo autdxelp, cf. 43). Yet in
her absolute self-negation (reflected even in her self-definition in
terms of ‘love’ for her dead family: 523 ouugiAsiv €puv), and in her
solitary death, she seems after all to confirm that the only acceptable
place for such female subjectivity is — in Hades, where she can ‘lie
with’ her family for ever (73—6, 891—9, 12045, 1240).'%

Choral fantasies of nymphs roaming joyously on the mountains
with Dionysos (1128—-36, 1150—2), or of a bride and groom exchang-
ing longing glances (795—800), contrast with Ant.’s despairing con-
templation of a solitary, virginal death, and in our final image of
her, she is dangling lifeless and oblivious in the cave, the inert object
of Haimon’s passionate embraces (1236—41). Ant. receives no final
resting-place in the play, no social reintegration, for she is the one
victim entirely omitted from Kreon’s final cortége. It is as if she re-
mains forever in the cave.'®! Her resistance to one symbolic/paternal
order (Kreon’s) has been absolute: but so has her reabsorption into
another (her dead father’s/Hades’), as she is handed over by her
guardian to a subterranean husband, and condemned (like Kore—
Persephone) to eternal childishness and childlessness.'®?

Whereas both these sisters are figures requiring a large imagina-
tive leap for a male spectator to achieve full identification, their uncle

1% The repetition of keicopal, KeiTal, KolpnuaTa, KTA. (73—6, 1240; 861—
9; etc.), combines associations of sex, funeral, and dedicatory offering. For an
analysis of the incestuous element in Ant.’s behaviour, cf. Seaford 1990: 213—
14, Loraux 1986, Johnson 19g97. In the end, however, it may be impossible
and unnecessary to draw a sharp line between ‘sexual’ and ‘non-sexual’,
‘normal’ and ‘incestuous’ affections. Her feelings are extremely (abnormally)
strong: but an Athenian audience would probably not find them pathological.
(In Anouilh’s version, both the erotic and the childish (‘no’) aspects of Ant.’s
devotion to Pol. are made much more prominent.)

'8t Contrast too the grimly negative images of Niobe (823-33), Kleopatra,
and the Boreads (966--87), etc., all invoked as analogies to Ant. and confirm-
ing her ultimate sterility and exclusion.

182 See 810-16, 893—4, 1118—21nn., and Segal 1981: 200-6, Katz 1994:
92—5. Perhaps the fleeting image of her lying, bloodied, in the embrace of
Haimon, provides a half-hearted, safely belated endorsement of her claims
(as an assertive female subject) to sexual fulfilment and marriage (1240-1): like
so many dangerously asocial hero(in)es, she can be allowed her full subjectiv-
ity only in the moment of her final removal from society.
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is all too recognizable as ‘one of us’: a mature male citizen, father,
husband, and wielder of full familial and political authority.'®® On
first acquaintance, Kreon’s values and aspirations strike us for the
most part as quite commonplace and typical of Greek men (162—
2ron.). Even later, as we distance ourselves from his cruel and arro-
gant assertions, and come to welcome the proof that his treatment of
Pol. and Ant. was wrong, we must shudder at the prospect of his
confusion, shame, and loss of son, wife, and prestige. In so far as he
resembles (many of) us, we recognize that his experience could be
ours; and the music, gestures, and ritualistic language of the final
dirge, with Kreon and the Chorus closely engaged in responsion to
one another, inevitably strengthen that feeling of sympathy (1257—
1353, 1326—53n.). His final cries (1325 ‘I who am no more than noth-
ing...’; 1339 ‘useless man’, p&Tatov &vdpa), confirm that his earlier
aspirations to absolute masculinity and authority were illusory: no
‘man’ should expect to rule over women, or sons, or citizens, to the
degree that Kreon attempted. None the less, with his unruly ambi-
tions duly curtailed, he will be allowed to continue to uphold the
‘symbolic order’ of Thebes (as will the spectators that of Athens), an
order that will henceforth elicit (we are to assume) a more restrained
and subdued exercise of paternal authority. For if there is anyone
whose ‘old age’ stands to benefit from the ‘lessons’ of the play (1353
yhpat ... e8i8afav), it should be Kreon.

Thus Kreon’s aspirations and point of view are not so much
negated or superseded, as muted and trimmed. Certainly there is no
other character in the play who presents a more complete or au-
thoritative model of adult behaviour, through whom we can see an
alternative fantasy fulfilled: not Ant., nor the Chorus, nor Teiresias —
and certainly not Kreon’s own son. In Haimon’s relation to his
father (and to the mother whom he never mentions), the conflicting
demands of erotic desire and filial obedience are clear-cut, and in

188 This privileging of the male spectator’s imagination (as being ‘ours’) is
intended only to reflect fifth-century Athenian norms; in a modern Western
audience, as it reads the play or sees it performed by a cast of female and
male actors, most women (and not a few men) will presumably tend to iden-
tify much more readily with one or both of the sisters than with their domi-
neering uncle.
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valuing £pws over ¢iAia and TeiBapyic, Haimon can be seen as
asserting his claims as an independent adult (or adolescent) male
subject, claims that we may find attractive and appealing, even as we
must be troubled by the tone and content of his interactions with his
father (626-780, 735, 762—5nn.)."®* The prize over which the two
men compete is the person of Ant. herself (632—4, 74656, 769, 890),
and the terms of their quarrel are heavily coloured with sexual jeal-
ousy and ‘Oedipal’ conflict: Haimon indeed tries to kill his father in
the ‘marriage-chamber’ of the cave (1231—4); and his death in his
bride’s arms directly brings about that of his mother (her self-
inflicted wound mirroring his, 1315—16n.). But his aspirations to
sexual fulfilment, and to mature adulthood, are thwarted by the
combination of his father’s repressiveness and his own — and Ant.’s —
impetuosity, and when he does finally get to possess the body of his
bride, the narrative of his marriage-in-death simultaneously satisfies,
as it eternally defers, his and our desire (1220—5, 1234—41), as if to
bring home to us the inaccessibility of such rewards outside the
proper structures of parental and societal approval. Indeed, this
conflict between father and son is ‘Oedipal’ not only in the narrow,
familial sense (i.e. concerning access to the body of the mother/
bride), but also in the larger sense, concerning the legitimate control
of language and political authority, for Haimon insists that his op-
position to his father is based on concern for him personally and for
the polis, rather than on his own desires (626—780on., cf. 637-8, 701~
2, 740—9n.), and Kreon explicitly equates paternal authority in the
home with political order at large (658—60, 672-80). And in this
struggle for authority, too, neither father nor son truly prevails, for,
as a self-styled ‘non-entity’ (1325), without son or wife to ‘rule’ in his
own house, Kreon can barely bring himself to contemplate either
the present or the future at all (1328—32, 1343—4) and wants only to
be taken ‘out of the way’ (ékodwv, 1321, 1339).

In the end, such mature voices of authority as we may identify in
the closing scene of the play seem to proceed, not from Haimon or

'8 Likewise, the erotic excitement invoked by the Chorus (781-800) is
interlaced with sobering reminders of Love’s damaging consequences (790—1
‘He who has you is mad. You twist even just men’s minds, and make them
unjust ..."). See further Griffith 1988: 65—74.
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Ant., nor even from Kreon, but from the previously ineffectual and
impotent Elders (1091 -1114, 1334—1354nn.), who to some degree, like
most tragic Choruses, come to embody and articulate the audience’s
own sense of collective relief and renewed solidarity.'®* The mysteri-
ous lyric knowledge and archetypal insights that the Chorus (like
Teiresias) can intermittently — and finally — muster, give them the
power to be both outside and inside the action, and thus put them in
the same frame of reference as ourselves; and 1t is they alone who
succeed in giving verbal articulation, however groping and incom-
plete, to those anarchical yet liberating natural forces, Eros and
Dionysos, forces that have somehow to be, if not harnessed or con-
tained, at least channelled into the aesthetic symmetry and recuper-
ative order of the tragic performance itself.'®

6. THE TRANSMISSION OF THE TEXT'"

S.’s text is not well preserved. Our oldest surviving manuscript of
Ant. (Laurentianus 32.9 = L) was written ¢. 950 cE (i.e. some 1,400
years later than the first performance of the play), and the rest of
our MSS date from the twelfth to the fifteenth century'®® (The first
(Aldine) printed edition appeared in 1502.) It is not unlikely that S.

himself made many changes to his text before, during, and after the

period of rehearsal of his play for its first performance;® and we

182 See above pp. 55-8; also Rohdich 1980, Griffith 1995: 108—24 (but cf.
Gould 1996). Authority of a kind resides also with the blind, lone prophet,
Teiresias, a figure exempt from normal social constraints and pleasures (no
wife, no children, no regular political duties), and entitled to speak what he
knows with no responsibility for the consequences; see n. 165, above.

186 See F. Nietzsche, The birth of tragedy §§2—3, 7—9, Nussbaum 1986: 8.
Henrichs 1990: 264—9 suggests a more directly salvationist function for Dio-
nysos in Ant. (see 1115-54n.); contrast W-Ingram 1980: g1—-116, Segal 1981:
190—206, Seaford 1994.

87 See esp. A. Turyn, Studies in the manuscript tradition of the tragedies of Sopho-
cles (Urbana 1952), Dawe 1973-8, LJ&W vi—xiv, xviii.

1#8 A brother of L from about the same date also survives, but only as a
faded and largely illegible palimpsest (Leiden BPG 60a = A).

¥ Or subsequent performance at the Rural Dionysia, or elsewhere (Pick-
ard-Cambridge 1988: 40—56).
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have no way of knowing what version(s) of the text may have been
put into circulation by him or others during the fifth and early
fourth century Bce.' In the mid-fourth century, official texts of A.,
S., and E. were assembled in Athens, from which actors were sub-
sequently supposed not to depart in mounting new productions.
Later, in the third century BcE, scholars in Alexandria assembled
the best texts they could find of all major authors, to stock their new
Library, and it is generally supposed that the MSS we possess are
ultimately derived from these Alexandrian editions, which were also
supplemented by copious commentaries during the Hellenistic and
Imperial periods.

S.’s plays were not read or performed during the Hellenistic and
Roman periods as much as E.’s or Menander’s. However, S. con-
tinued to be one of the canonical authors, and school editions con-
taining seven select plays eventually became standard; and at least
one such edition survived the Middle Ages, to become the basis for
our surviving MSS."' The precise relations of those MSS to one
another (and to other, lost MSS) are much disputed; but this much
is agreed: (i) all the surviving MSS belong to a single family, even
though different sub-groupings can be identified; (ii) no individual
MS is so far superior to the others as to deserve special credit and
credence;'®? (iii) the MS tradition of S. during the late Mediaeval
and early Renaissance periods was quite ‘open’, which is to say that
copyists often copied from, or consulted, more than one exemplar;
on occasion, even a late and unreliable MS can contain a good
reading that may have been acquired from a good old source
(though sometimes it may be the result of intelligent conjecture by
the scribe or his ‘corrector’).

1% See R. D. Dawe’s introduction to his edition of OT (Cambridge 1982)
23—6.

191 In all, 150 or so MSS contain the ‘Triad’ (4jax, EL, OT); about a dozen
MSS are regarded as useful witnesses for Ant. by Dawe (Teubner), and by
LJ&W (OCT) in their recent editions.

%2 Brunck’s edition (1786) mainly followed Parisinus gr. 2712 (A), of «.
1300 cE; Dindorf’s edition (1832) favoured the tenth-century Laurentianus
32.9 (L), as did most subsequent editors, until Turyn and Dawe demonstrated
the unsoundness of this prejudice.
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Only two ancient papyri have been found containing small bits of
Ant. (lines 242—6, 689—9go): they add nothing useful.'*® Ancient
authors and scholars (such as Demosthenes, Aristotle, Plutarch,
Didymos, Athenaios, Eustathios, and Pollux) occasionally quote —
not always accurately — from the play, and thus provide independent
testimony for the lines in question (223, 241, 292, 318, 563, 628, 712—
14, 742, 911, 1166-7: see apparalus criticus and nn.). But for the most
part we must rely on the MSS, and when these appear all to be in
error, we must seek to emend them, or acknowledge ignorance and
print daggers.'®*

198 R. A. Pack, The Greck and Latin literary papyri from Greco-Roman Egypt (2nd
ed., Ann Arbor 1967), nos. 1463, 1571. Pack no. 377 contains a comic parody
of 712—-14 (see n.).

% For a description of the symbols and editorial criteria used in the text
and apparatus eriticus of this edition, see p. 69.



A NOTE ON THE TEXT AND
APPARATUS CRITICUS

In this edition, the apparatus criticus has been kept as short and simple
as possible. No effort is made to record particular MS sources and
affiliations: instead I use symbols (®, Q) denoting a minority, major-
ity, or unanimity of MSS. (There is one exception: those readings of
the fourteenth-century “Triclinian’ family of MSS, which are likely
to be emendations by Demetrius Triclinius himself, are designated
by the symbol T.)

In noting variant readings, I have included only cases in which
serious doubt exists as to what S. wrote, and I have excluded ortho-
graphical details that do not affect the meaning or metre.

Q Reading of all or most MSS.
o Reading of a minority of MSS.!
scholiast Reading (explicit or implicit) of one or more scholia.

For fuller description and reporting of particular MSS and their

affiliations, the reader should consult Lloyd-Jones & Wilson’s OCT,
Dawe’s Teubner edition, and Dawe 1973-8.

! ® may comprise half-a-dozen or more MSS, or just one or two, or no
more than a ypdeetai, or ante correctionem, or supra lineam variant.
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611 oUykAnTov Thivde yepdvTwy

TpoUlBeTo AéoxnV 160
KOvd! KNpUYHATI TERYAS;

KPEWN
&vBpes, T& pev 1) TOAeos dopaAdds Beol
TOAAGL odAw! oeicavTes Hpbwoav TEALY:
Upds B Eydd TropTroioly &K TAVTWY dixa
gotall’ ikéobau, ToUTo pév T& Aadou 165
otPovTas eidws e0 Bpdvwv &si xpdTn,
ToUT” albis fvik® OiSiTous Hpbou ToOMY,
k&rel S1OAeT” &l ToUs Keivoov ET
Taibas pévovTtas éutréSols ppovipaoty.
41° oUv ékeivol Trpds SiTrAfis poipas piov 170

151 BéaBa1 O: Béobe Q 153 Tavvuyiots @: mwavviyots Q 154 EAeAiyBwv
O: EAedilov Q Bd&kyxios Bothe: Bakyeios 156 Q: (rayds) supplied
by Woliff 168 xeivoov Q: xeivou @
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ka®” fipépav HAoVTO, TaicavTés Te KAl

TATYEVTES QUTOXELPL OUY MIETPATL,

gyw Kp&Tn 8N TAVTS Kai Bpbdvous Exw

yévous KaT’ &yXioTsia TV SAWASTWY.

&ufixavov 8¢ TavTds dvdpods ekpabsiv 175
WuxNV Te Kal ppovnpa Kai yvouny, mpiv &v

&pxais Te kKl vopoloty EvTplPms pavijl.

gpol yap SoTis mdoav elfUvewv TOAWY

pn TV dpioTwov ATTTETA POUVALUPATWY,

AAN £k pOPou Tou yA&ooav EykANioas EXel, 180
KA&KIOTOS €ivat vOv Te kad TTdAon Sokei:

ko peidov’ SoTis &vTi THs alTol T TPaS

@iAov vopilel, ToUTov oUdapuoU Aéyw.

gy ydp, loTw Zeus 6 Tavd’ Spddv &el,

oUT &v glTNoalul TH &Tny dpddv 185
oTeiyouoav &oTols &vTl Tfis cwTnpias,

oUT’ &v gidov ToT’ &vdpa Bucpevd xBovds

Belpnv EuauTdl, TOUTO YIyvwdokwy 8Tl

f8” éoTiv f) oifouca, Kal TaUTns £

TAfovTes Opbijs ToUs pilous TToloUpeba. 190
To10ied’ &y vopolotl THVY alfw ToAv.

kol viv &Behpd TAOVSe knpUas Eyw

doTolol Taidwv TéY &’ Oidimwou Tépl:

"ETeokAéa pév, 85 TOAews UTreppary GOV

BAwAe THode, WavT &pioTeucas Sopl, 195
TAPWL TE KPUWAL Kal T& TAvT’ épayvioal

& Tols &pioTols EpyeTan K&TW vekpois:

ToV 8 al §Uvaipov ToUde, ToAuveixny Aéyw,

85 yfiv maTpwiav kal Beols ToUs Eyyevels

Puyds kaTeABov fiBEANoE pév Trupl 200
mpfioat kaT’ &xpas, HBEANce 8 aipaTos

kool TTacacbal, Tous 8¢ Soulmoas &yely,

187 xBovds Q: mwAews O 190 6pBijs Q: Spbdds ® 195 Sopi Q: xepi ©
196 Epayvical ®: deayvicar Q 201 Tpfioon Q: mépoar Musgrave
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ToUTOV TOAEL THIS EKKEKNPUKTAL TEPW!

W TE KTEPIEIY PATE KKUOAL TIVA,

g&v & &bamTov Kal Tpods olwvdv deuas 205
Kal Tpos Kuvddv £8e0TdV aikioBev T iSeiv.

To16vd” EUOV @poOVNPQ, KOUTOT EK Y &pol

TipfL TpoéEous’ ol kaxol TAV EvBikwv.

&AM boTis eUvous THi8e THjt TTOAeL, Bavdv

Kai §&v dpoiws €€ Euol TiunoeTal. 210

Xo. ool TalT’ &péoxel, wai Mevoikéws, Toeiv
1oV THI8e SUovouv Kad TOV eUpevii ToAeL.
vépwl 8¢ xpfioBal TavTi TOU Y’ EvesTi ool
kol TGOV BavovTwy XOmoool {&uey TEp!.
Kp. o5 &v oxotot vuv ATe TV slpnuéveov. 215
Xo. vewTépwt Twl ToUTo BaoTalelv Tpdles.
Kp. &N’ elo” ETonol ToU vekpol y’ EmiokoTrol.
Xo. Ti 871 &v &AAo ToUT  EmevTEAAOLS £T1;
Kp. 76 pn *miywpeiv Tols &mioTtoloty Tade.
Xo. olUx EoTIv oUTw udpos &s Baveiv epdu. 220
Kp. xai piv 6 modds ¥’ oUtos: AN U’ EATTiSeov
&vdpas TO kEPBOS TTOAALKIS BldAETEY.

OYAAE
&vag, Epd pév ouy &trws Tdyous UTTo
SuoTvous IKdvw koUgov E§&pas Toda-
TOAALS Yap Eoyov gpovTidwy mioTdots, 225
68015 KUKAGY EuauToV £ls AvaoTpophv:
YuxT Yap nuda moAA& por puboupévn:
“TdAas, Ti Xwpels ol poAdv Swoels Sikny;’
“TAHUY, pévels aU; kel 148 eloeTan Kpéoov

>

209 éxkeknpukTal Musgrave: ékkexnpiybor Q 208 Tipfjt Linwood: Tiunv
Q 210 € ®: kk y* Q 211 Toisiv @: Kpéov Q 212 kai Q: ké&s Din-
dorf 213 woU y’ Erfurdt: mo¥ > Q: motr’ © 215 @ &Gv Q: s o

Schneidewin 217 y" Brunck: T Q 218 &AAo ®: &AAwr Q 223
Tdyous Q: omwoudfis Aristotle, Rhet. 1415b20 225 Eoyov Q: elpov O
229 pévers O: pevels Q
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&AAov Trap’ &vdpds, RS oU 3T oUk dAyuviii;” 230
To1aU8’ EAigowy flyuTov oxoAfit Ppadis,
¥oUTws 6805 Ppaxeia yiyverar paxpd.
TEAOS Ye pévTol 8eUp” Eviknoev poAelv
ool, kel 16 undév £€epd, ppdow & ducws.
This EATTiSos ydp Epxoual dedpayuévos 235
T6 un mabelv &v &AAo ATV TO pbdpaipov.
Kp. Ti 8 éoTiv &b’ oU THv8’ Exeis &Bupiav;
Du. ppaoal 8EAw ool TPGHTA TapauToy: TO ydp
Tp&yW ol E8pac’ oUT’ £idov doTis Aiv & Spdv,
oUd’ &v Sikaiws & Kakdv TTécoIpl T1. 240
Kp. €0 ye atoxddn k&moedpyvuoal kUkAwi
T6 Tp&ypa: dnAols 87 @S T onuavdy véov.
Pu. T& dewvd y&p Tol TpooTibno® Skvov TOAUV.
Kp. oUxouv épels moT’, €T’ &marAayBeis &ret;
®u. kai 31 Aéyw oot TOV vekpdY Tis &pTiws 245
B&wpas PEPnke k& xpwTl diyiav
KOVIV TTAAUVaS K&payloTeuoas & xpm.
Kp. Ti pns; Tis &vBpdov fiv & ToAunoas T&Ss;
®u. olk oid’ éxel y&p olTe Tou yeviji8os fijv
TAf YW, oU BikEAANS EkPoAn;- oTU@Aos 8¢ Y 250
Kai Xépoos, &pphd§ oUd’ emnuateupévn
Tpoyoio1y, &AN” &onpos oUpydTns Tis Av.
61roos 87 6 TP@TOS HPIV THEPOTKOTTOS
Belkvuol, Téol Salpa Suoyepts oapfv-
6 pEv yap f9&vioTo, TUMPNPNS wev ol, 255
Aemrn) &, &yos peUyovTos @, Emfiv kdvis.
onueia 8 oUte Onpods oUTe Tou KUYV
EABSVTOS, oV om&oavTos EepaiveTo.
Adyor 87 v &AAHAoLo EppdBouy kakol,
PUAGE EAéyywv UAKA, K&V EyiyveTo 260
TANYT TEASUTROO, 0U8” & kwAUcwY Tapfiv.

231 €2 oxoAfit TayxUs @: omwoudfit Bpadis Seyffert 235 Sedpaypévos O:
TEppay- or meTpay- 241 €U ye otox&lm Q: Ti ppowdlnt Aristotle,
Rhet. 1415b20 249 Tou Q: TToU P 250 £kBoAn Q: tuPoin ©@
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Xo.

Kp.

ANTITONH

el y&p Tis fjv EkaoTos oUeipyaouévos,
KoUBeis evapyns, AN Epeuye pm eidéva.
ey & ETopol kal pUdpous alpev yepoiv
kal TUp Siépmreiv, Kal BeoUs SpkwpoTEIV
TO PN Te Spdoat pnTe Twi §uveldeva

TO Tp&yua PovdeUcavTt pAT elpyaopévml.
TENOS &7, &7 oUBEv v Epeuvoiy TrAfoY,
Agyel Tis eis & TAVTAS £ TESOV K&pa
veUoal poPeor TTpoUTpeyey: oU y&p eixopey
oUT’ &vTiQwvelv oUf” OTTws SpdvTes KAAS
Tp&Eaipev. v 8 6 piBos &5 dvoloTéov
ool ToUpyov £in ToUTo kKoUyl KpuTTTéOV,
Kol TaUT évika, k&pé TOV ducdaipova
maAos kaBarpel ToUTo TdyaBdv AaPeiv.
Tépeipt 8 &kwv ovy Ekoloty, o1’ &Ti-
OTEPYEl Yap oudels &yyehov Kak@v ETGOV.
&vag, éuol Tol un T1 xal BenAaTov
ToUpyov 168’ 1j EUvvoia Poulelel TdAal.
Taboatl, Tpiv dpyfis kal ue ueoTGdoaL Abywy,
un eeupediiis &vous Te kal Yépwv &pa.
Afyeis y&p oUk &vekTd, daipovas Aéywv
Tpdvolay ioxev ToUde TolU vexpol mépi.
TOTEPOV UTIEPTIPEOIVTES WS eUEPYETNV
EKpUTITOV aUTOV, SoTis uikiovas

vaous Tupwowy AABe kdvadfuaTy,

Kot yfiv éxetveov kol vopous iaoked&dv;

1) ToUs kakoUs TIQVTAS eloopdis Geovs;
oUK £€0Tiv: AAAG TaUTa Kai TEAX! TOAEwS
&vdpes UOAIS pEpovTes EppdBouv Euoi,
Kpu@fit k&pa oelovTes, oUd” U Zuyddt
Aogov Sikaicws eixov, s oTépyetv Zpé.

gk TOVSe ToUTous E€eioTapar KaAdds

270

280

285

290

263 un Erfurdt: 16 pf Q 264 aipev Q: Exew @ 269 6 Nauck: 65 Q
292 £2: v&dTov eUASpws eixov Eustathios (on Homer, Od. 5.285)
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Tapnyuévous pioboio sipydodal Téde.
oUdtv yap &vBpwtolcty olov &pyupos 295
Kakov vouiow’ EPAacTe. ToUTO Kai TdAers
Topbel, T63” &vdpas éavicTnoty Sdpwy:
TS EkB1dd&oKel Kal TApaAAACTEL Qpivas
XPNOTAS Tpos aloypd Tpdypad loTachal PpoTdv.
Tavoupylas § E8ai1§ev dvBpdtrors Exev 300
Kai TavTds Epyou ducoiBeiav eidivan.
boo1 8¢ uiobapvolvTes fluvoav Tdde,
Xpovw! ot Egtmpagav ds Solvan Siknv.
QAN eitrep Toyer Zeus €1° &€ Euol opas,
U ToUT &mioTac’, Spkios 8¢ co1 Aédyw, 305
€l pf) TOV aUTdyeipa ToUBe Tol Tdpou
gUpoVTES EkpaveiT & dpBaiuoUs Euous,
oUx vuiv A1dns polvos dpkéoser, wpiv &v
G&vTes xpeuaoTol TNvde SnAcond UPpiv,
v e186Tes TO kéEpSos Evbev oloTéov 310
76 Aotov GpTddnTe, Kol udfn® &1
oUk €€ dmavTos Bel TO kepBdaivety QiAeiv,
EK TGOV yap aioypdv ANUp&Tev ToUs TAsiovas
&Twuévous 1do1s &v f) ceowuévous.
Du. elmelv Tt Swoeis, ) oTpagels oUTws fw; 315
Kp. olx oloBa kai viv ds dviapdss Aéyeis;
®u. &v Tolow doiv A i TH Wuy it ddxvnt;
Kp. Ti 8¢ pubuiZeis THv Eunv AUtnv d1rov;
Du. 6 Jpdv o’ dvidt T&s ppevas, T& 8 T &yd.
Kp. ofw’, dos AdAnua 8fjAov éxTrequkds €l. 320
®u. olkouv 16 y’ Epyov ToUTo TOIoUS TIOTE.
Kp. kal 1alT’ &’ &pyUpwt ye THY Yuxhv Tpodous.
Qu. @el-
A Bevdv, &1 Sokfji ye, kad weudf Sokeiv.

299 BpoTdv L BpoTous (sic) g15 Tt Q: 8¢ P 318 i 8¢ O, Plutarch,
Moralia 590c: Ti 8ai Q 320 AdAnua Q: &Anua scholiast Sfjhov Q:
Sevov Burges 321 76 ¥’ Reiske: 165° Q 323 @1 Sokel O: fiv Soxfi Q
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Kp. xdpyeut vuv Thv 868av: € 8¢ TalTa um
PaVELTE pot ToUs Spddvras, £6epeif’ 1 325
T& deth& képSN TNPovAS Epy&leTai.

Du. AN eUpebein piv pdhioT ™ Eav B Tor
An@Bfit Te kai un, ToUTo Y&p TUXN KELVEL,
oUk Eo®’ Strws dynt oU delp’ EABSVTA pe.
Kad viv y&p EkTds EATTIBOS yvaouns T éufis 330
owbeis dpeilw Tols Beols TOAANY XdpIv.

Xo. moAA& T& Bevd koUdEv &v- [oTp. «
Bpotrou BetvdTepov TEAEL
ToUTO Kol TMOAIOU TrEpaV
TOVTOV YelpEpiodl VOTwWI 335
Xwpel, TepiPpuyioloy
Tepddv UTT oldpaoty, Bedv
Te TGV UTepTaTAVY, TV
&pBiTov, dxapdTav &TWoTpPUETAL,
IAMopévwv dpdTpwv EToS Els £TOS, 340
iTrTreieol yével ToAeUcov.

KOUPovowv Te pUAOV dp- [&vT. «
viBwov &upipaicov &yet

Kol Onpddv &ypiwv Evn

ToVTOU T elvadiav QUoLy 345
oTrElpalol SIKTUOKADGTOIS

TEPIPPABNS QUNP* KPATED

8¢ unyavais &ypoaviou

Bnpos dpeooiPaTa, Aaciauyeva 8’ 350
ITrrov Uttarydyet’ dugidogov Luydv

oUpeldv T’ &xpfiTa Talpov.

341 ToAevwv d: -elov 343 &yet Q: &ypel Nauck (&ypever schol.)
351 Umaydyer’ Griffith: &§etanr Q: €8et’ or & etan ®: dyudeton Schéne
352 dkpijTa O: &dpfita Q
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Kol Béypa kai dvepdev [oTp. P
PPOVIHA KAl ACTUVOPOUS 355
dpyds £8184EaTo, kal ducaliiwy

T&ywv UTaibpaia kai

SuoouPpa eeUyely PéAn,

TaVTOoTTOpOs: &Topos &1 oUdiv EpxETal 360
TO uéAlov: A1da udvov

eUgv oUk EmdgeTan,

véowv 8 &unydvwy puyds

EupmeppacTal.
COPOV TI TS PNXTVOEY [&vT. B
TéEXVAS UTrEp EATIIS Eyoov 366

TOTE P&V Kakdv, &AAoT’ e’ EoBAOV EpTrel.

vOuoUs yepaipwv XBovos

Beddv T’ Evopkov Bikav

UypitToAis: &mroAis dTwt TO uf KaAdy 370
EUveoTi TOApas XS&piv.

uNT  Euol TTapECTIOS

YEvorTo UAT 100V Qpovidv

85 Tad’ Epdet. 375

&5 datpoviov Tépas AuPIvosd
188 S 1805 AvTIAOYHoW
TS’ olk eival TTadd” AvTiydvny;
@ dUoTnvos kal duoThvou
TaTpos O181modq, 380
11 TTOT’; 0¥ &7 Tov ot Yy’ &mioToloav
Tois BaoiAeiolov &youot véuols
kal év &ppoouvni kabeAbvTss;

357 Utaifpeia Béckh: aibpix Q 367 Tott ®: ToOTE Q 368 yepaipwv
Reiske: mapeipwv Q: mepaiveov Pflugk 375 Epdet Q: EpSol @ 382
Baoireioiow T: Pooireiors O &youotl Q: &mdayouor Béckh: &vdyouot
Wieseler
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Xo.
Kp.

. &vag, PpoToictv oUdév EoT’ &mropoToV:

Kp.

Kp.
[OIVR

Kp.

. ToloUTov AV TO TPdyW’: d1res y&p fikouev

ANTITONH

. A% EoT” Ekelvn ToUpyov 1N Celpyaopévn:

TAVS eidopev B&mTovcav. &AA& ol Kpéwv;
68’ Ex Bopwv dyoppos & deov Trepdi.
Ti 8 Eom1; Tolan §UppeTpos TpoUPnV TUXNL;

Weudel yop A “ivolx THY yvuny: emel
oxoAfit Tod’ ey Belp’ &v EEnUyouv Ey
Tads oals &meldais, ols éxeipdadny ToTE.
AN, 1) yap kTS Kai TTap” EATIBOS Yop&
€olkev &AATL pfikos oUdev NBovjl,

Ak, 81” Spkwv KaiTrep OOV ATTWROTOS,
képnv &ywv THVE’, 1) kabnipebn T&pov
koopoUoa. kKAfjpos EvB&d” olk émdAAeTo,
&AN EoT’ £pdv BoUppaiov, oUk dAAov, TOBE.
ket viv, dvag, Tvd’ alTds, ts GEAes, Aapaov
Kal Kpive K&AEEAey X " &y & EAeUBepos
Bikoids glpt TOVS ATNAAGYSa1 KaKkddV.
&yeis 8& THVOE TAOL TPOTWL TOHBEY AxXPadv;

. aUTn TOV &vdp’ EBamrTe MAVT ETioTACAL.

A kad Euving kai Aéyels dpBdds & eris;

TaUTny ¥’ 18cv 8&mTovcav v oU TOV vekpdy
&meimas. &p’ EvdnAa katl caf] Aéyw;

Kol Téds Op&Tal, K&ATIANTTTOS T1pedn;

Tpds ool T& Seiv’ Ekeiv’ EmrnmraiAnpévol,
T&oaV KOVIV ofjpavTeS fj KaTeiye TOV
VEKUY, BUBQV Te CAOUA YUBVOOAVTES €V,
kaffped’ &kpwv &k TAYwV UTveuol,
dopnv &’ aldTol un BAAN TepeuyOTES,
EyepTi KWWY &udp” &vtp EmippdBors

385

390

395

400

410

385 tilopev Q: €i8ouev © 386 Bdéov Q: péoov @ 387 ©: Toix ...
TpoUPn TUXN Q 392 ékTos Q: eUkTds Bothe 395 KaBnipédn anon.:
kafeupebn Q 396 xAfipos Q: kAfjpos & O 406 Mipedn O, scholiast:
nUpébn Q
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Kakolow, € Tis ToUd’ &eerdnool Tovou.
¥xpdvov T&8’ AV TocolTov, EoT’ &v aifépl 415
PECOO1 KATESTN AGUTIpoS fIAloU KUKAOS
koi ke EBad e kai 16T £§aipuns yxBovds
TUPGs &eipas oKNTITOY, oUp&viov &Xos,
TiuTAnol Tediov, T&oav aikifwv eoPpnv
UAns med1d&dos, év 8 EusoTobn péyas 420
aiffp: puoavTes 8’ eiyopev Belav vocov.
kol ToUd” &maAAaryEvTos &v Xpovml pakpdl,
A Tods Op&Tal, KAVAKWKUEL TIKPES
BpviBos d5uv pBOYyov &5, dTav Keviis
£UVijs VEoo oGV Speavdy PAEYNL AéXos: 425
oUTw B8 XaUTN, YIAOV s Op&1 VEKUY,
yéoiow E§wipwsev, &k 8 &pds kakds
Ap&To Toiol ToUpyov EEeipyaopévors.
Kol Xepolv eUBUS Bupiav eper KOVIV,
€K T’ 8UKPOTNTOU XaAkéas &pdnv Tpoxou 430
xoaiol TploTdVd0oIol TOV VEKUY CTEQEL.
X AMELs 13évTes i€uecBa, ouv 8¢ viv
Inpcoped’ eUBUs oUBey EkTTETTAT Y MEVTY,
kol Tas Te wpoodev TS Te vV NAEYXOMEV
Tp&Eels &mapvos 8 oUdevos kabioTaTo, 435
&y’ )B&ws Euotye k&AyeIvdds &ua-
TO HEV Y&p QUTOV €K KaK®V TIEPEUyEval
Rd10ToY, £ Kakov B Tous giAous &yely
dAyswdv. AN TavTa Tall’ foow AaPeiv
gpol TEPUKE TS Eufis cwTnplas. 440
Kp. ot 81, ot ThHv veloucav & TEdov KapQ,
NS, N kKaTapviit un dedparéval TaSe;
Av. xad enpi dpdoal kKoUk &mapvolual TO un.
Kp. oU ptv kopifols &v oesautdv A1 BeAels
£ Papelas aiTias EAeUBepov: 445

423 mxpds Q: wikpd Dawe: mikpds Bothe 436 G&u’ Dindorf: &AN Q
439 O: TaUta wave Q: wévTa TEAN Blaydes 444 1 Q: ol ©
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oU & elmé poi un pfikos, GAAX cuvTdpws,
nidnoba knpuyxBivta ph Tpdooey T&dE;
Av. fi8n: Ti 8 oUk EpeAdov; éppavi) yap Av.
Kp. kai 8fiT’ éTéApas Touod’ UmepPaivelv vopous;
Av. ol yép Ti poi Zeus fiv 6 xnpuas T&Se, 450
oU8’ 1) EUvolkos TOV K&Tw Bedv Alkn
ToloUod’ &V &VBpdTroIo1Y GPIoEY VOPOUS!
oUBE oBevely TooOUTOV WIOUNY T&X o0&
knpUyuad HoT’ &ypoamTa Kaopahi] Bedov
voulpa SUvachal BunTov 8vh’ UtrepSpapsiv. 455
oU yd&p T1 vV ye k&xBés, GAN el roTe
IH1 TaUTa, koUBels 0idev £ &Tou “odvn.
TOUTWY £y oUK EueAlov, &vdpds oudevos
epdvnua delcas’, &v Beoiot ThHy Siknv
dwoev: Bavoupgvn yap e§mdn — Ti 8’ o¥; — 460
kel un ou Tpoukfpuas. £l 8¢ ToU xpdvou
Twpdobev Bavolpar, képSos alT &y Afyc.
8oTis Y&p Ev TOANOTOLY G5 Yo Kakols
L, wéds 88° oUyi kaTlavav Képdos pepel;
oUTws épotye ToUde Tol pdpov TuyEiv 465
Tap’ oUdtv dAyos: AN’ &v, &l Tov &€ Epfis
unTpds Bavévt’ &batrTov Avoxduny vekuv,
keivols &v fidyouv: ToloBe §” oUk &AyUvopal.
ool 8 &l Sokd viv pdpa Spdoa TUYXAveELY,
oYedOV TI pRpwl Hwplay dSPAIoKEV®. 470
Xo. 8nhol 6 yevwnu® @pov £§ wpol TaTpods
Tfjs o8¢ eikey 8’ oUx ETIOTATA KAKOTS.
Kp. &AN io6 To1 T& okANp’ &yav ppovnpaTa
TITTEW MEAIOTA, Kal TOV EYKPATESTATOV
otdnpov OTTdV €K TUPOS TTEPIOKEAT 475

446 cuvTduws O: aUvtopov P: clvTtopx Q 447 f18noda Cobet: fidas T&
Q 448 Mdn Brunck: Mmidev Q Enpavviy Q: ékpaviy O 449 vduous
Q. bpous © 452 Totoucsd’ Valckenauer: ol Touo8’ ... dpioav Q 455
gvntov Q: BunTta ¥y’ Bruhn 462 o7’ O: alT Q 467 ®: fveox- or
niox- or Auverxounv vékuv Q 471 8nAol Q: &fjhov Nauck
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fpaucBivta kal paytvta TAloT &v eloidols.
CUIKPEL XoAvd1 &7 oida ToUs Bupouuévous
immous xaTapTubevTas: ol ydp ékTEAEL
ppovelv péy’ 8oTis BoUASs €Tl TEHV TEAQS.
aUTn 8 UBpigev pev TOT EEnmioTATO, 480
vépous UtrepPaivouca ToUs TPOKEILEVOUS:
UPptis &, &mel 8e8pakev, Rde deuTépa,
ToUTO!LS ETTOUYEIV Kal Bepakuiav yeA&v.
A vOv &y piv olk &vrp, alTn & &vfip,
el a7 &vatel THide keloeTal kp&Tn. 485
&AN el &Begfis €18 duaupovesTépa
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oU8” &uepiwv ot y’ &v-

BpcaTov, 6 8’ Exwv péunvev.

oV kai Sikaiwv &dikous
ppévas TapaoTdis i AdPalr
oU kal Td8e veikos &vdpddv
Suvaipov éxes Tapdfas:

vik&i 8 évapyns PAepdpowov
fuepos eUAEkTpOU

vpeas, TEV peydimy Tdpedpos tv dpxaist

Beopdv &paxos yap éu-
Taifel feds "AppodiTa.

viv & 81 ‘Yo kaUTds Beopddv
€Ew pépouat T&S opddv, Toyew &
oUKETL TTNY &S duvapal Sakpuwy,
TOV TaykoiTny 66° 6p&d B&Aauov
THVE’ AvTiydvny dviuToucav.

99

775

780

[oTp. «

785

790

[&vT. @

795

800

805

782 kTABaot Q: xThveot

Brunck 789 of y’ Blaydes: &¢m’ Q 797 Q: TmapPacicic Griffith
799 &utrailel Q: épmaia Livineius
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Sp&TE 1, & y&s TaTpias moAiTal,
Tav vedTav 68ov

gTelyouoav, véaTov 8¢ ey-

yos Aevocoucay &eAiou,

KoUTToT” aUbis dAA& 1’ & TTay-
koiTas Aidas fdoav &yst

T&v *AyEpovTos

&kTdYy, oUf’ Ypevaiwv

EyxAnpov, oUT’ &l vup-

Qelols T ué Tis Uuvos U-

pvnoey, AN’ AXEPOVTI VUUQEUCW.

oUkoUv kAevn kal Emaivov géxous’
&5 168’ amépynt kelbos vekUowv;
oUTte phivaoiv TANYEica voooIs
oUTe §1pewv Emiyxeipa AayoUo’
AAN” alTdvopos (oo povn 81
BvunTdv *AIdnv kaTaPhont.

fikovoa 8N AuypoTdTav dAéchal
T&v Opuyliav Etvav
Tavt&Aou ZiTTUAWL TTPoS &-
KP®DL, TAV KI0TOS WS XTEVNS
TeTpaia PAdoTH S&uaosy,
Kol viv SuPpol TaKopEvay,
@S P&TIS AVBpPGHY,

Xiov T oUBaud AslTret,
Téyyer 8 U’ dppuot TTay-
KAaUTots Se1pddas &1 pe dai-
peov SPoloT&TAY KXTEUVALEL.

[oTp. «

810

815

820

[&vT. «

825

830

814 &l vupgeiois Bergk: émwipgeios Dindorf: émi vuugidios Q 817

o¥kolv Q: oUkouv Denniston

o]

®: raykhavoTors Q: TaykAavTous O

828 SuPpor Musgrave: SuBpwr Q: duppos

831 Téyyet Q: Téyxel or Taxe O 3O T Q 832 TayKAaUToLs



Xo.

Xo.

836 péya kdkoUoar Seyffert: péy’ dxoloor Q

ANTITONH

&AA& Beds Tol Kal BeoyevvAs,
Aueis 8¢ PpoTol kai BvnToyeveis.
kaiTol ehipévni péya kdkolool
TOiS iooBtols oUyKANpa Aayeiv
{&oav kal gmerta Gavoloav.

. olpot yeAddpai. Ti pg, wpos BedV TATPWIWY,

oUk olyoutvav UPpi-

Lets, AN EmipavTov;

@ TOALS, & TOAEWS
ToAUKTAOVES &udpes:

iw Apkaion kpfival O1-

Pas T’ ebapudTou &Aoos, Eu-

Tas EuppdpTupas UuM EmIKTOUAL,
ola pidwv &kAauTos, oiois vépols
Tpds Epypa TUBBOXwWoTOV Ep-
¥OUa1 T&Qov ToTaiviou:

i SUoTavos, PpoTois

oUTe vekpds vekpoioly

péToikos, oU {&dolv, o¥ Bavolaiv.

TpoPdo’ ém’ EoyxaTov Bp&oous
UynAdy & Aikas Bdbpov

T POCETTEDES, G TEKVOV, TTOBI.
TaTpdilov 8 EkTivels Tiv> &BAov.

. Byavoas dAyevoTdTas uol pepipvas,

TaTpds TpITTOAICTOV Oi-
KTOV ToU Te TPOTaAVTOS

101

835

[oTp. P
840

845

850

855

[&vT. B

860

837 oUykAnpa Schaefer:

EykAnpa Q 838 Q: line omitted by © 840 oiyopévav Martin: SA(A)o-
pévav (or 6AAY-) Q 848 fpyna Q: tppa © 850 Bockh: 16 SUoTavos,

oUT’ &v BpoTois Q

Q

859 oikTov Q: olTov ®

855 Todi Bruhn: odoiv Schneidewin: ToAUv @: oAy
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AMETEPOU TTOTPOU

kAelvois Aapdakidaioiv.

16 paTpddian AEKTpwy &-

TAl KOIPNMATS T® aUTOYEV-

vnT Epd1 TaTEl Suopdpou uaTpds: 865
ofwv ¢y o’ & TaAaippwy Epuv:

Tpos ous &paios &yapos &d’

£y WETOLKOS EpYOpal.

i SUCTTOTHWY KaTi-

YVNTE YEPWY KUPTHOQS, 870
Baveov ET° oUoav KaTHVapES pe.

Xo. otpev piv ebotPac Tis,
Kp&Tos &7, 6Tw!l KPATOS UEAEL,
TapaPaTodv oUdaudt TéAel,
ot 8 alTdyvwTos dAeo” dpyd. 875

Av. &kiavuTos, &piAos, dvupévai- [Er.
05 & TaAaippwy &youat
T&V ETolpoy 654v.
OUKETL Hol TOSe AapTrddos iepdv
Supa Bepis Opdv ToAaival: 880
TOV & €pov ToTHOV &B&KpUTOV
oUBeis piAwy oTevadet.

Kp. &p’ loT’ &o184&s kai ydous mpd ToU Haveiv
s o008’ &v eis TavcouT v, el xpein Aéyew;
oUK &EeB’ s TAXIOTA; KAl KATNPEPe] 885
TUUPBw! TEPITTUEAVTES, WS eipnK’ Eyw,
&eTe povnv épfipov, eite Xpfit Baveiv
elT’ v TolaUTm1 oo TUpPeUely oTéyNL.

865 duouopou Q: duopdpwt P 877 & TaAaippwv Erfurdt (dtai- O):
TaAxigpwv 878 Tav Q: T4vd O 884 xpein Dawes: xpei® f Q
Aéyewv Q: Aéywv Vauvilliers: xécov Blaydes 887 &pete O: &oelTe or &ofjTe
Q: &mte © xpfit Dindorl: xpn Q 888 TupPeveiv Q: TupPeloel
(or -ever) @
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Nuels y&p &yvol ToUT THvde TNV KSpnv*
petoikias 8’ oUv Tfis &vw oTepfoeTal.

@ TUUROS, @ VUUPEIoV, & KATAOTKAPHS
oiknois aitippoupos, ol TopeUopal

TPOS ToUs EpauTis, @V &p1Budv v vekpois
TAgloToV 8£8ekTan Pepotpaoco’ dAwASTWY:
@V AotoBia *yw kal k&kioTa 51 pakpdl
K&TeLp, Tpiv por poipav E§nkev Piov.
EABoUoa pévTol kK&pT &v EATTIOW Tpépw
QIAT pév fiSev TaTpl, TPooPIAnS 8t col,
ufiTep, PIAN 8¢ ool, kaolyvnTov K&pa.
gmrel Bavdvtas auTdyelp Uuds Eyw

gEhovoa k&kdopnoa K&TITUPPious

xods edcka- viv 8¢, TToAUveikes, 76 cov
Sepas TeploTéAAovox Tordd” &pvupal.
Kaitol 6’ &y *Tipnoa Tois ppovoloty d-
oV y&p o1’ oUT’ &v &l TEKV®V PTNP EQPUV
oUT’ €l TTéo1s potl kaTlavav ETHKETO,

Bica ToAIT&OV TOHVE v Aipduny mwovov.
Tivos vépou 87 TalTa Tpds X&p1v Aédyw;
Too1s pév &v pol kaThavévtos EANos Ry,

Kol Trads &1’ &AAov pwTds, i ToUS fpmAakov:

unTpos 8 &v ‘Atdou Kal TaTPOS KekeuBOTOIV
oUK €01 ABeA@OS 60TIS &v PA&CTOL TTOTE.
TOI18¢ PEVTOL 07 EKTTPOTIPNOGO” £y
vouwt, KptovTt TalT’ €808 &duaptdvev

Kai Belvd TOAU&Y, 6 KaoiyvnTov K&pa.

kai viv &yer pe 81 xepdv oUTw AaPoov
&AekTpov, &vuptvaiov, oUTE Tou y&pou
pépos AayoUoav oUTe Trandelou Tpo@iis,
&N’ OB Epfjuos Tpos piAwv 1) SUcuopos
{0’ &5 BovdvTwy EpYopal KATATKXPES:

103

890

895

goo

905

g1o

915

920

894 Ospotpacs’ O©: Tlepoepaca” go4—20 deleted by Lehrs
911 KekeuBOTOW Q: PePnikdTeov Aristotle, Rhet. 1417232
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Tolav Tapegerfoloa Saipdvawy diknv;

Ti Xp™) Be THY SUcTnvov & BeoUs £Tt

PAéTrav; Tiv' aiB&v Supudgwv; Emel ye 81)

THv SuootPeiav evoePolo’ ExTnoduny.

AAN’ el péEv olv T4’ €oTiv &v Beols KaAd, 925
TabbvTes &v Euyyvoiney fluapTNKOTES:

€l 8’ 018’ GuapTavouol, pT) TTAEW Kak&

T&Bolev i kol Sp&doty EkBikws EUE.

Xo. &1t 16V alTdy &vipwy avTai
Yuxfis prrad TAvSe Y’ Exouaiv. 930
Kp. Toirydp ToUTwy Tolov &youoiv
KAqUpa® Urdpel PpaduTiiTos Utrep.
Av. oipot, BavdTou ToUT ey yuTdTw
ToUTrOS &APIKTAL.
Kp. Bapotiv oldev mapapuolual 935
un o¥ Ta&de TaU TN KaTtakupolodat.
Av. @ yfis ©OnPns &oTu TaTpdiov
kol Beol Tpoyevels,
&yopat 81 "y KOUKETL PéAAwW.
AevooeTe, ONPns ol Korpavidal, 940
THY PaciAeld&dv pouvny Aotthy,
ola wpos ofwv &vdpdv Tdoxw,
TV evoePiav oePicaca.

Xo. Etha kal Aavéas oUpdviov s [oTp. @
AAAG&Ear Bépas Ev yaAkoBETOIS 945
aUAis kpuTrTopeva & &v
TUPPnpel Barauwt kateleuydn:
kaiTol kol yevéat Tiplos, ¢ ol Twad,

Kal Znvos TAHIEUETKE YOVAS XPUTOPUTOUS. 950

929 aUTal Erfurdt: adrai Q 933—4 assigned to Ant. by Q: to Chorus by
Lehrs 935—6 assigned to Kreon by Q: to Chorus by Béckh (and scho-
liast) 941 Paoideddv G. Wolff: Baocideiav ®: PaociAida Q 049 Kai
supplied by Hermann
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AAN & poipidia Tis BUvaois Seivd.
oUT &v viv 8APos oUT’ Apns,

oU Upyos, oUX GAIKTUTTOL
kehatvai vaes EKQUYoOIlEy.

GeuxOn 8 d&UxoAos Tais 6 ApUavTos [&vT. «
"Howvdv BaoiAels, kepTopions 956
bpycis ék Atovicou

TETPWEEL KATAPAPKTOS €V SETUED!.

oUTw T&S pavias Se1vdv dmooTdlel

&vBnpdv Te pévos. kelvos ETEyvw paviais g60
Wauwv TOV Bedv Ev kepTOopiols YAQOOXIS.

TaUEoKE v yd&p évbéous

yuvaikas ed16v Te TP,

prAcvAous T’ Npedile Movoas. 965

Tapd 38 Kuavéwy tmedayéwy meTpdvt S18Upas

aAOS [oTp. B
&ktai Boomédpial A8’ 6 @pmikddovt
ZaApudnoods, v &yximTohs A- 970

pns dicooiol Prveidais

£i8ev &paToV EAKOS

TUPAwOEY €€ &ypias S&uapTos

dAadv dAacTdpoiotv SppdTwy KUKAOIS

dpaxbévtwy U’ alpaTnpals 975
XEIPEOOL Kol KepKiBSwv AKpaiolv.

KT 8¢ Takduevol péAsol ueAéav Tdbav [&vT. B
KAalov, uaTpods ExovTes AvUPPeUTOV Yovudy: 980

952 OAPos Scaliger: 8pPpos Q 955 O&Uuxohos Scaliger: 6EuydAws Q
966—9g Q: kuavéois © TeAaytwv (or -lwv) Q: meA&yeot @: TeAdye Jebb:
omA&Bwv Wieseler (-owv Pearson) meTpdov Q@ métpous ®: deleted by
Brunck &AOs Q: GAés T 970 &yximTohs ®: &yximoAis Q 975
&paxBévtwv Seidler: &paxBiv Eyyéwv Q 980 Q: TaTpds G &vUpgeu-
Tov Q: &vupgeitou Meineke
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& 8¢ omEppa pev dpyaioydvewy

téavtac’t “EpexBerdav,

TnAeTdpols 8’ &v &vTpols

TPA&PN BUEAANCIY &V TTAXTPWIXIS

Bopeds &uimrmos 6p8omodos Urep TTayou
Becdv als dAAG k&’ éketval

Moipal pakpaiwves éoyov, @ Tal.

TEIPEZIAZ
OnPns &vakTes, KOUeV KONV 68OV
8U’ €5 Evds BAETTovTE: TOTS TUPAOTGL Ydp
aUTnN KéAeuBos Ek TTponynToU TEAEL.

Kp. Ti 8 EoTv, & yepaut Teipeoia, véov,

Te. &yw 8184w, kal oU T pdvTer THoU.

Kp. oUkouv mapos ye ofis &meotdTouv opevos.
Te. Torydp 81° dpbfis TAVS® EvaukAfpels TOAWY.

Kp. &xw memovbos papTupsiv dvhoiua.
Te. @povel PePeos ¥ viv &t Eupol TUyMs.

Kp. Ti 8 oTIv; 5 &y TO odv ppicow oTdNQ.

Te. yvaont, Téxvns onpeia THs eufis KAUwY.
& yap TaAaidv 8&kov dpvibookdov
1lwv, v’ Av wol TavTos olwvol Auny,
AyveT dkoUw ¢Sy yov dpvibuwvy, Kakdl

KAGLovTaS oloTpwl kai PePoapPapwpévet:
Kal oTTOVTAS &V xnAaiow dAAAAous govals
Eyvawv: TTEp@V yap poiPdos ok &onpos Av.

eUBUs 8¢ Seloas EPTTUPLOV EyEUdUTV
Bowpoiot TappAékTolov: EK 8¢ BupdTeov

Hoaioros oUk EAapTrey, &AN &1l oroddd1

MUBGOX KNKiS unpiwv ETHKETO
K&TUPE KAVETTTUE, KAl METEPOIO!
¥Xohat BiecTreipovTo, Kai KATappPUEls

990

995

1000

1005

1010

982 &dutac’ Q: alyao” Dindorf: é§atyac’ Griffith 989 PAéTovTE O: PAE-

TovTes Q 994 Valckenaer: tnvde vaukAnpeis Q



1022 BePpddotes Q: BePpidTos
Tos Q: &vinTos or &ivitos ®: &viaTos Blaydes

ANTITONH

unpol kaAuTTHs EEékelvTo Tipefs.
TolaxUTa Todds ToUs’ Eudvbavov épa
¢BivovT’ donuwv dpyiwy pavtelpaTa.
ol ydp oUTos fyeucdv, &AAois 8’ &y .
Kai TaUTa Tfs ofjs &k ppevds vooel ToAIs.
Bowpoi y&p fKiv toyxdpar Te TavTeAEls
TANPELS U’ oleovédv Te kal KUvGY Popds
ToU duaudpov memTdTOs OidiTou ybévou.
K&1T oV BéxovTal BucsTddas AITds ET1
Beol Tmap’ UV oUdE pnpiwv pAdYa,
oU8’ &pvis eonpous &TroppolPdel Pods,
&vBpopfopou BePpddTes aipaxTos AiTros.

TaUT 0Uv, Tékvov, ppdvnoov. &vbpwolot y&p

Tols &t Kolvdv 0Tl TouEapapTdvely:
gmrel 8 GudpTn, keivos oUkéT’ BoT” &unp
&poudos oUd’ &voAPos, doTis &5 KakdY
Treccv &keiTal und’ &xivnTos TEAEL.
aUbadia Tol oKaOTNT dPALoKAVEL.

&AN’ eike T BavdvT, Pnd’ dAWASTA
KévTel Tis &AKN TOV BavdvT’ ETIKTAVELY;
€U ool ppovrioas eU Aéyw: TO pavidvev &’
A8loTov U AéyovTos, &l képBos Aéyol.

& TpeoPu, T&vTeES HoTe TodTON oKOTTOU
ToeueT’ &vdpods ToUde, koUdt LavTikfs
&TTpaKTOS UMV eipts TGOV & UTad yévous
EEnuIOANBal K&K TTEQOpTIopaL Tr&AAL.
kepdaiveT’, énTToA&Te T&TS Tdpdecov
AAekTpov, el PoUlechs, ko TOV *lvBikdv
XPUoov: T&pwt 8’ Ekeivov oUyl KpUWeTE,
oU8’ &l Bhoua” oi Znvds adeTol Popdv
Pépetv viv &pmrdovTes & A1ds Opdvous:

Aitros Q: Aipos Blomfield

107

1015

1020

1025

1030

1035

1040

1027 &xivn-
1032 Aéyol Q: pépol or

pépst O 1035 TGV & Q: T&v © 1037 & Blaydes: & mwpd ®: ToV
Tpods Q 1040 oU8’ & Q: oU &7 ©
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1056 &k Q: aU Hartung

ANTITONH

oU8’ &> plaopa ToUTO uf TPEoOS £y
f&mTEV TTapTiow Keivov: €U yap 018’ 4T
BeoUs miaivelv olTis dvBpdTwy obever.
miTTovol 8, & yepout Teipeoia, PpoTdv

xoi ToAA& Bewol wrdopat’ aloyp’, STav Adyous
aloypous KaA&s Aéywaol ToU képdous X&piv.

¢el.

s s = , , ¥ :

ap’ oidev &vBpd TV TIS, apa PpALETAL —
Ti Xpfjua; moiov TolTo TédyKolvov Aéyels;
oWl KPATIOTOV KTNUETWY eUPoVALL;

SdowiTep, olpal, P @poveiv TAsioTn PAKPN.

TaUTNS OV WévTol Tfis vooou TANPNS Eus.
oU Povlopal TOV H&vTIv AVTELTTEIV KAKES.
kol pfyv Aéyels, weudfj pe Beorifev Aéywv.
TO HAVTIKOV Ya&p &V PIA&PYUpOV YEVOS.
T6 8 & TUpdvvwv aloXpokepdeiav PrAsl.
&p’ oloBa Tayous BvTas &v Aéymis Aéywv;

018’ &€ Euol ydp THvd’ Exeis odoas TOAIV.

00QoS OV BAVTIS, AAAK TABIKEV QLIAGY.
bpoels ue TAKIVNTA B1& ppevédy gpdoai.
kivel, poévov 8¢ pr) i képdeoiv Aéywv.
oUTw y&p fidn Kai 8ok TO ooV pépos;
s pf) “puToAnowy iobl THv Eufv gpéva.
&AM €0 ye Tol KATIoOL pry TTOAAOUS £T1
TEPOYOUS AMIAANTHpas NAloU TEAGV,

&v olo1 TOV odv alTos ik CTIAGY X VWV v
VEKUV VeKPOY dpolPov dvTidous Eomt,
&vB” dv Exels pev TV Evw Padov K&Tw,
YUXNV T’ &TIHWS &V TP KATWIKLOAS,
ExEls 88 TOV k&Twhev EvHES” al Bedov
&polpov, AKTEPIGTOV, AVOCIOV VEKUV.

nos, Wecklein 1065 Tpdyous Erfurdt: Tpoyous Q

fAtov TeAeiv Winckelmann

kaThikloas Q: kaToikicas O

1045

1050

1055

1060

1065

1070

1057 Q: & or & Aéyes ®: ols wéyeis Kapsome-
fnAlou TeEAGV Q:
1069 T Q: y’ Dawe: deleted by Bothe
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@V oUTe ool PETEOTIV OUTE TOIS &V
Beolo1y, &AM €k ool PradovTon T&Se.
ToUTwY ot AwPnTiipes YoTepopbdpol
Aox@aotv AiBov kal Becdv “Epivies, 1075
&v Tolow avTols Tolods Anedfivan kakofs.
kai TalT &Bpnoov el kaTNPYUpwpévos
Aeyw: pavel yé&p oU pakpol xpdvou Tp1Ppn
&v8pdv yuvaik&v ools SOH0IS KWKUPATA.
ExBpat B¢ T&O A CUVTAPATCOVTAL TTOAELS 1080
60wV oTrapdypaT’ fj KUVeEs Kabnyvicav
1} 6fipes i Tis TTNVOS 0lewvds, épwv
&vooiov dophy goTioUyov & TOAW.
To1xUT& oot, AuTrels ydp, doTe To§dTNS
dpfika Bupdr kapdias TofeUpaTa 1085
BéBata, TGV oU B&ATOs ol Utrekdpapit.
@ Tai, oU & Auds &mays Tpos douous, fva
TOV Bupody oUTos & vewTépous &ofi,
kal yvéd Tpéelv THY yAQooav flouyalTépay
TOV volv T° &ueived TV ppevddv v viv gépet, 1090
Xo. avtip, &vag, PéPnke devd Beomicas.
gmoTdpecda 8, &5 &Tou Aeuki iy
TS’ &k pedaivns dpeiPaAiopon Tpixa,
BN T ToT aUToV Yelidos & TOAY Ackelv.
Kp. Eyvooka kadTds kai Tapdooopal ppévas: 1095
T6 T’ eikabeiv ydp Bewvov, dvTioTdvTa 58
At matd§ar Bupdy &v etvéd Tépa.
Xo. guBouhiav Bel, al Mevoikéws, Aapeiv.
Kp. Ti 8fTa xpt) Spdv; ppdle Teicopa & &y,
Xo. éABcov KOPNY pEv EK KATWPUYXOS OTEYNS 1100
&ves, kTioov B& TA1 TPOKEMEVLL T&Pov.

1080—3 deleted by A. Jacob 1080 &xBpat Reiske: &xfpai Q 1081 0wV
Q: doais Frederking kabfyvicav Q: kabfyiocav ® 1083 mOA Q:
méAov Nauck 1084 co1 ®: oou Q 1090 v Brunck: § Q 1094
Aakeiv Q: AaPeiv O 1096 8¢ Q: e O 1098 eUPovAiav LJ&W: -ias Q
AaBeiv Q: Aaxeiv @: Kpéov or Kpéwv @
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Kp. kal TalT’ &mranveis kai Soxel mapeikabeiv;
Xo. bcov y’, &vag, Téx10Ta OUVTEBVOUST YApP
Beddv TTOdKELS TOUS KakoOPppovas BA&PRat.
Kp. oipor poAis pév, kapdias 8 égioTapal 1105
76 8p&v: &vdyknt 8 oUxi SuouaynTiov.
Xo. 8p& vuv T&8’ EABcv und’ &’ GANolow TpéTre.
Kp. @8’ dos Exw oTeiyoip” &v- 117 117 dmdoves,
oi 77 dvTes of T’ &mwovTes, &a§lvas yepoiv
Spuaaod’ EAGVTES els ETOWIOV TOTTOV. 110
Eyco 8, Emeidt) 8o6Ca TH{18” émecTpdon,
a¥Tés T Ednoa kol Tapwv EKAUGopaL.
Sedoika ydp pn Tous KabBeaTOTAS vopous
&pioTov A1 oibovTa TOV Piov TeAEIv.

Xo. moAuwvupe, Kadpelas &yadpa vppas [oTp. o
kal A1os BapuPpepéTa 117
Yévos, KAUT&Y 85 AppETTeLs
|TaAiav, pédeis Bt
Taykotvols ‘EAsuoivias 1120
AnoUs &v kdAToIs, ¢ Bakyed,

Baky&v uatpdmrorv Onpav

VoIET®Y Tap’ Uy pois

lopnvol peibpors, &ypiou T°

gl oopdi Sp&KrovTos. 1125

ot 8 Umrep 8iAdpov TETpas OTEPOY BTTUOTTE [&vT. &
Ay vis, evBa Keopukion
oteixyovol NUpgar Bakyides

KaoToahias T vapa. 1130
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COMMENTARY

1-g9 Opening Scene (Prologos)

Ant. and Ismene enter, and begin to discuss the events of the pre-
ceding day and night: the repulse of the Argive invaders, and their
brothers’ deaths. Ant. informs Ismene of their uncle’s edict forbid-
ding burial to Pol.’s corpse, and asks her to join in defying it. Ismene
tries to dissuade her, but Ant. resolves to carry out the deed alone.

This first scene is set shortly before dawn. The battle is said to
have taken place the previous day, the Argives’ departure during the
night (see 16, 100—3, 253 with nn.); Kreon’s edict seems to have been
issued from the battlefield (7-8, 33, 100—gnn.), and he is now on his
way to make a public statement (33—4). But we need not expect exact
temporal consistency (Introd. §3), esp. in an open-air production,
where no lighting-effects are possible.

In the plays of A. and E., the opening scene usually takes the form
of a monologue, announcing where the play is set and what has
already happened: then the real action begins (see Stevens on Andr.
1-55). But S.’s plays generally open with a dialogue outlining both
the main issues of the play and the personalities of the chief charac-
ters (H. W. Schmidt, in Jens 1971: 27—-34). So, here, the two young
sisters present an immediate contrast: Ant. single-minded and in-
transigent, Ismene more circumspect and conventional (cf. 1—10n.).

The scene passes through three phases. In the first (1—38), despite
Ant.’s impatience and Ismene’s anxiety, the two seem unified in out-
look (1, 2-3, 37—48nn.); then (39—77) as Ismene recoils (49—68n.),
Ant. begins to distance herself from her in favour of her brother; fi-
nally (78—99), despite Ismene’s conciliatory efforts, Ant. bursts out in
contemptuous hostility (86—, 93ff). The mood thus grows progres-
sively gloomier. The sisters enter together, but leave separately, and
the family solidarity so strongly invoked by the opening lines gives
way to fragmentation and isolation.

1-10 The two young women enter through the centre (= palace)
door (18—19n.). Their costumes and hairstyles show at once that they
are royal and unmarried, and in mourning; perhaps Ant.’s garb is
the more conspicuously sombre.

119
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Ant.’s first speech, like those of Oidipous in OT and OC, and Dei-
aneira in 77., immediately establishes her situation and her charac-
ter: above all, her devotion to kin and consciousness of her family’s
past (2—3, 7nn.); but also her combative nature, as her opening and
closing questions {2 &p’ oic®’ & Ti ..., g Exeis Tt ... ;) draw Ismene
into taking one side or the other.

1 xo1vov avtadelpov: appealing to her sister’s identity of blood
and interests, cf. Tr. 826, and Apollo at A. Eum. 89—go ou &, a¥Td-
SeAgov aipa kad kool mTatpds, ‘Epufi ... Though the alTo- prefix
in S. sometimes has no more than a vaguely ‘intensive or emphatic
force’ (Campbell 1879: 1.101.6), in this play it frequently ‘speaks of
the blood-tie as a place of incest, of parricide {and fratricide), and
of suicide’ (Loraux 1986: 167); cf. 56 aUToxTovoUvTe with n., and
49—52n. Here Ant. means ‘full-sister’ (though e.g. at Eum. 89 Apollo
is not full-brother to Hermes); but the expression, lacking feminine
endings, may suggest also their ‘common brother’ (cf. 503, 696
aUTéSeApov, gI5 & kaolyvnTov k&pa), and cf. 56—7 wépov kotvdy,
147 xowolU Savdrou, 201-2 aiuxTos kowol, 546 kowd. “The pa-
thetic emphasis of this first line gives the key-note of the drama. The
origin which connects the sisters also isolates them’ (Jebb).

Topqvng xapa: elevated (and untranslatable) tragic periphrasis, as
at OC 321; cf. 899, 915, OT 40, 950, A. Ag. gos, etc. (and LSJ s.u.
KepaAn 1.2, Latin caput); also 944—5 Aavdas ... Séuas, 764.

2-3 Lit. ‘Do you know what, of the evils {stemming) from Oidi-
pous, Zeus is not bringing to pass for us two who are {alone) still
alive?” The syntax is rather confused, as omofov redefines and
amplifies & 71 (both of them objects of TeAel in indirect q.). Alter-
natively, we may suppose that oicBa & Ti oU Tehei; has been con-
flated with Ti (foTiv) &1roiov oU Tehel; (cf. 4—6). In either case, the
sense is clear and emphatic (‘every conceivable evil is descending on
us’), and the syntactical informality is mitigated by the word-order,
with ZeUs in striking hyperbaton.

Zevg: here, perhaps, the name implies no more than a vague ‘the
powers that be’; contrast 127, 304, 450, 664—14nn.

Tév an’ Oidimov xaxdv: the family’s legacy of horrors, though
not so insistently kept in our minds as in A. T#., does surface inter-
mittently; see 49—57, 594—603, 85671, and Introd. §5(e)(ii).

v&y €t Lwoawv: presumably dat. (of {disyadvantage, cf. 50),
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though gen. absolute would be possible. The ‘evils of Oidipous’ have
brought death to him, his wife, and his sons; and even the ‘two sur-
viving’ daughters have not really escaped (cf. 4—8). This is the first in
a dense cluster of duals (3, 13—14, 21, 50, 55—7, 58, 61—2.; and cf.
144—7, 170—2, 561—2, 769, and 488—9n.), describing natural but frus-
trated pairings — murderous brothers, disunited sisters, sister and
dead brother, dying bride and groom; cf. OC 337—45, Knox 1964:
79—80, 67—9, W. Jikel, Gymn. 68 (1961) 34—55.

4—6 Ant. explains (yd&p) the point of her rhetorical q. (6olov
KTA. picking up 2—3 kakédv dmoiov oUyi védwv ...). The insistent tor-
rent of negatives (seven in three lines, cf. 450—60) and list of rhym-
ing neuter adjectives (4n.) hammer home the completeness of the
family’s public and private miseries, building up to the one that most
concerns Ant. now (&Tipov, cf. 22 &Tiudoas, 25 évtinov with n.). For
the enjambment of 56, cf. 27n.

4 atfprov: this (Brunck’s) emendation is far from certain; but
&Tns &tep of the MSS would mean ‘free from ruin’, the opposite of
what is needed here (as the ancient critic Didymos already noted).
The regular adj. derived from &dow/&Tdouat/&Tn is &Tnpds (A. Ag.
1484, Eum. 1007), but &tnpdv here would leave us a syllable short.
&Tfipios is not otherwise attested (it would normally imply an agent-
noun *&tfp); but S. is esp. fond of -npios adjectives, and cf.
Homeric amatniios vs &mwaTtnAds, or e.g. E. Andr. 552. Alter-
natively, perhaps &tns yéuov (Hermann, cf. OT 4); or &tfioiuov, on
the analogy of 8avéaoipov, pépoipov (Dindorf; cf. Else 1976: g1, 102—
4; but the formation would be irregular). &tn is a rich and evocative
term, esp. in tragedy, suggesting both outcome (‘delusion’, ‘ruin’,
‘misery’), and cause (often a mixture of human folly and supernatural
sabotage: cf. 17n., 185, 864, 10967, 1260, and esp. 582—625n.); see
further, Dodds 1951: 2—8, 37—41, R. D. Dawe, HSCP 72 (1968) 89—
123, R. E. Doyle, "Atn: its use and meaning (New York 1984), Padel
1995: 166—87, 249—59. Along with the mention of Zeus and Oidi-
pous in line 2, the term here increases the mood of anxiety in the
face of events and powers utterly beyond the sisters’ control.

6 tév ... xaxdv: possessive gen., ‘included among our troubles’
(Smyth §1300), but echoing kakédv (partitive gen.) in 2.

7—10 Ant. introduces the particular, new indignities up to which
her generalization has been leading (2—6). The repeated questions
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(again 21—2) might suggest that Ant. sccks information, or at least
confirmation, from Ismene about what has happened; but 18—19, 21—
32 show that Ant. already knows quite enough (more indecd than the
city’s Elders, cf. 159—62) and expects nothing new from her sister (cf.
18n., Intro. §5(c)).

7—8 xail viv ti Tobt’ av: the particular, present example, capping
the preceding generalization about the past: “Things were bad; now
hear the latest ...” (cf. 58 viv & «U). For 71 a¥ (‘what now?’), cf. 1172,
1281, OC 357, 1507.

pacu: cf. 23 &5 Myouot, 27 gaow, 31 ¢acl, and g ElTTKOUGOS
(also 447 -8). A ‘public proclamation to (or ‘for’) the whole citizen
body’ (Travdnuw! TOAel kfpuyua, cf. 1141) is usually made by men
to men, in the ekklesia or agora (or on the battlefield, cf. 1—10, 33nn.).
Women would learn of it only at second hand (cf. 18—19, g1—2nn.).

wipvypa is a politically neutral term, applicable to democratic
and autocratic ‘proclamations’ alike (cf. 27, 34, 161, 2034, 447, 450,
454, with 453-5n.); and, although the edict here is clearly Kreon’s,
at 79, 9o7 it is spoken of as if it came from, or on behalf of, the citi-
zens at large (cf. 44n.). Kreon’s constitutional status in this play re-
mains vague (c. 670—1n.): in this, his first mention, he is styled
oTpaTnyds (perhaps implying ‘commander-in-chief’, after Eteokles’
death, cf. 1162-4n.). An Athenian stratggos on campaign could issue a
KNPVUYyLa on his own initiative (even one invoking the death penalty;
cf. Xen. Hell. 1.1.15, Harrison 1971: 31-6). Ant. never calls Kreon
‘king” (just ‘Kreon’, at 21, 31, 549); but everyone clsc does: BactAeus
(155), &vag (223, 278, 488, 563, 724, 766, 1091, 1103, 1257), TUPAVVOS
(60, 1056 — and cf. 506—7), Tayds (1057); and cf. 173 Bpdvous, 1163
novapyiav, 59—60, 65—7, 2r11—14nn. Kreon’s relationship to the sis-
ters is not mentioned until 173—4 (cf. 58n.), but Ant.’s intense ani-
mosity towards him is apparent at once (9—10, g31—2n., and cf. 453—5,
46970, 484 -5 with nn.).

9 éyetg Tt ‘Do you know anything?’, cf. 7r. 318, E. Or. 1120.

9-10 ‘Do you not realize that our enemies’ evils are approaching
those we love?” The distinction between éx8pol (personal enemies)
and ToAépiol (political/military enemies) is not always observed in
tragedy (e.g. 1080, 1162), and here the vagueness of oTeiyovta ...
kak&, and of the ‘poctic’ plurals gidous, ExBpdv (cl. 565, 571, Moor-
house 1982: 4-10), together with the flexibility of the Greek genitive,
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admits two possible interpretations: (i) ‘the hated (Kreon)’s evil
{plan) is threatening our beloved {Pol.)’; (i) ‘ills appropriate to
(Argive) enemies (cf. 1080—3n.) are being applied to friends too
(= Pol.)’. Ismene seems to respond to (ii) (11 piAwv, 15 Apyeiwv); but
(1) must be the primary sense (see next n., and W-Ingram 1980: 135
n. 55).

pidovg ... &xBpdv: dispute over the proper definition and appli-
cation of these terms forms a major theme of the play (Introd.
§5(d)(i1)). Ant. already regards Kreon as éx8pds by reason of his mis-
treatment of Pol. (cf. g1—2n.; also 86, 93; contrast 523), whereas her
brother, as her closest kin, can never be for her anything but ¢iATa-
T0S (73—6, 81 with nn., 523—5), despite his hostile action against both
brother and community (187, 212, 518, 522). Kreon’s view of ¢iAix is
radically different (187-8n., 511—25). Such uncompromising catego-
rization of ‘friends’ and ‘enemies’ (‘us vs them’) is typical of Sopho-
klean ‘hero(in)es’ (cf. 632—4, Knox 1964: 28-34, 80—9o, Blundell
1989: 115—30).

11 épol pév: there is no answering 8¢ (cf. 65, 78, 1336), but a con-
trast is implied with unspecified ‘others’ (including Ant. herself), and
the emphatic position of &poi (‘ethical’ dative of interest) underlines
this; cf. 18n.

Avriyévn: a word of this shape can fit into an ia. trim. only
through ‘irrational’ resolution (in tragedy allowed only with proper
names): cf. 991, 1045 Teipeoia, 1180 EUpudikny, OC 1, 507, 1415, etc.
At 377, 629, 805, Ant.’s name occurs in anapaests.

piAwv: objective genitive, ‘(no word) about our family or
friends’. Ismene is unaware that Ant. was confining the term (10
@iAous) to just one brother (g—1on.).

12 €€ dvov ‘from that {(moment) when’, ‘ever since’ (cf. 1092, and
15 ETrel).

13—14 8uoiv ... 8o, | widt ... SumAf: such wordplay is common
with numbers (cf. 141—2), esp. with ‘one’ and ‘two’ (cf. 55—7 and 2-
3n.).

Bavovrowv: the MSS have 8avévtwvy, but although a plural verb
or participle may follow a dual subject (55—7n., 170—1), this is very
rare in the gen. or dative (Gildersleeve §§105-8, K—G 1 69—74).

SunAfjL yepl ‘by each others’ hands’, cf. 170 81TAfjs poipas and 2—
3n.
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15 émel ‘ever since’ (temporal), cf. 12 £§ dTou.

Apyeiwv otpuatdg: to Ismene, Adrastos’ army are the obvious
‘enemies’ to whom Ant. must be referring (9—r1on.).

16 vuxti T vOv: either ‘last night’ (cf. 150—1 TOAéuwv T&OV ViV,
and 4j. 21 vukTds Tiiode, 209 vu€ f18¢), or ‘this present night’: the
sisters’ clandestine meeting seems to be taking place shortly before
dawn (cf. 1—9g9n., and 33, 100—9, 2534 with nn., and Bradshaw
1962: 203—4).

008¢&v 018’ Uméptepov ‘I know nothing further’ (cf. 631), answering
2 &p’ oicBa, as 17 &ATwpévn answers 4 &TnHpiov.

17 ebdtuyoloa ... dtwwévn: conventional polar expression for
‘no news at all’, since there is no real prospect of ‘good news’. The
construction after oi8a shifts, as the participles (regular with verb of
knowing) amplify 008év (cf. the proleptic ‘T know you who you are’).
For the significance of &Twuévn, see 4n. &tdopal recurs in literature
(always present indic. or participle) only at 314, 4j. 269, 384, E. Supp.
182. (&&w, common in epic, is avoided in tragedy: only A. fr. 417, ?S.
fr. 628.) But in legal texts (esp. the Code of Gortyn), &tn is com-
monly used of ‘damage’, ‘penalty’, and &taduevos = ‘the one fined’
or ‘convicted’.

18 N80 xakdg Just as I thought!’, suggesting impatience, perhaps
even scorn (cf. 7—1on.).

18-19 ... and that is why I fetched you (here) outside the front
gates’, the imperfect é§émeprov signifying what was in Ant.’s mind
when she ‘started to escort’ Ismene outside.

adrelwy wuAdv: cf. E. Hel. 438. Classical Greek houses were set
back from the street behind a central courtyard («UAn). The front
door opening onto the street was the aUAeios 8Upa, the door(s) lead-
ing from the courtyard into the inner rooms the wéoauior BUpou
(cf. E. Alk. 549); see S. Walker, ‘Women and housing in classical
Greece’, in Cameron & Kuhrt 1983: 81—g1. TUAn for 8Upa is
common tragic ‘elevation’, as is the use of the plural. Freeborn
young women were not supposed to venture outside without an
escort (parent, {riends, or slave attendant, cf. 578—9 with n., 1183—
91n.; Gould 1980: 38—59, Easterling 1988: 22); hence thére is nothing
odd about Ismene’s being ‘unaware’ (9 Aav@avei) of what Kreon has
been broadcasting.

20 dnhoig ... xaAyaivoves’: lit. ‘you are obviously growing dark
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over some piece of news’. (For the construction, cf. 242, 471.) xoA-
¥xaiveo is a rare and striking word, derived from k&Axn = ‘purple
murex’, virtually synonymous with mopeupa. It seems to have been
developed by analogy with Homeric TopeUpw, esp. the formula
ToAAG 8¢ oi/po1 kpadin mopeupe ... (‘His/my heart was seething-
dark with many worries’, e.g. Il. 21.551, Od. 4.427; cf. LS] s5.2.); cf. E.
HEld. 40 Eydo pév &ugi Toicde kaAxaivwy Tékvois (and ‘Kalchas’, the
‘turbulent-dark’ prophet). The image of ‘dark’ and ‘heaving’ physio-
logical signs of emotion is prevalent among the medical writers as
well as in poetry, esp. Aisch.; cf. A. Cho. 413 oTTAGY XV LOl KeAa-
voUtat Tpds éros with Garvie’s n., and FJ&W on A. Supp. 785, Padel
1992: 71—88.

21-2 Sense and emphasis are clear, thanks to the word-order,
though the syntax is slightly unorthodox (zeugma). T&gou eventually
turns out to be gen. of separation with &Tip&oas (‘deprived him of
burial®), ¢f. OC 49, A. Prom. 783, Smyth §1392ff.; but its emphatic
initial position, outside the uév ... Bt ... clauses, encourages us to
take it also with wpoTioas, as if = TpoTip&oas (‘considered [one of
them] more worthy of burial’).

od yép . ..;: colloquial and slightly scornful, virtually ‘Don’t you
know that ...?* (GP 79), cf. Ph. 249—50.

véuv: genitive, ‘of the two of us’; cf. 2—3n.

xacLyviTw: accusative, governed by TpoTicas/aTiudoas Exel, in
‘whole and part’ construction with Tév pév ... Tov 8¢; cf. 561. Less
idiomatic, though logical, would be the genitive (‘one of them ... the
other’).

mpoticag . .. ATipdoag éxel: aor. participle + éxw = periphrastic
perfect, esp. favoured by S. and Hdt. (28 times in S.; 24 times in E.,
only once in A.; see Dawe on OT 577, Aerts 1965: esp. 130—40).
Sometimes there is little difference in meaning between this and the
straight perfect (Gildersleeve §295); but sometimes there may be a
resultative force, as here (and again at 32, 77, 180, 192 — all in the
mouths of Ant. or Kreon; also 791—4, 1068 applied to Kreon, and cf.
1272), suggesting a sense of intransigence, of taking a stand (‘He has
made his announcement, and he’s sticking to it!).

23-30 ’Eteoxéa pév ... tov 8¢ ... véxuv ntA.: the parallelism
is marked by indignant contrast and crescendo. In the pév-clause,
Eteokles’ bare name occupies less than half a line, and he is disposed
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of in a tidy, three-line period. But in the 3é-clause, ‘Pol.’s corpse,
wretchedly killed’ takes up a full trimeter; and the construction of
the next two lines becomes more complicated (the acc. vékuv is not
parallel to "ETeokAéx, and only with 28 Tiva do the infinitives fall
into place). The five lines devoted to Pol. are increasingly unsettled,
with piled-up epithets, resolutions (26 TloAuveikous, 29 &Tagov,
31 &yafdv), enjambments (27-8, 29—30), and harsh alliteration (1/8,
K/X)-

23 ©g Aéyovaor: cf. 7-8n., 27 paol. The phrase implies that Ant.
did not herself witness the burial of Eteokles — perhaps because she
was less concerned about him than about Pol. (cf. 8g9—903 with nn.)?
In real life, of course, an honorific funeral would take several days.

23—4 o0y 8iun | xpficOar Suxaidv TéL vopwe ‘thinking it right to
make right use of custom’; for dixauddv, cf. OT 575, OC 1350, 1642,
etc. This is Schiitz’s emendation (by no means certain) of the trans-
mitted text (oUv Sikm xpnobels Sikaian kai vopwr), which contains
three major defects: () xpno8eis (passive) would make sense only if
equivalent to xpnoduevos (middle), an unparalleled usage; (ii) there
is anyway no dative object for a transitive xpno8eis, only the acc.
"ETeoxAéa; (iil) the phrase oUv Sikm Sikaic is intolerably feeble.
Alternatively, we might (with Miiller and Jebb) start from the scho-
liast’s comment (Sikaial Kpioer XpPTMo&UEVOs) and read oUv Sikns
Xpfoe Sikaiar kal vépou (‘with due observance of right and cus-
tom’, Jebb): but xpfiots is not found in tragedy (only Pind. V. 1.30,
0. 11.2), whereas vouwt/8ikm xpficbat is an established idiom (cf.
Antiphon Or. 5.87, E. I4 316), and oUv 8ixnt occurs thrice elsewhere
in S. Whatever reading we adopt, it is clear that Ant. is describing
the burial of Eteokles as ‘right’ and in accordance with ‘law’ or
‘custom’.

25 évtipov: predicative, ‘so that he is honoured’, with ethic dative
Tois vekpois (‘in the eyes of the dead’). This could be taken to reflect
concern about exclusion and ‘disenfranchisement’ from the Under-
world (cf. 22 &tipdoas, and 4-6n.), like Hom. Il. 28.71—3 ‘Bury
me ... For now the souls ... arc keeping me at a distance and not
allowing me yet to join them across the river.” But the term may
rcfer more vaguely to the posthumous ‘status’ of the two brothers
(as e.g. at A. Eum. 95—6 Vg’ Upddv @8’ &mnTinaopévn | &AAolowv év
vekpoiow, Cho. 483—5). Personal and family honour are more at issue
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here (cf. 572 &Timader) than correctness of religious observance,
though the two are closely related.

26-36 Kreon’s edict forbids anyone to bury or lament Pol.: his
corpse must be exposed to the animals and birds (cf. Hom. Od.
3.254—61, S. El. 1487-8, A. Th. 1014) — a new twist to the well-known
Theban myth (Parker 1983: 45-8, Introd. §2). Such treatment,
though shocking, would not be completely alien to Athenian sensi-
bilitics: indeed, the law stipulated that traitors should be refused
burial within the territory of Attika; and though in some cases the
dead man’s family might take the body outside the borders for
burial, this does not seem usually to have happened, and the term
used to refer to such criminals was &tagol. Possibly in this case
Kreon’s refusal to allow burial or lamentation of any kind (i.e. implic-
itly, even outside the borders, 29 é&v) makes a significant difference;
but no mention of such a distinction is expressed in the play. So at
this point (as at 198—210) it would be hard for an audience to be sure
of the legitimacy or illegitimacy of this policy; see further Rosivach
1983, Introd. §5(b).

27 &atoicL = moAiTals. Kreon’s edict is directed at political fac-
tions within the city, real or suspected, not at Pol.’s own family; see
31—2n., 36, 79, 289—94.

exxexnpdyBar: as at 203, the primary sense must be, ‘it has been
publicly (éx-) proclaimed’; but the usual sense of ékknpUcow, ‘banish
by proclamation’, may make itself felt too (cf. OC 430, Lysias 12.95):
Pol.’s corpse is to be ‘excluded’ from the land of the dead (25n.; cf.
7-8, 451—2nn.).

o N | ... xaAvdae: such enjambment is distinctive of S.; cf. 5—
6, 67—8n. With pn + infin. after a verb of hindering, the article is
optional (Smyth §2744.3; cf. 78, 443, 544—5n.).

28 xwxloar: a traditional feature of mourning throughout the
ancient and modern Mediterranean is the shrill ‘wailing’, esp. of the
women (Alexiou 1974); cf. 423, 1079, 1206, 1227, 1316.

29 &xAavtov, drtagov: almost formulaic, c¢f. Hom. Il 22.386
&xAauTos &BamrTos, Od. 11.72, E. Hek. 0.

29—-30 Lit. ‘a sweet store {of food) for birds gazing (at it) with a
view to delight of (= in) feeding’ (cf. [E.] Pho. 1634). At 205—6, 697—
8, 1017-18, ‘dogs’ are mentioned too, as is traditional (Hom. /I
1.5-6, S. Ph. 1146—57, etc.). Onoaupds occurs in many sacral and
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metaphorical expressions, but the image here is unusually vivid and
macabre. Popds is best taken both with 8noaupéy and with Tpds
xé&ptw (objective gen., see LS] s.o. x&pis v, LJ&W 1990: 116). TpoS
Xdptv suggests also ‘at will’, ‘as they please’ (LS] s.z. v1.2.b), for which
cf. esp. Ph. 1156 kopéoou oTdpa Tpos Xaptv Euds oaprds (‘to glut your
mouth(s) at will on my flesh’, addressed to birds and beasts). For the
‘stare’ of hungry animals or exultant enemies, cf. 205-6n.

31 tov dyaBov Kpéovra: heavily sarcastic, ‘our noble Kreon’, cf.
275 ToUTO TO &yaBév with n., Ph. 873 oi &yabol oTtpartnAaTar, 0T
385 with Dawe’s n. (also 562 with n.).

31—-2 ool — | népol, Aéyw yap xapé: probably oot is best un-
accented, an ethic dative (‘you know’; cf. 37), since Kreon did not
direct his edict specifically at Ismene (cf. 27 &oToior with n.); but
once uttered, ool is cnough to trigger k&uoi and a trimeter-long ex-
pansion on Ant.’s feelings. (In effect: “That’s Kreon’s announcement
for you — and for me! Yes, he has actually made such an announce-
ment to me.”) Thus what was presented by Kreon as a public procla-
mation, has been taken by Ant. as a personal affront (cf. 5g—60, 450—
7on.). Jebb regards such an implicit sequence of thought as ‘hardly
possible’, and reads coi (accented); but this throws unexpected em-
phasis on Kreon’s concern with the sisters, and leaves the explana-
tory Aéyw y&p k&ué without much point, unless (with Campbell) we
interpret as ‘I count myself too {among those affected by the
decree)’ (cf. A. Prom. 973, Cho. 989, LS] s.0. Aéyw ).

unpvEavt’ éxelv: cf. 21—2n.

33 Sebpo veloBar: ie. to the palace, and perhaps to the city-
centre as a whole, if the edict was first pronounced on the battlefield
(7-8n.). véopat is common in Homer and Pindar, but rare in tragedy
(only here and E. Alk. 737, El. 723).

toiot wy eidoouv: synizesis, cf. 95, 97, 263, 535; also 156n.

34-5 &yewv | ody Gg wap’ 008év ‘he is not treating the matter as
of no importance’, cf. 466 and EL 1327, OT 983, LS]J s.0. Tap& c.1.8.

35—6 og av ... dpar | ... mpoxeioBor ‘anyone who does any of
the aforementioned (ToUtwv = 31 TotaUTa), {for him} public death
by stoning is prescribed’, with ellipse of ToUTwl, as often in such
constructions (e.g. 214, 478—9). mpokeioBat is the technical term for
laws, cf. 481, OT 865, LSJ s.0. 1.4, and next n.

@ovov ... dnpdAevsTov: execution by public stoning was very
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rare in Classical Athens, though not infrequently threatened in trag-
edy (e.g., A. Th. 199 AsvoTfipa dfjpov ... udpov, Ag. 1616 with
Fraenkel’s n.; S. 4j. 254 AMBdAeuaTov "Apn, OC 435): it was felt to be
especially appropriate for traitors (Parker 1983: 194—6, Rosivach, C4
6 (1987) 232—48). Like a modern-day firing squad, stoning spreads
the responsibility around: nobody ever knows which stone (or bullet)
is the fatal one. But the idea is not mentioned again, and Kreon
eventually chooses a different death for Ant. (773—6n.). The imper-
sonal construction, the reference to the whole community (év woAet),
and the semi-technical mpokeioBau, all suggest the wording of an
actual edict (7-8n.). On the other hand, pévov is an ugly word, usu-
ally signifying ‘bloody murder’ or ‘slaughter’, rather than ‘judicial
execution’ (but ¢f. 0T 100—1 pévwt pdvov TEAW AUovTas).

37—-48 The tempo quickens, as the sisters engage more closely in
stichomythia, with Ismene questioning and fearful, Ant. assertively
practical; but Ismene soon breaks off in dismay. As often in sticho-
mythia, lines are closely interwoven by rhetoric and syntax, while
the moods of the two interlocutors are contrasted; cf. 726—65, 1048—
6gnn., Introd. pp. 19—20, 36-8.

37-8 oou: ethic dat. (cf. g1—2n.). “There you are: that’s how things
stand’, cf. El. 761, 938.

&€cOA&Y wany) ‘worthless {daughter) of noble {parents)’, gen. of
origin after mépukas, cf. 866 oiwv ... Epuv, 379—80, 486—7, 823—5,
4j. 763 (also 471—2 below). Ant.’s speech ends on a challenging note
(cf. g—10, with echo of 10 éx8p&dV Kakd).

39 tTodaigpov ‘wretched’, ‘long-suffering’ (as at 866), with per-
haps a hint too of ‘reckless’ (cf. 82 TaAaivns, El. 388, A. Th. 262,
and 47 & oxeTAla, 56 TO ToAXTTOPw, 1228 & TAfjLOV).

€i Tad’ &v Todroig ‘if that is where things stand’ (cf. g7, 722, 936).

39—40 AVouvca ... €0’ dnrouca: a quasi-proverbial ‘polar’
expression for ‘whatever I may try to do’ (cf. 334—41, 442—3, 446,
670-1, 785—6, 819—22, 951—4, 1109, 1192—3, 1244—5nn., Bundy 1961:
24—5). Lit. “What more could 7 contribute by trying to loosen or
tighten’ (sc. ‘the tangled knot of circumstance?’; or possibly ‘the
string of this ill-tuned lyre?’, cf. Hom. Od. 21.408). The metaphor is
common, cf. 4j. 1317 &l uf) Suvdywv &AA& cUAAUGwyY Trapel, E. Hipp.
67 x&Bappa Adyou AUswv (and 1112 with n.). The (conative) present
participles carry conditional force (‘if I were to try to loosen ...).
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Again Ismene acknowledges her own powerlessness (yw, cf. 11 éuol,
16—-17.) Some interpret Ti ... &v ... wpooBsipnv TAtov; as ‘what
benefit would I do myself?’, but this hardly suits Ismene’s character.
Porson’s emendation of the absurd A 8&mwTovoa in the MSS seems
certain; for the omission of the first giTe before AVovsa, cf. T7. 236,
OT 517, GP 507-8.

41 Here, and in 43, Ant.’s syntax is ambiguous and compact. Both
ei-clauses could depend on oxémel in indirect q. (‘Consider if you
will help ...%; cf. 58); or we could take them instead as parallel to the
participles of 39—40, i.e. as alternative protases for mwpooBeipny &v,
now expressed in the bolder (‘vivid’) indicative: ‘(you will contribute
something) if you will join in the effort and the action. Think about
it!’ For the §uv- compounds, cf. 43, 523, and 85.

42 o6V T1 xvdbvevpas internal (virtually cognate) acc. after the
verbs of 41. As the scholiast remarks, ‘Note here the characterization
(NBos) of Ismene, as she calls the “action” (§pyov) a “risk” (k1v8U-
vevpa)’; cf. 84-7n.

mob yvoung wot’ ei;: lit. “‘wherever are you in thought?’, cf. EL
390. The variant of (‘Where in thought are you going?’, cf. EL g27)
is less likely (see Miiller).

43 ®ovpLelg ‘raise’, in preparation for burial; cf. 4. 1410 TAsUp&s
ouv épot T&od’ émikoUgile. The usual expression is (vekpov) &vaip-
eobon (LS] s5.2. B.g). While lamentation and preparation of the corpse
were primarily women’s responsibilities, the actual burial was usu-
ally performed by men; cf. 245-8, goo—3gn., Foley 1995: 133—7.

44 ‘What? Do you mean to bury him ... ?’ 7§ ydp signifies surprisc
(cf. 574, GP 284—5).

aee can be sing. or plural, masc. or fem. Here = atdv, as at 516,
1226; cf. 772.

armoppntov moéAel ‘(a thing that is) forbidden to the city’, neuter
acc. in apposition to the previous sentence (Smyth §gg1). ToAe1 could
instead be dat. of agent (‘by the city’), and this meaning may be half-
intended (cf. 203—4n.), equating the ruler’s word with the city’s will
(cf. 79, 907 Bion TOAITdY, and 7—8n., E. Pho. 1657). But 7, 27, 47, 60
point the other way. For the caesura, cf. 76—7n.

45—6 The two-line interruption of the one-line stichomythia is
dramatically effective (see next n.), as Ant. asserts the principle on
which she will stand throughout the play. The expression is para-
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doxical, but unambiguous in sense: ‘I certainly intend to bury my
brother — and I’ll bury yours too, if you aren’t prepared to!’ (as it
were, ‘T'll do my duty-to-a-brother, and yours too ..."). Other pro-
posals have been made, to escape the strangeness of ‘my brother ...
your brother’ referring to the same person: (i) ‘T’ll bury him, my
brother and yours too, even if you refuse (to bury him)’; this involves
either taking fiv as = kai fiv (Campbell), for which no adequate par-
allel is cited, or else emending (e.g.) to TOV oév Te, k& GU p1y BEANIS
(Meineke); but in any case the emphasis on ‘my and your’ lacks
point, and yoUv is ignored. (if) More pointed would be ‘T’ll certainly
bury him-who-is-my-brother — and (who is) yours too, even if you
don’t want (him to be)’, reading fiv xai uf) 8Anis (Dawe). (iii) Rhe-
torically apt would be, ‘T’ll bury my brother at least, even if you
don’t want to bury yours’, i.e. = kad fjv oU pfy ToV oov BEAS (sc.
8&mrrav) (Miiller, cf. Radt, Mnem. 24 (1971) 293—5, 26 (1973) 131-6);
but the word-order (hyperbaton) seems impossible (Dawe, Mnem. 26
(1973) 126~30, 137-9).

46 A scholium reports: ‘Didymos says [this line] has been pro-
nounced spurious by the commentators.” Without it, one-line sticho-
mythia would be maintained; and it would be possible (though un-
usually abrupt) to understand 45 by itself, without express mention
of &3eAgdv (Dawe compares OC 830, El. 536; and cf. 48 Tév &uddv).
But the two-line interruption has point (45—6n.; paralleled e.g. at
404—75, OT 366—7), and the expression of 46 is thoroughly Sopho-
klean: for oV y&p 81 (with or without ye) in vehement rejection (six
times in S., not in A., only twice in E.), c¢f. 07 576 o y&p 81 poveUs
&Awoopal, GP 243; n.b. too 4j. 1267 Xapis Srappel kai mpodolc’
&AiokeTal. So the line should be retained (see further Jebb, LJ&W
1990: 116—17).

47 oy etAia again combines sympathy and reproach, cf. 3gn.

48 ‘In no way (oUdév, adverbial) is it his business (péTat = uéTeoT1)
to keep me from my own’ (Tédv ép&dv = gen. of separation, probably
masc., referring to Pol.). Cf. 1072—3 (and 0T 1448).

49—68 Ismene’s speech, despite its emotional beginning (oiuot), is
a model of reasonable argument, carefully laid out (53 émeita, 55
TpiTov, 61 ToUTO pév, 63 EmarTa B€) in two- and three-line segments,
most of them coinciding with line-beginning and end. The diction is
ornate and stately, almost Aischylean in places (contrast 69—77n.;
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also 58n.), as Ismene reminds Ant. first of their family’s notorious
past (49—57), then of their own isolation (58—64); and in conclusion
(65—8) she defends her own course of (in)action, closing with a gno-
mic cap (67-8).

49 @poévnoov: keynote of Ismene’s speech (cf. 58 oxomel, 61
gvvoely, 68 Exel volv; cf. too g5 duaPouriav, gg &vous), and of the
play (1348—53, Introd. pp. 41—3). Where Ant. employed moral imper-
atives (9—10, 378, 46), Ismene appeals to good sense (cf. 1023-32n.).

49-52 A father’s reputation is usually decisive for his daughters’
future. This is expressed in véd1v (ethic dat.; cf. 3): what happened to
Oidipous, as he ‘fell to ruin and died’ (&mwcAeTo = both; cf. goo) and
thus came to be ‘loathed and notorious’, all happened ‘for us’; cf.
701—4n.

TPoG . .. dpmAaunpdtwy ‘as a result of ... crimes’. For wpds in
this sense, cf. 07 1236 (Teébvnke) wpds Tivos moT’ airias;, LS] s.o.
AIL2.

adTopWpwy ... adTog adtovpydt yepi: cf. 1, 55-7nn., and
aUToOXElp at 172, 306, 90O, 1175, 1315. AUTOQwPOS usually means
‘detected in the very (a¥To-) act’ but here ‘self-detected’, and per-
haps also ‘in an incestuous act’ (cf. 1n., 863—5 alToyévwnTta with n,
Loraux 1986: 168—9) . This is a family whose crimes and sufferings
are peculiarly ‘self-inflicted’.

&pdEac: a violent word (‘battering’), used again with reference to
blinding at 975 and 07 1276.

53—4 €rmewva: not temporal (since lokaste is presumably thought
of as dying before Oidipous, as in the cpic Thebais and in OT), but
‘next’ (i.e. ‘second’, cf. 55 TpiTov) in the list of calamities (contra, A.
Brown, €Q 34 (1984) 280 n. 129). For Iokaste’s suicide by hanging, cf.
1221-2.

55—7 800 piav: cf. 13—14n.; and for the duals cf. 2—3n.

avtoxtovobvrte: cf. 1 alTadeAgov, 49—52 with nn. In tragedy,
a¥To- in a compound signifying homicide may denote ‘killing with
one’s own hand’ or ‘kin-killing’, or both; cf. Fraenkel on Ag. 1091,
and e.g. 4j. 842, E. Med. 1254, A. Th. 681, 734; further Loraux 1986,
Parker 1983: g50—1.

T toAatnwpw: cf. 39 TaAaippov with n.

xaTetpyacavt’: it is not unusual in tragedy for a plural verb to
follow a grd p. dual subject (Smyth §955, cf. 13—141.).
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émaldnroty ‘directed at one another’ (unparalleled in this sense);
cf. A. Th. g30 &AAnhogdvors Xepoiv. For the caesura in 57, cf. 76—7n.

58 From the past (father, mother, brothers), Ismene turns to the
immediate present, with a string of emphatic short words: ‘So now
in turn, left quite alone, the pair of us ...’

wéva 84 for 87, cf. Tr. 1063, GP 205—6; also 895—6. As parentless,
brotherless sisters, they now depend on their uncle, Kreon, as
kuplos; cf. 7-8, 179—4nn.

59—60 vépouv Biaw ‘in violation of the law’, cf. 44 &méppnTov
TOAeL, 79, go7 Blar TOAITOY, 449 UTrepPaivety vdpous, 663 vouous
Br&deTan.

Jijpov Tupdvvwy §i xpdty: for yigos used loosely of a ruler’s
‘decision’ (again 632), cf. 0T 607 (also 8 oTpaTnydv with n.). Ismene
does not distinguish between véuos, yfigos, xpdtn; cf. 67, 78—9, and
7-8, 31—2, 211-14nn., and contrast Ant. at 31—2, 36, 452—5.

61—3 Tolto pev ... Eémerra 8t cf. 49—68n.

©g Rpdg &vBpag ob payouvpéva: ¢+ participle suggests a belief
{or, with the future, an expectation) on someone’s part {‘we’re not
supposed to fight’), whether that ‘someone’ for Ismene is ‘Nature’ (cf.
épupev) or ‘most people’. Her insistence on female subservience
would probably have struck most Athenians as quite proper, esp.
since it is clothed in military (i.e. ‘masculine’) language (uoryoupéve,
cf. 59 Plai, 66 Pr&fopat): obviously women should not ‘battle’ against
men, because they cannot (cf. Hesiod’s nightingale, WD 212—18). For
the two-tiered system of subordination (within the family, females to
males: within the city, citizens to rulers), cf. 63g—8on, Griffith 19g8.

63—4 oGvex’ ‘that’ (= &1, cf. 61).

éx ‘by’ (LS] s.0. 111.5), cf. 293—4, 956—7; also 111, 180.

axodbetv ‘pay attention’, ‘obey’, a meaning commoner for kAUgv
(666; but see LS]J s.v. dxoUw 11.3): probably epexegetic infin. of con-
sequence without ®ove (cf. 216n., 1076 with n.), ‘we are ruled ... for
obeying’ (= ‘so as to obey’); alternatively, &pyéuecBa amounts to
‘we are compelled ...

Talbt’ ... aAyilova: internal acc. with &xovewv (cf. 66 T&Be, 666—
7), ‘pay heed in these (things) and in even more painful {things)
too’.

65-7 €y pev obv ... weicopar ‘So I for my part ... will obey.’
The period leads on to its predictable conclusion: meicoual, plus
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reassuring gnomé (67—8); cf. 49—68n. Therc is no answering 8¢ for
uév, though an implied contrast must be felt with ‘you’ (cf. 11n.). pév
and oUv are not here working in combination: contrast 925-8.

Tobg Umo YOBovog: primarily the shade of Pol., but also perhaps
the gods of the Underworld (cf. 75 7, 451, 7771, 1070—1).

Evyyvorav: found only here = ocuyyvawunyv.

t&de: internal acc., cf. 1074 and 63—4n., 219.

tolg év TéAeL Befdot ‘the authorities’, a vaguer and more palat-
able term than ‘Kreon’ or even a singular ‘ruler’ (cf. pl. Tup&vvev,
60; and 7-8n.). PePddol, stylistically more elevated than oUo (cf. EL
1057, 1095) may also suggest a firmer ‘stance’ (cf. 22n.).

67-8 Enjambment marks the concluding gnime, as often in S. (cf.
61—2, 789, 98~9, 188—qo, g11—-12, 649-51, 6512, 779—80, 1031—2,
and Griffith on A. Prom. 43); for definite art. in this position, cf. 27,
78, 238—9, 40910, 453, 0T 231, Ph. 674, ctc.

nepiocd ‘futile’; ‘excessive’, cf. 780 (and Knox 1964).

69—77 Ant. scornfully rejects Ismene’s position and asserts her
own commitment to Pol. and to the dead. The half-disguised bitter-
ness of 9-10, 312, 378, 45—6 now bursts out in short, enjambed
sentences that contrast sharply with Ismene’s measured, end-stopped
periods (49-68n.). Likewise Ant.’s language is simpler, with a pre-
ponderance of shorter words (62 words in nine lines, whereas
Ismene’s first nine lines contain only 45), and employing insistent
repetitions (71/76 Bokel, 73 @IAn ... pidov, 73/76 xeicopat; cf. 70/72
Tp&ooety ... 3pdins ... wolovont) and asyndeta (72—3). Only twice
does Ant. employ a long compound word, each time to coin a strik-
ing oxymoron (74 6o1x Tavoupynoac® / 77 tvTiw &Tipdoao’, with
homototeleuton between them). Cf. too 448n., Introd. §5(c).

69—70 ‘I will certainly not urge you; and in fact, if ever in the fu-
ture you should be ready to perform the deed, you would not find me
at all happy to share it with you’ (cf. 536—47, with 538—9gn.; and con-
trast 37—41). Context, and the emphatic €uo¥ ye ... véta, show that
f8éws here means ‘pleasurably fo me’; cf. Aristoph. Clouds 79 (and
436n.). Optative + &v is ‘the combination most frequently used to
indicate moral certainty; esp. common is the aor. opt. +&v to ex-
press total negation’ (Gildersleeve §442; see too GMT §§236, 239), cf.
185—8, 240, 1108. For the (quite regular) repetition and position of
&v (immediately after a negative, and after the emphatic word, here
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gépol) cf. 680, and see Gildersleeve §447, K—G 1 245—7. For &1 = ‘in
the future’, cf. El. 66, Tr. 257.

71 ‘Be as you think fit!’ (= ToliaUtn 6moleu ..., with attraction);
cf. El 1024 &oxkel ToraUTn ... pévewy, Ph. 1049, E. Or. 1680. Some
MSS and editors take io1 as from oida, and read 6moia (‘Think as
you choose!’), cf. 301, Ph. g6o, and Homeric fimia o0ide, &BspioTiax
€18es, kTA. But in Attic this sense would normally be conveyed by
Ppoveiv, as at 557, El 10556 {cf. 49n.); in S., 018« usually connotes
acquired, not innate, knowledge (cf. 300—1, Coray 1993: 136, esp.
24-5, Introd. §§5(c), 5(d)(iii).

72 %aA6v ... Bavelv: ‘explanatory’ asyndeton (cf. 86, 395-6).
KaAov is the strongest term of moral approbation in the Greek vo-
cabulary. Love, honour, duty, piety, all drive Ant. to prefer death to
the ignominy of ‘betraying’ her brother (467): cf. 97, 557 kaA&s, 5
aioypov, &Ttipov, 22 &Tipdoos, 25 EvTipov, 77, 514—16, 699; 502
KAg0s, 695; 943; and 84—7, 495—6nn. Whereas Ismene ‘begs pardon
of those below” and ‘obeys those in power’ (65—7), Ant. subordinates
all else to the dead and their enduring girAoTimia (cf. 25, 514—16,
542—6 with nn., 898—9).

73—6 An arresting statement of Ant.’s motivation. The unusual
double repetition in 73 (for the simple polypioton, ¢iAn pet& @idou),
emphasizes both the bond of ¢iAia (cf. 81 giAT&TwWI, 199n., and
897—9) and the physical closeness of the two bodies (cf. 1240).

6o1a TavovpyNeas’: in Ant.’s view, her action is ‘pure’, but others
will regard it as ‘criminal;’ cf. 924n., Introd. §5(d)(i). TavoUpyos, -éw
are ugly, ‘low’ terms (cf. goo—1n.).

74-5 ‘For the time during which (6v = acc. of duration) I must
satisfy those below (is) longer than {the time for pleasing) those
here’ (T@v évB&de = 1) Tols EvBA&Be).

76—7 & tév Bedv: the first explicit mention of this theme (450—
7on.); but cf. 65—6.
atipdcac’ éye ‘keep them dishonoured’ (cf. 22 &Tipdoas &xe with
n.). The ‘quasi-caesura’ (at mid-line, with elision) contributes, like
the rhyme of -Tip-, to the see-saw balance of the line; cf. 44, 57, 74,
79—80 (an unusually high rate) and 407, 502, 518, 723nn. (also 997,
1021nn.). In 76, Elmsley’s oU (subsequently found in one MS) could
be right, instead of ooi (‘lends more force to the imperative’, LJ&W
1990: 118); but cf. Ismene’s ‘answer’ at g8.

3
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77—-99 A short, irregular stichomythia concludes the scene, with
Ant. impatient and resentful, Ismene anxiously defensive. The ‘pair’
of sisters (cf. g véd1v with n.) are by now opposed as ‘you’ and ‘me’,
even as ‘enemies’ (86—7, 93; cf. 9—10, 8o—1nn.).

78-9 pév: as at 11, 65, emphasizing éy® (GP 168) and not
answered by any & (so Jebb); or possibly = éyd &Tipa pev oU
moloUpat .. ., with answering 3¢ (for such transposed word-order, cf.
A. Ag. 759—60, E. Hel. 264—6).

atipa mwotobpal = ATu&Gw.

1o 8¢ | ... 8pdv: acc. of respect (Smyth §1601¢), equivalent to
either &unxavos eis 16 8p&v (cf. E. Med. 408) or dunxavos p&v. For
the enjambment, cf. 67-8n.

Blol woAtT@v: again at 9o7; cf. 44 &moppnTOV TOAEL, 59—60n.

éopuv: her (‘feminine’) nature forbids it; cf. 61—2 yuvaike ...
tpupey, and contrast Ant. at 523 CUBPIAEIV Epuv.

apnyavog: cf. go, g2 (also 175, 363). Once again, Ismene empha-
sizes the impossibility of useful action (cf. 67-8).

80-1 oV peév T4d v mpovyoer ‘You may make these excuses’
(Trpoéxounat, cf. Tpdboxnua); the ‘polite’ 2nd p. potential optative
(GMT §237; cf. 444—5, 1339) is here perhaps slightly sarcastic.

tdepov | ywoove’s this implies more than just ‘raising’ the body
(43), and more than a mere sprinkling of dust (246—%). But Ant.’s
plan may not yet be precisely formulated.

mopevgopal: Ant. begins to move towards one side-entrance, on
her lonely ‘journey’ to the dead (cf. 98 oTeixe, 8g2 Topsvoual),
while Ismene remains on stage, to exit through the palace door. The
‘pair’ of sisters (2—3n.) are going scparatc ways (cf. 540—1).

82 olpot Taraivng ‘Alas for you, wretched one’ (gen. of exclama-
tion = of source or cause, cf. 4j. 367 oluor yéAwTos, Smyth §1407);
contrast 554n. For TaAaivns, cf. 39 @ TaAaippov with n.

83 wn ’pod mpotapBer ‘Don’t be afraid on my account!” Tpo-
here = UTrep-, in response to 82 Umepdidoikd oov (cf. T7. 8g TaTpds

. wpoTapPeiv) as at 688 ool ... TpookoTEly, 741 ool ... TPOKN-
Souatn). For the aphaeresis (prodelision), cf. 219, 281, 384, 389, 457,
539, 546, 557, 558, 736, 9o4, 1202.

Tov ooy €E0pBou méTpov ‘keep your own life straight’ (or ‘up-
right’: 6pfds can have either sense), cf. A. Ag. 1005 wéTpOS €UBU-
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Topdv, 162—3n. Biov, found in most MSS, seems to be an intrusive
gloss.

84—7 The two-line exchange, briefly interrupting the one-line sti-
chomythia (cf. 45-6n.) introduces an important new point: whom
does Ant. want to know about her burial of Pol.? Ismene wants it to
remain ‘hidden’, like the corpse itself (85 kpugfil ... keUfe; cf. 25
Ekpuye, 257—8n.); but Ant. wants her act to be ‘proclaimed’ to all,
like Kreon’s edict (87 mdor knpugnis, cf. 7-8, 306—yn.). ‘Honour’
(Pol.’s and her own) is an essential part of religious observance: the
burial will be worthless if it is not publicly witnessed (84 mpoun-
vuonis); cf. 72, 205—6nn.

84 AN’ odv ... ye ‘Well anyway, at least ...’, signifying the in-
troduction of a second-best suggestion, upon the rejection of the first
(GP 442—3); cf. El. 233, Ph. 1305, A. Prom. 1071.

npopnvdontg ... pndevi ‘inform nobody’ (un 4+ aor. subj. =
negative command). The compound mpounviw is found nowhere
else before the Imperial period; perhaps mwpo- connotes ‘betray your
deed by informing ..." (cf. 46 TpodoUoa, and 83 wpoT&pPsl).

obv & adrtwg éyw ‘and I {will do) likewise as well’ (sc. xeUow;
ouv adverbial, as 4y. 1288). The closest Ismene will come to ‘sharing’
in Ant.’s ‘deed’ is to ‘share’ in ‘concealing’ it (cf. 41 §uvepydomn and
n.); also 489—9o, 536—/nn.

86 oipot: here expressing annoyance (cf. 1048 @eU with n.); con-
trast 1105.

xatadda: poetic equivalent of kaTaydpeve or KaTeTE, ‘announce’
(cf. 87 knpugnis), or perhaps ‘denounce’. The present tense suggests
‘go around denouncing (me) ...’

moAAov: adverbial, ‘much (more hateful)’, the epic (Ionic) form for
Attic oAv (cf. T7. 1196, but nowhere else in tragedy). Again, ‘ex-
planatory’ asyndeton (72n.).

88 ‘You have a hot heart for chilling deeds’ (¢l + dat. = ‘with a
view to’, LS]J s.o. B.1m1.2). In Greek as in English, ‘hot’ often connotes
‘lively’, ‘passionate’, even ‘criminal’, while ‘cold’ can mean ‘lifeless’,
‘dreadful’ {e.g. xpuepds, pryeiv xTA.; and cf. 650 and OC 621—2); see
further N. Zink, Griechische Ausdrucksweisen fiir warm und kalt (diss.
Mainz 1962), esp. p. 26.

89 dpéoxova’ . .. adeiv: &ptokw (from the root &p-, cf. &papiokw,
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&ppdLw) and &vddvew (cognate with Latin suadeo, suauis) are virtually
interchangeable (as at 500-1; cf. 504).

90 ei xai Suvien y* ‘Yes (ye), if in fact (kal) you succeed’;
el + fut. indic. = a vivid warning, as again at 93—4. For similar
instances of xai, cf. 278—g, 280, 726, 770, 772, 928, 1062, 1192, 1253,
1314, GP 294—308; also 403, 554nn.

91 ‘So, when — and only when (6tav 87) — I lack the strength,
I shall stop’ (fut. perfect, cf. Tr. 587 €l 8¢ un, memavoopal), sc. ‘but
not before’, GP 219 -20.9.1ii.

92 apymMv ... oV ‘absolutely not’ (cf. Ph. 1239, El 439, LS] s.u.
&py 1.¢), emphasizing the ‘basic’ incompatibility of their outlooks.

Onpav ... tdpnyava: cf. 78—9gn., go. Onpdaw 1is a vivid metaphor
for “desire’, ‘pursue’ (cf. £L 1054), appropriate to Ant.’s ‘unfeminine’
spirit of self-assertion and independence (cf. 3427, 471-2).

93 éxbapfi: fut. middle for passive, as often in tragedy (210 Tiuf-
oeTal, 230 &Ayuvijl, 637 &§idoeTal, 691 Tépyni, 726 S18afouecdal).

94 ‘You will justly be embraced as an enemy by your dead
brother.” £&x8p& . .. Tpookeiont is virtually an oxymoron, as TpooTi-
Bepan frequently means ‘take (someone) as a friend’ (77. 1224 ToUTNY
TpocBol SduapTa, OC 4045, A. Cho. 114, LS] s.v. mpooTifnut B.11;
but cf. Xen. Kyr. 2.4.12 mohépiov mpoobwueda, and 1222, 1242-3
below). There may be a wry echo of 73 @iAn ... keloopat.

95—6 €a: here monosyllabic (synizesis, g3n.), cf. OT 1451.

SusPBoviiav refers sarcastically to Ismene’s criticisms of Ant.
(67-8, 88—92, 99; 49—68n.); cf. 1269, and Introd. §5(d)(iii).

©o Sevov Tobrto: again, slightly sarcastic (cf. 82 Uepdedoika).

96-—7 ‘For I will certainly not (oU ... oU8¢v, emphatic) suffer any-
thing so terrible as to prevent me from dying honourably’; cf. 72n.

un ov: synizesis (as at O7 13, 283), cf. 33n. pf) od, instead of
simple pn, is regular after a negatived main verb (Smyth §2745).

98—9 et Soxel cou: cf. 71, 76.

&vovg ... @idn: Ismene’s sententious conclusion (again following
enjambment, cf. 67-8n.) sums up their contrary positions: it is be-
cause Ant. is ‘truly devoted to kin’ that she is now behaving ‘impos-
sibly’ (92 dunxava) and ‘crazily’ (&vous, cf. 562). (5pB8ds @IAN must
be primarily active here, cf. 73, 81, g—1on., and E. I7 610; but ‘loved
by’ may be understood too.) She thus acknowledges the legitimacy
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of Ant.’s attitude, albeit half-disapprovingly and to her departing
back.

100-61 Entrance Song (Parodos) of the Chorus

The Chorus, fifteen white-haired old men of upper-class appearance
(159, 281, 1092-3; 843, 940, 988), arrive up one or both side-
entrances, and take up position in the orchésira. As long-standing
supporters of the Theban royal family (164—74), they have been
summoned now to serve as a Council of Elders (159—61); but they
speak for the city as a whole (102, 149, 153; cf. 110 &peTépan yé&u),
and their utterances, esp. thus early in the play, are bound to shape
the audience’s interpretation of the present situation in Thebes.
(Only after the Song is over do we learn of the Elders’ close associa-
tion with Kreon: 15961, 164—9.)

Their first Song is an expression of the city’s joy and relief at the
defeat of the invading army. With many echoes from A.’s Th. and
from epic (esp. 106—7, 125, 127-33nn.; cf. Else 1976: 35—40, Davidson
1983, Introd. §2), they rehearse the horror of the Argive onslaught
and the highlights of the battle, and credit the gods with the sudden
and total victory. Whereas the opening scene showed Pol.’s family
reacting in anguish to the prospect of his unburied corpse, this ode
vividly points out what Pol. had represented while he lived — a hid-
eous threat to his whole community. The form of the ode is similar
to that of the Entrance Songs of 4j. and Pk., A. Prom. and E. Med.
(cf. too Ag. 1448-1575), with strophic lyric stanzas alternating with
chanted anapaests. In those other cases, however, an actor delivers
the non-lyric passages, whereas here it is the Chorus Leader (kor-
Jphaios), with the anapaests serving to explain and supplement the
more oblique lyrics rather than to contrast with them.

The Song is a hymn of thanks to the gods of Thebes: specifically,
to the dawning Sun (100—9), Ares (124—6, 138—40), Zeus (127—33,
141—-47), Victory (148—51), the pantheon (153—4), and Dionysos (154—
5). Hymnic form normally follows a sequence of invocation (name plus
epithets, often inc. birth, attributes, and localities; cf. 1115n.), Aypom-
nésts (‘reminding’ the deity of past benefactions or epiphanies), and
request (‘so now please grant ... in the case of a kletic hymn; cf. 1142
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MOAETY, 1149 Tpoddvnbl, with 1115-64n.) or envoi (‘farewell and
thanks .. .%, for a rhapsodic hymn, as here; cf. 148-54n.); cf. Wiinsch,
RE 1x 5s.0. Hymnos, E. Norden, Agnostos Theos (Stuttgart 1956), Parry
1978: 26—9. Much of the ode is given to narrative describing this
most recent demonstration of divine favour (= ‘epiphany’), with
characteristic use of the connective relative (110 0s) and explanatory
particles (127, 141, 148 y&p), and of temporal particles (10g ToTe, 120
Twplv ToTe, 132 737, 135 TOTE, 151 vUv), referring to the constantly
renewed ‘contract’ of y&pis (‘you have saved us now, as in the past

.; so we honour you now, as in the past’; cf. 110-16, 148—54nn.).
Images of athletic competition add an ‘epinikian’ flavour (106—¢g
running with shield and armour; 125—6 wrestling; 131 javelin-throw;
131—2 finishing-line; 135 torch-race; 109, 140, 149 horses and cha-
riots; 133, 148 victor’s vaunt).

While hymnic form is not strictly observed throughout (e.g., the
only direct address is to the Sun; and there are no patronymics,
pedigrees, etc.), none the less the style is characteristically allusive
and epithet-laden, singling out key moments and images while omit-
ting or telescoping many of the narrative details (cf. 944—87); and
the topical and temporal references of the first and last stanzas have
the flavour of authentic cult.

Metre: strophe & antistrophe o

T v YU V- voo= )
100 Q&KTIS &sAiov TO KOA- glyconic

117 oToas 8 Utep peAabpwv povw-

- \¥] s v U - o - .
10T AOTOV M TXTTUAWL PAVEV glyconic
118  caoV APPIXAVWV KUKAWL

- - = v U - un .
102 OnPal TWV TPOTEPWY PIOS, glyconic//
119 Aoyxals ETTATTUAOY GTOU,

Y~ T Yo, Ao . . .

103 £pawvns TOT’, © XpPUoEQS choriambic dim.
120 &Po TPV TTOT dueTEPWY

104 oT:uk;p&s [37\\;<p\c;pc_>v, AYch;l- glyconic (dragged)
121 QaipoTwv yevuoiv TAnoOn-
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Y - = U~ 0 .
105 v UTrep peebpwv porovo, hipponactean//
122  Val T€ KAl CTEQAVWUX TTUPY WV
A Vv . . .
106 Tov AEUKOTIV ‘ApyoAiikov choriambic dim.
123 meukaevT ‘HeaioTov ehety.
v - -
107 cpw-ra [30(\170( TTC(VO'GYlel choriambic dim.
124 TO0§ duQt vt ETadn
v ou_u - U u - . . .
108 oQuyada 'rrpoSpouov dgutepwt  choriambic dim.
125 TaTayos Apeos, AVTITAAOY
- U v - —
109 KIVNOXOX  XOAIVL. pherecretean//
126 SUOTXEIPWPA SPAKOVTOS.

The aeolic character of this strophic pair is homogeneous and
smooth, almost serene, in accordance with the cheerful subject-
matter. Critical moments in the narrative are subtly highlighted by
rhythmic shifts, in both strophe and antistrophe: at 103 = 120, the
changed anceps-shape of &pdvéns/éBa (U — instead of — x), repre-
sents the moment of resolution from tension/danger; and towards
the end, the pace quickens from the heavy longs of the ‘base’ in
106 = 123 to the resolutions in 108 =125 (LU U LU U —UU—),
corresponding to the ‘headlong fleeing’ and ‘clatter’ (106—9, 125nn.).
Overall, the correspondence of word-shape and word-division be-
tween str. and ant. is unusually high, and there are significant verbal
correspondences too (esp. in 103 = 120, 108—9 = 125—6; cf. 125-6n.);
the effect seems to be to emphasize the harmony and serenity of
mood.

The stanzas are built of familiar aeolic elements, esp. the glyconic
(x x —uu—u—) and its ‘anaclastic’ variant (~X—-x —uu— or
X —x——uu—, West 1982: 30-1, 115-18; cf. Cole 1988: 79— 97) also
known as the ‘choriambic dimeter’ (Dale 1968: 132-6). There are
three periods, of 8, 3, and 4 cola. Straight glyconic predominates in
the first. In the second, chor. dim. makes an appearance (103 = 126),
but gives way again to (slightly less regular) glyconic, with heavier
(‘dragged’) ending in 104 = 121 (cf. 1122 = 1133, West 1982: 116-17),
and a ‘hipponactean’ clausula in 105 = 122 (i.e. ‘pendant’ extension
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of glyconic:
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xx —uu—u——). Then, in the third period, chor.

dimeters prevail, but glyconic rhythm is reasserted in the clausula

(109 = 126 pherecretean, xx—uu—

~—//, the common syncopated

‘cap’ to glyconics). Dovctailing between first and second cola of the
first period, and between second and third of the second, binds to-
gether the long sentences, and helps to build suspense towards the

moments of resolution (103/120, 107-8/124—5).

134
148

135
149

136
150

137
151

138

151

139
152

140
153

141
154

Strophe & antistrophe B

- vu — _ -
&vTiTuTan 8’ et yai TeoE TaV'ra?xco@slg

&AAa yap & ueyaAiwvupos NAGe Nika

- L ooy - U v -
TIUPPOPOS OF TOTE HAIVOPEVAL §uv opuou
Tal TOAVOpHATWL &vTiXapeloa OnPat,

-—— vy -
Bo:K)(suoov ETTETTVEL
€K pev 31 ToAEpwV
- yu -

pnTous exew'rcov AVEMWV.
Twv vuv Becbal Anopoouvav:

S Vs TN T Y 0

gixe 8’ dGAAa1 Ta pev,

Becov e vaous xoports

T Y s Taa T WY =

&AAa & £’ AAAOILS ETTEVCO-
TAVVUYX101§ TTAVTAS ETTEA-

L

uot aTUQeAIL WV usyorg Ap—
Bwpev, 6 OnPas & EAeAt-

- —ou - —
ns de€looe1pos.
Xx08wv Baxylos dpyxot.

D2 ba.

‘praxillean’

D2 ba.//

‘praxillean’

(,choriambic dim.)

choriambic dim.

2 cretics //

dd

(choriambic dim.)

dd
(choriambic dim.)

-d-//

(reizianum)

The metre is again acolic (or ‘aeolo-choriambic’, Dale 1968: 131—56)
and the overall character is similar to that of the first pair (esp. to
the second half, with its choriambic dimeters). But the opening cola
introduce a quasi-epic flavour, with the flow of ‘lyric dactyls’ (134
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5 =148—-9 —uu—uu ...), and accompanying ‘correption’ (149
TOAVAPUATW! &VTI- .. .), suggesting an air of victorious confidence.
Then, in mid-stanza, the introduction of iambics, following the
strong rhetorical and metrical pause after 137 = 151, provides a more
sober contrast; and towards the end (139—40 = 153—4), the pairs of
choriambs (modifying the earlier pattern of ‘base’ 4+ choriamb) draw
attention to the prominence of Bakchos and Ares respectively. Ver-
bal correspondences between str. and ant. are less pronounced than
in the first strophic pair; but there are significant resemblances at
139 = 152, 140—1 (Ares) = 153—4 (Bakchos).

Throughout the stanza, the use of the simple choriamb (—uu—)
rather than the glyconic (xx —uu—u—) as the basic recurrent ele-
ment, links the aeolics with those of the previous pair, as similar but
distinct. Likewise, the two long, flowing ‘praxilleans’ of the opening
period (134—5 = 148-9) pick up on the pattern of 105 =122
(—u—uvu— U~ -), with reiteration of the pendant ending, and
internal expansion of the choriambic element (—uu— into
—uu—uu—uu—, cf. A. Ag. 1547; and 966—7 = 978—80 below). A
sharper contrast comes with the syncopated iambics (138 = 152),
which seem to derive from the nearby cho. dim. base (cf. esp.
136 = 150 ‘spondee’ = Psync. cretic —,—, cf. 1123 = 1134?). But the
aeolic character of the whole ode is reasserted with the concluding
string of choriambs; and the final clausula (141 = 154 ——vu——//,
echoing that of 109 =126 — ~ —uu——//) resoundingly winds up
the sequence of choriambs into which it is dove-tailed.

100-3 axtig deAiov ... | €épavlng mot’: (for the Doricism, cf. 809
deAiou, OC 1245). These opening words echo those of Pindar’s gth
Paian (fr. 50 S—M, composed for a Theban audience shortly after
an eclipse): dkTis &eAiov ... @ udTep dppdToov, &oTpov UTépTaTOV
&v &uépar kAemrropevov kTA. There the disappearance of the sun is
taken as a sign of danger, to be averted by prayer; but here the
movement is reversed (darkness into light) and the mood is one of
pure joy. Characters alone on stage often address the sun in quasi-
soliloquy (e.g. El. 86f%; cf. A. Prom. 88—92 with Griffith’s n.); and the
‘light’ of day is often taken as a symbol of salvation from the ‘dark-
ness’ of danger or misery (cf. 600 @dos, and A. Ag. 22—g & Xipe
AapTrThp vUKTOS finepnotov | pdos mipavuokwy). Here both ideas are
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combined in an invocation striking for its assonance and word-play
(parechesis: pavev ... p&os, Epdvbns), followed by a string of descrip-
tive clauses filling the whole stanza. The accumulation of words
connoting brightness and prosperity (cf. 103—4 PAépapov, xpuctas,
kTA.) quickly dispels the sombre tones of the previous scene (cf. 69—
7001m.).

The time-rcferences are effectively vague, as the sun’s rays are
hailed (i) as the source of daylight, just now dawning; (ii) as the light
that appeared earlier and sped the Argive army on its retreat; and
even (iii) as the previous day’s light that witnessed the defeat of Pol.
and his allies (cf. 1—ggn., Taplin 1977: 2g0—4).

7o xaA|AeTov ... TV mpoTépwy aog: in apposition to &kTis,
‘Ray of the sun, the fairest light that {ever) appeared of all previous
{ones)’, i.e. fairer than all, cf. 1212—13, Thuc. 1.1.1; also 508 poivn
TOVOE.

éntamdAwt ... | ONBoaw: all seven gates were successfully
defended (cf. 119, 141—3). The ornamental epithet, with its epic reson-
ances (Hom. Od. 11.263, Hes. WD 161), is characteristic of rhapsodic
style.

103 &pavlng mot’: rhythm and alliteration highlight this narra-
tive moment (cf. 120 &Ba Tpiv with n., and n. on Meire): ‘you
appeared at last’; i.e. just in time (woTs, cf. gog, LSJ s.v. 1m1.2; also
132—3). For the thankful 2nd person aor. statement, cf. Alkaios fr.
150 L-P fA8¢es ... étéAecoas ... elpUoao. .. .

104 BAégapov: the ‘eye’ of heaven (cf. 880 dppa, A. Th. 389—
9o) is commonly used in poetry of the sun or moon; cf. Hom. I/.
3-277.

Awprai|wv: the River Dirke lies to the west of Thebes (the Isme-
nos lies to the east, cf. 1124, Introd. §2 n. 35); so either the rays came
(sc. from the east) ‘over its waters’ to the armies fighting in the plain
west of Dirke, and sped the enemies’ retreat south-west towards
Argos (so Campbell), or strict geography is ignored and ‘Dirke’
stands loosely for any river near Thebes (so Jebb), cf. 844.

106—9 Word-order and the accelerating rhythm (see n. on Metre)
present a vivid sequence of images: ‘the white-shielded / Argive man
/ stepping / in full gear / in flight / headlong / {you) urged <(him)
with sharper bridle’.

106—7 tov AeOxaemiv: singular in collective sense, cf. 110—12n.
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Popular etymology linked "Apyos with dpyds = ‘gleaming’, ‘bright’;
so the city was traditionally supposed to favour ‘white’, cf. 114n. and
A. Th. g1 6 AeUkaoTris ... Ados, E. Pho. 1099 (where Mastronarde
comments that ‘white’ shields might perhaps be painted, or linen-
covered, or made of a pale silver alloy). '

‘ApyoAwxdv: this appears to have been read by the scholiasts, and
is the most probable correction for the unmetrical ‘Apyd6ev of our
MSS. For the form, as an alternative to ‘Apyeiov, cf. ©npaikds/
OnPaios. Other possibilities are ‘AmioBev (‘Apia’ often = ‘Argos’:
Ahrens) or ‘Apyd0ev ék (Hermann); but see the next n.

Bavrta mavoayiot ‘departing in full armour’. For Baivew = ‘leave’,
cf. 120 Ba and LSJ s.2. a.1.g. Alternatively, if 106 contains some
-oBev formation, ‘(the man) who came from Argos ...’; but Bavta is
then rather weak, and instead of a continuous acceleration (cf. 106—
gn.) we have a reversal, pivoting on puy&da (‘came . .. ran away ...").
mavoayial is found only here (lit. ‘with all his gear’, for the more
regular avowAiat, cf. 115), cf. A. Th. 125, 391 cayais (also of the
Argive champions).

108—-9 dEutépwi | xivijoaca yaAwdus (cf. 413—14 KIVGHV .. .) meta-
phorical, ‘urging him with sharper/swifter bit’. Critics have objected
that, rather than making a horse go faster (like a spur or whip), a bit
or bridle normally restrains it. But shaking the reins can speed up a
slowly moving animal (e.g. E. El y12—3, I4 151) and a XaAvéds may
compel someone to change direction and act against his will (e.g. A.
Prom. 671—2, Ag. 2181f). d€uTépwr is appropriate because (i) Greek
bits were indeed ‘sharp’ (see Fraenkel on A. Ag. 1067, J. K. Ander-
son, Greek horsemanship (Berkeley 1961) 40—63, and 477—-8n.); (ii) the
sun’s rays are ‘piercing’ (e.g. Hom. Il. 14.344—5 ... d&UTaTov ¢&os,
H. Hymn Ap. 374 &&os "Hehiolo, (iil) the result is that the enemy flee
‘faster’. The MS variant 6§uTtépw! (‘sharp-piercing’, cf. Si1&Topos)
would also be possible; see Lloyd-Jones 1957: 12—15.

110—16 In the anapaestic stanza, or ephymnion, the ‘Argive man’ of
106—7 is described, in a relative clause (‘pronominal cap’) that
expands still further the long main sentence of the strophe, a char-
acteristic mannerism of hymnic style (Bundy 1961: 8 n. 27, 80); cf.
1118, and esp. 1137, where, as here, the rhetorical period overlaps
stanza-end (cf. FJ&W on A. Supp. 49). ‘He’ (i.e. the army) is com-
pared to an eagle swooping over the land, in an extended image that
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shifts back and forth between literal and metaphorical (cf. 117—26n.,
and Davidson 1983). Resonances from epic add to the narrative tex-
ture: esp. /. 12.200—7, in which an cagle carrying a snake (SpakovTa,
cf. 127) is bitten by its prey, abandons it and flies screeching off
home (kA&y8as, cf. 112); cf. too A. Ag. 48—59, 110—20. Here the sym-
bolic identities of the two foes are esp. transparent because the snake
(or ‘dragon’) is the traditional emblem of Thebes; cf. 125-6, 1124—
501.

I10—12 0V ... | fyaye xeivog 8’ wtA.: the MS reading contains a
subject (TToAuveikns), an object (6v), but no main verb; furthermore,
it makes ‘Pol.” the object of comparison to an eagle, whereas com-
mon sense and the coincidence of 106 AeUkoomiv / 114 Aeukfis both
require that this should be the ‘Argive man’. Scaliger emended
neatly to 85 ... [ToAuveikous (and so e.g. Jebb): but there are reasons
for supposing instead a lacuna in 112, containing a stop and change
of subject: (i) &p’ GueTépan y&i and &is y&v would be clumsy in the
same sentence; (i) &pBeis kTA. suits Pol. better than the Argives
(r1m.); (iii) the scholiast appears to have read fjycyev or a synonym
(OvTive oTpaTov Apyeiwv £§ dupiAdywy verkéwy fiyayev O TToAu-
veikns). So Nauck’s supplement is probably on the right lines, at
least. (The fact that it also produces exact equivalence between 110—
16 and 12733, i.e. eleven metra each, plus paroemiac, is of marginal
importance, since such anapaestic ‘stanzas’ need not respond ex-
actly: 141—7 = twelve, 155—61 = eleven metra; cf. too 836—8n.)

111 dpBeig combines scveral ideas: ‘brought here’ (LS] s.v. &eipw
1.3), ‘urged on’ (= émapBeis: thus the scholia), ‘setting out” (LS] s.0.
L5, usually in the active, but cf. Hdt. 1.165, 9.52); even, in light of
112—13, ‘raised aloft’ (LS] s.v. 1.2).

veixéwy €§ du@tAéywy ‘as a result of a contentious squabble’
(poetic plural); for £, cf. 63—4n. The Chorus do not specify who was
primarily to blame, and &uet- might suggest both brothers; but the
‘etymological’ play on Pol.’s name (as A. Th. 658, 829—30) seems to
single him out (cf. 199—201n.).

112 6Eéa xAdfwv: a vividly epic (and Aischylean) formula, used
both of ‘shouting’ warriors (JI. 12.125, 17.88) and of ‘screaming’ birds
of prey (Il. 16.429), or both (as here, and at A. Ag. 48—9, 56—7); cf.
Davidson 1975: 43—4. The simile thus continues the shift back and
forth between literal (the Argives) and figurative (the eagle); cf. 111
&pbeis, and 110~16n.
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113 aietdg elg yfjv wg Omepénta: the metaphor (‘an eagle into
our land’) is belatedly converted into a simile (‘/tke an eagle’), and the
image is further blurred, as Umepémta (UmepméTouat) combines the
notions of ‘flying’ and ‘crossing’ (cf. UmepPaives, UTrepPaAiw, and
117 UTtEp YeEA&Bpwvy, A. Ag. 827 UtrepBopcov). The position of s, af-
ter a phrase (eis yfjv) that belongs to the main sentence, is very un-
usual — harsher than e.g. A. Th. 393 iTwmos YaAvédv &s kaTxad-
uaivewy pével (LJ&W 1990: 120 compare E. And. 538). Some editors,
unhappy with this hyperbaton, and with the combination els yfjv
Umepémta have resorted to emendation: so aieTods dds y&v {Tdwd’>
Urrepémta (Dawe; but &g as preposition = wpds is used only of
people, not places, cf. LS] s.2. c.11 and Jebb on 7. 366); or aieTds
els y&v UmepémTa (omitting &s, Hermann and Pearson: but this
introduces an unwanted paroemiac (—uu—— uu——//), inter-
rupting the flow of anapaestic dimeters).

114 oteyavog is probably active, ‘covering (the land) with wing of
bright snow’, cf. A. Ag. 358 with Fraenkel’s n. The eagle is imagined
as stretching out its white wings/weapons to envelop the city (cf. the
rampaging lion of A. 4g. 824-8). Others interpret, ‘covered all over’,
i.e. with no gaps in the formation of shields.

115-16 Typical hymnic abundance of description, with epic col-
ouring (‘Ionic’ form xopUbecov, and cf. Hom. . 13.132 etc. immwo-
Kopot kbpuBes). PeT& ... EUv = mere variation.

117—26 The image of the (Argive) eagle is merged with that of a
bloodthirsty beast with gaping jaws (118 &ugiyavov, 121 yévuoiv)
looming over the city-walls, but then routed by the clatter of battle
(124-5) and defeated by its intended victim, the (Theban) snake
(126); cf. 110—-16n.

117 otag 8 Omép perdbpwy: again both figurative and literal: (i)
(the eagle) ‘checking’ its flight, before swooping down; (ii) (the eagle)
‘alighting’ on the roof; (iii) (a gigantic monster?, cf. 117-19n.) ‘tower-
ing over the buildings’; (iv) (the soldiers) climbing the walls and
‘poised’ over the city (cf. 131—g with n.; but not ‘stationed above the
halls ... in a circle’, since Thebes is not surrounded by hills, cf. 411
12n.). The same scenario is described at OC 1312 16 ONPns eSOV
dugéotaoct av. The aor. participles (0745 . . . &ugryavdv) represent
the critical moment between the arrival (110-16) and the rout (120ff.)
of the invaders; cf. 120n.

117-19 In metaphorical terms, the eagle-monster, with its ‘blood-
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thirsty’ beak and talons (povwoaiow, from govaw, cf. Ph. 1209: the
emendation is metrically necessary), ‘gaped’ and almost ‘swallowed’
the city (&ugixdokw, cf. Hom. . 23.79). In literal terms, the soldiers
‘encircled’ (&u@t-, kUkAw) the city with their ‘murderous ... spears’
(Aoyxais).

120 €Ba: emphatic position and rhythm (corresponding to 103
£pavlng) mark the turning-point of the narrative (cf. 117n., n. on
Metre).

120—1 Lit. ‘Before ever with his jaws (instrumental dative; or
locative, ‘in his jaws’) he was sated on our blood’. yévus can also
mean the ‘blade’ of a weapon (Ph. 1205, El. 196).

apetépwy | aipdtwv: the 1st-p. references (cf. 110 &uetépon yé&u)
bring home the immediacy of the threat, and strengthen the link be-
tween Chorus and audience. For the plural aipd&Toov (‘streams of
blood’), cf. A. 4g. 1293, E. Alk. 496.

122—3 ‘... (and before) the Fire-god’s pine-fed flame had seized
our crown of towers’ (Jebb). For the metonymy ("HeoxioTos = “fire’),
cf. 1007 with n., and 125 "Apeos; and for oTepdvwpa Tipywv, cf. E.
Hek. g10, Pind. 0. 8.32, and the common epic and lyric use of
xpndepva for ‘battlements’. There is forceful alliteration of /¢ in
122—6 and of T/6 in 124—6; cf. 125n.

124 tolog: explanatory, in asyndeton, as 4;. 251, 562; cf. Jebb on
0C 947.

&td0n ‘grew intense’ (Teivw), cf. Hom. II. 12.436 péyn Tétato, A.
Pers. 574 Tefve 88 ... a08&v, E. Med. 201; also 600 TéTato g&os.

125 watayog Apeog: cf. A. Th. 103. The flurry of short syllables is
striking, even onomatopoeic (cf. 122—3n., n. on Metre).

125-6 dvtindrov | Svoyeipwpa Spaxovrog ‘a hard-won victory
of <his) snake antagonist’ (cf. 110—16n.). duoxeipwpa is not found
elsewhere; normal rules of formation would derive it from xeip-
dopad, i.c. ultimately from xeipeov: thus it would mean ‘a thing hard
to conquer’ (cf. A. Ag. 1326 elu&pous xeipwduaTos = ‘an easy con-
quest’). But xelpwpa at [A.] Th. 1022 secems to mean ‘effort’, at OT
560 ‘violent deed’, in both cases as if derived from xeip (though LSJ
call this a ‘false formation’; cf. Hutchinson’s n. on 7%. 1022), and
‘difficult struggle’ gives the best sense here, with associations from
wrestling (100-61n.); see further Miiller ad loc., C. Kopfl, A7P 96
(1975) 117—20, D. C. Pozzi, HSCP 75 (1971) 63—7. With the more
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orthodox derivation, ‘a thing hard to conquer’ {(cf. Hdt. 7.9B2
BuoyelpwTos), we must either adopt dvtiTrdAcr ... SpdxovT (refer-
ring rather incongruouslyy to the Argives, cf. 110-16n.); or read
QuTITTdAW! . .. §pdkovTos (‘a thing too hard to conquer for the op-
ponent of the dragon’), a weak (epithet-less) circumlocution.

127—-33 The Chorus interpret the defeat of the Argives as Zeus’s
punishment for their boastfulness (képous), wealth (xpuood), and
numbers (ToAAG! pevpatt). This theme is not central for this play
(in contrast to A. Th.; but cf. 615—25, 1349—53), but is important here
both because of the added Aischylean associations (127, 12gnn.), and
because Kreon’s view will be found to tally with the Chorus’.

The switch to anapaests brings a more straightforward style. Once
again, an individual from the Argive force is pin-pointed (1313,
after the plural 128 ogas; cf. 106ff.); but this time he is identified
clearly as Kapaneus, notorious in tradition for his impious boasts
and Zeus-defying attempt to scale the walls and set fire to the city
(A. Th. 42256, E. Pho. 1172—86 with schol., and many visual repre-
sentations, LIMC s.vv. ‘Eteokles’, ‘Kapaneus’, ‘Septem’).

127 peydAng yAweoyng nopumovg: in A. Th., ‘xbéumos and its
derivatives abound’ (Kamerbeek; cf. Hutchinson on T#%. g91).

128 OrepeyBaiper: the present tense is here both generalizing and
historic; hence paratactic kai (‘Zeus hates/hated and ... he strikes/
struck’).

129 woAAGL pedpari: cf. A. Th. 8o pel TOAUS 88¢ Aecds ..., Pers.
88 ueyd&hwt pedpaTt gwTdY, 412 — there too slightly pejorative: the
mighty are humbled by Zeus, the many made few (cf. Hes. WD 5-6).
The rhythm of this anapaestic metron (— — — V) is rare; cf. Tr.
1275, OC 146.

130 X puood xavayiig UweponAiarg ‘in the arrogance of the clang
of gold’. For the prosody (UtrepdmAiais), cf. Hom. II. 1.205 (quoted
below) and also 339 dkapaTav, 837 icobeos, and A. Prom. 185 with
Griffith’s n. This (Vauvilliers’s) emendation satisfies sense and metre,
and is almost certainly correct. (Musgrave’s UmrepomrTeiais, adopted
by LJ&W, is equally neat, but formations in -omTela are not
attested before the first century ce. None of the MS readings gives
adequate sense and syntax — nor, in most cases, metre.) UTrépoTrAos is
common in epic for ‘overweening’ violence (e.g. Hes. Th. 516, 619,
670), while the noun UmepotAia is found just once — also in the dat.



150 COMMENTARY: 131-137

pl. — in a famous passage, as a virtual synonym for UBpis (Hom. I/.
1.205 fis UmepoTAiniol Tdy  &v mote Buudv SAéoom, after 203
UBpw). In A. Th. 434, 660, Kapaneus and Pol. inscribe their boasts
on their shields in gold; and it was traditionally with a golden neck-
lace that Pol. bribed Eriphyle to procure him Argive assistance
(Introd. §2).

131—-3 ‘(Zeus) hurls him down with brandished fire
(= thunderbolt) as he is alrcady at the very topmost goal, starting to
shout his victory song.” The focus narrows to one man (127-33n.);
and although no change of object is expressly indicated (see n. on
SpudvTa), Kapaneus’ identity is unmistakable.

TAATOHL . . . mopis cf. Ar. Birds 1714 TEAA®Y KepaAUVOV.

BaABiSwv | &’ dxpdv: metaphorical for yelowv, as the ‘finishing-
line’ of Kapaneus’ assault was the ‘top’ of the city wall; see LSJ
s.0. PaAPis, and also E. Pho. 1180—1 %87 & UmepPaivovTa yeioa
Telxéwy | P&AANEl kepauvdt Zeus viv (and illustrations in LIMC s.v.
‘Kapaneus’).

oppdvt’: cf. 135 6ppdi. For the lack of definite article cf. El 697
Bduvant’ &v oU8’ &v loyUwv guyeiv (= ‘not even a strong man’), with
Jebb’s n., A. Ag. 69-71, 391—3 with Fraenkel’s nn. Usually in such
cases the participle is generalizing (‘anyone’) or vague (‘someone’);
but here it is quite specific (‘the one who .. .’), assisting the transition
from plural to singular (127-33n.).

134 Gvtitdmar ... tavtoAwbeis: alliteration (1/0, ) and word-
order add emphasis to the ‘hard-crashing’ impact of the fall. The
precise meaning of TavTtaAwdels is not certain: either ‘after swaying
to and fro’, ‘tottering’ (connected with T&AavTa, ToAavTeUw,
TaAavTtébopat) or ‘shaken down’, ‘sent flying’ (schol.: Siaoeiabsis,
BraTivaybeis); see further LJ&W 1990: 121.

135 mupgopog ‘torch in hand’, to be taken with the relative clause
(cf. 122—3, and Kapaneus at A. Th. 433—4); but the ambiguous word-
order may suggest too Téoe ... TUpdpos, ‘he fell, aflame ... (sar-
donic irony, as at A. Th. 432, 444).

136 Baxyedwy ‘raging’, here, as often, with no specifically Dio-
nysiac reference; cf. A. Th. 498 Pakxé&i ... 6uias s, E. Or. 835 (and
contrast 153—4n., 953{L.).

137 Lit. ‘(Kapaneus) had been breathing on <the city) with
blasts of hostile wind’; the imperfect has pluperfect sense. Terms for
‘breathing’ are common in epic and tragedy, connoting ‘inspiration’
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from an external source, or the laboured breath of extreme emotion:
e.g., anger (A. Cho. 33 kdTov), battle-lust (Homer pévea passim; El
610 pévos), madness (A. Prom. 883—4 AUooa), and ‘moods’ in general
(OC 612 Tvelpa). Esp. close are the parallels from A. Th. (343 pouv-
ouevos 8 &mimrvel ... "Aprs, cf. 63, 115; also Ag. 219, 1235, Cho. 390—
2); see further van Nes 1963: 7—22, Padel 1992: 89—95, 114—17. &vepos
is not found in such metaphorical usage except here and at g29—30;
but pi1r is sometimes used of the ‘rush’ of fire or of a frenzied war-
rior (e.g., Hom. ZI. 8.355).

138—9 Lit. ‘but those things (= Kapaneus’ threats) ended up oth-
erwise {than he expected), while to others Ares assigned {various)
other {fates) ..., i.e. not the thunderbolt but less spectacular deaths
on the battlefield (cf. 141-3). For &xw plus adverb, see LS]J s.0. B.1L.1.
The MSS are confused, perhaps because two familiar constructions
are merged, (i) doubled &AAos, (i) T& wév ... T& 8¢ ... (plus adver-
bial &AAni in the first member). Of the many emendations that have
been proposed, Erfurdt’s has been adopted here as the simplest,
though it entails metrical pause after pév (for responsion with 152),
and T& pév is oddly vague. A possible alternative is Wecklein’s eiye
8’ &Ahan T& ToUS’, &AM & &1 &AAots.

ewevolpa: cf. A, Th. 727 kKAfpous émvwpdt (of the two brothers’
deaths).

140 3e160eLpog ‘(great Ares) our right-hand trace-horse’, i.e. the
strongest, pace-setting horse in a team of four (cf. Hom. /1. 23.336—7,
El. 721-2), continuing the athletic imagery (cf. 108—g, 100—61n.).
The word is not found elsewhere: but cf. A. Ag. 842 ceipagdpos,
16401, with Fraenkel’s nn. The variant 8e§16xe1pos (also unparal-
leled) could be right, to be taken closely with oTugeAifeov: ‘striking
hard with his right hand’ (cf. Pind. O. g.111 &v8pa eUyeipa, 5efi-
aywviov, and Apollo at Hom. Il. 16.703—4 Tpis 8 a¥Tdv &meoTugé-
MEev ATOMAwY, Xelpesot ... KTA.), or ‘with both hands ambidex-
trously’ (so Miiller, ¢f. Hom. I/. 21.163 wep18e€ios).

141—7 In this anapaestic section, the Chorus elucidate their cryp-
tic reference (138—40) by summarizing the two main components of
the story (already well known to the audience; cf. Introd. §2): the
defeat of the seven Argive champions, and the death of the brothers.
But they show little interest in the moral implications of the fratri-
cide (cf. 148 &AN& y&p with n.).

142—3 Lit. “They abandoned to Battle-turner Zeus all-bronze
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tributes’, i.e. their hoplite armour: a sardonic allusion to the custom
of ‘trophies’ (Tpomaia), whereby a victor ‘set up’ (&vatifnui, loTnur;
cf. 146 oTficavTe with n.), at the place where the enemy had been
‘turned’ to flight, a wooden frame hung with the enemies’ shields,
helmets etc., together with an inscription to the responsible deity;
see Pritchett 1974: 246—75; for Zeus Tpomaios, cf. 7. 303, E. El 671,
Hkld. 867. Here the ‘offerings’ (TéAn) are involuntary.

144 ™AV Tolv otuyepoiv ‘except for the two ill-starred (bro-
thers)’, whose trophies were different (145n.). oTuyepoiv herc is
both ‘wretched’ (77. 1017, Hom. Il. 16.723) and ‘hated’ (by gods, by
each other — perhaps by others too). For the duals, and 147 kowod,
cf. 1, 2—gnn.; for the alliteration (T, 6), cf. 124—5.

145—6 %a®’ adroiv | Sixpateig Adyyag otneavt’ ‘after planting
their twice-victorious spears in each other{’s bodies)’ (cyToiv =
&AAfAoty, cf. 55-7), a mordant play on the ‘erecting’ of a trophy
(142—3n.). Less likely, ‘after setting their spears against one another’,
an unusual sense for ioTnpL.

148-54 In this final stanza, the Chorus return to the themes and
mood of the first. Characteristic of hymnic style (100—61n.) are the
grateful acknowledgement of divine help (149—50 Nika ... &vTi-
Xapeloa), ornamental epithets (HeyaAVUPos, TOAUapU&T®L, TTaV-
vuylols, EAeAixBwv), repeated mention of Thebes (149, 153; cf. 102,
104—5), and the (nocturnal) invitation or envoi to Dionysos (152—4),
recalling the invocation to the day (10off.). The self-referential
announcements of 151—3 also begin the Chorus’ transition from
narrators to participants in what follows (155-61n.).

148-9 dAA& ydp: as often (cf. 155, 392—4), indicating an interrup-
tion or rejection of the previous train of thought, with explanation
why it is not appropriate: the Chorus do not wish to spoil the hright
mood by dwelling on the brothers’ deaths. Usually, when &AM is
understood with the main clause and y&p with a dependent clause
(as here, &AA& with emérBwpev, ydp with AABe vika), they are sepa-
rated and ydp is placed within its clause: so &AA& y&p are normally
found together only in ellipse, ‘But (enough of that), for ...” (GP 98-
108); the only other exception in tragedy is E. Pho. 1308—9 &M y&p
Kpéovta Aeloow ... Talow ... ybous (‘but since I sce Kreon ... I
will stop my groaning’), where see Mastronarde’s n.

peyadwvopog: Victory herself has a ‘great name’ (cf. Zcus at
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Alkaios 304 L-P = LGS 139), and she confers ‘glory’ on others. Nike
was the object of cult in several cities, often in subordination to Zeus
(see West on Hes. Th. 383) or Athena (especially in Athens after the
Persian Wars).

moAvappdtwt: cf. 845 eVapudTou. In the Classical period, no
Greek cities employed war-chariots; so this is an exotic—heroic detail,
enhanced by dactylic rhythm (with ‘epic’ correption, -apuaTdt &vTi-).

dvtiyapeiloa: Xaipw, X&pis, KTA. occur constantly in hymns, for
the reciprocal gratitude and favour exchanged between worshipper
and divinity (100—61n.). The prefix intensifies the reciprocity,
‘responding to our joy and repaying us for our worship’; cf. OC 814,
A. Ag. 294 dvTEAauyav.

1501 éx ... moAépwv | T®V viv ‘after these wars just past’. For
&k, cf. Ph. 271 &k TToAAoU o&Aov elBovTa (‘after much buffeting’) and
LSJ s.0. m.2. For viv referring to the recent past, cf. 16n.

8écBar: jussive infin., as often in formal (esp. religious) requests
(cf. 1143 poAeiv, Smyth §2013, GMT §784): it might be taken as 1st p.
{‘let us ..."), as 153 EméABcopev implies (but this is rare), or as 2nd p.
with a switch to 1st p. in 152—3. Some prefer the more obvious 8¢08e,
read by a majority of the MSS (this fourth syllable of the ‘base’ of
the choriambic dimeter could be anceps, though responsion between
str. and antistr. is otherwise exact).

Ancpocivav: probably with ToAéuwv to be supplied again. The
word is heavily charged with pleasurable and escapist associations
(as at Hes. Th. 55, where see West’s n.; and cf. ‘Lethe’). Song and
story-telling could help blot out unhappy thoughts; but conversely a
festive occasion could be spoilt by inappropriate words. So the com-
mand to ‘forget about war/politics/troubles’ is a common introduc-
tion to sympotic or cult song; e.g. Stesichoros, PMG 8o, and cf. E.
Med. 195ft.

152—3 yopoig | mavvuyioig: especially appropriate for Dionysos
(cf. 1151 Tw&vvuyor, and E. Ba. 485—6 T& 8 iep&k vUKTwp ... T&
ToAA&), but also implying non-stop celebration, night and day.

153—4 ‘And may Dionysos, earth-shaker of Thebes (sc. with his
vigorous dances), be our leader!” Bakylos, Bakyeios, Bakyos, Bak-
XeUs (1121) are used interchangeably: the name seems originally to
denote ‘the frenzied one’. Dionysos is patron-god of Thebes, and
will be invoked again by the Chorus in a mood of fervent — but
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misguided — optimism at 1115—54. The almost incantational allitera-
tion and assonance of 152—4 (T, 8, X/k, and esp. Tav-, 6w/8n) are
typical of cult invocation. W-Ingram suggests (1980: 115—16) that the
occurrence of the name Bé&kyios in similar position to "Apns in the
strophe (140) carries a sinister message (cf. too 136 PakyeUwv); but
there is no other hint here that Dionysos’ activity will be anything
other than beneficent.

6 OvBag éreri|xOwv: honorific epithet (elsewhere applied more
literally to Poseidon, Pind. P. 6.50), governing objective gen. ©9pas
(= ©APns); this scems more likely than the variant & ... é\eAifwv
(participial clause, ‘the one who shakes Thebes’, with ©npas acc.
plural).

&pyou: both ‘lead’ us (= €§&pyo1, and cf. 1147 xopayé) and begin’
the dance.

155—61 Enter Kreon, presumably up the opposite side-entrance to
the Chorus’. His mask, costume, and bearing proclaim him a mature
and authoritative king. He may still be wearing armour (cf. 33n.),
and he is doubtless attended by a royal retinue.

These choral anapaests are formally the last ‘stanza’ of the epi-
rrhematic Entrance Song (answering 141—7); but functionally they
belong to the following scene (cf. 526—30), as the Elders announce
the arrival of the new ruler and explain their own presence. The di-
vision between Song and dialogue is thus blurred, as if the Chorus
are cut a little short in their celebrations by the speed of events and
Kreon’s haste.

155 aAA’ 68e yap 87 ... ‘But (enough of that; cf. 148n.); for here
(68¢) in fact comes the king ...’, with 87, as often, ‘marking the
appearance of a new character on the stage’, GP 103.4).

156 For the unusual monosyllabic prosody Kpéwv (by synizesis), cf.
0C 1073 ‘Peas, A. Ag. 1493 éxmrvewv. (The synizesis of Mevoikews is
not unusual; cf. OC 1003 Onogws ete.) We are missing U — or — —
before or after veoyxpds, and we need a noun for veoxpods to agree
with (‘a new {ruler) in these new circumstances’): perhaps Tayds or
&pxwv. But it is likely that the corruption is more extensive, since (i)
Kpéwv & Mevoikéws seems pleonastic (West, following Hermann,
suggests the more idiomatic wais 6 Mevoikéws, cf. 211-12n.), and (ii)
veoXpos is nowhere else applied to a person.

158 tiva 87 pfitiv épéocwy ... ;: lit. ‘rowing just what counsel
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(is he coming)?’, i.e. ‘what is on his mind?’ &pécow is common in
the metaphorical sense ‘ply vigorously’ (van Nes 1g63: 116—17); cf. 4j.
251 Toias Epéoooucty &meiAas.

159—60 cVyxAnTov THvEe yepdvTwy . .. Aéaxnv ‘this special con-
ference of elders’ (Jebb). In Athens, a cUykAnToS ékkAnoia was a
‘specially convened’ meeting (cf. Hansen 1991: 133—-5). In Homer, an
advisory ‘council of elders’ is occasionally summoned (e.g. Il. 2.53
BouAfv ... yepdvTwy); and Sparta and other states had a Mepoucia
(‘Senate’). Here, however, the Theban Elders will be asked not for
advice, but for endorsement of a policy already implemented (164—
9, 207—10, and cf. 211-14, 10911114, 1347—53nn.).

161 ‘Having sent {a message to us) in a shared summons’, cf.
164—5.

162~331 Scene Two (First Epeisodion)

This Scene (or ‘Act’; Introd. §3 n. 44) comprises two parts: (i)
Kreon’s statement to the Chorus of his policies, and their noncom-
mittal response (162—222); (i) the arrival of a Guard, reporting the
mysterious burial of the corpse, and Kreon’s furious reaction to this
news (223—331).

162—210 Kreon’s long opening rkesis sounds confident and asser-
tive. After complimenting the Elders on their loyalty (162—74), he
first outlines the general principle on which his rule will be based:
single-minded concern for the city’s well-being, even at the expense
of personal ties of @1Aia (175—91); then he proceeds to the present
application of this principle, i.e. the treatment of his two nephews’
corpses (192—206); and concludes with a brief restatement of his
ideals (207-10). For the structure of the argument, see Friis Johansen
1959: 114—16.

Kreon characterizes himself at once as a leader dedicated to
maintaining the stability of his city through the proper exercise of
his authority. In describing both his own qualities as a ruler and
his expectations of his subjects (175—7n.), he makes frequent use of
gnomai and ethical generalizations (Introd. §5(c)), and his language is
typical of contemporary Athenian political debate: e.g., &pyxai (177),
vopol (177, 191) and e¥8Uvan (178); the constant harping on ToAIs
(162, 166, 178, 191, 194, 203, 209), T&Tpa (182), xBwv (187), ¥ (199),
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&otol (186, 193); and the subordination of family interests to thosc
of the city (182—go; cf. ‘Perikles’ at Thuc. 2.48-46 and esp. 2.60
(quoted on 188—gon.); cf. Dem. 19.247, Introd. 5(e)(ii)). For most
Athenians, such phrases would presumdbly be charged with positive
associations; and Kreon’s references to ‘straight’, ‘upright’ govern-
ment (162—3 Qpbwoav, 167 dpbou, 190 6pbijs) and the ‘ship of state’
(162—3, 189—90) may also sound reassuringly traditional and legiti-
mate. But his rejection, or redefinition, of giAix (184—91) is quite
radical, and such undemocratic terms as 8povos (166, 173), Kp&Tn
mwavta (173, cf. 1163) and oéPovras (166), as applied to his own
status, strike a discordant note; cf. Bowra 1944: 72-8, Podlecki 1966.
Furthermore, the references to his own person and opinions become
obtrusive (8yc, &uds, KTA. occur nine times in these 49 lines, often in
emphatic positions: 164, 173, 178, 184, 188, 191, 207 twice, 210; cf.
484—5n.).

162—-3 Td pév 83 ...: ‘one aspect’ of the city’s affairs (= the
battle) has turned out well; the others will require the Elders’ co-
operation (Un&s 8¢ ...). For méAsos = wodAews, cf. A. Th. 218, Supp.
345; not elsewhere in S.

caiwt ceisavrteg: cf. OT 22—4 WA ... ocadevsl kTA. (also 586—
92). This is the first of several nautical images employed by the ‘good
captain’ Kreon; cf. 189—go, Goheen 1951: 44—52, van Nes 1963: 92.

feol ... ®pBwaoav: like the Chorus, Kreon piously acknowledges
the role of the gods in the Argive defeat and his own accession to
power (cf. 280—314n., and 184; also 993—5, 1058nn.). dpbds and its
derivatives occur esp. frequently in Kreon’s speeches, reflecting his
determination to direct and shape nature and human beings as ex-
pertly as one might a boat or piece of metal (167, 190, 403, 494, 675;
mimicked by Haimon at 636, 685, 706, Teiresias at 9g4; cf. too gg,
1158, 1195, 1203, Introd. §5(c) (and contrast 1343—6n.).

164—5 Lit. ‘By messengers I summoned you, from all {the others)
apart, to come here’ (cf. 159—61, 100-61n.).

165-9 ‘... {(because) I know well that, first, {you) always hon-
oured the power of Laios’ throne, and (then) again, while Oidipous
was directing the city, {you honoured his rule), and after he peri-
shed, you still remained reliable advisers around their children’. The
variation of connectives (toUTo p&v ... ToUT’ albis... kai ... E11...,
cf. 61—4, 1199—1202), and the ellipse of the second participial clause
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(we have to supply ofPovtas ... kpdTn again after 167), blur the
distinctions between the three stages, esp. since the plural keiveov
(168) is oddly vague (= Oidipous and Iokaste, or Laios and Oidi-
pous?). But there is no need to posit a lacuna after 167 (Dindorf,
LJ&W); with this family some vagueness may be tactful.

170—2 SumwAfig ... piov xtA.: Kreon’s words echo Ant.’s (13—
14n.). But he does not employ the dual: to him the brothers are sep-
arate entities (cf. 2—3, 76gnn.).

adtéyetpt obv prdopate: cf. 49-52n. Kindred bloodshed was a
powerful source of ‘pollution’ (Parker 1983: 120—6). In this case, it
might be uncertain whether each brother had expiated the pollution
with his death, or whether some residue might continue to stain the
rest of the family and community.

173—4 From requesting the Elders’ continuing loyalty, Kreon goes
on to assert his own authority (echoing 166 8pdvev ... kp&Tn). £y
(178) is emphatic, first word in the long-awaited main clause and in
the trimeter, and juxtaposed with kpd&Tn T&vta, which is in turn
underlined by &1.

Yévoug xat’ dyytoteia by reason of being next of kin’. &yyio-
Teia (neuter pl., not found elsewhere; but analogous to &pioTeia)
seems here to be equivalent to &yxioTeiav, the regular legal term for
‘kinship’ in matters of inheritance. In some traditions, Pol. and/or
Eteokles had sons (Thersandros and Laodamas respectively: e.g.,
Hdt. 4.147, 5.61). But in extant tragedy this tradition is ignored
{cf. 599). Kreon is thus not only the (implicitly, state-approved)
oTpaTnyos (7-8n.}, but, as the brothers’ uncle, also their legal heir
and kUp1os of their sisters (7—8, 58nn.; also 486—7n.)

175—7 As he turns from the past to the immediate future (what
kind of ruler will he turn out to be?), Kreon begins with a gnime,
elaborating the proverb, &px7 &vdpx Beifer (‘rule will reveal the
{real) man’, Aristotle, NE 5.1 1130a1, etc.). But his generalization
(mavtds dvdpds kTA.) also raises the question, what kind of subjects
he will turn out to have (cf. n. on &vTpipns below, and 668—gn.) —
and how do we ‘learn’ the true characters or thoughts of others, or
even of ourselves, before it is too late (1347-53n.)?

Yoy ... @pévnqua ... yYvopnv: not easily distinguished; per-
haps (roughly) ‘character ... mentality ... judgement’. yux7 in the
Archaic period is limited to ‘life-breath’, ‘ghost’, or ‘courage’ (cf.
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1069), but by the mid-fifth century it has begun to extend into the
wider semantic field that we find in Plato and later Greek; cf. 227,
317, 322, 708, 930, 1069, and D. B. Claus, Towards the soul (New
Haven 1981). For @pévnpa, cf. 458—60n.; for yvcun, Coray 1993:
358-74.

évtpPng ‘tested’, cf. LSJ s.0. TpiPow 111.4. A person’s worth, like a
coin’s, may be tested by ‘rubbing’ it against a touchstone (Baoavos):
any base mctal under the gilded or silvered surface will ‘show
through’ (177 eaviit); cf. 1078—9, 1113—14nn., Goheen 1g951: 18-19,
Kurke 1995. Kreon means that a man’s true value has not been
revealed until he has held office and made laws; but his words also
suggest, ‘nobody’s true character is revealed until he rubs up against
the rulers and the laws’.

178-83 époi yap ... ‘(I say this) because, in my own view ...,
introducing two failings typical of rulers: rcluctance to pursue un-
popular policies (178—81), and personal favouritism (182-3). Since
Pol., against whom Kreon’s edict is directed, had many supporters in
Thebes (cf. 289—g4), and was Kreon’s own nephew, Kreon himself
clearly passes both tests.

€0B%vwy ‘steering’, perhaps maintaining the nautical image; cf.
too 167 dpbou and 162—2101n., 1165—4.

dotig ... | wn ... &mTetar ... | xai ... 607G ... vouiler: the
more normal construction would be doTis &v pny GTTHTAL KTA,
(GMT §534; again 182—3). &mrteTan here = ‘pursue’.

BouAevpdtwy (the best) policies’, whether his own or from others
(cf. 160—2, 16g).

éx @ofov Tou (= Twos): either ‘as a result of (cf. 111 éx) some
fear or other’, or ‘as a result of fear of somebody’; cf. 504—35n. For
gyxkAnioas éxel, cf. 505, and 21—2n.

vOv te xai maAat: an cmphatic formula, ‘seems now and always
has seemed’; cf. El. 676, Ph. 966 (also 289 below).

182—3 peifov’ ‘more important’, cf. 638, OT 772. &vti (= ‘in
preference to’, as again at 186) is equivalent to f} or a plain gen. of
comparison (cf. Tr. 576—7, LS] s.2. A.5, K-G 1 454).

@idov: again 187, 190; cf. 9—10, 187—8nn., Introd. §5(d)(ii).

o08aprod Aéyw ‘T count him nowhere’ cf. E. Andr. 210 THv 8¢
>xUpov oudapol Tifns, and Bond on E. Hkls 841.

184-91 &éy® y&p ...: Kreon elaborates his two key principles: he
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cannot ‘keep silent” when the city is faced with ‘ruin’ (&tn, cf. 4n.);
and he cannot treat as a ‘friend’ one who was an ‘enemy of the
country’, since this would undermine the civic basis of giAia itself.
His argument is tidily symmetrical (1-line éyc ... / 2 4+ 2 lines oUT’
&v ... oUT &v ... [ 2-line gnomic cap / 1-line &y ...), while his
language echoes — and contradicts — that of Ant.’s opening speech
(esp. g—10/185-6).

fetw Zedg ...: highly emphatic, confirming the strength of
Kreon’s convictions (cf. 162—3, 304—5nn.; also 6g—7on. for the opta-
tives).

187-8 idov ... | Beiunv ‘T would never consider ¢him) my
friend’, cf. 183, 190 (and g4 £x8p& ... wpookeiont with n.). Kreon
here excludes those aspects of @iAia that belong ‘naturally’ and in-
alienably to family, and speaks as if all were free to ‘choose’ (1go
moloupeba) their ‘friends’ (cf. 9—10, 522nn., Introd. §5(d)(ii)). But
later he shows a more conventional concern for ‘family loyalty’ (634,
641—4nn., 651—2).

188—90 The 2-line gnoméz (with enjambment, cf. 67-8n.), neatly
redeploys Kreon’s key terms (occfovoa, cf. 186; whAéovTss, cf. 162—3,
178; dpbfis, cf. 163; ToUs @idous moloUpeba, cf. 183, 187-8), in a
resoundingly ‘democratic’ assertion of community over individual
and family (189 %8¢ ... TaUTns refer to 187 xBovés; cf. 191 wOAW); cf.
Ober 1989. The passage is echoed by Thucydides’ Perikles (2.60.2):
Eyco yap fyyoUupat oA TAsiw Uumacav dpBountvny weeAeiv Tous
id1oTas fi ka® EkaoTov THOV TOATEOV eUTpayoloav, &Bpdav B
opoAropévny (and cf. 2.60.6 & ... TijL WOAel SUovous / 187 Suopevii
XBovds; and 2.60.5—6 XpNU&TWVY KPEIoGWY, XPHHAT! ... VIKWUEVOV
/ 295~303n.).

TadTYg émt | mhéovreg 0pBiig ‘Conly if we are) sailing on her
(= the city) upright, {can) we make friends for ourselves’. (For &m,
cf. 193 Tép1 with n.) With the 1st p. pl. (ToloUpeda), Kreon implicitly
aligns with himself all ‘upright-minded’ citizens; cf. 191n. For the
nautical image, cf. 715—-17n.; and for Kreon’s obsession with
‘straightness’, cf. 162—3n.

191 Toloicd’ ... voporst: Kreon sums up his philosophy of rule
(184—91n.; contrast 452 vouous with n., go8n., r113—14), while clinch-
ing the identification of his own authority (¢yw) with the health of
the whole city (aU§w oA, cf. §68—71n.).
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192-206 At last (kai vOv) Kreon draws the particular conclusion
from his general principles, and announces his edict to the Chorus.
He begins in measured 2-line periods (192—7), mostly end-stopped;
then, as he comes to speak of Pol., his indignation bursts out in a
single, convoluted g-line period (198—206mn.). At several points he
employs language identical to Ant.’s in 23—32 (192 knpuas éxw / 22
& 32; 194 / 23 'ETeokAéa pév; 196 kpUyar / 25; 196 Tols ... k&Tw
vekpols / 25; 198 / 26 Tov & ... TToAuveik-; above all, 203—6/27-30
passim; cf. too 184—9gin.); thus the incompatibility of their view-
points is ironically underlined.

192 ddelpa t@ve ‘things (= an edict) akin to these (princi-
ples)’. &BeA@ds used metaphorically is not uncommon (OC 1262, LS]
s.v. 1L2); but in this context, with mwaidwv kTA. following, Kreon’s
choice of words sounds off-key; cf. 486—7 with n., and 1n.

193 maidwv ... wépu: postponement (anasirophe) of a disyllabic
preposition is not uncommon in tragedy, for metrical convenience
(189, 214, 518, 528, 566, 682, 932, 1012; Moorhouse 1982: g4—5).

196—7 t& mavt’ épayvicar ‘to make every kind of holy offering
over him (= £¢-)’, equivalent to évayica; cf. 247 k&dgayloTedoas,
545 ayvical, and E. IT 705 &yvieBeis = ‘sacrificed’. Eteokles will be
honoured like a Hero, as &pioTedoas, 1ois &pioTols further imply
(cf. 45. 1379—80). The MS variant &payvicar would normally mean
‘purify’ (so E. Alk. 1145; sece Jebb’s n. here).

éoxetar: the offerings (primarily yoai) were supposed to pass
through the earth for the spirits below to drink (A. Cho. 164, E. Hek.
535); TOls ... vekpois is thus dative of interest, cf. 233—4n.

198-206 This single period contains five enjambments, anaphora
(200—1 HBEANOE pev ... NBEANOE BE ... ; 204 UNTE ... unfTe ...), allit-
eration (200—1 T/8 and T; 203—4 T and x) and strained word-order
(203—4, 205—6nn.), all expressive of Kreon’s increasing vehemence
(192—206n.).

199 IToAvveixnv and TToAvveikn are both possible forms of the
acc. in the fifth century (see Jebb here and on OC g75). For the con-
struction of 198—203, cf. 203—4n.

199—201 YV ... xal BeoVg ... | mpfioar: i.e. burn the city, with
its temples and wooden images of the gods; cf. A. Th. 434 Tphow
TOAY, Pers. 8og—10 miumpdval vews. The lines recall too A. Th.
582—g TWOAW TaTpdiav Kai Beols Tous éyyevels | Topbeiv, 639 BeoUs
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yeveBAious ... TaTpwlias yfis, both likewise referring to Pol. Where-
as Eteokles, in Kreon’s eyes, was defending the political integrity of
his community (194 ToAews Utreppay@dv), Pol.’s crimes are described
in terms of land, gods, and family (cf. 201—2 aipaTos kowoU). These
charges (reiterated at 285—7) may or may not be justified; they are
corroborated by 110—47, and by the echoes of A. Th.

Beobg Tobg éyyeveig ‘the gods of his family’ (cf. 938 8s0l Tpoye-
vels, El 428), for the more normal 8eoUs TaTpwious (for which see
839, and Jebb on OC 756). Possibly too the dragon-born Thebans
are to be thought of as a single yévos, their communal gods as 8eoi
gyyeveis (cf. Hutchinson on A. T#k. 582—3).

puyas xatelBobv: katépyomon is the technical term for the
‘return’ of a political exile (cf. A. Cho. 3): Pol. is not just an enemy,
but a traitor.

N0éAnce pev ... NBérnce & ...: emphatic epanaphora, cf. 07T
259—60 Exwv pév ... Exwv 8¢ ..., OC 610. The accusatives of 199
(Yfiv, 8eoVs) should strictly be included within the pév-clause, since
Téoacda does not apply to them; but Kreon’s vehement denuncia-
tion overrides strict syntax.

npfical xat’ dxpag ‘burn from top to bottom’. xat’ &kpas (lit.
‘from the citadel downwards’, see Barrett on E. Hipp. 1364—7) is
combined with wopbéw at A. Che. 691, E. Hel. 691, I4 778, as well as
Hom. 1l. 24.728-g; so some have here adopted Musgrave’s mépoai,
esp. in light of A. Th. 582-3 (quoted in 199—201n.). But the MS
reading, Tupi mpfioal, is not objectionable, and is supported by
Hom. Il. 22.411 [A10s ... upi cuvyorto (= ‘burn’, ‘smoulder’) kat’
&xpms.

201-2 aipatog | ®owed ndoasbor ‘to consume kindred blood’.
TaTéopal is mostly an epic word; here the hyperbolic use prepares
for the ugly details of 205—-6. (Cf. too Theognis 349 TV £in péAav
alpa ey, ‘May it be granted {me} to drink their dark blood!’)

Tobg 8¢ ‘the rest {of the Thebans)’, as if Tév uév (or ToU uév, i.e.
‘Eteokles’ blood’) had preceded. Enslaving the captured population of
an enemy city was common practice; but to sell off one’s own citi-
zens (to the Argives?) would be esp. shocking (though not unheard-of
in the vendettas of intra-polis stass).

203—4 ‘It has been proclaimed to/for/by this city (cf. 44n.) that
nobody (sfTe . .. Tva) honour him with burial or lament over him.’
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enexnpuntae: cf. 27n. The MS ékxexnpUxbau seems impossible,
for we lack a verb of saying (hardly 198 Aéyw, nor 192 knpU§as éxw).

Thepwt | pnte xrepilerv: more normal word-order would be unTe
T&@wt ... (or Téow! pf) KTePiGew unde ..., cl. 27-8); the variation
(hyperbaton) adds emphasis to T&ewi. T&pos can be ‘funeral rites’
(as 395, 503), or ‘tomb’ (cf. LSJ s.2.); usually both belong together
(as at 80, 196). kTepilelv, an epic word, means properly ‘honour with
funerary gifts’ (cf. 1071, 1207); for the combination, cf. 1069—71, OC
1410.

205—6 ‘... to leave his corpse unburied, eaten by both birds and
dogs, and foul to see’, or possibly ‘to leave him (= ToUtov) unburied,
a corpse eaten ...” Although Kreon’s language is less emotive than
Ant.’s at 29—30, he too dwells on the ugliness of the spectacle.

aixieBév T’ i8eiv: epexegetic, like Homeric Oalpa idéobai, and
0T 791—2 yévos &TAnTov ... 0p&v (cf. Latin mirabile uisu, etc.).
aikela, aikifw are legal terms in Athens for ‘assault’, ‘outrage’ (see
Griffith on A. Prom. 93). It is not enough merely to deny burial: for
the proper public example to be made, the corpse must be seen to
suffer violence and humiliation, to match the honours paid to Eteo-
kles (196—7; cf. too 29—30, 84—7, 308—gnn.).

207-10 A four-line coda rounds off the speech (cf. 67780, 1087~
9o, and 211-14n.), restating Kreon’s self-justification, and his de-
mand for support. Again the 1st person is prominent (Epdv, & y’
€uoU, &€ épol); cf. 162—210n.

207—-8 & y® éwod ‘from my hands (in my eyes), at any rate ...” (cf.
210D.).

it mpoégous” wtA. ‘the bad will never surpass the just in hon-
our’, cf. 22 poTicas. The MSS have Tiunv, but there is no parallel
for such a construction with Trpogyw.

209 ebvoug: opp. 187 duouevfi, and cf. 166 otPovras 0, 169, 176,
212.

210 €€ €pod tipneetar ‘will be honoured by me’ (fut. middle for
passive, g3n.). Some MSS read éx y’ £uoU, as at 207; but unqualified
gnoU makes Kreon’s final pronouncement all the more assertive (ct.
191 &y ).

211-14 Choral comment within dialogue scenes is usually bland
and inconsequential (e.g. 681-2, 724—5; see too 278—gn.). Here,

S

while they echo Kreon’s words (211/207; 212/209; 213/177, 191; 214/
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209-10, etc.) and accept his decision, the Chorus refrain from
approving it, despite their strong feelings of loyalty and fear (cf. 1509,
165—74, 216, 278—9, 505—9, 770nn.): ‘That’s what you want to do (coi
emphatic): ... well, it’s your privilege ...” A particularly undemo-
cratic note is struck by the suggestion (213) that any policy at all
would be within Kreon’s ‘right’ (cf. 506—7, 667—9, 873—4nn.).

21I—12 7oelv (= Tolelv) is read in the margin of one MS; the rest
have Kpéov, which must be corrupt, since the combination of proper
name and patronymic is redundant (only found in S. within such
formal addresses as Ph. 4, 1261; cf. 156n., O7 85), and the accusatives
of 212 require a verb (see Jebb’s n.). moeiv, with the brothers as
object, does provide the infin. we need; or else e.g. AaPelv, or
Aaxgiv, or kupeiv, with the brothers as subject (cf. app. crit. on 1098).

213 vopwl ... wavti mod Yy’ ‘any measure at all, I suppose’, a
two-edged reminder of Kreon’s own claim at 191 (and cf. 177): TavTi
may even recall such expressions as Tavoupyeiv, T&vTa TolEiv/
ToAp&v, KTA. (cf. 73—-6n.). ov is often ‘used ironically, with assumed
diffidence, by a speaker who is quite sure of his ground’ (GP 491).
The word-order here is abnormal (ye Tmou would be usual); but no
other emendation of the meaningless ToU T’ of the MSS seems at all
likely. (Platt’s ToUTt’, adopted by LJ&W, is very flat.) Possibly 8¢ ...
ye are working in combination (GP 155.4.1).

éveoti ool ‘it lies in your power’, cf. 173—4, and 506—7 (£§eoTIv).

214 For the ellipse (= kai epi Nuddv omoéoor {duev), cf. 35—6n.
For the word-order, cf. 193n.

215—18 Kreon asks the Elders to be the (metaphorical) ‘guardians
of the aforementioned <{edict)’ (cf. 164—9); but they understand him
to mean ‘watchers over the aforementioned {corpses)’. Kreon uses
the concrete term {okoTds = ‘scout’, ‘watcher’, ‘spy’) for the more
commonly figurative émiokomos or pUAE (see LSJ s.22., and e.g. A.
Eum. 518 @pevédv émiokoTrov; contrast 217n., 1148).

215 wg &v ... fre ‘So (see to it) now that you be ..., with ellipse
of the implied imperative (e.g. 6p&Te or émueAeiobe; Smyth §1921,
GMT §326, 328, cf. OT g25): less assertive than dmoes (un) + future
indicative (GMT §271-8, K—G 11 376.6). &v in purpose clauses after
s or (esp.) 6mws, regular in Homer, is not uncommon in Attic prose
and tragedy (Smyth §2201).

216 ‘Impose this task on some (Tw! = Twi) younger man, {for
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him) to undertake’ (epexegetic infin., cf. 439, 489—90, 520, 699—700,
1098n., 1248—9; also 63—4, 1076). For this sense of Paot&lw, cf. A.
Prom. 889 &v yvoual 168’ EpdoTace.

214 t0o0 vexpo®d y’: contrasted with 215 T&GV elpnuéveov, now that
Kreon realizes he has been misunderstood (215-18n.). For the posi-
tion of ye, cf. 648 and GP 149.

218 ‘“Then what {is) this other {duty that) you would command
in addition {to watching over the corpse)?’ Less likely, with the
variant &A1, ‘Why then would you be giving these further instruc-
tions to someone else (i.c. other than the guards)?’; or, with Pallis’s
&AA’ &k ToUSe, ‘What else from me would you command ...?’

219—22 ‘(I command you) not to collaborate with the ones who
disobey these {edicts).” For &mioTéw = dmeibéw, cf. 381, 656, LSJ
s.v. 1; for the internal acc. T&8¢, cf. 66 T&Se with n. It remains
unclear whether Kreon means ‘those who are disobeying’ or ‘any
who may disobey’; but cf. 289—9g4. Likewise, émixowpeiv could mean
‘give in to’, ‘permit’ the rebels, or more actively join’, ‘side with’.

220 obTw pdpog 0¢ . .. épdt ‘such a fool as to desire ...°, consec-
utive; more usual would be doTis (Smyth §2556, GMT §575, K-G 11
422.3), cf. Hdt. 1.87 oU8eis y&p oUTw &vonTtds 01 daTis TéAepov
Tpod elpfvns xipteTat. For udpos, cf. 169—70, and g9, 281 &vous.

221 xai pnv ... Y’ ‘Yes, indeed, the payment is exactly that’ (i.e.
death): kai pfjv ‘substantiating a required condition’ (GP $53.3), with
ye emphasizing wia8ds; cf. 0T 345 kai unv Tapfow Yye, 836.

221—-2 U1’ éAniSwv | ... T %épdog ‘the anticipation of profit
¢has) ruined men’. SiwAeoev = gnomic aorist; for the ‘gencralizing’
definite article, cf. 1242 THv &BouAiav. Kreon likes to present his
views in gnomic form (162—210n., Introd. §5(c)); and his belief in the
irresistible lure of ‘gain’ (kép8os, cf. 221 pioBbs) repeatedly leads him
to misunderstand the motives and conduct of others (cf. 293-302,
1032—63, Goheen 1951: 14—19; contrast Ant. at 461—4; also 1327, 701—
4n.). For dangerous éAides, cf. 615-25 with n.

avdpag: cf. 248, 290, 297 (and 347). It does not occur to Kreon
that giAia and honour (not cash) might lead a woman to risk death.

223~331 Before the Elders get to express any further opinion on
Kreon’s policy, the dialogue is interrupted. Up one side-entrance,
slowly and hesitantly (223—6, 268—70), enters a man in military dress.
He is variously described in the MSS and Zypotheses as ‘Messenger’ or
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‘Guard’, and he is both: he could be a slave, or a low-class citizen
soldier. His news comes as a surprise (though not to the audience):
someone has slipped by the guards and buried Pol.’s body. After
hearing Ant. at 71—2, 80—1, we must assume that she did it; but the
Guard’s account of the miraculous invisibility of the perpetrator
(249—58) leads the Chorus to conclude that the gods may be respon-
sible (278—9), while Kreon assumes that the guards are just part of a
well-financed plot against himself. With horrible threats, he sends
the Guard back, under orders to catch ‘the man who did it’ (248,
306, cf. 239, 319).

As is usual for messengers in S. and E., this entrance is unan-
nounced (R. Hamilton, HSCP 82 (1978) 63—-82). But, whereas most
messengers remain featureless ciphers, serving merely to channel
news to others, this Guard is one of the more colourful characters in
Greek tragedy: a garrulous, cowardly, yet witty figure whose selfish
preoccupations and practical perspective throw into relief the more
high-minded ideals of the main characters (Seidensticker 1982: 78—
80). He is also, unlike them, a ‘survivor’ (2g7-301, 388—400, 434—
4onn., Introd. §5(f)), and in this scene he brings out aspects of Kreon’s
character that strikingly correspond to his own: literal-mindedness,
mistrust, and self-concern. And although he begins the scene in
terror of Kreon’s power and temper, he ends up outmanoeuvring
the King and controlling the outcome of their dialogue (315—~31n.).

223-36 The self-announcement is elaborate: 4-line introduction
(223~6), 6-line explanation and narrative (227—-32), 4-line conclusion
(233—6). The diction too is ‘high’ (esp. the periphrases at 224, 226,
235); but the mode of self-address is peculiar (227-30n.), and the
gnomic conclusion lamely platitudinous (236). The Guard seems to
be giving himself airs (Long 1968: 84—6, Seidensticker 1982: 78—80).

223—6 Messengers often begin with references to their haste and
eagerness (e.g. A. Pers. 247—8). But this Guard almost parodically
disclaims such a role (cf. 227-30, 231nn.).

Ppovtidwy émistdcelg ‘pauses for thought’ and/or ‘thought-
induced pauses’.

6801 ‘on my way’ (locative dative, cf. El 68).

227-30 Juyy yap nbda xtA.: in early poetry, and in E., charac-
ters in distress often address their ¢pnv or Bupds or kapdia, as a
form of soliloquy (W. Schadewaldt, Monolog und Selbstgespréiick (Berlin
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1926) 189ff., Dodds 1951: 16, 138—9, Hutchinson on [A.] T#. 1034; in
S., only 7r. 1260). The reverse, however, is rare (e.g., Hom. /L
22.122): and the incongruity is increased by the conversational jingles
of 228-9g (T&Aas, Ti Xwpsls ...; / TAuwv, uévels aU;). Yuxn may
mean ‘spirit of self-preservation’, rather than ‘mind’ or ‘inner soul’
(cf. 175—7n., T7. 1260; but also 317, 322).

pévelg av; ‘are you stopping now?” The future pevels is possible;
but ToAA& puBoupévn (‘repeatedly telling me’) suggests rather that
he is constantly stopping and starting. Thus «U probably means
‘again’, rather than ‘on the other hand’.

231 €éAiocwv ‘turning over {in my mind)’ (= Latin wolutans); pos-
sibly the literal (intransitive) sense is present too (‘turning {myself
round and round’, see LSJ s.0. 5, and 226 xuxAdv). This unparal-
leled expression may be derived from Hom. Od. 20.24-8 ... €Ai-
coeTo #vla kal #vBa | ... EAiocoeTo pepunpifwy (after 18ff. TéTAaB
81, xpadin, KTA.).

Hvutov oyoAdit Bpaddg ‘I was taking my time completing {the
journey) slowly’ (see LSJ s.0. &vw 6, and 8osn.); or possibly, ‘I
ended up being slow’, cf. Ph 720 €i8aipwv &vioni. But Bpadis
seems syntactically and rhetorically a little awkward: the variant
TayUs could be correct, with oyoAfjt = ‘hardly at all’ (cf. ggo, LS]J
s.0. B.2), in a flippant oxymoron (‘by no means quickly’); or even
‘quick {though I am}, I took my time arriving’ (so the scholiast).
Seyffert’s omoudfit PpadUs is neat (cf. the proverbial omelde Ppa-
B¢ws), but would mean ‘eager, but slow’.

233—4 évinncev: impersonal, ‘it prevailed {for me) to come here’
(cf. Hdt. 6.101 &vika pt) EkALTeiv THY TOAW); or else HOAEV is subject
(as 274 TaUTa évika). The decision was collective (cf. 396—7).

ooi: dative of ‘interest’ or ‘advantage’ (‘come and place myself at
your disposal’ Jebb); see Smyth §1481, and 196—7n., 2723, OT 711
XPNouos ... AA0e Aaiwi, OC 70. For the enjambed position, cf. 250,
273, 421, 435, 460, 923, 1039, 1078. The Guard’s thoughts are
focused on Kreon: it is on him that his own ‘freedom’ and ‘salvation’
depend (331, 399 -400, 436—40; cf. 241-2n.).

234 ‘And if I shall be reporting {news that may be worth) noth-
ing, none the less I will state <it).” For 16 pndév, cf. Tr. 1107 K&v TS
undév &, 0T 638; also 1325. But since this expression may also de-
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note ‘extinction’, ‘death’, the Guard may have in mind, ‘... talking
annihilation {for myself) ..." For ‘apodotic’ 8¢ (rare in tragedy), cf.
OT 302 €l xai pf) PAéTrers, ppoveis 8° duws, GP 181.

235 tig €Anidog ... Sedpaymévog ‘grasping firmly onto the ex-
pectation that ..., cf. Callim. Epigr. 1.14 peifovos oikou Sp&faabat,
and (in literal sense) Hom. /l. 13.393 xdvios 8edpayupévos; also 179
&mrretar PovdevudTwv. The Guard’s ‘expectations’ fluctuate wildly
during this scene and the next: cf. 330~-1, 392-3, 436—40.

236 The fatalistic truism is a more ponderous version (triter than
95—7) of A. Th. 263 Treicopal 16 pépotuov; cf. 223—36, 437—40n.

238—40 Emphatic tricolon crescendo (oUT’ ... 00T’ ... 003" .. ),
cf. 2647, 206—g01nn. For the optative of ‘total negation’, cf. 69—
70n.

241—2 ‘Well, you are certainly doing a good job of figuring {me)
out and getting your defences up around this whole matter.” For
dnAois, cf. 20n. oTox&Gopal is used esp. of one person ‘guessing at’
the thoughts of another (cf. 233—4n.). &ogpdyvuual/dmogpdosopal
is unparalleled in this metaphorical sense; it seems to mean ‘protect
the matter from harm’ (cf. A. Th. 63 ¢&pSat mOAIoPQ) or ‘seal the
affair off” (cf. Plato, Tim. gic T&s 81e§680us &moppaTTov). In any
case, Kreon is still ignorant of what 76 wp&yua amounts to (242, cf.
238—9, 267, 407, 435 Tp&gets; and Epyov 85, 273, etc.), though he
could not fail to notice the Guard’s circuitous approach (kUxAwt, cf.
226).

Aristotle appears to quote this line as beginning T1 gpoimadnt;
But this is probably just a slip of memory (see app. crit. to 223, and
Jebb’s n.), or may even come from another play (cf. E. IT 1162).

244 oUxouv épelg mot’ xtA. ‘So won’t you finally speak out, and
then take off and leave?” Cf. 0T §34—5 oUxk . .. &€epeis ToTe;, Ph. 816,
1041. &waAAayBels may imply also ‘rid yourself of fear’, cf. 400.

245 xal 80 Aéyw oot ‘I am telling you now!’ kai 31 ‘signifies, viv-
idly and dramatically, that something is actually taking place at the
moment . .. in response to a definite command’ (GP 250-1).

245—7 Word-order conveys, first, the startling facts (“The corpse —
someone has just now buried {it) and is gone’), then the explanation
(246 kol is epexegetic, ‘that is to say ...", LSJ s.0. A.2).

Sudiav | x6vive almost a cliché (cf. 429, and the ‘kenning’ at A. 4g.
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496 ‘mud’s sister, thirsty dust’), but appropriate here because the
dust craves the liquid libations, washing, and tears (cf. 28—9, 2045,
42731, g01—2, 1201; also A. Cho. 185—6 with Garvie’s n.).

maAbvag x&paylotedsag & ypv: sacral language, indicating that
this ‘burial’ (B&yas), though skimpy and secret (255-6), is correct
and sufficient: no further ceremony is required (cf. 278-9, 376581,
goo—gnn.).

248 tig avdpdv: cf. 61—2, 221—2, 347nn.

249-77 The ‘messenger-speech’ proper begins in a jerky and dis-
jointed manner (249—52 enjambed, with asyndeton and short scn-
tences), then scttles into a more regular flow (253~67 mostly end-
stopped, with 2- or g-line periods). The narrative focuses especially
on the uncanny nature of the burial, and then, with increasing
vividness, on the viewpoint and reactions of the guards themselves
(259—60, 262—3, 268—73nn.).

249-50 ‘There was no stroke of any (tou) pickaxe there, no
{earth) thrown up by {any) mattock.” yevnis (only here and in
Hesychios) is an implement with a yévus (jaw’) or blade (cf. El 485,
and 1109 &§ivas). SikeAAa is a two-pronged hoe (Latin bidens).

obte ... od: cf. OC g72, and Smyth §2948, GP 510 (‘the writer/
speaker intends to express the addition formally, but, for emotional
effect, breaks off with an asyndeton. This use is almost entirely con-
fined to serious poetry’). Comparable, but slightly different, is g52—4.

éxBoArn: the term (along with ékPoAds) is found in later {(and
Modern) Greek for mining ‘output’ or ‘slag’ (Strabo 14.5.28, 9.1.23),
and éxPoAn, EkPoAos in poetry have a wide range of applications,
c.g. E. Hek. 1078 Bperov éxPoAdv = ‘(children) exposed on the
mountain’, /7 1424 ékBoiai vedds = ‘(human) jetsam from the ship’,
cf. Hel. 422. So there is no need to follow recent editors in adopting
guPoAn, esp. since this would virtually repeat the previous phrase
(‘no pickaxe stroke, no mattock blow’).

250—2 Unusual epithets and forms (yeviis, éxpoif|, dppw§ for
&ppnkTos, and the ‘epic’ smooth breathing for Attic ¢pnuageupévn,
cf. LSJ s.0. &Guala), together with enjambments and punctuation at
irregular points within the line, add tension and force to the string
of negatives, building up to &AA" &onuods ... Tis (‘someone untrace-
able’, almost ‘incomprehensible’, cf. 1209, 998n.). For T15, cf. 07 618
TdyUs Tis 6 émiBouvAeiwv, A. Th. 491 (also 262).
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253 0 TPp®TOG . . . Nepooxnodmog ‘the first day-guard’. Presumably
the guards had started their watch during the night, immediately
after Kreon’s battlefield edict (1—g9g, 16nn.). We learn later (411—14)
that they may have fallen asleep and/or been positioned too far
from the corpse; so Ant. could slip by them, attend to the body, and
depart unobserved. Some have supposed instead that the guards
were only to begin their duty at daybreak, and that Ant. (or the
gods) performed the deed before they began: but in that case 259—67
would be pointless, and Kreon, not the Guard, should be to blame.

255 6 pév (answered by 257 onueia 3t ...) refers back to 245 TOV
vekpov, on which all thoughts are already focused.

TopBrpng ‘entombed’; more usually, ‘tomb-like’ (947), cf. 888,
1220. For the position of ov, cf. g6.

256 ‘But a thin {layer of) dust lay on him, as if from {someone)
trying to escape pollution’, gen. of origin (Smyth §1298; cf. 259—
6on.) with Tivos understood (cf. OT 629). For the position of &s, cf.
423. A corpse requires burial, and ‘pollutes’ those who touch it or
come near it until it is properly buried (cf. 775n.). The obligation
falls primarily on the ¢@iAo1; but even strangers may be ‘cursed’ if
they pass by a neglected corpse. (So the scholiast: ol ydp vexpov
S6p&dvTes dTagov kai uf émaunoduevor (‘heaping up’) xéviv, dvayels
givan £86kouv, cf. Horace, Odes 1.28.33 with Nisbet and Hubbard’s
n., Parker 1983: 4—11.) Cf. too 521 ebayfj with n. In practical terms, a
‘thin layer of dust’ would not keep predators away for long (cf. 1017~
18, 1197-8, 1202) — unless the gods are somehow protecting this
corpse (257—-8, g88—r1114n.)?

257—8 anpeia ... eEepaivero: cf. 242 onpavdv, 252 &onuos, 255
fipdvioTo (and 263 Evapyts, 288 eloop&is, 291 kpuefl, 307/325
(8k)paveiTe, 314 i8o1s; also 998, 1004, 1021). Kreon had wanted the
corpse to be ‘seen’ being mauled by animals (30, 205—6n., 257): but
now it has ‘disappeared’ from view, and clear ‘evidence’ is lacking
(84—7n.); investigation and interpretation are required (259 Adyor,
268 Epeuvddoy, 279 EUvvoia, 293 £gemrioTapal, and go6-yn.). For
oUte ... olre ... o0, cf. 249—50n. Tou (= Twos) goes &md Kool
(= German Versparung) with both 8npds and kuvéddv; cf. 365-7, 537,
697-8, 850—2, 91718, 1105—6, 1155 (and for the position of Tov, e.g.
Tr. 2—3 oUT’ &l xpnoTos oUT’ el Tw1 KAKSS).

259—60 A ‘sense construction’, with incorrect syntax but clear
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meaning. Properly we should have & fjuiv (for &AAfAoiotv) and
QUAaKos EAEyyovTos (gen. of origin, cf. 256n.; or absolute), since
QUAaE is not in apposition to Adyor. Similar is A. Prom. 200—2 oT&-
ois 8 &v GAANAooY QpobiveTo, | ol pév BéAovTes ... of Bt ..., cf.
Ag. 913 with Fraenkel’s n., E. Ba. 1131-2 (and see 413—14n.). In all
these cases, the solecism produces a more lively and spontaneous-
sounding narrative (cf. 262—gn., and 1021—2). For éppdé8ouv, cf. 290
with n.

260—1 ‘And finally it kept coming to blows, and nobody was there
to prevent it’, iterative imperfect 4+ &v, sce Smyth §1790, GMT §162.
Or possibly contra-factual, ‘it would have come to blows, for nobody
was there ...” For the ‘adverbial’ use of TeAeuTdw, see LSJ s.0. 11.4;
and for the idiomatic article + fut. participle, cf. Ph. 1242 Tis éoTan
W & EmikwAUowy T&Be; (with Jebb’s n.), A. Prom. 27.

262—3 ‘Each one {of us) (sc. in the minds of the others) was the
culprit; nobody was clear{ly guilty); {cach) was disclaiming any
knowledge’: a vivid representation of the guards’ confused and ap-
prehensive state of mind. For &vapyns, cf. 07 535.

€pevye: in legalistic sense, virtually = ‘denied’, ‘was pleading not
guilty’; hence followed by un + infin. (cf. 442, Smyth §2739—41).

264—7 The Guard’s insistently tripled claims and disclaimers (kal

LKl ... KO L., TO UATE ... UNTE ... WAT ..., cf. 238—g) under-
line his anxiety. Oaths (Beous dpkwpoTeiv) are the standard means
of reinforcing a claim (Burkert 1985: 250—4). Ordeals are much less
commonly attested (7bid. 253 with n. §6), though metaphorical or hy-
perbolic offers to ‘walk through fire’ (81& Tupods iévan) are found,
e.g., at Aristoph. Lys. 133—4, Xen. Symp. 4.16, Virgil, Aen. 11.787-8.
No exact parallel is known for ‘lifting lumps of molten iron in
{one’sy hands’, but cf. G. Mucius Scaevola’s act of thrusting his
hand into a fire (Livy 2.12—13.5, with R. M. Ogilvie’s n. ad loc., ‘The
burning of the right arm ... is ... the punishment for the breaking
of an oath’). Or, if the guards are slaves (223—331n.), this may refer
to the torture (P&oavos) legally required for their testimony to be
valid in Athenian courts; see Hunter 1994, index s.o. ‘torture’, M.
Gagarin, Early Greek law (Berkeley 1986) 29 n. g4. (Quite different is
the practice of sinking lumps of iron in the sea, as e.g. Hdt. 1.165.)

268-73 Enjambment and tortuous syntax recapture the evasive-
ness of the guards at the prospect of informing Kreon.
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268—70 ‘At last, when we were getting nowhere in our inquiries,
one of us said something that made us all droop our heads to the
ground in fear.” For oU8év Aov (‘nothing better’), cf. 40, 0T 37.

Tig €ig = £is Ti5, the enclitic gravitating, as often, to the front of

the sentence.
0 ... mpovrpehev: (cf. OT 358) The MS &s is not impossible, but
would focus undue attention on the author, rather than the content,
of the awful pronouncement; and an object is wanted for Aéys
(6 = ToUTo 8).

€¢ médov xapa | vedoar: contrast 441, with n.

270—2 ‘We did not have {any way) to contradict ¢him) nor
{any way) how, doing {what he said), we might benefit’ (dmws ...
mp&Eaipev = the indirect version, in historic sequence, of the delib-
erative question 1és ... wp&Ewpev?). For the change of construction
after €xw, cf. 4. 428—9 olTor o &meipysw oU8” meos £ Aéyewv |
gxw, and LS§J s Exw 11 Some prefer to take &mews SpédvTes
together: ‘we did not know how we should act to do well’. But, as the
Guard says, there is no prospect of any alternative course of action
(00T’ &vTipoveiv),

272—3 Nv 8 6 pb0og ‘(this) suggestion was ...

avototéov | goi ‘that you must be informed’, ooi = dat. of interest,
for the more usual sis + acc. after dvagépw (cf. 233—4n.).

274—5 tadr” évixa ‘This view prevailed’, cf. 233 éviknoev, with n.

uapé ... xabaipel ... Aafeiv ‘condemns me to get this pleasant
(task)’, flippantly sarcastic (cf. g1, ggynn.). For this sense of
kabaipéw, see LSJ s.0. 1.5, and esp. (with following infin.) OC 1689
KaTa e ... ‘Aidas Aol TaTpl EuvBaveiv.

276 018’ &2 parenthetical, = ‘doubtless’, cf. 758.

2778—9 The Elders venture a suggestion: was Pol.’s burial perhaps
a miracle, a supernatural intervention? (Cf. II. 16.666—83, 24.18—21.)
Some critics have taken this suggestion to be correct (in which case
Ant.’s subsequent act of reburial might seem superfluous); cf. g76—
440n. But after 72—3, 80—1, 98—9, it is natural that the audience will
understand the ‘deed’ of 253—67 as Ant.’s; and this, while it is never
quite established as a certainty (435n.), is strongly confirmed at 423—
8, 4345, 442—3. Yet the Chorus’ interpretation may not be wholly
mistaken: perhaps the burial was indeed ‘god-sent’ or god-assisted
(benAatov, cf. OT 255; and 421 Bstav vooov with n., 376—440mn.).
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époi tou ... ‘(speaking) for myself, to be sure ..., with To1
‘revealing the speaker’s emotional or intellectual state’ (GP 541.6).

w1 Tt xai Befrarov (whether) this event may not be perhaps (T1)
in fact (kai, gon.) god-sent’. For pf + indicative (éoT1, understood) in
a cautious assertion or suspicion, see 1253—6 un T ... KCAUTTTEL, 4]
278 (GMT §269, Smyth §1772, K-G 11 394-5); contrast 1113—14.

7 Evvvoia Bovdevel maAal ‘my anxious thoughts have for some
time been suggesting to me’; for wéAau, cf. 289, 1244~50. cUvvola is
found nowhere else in S. (though cf. ouvvoéw at OC 454): it may
mean here ‘second thoughts’ (after 211-14?), almost ‘conscience’ (cf.
A. Prom. 437, Stevens on E. Andr. 805).

Pairs of long speeches in tragedy are often punctuated and/or
concluded by 2- or 4-line comments from the koryphaios (cf. 4712,
681—2, 724—5). Usually these are blandly moralistic or non-committal;
but this one provokes an uncxpectedly vehement reaction.

280-314 Kreon responds furiously: first against the Chorus-
leader (280—9) for suggesting divine complicity in the burial; then
against the rebellious faction who must have bribed the guards (289—
92); then finally against the guards themselves, whom he threatens
with torture and death if they do not capture the culprit (293—314).
Once again, Kreon sees himself as defending civic and religious or-
der (cf. 207-10); but in his anger he reveals an unpleasantly merce-
nary view of human nature (gnomat at 295—301, 312, 313—4; cf. 295~
303n.), and a strong preoccupation with his own authority (personal
pronouns 290, 292, 304, 307; plots 289—g2).

280-3 wpiv ... xai pe pestdoar ‘before you really (kai, cf. 726—
7, 770, and gon.) stuff me full ...” peoTow is rather a coarse, graphic
word (cf. 420, El 713, and LSJ s.0. peotds). For the position of kai,
see B. Hipp. 92, GP 326, W. J. Verdenius, Mnem. (1976) 181. The
MSS write k&ué (‘me too’), which makes nonsense here.

evpedijig: for the aphairesis, cf. 83n.

&voug Te xal yépwv apa foolish as well as old’, old age being
naturally associated with wisdom (cf. 681—2, 726—9); cf. the same
insult at OC g30 yépov® SpolU ... kal ToU voU kevdv (against
Kreon!).

Saipovag: emphatic, and contrasted with 290 &vBpes. Here, as
often, the term is used interchangeably with 8goUs (278, 288).

284—8 mwoétepov ... | # ... : heavily sarcastic, ‘Were they honour-
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ing him as a benefactor when they covered him ..., or do you see
gods honouring evil-doers?’

apixiovag ‘with columns all round’ (not ‘at both ends’); cf. E. IT
405 Tepikiovas vaous, Andr. 1099. The sonorous epithet may be
merely conventional, since most of the grandest temples were so
built; but it may allude to a particular temple of Dionysos at
Thebes, since he was worshipped there as Tepikiévios (Farnell 1gog:
v 281 n. 10); cf. 153—4, 1115—52nn.

Yfiv ... xai vopoug Siaoxed@dv: a modification of 120—3, 200-2,
with a bold zeugma and unusual usage of Staokeddvvuut (‘looking to
tear apart their land and their rites/laws/customs’), cf. OC 619—20.

289-94 oUx EoTiv' &AAd ...: cmphatic and decisive (cf. 293
g€emioTaual kaAds); yet the scenario he sketches, though vivid, is a
little incoherent. How long has this supposed disaffection been going
on? If it is ‘hidden’ (291 kpugfi1), how does he know all about it?

Ttabta ... THv8e TovTOUG ... Tade: the sequence is convoluted,
but it finally emerges that Talta (289) must refer to his edict, even
his rule (‘all of this’, cf. 33 TalTa, 219 T&S¢), and is the object of
uOAIS @épovTes: in 293—4, TGV refers back to &vdpes, ToUTous to
the guards (as a gesture would indicate), eipydobair T&8e to the
burial (cf. 273 ToUpyov, 262 oUEeipyaopévos, 248 & ToApnoas T&Se).
The alternative, of taking TaUTa with éppdBouv (‘were always com-
plaining to this effect’), does not make the right point in this context,
and leaves poAis @épovtes dangling (though, for this, cf. A. Eum.
794)-

xai wdAar ‘from the very start’, i.e. from the moment Kreon
issued the edict, just a few hours ago (cf. 1—ggn. and 279 TwéAan). Yet
it is hard not to begin to take 289—92 as describing ‘long-standing’
opposition (“They’ve always been out to get me .. ."). Possibly Kreon
is referring to a period when he was acting as regent for Oidipous’
young sons (cf. 993-5, 1302—3nn.); but 1557, 170—4 imply that he is
new to such authority.

mohews | &vdpeg: contrasted with 282 Saipovas (and cf. 221-2n.).

€ppoBouv époi ‘were in uproar against me’. pobéw is used of
human voices at 259, but nowhere else in extant Greek, though cf.

 413—14n., E. Andr. 1096 éxwper péBiov &v OAel kakdv, A. Pers. 406,
Hes. WD 220 (po8os).
xpuefiL implies secrecy (cf. 85); yet éppdBouv and the graphic
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imagery of 2912 imply outspoken and visible resistance. Kreon
seems to be picturing vividly what he has not seen or heard.

xdpa celovteg ... Vo Luydt | Aoqov: an ugly image, of citizens
submitting justly’ (dikaiws), like mules or oxen, to the ‘yoke’ of
domination (cf. 477-8, 663—7, 6go—inn., A. Ag. 1638—41, Goheen
1951: 27—9, and further 162—3n., Introd. §5(c); also 350-2).

©g oTépyely Eué ‘so as to (= GaTe, cf. OT 84) accept me cheer-
fully <as ruler)’, cf. A. Prom. 11 Thv Ai1ds Tupawida oTépyev, S.
Tr. 486. The reverse (‘to my satisfaction’, Brown) may also be
understood.

293—4 ‘It was by these men, I know perfectly well, that those
guards have been corrupted with bribes, and have done this deed.’
For ik, cf. 63—4n. For the infin., rather than participle, after the verb
of knowing (not found in Attic prose), cf. 473—4, 1092—4, Ph. 1329,
Smyth §2139. (Different is 472, = knows fow to .. .")

wieBoiov: cf. 221—2, 295303, 302—3nn.

295-303 Dissident factions, greedy politicians, and venal sub-
ordinates are familiar features of any Greek polis, esp. Athens: and
complaints about the corrupting power of wealth are common in the
sixth and fifth centuries (e.g. Theognis 697728, Solon 13.7-16). So
Kreon’s generalizations, though sweeping, arc not absurd (cf. 221—
2n.). But obsessive suspicion of one’s fellows was thought to be esp.
characteristic of ‘tyrants’ (Hdt. 3.80—2, Aristot. Pol. 1313b30, Dio
Chrys. Or. 2.75; cf. 484~5, 1033—4nn.; Bowra 1944: 72—3, 778, Pod-
lecki 1966, Ober & Strauss 1990: 261-3), and in this case we know
the suspicion to be unfounded (cf. OT 380—9, 540—2).

295—-6 &pyvpog | ... véuiep’: wry word-play. The original
meaning of vouicua (found only in poctry, e.g. A. Th. 269, E. IT
1471) 1s ‘institution’ (i.e. what is vopifw-ed; cf. 455 with n.); but the
regular fifth-century sense is ‘coinage’ or even ‘coin’. Thus, ‘there is
no institution/currency worse than silver’. The sordidness of ‘silver’
coin is often contrasted with the purity of ‘gold’; cf. 699—700, 1037-
9, 1055-6nn., Kurke 1995.

voptou® €RAacte: since PAacTavw (a favourite word of S.) is
virtually synonymous with mépuka (pUw), and vouos and pucis are
normally opposed, not combined, this is another oxymoronic word-
play. Kreon sees bribery and corruption as endemic, ‘growing’ with-
in human societies (cf. El 1095 uéyiot’ &pAacTe véuipa (of divine
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‘laws’), OC 611 PAaoTdvel ... &mioTia); contrast 455—7 4l TalTa
(= vouipa) with n.

296—301 Personified ‘money’ (295 &pyupos, to which TolTto ...
T68e ... T68¢ . .. all refer; for the neuter, cf. 334 ToUTo) remains the
subject of the series of verbs (‘ravages ... banishes ... teaches ...
perverts ... shows ..."), through a powerful tricolon crescendo (cf.
238—40, 673—4nn.).

298-g {oracbai: governed by both ék8i18doket and Tapad-
Adoosr, which are virtually a hendiadys. For ioTacfa1 mpos ... (‘to
attend to shameful deeds’), cf. Thuc. 4.56 Tpos THY Ekeiveov yvdopny
&el EoTaoav, Plato, Rep. 452e, E. IT 9612 &5 Siknv éotnv. The asso-
nance («) is strikingly insistent.

300—1 mavouvpylag ... Exelv = Tavoupysiv (cf. 1273, and 4j. 564
onpav Exwv, Hom. Od. 1.368 UBpv éxovTes.) Thus Kreon sums up
295—g; but then, with the ‘etymology’ (TavTos €pyou BucatBeiav,
cf. 74 do1a Tavoupynoaoa), he narrows the sco;?again to that of
his original complaint (280—3): this was no 8enAaTtov épyov (278—9),
but a human act of criminal impiety.

eidévar ‘become familiar with’, cf. 71, 477nn., Ph 960 oUdtv
1Béval KaKOV,

302~-3 Although these two lines could be taken gnomically, as
the conclusion to Kreon’s general complaint against money (with
T1&8e = TO148¢, and ESémpaav gnomic aor.), they seem more partic-
ularly directed at the Guard (cf. 293 ToUToUS), esp. in light of the
echoes of 294 in g02.

piobapvodvreg: a sneering, low-prose word (‘hiring’); cf. 313
AnupdToov with n., 1035-9n.

wg = &oe (cf. 292). “They brought it about that eventually (ToTe,
cf. 103n.) they pay the penalty.’

304—12 At last Kreon turns to address the Guard (the switch to
direct address is marked by 304 &GAAG). In one elaborate period, ten
clauses long, he swears to make an example of the guards if they fail
to find the culprit: he will either catch the one(s) who bribed them,
or punish the guards themselves and thereby teach a ‘lesson’ to all
(309 dnAwanTe, 310 €id0Tes, g11 padnTe). His threats of torture and
death are extreme, but might not be outrageous by Greek standards
if the guards were indeed guilty (308—9n.).

304—5 The threat is prefaced with a solemn oath, by Zeus (cf. 184,
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450n.; contrast 487 Znvos épkeiov with n.). The clash between Kreon
and Ant. is not simply between ‘human’ and ‘divine’ law, but be-
tween two incompatible sets of social and political principles, both
of which can lay legitimate claim to divine sanction {cf. 184—91n.,
Introd. §5(e)(i)).

306—7 ei pn + fut. indic. is the regular construction for threats
and warnings (Smyth §2328, GMT §447).

Tov adtéyetpa: cf. 49—52, 170—2, 1175, 13150n. (also goo); and,
for the misleading masculine, 239 6 Spdv, 248 Tis dvdpdv, 252 6
tpydTns.

€c 6¢pBaAipols €épovg: the hidden, ‘unidentified’” man (cf. 252,
257—-8n.) must be ‘discovered’ (eUpdvTes), ‘brought into the open’
(ekpaveiTe, cf. 324—5) and hauled ‘into view’ for Kreon himself to
inspect: cf. 30 eloopdol, 34 oagfi, 206 i8¢iv with n., 309, 329, 405—6
(and 84—7n., Griffith 1998, Goheen 1951: 84—6).

308—9 ‘Mere death will not suffice for you all, until, suspended
alive, you demonstrate {the full implications of) this outrage’; i.e.
Kreon will make an example of them. Less likely: “... until you
reveal (those responsible for) this outrage’. The construction is a
mixture of (1) ‘Simple death will not suffice’ and (ii) ‘You will not die
until ...” Hanging a man from a gibbet or board, and either leaving
him to die of starvation and exposure, or beating him to death (apo-
tympanismos), was a familar mode of execution, at least for low-class
criminals and traitors: Hom. Od. 22.172—6, Hdt. 7.33, 9.120, 4.
106ff., A. Prom. 26 with Griffith’s n., Ar. Thesm. g31ff.; cf. K. Latte,
RE s.v. Todesstrafe, Hunter 1994: 154—84, esp. 179. Contrast 773—6mn.

pobvog: this Tonic form of pdvos, metrically convenient, is com-
mon in S. (cf. 508, 705), but not in A. (only Prom. 804 vouvay) or E.

310—11 (V' ... aprdlyte xai wdbn6’ ... : grim sarcasm (‘that will
teach you to ...%), cf. 4j. 100, OC 13771f. (and 888n.). The construc-
tion of g10 is proleptic: lit. ‘knowing profit, whence {it) ought to be
derived’, with éo71 understood.

313—14 After rounding off his tirade with one gnome (312, follow-
ing enjambment, cf. 67-8n.), Kreon adds another (‘crime doesn’t
pay’). The construction is a mixture of (i) ‘you can see more people
ruined than saved’ (mAeiovas ... fj ...) and (ii) ‘you can see most
people coming to ruin’ (ToUs Agiovas); cf. OC 796, K. Hipp. 471—2.
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Anppdtwyv: exclusively a prose word; cf. 302 wmoBapvolvTes
with n.

dTwpévoug ... cecwpévoug: cf. 4, 17 dTwuévn, 189 owilovoq,
331, 440.

315—-31 A brief stichomythia rounds off the scene, as the Guard,
still preoccupied with saving his own skin (331 owbeis), continues to
annoy Kreon (316, 318) with what seems to him mere small-talk (320
A&Anpa, 324 kOuyeve). By harping on the difference between actual
events (317 6 8pddv, 321 TO 3’ €pyov) and the false interpretation of
them (317 év Tolow Qoiv, g1g T& &’ @Ta, 32g Weudii Sokeiv), the
Guard invests this little confrontation (agin) with a deeper resonance,
reinforced by several unconscious ironies (323, 329, 331nn.), — and it
is he, not his King, who ‘wins’ the exchange and enjoys the last
word.

315 ‘Will you allow {me) to say something, or am I just to turn
round and go?’ (cf. 244-5). oUTws = ‘just like this’, cf. Ph. 1067. Tw is
deliberative subj.

316—21 The Guard’s pedantic wit will not be quelled: Kreon’s
‘annoyance’ (316 &viopds, 319 Gvidi) is not caused by the sound of
the Guard’s words, but by the consciousness that the man exists who
did such a deed (present tense, 319 6 p&dv).

317 i THL YuyF: here equivalent to the Homeric éti gpeoi (e.g.
1l. 1.55), as 319 T&s @pévas shows; cf. 227—30n.

318 ©i ... puBpilerg ... dmov (sc. toTt) “‘Why are you trying to
define where my pain {is)?’ (again, proleptic, cf. g1on. and 4;. 8go
&vdpa pn Asvooev 6trou). There is something to be said for the MS
variant Ti 8ai, rather than i &, in 318. Although 8ai is very rare
in A. or S. (only perhaps at A. Cho. goo, where see Garvie’s n.), it
occurs occasionally in E. and often in Aristoph., with a colloquial
and indignant flavour (‘Why on earth ...?’, GP 263(2), K-G 11 134)
which would be appropriate here (cf. 302, 313, 320 AdAnua with n.).
Metre does not help us decide, since 8¢ would in any case scan long
before initial p-.

320 AdAnpa §fiAov xtA.: lit. ‘Oh, how you were born (to be) an
obvious chatterbox!” (ékepukds attracted to the gender of AdAnua).
For 8fjAov, cf. 20, 242 dnAois and 471 dnAoi with n.; more common
in S. is the idiom 3fjAos €i/¢c0T1 + participle (e.g., OT 673, 4j. 326).
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Neuters in -pa are commonly used in drama to express contempt for
a person (Long 1968: 114—20: cf. 650 Tapayk&Aioua, 756 SoUisupa,
and e.g. 4j. 381 &Anua, Ph. 927, E. Rhesos 499 kpdTnua; also 760 16
picos). AdAnpa, though not found elsewhere before the fourth cen-
tury (Euboulos PCG v 109; cf. L. (?) Andr. 937) would suit sense and
tone here (cf. 324 kopyeue). But a scholiast seems to read a variant
&Anua (lit. ‘fine-ground flour’, hence ‘word-sifter’, ‘manipulator’, 4.
381, 390), glossing it as = mepiTpimua THs &yopds (a ref. to Dem.
18.127; cf. too Ar. Clouds 260 Tpipua, 447 TepiTpiupax Bikédv with
Dover’s nn., and LSJ s.oo. menmdAn, warmwdAnua). The choice be-
tween them is difficult.

321 obxouv ...y’ ‘Well, (I may be a chatterbox, but) I certainly
never did this deed’ (cf. 993, GP 422-4).

322 ‘Yes you did (ye), and what’s more (kai TalTa) you betrayed
your life for money.” (For yuyn, cf. 227.) Here, and in 324—6, Kreon
mechanically repeats his earlier assertions, as if no longer listening
to anyone else.

323 ¢eb: The extra-metrum exclamation, interrupting the flow of
stichomythia, marks this as a significant moment (cf. 1048, and E. Ba.
810), and underlines the degree to which the Guard by now controls
the terms, tone, and pace of the discussion.

There follows an alliterative gnomé levelled at Kreon himself, play-
ing on the two senses of 86§x (Sokel pol Talta can mean, “These
things appear to me {so)’; or, ‘This is my opinion/decision’, cf.
1102, 1111): ‘It is indeed disturbing, when someone is making up his
mind according to {mere) appearances (1 dokfjL ye), for those
appearances in fact (kai, gon.) to be false’ (cf. 622—5). 1 Sokfit is
equivalent to &&v Tivi Sokfjt or crTivi &v Sokfj1 (for the omission of
av, cf. 71011, 1025—6nn.). The MS variant fiv Sokfii, though possi-
ble, is less idiomatic than the relative. Some editors read &t Soxe,
i.e. not gnomic but particular, ‘It is terrible that this man ...’; which
seems too bold even for this cocky character.

324 xoudeve ... v 868av ‘keep on playing that clever doxa-
game of yours (= T9v)!” To Kreon, the Guard is just a smart alec
(kopwos, cf. 320 AdAnPa with n.; kéuypeve also echoes 323 xai
peudfy). - B
T 3246 €i 8¢ ... | paveite wtA.: construction, thought, and lan-
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guage all repeat Kreon’s earlier threats (306—7; 303; 310—12); cf.
322n.

Se1ra ‘vile’, ‘worthless’, cf. Theognis 835 képSear Be1Ad.

327—31 Kreon is already departing, and may not be intended to
hear the Guard’s final comments (Mastronarde 1979: 30, cf. E. EL
1142—6, Ba. 515-18), which are typically breezy and self-centred,
echoing his opening remarks (330 &xT0s éAriSos / 235; 328 TUxXN, 331
Tols Beols / 236). The larger issues are not Ais concern, but Kreon’s,
the gods’, fate’s, luck’s ...; he himself is just surprised and relieved
to be alive, and sure that he will not be back (329 heavily emphatic;
but see 388-400 with n.). The Guard’s own little comedy, with its
unexpected conflicts and reversals, is integrally bound up with Ant.’s
tragedy.

332—75 Second Song (First Stasimon) of the Chorus

The Elders have heard Kreon’s edict; and now they have heard the
Guard’s account of the mysterious burial. Their reactions have hith-
erto been muted and non-committal (211—20, 278—g). Now, left to
themselves, rather than comment directly on the previous scene, or
speculate as to the outcome of future events, they launch into a far-
ranging consideration of the resourcefulness and ingenuity of the
human race. This is perhaps the most celebrated song in all Greek
tragedy (often referred to as the ‘Ode to Man’). It is also one of the
least straightforward in its function and meaning.

The Chorus begin by describing, in ascending order, the extraor-
dinary achievements of human civilization: strephe « — control over
the natural environment (navigation and agriculture); antistrophe o —
control over animals (hunting and fishing, harnessing of horse and
bull); strophe B — the civilized arts (Janguage, reason, urbanization
and house-building, medicine — but not immortality); finally (anti-
strophe PB) they consider the proper and improper use of these talents,
and issue a prayer to avoid the latter. The sustained level of gener-
ality is such that modern critics have disagreed radically in their in-
terpretation of the Song, even as they have admired it as a piece of
poetry. Is the view of ‘Man’ (333 &vBpwmos, 347 &vfp) predom-
inantly favourable, predominantly unfavourable, mixed, or neutral?
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(Or, to put it another way, should we translate the key term of the
opening line, 8eivd, as ‘wonderful’, ‘terrible’, ‘strange’, or ‘extraor-
dinary’ (cf. 332n.)?) And what is the true point of 368—71, which
ought to provide the connection with the immediate context (cf. 372
gpol, 375 &5 148’ £pdel)? What and whom should we have in mind
when the Chorus sing of ‘respecting the laws and ... gods’ (368—9)
on the one hand, and ‘excessive daring’ (371 ToAuas) on the other?

Some have concluded that the Chorus here transcend the per-
spective of the Elders of Thebes, to offer instead S.’s own insights;
or even that the song was composed by S. as a sclf-contained entity,
a lyric four de force on the human condition that bears no particular
relevance to this play (so Brown 1987). But there is no need to resort
to such desperate critical measures. Rather, we may read the ode
(like several in tragedy) from a double perspective, both as an at-
tempt by this group of old Thebans to make sense of what they have
just seen and heard, and as a complex and open-ended verbal struc-
ture in which S. allows us to explore larger themes arising out of
this particular situation. In the choral lyric tradition, audiences were
accustomed to using their intellects and imaginations to make con-
nections between allusive myths, or free-standing moral genecral-
izations, and the immediate occasion and context of performance
(cf. 944—87m.). So here, the ironies and paradoxes that we come to
recognize with regard to the different ‘authors’ and audiences of
this ode, and the sweeping vistas that are opened up for interpreta-
tion, in no way detract from its immediate dramatic relevance and
function.

In the preceding scene, the Elders’ puzzlement and fear were con-
spicuous; and these mixed emotions continue to colour their de-
scription of ‘Man’ and his achievements throughout this ode. They
see ‘Man’ as cthically double-edged, talented but flawed; by ‘the act
of daring’ (371) they mean specifically the ingenious but illegal burial
of Pol.’s body (cf. 248 & ToAunoas T&de, 59 vépou Biai, 287 vépous
S1a0ked&V); and they worry that the man who perpetrated it (375; cf.
262, 302, g21) may bring ruin on himself and all of Thebes (370
&woAis). This, we may say, is the ‘surface’ meaning of the Song —
what the Elders intend to say.

But from the better-informed perspective of the reader/audience,
many of their words take on quite different significance (even as we
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share their point of view too, at least intermittently): we can see
things that they cannot. We know who performed the burial, and
why — the ‘daring’ that accomplished it was proof, not only of hu-
man ingenuity, but also of piety and courage (as well as luck or di-
vine favour; cf. 278—gn.); and it was intended not so much to subvert
the laws of the land as to uphold them (23—4, 74~7; cf. 454—7). Con-
versely, the figure of the over-zealous civilizer (catcher, tamer,
builder, teacher), may remind us (if not the Elders) of Kreon, cur-
rently ‘high in his city’ (368—70; cf. 1160—71) through dedication to
its laws and gods (367—-9, cf. 175-83, 285-8, 510ff.); cf. Goheen 1951:
54—6, Segal 1964.

The ode is also of interest as a document in the ‘history of ideas’.
It stands as one of the earliest extant examples of the growing Greek
interest in the evolution of human societies and in the opposition
between ‘nature’ (¢Uois) and ‘culture’ (vopos), subjects central to the
new scientific, anthropological, and political currents of the mid-fifth
century. Although the ode does not present a continuous evolution-
ary narrative, like that of ‘Protagoras’ at Plato, Prot. 320c—322d, or
Prometheus at A. Prom. 442—506 (cf. Guthrie 1971: 60—8, 79-84, A.
T. Cole, Democritus and the sources of Greek anthropology (APA Monogr
25, 1967)), it does provide a similarly comprehensive list of human
achievements that distinguishes the higher stages of civilization from
the life of beasts, and culminates with ‘political’ life, justice, and law
(368 vopous, 369 Sikav, g70 UyimoAis, &mohis). Here, even more
prominently than in those other accounts, the ambiguous moral
character of ‘technology’ (esp. 365 TO unyavoey Téxvas) and of
human ingenuity in general is emphasized: culture is presented as
an aggressive process of ‘defeating’ and ‘mastering’ nature (338—q,
343, 347nn.). So, while the ‘wonderful’ benefits of architecture, med-
icine, language, and law are acknowledged, so is mankind’s ‘terrible’
urge to dominate and to push beyond accepted limits: oUdtv &vbpc-
Tov BewdTepov. See further esp. Benardete 1975, Burton 1980: 95—
104, Segal 1964, 1981: 152—66.

Metre: strophe and antistrophe «

- U U - v - U -
332 TOAa Ta dewva koudey &v- choriambic dim.
342 KOUQOVOWV TE UAOV dp-
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333 Gpo_o'rro_u BglV;T:pgv TeAer glyconic
343 Vvibwv &upiPciwv &yel
bl U u— v - .

334 TOUTO Kol TTOATOU TEPAV glyconic
344 Kot Bnpwv dyprwv v

- - - uUu- U - X
335 TTOVTOY XSluspl(.Ol voTwl glyconic
345 TovTou T elvaAlav euolv

U—-_ v u- -

336 Xcopsl TepLPPUXIOIOIY hagesichorean//
346 oTelpaiol BIKTUOKAWGTOIS

v - U . .
337 Tepwov U mSucxcnv Becov 2 iambics

347 Tepippadns &vnp: KpaTEl

-y -lu -

338 ¢ Tow UTTEPTATAV, Fav iambic | bacchiac
348 Be unyavais &ypaviov (2 iambics,)

by v e vou = \;‘ (o) - U
339 &obiTov, AKAUATAV XTTOTPVETAL 4 ‘dactyls’

349 Onpos dpeooiPaTa, Aaciavyeva §

v v - - U v U o s
340 1?\7\ouevcov C(pOTp(ov €TOS €1 £TOS, 4 ‘dactyls

350 itrmov UTnyayet &uprAogov {uyov

v
341  ITrTrELL ysvet TTOAEVWV. cr., cr. ba.//
350 OUpelov T &KUNTA TAUPOV. (3 .iambics,)

The first half of the stanza (= five cola, up to period-end at 336 =
346) resumes the even-flowing manner of the Entrance Song, con-
sisting entirely of aeolic elements of the glyconic/choriambic di-
meter type: ‘the chorus have not altogether abandoned the buoyant
mood of the parodos’ (Ditmars 1992: 60). The fifth colon (336 = 346
——u—uu— —//), whether it is analysed as a cho. dim. extended
into pendant close, or as a modified pherecretean (as would be
expected after a run of glyconics), strongly echoes the clausulae of
that Song (109 =126 —— —uU— —//, 140 =154 — —UU— —//).
But at the same time, it begins the movement away from the pure
aeolics of the first half, towards the alternating dactylic and iambic
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elements that will prevail in the rest of this (and all of the next) stro-
phic pair.

The articulation of the second half is equally clear, and the
rhythm continues to be predominantly light and free-flowing: a
string (four metra) of iambics, all with short anceps, is followed by a
string (again a multiple of four) of lyric dactyls. At the point of
transition (338—9 = 349-50), the heavy pendant rhythm of the iam-
bic close (esp. in the strophe, with punctuation after [&v) suggests
nature’s resistance to human efforts, which is then quickly overcome
in the swift dactyls that follow (338—41n.), but recurs in the final co-
lon (341 = 352). This clausular cap could be taken either as iambic
(resuming the rhythm of §37-8 = 347—8, but with initial ‘spondaic’
syncopation, cf. Dale 1968: 84—5, Pohlsander 1964: 7, 210), or as
contracted aeolic (—=—-u— u——, le. a pendant form ofuthe
opemng colon, 332 = 342 —uu—u—u—): the prosody of el
and oupslov might even allow for ambiguity between the two. The
overall pattern (iambics, dactylic string, pendant iambic clausula) is
common in S.; cf. 879, and e.g. El. 153-63 = 185—-92, OC 539—41 =
546—8, Dale 1968: 39.

Strophe and antistrophe B
Y v - v U

353 K& q>esyuo< KOl AVEUOEV x D
365 co@ov T TO uNYaAVOEY

v -y A v v -
354 QPOVNUX Kol &OTUVOPOUS x D
366 Texvas Utrep EATIS’ Exwv
355 o;y&s 58180(60(1'0 Kol 5ucrotu7\cov vu D xe,//
367 ToTe pev Kakov, &ANoT &’ EoBAov EpTreL.

R
357 Taywv uTaibpela Ka xee
368 vopous yepaipwv yxBovos

— —_ | _ —
359 Sﬁcouﬁpé PEVYELY [3?7\7], xee
369 Oewv T Evopkov Bikav
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- VU UvuUly vuwy \u—uf

360 TTQVTOTTOPOS ATTOPOS ETT oUBEV & EPXETAI exexe
370 UWYITTOALS® ATTOALS OTW1 TO PN KaAAOV

U - U == v -
361 TO peAAov: ‘Aida povov X ee

371 EUVECTI TOAPGS YX&PIv.

- ly —u -
362 q:su§1v oUk emrafeTal, cxe
372 BT EHOl TTAPECTIOS

y —lv - U -

363 voowy §° AUNYXAVWY QUY TS xexe
374 YevorTo pnT loov ppovev
364 EDIJTF:(PP&O‘T&L e x//
375 65 Tad pdetl.

The metre could be categorized as ‘dactylo-epitrite’, as it is easily
described in ‘D x e’ notation; but it might better be regarded as
‘prosodiac-enoplian’, for the dactylic (D) and epitritic (e = iambic)
elements are less integrated with one another than is usual for true
dac.-ep. (cf. West 1982: 132—6, Dale 1968: 162, 180—4). Thus the first
period (353—5 = 365-7) is predominately ‘dactylic’ (i.e. deploys
largely the expanded choriamb, or ‘hemiepes’, —vu—uu—, plus
anceps; but no cretics), whereas the rest is entirely cretic/iambic,
and contains no double-shorts at all (apart from the scurrying reso-
lutions of 360 = 370). In the clausula to the first period (355 = 367),
the responsion of ToTe pev ... to dpyas confirms that this is a ‘rising’
aeolic colon of the expanded ‘aristophanean’ type (in effect, ‘Alcaic
decasyllable’ preceded by one long syll.; cf. 585 = 596), rather than
dac.-ep., since resolution of anceps in dac. ep. is very rare.

In the iambic portion, we twice have a movement from synco-
pated dimeters, to a faster, less syncopated element (360 = 370,
363 = 373), and back to a heavier, syncopated clausula (361 = 371,
364 = 375). The final element of all (—u— —), although analysable
as a ‘trochaic’ metron, maintains the cretic/iambic character (Dale
1968: 95-6), while reasserting the pendant tendency of the first stro-
phic pair (cf. 341 = 351).

Particularly striking are the strong punctuation and resolutions in
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360 = 370 (see 355—60n.), which provide a climactic effect, of build-
up and release, followed by renewed, unresolved tension. Overall, in
both strophe and antistrophe the words accompanied by iambic
rhythms are generally darker in mood than those of the dactylic
portions.

332 moAAa té Sewva ...: a brief example of priamel, a common
rhetorical device for focusing attention on the intended object of
praise or blame (here, &vBpcTros) by briefly considering and reject-
ing others first (e.g. Sappho fr. 16, Pindar, O. 1.1ff.). The opening
words recall those of A. Cho. 585ff. TToOAAG pév Y& Tpégel Bewv ...,
which likewise ends up focusing on &v8pds epévnua (594): there the
associations of 8ew& are almost entirely sinister; but here it soon
becomes obvious that the epithet has been chosen precisely because
of its multivalence (‘terrible’, ‘awe-inspiring’, ‘wonderful’, ‘strange’,
‘clever’, ‘extraordinary’). These first two lines thus open up for
‘humankind’ an almost infinite range of possibilities.

avBpwmovu: cf. 947 &vnp with n., and contrast 278—9.

334 todro: i.e. dvbpwmos, cf. 296 ToUTo after 295 &pyupos. The
pronoun seems to be attracted into the neuter by the adjacent neuter
predicate noun (here, sc. TO 8ewdv, cf. 295 vopioua).

334—41 The list of human achievements begins with a ‘polar’ or
‘universalizing’ doublet: sea and land (Bundy 1961: 24—5; cf. 39—4o0,
785—-6, g51—4nn.). What is emphasized is not, as often, the initial in-
vention of ships and ploughs, but the daring and perseverance that
continue to drive people to defy natural limits. Both elements pres-
ent challenges; but sea-faring is esp. appropriate to set the tone for
the whole ode, given its notoriously ambiguous status, as a positive
symbol of adventure and technical mastery, but also a negative one
of temerity, violation of boundaries, and unnatural greed (Horace,
Odes 1.3.9ff. with Nisbet and Hubbard’s nn.). To the Athenians of
the 440s, heavily dependent on imported grain, victors of Salamis,
and rulers of the Aegean through the Delian League, triremes and
trade were indispensable sources of power and prosperity; but none
the less, at least among the upper classes, and in the rest of mainland
Greece, farming, hunting, hoplite and cavalry warfare, and landed
wealth continued to be more highly respected.
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335 vétwu dat. of agent, cf. 586—g, Hom. Od. 14.253 émAéopev
Bopént &vépoot. The stormy south wind blows in the winter, when
sailing is most hazardous (Hes. WD 675-7).

336—7 mepLBpuyiowsy | ... Un’ oidpaciv ‘proceeding beneath
billows that engulf {them) all around’, cf. LSJ s.o0. BpUx1ios, Umo-
Bpuya, UtroBpuyios. The alliteration of initial m- (and x-) in 334 -7
is striking; then 7/8 in 338—9.

338—41 dmeptdrtav ‘most august’, because ‘oldest’; cf. Plato, Tim.
40¢ YRy ... TpwTny Kal TpeaPuTaTny Beddv, Solon fr. 4a.2 West.

Tav | &pbitov, duapdtav drotrpderat: oxymoron, with a slightly
sinister flavour, perhaps enhanced by the heavy rhythm and punctu-
ation (see n. on Metre). Though the earth is ‘inexhaustible and untir-
ing’, mankind still ‘rubs her away’, ‘wears her out {to his own
advantage)’ (middle), as if she surrenders only grudgingly (cf. Hes.
WD 42—6). For the rare (but metrically convenient) fem. ending of
&xapdTtav, usually two-termination, cf. ElL 1239 &8untav, A. Cho.
619. For the initial lengthening (&xap-), convenient in dactylic/
anapaestic contexts, cf. epic ab&vaTos kTA., and 837 Toobéors.

iMopévwy dpdtpwy €tog elg €rog ‘as the ploughs ply up and
down (or ‘circle round’; cf. LS] s.o. €lAw c), year after year’, an
adaptation of Homeric mepitiAhopéveov éviauTédy (‘as the seasons
wheel round’). For #ros &is étos, cf. A. Prom. 682 yfjv mpod yfis, Hes.
Th. 742, Blaydes on Ar. Ach. 235. The quick, steady dactylic rhythm
of 339—40 reinforces the sense of regularity.

inmeiwL yéver: probably periphrasis for the less dignified ‘mules’
(Amdvors: cf. Simonides fr. 515 apud Ar. Rhet. 3 2.14.1405b). Horses
were rarely used for ploughing.

moAedwv: here transitive, the regular term for ‘turning over’ the
soil; cf. Hes. WD 462 gapt oAelv, with West’s n. More strictly cor-
rect would be the neuter, oAeUov; but the switch to the masc. is not
uncommon {and cf. 343 &ugiBarcv). The two forms would in any
case have been written identically by S. in the old Attic script.

342—7 Birds, wild beasts, fish are caught (for food) in mankind’s
cunning nets.

xovovéwyv (‘unthinking’) goes primarily with opvifwv (cf. 617,
and Theognis 580 8pviBos koUpov Exouoa véov), but applies implic-
itly to all three classes of creature, in contrast to 347 Tepippadns
qvnp.



COMMENTARY: 347 187

piBardy &yet | ... | oneipaist Sixrvoxrdetorg are to be
taken together, with ¢UAov, £8vn, eUowv objects of both verbs. The
elaborate, even pleonastic, periphrases are typical of high choral
lyric. &ye1 = ‘carries off’, ‘takes’; cf. 877 &youpau, and the common
idiom &yew kai @éperv.

347 mepLppadig dvip: ‘cunning’/‘careful’/‘skilful’ would all fit
here (cf. 364 SuuméppacTar); the Trepi- prefix may be intensive
(‘very’) or may denote ‘on every side’ (cf. mepigp&loucn). The
delayed subject gains emphasis (cf. 360 TavTomdpos with n.), further
enhanced by the mid-colon punctuation. For &vfp, shifting un-
obtrusively from &v8pcdmou (333), cf. 2212, 248, 2gonn.

347-52 The higher animals, horses and oxen (and sheep and
goats?), are domesticated and harnessed for mankind’s use. kpaTel
(347) presents a more politically charged image of ‘control’, ‘domi-
nation’ over nature than ‘passing through’ (336—7 Xwpel, epddv) or
‘wearing out’ (339 &ToTpUeTal) or ‘capturing’ (343 &yet); cf. Kreon
at 173, 485, 679—80; also 61—4. In 34750, it is hard to determine
what kind of animal(s) is meant by 8npds dpecoip&ta, and whether
this is a separate category from that of horse and bull in g51—2:
&ypavros and dpeooifaTns may be applied to almost any semi-
domesticated animal, including cattle (cf. 352 oUpsiov), pigs (cf. Pin-
dar fr. g13 OpeikTiTOS), and horses (cf. Strabo 3.4.15 dpeiParteiv).
Sheep and goats might seem the most obvious candidates (cf. Plato,
Laws 677b, OT 1100, Hom. Od. g.155 aiyes dpeokédiol, Hes. Shield
407): but this would entail taking pnyovais as ‘fences’, ‘pens’ etc. —
rather feeble as examples of human ‘mastery’ (unless we think too of
shears, gelding-irons, milk-pails?). ‘Harnesses’ (yoke, reins, bit, etc.)
used to ‘control’ oxen and horses suit the normal sense of unyavn
much better. So, rather than taking € in 350 as linking separate
statements (‘he masters animal x and harnesses animals y and ?’), we
should probably regard it as explanatory (‘he masters the wild ani-
mals, 7.e. harnesses horse and bull’; cf. 355 kai and Smyth §§2968,
28609a). In g51, the MSS offer &§eTau, E€eTan, &Eet’, or £§eT’, none of
which scans or makes sense: we need a past or present tense (‘has
put under’ or ‘puts under’) scanning U —uu. The scholiast’s gloss is
Umréyer (cf. Hom. Il 16.148 Umays LUyov dxéas immous, 23.291,
etc., Sappho fr. 44.17), so we might read Umnydyeto (or Umfyyayev,
or possibly Unfiyay’ &, Blaydes), perhaps with Doric o (Umay-).
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Another possibility is TTrrov dxpddetral &upl Adpov [Uywt, with the
final -wt shortened by correption (Schone and Franz, accepted by
Dawe, Brown, LJ&W).

353—-64 By learning language, reasoning, city-planning and
house-building, and medicine, mankind has devised ‘refuge’ from
the elements and from disease — from everything except death itself.
The stanza dwells on human resourcefulness in finding a ‘way out’
or ‘escape’ from inanimate threats (360 TavTomdpos, &mwopos; 359
pevyel, 362 @eUtv, 363 guyas). The ‘impulse to organize cities’
(&oTuvduol dpyai) develops after technical mastery of the natural
world is complete (cf. 332-75n., and Aristot. Pol. 1.2.12, 6.8.4 on
&oTuvouia). Usually the invention of language is listed at an earlier
stage (c.g. E. Supp. 201—-13, Guthrie 1971: 61—2; cf. 332—75n.).

353—4 avepdev | @povnua ‘thought as quick as the wind’, cf.
Hom. . 15.80~3 (vdos), Od. 7.36 (vonua), and esp. A. Cho. 593 &ve-
posvTa ... K6TOV (332n.). So @pdvnua here = voUs (contrast 458
6on.).

355 opydg ‘impulses’, ‘disposition’. Although dpyai are usually
innate (as e.g. 4j. 639 cuvTpoPoIs Opyais, A. Supp. 763), the idea that
people might acquire, even ‘learn’ different ‘dispositions’ is not un-
common: E. Tro. 53 dpyds fiwious, Semonides fr. 7.11 dpyHv &AhoTe
&Mhoinv Exet, Theognis 214; cf. too 875.

€818aEato ‘he taught himself” (or ‘they taught one another’), a
rare use of the middle as reflexive (cf. 4. 1376 &yyéAAouau ... given
¢iros = ‘T announce myself .. ", Campbell 52, Smyth §1717).

355—60 After the three acc. objects of 3535, the construction
switches to infin. (peUyew): ... {and he taught himself) how to
escape ...’

braiBpela or évaibpsiax is the most likely correction of the MS
oifpia (to restore correspondence with 368; see n. on Metre). It is
probably best taken as a noun: (lit.) ‘to escape the open air of un-
comfortable frosts and the harshly-raining shafts’. The alternative,
adj. agreeing with PéAn, is awkward: ‘to escape the open-air (shafts)
of frost and the rainy shafts’. (What are ‘shafts of frost’?) For the
whole phrase, cf. A. Ag. 335-6 T®v UmranBplewv waywv | Spdbowy T’
&madhakBéves (and cf. Ag. 555 Suoaulias); also S. fr. g6 Radt.

Tavtonépogt dmopog ...: TavTOTopos = eUTmopos (see LS s.o.
11.2), summing up all of 353—9, while alliteration, homoioteleuton, asyn-
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deton, punctuation and resolutions combine to emphasize this piv-
otal antithesis (echoed in 370 UwyimoAis: &mois ..., cf. n. on Metre).

360—1 008¢v ... | 7o pérdov ‘nothing that might occur’ (i.e. the
opposite of w&v TO péAAov); more normal would be oU8&v TéV
BEAAOVTWV.

361—4 ‘Alda povov ...: the blunt (asyndetic) reminder of man-
kind’s one inescapable limitation is quickly mitigated by the bold
claim that ‘{previously) irresistible diseases’ can be escaped. Thus
medicine, as the art that comes closest to bringing immortality, rep-
resents the apex of the list (as at A. Prom. 477-83 ... TOpovs &un-
odunv: | TO p&v péytoTov ... T&s ddoas ESapUvovTal véoous).

énakeran ‘will procure’ (LS] s.0. &mréryw 11.1).

365—7 Lit. ‘Having this resourceful {quality) of invention {as)
somcthing clever beyond expectation, <he) proceeds sometimes
{to) harm (or ‘evil,’ cf. 370), other times to good.’

o pwnyavoev | Téxvag: an almost Thucydidean abstraction (e.g.
1.go0 T ... UmomTov Tfls yvwuns), cf. J. S. Rusten, Thuc. Book II
(Cambridge 1989) 22—3. For Téxvas in this context, cf. Plato, Prot.
321c THV évTexvov cogiav, A. Prom. 506 with Griffith’s n.; also 494
TEXVOOUEVWOV.

ToTE pév ... &Arot’: variation for &AAoTe pév ... &oTe 8¢ .. .,
or TOTE P&V ... ToTE 8¢ .. .; cf. EL 739 TOT’ &AAos, &AAo®’ &Tepos ...
(The MS variant oTé would also be possible. For the responsion,
TOTE WEv / BpYas (355), see n. on Metre.)

&’ goes (&1o Kovol) with kakédv as well as EsOASV (257—8n.).

368—71 Hitherto, ‘mankind’ (333 &vBpwTros, 347 &vfip) has been
the single, unified subject of every verb. With ToTé ... &AAoT’, it was
suggested that ‘sometimes’ this subject acts one way, ‘sometimes’ an-
other; but now the existence of two distinct kinds of people, or indi-
viduals, is implied (370 &Tw1, 375 69).

yepaipwv is the most likely correction of the MS mapeipwv (‘in-
terweaving ...’, vainly defended by Campbell, LJ&W 1990: 124).
The Elders assume that the (human) ‘laws of the land’ and the ‘jus-
tice of the gods’ go hand in hand (cf. g04—5n., contrast 450—60).

viroAig: dmotig: (cf. 360 TavToTdpos &dwopos with n.) We may
understand both (i) *... his city is high; but his city is nothing, if ...’
(cf. Pind. P. 8.2 peyrordmolis, LST s.v. &moris 11), and (i) ‘He is
high in his city; but he is outcast if ...” (cf. OT 510 1N8UTOAILS, LS]J 5.0.
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&toAis 1). Like Kreon, the Elders see the interests of citizen, ruler
and polis as identical (191n.).

370-5 At last comes the more specific and personal application
(372 #wol) of the ode’s general message. Someone has committed an
act of ‘daring’ (TOApas, cf. 248 & ToAunocas, and 278—-g), which may
endanger the whole city: so the Chorus pray never themselves to as-
sociate with the ‘perpetrator of these deeds’.

PAT ... mapéaTiog | ... unT’ loov povdv: i.e. sharing neither
domestic nor political association; cf. 07 249 §uvéoTios, and Hdt.
1.60 T alTd ppovicavTes (‘making common cause’). Less likely,
‘May he never think like me” = ‘May I never think like him’, cf.
Hom. 1. 15.50 icov tuol ppovéouoa (so Jebb).

o¢ 148’ €pder: most naturally taken as ‘he who who 1s doing these
things’ (i.e. the defier of Kreon’s edict; cf. 252 6 &pyd&Tns), though
the phrase could be equivalent to 8oTis &v To1&8e £pdni (like the MS
variant épSot).

376—581 Scene Three (Second Epeisodion)

There are three phases to this Scene, but the transitions between
them are smooth and seamless (441—9n.). In the first (376-445), the
Guard returns with Ant. under escort, and describes to Kreon how
she was caught re-burying the corpse. When Kreon questions her,
Ant. acknowledges responsibility, and the Guard departs. In the sec-
ond phase (446—525), Kreon and Ant. argue about the rights and
wrongs of honouring Pol.’s corpse: neither gives way, and Kreon
becomes even angrier, going on to accuse Ismene of complicity in
the burial and threatening to execute her too. In the third phase
(526—81), Ismene is brought in, and a three-way dialogue ensues,
with Ismene insisting that she did participate in the burial, but Ant.
rejecting her claim. As the scene closes, Ismene tries unsuccessfully
to dissuade Kreon from executing Ant., by appealing to the prospect
of his son’s marriage to her.

376—440 In previous scenes we have seen Ant. and Kreon state
their principles and intentions, and we are by now fully prepared to
witness the confrontation between them. But after Ant. is led in,
suspense for the agon (‘formal debate’, Introd. §3) between them is
further increased, as Ant. stands silently by (441n.) while the Guard
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delivers his long rhésis narrating her capture. This speech vividly
portrays Ant.’s devotion to her brother’s body, while also deepening
the sense of mystery surrounding the burial, as we hear of the sud-
den dust-storm that allowed her to escape the notice of the guards.
Ciritics have puzzled (though audiences generally have not) as to why
Ant. returned to Pol.’s body, and, if she was planning to re-bury it
(as her carrying of a pitcher implies, 430), why she was so surprised
to find the corpse uncovered (423—8). (Of course, if the first burial
was the gods’ doing, and did not involve Ant. at all, this would actu-
ally be her first visit to the corpse (M. H. McGall, YCS 22 (1972) 107—
11); but sce 223-331, 278—9, 435nn.). Some have argued that, by
uncovering the corpse (409—10), Kreon’s guards have indeed negated
the earlier burial rites, so that Ant. is impelled by religious obliga-
tion to repeat them: but the Guard’s earlier account explicitly stated
that ‘due burial’ was completed (246—7 8dwyas ... & xpfj, cf. 256).
Others see the two burials as working on different levels, the first
symbolically satisfying divine law, while the second represents Ant.’s
human expression of devotion to her brother (G. Held, Hermes 111
(1983) 190—201). Or, in a cruder interpretation, S. has included two
burials for purely ‘dramatic’ reasons: so that first Kreon can react to
the (successfully completed) secret burial, and then Ant. can be
caught in the act (Wilamowitz 1917: 33—4).

However, it seems unnecessarily pedantic thus to analyse Ant.’s
(or S.’s) motives, esp. since the two burials are surrounded with mys-
terious ambiguities that subtly thwart rational explanation. In purely
human terms, there is nothing surprising about Ant.’s returning to
the corpse to pay further respects, or about her distress at seeing it
lying exposed again {423—8n.). Yet the possibility of divine interven-
tion is again left open: ‘The second burial is as uncanny as the first.
Ant. is hidden from the guards by the whirlwind of dust until she is
already beside the body ... This is an implicit miracle — just natural
enough to explain Kreon’s failure to see the gods at work. And if
Ant. is aided by miraculous help here, we may suspect she had it
earlier’ (Scodel 1984: 55—6; cf. 256, 278—9gnn.).

376—83 The choral anapaests abruptly announce an unexpected
‘apparition’ (Tépas): Ant. is being led in (up the same ¢isodos used for
her exit at g7: Introd. §4) under an armed escort — headed by the
familiar figure of the Guard. The koryphaios greets her with amazement
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(wéds ..., TL TOT ..., 00 87 oV ... ;), tinged with pity (379—80) and
unconcealed disapproval (381 &mioToUoav, 383 &epoouvni). Can
this really be the bold and lawless criminal of whom they have just
been singing (370—5)? What are they (or we) to think (&ugivéw) or
say (mé&s ... GvTidoynow ...;)? In performance it could be made
clear whether their address to Ant. is a genuine greeting, or a sclf-
contained apostrophe, the questions merely rhetorical and ‘apistetic’
(‘I can hardly believe ...’, Mastronarde 1979: 12, 94). In any case,
they receive no response from her (384—5, 441nn.).

376-8 &g ‘in the face of”, cl. Tr. 1243 &mropeiv & ToAA&, OT 98o.

t68e ‘here’ (deictic). Postponed thus, and followed by punctuation
and asyndeton, it gives an unsettled rhythm, emphasizing the Cho-
rus’ consternation. It is probably a mistake to smooth this out, e.g.
by punctuating before 168 rather than after, or adopting &l for £
and inserting (&) after mwés (with Reiske, LJ&W).

avtidoyfow: probably aorist subj. (deliberative), though fut.
indic. is possible: ‘How, when I know that this is Ant., can I maintain
that it is not?’

381 00 87 movu introduces ‘a surprised or incredulous question’
(GP 224.1i, 267.ii1); here followed by emphatic of ye = ‘Surely it can’t
really be you ... ?’

armwotodoav: cf. 219, 656. The present (= ‘imperfect’) tense de-
notes a continuing attitude, while her particular act of disobedience
is specified by the aorist kaBehdvTes (383).

382 The one- syllable overlap of the anapaestic metron (tots
[30(0'17\9101|c1v ayoucT vouots) is unusual for S. (clsewhere only at 141
T 7\oxcxy01 yap, and OC 1771; see Parker, CQ 8 (1958) 82—9); s
some read Pagiieiors dvayovot or &m&youot. (&Tdyw is often used
of ‘arresting’ a criminal, but usually with the force of ‘taking him
away’, which is out of place here; cf. 435n.)

383 appoodvnu: cf. 49, 95, 220nn., and 562, 603; Introd. §5(d)(ii).

384—5 8’ ... | tqv8’: emphatically deictic, ‘Here she is ...! This
is the one ...!" (cf. 377 T68¢, 386 68¢). With no formalities (contrast
223-36), the Guard blurts out his news, and himself supplies the an-
swer to the Chorus’ questions (376—83n.). Only then (&AA&) does he
pause abruptly to note that Kreon is not present to hear it.

386—7 &c S¢ov ... molar ... TOxN;: by dramatic convention, the
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King returns ‘just at the right moment’, cf. 1180—2, OT 1416. The
MS variant & uéoov (‘in public’) fits less well with 387.

388—400 Another half-comic moment from the Guard (cf. 223—
36n.), as he trots out seven lines (388—g4) of self-important truisms
to explain his re-arrival: four more lines (396—7, 399—400) on his
own good fortune, and just three lines (395-6, 398—9g) about the
capture of Ant. (See again 437—40, Mastronarde 1979: 37.)

388 008év éct’ dncdportov ‘There is nothing that you could swear
would never happen’ (cf. 329—31), echoing the proverbial xpnuaTwv
KEATTTOV 0UBEV 0TIV oU8’ &mawuoTov (Archil. fr. 122.1 West; cf. 394
ATTOUOTOS).

389 ‘Second thoughts make a lie of intentions.” éwivola appa-
rently here = ‘after-thought’, as in ‘Epimetheus’ (and perhaps A.
Supp. 1043: Griffith, Phoenix 40 (1986) 339). But usually it means much
the same as yvoun (Coray 1993: 202), and this may be another ex-
ample of the Guard’s over-inflated manner. (For the aphaeresis, cf.
83n.)

389—91 I was insisting that I should not be here again at all soon,
by reason of your threats just now’, referring to g29—31 (cf. 394). For
oxoAfjl ToTe, cf. 2gin., and LSJ s5.2. B.2. For (emphatic) &v + future
indic./infin., see GMT §197, 208, 216, and e.g. Plato, Rep. 615d,
Thuc. 2.80.1 podics &v ... kpaThoouat and 2.80.8, with Rusten’s
nn., Moorhouse 1982: 216—17. For the dative (&meiAals), cf. 6go—1n.

éxetpdobyv: a common image, esp. in tragedy and medical writ-
ers; cf. Ph. 1460, A. Prom. 563, 838, van Nes 1963: 22—5.

392—4 AN’ ... yap ... | finw: sece GP 98—9, and 148—gn., 155.
Lit. ‘But — since joy that is outside, and contrary to, all expecta-
tion is in no way like any other pleasure in its extent — I have
come back!” (oU8&v adverbial, pfikos internal acc. of ‘respect’ or
‘extent’.)

&xtog: sc. EATidos, cf. 330. The zeugma of ékTds (+ gen.) kai Tap’
(+ acc. éATridas) is harsh and somewhat pleonastic, and no near par-
allel has been adduced (K—G 11 §450.h, 444.b); perhaps it should
be taken as an expansion of Tapé, as in Homeric Tapék véov. If
emendation is preferred, Bothe’s eJxTds is neat (‘wished-for even
against expectation’, cf. LJ&W 19go0: 125), though normally the event,
not the joy’, would be expressly ‘wished-for’.
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395—6 tdoov | xocpoeboa ‘paying due burial-rites’, cf. 490, go1,
203—41n.

uAfjpog évBad’ odxn émdAreto “This time there was no casting of
lots ... (cf. 2334, 274—5), with ‘explanatory’ asyndeton (72n.).

397 Bobppatov (= TO éppaiov) ‘this piece of luck’ (the earliest
occurrence of this expression). Several guards together caught Ant.
(385, 432-5), and several are presumably escorting her now (382
&youot). But he alone will deliver the good news (contrast 228—30,
272—7). He may hope for materjal reward too (¢f. Tr. 190-1, OT
1005-6).

399 xpive = &vdkpive, as often in S. (e.g. 4j. 586 un kpive, pf
getale, Tr. 195, and LS]J s.o. ).

399—400 ‘As for me, I am entitled to be released {so as to be)
free from these troubles.” This personal usage of 8ixkaios (cf. &E1ds
glpt), common in prose and Aristoph., is not exactly paralleled in
tragedy (but cf. A. Eum. 55—6); it may be colloquial (Stevens 1945).

401—6 In a brief stichomythia, Kreon insistently demands a fuller

account (401 T®L [= Tivi] Tpdmewr TéBev, 403 A Kal ... ki ..., 406
kai éS . .. ;), while the Guard responds matter-of-factly (402 mwavT’
¢mioTooal, 405 &p” BWdnAa ... Aéyw;) before finally obliging him
(4071L.).

403 ‘Do you really (f ki, cf. 752, GP 285.11.5.11; also gon.) un-
derstand what you are saying, and are you saying it right?’ Kreon is
incredulous (cf. 376-8).

404-5 Yes (ys, GP 133.v) {I am saying that) T saw her burying
the body that you forbade {to be buried).’

406 o6pdtar ... Mipédn: the alternation of historic present and
aorist is not unusual {(cf. 419—20, and 4;. g1, 77. g591tf.).

xamiAnmrog ‘caught in the act’ (in prose = &m’ adTopwpwl).

407—40 The Guard launches into his long rhesis (virtually a
‘messenger-speech’), describing the vigil over the corpse, Ant.’s
stealthy attempt at re-burial, and her arrest. The account is vivid
and quick-moving, with occasional Homerisms (415—22n., parataxis
423—-4n.) interspersed with some ‘low’ touches (409-12n., 437—40n.);
but it also reveals unexpected sensitivity and sympathy in its descrip-
tion of Ant. (423—8, 4278, 437—40nn.). The Guard is a small and
self-centred figure; but his actions and reactions become curiously
compelling and authoritative (cf. the Messenger in E. Ba. 660—774).
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407 The rhythm, with halting mid-line quasi-caesura and punctu-
ation, emphasizes the artificiality of the introductory remark: ‘Well
then, this is the full story ...” (cf. 76—7, 722—3nn.). Then follow three
elaborate, enjambed periods, as the narrative builds up (407—21) to
the moment of Ant.’s appearance (423).

409-12 The rotting corpse, so disturbing a spectacle for others
(20—30, 205—6, 1016—22), to the Guard is merely a practical concern
— where to sit to avoid the smell: another ‘low’ detail.

wudav: cf. A. Fleusinioi fr. 53a Radt Siepudauv’ f8n vékus in a
similar context (Introd. §2).

yupvwoavteg €0: the tone is morally neutral, of a job ‘well done’.
For the enjambment Tov | vékuv, cf. 238—9, Ph. 263, El. 879 (and 67—
8n.).

411—12 The corpse is lying on a high part of the plain (1110, 1197—
8); the Guards stationed themselves upwind, ‘{facing down) from
the hill-top(s), out of the wind’. For this use of éx, cf. E. Pho. 1009,
T7r0. 522, Moorhouse 1982: 108—9g.

6oV . .. pN BdAnu: proleptic, lit. ‘avoiding the stench, lest it as-
sail us’. The opt. would be normal (in historic sequence, cf. 414), but
the more ‘vivid’ subj. is not unusual.

413-14 wvdv av8p’ dvip: echoing 259—60; but here the apposi-
tion is syntactically easier.

émippdBorg | xaxoioty ‘with noisy threats’ (cf. 259 Adyor éppdBouv
Kakol, 290 éppdBouv, and T7r. 263—4), followed by & + fut. optative,
in virtual indirect speech (‘we threatened one another ..., if ...%).

apednoot ‘disregard’, i.e. ‘neglect’, a usage 0therw1se conﬁned to
later authors (esp. Ap. Rhod.; cf. LSJ 5., @eiSopan 11, and Miiller ad
loc.); hence Bonitz’s dxndnool is preferred by some editors.

415—22 The narrative build-up is heightened both by the conven-
tional associations of ‘midday’ (when supernatural visitations are
esp. likely to take place), and by the quasi-epic manner, seen in
the paratactic construction (kai, 8¢), with clear temporal markers

(xpdvov ..., EoT’ ..., TOT, ... Xpdvwl) and echoes of Il. 8.66<ns1:XMLFault xmlns:ns1="http://cxf.apache.org/bindings/xformat"><ns1:faultstring xmlns:ns1="http://cxf.apache.org/bindings/xformat">java.lang.OutOfMemoryError: Java heap space</ns1:faultstring></ns1:XMLFault>