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ABSTRACT

This dissertation studies the importance of the themes of
woman's sacrifice and woman's revenge to the extant tragedies
of Euripides; that is, the ways in which the dramatist uses
these two motifs to present the choice which women face at

moments of extreme personal crisis.

In several of the tragedies Euripides' heroines exist in a
male-dominated world in which they must face the option eithet
of being sacrificed to uphold the values of that world, or of
taking revenge for wrongs done to them within the limits of
that world. Throughout the extant plays Euripides depicts his
heroines as having powers and qualities far beyoﬁd what their
male counterparts expect'of them. The bond which keeps men and
women in the uneasy and unequal co-existence of their daily
lives 1s philia, the spirit of unity, which creates a balance,
an equality of expectations, between unequal partners. When
that bond is threatened by an outside force the woman will
sacrifice herself in order to preserve it. When, however,
philia is betrayed by one who should uphold it, by one who is
philos, the woman's revenge on the traitor will be
single-minded and cterrible. It is ironic that a woman's
sacrifice is a voluntary act or is accepted voluntarily and so
is lauded by her society, winning her fame as a great example
to her gender; revenge, however, which in a modern sense is
usually seen as an assertion of will, is in the world of the
plays seen as -a self~destructive reaction which negates all
that the woman stood for previously - revenge, in other words,
and not sacrifice, is the supreme act of self-abnegation, in

the light of Euripides' world.

A study of the relevant plays, with references to the social

and intellectual ferment of the time in which they were



written, as well as a survey of relevant secondary literature,
are the means by which Ehe arguments stated above are
investigated. The study, in other words, 1is primarily
literary; it is interested more in Euripides' use of themes in
producing plays than iao his use of plays to put across
consistent ideas. Euripides' plays, however, are vrich in
philosophical, sociological, psychological and
socio—anthropological material and so the study will be
necessarily eclectic in investigating the ways in which he uses
this material to create the world within which his characters

operate.

The digsertation consists of two parts: the first is a general
discussion of the themes of the sacrifice and the revenge of
women, with reference to all the extant plays; the second
comprises detailed analyses, in the light of the firndings of
Part One, of the Alcestis, the Medea, and the Hippolytus.
These three plays are singled out because they sare writteén
close together {(within a short peried of time, 438 to 428);
they all deal with women facing & terrible crisis in their
marriage; and they provide rich illustrations of the variations
possible in Euripides' treatment of the sacrifice and the

revenge o i women.
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PREFACE

In the past few decades more interest has been shown in the
plays of Euripides than has at any other time since he wrote
them. The attraction lies both in the form and content of his
work,in the complexity of his structures and in the richness of
his themes. With the current debates on Lliterary theory
raging, and with the interest which philosophers are showing in
language and literature, Euripides (being influenced by the
sophist philosophers as he is) will continue to provide a riech
source of material on structural techniques and philosophical
games. On the other hand, there is much interest in the
question of Buripides' attitude to women and the contusion
which has arisen as to whether he is "for" or "against" them in

his plays.

My contention in this dissertation is that Euripides is neither
"for" nor "against' women (or rather, he is both), but that his
plays reflect a social tension between men and women of his
time which interested him sufficiently to make him create his
most successful plays out of this tension. (Success here, of
course, is measured in terms of survival). In the plays in
which women feature prominently, then, it is interesting to
note that the crises which they face entail either their faecing
death as a sacrifice to an a1deal or to an enemy, or their
planning and executing an act of revenge against an enemy. In
inveatigating what it was that Euripides presented as being at
the core of women's lives and which led to the choice which
they face at some time or other - sacrifice or revenge - 1 came
to realize the importance of the concept of philia (the spirit
of union, of closeness) in the plays: a woman will die teo
protect that bond, and she will kill to avenge the breaking of
it. My approach to the subject, therefore, has consisted of an
attempt to establish what the system of philia which governs

the action of women in the plays is (in terms of philosophical,

historical, and social background), and then to see where and

how it is at work in the plays. The method of analysis which I
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use is no one in particular: I look at the plays with regard
both to structure and to content, in other words 1 attempt to
interpret the plays (the Alcestis, the Medea, and the
Hippolytus in particular) with regard to Euridides' method and
meaning. I have not taken a specific literary theory as my
method of analysis for fear lest my enthusiasm in spplying the
theory to something lead to my applying the plays rto the

theory, and not vice versa,

The Alcestis, the Medea, and the Hippolytus have been singled
out for individual analysis both for their similarities and
their differences: they were written within a2 short period of
time of each other before the outbreak of the Peloponnesian War
and show that Euripides' interest in women precedes the trials
of war; also, the completely different directions which each of
the three heroines takes in her life proviade an interesting
area in which to see if there is anything commen te them in

their lives and in their motives, {to see how the bonds of

‘philias apply to each).

I am most grateful toc my supervisor, Dr. Mary Scott, for her
help, her encouragement, her patience and her gentle

counselling throughout the period of this study.

The text of HRuripides from which quotes are taken,unless
otherwise indicated, is that of the Oxford Classical Texts
edition, ed. by Gilbert Murray (Vol. I and III) and J. Diggle
(Vol. II}). 3 vols., Oxford: Oxford University Press, 190Z and
1981.

N. Constandaras
Johannesburg

December 1985



IX

LIST OF ABBREVIATIONS

These abbreviations are used in parentheses in notes referring
to verses in Euripides' plays when the discussion involves

several plays; when it is understood that one particular play

is being discussed the verse number alone appears in the

brackets,
Alc. Alcestis
Med. Medea
Held, . Heracleidae
Andr, Andromache
Hec . ' . Hecuba
Sup. The Suppliant Women
Her. Heracles
El. Electra
o, The Trojan Women
1.7, Iphigeneia samong the Taurians
Rel. Helen
Ion ion
Ph. The Phoeunician Women
Or. Qrestes |
Bac. Bacchae

I1.A, Iphigeneia in Aulis
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CHAFTER ONE

EURIPIDES AND THE PHILOSOPHY OF HIS TIME

The world depicted in Euripides' plays is a world of human
fallibility. His heroes and heroines are uncertain ss to what
Course of action to pursue in a world that is forever
ambiguous, in which they are forever c¢hanging their minds,
land in which the gods cannot be trusted to act inm & manner
consistent with human expectations of them. He portrays a
world out of balance, in which his protagonists Llose their
balance either in a psychological sense or with regard to their
social standing, and iﬁ which they, no wiger or more capable
than any one member of the audience, struggle to restore that
balance sbmehow; those who are not aware of any such imbalance
stride innocently towards their destruction. If, as Bennett
Simon states, '"Harmony and balance are key terms in any
discussion of Greek tragedy", and "Imbalance is typical of the
tragic protagonists,” z then Euripides 1s most certainly the
"most tragic of . the poets'; 3 not so much because the
destruction of his protagonists is any more complete than that
of Aeschylus' or Seophocles’, but because the failings of his
protagonists, their imbalances, are the marks of human
fallibility. Euripides has brought realism and reality to the
tragedy of wyth. As T.B.L. Webster has remarked, Euripides
"nas achieved the representation of the ordinary person
performing the ordinary deed, and the realism which was
formerly used for the c¢aricature has become a naturalism which
extends over considerable portions of the plays". 4 That
this realism hag led to a confusion of interpretation of the
plays and of the playwright's dramatic intentions is &

reflection on the symbiotic relationship between life and art.
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Buripides lived and wrote at a time of great intellectual aud
soclal excitement. 2 He witnesged the wealth and glory of
imperial Athens, he consorted with philosophers who came to
Achens from every corner of tne Greek world ana whe geveloped
what we now term vratiomal sophistie philosophy, and he
descended with Athens to the depths of the plague and the
terrible invelvement in the Peloponnesian War. The great
spcial  changes which he witnessed, combined with the
intellectual weaponry which he acquired from the pnilosophers
of the time, provided Euripiaes both with tne macerial ana the
methods for his plays. Since we have only nineteen complete
plays before us of an estimated uinety-two 6 it would be
unwise to treat Furipides as & philosepher in his own right
with a consistent theory of human nature ana behavioeur. It is,
however, important to investigate the ideas and arguments of
the time and to see how Furipides makes use of them to create

his themes and to produce his plays.

In the Justice of Zeus High Lloyd~Jones provides a warning for

those intent on reconstructing the pnilosophical background to
the plays of ZEiripides and to the history or Thicydides:
"Buripides and lhucydides lived in a world conditioned by the
methods and the opinions of the great sophists, and many have
supposed that they themselves shared and wished to propagate
many of those opinions. The influence upon them of sophistic
methods may be thought to be confirmed, but how far such
opinions actually formed part of the background against which
these authors see the world remains a complicated question”.

There is, however, sufficient evidence in the plays to see
Biripides participating in the arguments of the time in a way
which dimplies that his avdience too was in rouch with the
debates of the sophists. ‘Wwhat is wore important, though, is
the change in method and atmosphere of tragsawy with Euripides.

As Jaeger states, “Ihe characters of Euripildean tragedy are
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compellied by an irresistible instinct to indulge in coustant
, 8 , .

analysis- and argument". It is this persistent uneasiness,

both in the playwright and his c¢haracters, which is the mark of

the sophists' profound influence on Euripides.

In his history of the Athenian Empire Russell Meiggs catalogues
the arrival of influential philosophers in fifth century
Athens: "So far as we know (Anaxagoras) had pupils but no
rivalgs in the seventies and sixties; it was not till near the
middle of the century that Athens began to attract philosophers
from other centres. We then hear of a visit by Parmenides and
Zeno'. 4 However, '"The Athenian public was considerably more
influenced by the travelling teachers who began to come to
Athens in the forties". 10 Meiggs then lists these Sophists,
all of whom were active in Athens during Euripides' life-time:
Protagoras of Abdera, Prodicus of Ceos (with his views
on  véuog / wﬁcug ), Gorgias of Leontini (with
his &{oooL AdyoL of argument), Hippias of Elis, Euenus of
Paros, and Thrasymachus of Chalcedon. i On the influence of
Protagoras on both Euripides and Thucydides Meaiggs writes that
"s fascination for the rival c¢laims of self-interest and
vight, 10 cupegpov and 10 &{uaLov , and the contrast
between VSUOC and Q@UoLg , law, comvention, or custom
and what is natural, pervades both authoers. Thueydides and
Euripides reproduced the same ideas because they were both
profoundly influenced by Protagoras and the sophists who
followed him". 12 More will be said of Protagoras later. Of
the other soPhiﬁts menticned 1t suffices to note that they were
concerned with the semantics of language, with the teaching of
rhetoric, and thereby of success in publie life, and with the
intricacies of justice and power. These philosophies ana
rational methods of investigation had a profound effect when

they were used to judge war and its effects. As the historian

N.G.L. Hammond notes, "The evacuation of Attica, the terrors of
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the plague, and the disaster at Syracusae loo.s.ened the stanaards
of religious belier, and the rigours of war and defear made
30me men question the right of the state to make such demands.
Philosophy too, having defined its cosmogony ana disposed of
any deity, turned to wan as the microcosm and studied his
personal psycholegy. The shitt of interest from the group to
the individual upset the traditiomal relation between the state

and the citizen'”. 13

This questioning of the mnature ¢f man
and the state, of the bonds between the individual and his
society is so evident in the work or Euripides that Jaeger goes
so far as to call Ruripides "The first psychologist™; L4
that is to say that Euripides' pertrayal of characters in
conflict with themselves or with their scocial environmentc
coincides with our modern view of psychology as a discipline of

observation. Ihe writer of 0On the Eublime15 is more precise

when he states that,
£y ev ol hrha-

wovarraras & Biporidng 8o rovm wdly, pawias e wal fparras,

ierpavwifca:, rdy tovras df ook old ¢ Tow ETépous émi-

TuyfgTaTas, of urv dAAG xoi rois ddas dmrifecfal davraai-

med OhK dTOAROE.
The playwright, as a keen observer of human behaviour, seewms to
have shown a preference for these two passions both as causes
and as results of grear personal crises. It 1s the aim of this
study to investigate Euripides' use of rtrhese two passions in
creating his plays and to notice especially how they are used
in the tragedies in which wowmen whose actions are dictated by

madness and love are the protagonists.

It is worth considering here how the ¢rises which women face,
play such an imporrant part in the extant work of Euripices.
John Jones makes a pertinent point both on Euripides' dramatie
use of women characters and on later interpretations of that
use when he writes, "The mch-canvassed question whether

Baripides was for or against women (of course he was botn)
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scratches the surface of the Medea and the Alcestis and the
Hippolytus, all three of which gain formiuable impetus from the
ability of their women to wunsettle perceived antitheses;
bravery and cowardice, selflessness and rapacity, stir as
though threatening to change places, and wisdom and folly are
on the move too; and sex violently eludes domestication by the
defining masculine intelligence."l6 Euripides  himself,
albeit in a fragment of a play, makes a similar statement on
what may be his attitude towards women: it 15 a miscake to
blame all women alike, 2 character says, '"for as there are many
women, so will one find many a one bad, but also many good".
17 As Jones implies, it is safer to assume that Euripides’
main intention was to write plays and not to 'cast his radical

. 18 .
message into an  acceptable tragi¢  mould". His

pre-occupation with women, however ™ (or rather his success in
portraying them, which resulted in the survival of so many of
the plays to which their trials are central), must have been the
tesult both of contemporary intellectual arguments and of his
interest in their social position and behaviour. The teaching

of Protagoras provides a clue in this direction.

In his Greek Tragedy Lesky vremarks that when Protagoras

introduced a new approach in philosophy in the second half of
the fifth century with his famous dictumly,

nEvTwy ypnudtwy uétpov eotlv avipwroc,

v uév Bvtwy we Eotuv, Ty 8% odun

SvTwv wg oOn EoTLy,
his words implied 'a complete break witi tradition in all
spheres of life. They meant a tevaelutionary demand that
anything whieh concerned human existence, religion as well as
the State and justice, should become the subject of rational
debate". 20 This need to observe reality rtationally and in
new ways led to things being observed from different angles, no

one angle being more correct than the other. In the
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Hippolytus, 21 it is clear that EBuripides used this doctrige
of subjectivity to produce a play in which his four human
protagonists, each for his own reasons, are continually
differing in their jnterpretations of the meaning of events andg
the nature of reality. BEuripides' characters, in other words,

are found in a world. which is similar to that which Lesky

describes as being the sophists': "The sophist finas hinself

cutside the protective security of tradition inm a world of
, "

antinomies 2. Lesky suggests that Protagoras was the

originator of this system of perception, or, rather, of the

awareness of such percgpticn. "It reveals", he writes", a
programmatic intention when a work by Protagoras has the
title ’Alekoyfa1 ('Contradictions'), and what Diocgenes
Laertivs (9.51) says about its author confirms this: “He was

the first to propose the thesis that on every subject there can

23

be two conflicting opinions”. We do not neea to take

literally the biographical tradition, whien states that

24 to acknowledge the

Enripides was a pupil of Protagoras,
influence of this doctrine on HEiripides, especially as it is
used to create the tragedy of Hippolytus. This idea is
complementary to Heraclitus' famous statement on the nature of
the Oracle at Delphi: ourte Aéyel olfTe koUTTed GAAY omuaive o

This implies the smbiguity of phenomena themselves, which leads
to Protagovas' ildea of the ambiguity ot perception. In dealing
with this outrlook that nothing is fixed, that therefore na
human rtelationship c¢an be taken rtor granted, it is ner
difficulr to see Euripides' interest in applying it to the area
of human relétionships which was at once the most intimate ang
about which the most preconceivea ideas were held: rthe
relationship between wmen and women. In dealing with such
material Baripides was able to use the contrast between the
realiry of human nature and the custom of social expectations

. . . 26
to portray the reasons and the results of this conflict.
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Ine intimacy between man and woman, and the imbalance between
them, afforded him the best material with whicn to investigate
different responses to a given situation by people who had
different characters, different perceptions, and different
Expectatioﬁs of one another. This investigation of a
relationship of which contradictory interpretations exist is
the cormerstone of Protagorean thinking. Mario Untersteiner
writes of Protagoras' approach to contradictory experiences:
“"Tnis possibility, through which, with a change in the
particular conditions, the ewmergence of daifferent grades or
intelligibility of each thing is stimulated by placing them in
a2 value-relation, is the work of reasoning Man,‘ who thus
becomes the true wmaster of experiences, including those which
are contradictory; all of these he can subject to his
judgement, because he 1s - the master, as of every other

intellectual element, so zlso of tnis antithetical relatienship

/
consisting of a AOYQq from which is derived a NTTWY Aéyo;

o
and a kpelTTwy A0YOE, , both concerning a single experience”.
27

Euripides then, 1t may be said, uses the contradictions
inherent in the relationships between men and women (places
them in & “value-relation”) to recreate on stage a single
axpefieﬁce which consists of a conflict between a ﬁTTmU K6Yog

and a szfﬂwv Ac’f*ro_g. Outo this bold intellectual framework,
however, BEuripides places his objective cbservations of extreme
human passicns, madness and love, which are either the causes
or the results of -conflict. This union in the structure of his
plays, then, of inﬁellectual framework with passionate human
conflict arises from a clash of characters who have different

expectations of each other. This goes beyond the reasoning of

Protagoras, beyoud the véucg/ (ptjdlg debate expounded by
s ’
Proaicus, and opeyond the etnical &10001 AQyol orf Gorglas'
28

arguments for its force. It arises from a "psychological”
source, from an observation of the bonds between pecple! bonds

which preserve stability when they are successful but which,
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when they fail, can be the cause of great conflict and
destruction. It 1s important therefore to comsider the
relevance of the strongest of these bounds, philia, both to the
plays of Euripides and to the soeial conditions in aAthens at

the time, as will be done in Chapter 2.

In each of the seventeen Euripidean tragedies still existing

women play a central role, In uine plays women aie, and
of these deaths seven are sacrifices: namely, in the Alcestis
Alcestis dies in order to save her husband; in the Hippeolytus
Phaedra kills herself in order to save her reputation and as a
victim of Aphrodite's revenge on Hippolytus; in Hecuba Polyxena
is sacrificed to appease the ghost of Achilles; 1in the

Hetacleidae Macaria gives her life to save her kin; in The

Suppliant Women Evadne dies on her husband's pyre rather than

face 1life without him; in the Heracles Mepara's life is
threatenad by Lycus but she dies at the hands of her frenzied
husband Heracles, in what he later calls a terrible breach of
their philia; in the Electra Electra lives what she believes to
be a living death, and Clytaimnestra is killed for her betrayal

of her husband and children; in the Iphipeneia in Aulis the

young princess is sacrificed so that the army may succeed in

its venture against Troy; in the Phoenician Women Jocasta kills

herself because she could not keep her sons from killing each
other; in the lon Creusa almost leoses her life as a result of
Apollo's duplicity when, not knowing that Ion is her son, she
attempts to murder him; and in the Andromache and the Trojan
Women Andromache exemplifies the desperate situation whicn a
woman deprived of male protection, of philia, faces - in the
Andromache she mnearly loses her life and her child, in the

Trojan Women she loses both her freedom and her child. The

majority of women's deaths in the extant work of Euripiaes,
then, may be said to be sacrifices; for their deaths form part

of 2 larger, social, design which demands their deaths when it
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is not in any absolute sense necessary for them to die. In
other words, it is a matter of will, a decision, ior those
women who, like Alcestis and Macaria, offer to die for an
ideal. They would not have chosen to aie if death were not
expected of them, and, in dying, they expect preat honour to be
bestowed upon them. This acquiescence in their own destruction
ig seen more vividly in the deaths of women whose deaths are
demanded literally as sacrifices by factors or people for whom
they would never willingly choose to die. Polyxena 1in the

Hecubs and the Iphigeneia of Iphigeneia in Aulis, for example,

come to terms with, and accept, their deaths even though the
one dies at the will ¢f a bloodthirsty conqueror, and the other
for the success of a venture in which she had no reason to be

involved. It is dangerous to argue ex silentie but i1t 13

remarkable that all the women of whom sacrifice is expected
either volunteer to die or accept the demand that they die.
a0 e . . .
Sacrifice, in other words, is & consciously accepted

decision of women in Euripides.

In seven of the extant plays, on the other hand, women are
responsible for murder, and in another three plays women either
attempt to Lkill or threatem to do 30, 31 0f the sgeven
murders carried out only Agave's in the Bacchae iz
unintentional, 2 the other six are all motivated by a
passion for revenge. In the Medea Medea kills her children and
her husband's new wife to avenge his breach of philia; in the
Hippolytus Phaedra destroys Hippolytus for his treafment of her
and for his part in her destruction; in the Hecuba the old
queen kills Polymestor for his murder of her son Polydorus who
had bheen entrusted to him; in the Heracleidae Alc¢mene demands
the death of Eurystheus for hiz relentless persecution of her
gon and her family; and Rklectra 18 the ariving torce behind

Qrestes in the Electra when he kills Clytaimnestra for her

breach of philia in her killing their father, her husband.
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Murder, then, when carried out by women in Euripides' plays
appears to be predominantly a reaction to wrongs which have
been done against them. It is the extreme opposite of the
spirit of sacrifice which other women accept., The aim of this
study 1is to investigate what causes one woman to sacrifice
herself but another to wreak havoc on those who have wronged
her. By examining the way in which the world of women is
depicted in the plays, and by examining the aintimate boud of
philia between men and women, it will become avident thac
within the "Protagorean" framework of the plays, and within
Euripides' psychological portraits, a woman's choice of either
accepting sacrifice or demanding revenge 1s not so much a
matter of differing c¢haracters as it is a movement either
preserving a threatemed state of philia or reacting to

another's destruction of that bond between them.
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CHAPTER TWO

SOCIAL CEANGE AND THE POSITION OF WOMEN IN A THENS

Enripides' interest in female protagonists has been notea as
resulting in part from the philosophical debates of fifth
century Athens; but just as important is the questioning of
woman's place in Athenian society which resulted from the three
centuries of economic and soclal change in Athens prior to the
fifth century. Between 800 ana 500 B.C. the nature of Greek
society underweat a fundamental change, moving from what some
call the Dark Ages, through the Archaic Age and into the
Classical Age. The Greeks changed from being members or rural
self~sufficient villages to being inhabitants of complex

commercial and industrial cities.

At the opening stages of this great movement the most notable
social differentiation took place, still in che rural
comminities, which was to have a lasting influence on Greek
urban sociacy. lhe historian Chester Starr describes this
development: "Interwoven with the expansion of indugtry and
commerce, aund with the appearance of cities and coinage, ware
major social and economic alterations in the agricultural
world. Lesser farmers often sank into the position of
peasants; the rich and powerful evolved an aristocratic code of
life. This latter aspect, which is the more visible of the
two, had extensive consequences for all aspects of Greek
life“.l Starr then notes that later, within the cities, tne
valueg of thmsa with the aristocratic code were imitated by
people of lower birth, the so-called kakoi whom we meet in
Homer, who had gained wealth and standing. A broader group of
peoplé, therefore, now upheld & distinet seoeial cnde.z_ The

transference of these values from a smaller
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upper-class group to a wider acceptance was the result both of
the idealization of behaviour which developed among the nobles
and the success with which these ideals were projected as being
the best values by which to live. Starr describes this pProcess
of transference: "Nobles, comsciously guided into the proper
paths in childhood, as adults were subject to constant sc¢rutiny
by their peers, at times in communal meals, and also by their
inferiors in the agora; an aristocrat must exemplify the
virtues of his class., Glory and repute were derived from the
Judgement of one's fellowmen, which was expressed 1n such
adjectives as agathos or such nouns as time and kleos. The
poets of the archaic period, the statues in the shrines, and a
variety of other sources celebrated and helped to spread
aristocratic standards".3 Euripides shows his awareness of
this process in the Hippolytus when Phaedra, frightened of
losing her eukleia, refers to the example thch the upper
¢lasses set by their behaviour: she knows, she says, that once
those of good birth commit base deeds (such as adultery) those
of lower birth, the kakoi, will be quick to follow.& The
example .of the nobility, in other words, was followed, for
better or for worse, by those aspiring towards status; and
nowhere is this more evident rthan ian male attitudes towards

women in the c¢ity.

One of the cornerstones of the aristocratic code, §tarr
notes,5 is the gtress on masculine dominance: "In the age of
expansion male domination was a wmarked characteristic of the
consolidation of Greek aristocracy. The wultimate task of
membership in this class was derivarion from a ‘'well-born'
family, and in ancient physiological thought the seed of the
father was the only root of the offsPring".6 This cult of
masculinity is reflected in the custom, in the upper classes,
of marrying foreign wives in order to forge alliances in other

states. As Starr, once again, says, 'Guest - friendships



13.

continued to be as important as they had been in the Homeric
poems; aristocrats unever knew when they wmight be forcea inte
exlile or otherwise need friends in other states. 4 fragment
from Solon describes a happy man as one who has' aesar children,
whol e-hooved steeds, bhunting hounds, ane a friend in foreigu

7

parts'.”

The citizensnip law of Pericles passed in 451-50 B.C. maae it
necessary that the mother as well as the father be an Athenian
citizen in order for her children to qualirfy £for Athenian
citizenship, thus indicating that encugh Athenian men followed
the example of the aristocrats of the past to create the threat
‘of an overabundance of Athenian citizens. Sarah Poweroy writes
that,” The influence of powerful fathers-in-law was desirable
from the standpoint of the ruling classes, but not so in terms
of Athenlan notions of democracy."8 She notes of Pericles'
law that it "was prowpted by the realization that the number or
citizens was too greatly increased. This same law was later
relaxed,'at a point in Athenian history when the population had
dwindled and it was necessary to increase the number of

9

citizens.” The evidence, therefore, is that there must heave
been a significant oumber of women in Athens who had married.
far from their homelands and families. It is noteworthy, too,
that Buripides deals with women married in & foreign state in
the first three of his plays which can be dateg with certainty:
rthe Alcestis of 438, cthe Medea of 431, and the Hippolytus of
428. As will be noted in our discussion of rthese plays this
estrangement from her fatherland makes the woman's dependence

on her husband even greater that it would otherwise have been.

The modern feminist Kate Millett could be discussing the period
leading up to and including Buripides' time when she states
that “"Whatever the class of her birth and education, the female

has fewer permanent c¢lass assoclations than does the male.

Fconomic dependency renders her affiliations with any class a
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tangential, vicarious and  temporary matter."lD This,
however, applies wmore specifically to a woman in a situation
such as Medea's - a woman who is completely dependent on her
husband's support, being cast off from her family and having no
mesns of support such as the law in classical Athens

provided.ll

Millett's point, however, is intended primarily
to indicate women's lack of power, their inability to determine
their own lives within a patriarchal society. This does seem
to have been the case in fifch century Athens as the men of the
democracy inherited the aristocratic code of behaviour which
developed in the archaic age, and which was attended by the
wariness of, or even antipathy towards, women expressed by the
archaic poets.l2 Starr attributes this male exclusivity in

"an increased social unity within the

large part ¢to
gglig.”lg Men spent most of their time together in groups
based on friendﬁhip and kinship, the hetairiae and the
phratries; handsome young men were held up as the model of
beauty and men spent their leisure hours and recreation time in
symposia and the gymnasia without their wives.l4 In general
it appears that 1in the development from a simple, rural
life-style to the life of the city, women lost whatever power
and influence they might have had with their husbands to the’
cult of masculinity which both kept men involved with each
other to the exclusion of women and which prescribed certain
new ideals of proper behaviour. TFor instance, Lacey quotes 4
gpeaker in Lysias on the proper behavieur of his sister and
nieces in the women's quarters in his house, who lived "with so
much councern for their modesty that thay were embarrassed aven
to be seen by their male relatives."l5 This would have been
difficult to imagine in the old rural life~style, even if only
on account of the more open architecturé of rural houses. In
the great changes in the age of expansion, then, women founa
themselves confined both physically and by the artistocratic
code ©of an exclusive masculinity which prescribed great

restrictions on behaviour.
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Pe‘ricles' famous statement on the ideal behaviour of women,lE'

. € O pe bei xai ywaikelus T
aperns, Soar vir & ynpela Foovral, e, Bpayein
Tapaudoel dmay onuavd, e T Yip trapyovens gurews
ph xelpoo: yepéobar buir urydin % ddfe xal 7 &r
Adywrror dperiis wép 7 Woyav v Tols Bpecor xAdos ji.

is the result of male protection of feminine modesty taken to
the extreme; it is an attitude in which complete passivity is
preferable to a woman's opening herself to judgement, for
judgement may be bad just as easily as it wmay be gooa- The
woman, in other words, must not participate ‘at all inm the
aristocrati¢ game in which the males are contimiously judging
gach other and continually competing for praise.” The
attitude expressed by Pericles, however, has ceeper roots than
the precepts of social behaviour would imply at first glance.
It 1s connected to a deep-seated ambivalence towargs wouen; 4
need for them and a fear of them which is expressed both in
myth and in the seclusion witnin society demanced of them by
men. J. Gould examines Greek myth and comes to the following
conclusion: "Male attitudes to women, and to themselves in
relation to women, are marked by tension, anxiety and fear.
Women are mnot part of, do not belong easily in, the male
ordered world of the 'civilized' community; they have to be
accounted for in other terms, and they threaten continuocusly to
overturn its stability or subvert its contimuity, to break out
of the place assigned to them by their partial incorporation
within it. Yet they are essential to it: they are producers
and bestowers of wealth and children, the guarantors of due
succession, the guardians of the oikos and its hearth. Men are
their sons, and are brought up as children, by them and among
them. Like the =arth and once-wild animals, they mst be tawmed
and cultivated by men, but their 'wildoess' will OU.t-"lB Not
knowing how to handle the basic "otherness"” of woman, man tries

to negate it: woman exists either in connection with hin, on
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his terms, or he deprives her of her humanity altogether. In
the first instance we have the ideal of seclusion expressed by
Paricles, and the position of women before the law: Gould
writes, "Thus the names of women who have a respected place in
the community are suppressed and they are referred to by
complex periphrases which stress their status—dependence upon
male kinsmen. Respect requires cthat they be treated, almost,

nl9 We see too

as part of the property of father or husband.
the overjoyed reaction of male society in Euripides when a
woman offers her life to preserve the "oikos and its hearth”
and the other valuables which women bestow: wealth and
childrEn.zu When, on the other hand, a woman steps out of
the bounds which society, and here of course we mean
male—orientated society, has placed on her and so threatens
man's position and the provisions which he expects of her, the
male reaction is one of utter disbelief and of a rush to
deprive ‘that woman of any human attribute: in Euripides,
especially, women who have horrified men with their unfeminine
actions are seen as inhuman or bestial.21 According to
Gould, on his cbservations on the language of (male) metaphor
as it relates to women, Sex and marriage, this is an ingrained
attitude towards women and not only in moments of extreme
duregs: "the traditional formula is part of a network of
imagary and wmetaphor which associates women and their role in
sex and marriage with animals, especially the taming, yoking
and breaking in of animals, and with agriculture." 2 From
this brief discussion, then, of the fears found in myths and of
their expression in the order of society, it is clear that in
genaral there was tension between men and women in a society
that was designed completely by men for themselves and for
their peace of mind., We note this tension in the myths, in the
misogyny of the archaic poets, and, finally, in the work of

Euripides.
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In looking at the tension between men aud women in Athens, the
anthropologist S5.C. Humphreys remarks on the importance of the
issue, both to tragedy and to the atate as a whole: "Tragedy
in Athens reflected both the tension felt between norms of
public interaction and the demands of ptivate life, and the
internal conflicts generated by intra-sex and intergenerational
struggles for dominance and economic resources within the
family. 1If the oikos was problematic as a component of the
city, it was also problematic in inself."23 She sees much of
the difference between earlier and later Greek society
reflected in the changing role of the oikos. In Homer society
is structured around the noble 0ikog, with the head of the
family striking up alliances with other, far-off, oikei on a
system of guest-friendships and marriage alliances; but with
the change to the city life-style the oikos system was outdated
and nothing reflects this more than the fall in status which
the woman of the household faced: "“The focus of political life
was moving from the noble household to council and assembly
place; displays and distributions of wealth also were less
oikos-centered, more often channeled into publiec contexts:
funeral <cortéges and marriage  processions, sacrifices,
religious festivals. The poet, too, composed his choral songs
for public contexts. In the oikos, the dividing line between
the men's and women's quarters hardened as the male members of
the household became more concerned with publie

. . . 24
inatitutions.”

The oikos, and the women in 1t, it appears, had ceased to
function as a practical unit and was now only a reference point
te be examinea for signs of correct or incorrect socilal
behavicur. Humphreys then notesg rhat thig stace of affairs led
to a questioning of the system; a questioning ain which
Euripides took part, for Athens "was a society that did all its

- 25 . . . :
thinking out 1loud." Euripides, she writes," is rveacting to
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changes in the structure of Athenian society. Increasgean
spatial and social wobility in any soclety tends to weaken
status-based obligations, such as those attached to particular
positions in a kinship system, and replace them witu more
flexible tiesg based on  similarity of "interests and
compatibility of personality ... Such a change will evicently
lead to increased dinterest 1imn the personal content of
relationships, encourage the idea that marriage should be based
on personal selection, and give friendship a new importance as
the model of a personal relati&nship founded entirely on

choice."26

The great economic and social changes, therefore, wnich
preceded and included Ruripides' time combined with the methods
and contents of contemporary philosophy to draw Furipides into
an investigation of the bonds between men and women. Qnce
again it must be stressed that Eripides' interest in female
protagonlstes probably stemmed more frowm the fertility of theues
and conflict which the relationships between meén and women
provided than from any desire to make an jimpassioned plea on
the behalf of the oppressed hal? of the population.27 This
is indicated im part by the lack of consensus which has existed
since HRiripides' time on what hig attitude to women was.
Aristophanes' attacks on Euripides' alleged misogyny are one
example.za Sarah Pomeroy quotes two very interesting and
contradicrory anecdotes which indicate how the biographical
tradition, too, tried to correlate Furipildes' plays with his

own life.2?

It is important alse to note that ERuripides'
hercines are creatiens for the theatre ana‘ are derived from
legendary figures of an earlier time. His women do not
necessarily behave the way the majoridty of Athenian citizens'
wives of his time would. Indeed, it is aifficulr to know how
many womeén had to live by the precepts of moral behaviour

discussed above: there must have been, for exzample, many
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free=born Athenian wives whose husbands' economic standing
would have made it necessary for them to enter the econcuic
field, if only to help their husbands, thus wmaking their

. . . 30
seclusion impossible. In Demosthenes' Against Fubulides

there is evidence that this happened but also that it led to
suspicions that the woman was not a free-born Athenian. ! In
the speech Euxitheus is appealing against the decision to
atrike him off the register of citizens on the grounds that his
mother was an alien becsuse, towards the end of the
Peloponnesian war, she worked as a petty trader and as a
wet-nurse:
3 "Emel xdeeivo mepl mis pnrpds elpnrer, $ro érir
Bevoer. duels 8, 30" % mddis driyer xal wdvres
Kaxds empartov, olk dpvoducla Tobro yevéobai-
dv 8¢ Tpémov kai v civex” érirfevaer, dyd) vagdins
opiv emdelfw. upndels 8 udv, & dvipes 'Abn-
volot, duoyepds droAdBn: xai yap viv derds
ywalkas moddds edpigere Tirfevovons, de duiv xal
rar' Gvop’ ddv Bavdnol’ époduev. €l 8¢ ye mAovoiet
Huev, ofr’ dv Tas rawias enwloibuer, oor’ dv Sdws

nuev dmopor, addd i rabre xowwwel T ydvel;
Y 10y '
38 €y pev oddér olfuac,

We may conclude, therefore, that the ideal of a woman's
behaviour often conflicted with the actual economic necessity
of the family. That conflict, however, indicates .that the
majority of Athenians wives spent their lives working within
the home;32 eno’ugh of them, at any rate, to constitute the
norm in fifth century Athens. It is necessary, therefore, to
be careful in deciding where Euripides' portrayal of women
intersects with the common experience of women of his time. It
is difficult, for example, to imagine the behaviour of the
Electra's Clytaimmestra in fifth century Athens; on the other
hand it is natural to imagine the sorrow of a wife who has to
share her husband's affections with other women, as Andromache

expresses it in a selfless gesture of accomodation:
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& pOvad’ “Exrop, dAX" dys v ov ydpw
ool xal furdpwr, ef 1( oe opdiron Kinps,
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(Andzr. v 222-5).

Whether or not it was by design to wmake his plays
"tranacendental"33 Euripides was careful to include enough
detail to make the lives of his heroines, so distant in their
space and time, pertinent tc the conditions of his time; the
result is that there are several trials common to the women of
his plays, the women of his time, and indeed the women of later

times.

In conclusion, then, it may be stated that even 1f Euripides'
personal attitude towards women and their standing in society
i8 not known, his interest 1in them as a dramatist can be
understcod. The questioning, rational mode of countemporary
philosophy, together with the social pressure caused by having
outmoded systems of . behavicur in a changing social and
intellectual atmosphere led te a re-evaluation of traditiomal
bonds hetween people; and, especially in the bonds between men

and women which were a focus of Euripides' interest.

For marriage (being both the most intimate union and the area
in which exists the most prejudice as to what is expected of
each partner) is a particularly fertile area for an
invesgtigation of personal relationships. It is evident, too,
that female behaviour was dictated by social custom which was
both outdated in the time of Euripides and bouna to cause
trouble between wmen and strong women who would not accept
everything in a system that had been devised solely by men. It
is in the investigation of philia in his plays that Euripides
brings the tengion between men and women from an intellectual

curiosity to a concrete recreation of behaviour.
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CHAPTER TEREE.

PHILIA: THE SPIRIT OF UNION BETWEEN MEN AND WOMEN

It is generally accepted that in the Homeric age, with its
emphasis on the necessity for the sucecess of the male head of
the household, philia comprised the relationship between
oneself and the people or objects on whom one could depend for

1 . . . .
support. "To maintain onesalf in a competitive
environment," writes Mary Scott," one must also wmaintain a
permanent state of preparedness, of tension. In this

atmosphere, the agathos had one claszs of people and objects
upon which he felt he could normally rely - those that were
BEE}E-“ZThiB implies that in the relaticnship between a man
and a woman, the woman must be all that the man expects her to
be in terms of his succeeding as a husband and protector of the
household; the husband in turn, is obliged to return the
woman's philia by treating her "in a non-hostile manner,
feeding, supporting and protecting her."3 For not only did
she need his protection, but he needed to be seen to be
protecting her. Despite the changes which Greek society and
thought wunderwent in the the years between 800=500 B.C.,
Aristotle in the fourth century, writing on philia between men
and women, could say of their r&lationship, av&pcn; s HaL

YUV&LHOQ &pLGTDHpaTLMn palvetal’ uat ’ mibav Y&p o
avhp apYEL, nal TEPL TalTa & 8eT Tov Gubpa” Coa 8E
YUVELRL CZDI.LCS(:t,L., EHEL\)T} chtocSLéwcrl,v. Later he adds,

L av&pég &e npog uvatra, 1 aUTn @LhLa nay Ev apt—
gyonpatlg’ wuav aper% 1o, wal TR apelyovy TAEov &y o=
$6v, waL TO apudhov endote” ovTw OF nal TO dlmaiov.

Marriage, in other words, remains a bond between wunequal
partners who have firm expectations of each other. The woman,
though inferior in status, could have certain eéxpectations of

her hugbsnd's behaviour towards her beyond the necessity of her
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being an instrument and symbol of his success in a hostile
world, These expectations indicate the reciprocal nature of
the relationship in which the balance between the two partners
is c¢reated by a proportional system in which the man, being
regarded as superior, is expected to benefit the most. The
context within which philia operated, however, had chenged to
incorporate the bonds between citizens in the new urban
comwmunity. Aristotle says of philia in a2 general context,6

' Youxe 3¢ xal Tae wi-

hecs quvéyewr § didia, eal of vouaBiéTas pEdhov Tepl Gl

orovbdlew 4 Ty Sicawoaiimy: ¥ wip dudvea duowoy T TH
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e bxbpay odoay pdricra (Eedaivovaw:

By the time of Aristotle's writing his ethics, then, it seems
that philia continued being a bond between a man and his
dependants and his distant allies, but 3lsc became a Decessary

social attribute, of life in the clity.

The instituction of warriage has remained much the same in the
status accorded each partner; the new emphasis, however, on the
importance of philia in tne broader social context has served
te highlight the importance of maintaining that bond between
men and women. Women could expect less in marriage than their
husbands could; but perhaps they expected what was their due
" With an even greater intensity, precisely for that reason, as
we shall see in the following chépters en individual plays of
uripides.

In his study on the etnics of Euripides Rhys Carpeunter examines

the Nicomachean Ethics and comes to the conclusion thar, "The

nature of friendship is already in Buripides in strikingly
Aristotelian form."7 One need not be as specific as to claim

that, "The morality came to his hand from the Sophists and the

8

stage,”” to be able to suggest that Aristotle's ethics, based
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on psychological observations as they are, are ‘the result of
the great intellectual questioning of which Euripides was a
part. The implication of accepting the importance of the
concept of philia to Euripides and his contemporaries would be
that one could then perceive Aristotle's observations as
conclusions, coming from his unique vantage point.

Arigtotle, 1in other words, c¢ould act as a guide in an
investigation into Buripides' dramatic wuse of philia where
sometimes 1deas and attitudes on philia are either merely
hinted at, or exist as part of a whole which iz not all

vigible, or even where they are central to & play.

There is evidence that with the urbanization of the population
in Greece, and with the resulting tension between people living
very close together, often with little in common but their very
proximity, the Homeric system of philia was adapted to serve
and protect the society and values of the community.
Jean-Pierre Vermant sees the importance of philia arising
immediately from the fall of the Mycenean system of kingship,
which resulted in more people having to co-operate with each
other to ensure social stability: "The spirit of conflict and
the spirit of union - Eris-Philia: these two divine entities,
opposed and complementary, marked the two poles of society 1n
the aristoeratic world that followed the ancient kingships," he
writes.l0 As we have noted, however, this aristocratic world
and its values evolved into the world of the city where the
concept of philia had to be adapted once again to cope with new
threats to social stability. As Vermant describes the process:
"Those who made up the city, however different in origin, rank,
and function, appeared somehow to be 'like' one another. This
likeness laid the foundation for the unity of the polis, since
for the Greeks only those who were alike could be mutually
united by philia, joined in the same community. In the

framework of the city, the tie that bound omné man to another
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thus became a  reciprocal relationship, replacing the
hierarchical relatioms of submission and dominance. All those
who shared in the state were defined as homoioi - men who were
alike - and later more abstractly as isei, or equals."ll
Philia between men, in other words, is regarded as progressing
from being a bond between equals often living great distances
from each other te a bond between citizens, a bond which made
an assumpition of some kind of community of interests betwean
them a necessity for aurvival, Protageras, in his famous
creation Myth, as Plato presents it, states that the bond of
philia is a basic necessity for communal survival, He
describes man's lack of Tnvy moALTuinfjv—the skill which would
enable him to live in a community (which was vital to his
gurvival) = as threatening the unity of the city and thereby
jeopardizing man's chances against the wild beasts, Zeus steps
in to solve the problem:12
qués

aby Sifﬂ'as'_ mepl T yéver Hjudv, un awodowre wdaw,

‘Bpufv méume dyovra cis dvfpdmovs wdd ve wal

Sin, O elev wodewv wdouor Te rai Seopol fudias

FUREPCIYOL,

With aiéﬂﬁq, which Untersteiner interprets as ’"a respectful
acknowledgement of any superiority in others",la and ${un
"the sense of justice", 14 Zeus establishes order (ndouoL )
and bonds which will unite people in solidarity (beopol @uLi{ag
cuvaywyol ). So philia is represented as & necessary social
bond, but the concept of alBic indicates that philia did not

imply an equality of persons but rather an equality of purpose.

The necessity for a bond between men which the need for philia
indicated became the predominant meaning of philia.

Aristotle's quotation of the saying philotés isotés, is strong

evidence of the successful and widespread adaptation of this

social bond. It is significant, too, that the great Athenian
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reformer, Solon,x recognigsed the need for isocés ana philia.
Vernant, in describing the necessity of moderation ana
temperance for harmonious social existence, sees philia as the
cornerstone of Solon's theories and he is careful to note tnat
isotés is not exactly translated as 'equality' in the modern
sense of the word but rather as a kind of balance of
reciproeity which aimed at the goal of a unified state: "To
undaerstand ¢the sogial realities that ovarlay the ideal of
sophrosyne, and how the notions of metrion (the mean), pistis
(trust), homonoia (unanimity}, and eunowmia (law and order) were
blended to form a whole, it is necessary to consider such
Jconstitutional reforms as those of Salon. They maae a place
for the eguality - isotes -~ that had already appeared as one of
the foundations of the new conception of order. Without isotes
there would be no c¢city because there would be no philia
(friendship). 'The man who 1s an equal', wrote Solon, 'is
incapable of starting a war'. But this was a bhierachical
egquality - or, as the Greeks would say, an equality that was
geometrical rather than arithmetical. The essential idea was

w13

actually 'proportiem'. Tuis 1s precisely the relarcionsnip

between husband and wife in marriage as described by

Aristotle.16

A difference between Homeric philia and that of Euripides' time
is that it ceased to be concerned only with one's survival and
success as an individual. The closeness which the concept of
philia encouraged and represented gave rise to a feeling of
mutual responsibility between people, and a sense of moral
behaviour which would have seemed very foreign in the world of
Homer &8s we wunderstand 1t: namely, a world in which the
individual 4§ responsible absolutely as the head of his
household and in which his worth is measured by the success
with whiech he meets in running that unit. [Euripides’ great

contemporary, Thucydides, writing on the efrects of the
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terrible plague of 430 B.C., vreveals a new dimension of
philia. He writes of those who risked, and gave, their lives
to help their friends who had the plague, feeling too great a
sense of shame ( g{gy¥vn ) to ignore the suffering of their
friends; even when in some cases the victim's own family's

sense of kinship had been defeated by the disease: !’

elre Tpodiner,
biegfeiporro, kai pdiicre ol dpetis i peratowvperor
aloxirn yap fipeldovr opdy abriv éridrres wapd robs
pihovs, &mel xal Tis dAodipoes Ty dToyoyrousrer Tehey-
rivres kal ol oleelor dférapvor dwd rod molAol raxol
ViKthpevol,

(Thuc 2.51, 5).

Catrpenter is right in noting that the Nicowmachean Ethics say

nothing about :f.-uelf-zal.slv::r',i.fin‘.:F.']'8 but this gquotation shows that
Euripides was not alone in portraying situations of philia in
ﬁhich self-sacrifice took place. The passage of Thucydides
quoted above serves as a good indicatiou of the relationship
between philia and self-sacrifice with which Euripides would
involve himself in several of his plays.

The Heracles, dated about 415,19, is a play in which the
concept of philia is central to the action. It affords a
dramstization of several of the aspects of philia which have
been discusssed above and deals with the bond of philia between
two men and between a husband and his wife. Amphitryon the
mortal father of Heracles, 1s the first to mention that the
family of his son is in desperate straits due to the absence of

any one philes who will dare to help then,
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{(v55-9),
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The old man goes so far as to define misfortune as the absence
of friends who can help one in need (v.57)., The idea of the
obligation of friends to support each other is presented as an
indignant defence before the dangerous tyrant Lycus by the
Chorus of Theban Elders,

wdmera mpdec 76 dyd $lovc dpotc

Bovdvrac «f Bpav, of dluw pddicre Sei;

(v266-7),

Megara gracefully praises the attitude of the old men but feels
that it is her responsibility to warn them of the danger which
they face in their upright stand (v275-8). In the same speech,
however, she indicatea that not all friemds are sz¢0 trustworthy
when they are needed,

e Th fdvav mpicwme dedyover dloc

& Juap 780 PAépu’ Eyew dacly povou.

(v305-6).

As if to underline the importance of the theme of friends being
ignored when they need help, Amphitryon goes so far as to
criticize Zeua, who is both the god of the bonds of friendship
and Heracles' divine father, for his abdication of his duty as
philos (v339-47), This attack coustitutes one of the strongest
attacks on the nature of the gods in Euripides' plays,20 for
it denounces Zeus as a hypocrite (v341) and as a traitor (v343)
who knows nothing of basic human values. What the old man had
expected of Zeus was behaviour sgimilar to Heracles', who on
learning that his family has beeu threatened because his
friends have chosen to forget their obligation to him
(v558-61), sees revenge on his enemies and faithless friends
alike as the resumption of his duties as father, husband, and
son; in short, by resuming his duties as a philos he will take
revenge on those who repsid his philia with treachery
(v568«B2). The Chorus ({(v583~4) and Amphitryon (v 585-6) are

quick to praise Heracles' attitude as justified and as correct.
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§o far it is evident in the play that philia is a reciprocal
relationship which should be adhered to aven at great personal
risk. It entails the protection of ome's kin as well as the
protection of a friend’s family., Heracles' outrage at the
betrayal of those who allowed his family to face grest danger
in his absence is seen by him as a breach of philia which
justifies his desire to take revenge on the traitors: the
friends who did not show themselves to be friends by returning
their obligation to him have become enemies (v568—86).21 The
desire for revenge, then, leads from "the ubiquitous Greek
- maxim that ome should 'do good to one's friends and harm to
one's enemies!"?? What Euripides then does is to show how
fluid the line between friendship and enmity can be. Heracles
sets out to harm those who were friends and have now become
enemies but in the process Lyssa, the deification of the
madness which possesses a warrior in battle,23 is sent upon
him by Hera (vB15f.), and in a blind frenzy he slaughters his
own family: he himself becomes an enemy to his philoi and his

own dependants.

On awakening from his madness and realizing in shame and horror
his terrible breach of philia Heracles wishes to destroy
himself as an act of revenge against the killer of his sons,
his philei (v1146-32). It takes the persistence of Theseus'
friendship to force Heracles back to an acceptance of his
load. Theseus sees friendship as a bond of obligation, as an
exchange, as he tells Amphitryon,

rivear §' dpofac dv dnfipfer ‘Hpaxdie

curcac pa viptev JAfov, el 1o 3¢l yépow,

7 xepde Spdc mic dpfic % coppdyer.

(v1i169=71)

This is the bond which Heracles' other friends broke. Theseus

dares te come to the aid of his friend even when Heracles is



29,

polluted by the terrible crime which he has committed; for, as
Thegeus says, friends are immune to pollucionm when they are

acting to honour their friendship,

Hp. ¢aiiy’, & radainwp’, dvdeion placp’ dudv,
6. oddelc dderwp Toic Pidace dx v P,
Hp. émjwsc™ ef Spdeac 8¢ ¢ obx draivouas.
On.  dyd 8i mdcywy ef rér’ olicripw ce viv.
| (v1233-36).

The imagery of this passage is startling in the way that it is
reminiscent of Thucydides' description of thé behaviour of
friends during the plague. It is quite possible that the
concept of reciprocity and of exchange in philia, seen as a
necessary social attribute before, began, with the pressures of
the war and the plague, to take on moral connotations which
would imply the uobility of self-sacrifice for the right
reagong. The behaviour of friends, as Thucydides describes it,
and Theseus' support of the polluted Heracles, indicate the
strength of the bond of philia in the face of great personal
danger; we may even say that there is an element of
self-sacrifice in the social attribute which ouce regarded

gurvival ss the paramount virtue.

The relationship between Heracles and Megara, too, reflects the
element of selfwsacrifice which enters into the matter of
preserving philia. Megara and Heracles, as a married couple,
have entered a union where, as Aristotle puts it, each party
receives what is -':11;»1:»1:'4:'l:n:':i.ia!:e.24 When Megara decides to hand
herself and her family over to her enemies, and to die with as
much dignity as possible, she attributes this decision te her
responsibility to behave properly and not shame her

hero~husband,
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(v287-94)
Heracles' due, in this marriage, is that his wife and sons
behave in a manner fitcing of him. As hegara says, she must
imitate the glory of her husband (v294). In this case, of
course, her showing of philia to her husband entails her own
death; and so we meet the common motif in Euripides' work of a
woman who is prepared to die to save the bond of philia between
herself and her husband. The Alcestis of 438 had dealt almost
exclusively with this theme, and it is interesting to note that
twenty-one years later a woman's self-gacrifice was sgtill a
central notion of Euripides' concept of philia. The heracles
is interesting too in that the Chorus of Theban Elders and
Theseus also take great risks in theilr practice of philia,
indicating that net only women risked their lives for the
preservation of philia; in all of Euripides' other surviving
plays, however, women are seen trying to preserve philia where
men are intent on breaking it, and so this play is important in
that it indicates Euripides' general interest in the theme of
philia and all which that concept entails, rather than his use
of it as a means by which to portray particularly the pesition
of women. If we can thug accept that bhuripides' approach to the
position of women in Atheas in his time is not polemical then
his depiction of the tension between men and women becomes all
the more valuable as an indication of social conditions of the

time; consequently, it becomes more interesting to note how he
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uses themes connected with women in order to create his plays.

Heracles' part of the bargain in his relationghip to Megara is
indicated in his sorrow at his murderocus betrayal of her
devotion to him,

cf v ody duolwe, & rddaw’, dmddece
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(v1371-3)

The implication is that Heracles should have protected and
honoured his wife for her loyalty to him and her devotion to
the bond between them., As he had indicated earlier, his main
priority should have been the protection of his family
(v568-82) and, in speaking of the dangers which his children
face in his absence, thé Chorus implies that his absence is a
failure on his part (v442-50). Heracles, in other words, has
failed as a philos both in his absence from his family and in
his actual, unwitting annihilation of them. It takes only the
great friendship of Theseus to save him and redeem him, as he
himself implies in his comment on the closeness between himself

and Theseus,

Ledyde ye $idiov drepoc 8¢ Sverupie.
& mpicfu, Touwdvd’ dvBpe xpy wrdcfos didow.
(v1403-4),

In the wretched state in which he finds himself, Heracles could

have no higher commendation for a friend,

In this analysis of the Heracles the play has been dealt with
a3 a test case on the subject of philia. It deals with the
betrayal of philia by a protector who is absent, by a man who
kills his kin, and by friends who prefer to negleet their
duties as philoi rather than face danger. This betrayal of

philia is seen by Heracles as just cause for revenge; for
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friends who are not true to philia become enemies. On the
other hand we have those whose inteation is the preservation of
philia: Megara is prepared to give herself to death in order to
be true to her husband's reputation; the old men of Thebes are
prepared to face danger in their support of Heracles'
dependents; Theseus has no fesr of polliution when he insists on
standing by his friend Heracles as an g¢xchange for Heracles'

past friendship towards him.

S0 we have seen, in this play which stands approximately at the
chronological centre of Euripides' extant work, the mechanies
of philia in his conception of it. The essence of philia,
then, is seen to be a bond, an exchange of responsibilities,
which onme wmight be prepared to preserve by an éctinn of
self-sacrifice or the breaking of which would constitute just
grounds for revenge. It remains now to be seen how the concept
of philia governs women in their actions, in their acts of

sacrifice and in their acts of revenge.
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CHAP TER FOUR

SACRIFICE AND REVENGE OF WOMEN

As we have seen in the previous chapter Greek society in the
time of HRuripides saw a normal relationship between & man and a
woman as one in which the woman is completely subordinate to
the man and is govermed by strict precepts of socizal
behaviour. This situation prevails in "Buripides’' tragedies,
too, and is accepted as uormal by the protagonists. The women
in the plays, however, find themselves at a peried or crisis in
their lives, in which normality, of course, has lictle chance
¢f remaining intact. - In lookimg at the nature of the crises
which women face it is unavoidable to unote their comments and
Pictures of normal married life as they express them, whether
they be spoken in anger, in sorrow, or in yearning

recollection. 1

The Alcestis of 438, being the first extant play of
Ehn.lr:l.p:i.':les',2 provides the first expositioﬁ on a woman's place
in the home. Alcestis is dying so that her husband might live,
and this situation provides an opportunity tor society to heap
praise on har as a duti'ful wife and for herself to speak of the
nature of the life which she is Jlosing. As her servant says,
how much more could a woman do to show her husband that she
honours him above herself than to die for him? (Alc. v15i=35).
Ihe Chorus of 0ld Men describes Alcestis as being &prTn on
account of her sacrifice (Ale. v83). The emotion generated by
her sacrifice causes the Chorus and the nurse to reaetr thus,
but it is evident throughout the play that Alcestis has been a
dutiful wife all along. Before she dies, her main concern is
the well-being of her children: she commends them to Hesgcia,

the symbolic centre of the house, go that the unity of her
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family may be preserved despite her death {Ale. v163-9); for
' this reason too she demands thar Admetos does not take another
wife, does not subject their children to a stepmother who would
hate them (Alc. v309—10).3 Alcestis sees her death as
resulting from her {mability to betray the philia between
herself and her husband. Imn addressing her bed, the symbul of

her marriage, she states that,

Tpodoi yép ¢’ davoira xal moow
Ovfirsm
(Ale. v180-1).

She realizes, too, that her children stand a better chance oz
survival if they have their father ratner than their mother as
their sole parent (Ale- vv287-8, 377)4 Finally, aAlcestis'
talent as a housekeeper is brought to our attention by Admetus'
sorrowful walking through his now barren house, mourning his
wife and the desolation which her deatn has brought on his
house (Ale. v941f.), a house that was previcusly portraved as a
place of plenty (Alc. vvl0,569). So Alcestis is portrayed as a
good wife, a good mother, and a good hbusekeeper, who exﬁre55ed
the depth of her love and her loyalty with the greatest

sacrifice. Clytaimnestra in the Iphigeneia in Aulis of

405 B.C. describes the dauty of a gobd wife when she says to

Agamewmnon,

ol cou xaraddgyleira wepl o xal dopovs

Tupuaprupioes ks dueumros 3 yum,
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(I.A, v1157-63),

Ihis image of the wife's worth being evaluated as her modesty
and blamelessness ( JuEuTTOL B YUvr , v1158), aund her share
in the increase of her husband's house, is the same as tnat

projectea in the Alcestis of more than thirty years earlier.
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In the Medea of 431 Medea's great speech on the position of
women in their relacionship with theilr husbands is a bitcer cry
against injustice and is a rich source of information on the
tension between man and woman and the unequal relationsghip
between fhems (Med. v230-51). She describes a gituation in
which a woman's dependence on a man 1s complete while her
expectations of him are winimal; she is describing, in effect,
4 coupletely wmale~dominated soclety. She speaks of woman's
position as the lowest of all living things (Med. v230-1); of
the dowry system in which a woman pays an exorbitant sum only
to take a master upon her body - for to be without a husband is
even worse (Med. v232-4); of how a woman is stuck with the
hugband she gets, for she cannot easily escape from her
marriage, nor can she reject it, (Med. v235<7); of how hard a
woman has to try to adapt to her husband's habits and the
customs of his land (Med. v238-40); of how, even after her
trying so hard, it depends purely on the husbana's mnature
whether the wife's life will be enviable or worse than death
(Med., v241-3). Men, on the other hand, she describes as being
independent of their wives im that wheQ they are bored at home
they are free to seek entertainment elsewhere, while tue women
wait for them, secluded in the house (Med. v244-7). Finally,
she attacks what must be the ideoclogical foundation of this
behaviour of males =~ the argument that men are entitled to
their pleasure at the expense of their wives for they are the
ones who risk their lives in war to protect the women. Medea
claims that childbirth (on which men's wealth and glory depend)
is far more dangerous than fighting a battle behind a shield
(Med. v248-51). The Chorus of Corinthian Women do not disagree
with Medea, saying that her rage against her husband is
justified (Med. v267-8). The implication is that the picture
of married life which Medea has presented is accurare, and that
she has put up with what she consi&ers toe be an unjust

situation because that is the norm. It is only when she has
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been wronged wirth regard to her marriage bed, the symbol of her
marriage, that she can no longer accept the situation apd her
thoughts turn  te revangeﬁ {Med, v263-6). Similarly,

Clytaimnestra of the iphigeneia in Aulis Warns Agamemnon that

by killing their daughter he will be opening himself to a
wicked reaction on her parc (I1.A. v1180-84). 1In the Electra of
about 417 Clytaimnestra tells Electra that eventually it wag
BOT to avenge Iphigeneia that she killed Agamemnon but in
reaction to his arriving from Troy with a new bedmate’ (El.
v1030-34). Medea and Clytaimnestras are depicted as strong
women whe are not Prepared to accept injustice beyond whart
constitutes the norm. Unlike Andromache (éﬁnﬂ- v222-5) they
are not prepared to put up with their husband's infidelity for
the sake of remaining marriéd to him. Medea and Clytaimnestra
have been pushed by their t;usbancls' behaviour into reacting
against what they see as ap unjust system of double standards;
as Clytaimnestra puts it,

pedpov pdv odv yrvaixer, otn dlhwe Ayw

bray &, bmbvroc rous’, Guaprdime méesc

Tdvdor mapdicac Adirpa, mpaiclar Bde

ey rdv dudas Xdrepov xrichas diov.

wdmect’ dv duiv 4 Yoyoc Aapmpiveras,

of & alriou r&va"m’: xAvove’ dvBpec xaxdie

(EL. v1035-40)

As things stand in the world a woman's bed, the sexual symbal
of her marriage, 1s all that she can expect to keep inviolate,
yet even here spe is betréyéd. In the Alcestis we gee a wonan
die to save the honour of her AEyog (Alc. v180-1); vet men are
quick to betray that very bed while condemning the wives who
fmitate them (EL. v1039). Medea and Clytaimnestra, then, are
prepared to put up with their husbands in a relationship which
they congider unjust, for philia between man and wife jig
dccepted as being Prejudiced in favour' of the husband, The
moment, however,that the husband breaks the terms of the

agreement between them, they are quick to seek retribution.
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In the Hippolytus of 428 Phaedra is like Alcestis in that she
is prepared to aie in order to save the honour of her bed (Hip.
v419-23), and like Medea and Clytsimnestra she is well aware of
the social prejudice against women, as she indicates when
reflecting on her adultercus passion,

rd 3 fpyor film viw pdoor e Buoxhed,
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(Hip. v405-9).
Phaedra, in her great struggle with herself, believes that the
prejudice against women &erives from the disgraceful behaviour
of certain of their predecessors; in other words, by admitting
the guilt of women she i1s trying to make her own desire for
Hppolytus as unattractive to herself as possible. When her
battle is lost, however, and her secret passion has become
‘knowvn to Hippolytus, she is afraid that he will broadecast her
infamy to the world and that, being a woman, she will have uno
defence against the “"knot that words have tied" (Hip.
v669=71). In order to protect her good name Phaedra is driven
to destroy herself and to discredit and destroy Hippolytus
(Hip. vv715-18, 720-21, 729-31). Her frantic but vain efforts
to protect her good name are the result of her sense of loyalty
to Theseus and to her children, she cannot bear to taint theam

with any base behaviour om her part (Hip. v419-23).

Phaedra's willingness to go to any lengths to preserve the
honour of her family iz similar to Megara's decigion to die in
2 manner befitting the wite of the great Heracles. The
Heracles, dated between 416 and 414,7 deals in great detail
with the concept of philiag. Part of Mepgara's quty as the
wife of Heracles 18 expressed by her decision to face death at
the hands of rthe usurping tyrant Lyecus willingly and with

dignity now that all hope of salvation appears to be lost,
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rather than die by fire, cowering at ‘her sanctuary (Ber.
v287-94); for, she says, in this as in all things, she must
imitate her husband,
dpal re plunp’ avlpdc obx dmweriow,
(Her. v294)

In the Andromache the persecuted herovine is prepared to give
her own life to save her son Molossos from the deadly jealousy
of her master's wife and father-in-law (Andr. v413<14). 1This,
of course, is not the same as dying out of a sense of duty to
her husband, but it places her into the pattera of women
willing to sacrifice themselves in order to save their kin,
often because they cannot bear to live bereaved of their loved

ones. Macaria of the Heracleidae (of about 430) gives several

reasons for hner decision to offer her life to save her
brothers: she says that the childreﬁ of Heracles must stand up
and offer something in exchange for the help and protection
which the Athenians have offered them (Hcld. v503-7) now that
Demeter demands the sacrifice of a noble young woman s¢ that
the Athenians can win their battle to save them (Eﬁii' v4(d3=9);
the children of Heracles, she says, mst live up to their
father's reputation for bravery (Held. v507-11); and, finally,
she could not live if she were to survive .the death of her
brothers (Hcld. v520~3) even though she knows that people have
been known to betray their philoi in order te zave themselves,
— oMol yip By rHde mpovdorar Glhovs.—

(Held, vs22)
To this sense of duty to her kimn and to the heavy legacy of
their father, Macaria adds her awareness that such a sacrifice
as hers is preferable to living life as a coward for it is a
death, which, like that of Alc¢estis, will win her the best

reputation,9
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(Hﬂld ¥ V531"4).
The Chorus of 0ld Men of Marathon and Iolaus are quick to give
her her due both for her noble action and for being a daughter

worthy of her father Heracles (Hcld. v535=41).

It is interesting to note that in approaching the men in order
to volunteer her life, Macaria is very careful to apologize for
her brazenness in venturing out éf the house, which is her
rightful place (Held. v474-7). This strict code of behaviour
is reflected in Electra's husband's shock on seeing her talking
to strangers outside the house (El. v341-4). The culmination
of this strict code of feminine behaviour comes with Polyxena's
sacrifice in the Hecuba. Faced with the sacrificial knife she
shows such a sense of patriotic pride that she moves the enemy

amy to cry for her release (Hec. v545-53), yet she insists on'
dying, and, as she falls dying to the ground, she is careful to
keep hiding "what should be hidden from male eyes" (Hec .
v568-70), so moving once again the Greek army to wonder at her
courage (Hec. v577-80). Polyxena, in other words, is one of
Euripides' heroines who pluck glory from their destruction by
emphagizing their compliance with ‘accepted principles of
fewinine behaviour. In the Hippolytus Phaedra's tragedy 1is
that no matter how much she yearns to acﬁiEVe the same kind of
success (Hip. wvv329, 331) it is denied her. The theme,
however, of women and girls who are sacrificed to their own
greater glory leads to the extreme situation where women are
referred to as being inferior in value to men and therefore

expendable. Iphigeneia ssays as much in ‘Iphigeneia among the

Taurians

ot ydp dAN' dedp pdv éx Sopwn
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(I.T, v1005-6)

The same character, this time in the Iphigeneia in Aulis, makes

the same comment, but on a larger scale,
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(I.A. v1394)}
Iphigeneia, of course, is the epitomy of a sacrificial victim
and it is only natural that she should be so oppressed as to

take on completely the values of her Dppreasnrs-lo

Evadne's death in The Suppliant Women cowes not out of any

sense of duty, but out of the love which she feels for her dead
husband Capaneus; she refers to her suicide as her wish to lie
with her husband, continuing in death their philia. She csglls
her death the sweetest death,

uctoc ydp Toi Odvaroc
covbickew  Bijucxcover dédoce,
(Sup. v10U6~7)

In v.1020 she speaks of her flesh wmingling with that of
her Tréoet ¢{kn1, and, finally, as she falls into her husband's
pyre she tells her father that she is rencuncing the philia
between herself and him in order to be with her husband,

Spolor’ o yap pn riyqe pu' fdew yepr.
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(Sup. v1069-71)
Evadne's vigsion of philia then is one of love and closeness, it
1s a purely emotional bond unlike the conception of it in most
of the other plays as a bond which holds women to a specific

cade of behaviour. In The Phoenician Women Jocasta Kills

herself in despair over her failure to keep her sons from
killing each other (Ph. vv1280-82, 1455-59). Jocasta dies with
her arms around both her dead sonsg, bringing them together in
death, if not in life,

dv B3 roioy guhrdrow
Bavoiiora reirac weptfadote’ dudpoiv xdpas.

(Ph. v1458-59)

Jocasta's love for her sons, which the Phoenician Women
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attribute to the mother's pain in childbirth, had made her try
to end the struggle between them which Polyneices had defined
as a terrible breach of philia (Ph v374) and which Jocasta, in
the Prologue, attributed to Eteocles’ breaking of the agreement
between the two brothers to alternate their rule over Thebes
annually (Ph. v71-76). Both Evadne's and Jocasta's suicides,
then, are the results of their wish to extend philia beyond
death. They do not die out of any sense of duty nor do they
express any wish for acknowledgement of their sacrifice, for
death is not expected of them; it does not serve any purpose or

benefit anyone else.

We do not need to take into account bursts of male misogynyll
to sea tha; the women's lot, as it is presénted in Euripides'
pleys is hardly enviable. Indeed, two of the women who die for
the sakes of their husbands, Alcestis and Phaedra, are both
mourned by their husbands in wvery loving and very similar
terms, even though the one is well aware of the ressons for his
wife's death while the other is not.12 Even under the best
of circumstances it is evident that women live a life of
discretion and seclusion,13 their whole being focussed on
providing for their husbands, making their houses wealthy,l4
giving them children,15 protecting their honour and that of
their house,16 tolerating double standards of behaviuur,l7
and dying, either out of loyalty or love (or both), for their

husbands or their kin.

In the plays aiscussed above, then, it appears that the
sacrifice of women occurs both in domestic circumstances and in
times of war when their men are killed and when they become
victims of the enemy or their own grief.l9 When women decide
to die for the sake of their husband - either to save his life,
or to protect his honour, or out of love for him after he has

died (or when a girl such as Megara dies to save her kin) -
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their reason is that they die in order to preserve the bond of
philia between themselves and those who are their philoi: their
close ones, their loved ones, the ones with whom they are
interdependant. Whether 2 woman offers her life, as Alcestis
does, or it is demanded of her, as is Polyxena's in the Hecuba,
she goes to her death with remarkable courage and emphasizes
her femininity with her death: Alcestis makes sure that
Admetus is well aware of the value of her sacrifice for him;
Polyxena shows such courage and pro;riety that she shocks the
Greek ammy into admiration of her. 1In these cases, the willing
sacrifice of women elicits admiration for them and expressions
that they are truly valuable women and wives. 20 Except for
the instances of Polyxena and Iphigeneia, who have no choice
but to die, the women who are sacrificed in the plays of
Euripides are willing to die in order to preserve a bond of
philia which is threatened by an outside force. Evadne and
Jocasta are too late to save that bond in life and so they
reconstruct it with their philoi in death. Sacrifice is either
chosen by women, or, when it is demanded of them, accepted with
noble resignation. In other words, they choose to act im this
self-destructive manner, finding in it their highest praise and
the highest expression of their womanhood. It is,
paradoxkally, within the world in which they are presented, the
highest form of self-expression. The reason for their
willingness to die for their kin is philia, for the lives of
women are described as being so limited in variety and so
dependent on men that, in comparison to men who are rooted to
their land and their habits, they can best be described as
being in perpetual exile. When a woman is inVOlved. in a
relationship in which she gets the amount of philia due to her
in the accepted equality of proportion then philia is her
harbour in the exile of her life, and as such is worth dying
for. On the nature of the union between husband and wife, and

of the wnit which they fofm, Homer offers the finest
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description?;1 taking into dccount both the socilal agpect of

marriage and the intimate bond of love betweep husband and wife,

When, however, the bond, or balance of philia is broken by one
who is Philos, then the theughts of the. Women turn to revenge
85 a reaction dgainst an unforgivable crime. Qur discussion of
philia and of the Htar-au:.].ea22 has shown that in the Plays of
Buripides philia ig 4 Teciprocal bogpd which needg careful
Durturing in ordep Lo survive, and that when that bond 4is

broken those that weare held by it become 2hemieg, We have

husbands, until their husbands’ violating of the gsanctuary of
their ‘beds.23 When Jason betrays Medea the nurse refers to
her ag éfn‘rrmg ﬁ'nmm..'é'm (yﬂ. vv20, 33) ang Medea refers to
Jason's behavipur a4 an dinsult against pey ( ﬂBpL’iouch » Med.
vi55). Clytaimnestra, too, refers ro har husband's.behavimr
4s wrong, while acknowledging that women are tools for jove ip
Placing so meh emphasis on theip hugband's fidalicy (EL.
v1032-35). As thig is the area ip marriage in which men are
BOST often st fault they, in turn, are gquieck Lo eriticize
women's single-minded Preoccupation wicn their fex-lives, gag
Jason  indjcares (ﬁg_d- "VV569-73, 1338, 1367) and ag
Clytaimnestra implies with the defengive,

pbpav pév olv Yiveicee, adx gl Afyey:

(EL. viQ3is)

by what we might term feelings of sexual ‘jealousy bur walen for
them are feelings of Qutrage at the breach of philia whicn
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results in their Public sghame. Ag Dodds puts it, in terms of
men in the same culture, “anything which eXposes a man to the
contempt or ridicule of hig fellows, which causes him 'to losge
facef, is felt g3 unbearable."24 It 1s the pride of Medeg
and (lytaimnestra which ianspires tnew to react with sguch
vielence to the insults which their husbands deal them and rto
take such brytal Tévenge: the one py killing ner chilaren to
Spite her husband, the other by taking a lover ana killing her
husgband. In borp instances these women act in defiance of the
opinion of a society which they have always considered to be

unjust towards then.

Bermiome's wish in the Andromache to have her husband's
concubine killed is basad o0 a2 much simpler form of sexual
jealousy, as Andromache indicates in the Prologue céﬂﬂi‘
v29-35), for she does not see Andromache gs the unwilling
victim of her husband but rather as a dangerous rival for her
husband's love. Hermione is afraid that by being childless she
will be ousted eagily frog hér marriage.25 Instead of
rebelling against such an unjust system of dependence on her
husband she turns on Andromache, who is more ©f a vietim than
herself. C(reusa's rage against Ton and Xathus, too, depends on
her fear of childlessness,
oY micie fudv mpoddrme yiyover:

, P , .
trepona: §' olewy, cTépoua: maibwy,
dpoidac §' dAmidec,

Qggg V864=6g),
She does not know that what she considers to be her husband's
betrayal, hig adoption of Ion, will result not in 2 breach of
their philia butr in her finding her gon, a digscovery whicn Ion
refers to as a rebirth, or rather a literal and figurative

escape from death:

dAA’, d duAn o EATER, € yepoiv cdfgw
6 warlavuv re xod Gavew darrdloua:.
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While she considered Ion to be her enemy, however, Creusa was
well aware that she was conforming to the stereotype of the
barren 'atepmonher who 1is an enemy to her husband's children
(Ion v1024-25), snd Ion himself gives a good exposition on the
reagsons for a stepmother's hatred (lou v607-20) and once again
this is based om her childlessness (Ion vvél3, 61l9). Finally,
as the Priestess tells Ion, a stepmother always hates her
stepchildren (Ion v1329). This is what Alcestis wishes to
spare her children when she demands of Admetus that he never
remarry (Alc,v30%9-10). The nurse in the Hippolytus touches on
the aspect of the rivalry between a stepmother when she is not
barren,and a stepchild, in her need to secure the future of her
children lest they be at a disadvantage to the elder child of
their father (Hip.v305-10). Phaedra, of course, holds no such
enmity towards Hippolytus, but when she dies she plans that herx
death be the means of her revenge oun him (Hip. v728-31). Her
motives against Hippolytus are governed by his extra-ordinary
attack on her when the WNurse, without Phaedra's knowledge,
tells him of his stepmother's secret passion for him (Hip .
v670-75); and Hippolytus' outrage at the Nurse's suggestion
pierces Phaedra to the core, for she herself is as disgusted by
her passion for him as‘he is and she finds it completely unfair
to be so condemned of lasciviousness by a young man who talks
continually of gwoppoolvy but who has no inkling of the
meaning of moderation and self~restraint. The moment of total
rejection of the family bond between Hippolytus and Phaedra
comes when he rejects the Nurse's attempt to silence him with
an appeal to his sense of philia:

Tp. & wal, { dpaceay; sobs dikovs Juepydon;
Iz, amémrve’™ olbels ddwdy dori pos Gikos,

‘ (Hip. v613-14).
This is probably the woment when Phaedra becomes his implacable
enemy; for we see in the play her concern with behaving

properly within the bounds of philia and so such an accusation
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must wound hey deeply (especially in the light of her earlier
reference to Hippolytus as philos, v319).

Finally, there are the two instances of women, Alcmene and
Hecuba, who take revenge on people outside their immediate
family for crimes committed against their family rather than
against themselves as women. In the first instance, Alcmene's
revenge on Eurystheus in the Heracleidae is a case of revenge
taken on an implacable enemy who has been defeated. What is
interesting is her statement that revenge is an unfeminine

notion,

roimov &', émeimep yelpas JAdev els {uds,
otk doTi Bemrde domis éfaiphoerai
mpds Taira i Gpacelay Soris dv Oéky
xal T Ppovolicar peifor § yuvaica xph
Aéfer 10 & dpyow totr’ duel mempdferai

(Held. 976-80) .
Alcemene 1s able to sgsay this for she 1% not gripped by an
emotional wish for revenge while in a moment of great crisis.
For her the battle has been won and now she will take her
revenge. The other women in Euripides' plays, however, see
their revenge as the battle itself and, though they have uno
time to think it, their language implies that revenge is a
magculine undertaking (EEE' v1262); their preparation for it,
too, implies that revenge i1s not for women - for example,
Electra's chosen self-deprivation (El. v190~212) implies chat
she needs to keep her hatred alive in order to be ready to take
her revenge. Hecuba's revenge on the guest-murdering
Polymestor in the Hacuba results in the loss of her very
humanity, but, as Medea states after her revenge, the price is
of no account when the revenge has been complete (Med.
v1361-62; Hec. v1274). Medea and Hecuba are similar also in
the emphatic way in which they state that when women are pushed

too far they are well capable of taking their reveﬁge (Med,
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v265-66; Hec. v.B85-88). Medea's killing of her children and
Hecuba's killing of FPolymestor's children and her blinaing of
him to avenge his murder of her son who was his guest, result
in thegse women being depicted as losing ctheir humanity. Their
contention, howaver, has been that their enemies drove them to
such murderous lengths. Their enemies drove them to behave in

this unfeminine manper.

Revenge in the plays of Euripideg, then, when carried our by
women sgeems to be a reaction against what they percelve as
terriole wrongs, and is usually self-qestructive and a negation
of themselves as women. The implication is that when thesge
women are pushed too rar they go beyond the limits orf accepted
social behaviour and feel no qualms at attempting to lower
their enemies to their level. In effect, they operate in a
world in which no social bonds apply ~ bonds such as philia -
for rthose bonds have been broken by others; a world where
friends become enemies, where women can behave like men.
Revenge, then, 1s portrayed as being a reaction against the
breaking of bonds while sacrifice, as we have discussed above,
1s a wilfully accepted act which is perrormed in order to
preserve & bond of philia and which is acclaimed as a feminine
form of behaviour. In the plays of Euripides these are the two

situations - crises -~ in which women most ofren find thensalves.
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CHAPTER FIVE

THE ALCESTIS

The first time we meet the theme of a woman's sacrifice in the
work of Euripides is in the Alcestis of 438, his earliest
extant play. In it Euripides uses the story of a woman's
self~sacrifice for the sake of her husband as the basis for an
investigation into personal respongibility before death. As
this play occupied the position within s tetralogy normally
reserved for a satyr play, and because it contains certain
features which might be seen as satyric, modern scholars have
been most divided in‘their interpretatious of it. On the one
hand Albin Lesky may say, "Isolated burlesque features in the
appearance of Thanatos or the drunken Herakles have been
immeasurably exaggerated to support...a (comic) view. The
Alcestis is a genuine tragedy, at least in the ancient sense of
the word."l Another critic, however, might have an objection
that, "We find, in disturbing proximity, the grave and the gay,
or what is worse the grave and the flippanr.."2 Both
viewpoints are acceptable: the play is a sequence of movements
from light to dark to light, of moods which mingle and part,
until the final resolution which is joy tinged with sombre
relief. In her introduction to the standard edi.tiﬂ_:m3 of the
Alcestis A.M. Dale points out that Heracles and Death are
portrayed as stock satyriec figures, "Here we have the figure of
Heracles presented in a manner disereetly reminiscent of the
traditional burlesque Heracles, the coarse glutton and drunkard
who rouses himself to perform prodigious feats of strength
against the local mouster or bully" and, "Death...is not the
majestic king throned‘ in the wunderworld but the ogreish
creature of popular fanecy, a monster like so many adversaries

of the hero." She also notes of the wrestling bout of the two,
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perhaps the most burlesque feature of the play, that 'the
episode is passed over very 1ightly."4 We know that
Phrynichus dealt with the story of Alcestis and Admetus in an
earlier play, but we do not know if he dealt with it as a satyr
plays, and we know of nowhere else where the material may

have been dealt with in comic terms,

Clearly, then, there are no grounds for consensus on this play
if one seeks abaolutgs, if one sees it in temms of either
tragedy or comedy; both views are correct yet they are
insufficient for a description of the play. Nor is it a
tragi-comedy, a term proposed by H.D.F. Kitto with regard to

the Alcestis, the Iphigeneia among the Taurians, the lon, and

the Eglggﬁ. Whereas one may describe scenes in drama as
tragi-comic, as combining serious motives for pain with
laughter, it is impractical to describe a play in auch an
ambiguous way: it is a descriptive rather than a qualitative
term, it describes the alternation of light and dark scenes in
the play rather than dealing with the themes of the play and
with the final impression which it leaves on the audience.
Calling the Alcestis a tragi-comedy would be as inappropriate
43 calling Hamlet by that mname on the strength of the
gravedigger scene - a scene which in itself might be termed

tragi-comic.

We now place ourselves in the position of claiming that there
¢can be no objective interpretation of the Alcestis and so of
necessity we must argue from a subjective point of view. In
this case we shall attempt the subjective point of view in
termg of the audience. Audiences may be described in the
broadest and in the most specific terms in order to arrive at
some assumption of their view. For our purpose in dealing with
the Alcestis it suffices that the sudieuce be mortal, the

broadest possible category. This may appear as a somewhat
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obvious point to make, yetr It mst not bhe ignored in any way
for it is through the emotioms of his auaience that Euripides

created the depth of this play.

he play is a tragedy with comic elements. The essential
comedy of the play, however, is not, as most critics c¢claim, so
mich  in  the portrayals of Thanatos  ana  heracles.
The"lightness” of the play is that the absolute nature of deatn
is brought intoc gquestion. 1In witnessing the encounter between
Apello and Thanatos at the beginning of the play (v 28-76) the
audience might gain the impression that death, the Slen  of
which the two speak,7 ﬁay not he the fesrsome absclute which
they know it to be. The bald god of light, armed with his bow
and arrows, and the trembling ogre Thanatos point to a time and
4 place in which human mortality was not certain, in which anly
recently Asclepius had been killed by Zeus for daring to revolc
against the concept of death (v 4); and at the end of the play
the audience will see a4 wmortal cheat death. The audience,
however, knows that death is inescapable and absolute, that the
debate which they are witnessing (and the whole play d1s a
debate on the subject of death) is obviously unreal -~ it is a
hypothetical, sowewhat pre-lapsarian situation in which the
results of human behaviour are different to what they are in
. the real world. This might ifaply that the play is simply a
comedy, a fantasy, in which the laws of nature have not vet
been fixed, in which there is hope of redemption from aeath;

but despite this the lasting impression is one of tragedy. 1he
audience knows that what it is witnessing is 2 fantasy, it
knows that death is certain and terrifying, that Alcestis!'
reselution and fear‘are real and noble, that Admectus' grief iz
real and wunabating, that Pheres' cowardice 1is unashamedly
human. The play may end happily for Alcestis and Admetus, but
the members of the audience know that for them death has been

cheated, nor defeated.
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This is the world in which Alceatis acts. She ihtrudes on the
world of a fairy-tale with the reality of her suffering and her

‘sacrifice,

From Apollo's Prologue we learn that Alcestis is to die this
very day go that Admetus may live; the sacrifice is thus set
within strictly domestic limits. Alcestis dies neither for the
good of the atateg nor at the bidding of any godg. She
dies out of a feeling of duty towards her husband, or out of
love for him; or both, as we shall see in our discussion. This
reason for dying has struck many modern scholars as trivial and
unjust, and they have sought for irony behind the great social
approval granted Alcestis as an explanation for har sacrifice.
This they do by seeing Admetus either as laughable or as
stupidly shameful.l0 To see Admetus &8s a stock and
unsympathetic figure, however, would detract much from the
nobility of Alcestis' character and from the tragic feeling of
the play: we need Admetus' waking to wourning (&pTL wavidva,

v 940) in order to realize the full value of Alcestis'
gsacrifice, Euripides needs two real people to face a
terrifying situation, to partake of tragedy, for this is what
gives a tragic dimension to the myth; a myth which is a

combination of two fairy-tales - one of sacrifice for the sake

. . 1
of love and one of a wrestling bout with death.l The

tragedy works on several levels: firstly, it is tragic that in
makiﬁg a correct choice Alcestis is forced to lose her life,
and, secondly, that in making a wrong choice Admetus loses the
gquality of the life which he sought to save. Tragedy, it would
seem, 18 a matter both of inevitability and of choice. But
this is an intellectual view of tragedy and its argument would
be cancelled by Heracles' rescue of Alcestis' life and Admetus'
honour: in tragedy there are no second chances. The matter of
the play, however, is the intensity of emotions in Alcestis's

frightened resignation at her impending death, in the
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inconsolate sorrow of Admetus, in the grief of the servants,
and in the bitterly violent quarrel between Admetus and
Pheres. 1t is this intensity which creates the feeling of
tragedy beyond the rescue and the happy ending. Alcestis
disappears early from the scene (v 391) but has been portrayed
$0 vividly and has been so described by others that her absence
and Admetus' sorrow make her presence felt throughout the
play. Admetus' ensuing growth towards a better understanding
eof life and of himself may be interpreted as the benevolent
result of Alcestis' self-sacrifice. It is the benefit done to
Admetus which makes her sacrifice meaningful, and it 1is
megningful only if Admetus is worthy of such a gift, Alcestis'
sacrifice will be of value to her too if it is seen to be an
act of gelfraffirmation, an act calculated to succeed, to
achieve an aim which she desires, By looking in this direction
we may ask the question, '"What can move a human being to a
freely chosen act that is in the interest of another but
against This 0wn?"12 By investigating the wmotives for
Alcestis' actions we may judge her failure or her success
rather than be seduced by an analysis which sees the play
simply as the victimisation of a woman by s Imale-duminated

socliety.

Apollo describes Admetus as an 5ﬁum &drp (v 10) and then tells
of how he himself tricked the Moirae into prolonging Admetus'
life on condition that he find a substitute to die in his stead
(v 10~14). Admetus found only his wife willing to die for him,
after both his parents had refused his plea (v 16-18). Apollo
does not indicate when this search took place, when Alcestis
agreed to die. Lesky claims that "we may ascribe to Euripides
the detail that his heroine must sacrifice herself not on her
wedding day, but only after a full 1life as wife and
mother."13 The consequences of this innovation are important

on two counts: any baseness which might be construed in
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Admetus' plea for a saviour is lost in the past; and we know
that Alcestis goes to her death not as a young bride making a
promise on the spur of the moment but as a mature womsn, a wife

and mother who knows her worth and 1s prepared to make terms in

exchange for what she is offering. Plato's er_ugosiuml4

offers a fascinating exposition of this distinction, Phaedrus
first brings up the topic (179:),

Kai piv Smepamobrionar ye pdvor 8éiovow
ol épivres, ob pdvor Gr dvlpes, dMAG  wal
al ywaixes. Tovrov 8¢ xei 7 Ilediow Buydrnp
"Adenoris iy pepruplay mapéyerac Srdp Todde
Tod Adyov eis vous "EMppas, éBedigaca fedvn
Umdp rob abrfis Avpds dmolfavelv, Serwr atrg
maTpds ve xal pmrpdst ubs éxelw) Togoiror Hmep-
efdrera i didin Bk Tov Epwra, dove dmodsifa
avrovs dAderplovs Svras T viel kal ovdunTi
povov mpoarjkowtas: Kai Tobr' pyacaudvy vé &n-
yov olrw kador Sofev dpydoagtar ob udvow du-
Opdmrows dAAG wal Beols, Gore moAAdy molld ral
kadi epyacapcvwy edapilBuriros 87 mow Eocay
roliro yépas ol feol, & "Aidov dueivar mddw v
buyijv, M v exelvns dveloay dyag@évres T(
pyw orw kai feol v mepl Tov épwrra amovdsjy
Te xai dperiy pdhigre Tipdow,

There is nothing wrong with Phaedrus’ opinion, indeed the point
that Alcestis' love was stronger than the ties of blood between
Admetus and his parents is an important aspect of the play.

Socrates' somewhat more cynical teply, however, strikes us as
more perceptive, for he sees Alcestis' act as 2 combinacion of

an idealistic promise made in the past and a precondition for
something else - an act performed by an older and wiser woman
thau the one who made the promise originally. Socrates'

cumment15 is also worth quoting at length:
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.o . EvBuunbeis
we Bewas Sudkewrar fpwre Tof dvopcorol yerdofm
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Erouuol elaw mdvrag ére udAov 7 Swép ToV meldwy,
kal xpipar’ dvoMoxew xai wovous moveiv odo-
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,u.‘q moy.cmus' " ﬂ.ﬁaua-rov ,u.m),u.nv apw-qs‘ 'rrep:. "’
cmrmm coeolflar, fv viv Hueis fyopey;

The Symposium, however, iz a discussion on the nature of love
and not an investigation inte the particulars of Alcestis'
case. Phaedrus and Socrates see her sacrifice as au act that
c¢ould have been carried out either by a man or a woman; only
their views on motives differ, and again their views do not

take gender into consideration..

Why does Alcestis choose to die? The first words which she
speaks in the play are reported by the Servant, the only other
woman in the play. She quotes Alcestis addressing the goddess
Hestia,

Adamow’, dyd yip épyouar kark xbovdy,
TaviaTardy o€ mpoamitvove’ airjcouar,
Téxr' dppaveioar Thud: xai ri wiv piqy
avevfor dhoxey, rif 8i yervaior méow,
und' Gomep avrdy 4 rexofe’ dmdAduua
Baveiv dupous maibay, aAN cddaipovas

dv yi Tarppg reprvie demAfioal Blov.

(v 163-9).
Alcestis 1is here 'commending her «children to Hestia, the
divinity who plays a central <role im the household,
symbolically and in everyday life. As M.P. Nilsson notes on
the concept of Hestia, "The central point of the household and
of its cult was the fixed hearth in the midst of the large room
where the family lived, the £0T{® . The cult was not one of
any image but of the hearth itszelf and of the fire burning on

it. Consequently Hestia has often been only incompletely
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anthropomorphized; the original c¢onception shows clearly
through., The new-born child was received into the bosom of the
family by being carried around the hearth. Every meal began
and ended with a libation to Hestia, that is to say, upon the
hearth... The sense of the proverbial expression 'to sacrifice

to Hestia' {'Eot{q S0c.L@ shows that no part of the offering

upon the hearth was taken away or given to athers."lﬁ

Knowing that she is dying Alcestis is here concerned mainly
with the well-being of her children. Hestia is the symbol of
peaceful domesticity, and is all the more powerful as such a
symbol by not being anthropomorphized to any large extent; for
Alcestis is thus able to reveal herself in a very personal way,
being able to express herself more freely perhaps than she
would have had Hestia possessed a definité persona. We szee
Alcestis' comcern with the unity of the family; she beseeches
Hestia to replace her as wother (Téuv'épmavEﬁGaL Tti’.}.lci, v
163), to enlarge on the duty as protector hinted at
symbolically in the ritual of carrying the new-born child
around the hearth. Alcestis is concerned with the-marriages of
her son and 'daughter: let her son find a pClAnv wife and her
daughter ayeyuqTov husband, she says - (v 166); and the
conclusion of the supplication (v 167-9), that they must not
suffer a fate such as hers, might be taken to imply that what
she wishes for her children is in antithesis to what she
herself has found in marriage. Her mention of herself being
destroyed (gmSAAvLa) might betray a sense of bitterness and
of resignation, and v TECCTp(pCI seems to complete the antithesis
of what she has and what she wishes for her chilaren; for we
know that she is a wife in a land not of her birth,l7 a
reference to an insecurity inherent in female life, Her wish
that her children live a life of happiness in their own country
is a wish for a life of comfort and security for them. In this
way, then, we might also understand her wish that her daughtexr

find a yevvalov mdgLv to imply covert criticism of her
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husband, The contrary is true, for the word Yevvaloc draws
attention to itself throughout the play in that it is used
liberally to describe both Admetus and Alcestis' act.lB

Indeed, Heracles states that he will save Alcestis and deliver
her to Admetus precisely because Admetus' behaviour towards him
has been governed by his being vevvalog (v 833-57). In the
same way that Adwetus is described predominantly as yevvaloc,
Alcestis iz defined as @fan;,lg and this status is
exemplified in Admetus' undertaking to accept their children

into his csre with,
Béxopar, pidor ye Slpor ik piAns yepds. _ (v 376).

It 1is c¢lear, then, that in defining happy marriage for her
children Alcestis is not only not c¢riticising her own marriage,
‘but she is holding it up as the model for a good marriage; and
nowhere is it implied that Alcestis and Admetus are insincere
in relating to each other as YEVVXLOG and ATV . 1In other
words, in addressing Hestia Alcestis refers to her death as
occurring despite her marriage not because of it. It is
poteworthy, too, that in standing before the altar of Hestia,
with its associations of symbolic domestic sacrifice, Alcestis
is bathed and wearing white (v 159~60), as if she were about to

make a ceremonial sacrifice.

The Servant then tells of how Alcestis went from altar to altar
. . 21 .

in the house, decorating each with myrtle, keeping her

composure until she reached her bedroom, whereupon she

collapsed on the bed and spoke her heart:

' Aéxtpor, fvfla maplével IAve £yw
Kopedpar’ éx ToUd’ drdpds, of Oviioxw wip,
xaip- ov yap ixfalpw ¢~ drdhecar ¥ éue
pavny wpobobrac ydp o dxvoioa xai woow
Orfjorw. e & &hAg Tis wr) cexTroEros,
Twdpay piv ok dr paAAor, vyl 8 lcws.

(v 177-82).
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Here, befors an object as personal as her marriage~bed, the
symbel of marriage just as Hestia is the symbol of the home and
family, Alcestis drops all pretence at formality and
constraint. She is explicit: the marriage bed, in other words
her marriage, has destroyed her @Griresoc 8'éng), because she
did not wish to betray it ( 7mpodoTvai.. duvolog). There is
no escaping the fact that Alcestis is dying because she is
married to Admetus, for she baulks at betraying her marriage
and her husband. She does not blame her marriégezz, however,
for it is evident that she chose to die to protect her honour,
to behave correctly; in other words, her death is her

interpretation of loyalty.

S0 far we have seen an Alcestis who counforms to Phaedrus' image
of a woman in love. The conclusion of her statement (v 181=2),
however, hints at the development which her sacrifice will
illustrate, which will conform more to Socrates' interpretstion
of her act. here ghe states that she realizes her
expendability, she assumes that another mistress may lie on
this marriage-bed (v 181), but she consoles herself with, and
takes pride in, the idea that no-one could be more cdppwy (in
this case 'dutiful' must be the most appropriate translation)
than herself. She believes that hers will be a vain martyrdem
1f her memory fades from Admetus' mina as all flesh and memory
do fade in the course of time and nature {(for it would not be
remarkable if Admetus were to remarry eventually}zag and it
is this realization which brings her to exact the promise from

Admetus that he will never remarry (v 328ff).

In her farewell speech (v 280ff) Alcestis makes two very
important points which explain why she chose to sacrifice
herself. Firstly, she could not live parted from Admetus, and
secondly, she could not bear to have her children fatherless in
the world,

-r ]
ot RO nTe Cy dmooTardeira oov

FUY T GpheraTT i, (v 287-8).
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On the first point Lesky notes that Alcestis' love is genuine,
and he takes the opportunity of absolving Admetus of any
culpability in her death. “Only the most arbicrary
interpretation could make the line refer to the children
alone," he says. "Further, it is important to point out that
not ouce in the whole sceme does the poet bring up the question
how Admetus might have avoided the situation. 4an irrevecabla,
divinely ordained destiny bears down on the couple (247, 297,
ef 523"%% 00 the second point it is worth noting that in
Euripides' world children without a father wers far more
helpless (more 'orphaned') than children without a mother.
When Alcestis makes the very revealihg plea to Admetus,
ol viw yevob tolod’ drr’ duad phrpp Téxvoss (v 377)

weé recognize the logic of her sacrifice: in the world in which
the play is set, a man has the power to be both mother and
father to his children, but a mother is powerless and cannot be
a father to her children, thus leaving the orphaned childraen
exposed and stigmatized in the society. This point is best
expressed by Andromache in the Iliad when she mourns the fact
that her fatherless, orphaned son, Astyanax, will live in
miserable deprivation now that he and she have lost their
protector (Book XXII, v 490ff). This fear, which Andromache
gncounters three times in her 1ife,26 ig the same fear which
governs Medea's actions towards her children. 2’ For this
very reason Alcestis demands that no new wife replace her in
her husband's bed (v 300ff)., She states with certainty that it
is natural for a stepmother to hate the children of the first

wife,
dxdpd yip 0 'moboa porpud rékvors
rois mpdel', éxibums otdiv fmuwripa.
(v 309-10),

Ion makeg a similar statement when discussing his stepmother
Creusa, not knowing that she is his true mother {(Ion v
607-17), The reasoning implicit in this antipathy between a

woman and her step-children i3 the mark of 2 male-dominated
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society; a society, in other words, in which circumstances
depend on the pleasure of the male members of a relationship.
A new wife will have to displace the children of the house in
order for her own children to prosper under their father's
undivided attentiom, (¢f Medea 514-6), a second wife will hate

her Thusband's children,28 for her wellbeing depeuds on

pleasing her husband and alse on obtaining the best deal for
her children so that they might look after her were she one day
to find herself without a husband and alone in the world., The
wicked stepmother is a stock motif in literature, as Stith
Thompsen mnotes in his study of the folktale: "Of cruel
relatives in folktales the stepmother sappears more often than
any other.”?” In Euripides'  world we realize that 4
stepmother's cruelty may be the product of dependence. It is
in the light of this hard worla that Alcestis makes her choice
to die, and her decision is based on a sense of duty to her
husband, oun her love for him, and on a logical, rational desire
to safeguard the future of her childrenm. ©Phillip Vellacott
adds a pertinent point here, "The children, and the house to
which they are heirs, can prosper without Alcestis, but not
without Admetus. This is seociety as men have made it., If
Alcestis as a widow had married again, she would have bought
her own prosperity at the cost of her childrens'; this she

30

will neot do", He implies that there would be a danger of a

stepfather being just as cruel as a stepmother.

In choosing te die for Admetus Alcestis wins great glory, both
for herself and for her husband. As the comments of the
Citizens of Pherae indicate throughout the play, the nobility

of her action reflects well omn Admetus.32 Their very first

praise of Alcestis is strictly in temms of her husband,33

"AAsnaris, ol waol T dplaty)
dafara yurh
morw els oirhs yeyerficlar,

(v 83-85).
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Ber self—sacrifice, in other words, is seen as an act of
self-affirmation, for she dies for the tight reasons (her
husband and her children) and so wins the glory which would
have been denied her had she chosen to live.34 Once Admetus
has wmade the proposal to her there is no way she could refuse
to die for him35 without earning the abuse which is resarved
for the expedient old Pheres (v 629ff). The difference between
the actions of the old man and of his daughter-in-law are
essentially the difference of personmal attitudes towards
society: Alcestis' act of self-denial is an affirmation of her
role as wife and of her devotion; the old man's wish to live
is seen by his society as a negation of all that is correct and
noble. Alcestis conforms to the role demanded by her sociaty
for she realizes that ner choosing to die will bring results
(respect and homour for her success as wife and mother) which
her choosing to live would deny her; moreover, living would
bring disrespect and public revulsion upon her. Clearly she
understands the lesson which Adwetus is to learn: life is not
worth living when one tries to avoid the necessity of death by
letting anotner die in one's place, when ome tries to avoid
responsibility for ome's life - for is not Alcestis' decisgion
to die an undertaking of responsibility with regard to her role
as a woman? Pheres does not care for posthumous glory;
Kaxws dxovew ov uére Bavdrri uoi (v 726),

he states shortly before leaving the stage, having been denied
by his son all the sweetness of life (for waich he might
perhaps have chosen to live). In denying Admetus' request |
Pneres has denied the life for which he would not die. His
senge of honour is not as finely honed as is Alcestis', perhaps
because his survival does not depend solely on his good

name .36

Alcestis' awareness of the value of her sacrifice is explicit

in the deal which she makes with Admetus,
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flar ob iy pos Tard' drdumaar xdpwr
alrjoopas ydp o'—aifiar piv obrore
Yrxfls yap ovdév dari TysdTepor—
Yaoia B, de prceis o (v 299-302).
Thus she sets the scene for the demands which she will make.
Nothing can equal the gift which she is making to him
(XEL0Y we0UTOTE ), and so she will use this gift as a
guarantee that her absence will not  jeopardize her
responsibility and her functioning as mother of her children (v
303); The must not subject them fo a stepmother (v 305); and
he must know that he was married to an &pﬂfrtnvwife (v 324).
She had already hinted at his having to live the rest of his
life in loneliness without a mother for his children (v 296=7)
before coming to this request. Admetus in his grief and in
acknowledgment of the incredible magnitude of her gift to him
accedes to her requests with passion,

dorar 148 dovan, ph tpéoms Enel o &yo

#al (doar eixor xal favale’ i yury

KO KexATOT), xoimis &url coi more

rdwd’ dvdpa viugn Georadis mpordéyferas.
(v 328-31).

He completes the terms of the agreement by stating how he will
cherish their children as his exchange for her, I
dAis & maldwr r;'.i'avﬁ' dvmew ebyoua
feols yerdrfar oof yip oix wriueba. (v 334=5).
It is apparent now that Alcestis has very consciously brought
attention to herself not as a lover dying out of love alone,
but as a woman well aware of her worth; one who is capable of
illustrating that worth to her husband and to her society by
ensuring that she will not be replaced. Admetus will feel the
full weight of her sacrifice, and, as has already been noted,

he seems to be worthy of carrying that weight.

Alcestis then dies (v 391), secure in the knowledge that she
has gained the success and glory which attend most surely upen

those who have made themselves indispensable.
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In the agon which takes place between Admetus and Pheres beside
the corpse of Alcestis Pheres shows himself to be & clumsy
hypocrite, and the play woves from the painful enlightenment of
Alcestis' death scene to the ignoble reality of Admetus’
everyday existence. Pheres enters praising Alcestis for the
great service she has done to his house and himself, and once
again Alcestis is referred to in terms of her husband and his
house (v 614-27); yet in the argument with Admetus the old man
shows his true character, saying condescendingly of Alcestis,
78" otk dvaids THvE dpnbpes dppora. : (v 728).

Pheres, it seems, has the good sense to refuse self-sacrifice;
no matter that this briﬁgs him a life of infamy, He 1is not
ruled by philia, unlike Admetus who respects this familial bond
in Alcestis (v 279), and as Burnett says, '"self-sacrifice is
inconceivable to a man who stands outside society, recognizing
nothing But material goods. Such a man could easily allow his
own kin to be protected by one who was not of their blood,
though he thus betrayed his house as well as his son."3’ 1o
the counter-accusations which he makes against his son,
however, Pheres makes several important points, He may be
Admetus' father, he says, but that does not oblige him to lay
down his life for him (v 682), for Admetus' 1ife and death is
hig own concern (v 685~6); he has done his duty as a father by
leaving all his riches to his son, not depriving him of
anything (v 687-9); his own life is sweet and worth living no
less than is his son's (v 691); and he concludes his speech by
heaping abuse on Admetus for being so cowardly as to go to such
lengths to avoid his death (v 694-6) and for getting his wife
to die in this satead (v 696—705).38 This speech is an
impressive bit of sophistry but also serves to introduce the
element of Admetus' shame which now enters the play and'becomes
predominant. Pheres' speech might be ironic and work against
him, but it shows up Admetus just the same. Admetus has

dccused Pheres of acting despicably by not having offered up
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-

his life which was drawing to a close of its own accord (v
634£f) and Pheres answers him by concentrating on the sweetness
and importance of every life to the individual, This is an
argument which sticks to Admetus, but he, unlike his father,
has the potential to learn for himself the magnitude of his
error in trying to deny his own death. At this point he does
not accept Pheres' accusations, yet the fear of infamy and of
_facing a now meaningless life, a fear which he voices on
returning from the burial (v 861£ff), reflects on the abuse

which he himself has hurled at his father:

épel 8 1 Sorw &xOpdy dw xvpei rdder

1308 Tor alexpis (Gvd", bs odx IrAy Paweir,
G e Eymuer duridobs dyruxla

wépevyer "Aubnp €ir drip eivas boxel;
oTUpst 8¢ Tovs vexovras, alros on Béhwp
favelr, roudirle wpds kaxolo: khndopa
a7l pou (Tiv dira xépbov, pivoy,
kaxds xkAvovTt xal Kak@s Tempaydri;

(v 954-61).
Admetus has reglized that like his father he 1s guilty of the
same denlal of death and ought to be judged, or will be judged,
in the same light. This denial of death is illustrated as
being a denial of life. For Alcestis, dead, has managed to
secure a place in her husband's life stromger even than if she
had been alive, while his life has become intolerable. As

39

Burnett comments, "Alcestis remains alive and he is dead.”

Writing in a very general context Elias Canetti nevertheless
makes the following point in his discussion of the survivor as
hero, a point which is very interesting when applied to
Admetus' sense of shame and social failure. "The enemy
guccumbs, but the here comes through the fighting unhurt and,
filled with the consciocusness of this prodigious fact, plunges
inte the next fight. Ne harm came to him, and no harm will,

for each victory, each enemy killed makes him feel more

gecure;  his invulnerability armours him more and more

completely.
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"There is no other way in which this feeling can be won.
The man who hides from danger, or who banishes it, simply
postpones the momeunt of decision. The man who faces it, and
truly survives it; who then faces the next ome; who piles up
the moments of survival - he is the man who attains the feeling
of invulnerability. Only when he has attained it does he
actually become a hero, able to take any risk, for by then
there is nothing that he fears. We might perhaps admire him

more 1f he acted in spite of fear, but that is the point of

view of a spectator, of someone who stands outside events. The
people want their hero inVulnerable."40 This might be a pen
portrait of our hero Heracles but when applied to Admetus we
see the opposite side of the coin. Admetus has survived his
wife, but in a mauner completely unnatural and ignoble, a

manner unfitting for a hero, and, in this case a yEvvalac.

Early on in the play the Chorus had sympathized with Admetus,

& rAfipor, ofas olos & &paprdves. (v 144)
and the Servant Woman had answered,
l obmw 108’ otde Seomorys, mplr &v wady. (v 145).
This is the lesson which Admetus will learn from Alcestis'
self-sacrifice: he will realize the noble spirit ana true
value of his wife only after he has lost her. It seems that
Admetus must originally have accepted Alcestis' offer to die
with some relief, 1 but at the wmoment of her death, with
great irony, he begins to realize what he is losing in this
woman who shows herself to be his greatest asset in her
"abandoning" (v 275} of him:

olpoe Tdd' firos Avmpor dxovw
xai warTés fuol Bavdrov peilov.
i) wpds {o€) ey TARs pe mpodoivai,
pit mpos wabar oby dpdareely,
arA' fva, rdiua
Tol yap pdipdims olxét’ dv elpyr
£v ool & fopir xai (Gr xai pir
Fv yap pdiar cefduecta.

{v 273-79)
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He thus sets the scene for Alcestis' request of v 299ff, and
prepares us for his view of life as a living death after she
hag died (v 278; ¢f v 939-40). 1In the speech which he pakes on
returning from the burialaz and on facing his empty home and
his empty life (v 861lff), Admetus wishes that he had died in
Alcestis' stead and secured his reputation whilst releasing
‘himself from the emptiness of his life and his having to keep
his promise to her by rejecting all the petty lusts and trials
of every day (v 950-53). He has lost his loving wife, the
mother of his children, his faultless housekeeper, and his own
good Teputation. Clearly, the life in which Admetus now finds
himself is hardly the one he wished to save when Apollo
presented him with his bargain with death. His life is now like

death, indeed worse than death,

dyd 8, v ol xply (v, wapels T8 pdprimov
Avmpldy bufw Blorer dpry parddrw

(v 939-40),
Admetus has finally acknowledged the death which every
individual owes personally in his life. He has grown in wisdom
far beyond the point of being the simply genial and hospitable
king of whom Apollo and Heracles tells us, and whom the Chorus
praises in the central House of Admecus Ode (v 569-605)43.
It is this open spirit which is Admetus' most praiseworthy
characteristic in his society. Tt is this spirit which rests
upon taking his wife's housekeeping for granted: we hear of
Admetus' hospitality and his bountiful home (vv 10, 569) yet on
losing Alcesiis he laments the future state of his uncsared for
house (v 941ff).44 It is in learning not to take everything
for pgranted that  Admetus fulfills the Servant Woman's
prediction of v 145, The irony of Admetus' acceptance of
Alcestis' sacrifice is subtly touched upon in his reference to
Orpheus (v 337ff) when he wishes that he too c¢ould rescue his

wife!: not only is he ot Orpheua; but he has Cturned the
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Orpheus myth on its head by sending his wife to Hades in his
place. Too late he has realized the wrong he did in requesting
Alcestis to die for him, an offer which once made could not be
refused nobly.45 He hsas realized too what Alcestis has
managed to gain by dying and what he has lost by living. It is
this grief at his own naivety which makes Heracles take pity on
his secretly grieving host; and thus, by completing the
fairy-tale with his wresting Alcestis from Death, Heracles
brings the moral tale of Alcestis and Admetus to a happy end.
This happy end, however, would appear gratuitous were it not
preceded by another important fairy-tale feature: Heracles'
testing of Admetus' promised chastity to his wife, and of the
nobility of his spirit in accepting Heracles' strange woman
into his house - thus undertaking to do Heracles a favour which
will be at the cost of his own greater grief (v 1097ff). So
Admetus proves that he has learnt his lesson and 80 won his

wife from death; he has wou his own life back.

Alcestis' self=sacrifice, then, ends in an atmosphere of relief
with a sombre note added by the still silent woman just back
- from the dead. The dark shadows of the play - of death, ot
grief, of bitterness - have hung heavy over the play and so the
fairy-tale ending is a gesture of hope, of great love achieved
by its protagonists. In witnessing Alcestis' sacrifice Admetus
has realized that there are times when an affirmation of one's
personal integrify means a denial of one's life, and vicse
versa., Alcestis has shown great resburcefulness in extracting
as much success a3 possible for her memory in exchange for her
life, and incidentally she has illuminated several aspects of a
woman's life, duty, and expectations within the world of the
play. Several of these aspects will be usad by Euripides in
‘his following plays. On a more personal level, Admetus has
learned to love, recognizing that a l1ife of grief, a life
divorced from one's love, is often worse than no life at all.

In her sacrifice Alcestis has truly saved his life.
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CHAPTER SIX

THE MEDEA

In the Medea of 431 sacrifice is the essence of revenge.
Unlike Alcestis, Medea does not perform a sacrifice in order to
benefit her husband; she performs an act of sacrifice, she
kills her children, in order to destroy her husband. This
terrible act, which is as much sacrifice as it is vengeance, is
her tragedy. By performing the deed of infanticide Medea
breaks out of the bounds of normal human society and shocks
that society with the horrible novelty of a mother who kills
her children. 1In this chapter it will be argued that within
the society presented by Euripides, within the terms of Jason's
betrayal of philia, and in the light of her own proud and
capable nature, Medea finds herself unable to aveid killing her
children if she is to achieve revenge in terms of the justice
in which she believes. Her sense of justice dictates that not
only must Jason suffer as she has suffered, but that he must
face the responsibility of breaking his bond of philia - which
he did by abandoning Medea and his sons : Medea will show him
exactly what it means to be responsible for losing his wife and
gons. Eilhard Schlesinger has writtem that, "The death of
Medea's children is inevitable because it is a necessary act of
her vengeance on Jason, which is also inevitable because Medea
must revenge herself."l This is so, but it does not express
the complexity of paychological motive and structural ingenuity
in the play which makes it so necessary for Medea to sacrifice
her c¢hildren, her motherhood, so that she may feel that her
revenge of Jason is complete. The broad framework of the play
iz a battle between a man and a woman, a husband and wife who
have fallen out, and the wife's revenge on the husband. The

antithesis between the worlds of men and women, as they are
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depicted in the Medea, are both the context of the play and the
means whereby Medea succeeds as avenger: oy continually
pleading her case as a disadvantaged woman she takes advantage
of her situation, creating am opportunity for a successful act
of vengeance, whereupon her actions are so ruthless as to go'
far beyond what anyone in the play could expect of a woman.
Indeed, Medea's depafture in the winged chariot at the end of
the play indicates the essential inhumanity of ner act. It is
_echoed in the later Hecuba where the  avenging heroine is
presented as metamorphozed inte a biteh, on account of the
rabid nature of her revenge.2 Also, by taking upon herself
such drastic action, by taking such a strong stand against her
husband, Medea becomes what one might term one of Euripides'
masculine women. .5arah Pomeroy notes of these women, "When I
compare Eiripldean to Sophoclean hercines, I prefer Furipides'
Medea and Hecuba, for they are successful."3 The desire for
revenge is unfe:ninine4 but these womeu succeed. That their
revenge is selfﬂdestructive5 i1s the price that they, as
women, have to pay: their great deeds of revenge are always inm
reaction to terrible provocation, a2 situation im which it is
immaterial whether their actions will be self-destructive or
not - as long as they can achieve something against Eheir
enemies. Apart from Medea, Clytaimnestra of the Electra is the
ornly other heroine of Hiripides, of whom we know, to refuse to
accept her husband's behaviour when she deems it inexcusable,
and she goes against the maxim of the Chorus6 Clytaimnestra,
however, is taking charge of her life rather than just reacting

to the destruction of it, as Medea must.

The Prologue begins with the Nurse's wish that the Argo had
never sailed to Colchis (vl-6) immediately inttroducing one of
the central motifs of the play - the impossible wish that tne
story of Medea and Jason had never come to this, had never

beagun. The Nurse introduces us to Medea's regret at having
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fallen madly in love with Jason (v8), her sense-of having been
shamed by his betrayal ( fiTinoouéun , v20), her helplessness
and remorse at having cut herself off from her family so
thoroughly for the sake ¢f 3 man who has now brought shame upon
her (v30 - 35); her rage sgainst Jason is directed at his
breaking of oaths, as if Medea needs to condemn him on an
objective, legal point - not simply for his betrayal of her,
This reaction of Medes, as described by the MNurse, is
completely in keeping with that of a woman who has sacrificed
all for her lover only to find herself betrayed and
abandoned at the end; and, indeed, these motifs are evident

throughout the play.

The Mursge, however, has added two very important observations
to her portrait of Medea. The first is,
vir &' dxfpa mdvra, kai voodl T ¢iATara.

(v16}.
T ¢fATuTa in this instance refers to the people closest to
Medea, namely her hushand and her sons. Jason, however, has
broken the bond of philia and so the unifying bond of intimacy
has given way to that of hostility, Jason, ana all that
connects him to Medea, is now most hateful to her. It has been
observed in our discussion of the Alcestis that when Pheres and
his wife break the bonds of philia between Aﬂmetua and
themselves 4 state of war arises between parsnts and son, so
too when his wife dies Admetus feels that his once loved house
is now a, hostile, empty presence.7 We see, too, in the
Hippolytus the young man rejecting any notion of philia between
himself and Phaedra® for he believes that anyone capable of
making such an improper proposition to him, as the Nurse makes
ostensibly on Phaedra's behalf, can lay no claim to any spirit
of philia between herself and him. Medea, then, is depicted as
being in a state of rejecting all that connects her to Jason;

this is the first hint of what direction her revenge may take.
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This direction becomes clearer with the Nurse's close
juxtaposition of Medea's emmity towards the childrem with her
own fear that Medea might put some terrible thought into her
mind:

oTuyel B¢ maibay old' dpao etppalvera,

ddowe § atrip wf BovAedry véow

(v3e-7).

And again, as the scene with the Tutor enuds, the Nurae warns
the children not to go near Medea, and then she wonders what
the raging woman will do (v89-110), expressing the very
thought-provoking hope that Medea act against her enemies, and
not against those close to her (v95). The MNurse's other
important note is that Medea is capable of planning ana
executing a tervible act of vengeance, '

bewn ydp olrou fadlws ye aupBdran

ix0pav Ty adry kaAAlvicow olrerac

(v44=5),

And so, having laid the blame for the destruction of philia
unequivocably on the shoulders of Jason (v17-19), the Nurse has
informed the audience of Medea's capacity for vengeance and of
the direction which it might tske., What cannot be known with
any certainty is whether the audience knew that they were being
prepared for infanticide or whether this was an invention of
Euripides' soon to horrify the spectators, Either wéy, the
Nurse has provided the tension necessary for tragedy: in the
first instance the audience may be expecting the horrifying
deed which will end the play, and so be tense from the start;
in the second instance the Nurse will have prepared the
audience for something terrible and they will be in continuous
expectation of it, so that when they realize what Medea is
planning to do, it will shock them as much as it does the
Chorus. Lesky9 and Page,lo in their geparate discourses on
versions of the myth prior to Euripides conclude that, "Based

on our present knowledge we cannot determine whether Euripides
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was the first to make revenge the motive for Medea's killing

her sons."ll

In previous versions of the myth, however, it
is known that Medea's children died for ome of several
reasons: either b? trying to make them immortal Medea killed
them unwittingly,ll much az she had tricked the daughters of
Pelias into doing with their father; or, "The women of
Corinth, impatient of obeying a foreign sorceress, rose against
Medea and killed her seven sons and seven daughters in the
temple of Hera Akraia ";13 or, finally, that after killing
Creon, Medea fled Corinth leaving her children, who were too
young to accompany her, in the temple of Hera Akraia where they
were murdered.l4 This last version also has the Corinthians
spreading a rtumour that Medea killed the c¢hildren herself. It
is not difficult to see Euripides taking the rumour as being
the truth and at the same time shifting the blame for the
murder from Medea to Jason, as Medea argues at the end of the
play (v1364)15 In such a way he would endow the story of
Medea and Jason with 4 great new dimensioﬁ, enabliaog himself to
probe the themes of betrayal, of revenge, and of sacrifice - of
how responsible Jason may be for the death of his sons, and of

how sacrifice can be an integral part of revenge, especially

within the intimate relationsgship of marriage.

Before 4ppearing on the stage Medea 15 heard lamenting her
condition 6ff—stage. Her thoughts are exactly as the Nurse has
deseribed them:16 her first three utterances (vv97, 11li-1l4,
144~7) are wishes for self-destruction. This feeling of
self-annihilation, however, embraces not only herself but all
her family,

alal,

érador TAduwy émafor peydiwp

487 dbvpunrt & rardparos

waibes dAorle oTryepas parpos
aiw warpl, kal mis Bdues Eppot.

(vl1i1-114).
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She hasz been made to suffer and so her husband, children and
the house must be destroyed. This vengeful self~destruction is
the exact negative of the sacrifice in the Alcestis which was
an attempt to save husband, children, and, of c¢ourss, the
all-important house. And this is the essential difference
between the sacrifice of Alcestis and the revenge of Medea:
Alcestis acts to save ﬁhnse around her, enforcing ‘the bond of
philia, of co-operation, and by destroying herself raises her
reputation and status as a woman] Medea, having been betrayed
and finding the philia which binds her to Jason destroyed, acts
to destroy exactly that which Alcestis saves, and by asserting
herself with her vengeance she loses not only her "good name"
a3 a woman but her very humanity. Such a parallel, however, is
dangerous in that it compares two women and judges them even
though they act under very different circumstances. Alcestis
is seen only to sacrifice herself and Medea ouly to take
ravenge. As we saw in the Alcestis though, the terms of the
bargain which Alcestis makes with Admetus can be seen as a very
subtle triumph, as an act of revenge on a husband who does not
yet know the price or honour of philia. Medea's ostensible act
of revenge, too, contains a great element of sacrifice: first,
there were all the sacrifices which she made Ffor the sake of
Jason's love, and then, in her revenge, she takes the killing
of her song to be a sacrifice necessary for justice to be done,
for the balance between Jason and herself to be restored.17
Medea, ome might argue, is an Alcestis who after all her
gacrifices and after all her conforming to her role a3 a wife
and mother finds herself betrayed. This would then imply that
Euripides sees the two characters in terms of their envirounment
and their historical situation rather than only in their
character,l8 and this attitude, then, would make Medea's
infanticide wunderstandable though hardly excusable to an

objective obgerver.
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Basides her wish for self—destructioﬁ, Medea expresses her rage
against her accursed husband ( KaTapéTou TTOO LY ) for his
breaking his oaths, and she calls on Themis and Artemis to
witness her sufferings (v160-3); she proclaims her wish for
revenge against those who have dared to wrong her #163-5); and
she expresses her remorse at being without family or homeland
(v166-7), something for which she, of course, is totally
responsible but which she did for the sake of Jason., Hearing
her inside the house the Chorus 1s just as afraid as the BNurse
is that Medea might harm those within the house, and so they

send the Nurse to call out Medea (v180-3}.

When Medea éppears the impression she gives is very different
to that of the wild woman heard raging within the house. Her
speech is weasured and calm, forsaking the emotional lyric for
the more rational iambic meter {(v214 f). Her thoughts, in this
first of her long monologues, are rational, reasonable, and
calculated to have the greatest effect on her gudience - 1in
this case the Chorus of Corinthian women, We see immediately
the skill of which the Nurse is in awe ( §e1vn ydp, Vv44) as
Medea manipulates the Chorus into compliance with her plans.
She begins by saying that she came out of the house s¢ as not
to offend the Chorus (v214~18), implying that even though a
stranger to this land she is well-versed in the necessary
niceties of her society {(v219-22), Then she speaks of her own
present circumstances: love has pasged; she has been betrayed
(v225-229), and her husband has shown himself to be the basest
of men ( K&KlUTOQ &vﬁpav ’ v229). -Having thus introduced
the Chorus to her own situation, she then delivers a powerful
exposition on the disadvantages of women in a male~dominated
society such as theirs is (v230-51). She speaks of the low
position of women (v230=1); of the system of dowry and the
complete submission of wives to husbands (vZ34 -6); of a

woman's predicament in it$ being impossible for her to repel a
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man, and in diverce for a woman being disrespectable
(v236—7);19 of how a woman from another land needs the skill
of a seer in order to learn local customs and how best to treat
her husband (v238~40), and how, despite her having toiled at
this, again it depends on her husband whether the wife's life
18 to be enviable or worse than death (v241-3); of how a man,
tired of his wife, can seek company outdoors, while the wife
must depend only on him for company (v244-7); and finally,
Medea ends with her famous statement that it is a lie that men
face greater dangers in life than do women - she states that
there is greater danger in childbirth than there is in
bﬂttlezo (v248-51).

Here Medea has addressed most eloquently the problems of women -
of their time. Her speech has to be true and balanced in order
not to alienate the good women of Corinth with any extremist
statement, The life which she has described is one devoid of
any balance between the sexes, where pleasure is the male's
prerogative and where ¢toil and effort and social deprivation
are the woman's lot. Having thus stated conditions, Medea then
attacks thq root ©f male complacency, the reasoning that mén
are due more pleasures for they face greater dangers., 5She is
attacking the imbalance between the sexes by claiﬁing that its
foundation is unjust and arbitrary. It is clear that Jason's
betrayal of Medea has led to her rejection of all that she
could tolerate while she was with him; her rage agsinst Jasomn,
in other words, goes beyond him, encompassing all that he
represents, his society included. Although this speech 1is
primarily intended to win the women of Corinth into Medea's
camp for whatever acts of vengeance she will finally decide
upon, it serves too to illustrate that Medea has cast off from
the society which she describes: in whatever she does, the
view of a society which she rejects will be completely

irrevelant. She has given herself free rein to do whatever may
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best succeed in achieving her revenge on Jason. So, having
spoken of the ills of women in general, Medea returns to her
own situation (v252-8), she is alone in the world while the
women of Corinth are not, for they have family and friends and
this is their own country, while she disingenuously speaks of
herself as plunder (Aeinoudvn , v256).2l She then asks the
Chorus to be silent if she finds some way of taking revenge on
Jason (v239-63). This is what she has been leading up to with
her speech, which has presented her case in a2 manner intended
to elicit as wmuch sympathy as possible, and & sense of
comradeship, from the women. Medea then concludes with a
statement that might just as well be Euripides' synopsis of the
play:
ywﬁp yap ThAAa piv doSov TAda
xam) 7 & dAxiy kai oidnpor eloopar-

Grav & ¥ ebinp jdumuévn xupd,
ol éoTw AAAR dphy puaipovwrépa.

(v263-6).
Medea has been pushed into needing to take revenge onm Jason;
for, even though she could put up with all the wrongs which she
has listed, she has now been wronged with regard to her bed,
her wmarriage itself, her sexual béing. Just as Alcestis
addresses her bed as being the symbol of her intimate married
life (Alc. v177ff) so teo does Medea see her marriage destroyed
when her bed hasz been violated; when, in other wowvds, her
husband has taken another woman. Her situation is different to
that of the Corinthian women for she has no family on whom she
can count to punishing her unfaithful husband, and so, like a
lioness with cubs (v186-8), with her back to the wall, Medea is
pushed into acting on her own. the knows, tco, that as é

woman, now that she has been pushed this far, she c¢an be more

courageous and more murderous than any other creature (v266).

She has reached this stage of decison on 4account of the

self-pity which she engendered in her  outbursts of
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sel f-destructive wishes. As Piletro Pucei puts it: "By seeing
herself as the inneocent wvictim of outside, arbitrary, and
continuous violence, Medea pities hergelf and is able to give
voice to her legitimate sudden desire to take revenge. The
powerless female finds in her pain the force that she did not
possess when the wmaster abused her. Medea's self=-pity
manipulates her situvation in such & way that she discovers her

might and her power."22

Medea's readiness, her desire for acrion, has ne direction
until Creon's entrance (v271l). He wastes no time: he has come
to banish Medea and her two sons, immediately {v271-6). Medea
is evidently surprised by this new turn (v277), she nad not
expected more misfortune to befall her.23 Creon explains
that he is expelling her out of fear =~ lest she do anything to
his daughter (v283); for she 1is well-gskilled in numerous
harmful arts (v285); she has been deprived of her husband's
bed (v286); and he has been informed that she threatens to
take revenge on Jason, on his bride, and on himself, the tather.
of the bride (v287-9). Having recovered from her initial shock
Medea makes a very'reasonable response to the king's determined
effort to be unyielding and unsympathetic. First, she protests
against Creon judging her by her reputation alome (v292f.), ror
this is continually happening to her, she says (ﬂﬁxﬁkqﬁv292).
Her'protest reveals her to be an independent character, wesl
aware of her own powers, who can count herself among the more
intelligent of people yet know that she must appesr neither too
stupid nor too intelligent, so as not to attragct the hostility
of others. In her dialegue with Creon, this is precisely the
course of servility and wmoderation which she pursues.  She
¢laims that she has no power to harm a king (v307-8, 315), and
that her quarrel, in the firgt place, is not with him but with
her husband (v310~11). Creon, however, is not impressed by

Medea's gentle words; indesd he now feels greater fear at what
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plot she may be preparing behind her compliant wmask
(v316-323). Medea then begs him to reconsider, crying for
"pity first by Iinvoking Creon's daughter (v324) and next by
mentioning the faect that she is far from her own country
{v328). This latter remark elicits from Creon the response
which gives her an opening to his heart: After my children, ne
says, 1 too love my country (v329). Medea ig thus able to make
her successful plea, using all the information which she has
picked up in the agon in order teo impress Creon. She begs him
to ailow her just one day to prepare for banishment (v340-1),
to make provigion for her sons, seeing that their father
prefers not to do anything for them (342-3). She calls on Creon
to take pity on her children, for it would be natural for him
to look kindly upon them (himself being a father) (v344-5).
She then adds that banishment does not weorry her, she is just
concerned about the children (v346-7). She nas thus seized on
Crecon's sensitivity to children and the idea of a homeland
which she does not have as the basis for a plea, trylag to
cloud Creon's fear of herself. Her plea is sugcesszful for,
much against his better judgment, Creon allows her one more aay
in Corinth (v348). His attitude is harsh and threatening but
Medga has achieved precisely what she needed: the threar of
banishment and the one day's grace which she has been granted
offer her both the impetus and the opportunity for revenge.

Medea has only to decide what form her revenge will take.

Wnen Creon leaves the stage Medea explains to tne Chorus the
expedience of her fawnlng on the king (v368=375). She has
played to the utmost the fawvning stereotype, botnh of an
oriental and of a woman, only to enable herself to kill Creon,
hig daughter, and her husband. This is Medea's talent: by
claiming disadvantage she is able to turm things to her
advantage. She does not know yet how she 1is to kill ther

enemies and is concerned only with the success of any scheme
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which she might choose, for her failure would entail an
intolerable triumph for her enemies (v3Bl-3), This, of course,
would make her suffering even worse, for, as she has already
~indicated (either by herself or through the Nurse) the
greatest pain inflicted on her by Jason's betrayal is that of
baving been shamed ( RTinaouévn, v20,33; URpizomar , v255).
Medea is resolved, therefore, to murder by stealth (v384-5).
She also needs to plan her escape, and so decides to wait &
while in case any hope of refuge turns up. Evidently, her
earlier yearning for self-destruction has been channellea into
a desire for revenge and survival: she has not yet realized
that her revenge can be more deévastating if it combines both
survival and self-destruction. It depends on Aegeus to enter
as fortuitously as he does, to promise Medea sanctuary in
Athens, and to point out once again how important children can
be to a man (v663ff), for Medea to begin including her
children's deaths as part of her revenge on Jason. Even
without a promise of sanctuary, however, Medea is here still
quite prepared to die in the process of murdering her enemies
{v392-4), for nothing c¢an keep her from avenging herself, as
she swears by her mistress Hecate,
ob yip pd v Momewar v dyd oddw
pdhiora mdrTay xai fuvepydr elAduny,
‘Exdarny, puyols valvvrar drrias fuis,
Xaipwy Tis @ity Toupor GAyurel séap.
(v395-8).
Medea has chosen Hecate as the goddess of her hearth; Hecate,
the mistress of magic and whose shrinme usually stood in the
street just outside the huuae.:m The pgoddess who will help
Medea carry out her plans has replaced Hestia as the central
point of the household. The comparison with the status of
Heatia in the Alcestis is startling.25 There the hearth was
the symbol of unity and continuity in the household; Hestia

was the goddess who would take care of Alcestis' orphaned
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children, carrying on the duties of the mother and still
serving as the centre of the family. In the Medea, however,
Jason's betrayal, his breach of philia, has destroyed that
centre of the family, leaving, in effect, a vacuum which Medea
now fills with her invocation to Hecate, a force not of unity
but of destruction.26 Jason's house has already
disintegrated, and, whereas in the Alcestiz the goddess of the
hearth was to protect the children, in the Medea the imported,
avenging goddess of the hearth will be a part of a plet which

will see the children of the household dead.

At this point of the play Medea is prepared to do anything.
She has "armed" herself with her invocation of Hecate; she has
obtained the collusion of the Chafus; she has won time for
hergelf; her hatred for Jason and her other enemies is
intense; and, finally, she does not care if she herself is
destroyed, even though her mood has moved away from that of the
simple self-destruction which was expressed in her first
utterances. In thus preparing Medea (and the audience for that
matter) for the horrible c¢rime which she will commit,
Euripides, "the first psychologist",27 has created &
fascinating psychological portrait of a jilted woman driven to
murder precisely because of the depth of her emotions and her

vearning for self-destruction. In his book Human Aggression

the psychiatrist Anthony S$Storr peoints out how depression is
related to agpgreasion, how rejection in love <¢an lead to
feelings of self hatred, and how, in turu, those feelings can

lead to the perpetration of murder. He writes, "The hurt and

misetry of the rejected c¢leaks viclent feelings of hate towards
the person who has cast him off; and the despair and

self~denigration which may end in suicide are but a turning
againat the self of destructive anger which woula normally be

directed towards the rejecting persomn,
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It i Just because love 1is 30 important a source of
self-esteem that a failure in a love-relation is felt as an
attack upon the self. The extreme hatred which is mobilized by
rejection is actually self-preservative: an attempt by the
rejected person to assert himself in spite of the injury to his
pride. And the more dependent a person is upon the love of
another to sustain him the more will he feel threatened and
therefore hostile if this love is withdrawn."2 _Medea, with
all that she gave up for her love of Jason, in her dependence
on him in his homeland, and in her rage that her Ae:’xog and
her ¢1)\1’a have been violated, falls inte this pattern of
depression followed by aggression. Then, referring to a study

by D.J. West, Murder Followed by Suicideiﬁnr, Storr writes, "Of

every three murders committed iu this country (England), one is
followed by the suicide of the murderer. There could be no
clearer demonstration of the rtruth of Freud's hypothesis that
aggression against others aund aggression against the self are
reciprocally related and to some extent interchangeable., As
the author says: "The intimate conuection between
self-destructive and aggressive tendencies emerged clearly from
the many incidents in which the offender's intentions wavered

30 This is precisely

uncertainly between murder and auicide'.
the reasoning which leads to Medea killing her children, but it
is only the psychological perspective of her reasoning. We
must s8till investigate the logic of her revenge in terms of her
belief in justice and in the culpability of Jason in the death

of his children.

D.L. Page, in the introduction to his editien of cthe Medea,
writes, ''We may disapprove Jason's behaviour; but obviously
his punishment is out of all proportion to his offeuce. At the
end of the play we feel much sympathy for Jason, almosat as for
an innocent man overcome by dreadful calamity. Medea's

vengeance 1s 80 much more criminal than the crime which it was
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visiting. We are watching the conquest of evil not by virtue
or divine justice but by gréaner evil“.31 This moral outrage
at Medea's act is quite irrelevant in terms of the world of the
play. The murder of the children is horrifying and unnatural,
as the Chorus indicates,32 but a discussion of Medea's
revenge in terms of Mevil" and "wirtue" indicates a
post-classical evaluation which is 4t odds with the way values
are reckoned in the play, and which intrudes oun the play's
structure and the playwright's logic. The Medea is a specific
creation by a great playwright in a specific time. The
incidents in the play have to be judged in the light offered by
the author. Medea's murder, in other words, must not be
judged, it must be investigated in order to achieve a deeper
insight into the character of the playwright's heroine and also
into his manipulation of that character towards the achievement
of a state of affairs in which the infanticide may appear as a
necessary conclusion to & great tragedy rather than as a
gratuitous and seénsation-seeking deed of horror. This implies
that in an amoral reading of the play Jason's punishment should
not be “out of all proportion to his offence”". We must
therefors seek to understand both the punishment and the
offence as part of the structural edifice which c¢reates the

tragedy.

‘As  we shall see in the Hippolytus Euripides is very
self-conscious 1in  his structuring of tragedy; of Thow
characters play off one another and how that opposition shapes
them and how they in turn influence the action and are
influenced by it. The Hippolytus is overtly structured around
the concept of cwdpoguvn and it is the imbalance between
the Uw¢0006vn of Hippolytus and Phaedra, both of whom claim to
be Ud&pwv , that creates the tragedy where #ach destroys the
other. In the Medea, too, imbalance is the trigger of

disaster, Jagon's betrayal of Medea is the betrayal of
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philia. Medea and he are no longer committed to each other in
a relationship in which the wife, to be ogddpwv ,had to
personify 'obedience and dutifulnesa"a% As we gaw in Medea's
great speech on marriage, she put up with what she regarded as
unjust in the relationship between man and wife in marriage
while she was still with Jason out of duty and custom, and out
of dependence and love for him. This is the woman's part in
the bargain of philis, which creates a kind of equality,
isotés, without which there could be no marrisge. This is the
inverse of Solon's theory, as Jean-Pierre Vernant describes
it: '"Without isotes there would Le no city because there would
be no philia (friendship). "The man who is an equal", wrote
Solon," is incapable of starting a war,“34 S0 Medea has been
deprived of philia and thereby of isotes and is thus capable of
starting a war. The isotes of marriage, of course, is not one
of equal status but rather one.in which each partner knows what
to expect of the other. Jason's oaths were a part of the
isotes of his relationship with Medea, and Medea's children
were her part of the bargain.35 - He therefore had no good
reason for lesving her. Bennett Simon writes of the importance
of balance in Greek tragedy, "Th? characters themselves,
especially the Chorus, plead the necessity of harmony and
balance, mneither too much or too little - not too much
reverence for one god at the expense of another. Imbalance is
typical of the tragic protagonists."36 In the Medea,
however, the imbalance is that which destroys a bond, a
community. As Vernant writes in tetms of a larger community,

"Those who made up the city, however different in origim, rank
and functiom, appeared somehow to be 'like' one another. This
likeness laid the foundatioun for the unity of the pelis, since
for the Greeks only those who were alike could be initially
united by philia, joined in the same ccmmunity”.37‘ George
Pilitsis states that "Medea rtepresents a different class of

wives, those who did not enjoy the full rights of Athenian
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c¢itizenship. Moreover, Medea's marriage to Jason was based ou
free cohabitation and on verbal agreement between s Greek and a
foreigner. Their union  therefore was without legal
sanctions". 8 This may be so but there is nothing to indicate
that the "verbal agreement" of Jason and Medea in the form of
their oaths was any less binding than the marriage of two
Athenians, Athenian marriage laws being as casusl as they
WEIE.39 Medea's children, too, are nowhere referred to or
treated as illegitimate. The marriage, in other words, is as
strong or as weak ag any other in the Greek world, snd so Medea
can be "alike" enough to Jason to be wunited with him by
philia, When Medea has been deprivea of that bond and the
balance of her life and marriage has been broken, she is free
to address that wrong, to work against philia and so to try
restore a new, different balanece. The Choral Ode of v410ff
indicates the direction of action and morality which the play
will take. The Chorus is responding to Medea's speech in which
she resolves to act against her enemies and to the statement
which ends her sgpeech, the statement of a woman possessed, of a
woman who has decided to reject all the good thin3340 which a
woman may attempt to accomplish,
€rioracar 8 wpos Bk kai TePrraper

yvraices, é5 pir £ofA’ dunyavdraras,
kaxiy $¢ movTwY TéxToves ToddTaral

(va07-9),
She is here proclaiming that she is becoming an "alastor, the
demon created by unatoned bloodguilt"al which Jason at the
end of the play ecalls her in his attempt to understand how she
could have done what she did (v1333). By speaking of the
reversal of the flow of rivers the Chorus is remarking on the
unnatural rveversal of the time: it 13 responding to Medea's
"unsexzing" of herselfaz, and remarking on Jason's breaking of
trust {(v412-3). The women of Corinth, however, see only the

abused and victimized Medea, and see this state as offering
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redemption from the common conception that women ate forever
unfaithful (v412-2); they believe that Jasou's low behaviour
in the face of Medea's sacrifices for him will absolve women
from their unjust reputation (v420-4435). They have
misunderstood Medea complately; they have not realized that
Medea's suffering not only reverses the usual order of betrayal
as poets sing of it, but that it will slso lead to another
reversal — a reversal of nature in which a mother will kill her
children.

Jason, when he appears for the first time presents no different
an image from that with which the audience has been supplied by
the comments of the MNurse, the Ttor, Medea, and the Chorus,
all of whom condemn him roundly (vwl7-19,20,33,77,82-4,165,229,
412-3). He attacks Medea, blaming her for bringing exile upon
herself with her angry talk of revenge (vé446ff). Yet, he has
come, he says, to provide for Medea and the children in their
exile for he does not degert those close to him,

Suws b€ kax rard avk dwenees dlioes

e (V659-60).
Ihe irony of this statement is evident, and Medea is quick to
seize upon Jason's shamelessness (v465f). She answers nis
approach as philos with ﬁA&gs Q&a1gro£ veye (v467). She
lists all that she did for him: she saved his life (v476);
she betrayed her father and her home (v483); and she caused
the death of Pelias and so freed Jason from fear (v486). She
neglects to mention here the gruesome death to which she
subjected her brother in order to ensure Jason's escape witn
her from Colchi$.43 She then speaks of the betrayal with
which Jason repaid her love and sacrifice; he‘forsook her and
took another wife, even though 'she had given him children
(v489-91); and he broke the caths which he had sworn before
the gods (v492-4). At v499 she shows how far from being her
husband he is: she will share her thoughts with him as if he

were philos,
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&y a5 pliw yip Grmi oo rowdrou

{(v499,).
She then describes how his betrayal of her has leftr her with
nothing and with nowhere to go, because rfor his sake she has
lost everything, she has sacrificed her home and family ties
(v495££). She is here exemplifying the lot of wouwen, their
absolute dependence on men for wealth and safety, and, in this
instance, for 8 homeland too. The Chorus once again underlines

the destruction of the bond between man and wife,

dewny Tis dpyl kal Sualaror WeAe,
otay gidet pldowrt TyuBdiwe {pw
(v520~1).

Jason's rteply to HMedea shows just how difficult it will be to
heal this trouble. He negates Medea's contribution to his
success in his venture for the golden fleece, saying that
Aphrodite compelled her to behave ag she dia (v526f) and he
suggests that she should instead bhe gfateful for all that he
gave her by bringing her to civilized Greece and $0 marking ner
exploits famous; otherwise she would have remained unsung and
anonynous in her native land44 (v540-1). Jason tries also to
excuse his new wedding as an expedient act performed for tne
good of his own position and, consequently, for Medea herself
and their children, claiming that he did it to protect them,
for they are his near and dear oues,

fr Tde Beifw mphra wiv Fodos yeyws,
fTETa TWPWY, €TA TOL MEYas GAos
KU wauTi ol swelTw—add' &y’ fovyges

. (v548-50).
Sensing the hopelessness of his arguments he ends with another
attack on Medea, this time one more perceptive than he nimself:
is aware. He says that £for wemen, 1f theilr sex-life is
adequate they believe that they have everytuing, but 1f matters
there go wreng then they are at war with what is best ana mest

beantiful (v369-73). Tis 4s dLromic dm the li,ht of our
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discussion above® 4s to the importance of the Adyog to a
woman who has wnothing else in her life te represent any
equality in the relationship of marriage; Jason sees it as the
most trivial aspect of life. Finally, he concludes with the
stock misogynistic and utopian wish that there were some other
way for men to dcquire children, some way which would aveid the
necessity of women (v573~5). This rather sterile line of
attack will find its fullest expression in the adolescent
raving of Hippolytus three years later. There, as here, such a
statement, or speech, serves only to distract the speaker from
the issue at hand. Here Jason 1s cousistently making a great
nolse 1in order to avoid much serious discussion. Medea,
however, blows his whole speech apart with one sentence: if he
were not 4 coward he would have discussed his new marriage with
her, perguaded her, and not gone inte it without informing
those close to him ( A\X& un g1Yn b1AwY , v587). Their
encounter ends with Jason and Medea furthetr 4part than where
they had begun: she blaming him for his betrayal of her and
their sons (v607) and he blaming her for her impending exile
(v605). Medea does, however, make two threats to Jason; one,
that she will become a curse to his house (v608&); and,
another, that he will make a marriage that he will disown
(regret) {(v626). She thus keeps alive the underlying threat to
the children as well as her more conscious desire to kill Jason
with his bride and father-in~law. 1In rejecting Jason's offer

for help she says,

obr’ av févoury volgt ool xpnoalued’ dr,
olr’ v 1 befaipecfo, wnd’ fuir Bliov
saxol yap drdpds 66p° drmew obn Fye
(v616-8).
This i3 an important clue to her perception of revenge, to het
sense of justice. Jason has broken the communicn between them

and shown himself to be a bad Bargaining partney. He is, in

other words, a cheat from whom Medea will not accept anything,



87.

nor will she give him anything, for there is nothing to be
gained from a base man's gifts. It is very significant that in
this talk of commerce she does not exclude the possibility of

depriving Jason of something.

The fortuitous entry of Aegeus {(v663) gives the final impetus
to Medea's plans. It is also the scene in which her plot takes
its final form in her mind. The King of Athens presents Medea
with his great problem and sarrowi he wants to know how
children might be born to him (v669). Medea is inquisitive
aud sympathetic to his plight (v688), and so is he of hers.
Once again, their discusgion of Jason's behaviour is centred
round the concept of philia:

At o wov rerdhune’ Epyov aloywrror robe;

My. eagp’ {g6" drpec & dopiv ol mpd Tob pikot

At wlrepar dpacfeis 7} oorv dxyfalpur Adyos;

My. piyap y' fpwra mioTos obx Idv Plras.
Aw frm v, elmep, by Adyees, doriv xaxds,

(v695-9).
Aegeus is outraged by the news of Medea's banistment (vv703,
707). The result is that, in a very economical and very
effective scene, Medea has obtained asylum for herself for when
her act of revenge has been carried out, and Aegeus has
obtained her promise to help him acquire children (v70%-724).
Medea binds him with a great oath (v749-53), just ag she had
Jason, and there is a sinister reference to this in her asking
Aegeus what will happen to him if he breaks his ocath: Aegeus
angwers,
b roiot dvomedovo yiyrerar Bporén.
(v755).
This is exactly the justification which Medea already has for
punishing Jason. Aegeus, in other words, has offered Medea
both refuge and moral support = without his knowing exactly

what form of vengeance she intends to take on Jasgon.
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Medea is appropriately exultant after her weeting with Asgeus;
now she is sure of success, she says (v765~7). In this speech,
(v764-810) she describes her final plans for revenge, plans
which must have taken shape during her discussion with the
childless king. She will kill the princess with presents which
she will send with her children - a finely woven dress and a
diadem of gold, both poisoned so that the girl and anyone who
touches her will die (v784-78Y). This is what we may call the
"conventional' part of her vrevenge, for Medea has been
preparing for this from the start of the play: she has invoked
Hecate (v395-8) and coutinucusly referred to Jason, his wife
and Creon as her enemies; the sorceress Medea, with the help
of the goddess of poisons, will destroy her enemies - for it
may be assumed that the girl and Jason or Creon, who will wish
to help her, will die. Now, however, her revenge takes on a
terrible new dimension: all the undercurrents of the play
gpring to the surface as she reveals to the Chorus cthat she

will kill her own children,

rirra yip karaxTev

rip’ obris derw SoTis éfaumireray
fouar Te warTe mvyxéas 'ldaoves
ffequ yalas, puirdror walbwr povor
pevyovra kai Thar dpyor dvogudrarov.
ob yap yeAdefor TAyror i dxOpiv, girar

frwe 7{ pos (v xépbos; ofre pou marpis
ot oikes foTw ofT’ dwosTpogl KakGy.

(v792-9).

The emphasis placed on T follows the repeated "my" of v780, -

and v/82, and culminates in the possessiveness of v1240-1,

naaTws o’ dvdysn serfavely: éme &% i,
NuEle xrevobuer, olirep éfedirapey.

Medea is asserting her control over her children's lives for

two reagong: they are born of her and so are undoubtedly hers,
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and, for the same reason, they are all in the world over which
she has control. Her need to proclaim her possession of her
children will culminate in her murder of them, In v793 Medea
raises a point that will play an important part in her later
debate with her heart on whether to kill her children or not
(v1021£f£): no-ome can give them safety, she says. This
reinforces her argument as to the necessity of killing her
children herself. It is interesting to note that in her deal
with Aegeus Medea did not mention her children. Later, she
wishes to destroy them the one moment, relents and wants to
take them into exile with her the next, then changes her mind
once again (v1044-50)., This 1is before she learus of the
success of her poisons; ’after which her immediate concern is
to kill her children before a hand "more hostile" does the
killing (v1239). She states also the other reahops for which
she will kill her sons: so that the whole of Jason's house
might be destroyed (v794), and so that she might not be laughed
at by her enemies (v797). In other words, she sees her
killing of the children as a necessary and integral part of her
revenge, which, if not carried out, will result in her failure
and thereby the laughter of her enemies. Once again she
connects her mad wish for vrevenge with her self-destructive

feelings and her hopeless situation (v798-9).

Having stated that the death of rthe children is inte_gral to
her revenge on her enemies, Medea then explains her reasoning,

her concept of justice. 8he says of Jason's betraysl of her

and her punishment of him,

Audpravor r68 fric’ fedinmavon

dopovs marpuovs, drlpis "ExAnros Adyois
newrbela’, bs fuir oiv §ed relre dixme.
olT’ £f duob yap maibas dyeral more
{wrTas To Aoemir obre Tis peo(iyou
ripdms Texvoae wail', dnel xaxis xaxhy
farely o’ drayen rols duoioi dupudxos,
prbels pe davAny xdoberq rouléite

K78 ovxadar, dAha farépov Tpdwov,
Bopeiar dxdpoly xat gidowrw edueni)
TGy yip TowUTwr fvkAeéaTaros Bios. (v800~810).
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Medes believes that divine justice is on her side (VBOZ) tor,
as she will keep pointing out, Jason is totally responsible for
the destruction of their marriage, and, in effect, for the
death of cthe children (vv1074, 1364, 1372, 1401-2). By
destroying the bond of marriage Jason has deprived Medea of
husband and sanctuaty; to take revenge of him, who now has
another wife and still has his c¢hildren b%y her, Medea must
deprive him of his new wife. But this is not enough, for it is
gimply an equalizing action. She knows how important children
are to a man46 and by killing Jason's bride Medea ensures
that he will get no children from her (vB804=53). He does,
however, still have his sons from her, His sons should have
been a guarantee of his marriage to Medea, as she herself noted
in despair (v489-912), but he abandoned them nevertheleas.47

Medea will now make him realize what it is to lose one's
marriage partner and to lose one's children. She has no other
option but to deprive him of their children. This is how she
will restore the balance between them. This is her vengeance
and this is her sacrifice; it is obvious how much the children
mean to Medea (v1242-50), but it is necessary that Jason be
taught that all that Medea has given can be takea away, in the
same way that he took away their m::u:ri.alge.'ﬁ“8 At her own
great personal c¢ost, then, Medea will destroy every link
between herself and Jason, and punish him in a way that will
tear him to the soul just as she has been torn. She indicates
this in answering the Chorus' horrified reaction to her plan
(v816~19) and in her final, bitter exchange .with Jason at the
end of the play (v1397-1401), Her justification throughout has
been that Jason broke the bond of philia; so she feels able to
preclaim as her own the wmasculine standard of moral excellence
which consists of hatred to one's enemies and benefit towards
one's philoi (vB897-819). This is in sharp comtrast to the
acknowledged limits  of a woman's cw¢pogduq 49 as

‘o . . : 0
personified by Alcestis and towards which Phaedra strives’’ It
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is an expression of ability and domination (first hinted at by
the gurse in v44=5) usually attributed to the Greek male
1

hero; but in moving beyond the accustomed place of a woman
in Greek society, by becoming an avenging demon, Medea has
appropriated this standard for herself; her glory will be
measured by her success (v810). As we will see in our study of
the Hippolytus, it is this very thought which leads to Phaedra
destroying Hippolytus when he rejects her with such great
hostility as to turn her into his enemy, These women, then,
driven by a desire for revenge rebel against the very mentioun
of their being women., Medea turns into an inhuman apparition
at the end of the play, while Phaedra destroys herself. In
both instances they horrify the other characters and Chorus on
the stage, as well as their audience. A woman such as
Alcestis, however, who has not been pushed beyond the bounds of
accepted feminine behaviour is highly praised in her society
and is even given a second life as an estimation of her worth.
Medea has no interest in continuing as a woman in her society:
she has been deprived of her role as wife and iz ready to
relinquish the role of mother.

As we noted earlier52 part of Medea's skill as an avenger is
her ability to deceive people as to her real intentions with a
show of feminine helplessness. By pretending reconciliation
and by fawning on Jason (vB66f£f) she succeeds in killing both
the princess and Creon (as we hear in the Messenger's speech,
v1121££). She thus implicates both the children and Jagon in
the murder of the king and the princess. Her exultation at the
success of this part of her plan is tempeéered by her agony at
being forced to kill her children, an agony which is expressad
by her continually changing her mind in her great monologue
(vi02Lff). This monologue has been called, "the most famous
inner debate 1in tragedy",53 for the number of times which
Medea chaunges her mind before she finally decides to kill her

children while knowing that is is wrong to do 30,54
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xai pavddre per ola bpar pédAw saxd,
Buuds & kpeloowy Tér duer SovAevudrury,
Semep peylorwr alros xaxiar Bporals.

(v1078-80).
The speech begins with Medea describing her exile and the
children's life in Corinth if she were to relent and lat them
live. She describes the hopes which she had had to see them
.married and to have them take care of her in her old age
(v1024-1035). She then proclaims, most ambiguously, that they
will go to another mode of living (v1038) which we soon realize
means death, not merely separation from their mother, when
Medea mentions 'the last smile of all™ (v104l). Then she
caunot bear the thought of killing them (v1044) but once again
spurs herself on with her fear of being ridiculed as a failure
{(v1049-1052); and here it is evident, as Alan Elliott states
in his note om v1049, that "Moral principle plays no part in
her rewenge".55‘ Her inner turmeoil is illustrated by,
a a.
ui} biyra, fupé, un ov ¥ dpydey rdde
facor atrovs, & rakay, ¢eirar Téxvwy-
éner pef Quiv Gorres edgpavoias oe.
ki Tobs wap' "Auby reprépovs dAdoropas,
obror mor’ foral Tobf Gmws éxPpols iyd
wobas rapmow tobs fuobs kafuBploar.
(v1056-1061).
Hugh Lloyd-Jones calls Medea'smﬁg of v1056 and v1079, before
which all her deliberations ( Bouleduata ) are powerless,
“"the pride which will not allow her to risk being laughed at by
her enemies"56. This explains her feeling that she cannot
risk allowing the children to be used against her in whatever
way by her enemies; as she says in v124l, she, their mother,
shall kill them, not anyone else. We c¢an see now how Euripides
has prepared Medea for this murder: she has to kill her
children in order to take her revenge on Jason; to keep them
from her enemies; to be ﬁble to expressz her self-destructive
feelings while remaining alive to gloat over Jasonj  and,

finally, to salvage her pride by wreaking such unheard of
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destruction, &8 an alastor on Jason and his house. When Madea
pPrepares to go into the house to kill her children (v1236-1250)
we know what it is costing her as a mother but we know too that
it is impossible for her to back down because she will see that
ag an intolerable loss of_pride. The dilemma and resolve is
best expressed by AN €1’ SwAigou, kapsiq (vi242).
-Medea is fighting her heart, her maternal feelings, with an
image which conjures up the male world. Once again, just as
when she appropriates the male standard of behaviour (v807-10),
she 1s "unsexing” herself and taking on the world of males on
its own terms. Eilhard Schlesinger points out Jason's view of
society: "For him marriage and children, indeed, all human
ties, are only a means to an end. The value of life depends on

gocial status and its perpetuation in yesrs to come. ‘That is

37 This 1s precisely the

why children are impoertant for him".
attitude to which Medesa reacts by acting like a male to whom

"all human ties are only 2 means to an end”; and the end here

is her pride and her revenge. Just as Jason's pride stems from
his children and the perpetuation of his house, so does Medea's
pride depend on depriving him of his childrem and his house.
This is exactly the opposiﬁe of her devotion and sacrifice in

helping Jason as nis wife before he betrayed their philia.

The success of Medea's revenge is evident from Jason's distress
on learning of the death of his children: he states tnat usedea
has destroyed him (v1310). He entered looking for his children
in order to protect them from the Corinthians' revenge which
was provoked by Medea's poilsoning of the king and his daughter
(v1301-5). Medea, however, has deprived him of nis role as
father and protector. In terms of the wmale=-standard of vB07-10
she has deprived him of his role as a male; she hasg, in
effect, casgstrated him. Jagon's thoughts turn to avenging
himself on her (vl314~6) but here troo Medea has beaten him:
she 13 inaccessible to him, high uwp in a chariot drawn by
dragons, and has the dead bodies of the children with her

(v1317££). Jason accuses her of being dinherently eavil; he
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sees her sacrifice of her family and homeland for his sake as
having been acts of treason just as this act is (v1329-32). He
mentions the brother whom Medea slew so that she and Jason
might make good their escape from Colechis. This is a point
which Medea had avoided making in her frequent mention of her
sacrifices for Jason, mentioning it only once, when raving to
herself inside the house (vl1éb6-7). That Medea had shown
herself to be capable of committing terrible crimes neither
absolves nor Telleves Jason. His speech of condemnation
agalnst her emnds with a ecry of woe that ecnoes Medea's
sentiments ar the grart of the play and 1Indicates how
successful her revenge has been in bringing him to the level of
her desolation and sorrow: his marriage is over (v1348); he
has lost btils children (vl349-50):; and ke feels that his life
is over (v1350). His accusations that she murderad her
children for the sake of ner sex=life, her A€yoc (vvl1338, 1307)
echo his earlier, smug sentiments of v569-73. Medea's answer,
once again, is that he has underestimated a woman's pain at the
betrayal of her bed58 {v1368). It 1s this underestimation
which led to Jason's betrayal of Medea and the children and
this is the reason for the chain of events which leads to the
death of the children. Medea, in other words, Bas destroyed
all that Jason ever possessed: his wife: his children and his
manhood. She herself has lost her husband, her children, and,
as hner elevated position in the chariot of the Sun suggests,
her humanity.. This 1is not necessarily a measure of divine
approval or human (Euripides') disapproval of her act: it is
of the utmost ilmportance in dramatie terms that Medea 1is
inaccessible to Jason and unrepentant of her act, It is the
fact that she survives the murder of her children which makes
Medea's sacrifice the act of vengeance which horrifies-s9

Pity, and her own self-pilty, were her motivation Hor revenge,
but at the end of the play the audience's pity is on Jason's
side. By abandoning any claim to pity, Medeaz has moved from

passive victim to active avenger, aand by s¢ deing has lost all
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sympathy in the play and beyond. She has, 1n other words,

moved beyond the accepted limits of behavieur of ner sociery.

In cthe Medea, then, Furipides has presgnted 8 union, a
marriage, in which the bond of philia has been broken. The
earlier Alcestis was based on the sacrifice of a woman for the
sake of that bond and resulted in that woman's eternal fame.
Medea, however, is driven by Jason and by her own pride and
passionate nature to destroy all trsaces of a philia that has
been betrayed by her husband. Her action has been one of
revenge, of revenge so great that it destroys all that is near
to her and results in her eternal infamy. Bsripides, though he
has not tried to excuse her behavigur, has been most éareful to
make her motivation believable and to make the murder
inevitable. In his next play which we will study he deals with
4 similar theme but from a different angle: Phaedra of the
Hippolytus is also a woman in distress and ia love, but here,
despite its not being her fault, she is the one regponsible for
the break of philia in a relationship. Unlike Medea she is
inordinately concerned with behaving as befits a lady, but the
result will be that whereas Medea performs a sacrifice in
taking her revenge, Phaedra performs an act of vengeance when
taking her own life. Medea, then, like Alcestis, has been
asked to choose between supporting or defying her husband. She
has chosen to defy him and to destroy him; all the while
working within and without the limits of being a woman im her
soclety. By asserting herself moch as a man would be expected
to (by destroying lier maternal image), she destroys her place
in that society and exiles herself. By taking revenge onm Jason
she completes the destruction which he began and so salvages
her pride. To have submitted quietly to the sacrifice dewanded
of her by Jasen would have been a humiliation intolerable to
Medea, for, as Euripides has been careful to point out, sne has

Jjustice on her side.
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CHAPTER SEVEN

THE HIPPOLYTUS

The Hippolytus, produced in 428, combined in one play (indeed
in one act) the twin themes of a woman's sacrifice and of a
woman's revenge., There are few acts in tragedy as crucial and
as pregnant as is Phaedra's suicide; as c¢rucial in structural
importance and as pregnant in meaning and symbolism. Yet, for
precisely this reason the play has been misunderstood and
¢riricized for falling apart after Phgedra's departure from the
stage.l Even a critic sympathetic to the structure of the
play, Phillip Vellacott, sees Phaedra'’s suicide as a divisive
act, "In the first half of the play we see the self-contained
world of women - Phaedra, the Nurse, and the Chorus: in the
second half the self-contained world of men - and between the
two worlds there i3z no cammunication".2 Such c¢laims,
however, are based upon an interpretation of the play as a
tragedy 1in terms of character as opposed to & tragedy of
interactions of characters. To interpret the play as a trégedy
of character leads to one acknowledging the power of Phaedra's
suicide while denying its significance, and hence the problem
with the structure. This play is ctragic not because of what
happens to its four main characters but. because of the
relationship between all four and because of the different way

in which each is tragic. And here Aristotle's comment on plot

ismostillmﬂﬂﬂthm? n yap TpayméLa MLuﬂULq goTLv olu
'av%pmnwv &AM npa&smq HaL Buou XL EuéauuovLag | I
wal N uauoéaLpovLa EV npdEe . EUTLv, wgy T L TEDOG

el A TLS gativ, o nOLdrng glolv 68 watd pev Tx
n&ﬂ ﬂOLOL TLvEg, watq 8¢ Tdg mpdfeLc eldaluovec

n Todvaviiov,
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The characters of the play are ensmared in a world in which Lhe
morality of the gods and of men is in question; in which the
line between appearance and reality is dinvisible if not
completely absant;4 in which the innocent is punished jusc
as severely as the guilty and in which innocence or guilt
depends solely on ome's point of view. The unity of the plLay,
then, lies in the thread of deception which runs through 1it,
and around which all the action revolves. Phaedra's suicide is
the knot im that thread of deception. It is the place where
divine predestination and the illusionm of human will converge,
where Phaedra chooses to destroy herself and Hippolvtus, making
4 choice which is based on absolute lack of choice. It is the
result of deception and the reason for further deception. It
ig crucial to all four protagonists, all of whom have their own
reagons for being deceived. By analysing the play in terms of
the course of events influeuncing the character of its
protagoulsts, and vice versa, it is possible to show how
Phaedra's death forms the nucleus of the play, how it unites
the two separate worlds of men and women, and how it is an act

both of sacrifice and of revenge.

In the Prologue Aphrodite makes it clear that she is the moving
force behind the drama (vvh, 22), andlthat Phaedra is ro be'her
agent, her toeol, in the destruction of Hippolytus (v47-50).
What she does not reveal, howevar, is that on a purely human
level Phaedra and Hippolytus have the ability to destroy each
other. Nor does Aphrodite re%eal the preﬁise aetails of che
plot which is to follow: she tells the audience only what they
already know of the well—kﬁaWn myth;5 that Phaedra will be
destroyed in the process of Aphrodite's revenge on Hippolytus
(va7-50), and cthat Aphrodite will “reveal all to Theseus”
(vh2, defgujh. M&Kmavﬁcerux ). With regard to the
matter of revealing all to Theseus, though, Aphrodite is making

what we later realize to be a duplicitous statement. She does
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not reveal the truth to Theseusi he is tricked into believing
that Hippeolytus is in love with Phaedra, and not the reverse.
Barrett,6 in his note on v42, says of this, "the truth is
8imply that Euripides is not being straightforward. He is not
concerned here to give an exact synopsis of the plot, but
rather...to mislead and mystify without outright
misstatement”. In other words, Euripides is doing to the
audience what Aphrodite does to Theseus; he is blurring the
line between appearance and reality, while allowing the
audience to enter the play with all their preconceptions of a
familiar story. He is playing a game, laying down a challenge,
in which it is up to each member of the audience to make what
he will of the uew and subtle trestment of the myth. Aa this
play was produced at the time when the wmoral relativism of
Protagoras was providing a new direction for philosophy away
from Parmenides' dead~end - away from a reglity which could net
be perceived by the senses - would it not be reasonable to
assume that Euripides might play with the ideas of these two
philosophers? He might structure a play on the interactiom of
four characters, all with differing coucepts of behaviour and
interpretations of reality, living in a reality which
continually deceives them, In this combination of two
intellectual systems, then, Euripides would be producing a play
at the junction of philosophy, combining the end of material
philosophy with the beginning of moral philosophy. Although
such a thesis may not be proved conclusively the influence of
the two philosophers is evident in parts of the play. And the
popularity of the theme of relativity and ambivalence is
attested to by a very ilmportsant quote of Heraclitus'. Speaking
of the nature of the Delphic Oracle he states:
0 &val oU T pavrteidv fotiu O £v Achpoic
oute AyelL olTe wodnTer dAAX anpafivet.
(Diels fr. 93).

Frank Capuzzi? interprets this as, "The lord neither reveals
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nor conceals. He does both", So does Euripides, with the
ambiguity of Aphrodite's revelation, challenge the auaieunce to
interpret the signa of the play, in much the same way his

characters have to.

‘The first blatantly puzzling statement which Aphrodite makes,

however, is that,

7 8 edeheds pév, AAN Gums dmdAAvrar
thalbpa E

(va7-8).
Two important questions are rai;ed here. Firstly, the audience
has always known that Phaedra is a trollop who through her
wantonness destroys Hippolytus,a how is it that now she will
destroy him while retaining her good name? Secondly, if she is
80 virtuous as to keep her good name ( elickera ) then surely it
is grossly unjust that she be destroyed? The goddess
immediately wmakes the point that no human 1life, however
virtuous, shall stand in the way of her avenging herself of an
enemy (v48-50), so adding to the intrigue of the second point
raised above. At the same time Aphrodite provides a.cynical
angwer in anticipation of the Therapon's imprecation that she
heed not young Hippolytus' haughtiness and be more forgiving,
for
FopwTépovs yap xpm Bpotey elvac eovs.
| (v120)

It is evident from the start that this goddess is not zll a
human might want her to be: she is neither just nor forgiving
in the way a human might be; she does not mind if she destroys
the inndcent with the guilty. Aphrodite's statement (v47) has
placed an extraordinary new emphasis on the character of
Phaedra: how will Phaedra retain her EUKAElo while

destroying Hippolytus and‘being destroyed herself?

To a greater or - lesser degree all four of the human
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protagonists of the Hippolytus are aware of the ambiguities ﬁf
human perceptions, of the implicit difference, and of the
difficulty of differentiation between appearance and reality.
Hippolytus is the first to draw our attention to the theme and
he does it in a way which indicates the attitude which will
lead him into so much trouble later in the play. In offering a
garland to Artemis he claims that only those as right-minded as
he ( gogpwy ) have the right to pluck the flowers. where he
did: |
arois didarrov undév, &X' & 1} greq

T Twppordiy eiAnyer & Ta wded dude,
TovTows dpémendar, Tols xaxolo: & o Gcuis.

| (v79-81).
Hippolytus' artitude implies that whereas there is a goca and =
bad, an apparent reality as opposed to a hidden truth, he has
no difficulty in placing himself squarely in the camp of the
just, of the self-righteous., This iz a feeling of smugness, of
exclusivity, which "betrays the tautness of repression, a
contempt for the frailty of mem, and a pride in his virtue
which are not the marks of natural strength and serenity of
spirit".9 In short, this attitude betrays a lack of the
very Um¢pocdbn which Hippolytus is expounding
continually in the play and which he c¢laims as his more
dominant characteristic.lo Lesky here makes a very pertinent
note, 'we can recognize a basic motive of nobility (familiar
from Pindar) when Hippolytus counts himself not among those
whose knowledge is gained by instruction, but rather among
thoge, the essence of whose being i3 determined instead by
their nature (-¢6’Ulg ).,-11 One wmight therefore speculate
that Hippolytus has positioned himself thus in the scheme of
things in a self=-conscious reaction to his own ‘feelings of
inferiority on account lof being a bastard, feelings which he

reveals in the agon with Theseus,

o Suordhawa wirep, & mikpal yoral
untels mor’ ey Tay dudr plAwr vddus. «1082-3),
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This concern of Hippolytus' is not mere over-sensitivity on his
part, From the Murse's earlier agnd asomewhat scathing
reference to him as a vdday ppovolvta  yung (v309),
and Theseus's later attack on him {(v962-3), Euripides indicates
that Hippolytus' illegitimacy is to be takem into account in
an analysis of the play. When we place this ‘concern in
Jjuxtaposition with Phaedra's awareness of her high birth,

ab ydp mor’ aloywrd ye Kpnaiovs dduovs, {v719)
and her fear of a fall similar to that of her mother's and
sister's (337-41), we see the mirror movement of the play.
Phaedra, the high born, moves through the tragedy and appears
at the end as one who, as Hippolyﬁus saya,

drwpornoey oix dxovaa Fwepoveiy, (vi034)
while Hippolytus, the bastard, is proclaimed a semi-divinity by
Artemis (v1424f), and is able to say to his father with his
dying breath

rowrde madwr pmaior ebyov Tuxer.

(v 1455)

This is perhaps Hippolytus' great triumph: he has won nobility
by his actions and his nature not by his birth and name, and
this has come about at a terrible price. And, ironically, as
it 18 a vindication of his nature it is a blow to the

aristocratic code which he had so passionately adopted.

When Phaedra appears for the first time on the stage we hear

from the MNurse that in her fevered state Phaedra does not like

the present, preferring what is absent,
olbé o dpéoraes T0 wapor, TO & dmip
plarepor 1y, '

Metaphorically, then, in her iliness Phaedra is portrayed as

(V 184-5)

vacillating between what is and what is not: she feels that
she cannot attain what she yearns for, and therefore what is
absent will always be more attractive. This may be the
inconsistency of a fevered mind but it places Phaedra's

predicament and character clearly before the audience, who know
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the reason for her fever. Throughout this scene, then,
Euripides focuses the irony of the situation on the comments of
the DNurse who is wunaware of Phaedra's plight. Phaedra's
ravings (v198-231), her desire to hunt, to run with the hounds
(v215-8), to clutch the pointed spear (v219-222), to lie in the
shaggy meadow under the poplars (v21U~1l1), to drink deep from
the stream of clear water (v208-9), to break Venetian colts
(v228-31), are all seli-explanatory to the audience. Phaedra
is expressing the desire for 10 & dtov in a manner which
leaves the Nurse quite unenlightened: she is using cthe
language of sexual desire, and she is identifying herself with
the actions of her absent, and forever unattginable, object of
desire, the hunter Hippolytus. When Phaedra emerges from this
fit she is horrified to realize whar she has been saying, and
believes that her hidden desires have been revealed to the
world: she wonders where her pure mind has been side-tracked
to (v240), and she asks the MNurse to hide her, for she is
ashamed of what she has said ( uiéodﬁe&a), and because she has
looked upon shame (v243-6). Phaedra makes a poignant comment
on the nature of madness, seeing madness and sanity here as the
two opposites of oblivion and painful awareness, and, being all
too aware of the pain of her reality, she wishes that she could
die unaware of everything (v247-9). To die while mad would be
her escape from her sense of shame. The Nurze, however, who is
trying so hard to discover what ails Phaedra (v226-87), 1is
completely wunaware of her wistress's trouble and Phaeara's

shame is as yet quite meaningless to her.

Despite the Nurse's eagerness to discover the root of Phaedra's
illness she has no clue as to what it might be. She even asks
Phaedra if she has some mysterious or common women's ailment
(v293-5). sShe is exasperated by Phaedra's silence, she wants
anything but silence from her in times of trouble (v297), she

demands some response. This is echoed later by Hippolytus'
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demands to hear from Theseus the cause of his distress,

ryds cuwmis 3 adbiy fpyov dv xaxols: (v911)
In both cases the search for truth will be rewarded with a
horrifying revelation, as Phaedra warns the Nurse in vi27,

xd«', & rdAawa, ool Tad’, o wedop, maxd. , and im
v329. After all her trying to pry Phaedra's secret from her,
though, the Nurse stumbles on it by accident, by mentioning the
name of Hippeolytus (v310). She elicits a cry of woe from
Phaedra and immediately asks,  diyydve céfer réde; (v3lo),
Phaedra is affected, but not in the way which the Nurse
expects. Her primary concern is not with the future of her
sons under "the bastard who thinks grandly” (v309) but with her
stepson, whom the Nurse sees as their enemy. Up till now,
however, for days the DMNurse has had no response to her
questions. Now that the first chink has appeared in Phaedra's
armour of gilence, the Nurse will not let up until she learns
her secret. Phaedra immediately tries te cover up with
silence, Hippolytus's name wmust not be spoken again (v312).
This is a vain attempt at escape from what has been revealed by
speech, and indeed it is not c¢ertain how much of a secret
Phaedra wants to keep her uncontrollable passion: for, since
the Nurse still believes that Phaedra's ¢ry of woe 1s in
connection with the future of her sons, Phaedra herself hints
that the truth is something else, saying that it 13 something
else that troubles her (v315), The Nurse, howeﬁer, misses the
connection between &Um ‘e ﬂhﬂ and Phaedra's invaluntary
response to the name of Hippolytus. She asks Phaedra if she is
perhaps stained by murder (v316). Again Phaedra leads her
¢leser to her true emotional state: ‘

xeipes utv dyval, ¢pip b Eyer ploopd T (v317)
In deed she 1s pure, but in design, in thought, she 1is
stained: this, for Phaedra, is enough to constitute disgrace.

From this it iz evident that Phaedra is not content to appear
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to be pure, she uneeds to feel pure in her nature. This
attitude allies her with Hippolytus, as we saw earlier
(v79=81), but in a much more mature way: she does not divorce
herself from what she sees as an equivocal world, and this is
the cause of her troubles. If she were 23 smug in her ideals
as Hippolytus she would have no fear of erring either in
thought or in deed: if she were as smug in her total lack of
idealism as is the Nurse, she would dismiss any thoughts of the
purity of her morals with the Nurses's statement:-
er dodolor yap

rad’ dori Gumrdv, Aavbdrew T pﬁ Ka.\;i-.m (v465-6),
Phaedra, of course, is different to both Hippolytus and the
Nurse, and is a c0mbinafion'uf both, as she reveals in this
stichomythia., When the Nurse asks her if an enemy has cursed
her she provides another clue, saying that one who is close to
her (¢{iog ) destroys her, and that neither he nor she wills it
(319). This is an acknowledgement that human beings are not
totally in control of their lives, if philoi may destroy each
other unwillingly: it is a view of life as tragedy. This line
is also important in contrasting with the contemptucus way in
which Hippolytus deals with the concept of philia when the
Nurse later accosts him with it (v6l4). These lines, then,
show the distance between Phaedra and Hippolytus. Phaedra
stands somewhere between the Nurse's awarensss (and indeed
conviction) of human frailty and Hippolytus' exclusive pursuit
of a perfect form of behaviour, Standing between the two
Phaedra is well aware that neither can be exclusive of the
other - that one must be aware that neither can be axclusive of
the other - that one must be aware that by frying to live by
ideals there 1s the danger of failing. She knows too that
despite all this there is a need for her behaviour to appear

ideal. When the Nurse asks her if she grieves for some wrong

done her by Theseus she replies with,

ui Bpaa’ Eywy' fxelvov ddbeine Kakds, (v3zl)
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The important word here is dgdeinu , for it reveals Phaedra's
fear of base behaviour by focusing on her fear of exposure, a
fear which she expresses regularly in the play and on which her

Etatus as a good wife and mother depends.

We gain another insighr into Phaedra's mind when she warns the
Nurse that, despite her nagging the revelation of the truth
night be to her detriment ( 4Afj), and she then adds,

Pa. M. 16 pérro mpdyp’ duol Ty Peper.

Tp.  xdmere xpuimrec, ypricl® evovuérme éuot;

Pa, ex viv yip alexpiav dcBM pnyovducde.

Tp.  obixoww Aéyovea Tipswripe pavi;

(v329=32)

Throughout the scene Phaedra has been providing the Nurse with
clues as to the nature of her secret passion, wanting to reveal
it while at the same time knowing that destruction lies in
speech (vv31l,327,393-7). As if in explanation of this paradox

she now ralses the question of homour, Tiuf . She is trying to

devise honour from this calamity which has befallen her, she .

says (v 331), but she does not elaborate at all on this
statement. The Nurse, not konowing of Phaedra's calamity, makes
the obvious point, that to speak of her predicament, then,
would make Phaedra's honour all the greater: implying that
secrecy provides no oppertunity for honour, for honour is a
tribute granted by scoeiety and therefore hardly bestowed for
secrecy. Due to the Nurse's ignorance of the situation her
comments seem to be iromic; for the audience, peing aware of
Phaedra's secret, knows that its .revelation would secure

anything but honour for her. What the audience does not yert

know 1s that Phaedra's attitude i1s similar te the Nurse'5,12
ag she reveals with,

fuoi yip ein pire Aavddvew xard

KIT aloxpd Bpuan mdprupas moAiobs Exew. (v403=4)

What Phaedra does net reveal until 401, however, is that she
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has decided.to die in order to escape her passion rather than
to live and to submit to it or to shame. The puzzlement of the
audience and the irony of the Nurse's comments (in v329-32),
are therefore satisfactorily answered when Phaedra reveals what
it would be that might win her houour. In these four lines,
then, and until Phaedra explains the course of her thoughts
after love struck her (v373ff), Euripides plays with the
audience's sense of iromy: for, however sympathetically she
may have come across so far, there is nothing to differentiate
between her behaviour and that of Euripides' previous version
of Phaedra. It is only with her long wmonologue (v373f) that
Phaedra appears to the audience as something other tham the
whore whom they expected to encounter.13 Phaedra's desire
for honour is not ironic. The honour for which she strives is
based on giving her life to save her name (v419-21). As has
been stated of Phaedra in a recent essay, 'Phaedra has lived
and died by the sﬁandards appropriate to an agsthos. In the
erisis of her lik, when the struggle to secure her honour and
her good name became most intense, she did not flinch but paid
for them with her dearest coin, her own 11'.fe."1!+ This
Tespounse 18 exactly what Phaedra desires when she says that she
does not want her good deeds to go hidden, nor her base deeds
to be witnessed (v403-4), but it misses completely the irony of
Phaedra's wish., At the time in which this play was produced
only a man would have been titled agathos for desiring his fair
share of honour; in desiring acknowledgement for her sacrifice
Phaedra is geoing againat the view prevalent at the time, the
view expressed by Pericles in the Funeral Oration of Thucydides
when he says of women
THY TE Yip dmapxovens dreiws

pi xelport yeveclar Suly peyddn § 3dfa kal fs A &7

éxdxworrov dpetijs mépe 7} Yoyou év Tols Bpreot kAdos 3.

| (Thue, 2,45).
Phaedra, therefore, would uot be called agathén for her
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behavicur in her socilety, for she is stepping beyond the bounds
which that society nas set for her. The Ffigal irony is that
not only is her honour not proclaimed to the world at the end
of the play, but the opposite occurs: her base deeds become

known, as Artemis states to Hippolytus at the conclusion,

b r A
kotx Avdpvpos Teodw

ipws & Paibpas ds ot quynbjoea - (v1429-30)
Although innocent, in that she cannot be held responsible for
her passion nor for her faillure to keep it secret, Phaedra has
been utterly destroyed, she has been exposed. Her desire to
win sowe honour (wvv33l, 403~4, 716-8) was misguided, she stood

no chance, she deceived herself.

The encounter, then, between Phaedra and the Nurse until thé
point of the rtrevelation (v352), serves to indicate saveral
things to the audience. The Nurse has shown her resilience and
skill in wearing awsy at Phaedra's defences. Phaedra has shown
herself to be painfully aware of her predicament. She knows
that she cannot escape her fate (v34l), she feels trapped in a
reality which will destroy ner whether her secret becomes known
o mnot (v3il7), and all that she asgks ig that she be ahle to
salvage some honour from the situatiom (vv329,331). Al cthough
she realizes that her 1llicit passion is a curse which she
cannot egcape, and that human life consists of what is visible
and what is invisible (the duality evident in a statement such
a5 "my hands are clean but my mind is stained”, v317) and knows
that for her it is not good enough that she simply appear
virtuous, she does indulge in the wishful thinkKing indicated by
her desire to hide the truth. After her initial raving she
wishes to hide her face (v243), even though that cannot
diminish her shame; she does not want to hear Hippelytus' name
(v312): she speaks of not being seen ( Swag{nv ) performing any
base deéd at Theseus's expense (v321). 4All in all, Phaedra's

concept of honeour is more dependant on elidera
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than on TUUA: it is not sufficient that she be of honourable
behaviour, she must be seen to be honourable. The Nurae,
however, feels no need to appear honourable, while Hippolytus
has no doubt that he can never be anything but honourable and

8o has no need to be seen to be honourable.

When the Nurse learns Phaedra's secret her horrotr surpises even
her. When she did not know the truth she could not-imagine it
to be of such enormous import; whereas earlier she had c¢claimed
that nothing c¢ould be worse than watching Phaedra die in
silence (v328), she now acknowledges that Phaedra may have been
right in trying to protect herself, for this revelation is
truly destructive €353-7). Here 2 convictiom of the Murse's is
proven to be wrong, yet her mistaken assumption that Phasdra’s
secret could mot be as terrible as Phaedra's determination to
keep it secret would imply, has forced this revelation from the
troubled queen, and so moved the actiom closer to tragedy. She
rationalizes her shock with the thought that even the aﬁnxnsg
may love badly, unwillingly (v358-9), and that Aphrodite must
be something greater than a god, if such 2 thing is possible
(v359-60). |Nothing is certain in this world: just as love
might be the sweetest or the most painful thing (v348), so
might one wha is ad@pwv act totally without virtue and so too

might the nature of the gods be open to human uncertainty and

bewilderment,

When Phaedra beging her monologue (v373£f) to the Chorus of
Troezenian Women the play has reached a point where the
audience and all the characters on the stage share the same
knowledge: that Phaedra, against her will, 1s in love with
Hippolytus. Phaedra now goes on to inform them of the nature
of her passion and of the extent of her pain. This is new to
her audience. Phaedra shows herself to be a thoughtful ang

intelligent woman who understands her predicament, has faced it
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rationally and has come to the only decision possible for her:
she has to die in order to save her reputatibn and so protect
her husband and her sons (v419-23). She first tried to endure
her supernatural passion in seeret, knowing what danger speech
might bear for her (v393-7). |Next, she tried to conquer het
disease with cm¢poadvn (v398-9), Finally, realizing that she
was up against Aphrodite herself and that it would be
impossible to escape her otherwise, she resolved to die
(v400~2). D. Kovacs explains the necessity for Phaedra's death
most suceinctly: "Like any member of the nobility in a shame
culture, she sees eagential continuity rather than
discontinuity between an individual's internal moral gqualities
and his reputation, thOuéh she can make this distinctionm if
necessary (cf.413-14). She operates with the notion of to
Kalon in an uncomplicated way, with the untroubled assurance
that both adultery and bad reputation are ro be avoided and
that avoiding either or both is a goal worth giving her life

15

for". Phaedrafs chain of  thought, then, and her
resolution, are noble and in keeping with‘the conventions of
honocur of her society: what could be more honourable than
"death before dishonour"? However, the wish to have her
actions tecognized as honourable, which she immediately states,
(v603-4), is not in keeping with her position as a woman, and
indeed goes against her very own dictum that silence is the
safest policy (v395-7). In choosing not to die with her
passion secret she attempts to die with honour, but as we see
so often in this play every concept has two sides: she runs
the risk of dying with dishonour. As a modern semigtician
states, '"a thema comes with its anti-thema .... and this
one-in-the~other structure which is the structure of dialogue,
namely of two minds being one mind, is truly the fugitive
structure of the sign".16 In reaching beyond the safety of
silence Phaedra is reaching for something, for honour, but she

may be mistaken in what she reaches for (it may cause her
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destruction rather than her salvation) and in doing so she
bares herself as a sign for others to interpret. As Heraclitus
states, signs are there to be interpreted, and, as we Lknow,
interpretation is fallible. By yearning for eie1e Phaedra is
pitting herself against a reality which she knows 1is cruelly
ambivalent and deceptive, Her discussion of uiGdg indicates
 her awareness of ambivalence in general, and specifically of
the ambivalence of speec".h, of words, In speaking of the two

kinds of uiéuﬁg , one good and one bad, she says,

el V' & xawpds Ny cagefs,

olx &r 80" forgy Tabr Ixovre ypdupara, (viBe=7)
Barrett, in his note on these lines, elucidates, "if we could
be sure of the Kdlpgg(fhe appropriate one), could be certain
when aifg was in or out of place, we could make a sharp
distinction and call it by one name in the one case by anocther
in the other; but we cannot be certain, the distinction 1is
blurred and the two shade into one ancother and so perforce we
must use the same name for lzntanl:h."]'7 E.R. Dodds illustrates
Phaedra's dilemma most sharply, "at v244 u:{tﬁuﬁg saves FPhaedra;
at v3i35 it destroys her”.lB In the former instance 0{663(;
guided her towards secrecy; in tche latrer it leads te her

revelation to the suppliant Nurse,

In her speech to the women Phaedra shows herself to be fully
aware of the equivocalness of sgpeech and behaviour; ana her
concern with Qiﬁﬁg does not imply that she is weak and overly
concerned with the opinions of others, She does not count her
concern with ﬂ'{&ﬁg a weakness in herself, rather as a weakness
in the concept of uiﬁdg . We may perhaps judge Phaedra for
giving in to the Nurgse ar v335 but to do so is to impose our
values on her respect for the Nurse's supplications, ana, as
Mary Scott states on the relativity of such judgement,
"eriticism and censure are based on the values of the critie,

and these are, in most c¢ases, going to be those of the society
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in which he lives. It is to be expected, therefore, that most
of the usages of aidos will be consistent with the dominant
values of society." If Phaedra's capitulation, then, 1is
seen az being inescapable and a necessary mark of respect for
the Nursezo we see that it is Phaedra's concept of ai&ﬁg
itself that is at fault: in one instance its fruit is good and
in another bad; the fault is not the person's who acts
according to cxicSu’)g.. From the philosophy of the time it is
evident that a;{Gu'J’g was a very lmportant concept in the theory
of behaviour; ranging from Protagoras' Myth in which ol80c is
the restraining influence crucial to a gocial contract, and
culminating in Democritus' ethics.zl Hugh Lloyd-Jones states
of Democritus, "He explicitly denies that the just man will act
differently whether he is observed or not; the just man, he
says, will feel Aidos before himself, which will restrain him
from wromng action whether he is observed or not."22 In the
world of the Hippolytus it is obvious that Phaedra's concept
of uiﬁcﬁg , which is closer t¢ Protagoras' view of it as a
necessary asocial attribute, is far more viable than Democritus'
is. Democritus' theory in some way looks both to sarlier and
later concepts: it looks back to she aristocratic code of
behaviour expounded by Hippolytus, in which the aristocrat is
secure in his innate goodness (i.e. proper behaviour) and at
the same time it looks forward to the S.ocratic or Platonic
Absolute in which ome cannot perform a bad deed lfu‘ur:maringly.2'3
Such a theory would socon run aground in the equivocal world of
this play, as Phaedra says,

xafl pov Soxofiow ol xard yruuns driow

ApdoTewr Kixiow (v377-8)
In this play good intentions are continually going awry. In
realizing this Phaedra shows herself to be more aware than both

Hippolytus and the Nurse.

After proclaiming to the women of Troezen that she desires
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acknowledgement for her coming sacrifice (v403-4) Phaedra
displays her bitterness against the social prejudice which

forces her to die,

16 & doyor Bbn Ty vdoor e Burxisd,
Y] T¢ Tpos Toiod’ edo’ dylyrwckor xalds,
piTnpe maew,

| (405~7)
She knows well, she tells the Chorus, that she is a woman, an
object of hate to all ( pionue T80V ); and immediately
thereafter she curses the woman '"who £first began this shame,
who let a stranger into her husband’s bed" (v407-9). The
implications of uionue T@olv , therefore, sre that a woman's
position and reputationm are prejudiced by her sex, by a social
generalization rather than by a judgement based on individusl
behaviour. This idea is familiar from Homer's Oayssey, from
the dead Agamemnon's reference to Clytaimmestra as being the

cause of an irremediable stain on all future women,

% ., 8 Eoya Mrypa Bula

ol re war’ aloyos &xeve :«rm‘.‘ ic:tmpn‘ivn:rw lefao'w

fndvrdpmae yuvaidl, wal 1§ &° edepyds Enow. (251", XTI, v432-4)
The attitude, that the morals and behaviour of & gender may be
taintad by the behaviour of one or a few of its members,
indicates an extreme imbalance in social prejudice against the
gender in question. That we never encounter such general
curses cast on the male sex indicates the degree to which the
society of the time (at least in the time between Homer and
Euripides) was male-dominated. This is the society within
which Phaedra is terrified of even contemplating a deed which

may shame her.

All of Phaedra's fears of social prejudice will be proved
correct most conviuncingly by Hippolytus when he discovers her
secret. How he gets to learn of her passion is the result of

yet more self-deception and duplicity. In the time it takes

for Phaedra to address the women of Treezen the Nurse has
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recovered from her shock; as she says,
vir 8" dvroodpar pavdos oboar kar Sperais
al Sevrepal wws ppovrides roduirepar. (v435=6)
She is ashamed of her silence, a silence which had abandoned
Phiaedra her fate. She will overcomeé her horror now that she
has had time to think over the situation and realized that, "In
human life, second thoughts are sometimes best" (v436), She
will attempt to save Phaedra's life. Bernard Knox makes the
following statement on the Nurse's assumption of responsibility
at this point, "Phaedra's silence was judgement; her speech
was at first passion. But in the Nurse's case the
relationships are reversed. Her passion, despair, drove her to
silence, and her speech now is the product of judgement. Tt is
speech (logos) in both senses of the Greek word, speech and
reason; the MNurse here represents the application of human
reason to a human prablmu".z“ In the speech the Nurse uses
several of the sophist's oratorical techniques in order to
break down Phsedra's defences and lead her towards the physical
consummation of her love; she does this by trying to minimize
the horror of the situation, by trying to trivialize Phaedra's
predicament;
épds Ti rofro Pafpa; obr woldeis Fporwr, (v439)
She séys this, neglecting to mention the adulterous nature of
that love. For twenty lines she extols the power of love, the
place of Aphrodite in the scheme of nature (v441-461), again
trying to distract Phaedra from the moral issue at hand. She
then brings her argument to the human level; she attempts (o
persuade Phaedra that her behaviour is not "normal' (v459-64),
for it does not conform to common martél wisdom, which is
expressed as
ér modolot yip
Tdd' dorl Genréy, Aarfivew TE pi xahd. {v465-6)
This, together with éiua 8 Folioa (v478), 1is the heart of

her argument. 'Be bold in your loving", she says, implying
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that, if that love remains secret, no harm has been done -
indeed Phaedra will have complied with the goddess's wish
(v476). This idea, that there is no dishonour if there is no
exposure, is foreign to Phaedra's concern with TIMT (as has
been discussed above in relation te vv3l7 and 373f). She
Cannot contemplate carrying out such a deed if the thought
alone horrifies her. Her attitude 1s closer to Hippolytus'

later
wig dv olv «iny xaxds,
65 ovd’ deovioas Towad’ dypevew doxg;

(v654-5).
Yet, the Nurse has based her argument on Phaedra's seminal
dpol yip €ln poire Aavfdww xaAa
uir’ aloexpd Spdey udprupas moAhobs dxew. (v403-4).
She has interpreted this as meaning that Phaedra is not above
performing a sghameful deed if it is to succeed in secrecy.
Whether or not this is what Phaedra means cannot be proved with
anmy certainty; it is perhaps more probable that it is a
statement of commitment to honourable. principles (which 1is
concerned with not giving any reasons for exposure rather than
simply wishing to escape exposure), for only in her delirious
entry onte the stage has she expressed any desire for
Hippolytus - otherwise szhe would not allow herself even to hear
his name (as in v312), It would not, at any rate, mean what
the Nurse takes 1t to mean, for the bNurse does not take into
account at any point Hippolytus' reacting with rejection to the
news of Phaedra's love and what that might do to the cover of
secrecy on which the Nurse's theory rests. Phaedra has shown
hersalf to be far too cautious to risk such exposure (vviil,

420), and has also expressed her deep resentment of hypocrisy
{v415~8). It 1is evident, then, that Phaedra and the Nurse

approach Phaedra's problem from two very different angles.

The Chorus responds to the Nurse's speech by acknowledging the

powar of her reasoning but at the same time it distances itself
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from the lack of moral considerations which she expresses
(482-5)., Phaedra heself is far wmore direct,

robr’ Erl" & Gunriv € méAews olxovpdvas
dopous v AwdAAve’, ol kahoi Adaw Adyos
ob ykp Td Toimp ool Tepmva X Adyew,

AN ¥ Frov ris eledel)s yamoerm

{va86-9).
She makes a similar point in w503, —eb Ayas ydp, aloyps dé— .
She contrasts words that are "too fine", that pander to a moral
failing, with words that lead to a good reputation (v489).
This is the standard accusation levelled at the Sophists at the
time of the play. Aristophanes (Clouds v112ff,v656-7) for
instance, interpreted Protagoras' Tov frew ?\6‘\/0\) kel To1EW in the

gense of making the morally worse cause to prevail."25

Phaedra knows that her only salvation is to die with her love
still secret and so save herself from disgrace before her
husband and her sons (v419-21); but she reveals too that what
the Murse says is tempting, her words do please her eazrs
(v488). The Nursa cuts through the argument and gets to the
essence of Phaedra's predicament, what she needs is not words
but the man (490~1). She follows this up with an attack on
Phaedra's scruples,

aloyxp s GAN' duelve Tor kaddr rad dorl got
rpeloaoy 82 rolpyor, ¢inep dxadae yé o,
1} rofron’, § oY xarfavfi yavpovuérn
(v500-2)

This is the aggressive rationalism which we eucounter in Jason
of the Medea and in Pheres of the Alcestis. It is an attack on
a character with noble aspirations by one who has neither the
ability nor the inclination te understand, or to strive for,
guch behaviour. The excessive rationalism more often than not
serves selfish motives and leads only to elevate the heroie
status of those being attacked by such characters. Bruno Snell
expresses the relationship between Phaedra and the hurse most
aptly: "The Nurse, a versatile woman who wears her morality

lightly, and 1z thus a pronounced antagonist of Phaedra,
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attempts to help her mistress im her own way."26 The Nurse
means well, but she does not consider fully tne implications of
her ipnvelvement, that her actions may not be to the benefit of
her @wmistress; finally, -she will <c¢ause Phaedra's and
Hppolytus' destruction. By undertsking to mediate between the
two, on & topic wholly beyond her understanding, she triggers
off a catastrophe involving two very similar people (similar to
each other, not to ner), who die "for no other reasom than that
both of them are extremely sensitive to the prescripts of moral
behaviour."27 This is the MNurse's self-deception: her
meddling in affairs bheyond her grasp; her failure to
understand that buman behavicur is not always as siﬁple and as
predictable as she wmight belleve it to be - she really cannot
understand Phaedra's principles nor can she anticipate

Hppolytus' rage.

When the Murse hits on the idea of the love potiou she fipally
does tempt her mistress beyond the breaking point which Phaedra
fears (v505-6), for she offers her the hope of a cure with no

danger and no side-effects, a love charm,28

& o obr' in' alorxpois ofr' émi BAdSn dpevay

mavre. vogov THad', fr ov ph yéem racr (v511-2),
In her weakened state Phaedra gives in to this vain hope by
agking about the nature of che potion. On this crucial wmoment
Lesky comments, "The ambiguity of the scene dis masterfully
gxecuted. Love charms can either aissipate one's own passion
or arouse it in the desired partner. When the MNurse speaks of
the things that are needed from Hippolytus (v514), tne later
affect seems more likely, and din fact it is mentioned
specifically in w313. However, when Phaedra immediately
afterwards SPEéks of 2 salve or a potion, such methods szeem
rather intended to cure her own desire. Everything 1s
deliberately left unclear".zg In such an ambiguous way,

then, Phaedra surrenders hexself to the HNurse. It 1is
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definitely clear, however, that she does not expect the Nurse
to reveal her secret to Hippolytus, and she voices her fear
lest the Nurse should do precisely c¢his (v518-20). That
Phaedra's surrender is not total indicates that she will be the
victim of the Nurse's duplicity (who, incidentally, does not
deny that she may speak to Hippolytus, v521), and the Nurse, in
turn, acts with the best of intentions, deceiving herself that

she is capable of saving the situatiou (v521-4).

Hippolytus's loud reaction to her scheming scon shows how
mistaken the Nurse has been. Phaedra immediately reckons that
all is lost, her secret has been revealed, (v596-7), and that
immediate suicide is the only solution to this problem
(v599-600)., This had always been her resolve (v401), but by
allowing the Nurse to side-track her she has worsened her
position considerably; she cannot save her name simply by
committing suicide, for now her shameful desire has become
public knowledge (v687-8). The sharp interchange between
Hippolytus and the Nurse shows the young man quite beside
himself with cutrage and horror (v60lff). His sense of moral
outrage at what he has heard is similar to what Phaedra feels
for her own desires (compare v602 with v317). He tears apart
the MNurse's equation of "no dishonour with no exposure' by
overturning it when the Nurse pleads with him to be silent,

8, elmep, bis ¢ris, undiv elpnras kardy; (vb08).
Why should he be silent if what he is revealing is not bad, as
the Nurse alleges? At the same time, what he has heard is too
terrible for him to be gilent about it (v604). This rTeaction
mirrors Phaedra's attempt to keep her terrible desire secret.
The Nurse 13 caught in the middle: she forced Phaedra to
speak, now she cannot force Hippolytus to be silent. Unlike
Phaedra earlier (v335) he rejects the bhurse's supplications
with contempt {(v606) and, most uncharacteristically, he states

that he will go back on his oath of secrecy, claiming that,
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7 yA@ee' dudpoy’, 5§ 3% ¢ehr dvduoros. (v612),
The notoriety which this phrase attracted to itself31 ghows
how great a slip from Hippolytus' avowed CwdpooUVN  this
statement is, It is reminiscent of the duality expressed in
vv3l7? and 503, it is a slip into the world of common people
where something may appear true on the surface but not be true
in fact (in this case an oath which is not held); but it is
actually a slip beyond a simple acknowledgement of such things
happening, it is a slip inte baseness. No-one may trifle with
an oath. In fact Hippolytus' statement is 2 mark of his
present agitation, and indeed he will keep his oath even though
this c¢osts him his life. But this temporary slip
from 5606351a and om¢podﬁun is enough to frighten Phaedra
into believing that Hippolytus will not keep silent.
Ironically, it is this one moment of not professing idealistic
thoughts which triggers Hippolytus' death - for Aphrodite has

. . . . . . 32
planned his destyuction becsause of his excessive idealism.

Hippolytus's denunciation of women, delivered in the invisible
presence of Phaedra, is most vrevealing of his lack of
true guppoodun.He begins with
| & Zeb, v By wifibnhov évlpdmois xaxdy
yraikas €5 $as TAWOV KareKTas; (v616-7)
The word K{BGT])\O\) has a powerful effect here, with its
implications of something adulterated, false, and
counterfeit.33 Euripides uses it in only two  other
iﬂ:;'.i:.em'f::.aezs.:M In the Medea, performed just three years before
the Hippolytus, Medea ends a speech of denunciation of Jason

with,

& Zet, v &) xpuool piv Bs <iBdnAos 1
rexunpl drfpdmolrw wracas vagd,
ardpdiv & Gr xph Tor xaxdv beddrar,
oDdels X0paKTTp CUTEHUKE TWMATL]

(Med.v516~9)

The difference in the way the two characters use the word, and



119.

the very concept of K{BGHAOQ s underlines Hippolytus'
irrational condemnation of women, Medea states that whereas
one may tell gold from counterfeit, where men are coacerned cne
cannot tell good from false. Hippolytus, however, can tell
good from false: the counterfeit, the adulterated, of people
are women; and, one assumes, he means zll women. Medea's
point is rational and poignant, one cannot easily tell the
difference between friend and traiter, nor can one tell when a
friend becomes a traitor., Hippolytus's point is alienating;

he has cut himself off from common experience - where people
labour to differentiate between true and false - he has decided
that all women are false, and, one realizes, this is a decision
based on personal motives, not an observation based on
experience. Again, Hippolytus has revealed his own greatest
weakness, his self-righteous condemnation of all that is
foreign to him, of all that he has chosen to keep his distance
from, His elaborate, utopian views of a society without women,
too, indicate his divorce from real 1life (v6lEff). He

unwittingly identifies himself with Phaedra by asking,
mog dv oty efnr raxdy.

bs old’ deotras rowdd dywetew boxd; (v654-5).
This disgust is similar to that which Phaedra feels for herself
(v317). Hippolytus, however, is unable to conceive of the idea
that Phaedra too may be troubled in such a way. In this he may
be excused, for he has had no direct dealings with Phaedra
herself; he is reacting to the solicitations of the somewhat
alienating Nurse. His self-righteous outrage, however, strikes
straight at Phaedra's heart., He c¢laims that he will keep his
oath of silence out of cUgEReLq (v656-8), and that he will
gloat as he looks upon Phaedra and the Nurse when they face
Theseus on his return and put on their fromt of wvirtue
(w660-3). This, coming after Phaedra's own expression of
abhorrence at hypocerisy (v4l15-7), is a telling blow, and

another sign of how little he knows of his step-mother (who, of
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course, has had evVary Teason to\keep her distance frow him).
Hippolytus concludes with a curse on Phaedra and tche Nurse, and
an expression of hatred towards women in éeneral {v664—-8)., He
reveals that 1n the past he has been accused of being
single-minded in his hatred of them but he feels that now he
has proved his point, &el v&p obv Tui elor kdrkelval xakai(v666) -

Hig prejudiced mind, in other words, has been satisfied.

Phaedra's worst fears have been confirmed, and her little
lament illustrates her despair,

ralaves & kakoTvgely

yUraiKEy MoTROL

rive viw § réxpay ixoper § (rivas)

opaleioon xdfaupa Avaw Aoyousy

(v669-71)

As Barrett comments, “she laments not only her own tragedy but
the tragedy of the'whole sex that is exemplified in her own,
the tragedy of the plonpe TaCLY (v407) whose good name 1is
gone beyond recall at the first breath of suspicion."Bs This
is g desperate cry, for Phaedra has been exposed to the worst
possible shame, for a woman of her moral sensibilities, but in
it the seeds of Hippolytus's own destruction are sown. The
image of the knot ( kd9%auue ) is astoundingly powerful - for not
only does it prefigure Phaedra's death by hanging but it is a
metaphor £for prejudice; and this knot of prejudice iz what
Hippolytus in turn will have to face when he is confronted by
his father, and he will wvoice his despair with his vain plea
that the house might speak in his defence (v1074-5). TFor the
mowent, though, the neatness of such an act of revenge has not
vet occurred to Phaedra. She has to make new plans now that
death with honour has been denled her by her secret's being
exposed (v687-8). She does not believe that Hippolytus will
keep his oath (v689-92). The Murse, before finally being sent

on her way, once again reveals how little she understands her
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mistress, trying to defend herself with,

™y roroy 8 cou
(nrofoa pdpuay’ nlpov oty &Bovhdunr,
el ¥ by Impala, kdpr &v v cogoiow
mwpos TS Tuxas yap ras Ppévas xexmiueda,
{(v695-701),

Qur wisdom is measured by our success, she says. For her, in
_other words, behaviour is a series of risks taken in pursuit of
succesas, but, as she says, the medicine she found was not the
one she wanted (v698-9). This attitude is completely foreign
to Phaedra‘ and Hippolytus: Phaedra knows that ome slip is
enough to spell disaster for a woman's reputation; Hippolytus
has dedicated himself to an ideal and moral behaviour., The
Nurge's surprise at her failure, despite her present
~rationalizing, indicates how little of the world she
understands - she thought that finding a remedy for Phaedra's
illness would be simple, but the cure she found was not the one
she wanted. This is the meraphor for reality in this play:
people rely on (and act upon) their perceptions in making
decisions, c¢hoices, and interpretations, but because their
senses depend on their character they are unable to perceive

fully a reality which, as Heraclitus states, "neither conceals

nor reveals but only presenkts a sign. Perception of
reality," in other words, varies, from
person to person: TIAVTWY  XONUATWY  NETPOV  E0TLV 5v3meTm;,

gays Protagoras.37 The Nurse, for instance, fails to realize
that her perception of reality is flawed for she relies solely
on rationalism and expedience, Hippolytus, who relies only on
pre juduced idealism,also fails to perceive that his view of the
world is flawed. Phaedra is aware of the coamplications of
existence and behaviour but is trapped in a terrible situation
in which she misreads certain sigas and, grasping for honour,
brings shame upon herself. Theseus is deceived by the ctrap
which Phaedra sets for Hippolytus and, believing that he 1is

unprejudiced, he fights prejudice with prejudice and kills his
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son who 1s, however, innocent .(in regard to that of which he
- stands accused). The Nurse,.nhen, having overreached hersel:
and having brought wunparalleled destruction on the house,
leaves the scene, cursed and reviled (vv683-4, 708-9)., This is

the real reward for failure, not the rationalizing of v700-1.

The play now has reached a point where Phaedra has lost all
hope of dying with any degree of honour. Since the start‘of
the play she has been determined to give her life in order to
save her good name, but that name depended on no-one's knowing
of her overwhelming passion for Hippolytiig. Now Hippolytus has
been informed of it by the vile solicitations of the the Nurse,
and in his eyes Phaedra has been equated with the Nurse. She
fears exposure (vv32l, 403-4, 420, 671); she believes that
Hippolytus will not keep his oath of silence (v688-90); she
feels bitter rage at the soclal prejudice which forces her to
die in order to save her name, and which has been expressed so
forcefully by Hippolytus. Facing cotal failure and knowing
that she has to die in any case, Phaedra decides to aestroy the
man who is the cause of her destructien. She has nothing to
lose, and by destroying Hippolytus she may pain his silence and
take her revenge. She 1s no longer a passive victim, simply
teady to sacrifice herself for the sake of her eilkAeéla . She
will destroy another to ensure edkieia for her sons, and she
will try te gain whatever she can from the circumstances
(v717-8). Her finmal words show the resolution which has
followed despair and horror. When the Chorus asks her what she
is going to do she replies,

farelyr Gmwe 8, roir’ dyh Sovievcoua (v723).
This is a turning point for Phaedra: she is no longer only a
victim, she is an agent. By saying that the way she will die
is hers to choose, she takes vesponsibility for her action upon
herself; in other words, her sacrifice to Aphrodice’s plot now

become a self-zacrifice, and her pain and anger' at Hippolytus
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fuel her desire for revenge on him. Phaedra does not use the
language of sacrifice but her actions and her reasons indicate
her spirit of sacrifice. If she must die, accused of lack

of c:mcbpocdun , then so must another, she say3,38

drap kakdy ye xarépy yerjoopac
Barobe’, W' elbfi uh 'm rois uols xakois
WMASY eirar T vdoov b robé uo
koW peTaoxar codporer patioera,
' (v728~31),

She chooses to die in a manner in which Hippolytus will share
in her destruction; he will learn of her pain ( her vdoog ), he
will share im it, and he will truly learn of Uw¢pocdvn . This
is Phaedra's act of revenge on Hippolytus. Aphrodite in the
Prologue did not intimate that this was how Hippolytus would be
destroyed, nor how passionately Phaedra would need to destroy
him. That she had no choice from the start but to destroy
Hippolytus is beside the point; Phaedra has reached this point
on her own. As Hugh Lloyd-Jones points out, 'mortals cannot
evade responsibility for an action on the ground that it has

been prompted by a god."ag'

Phaedra's act of revenge is a masterful stroke for it destroys
Hippolytus precisely as she hoped it might. ~ Theseus 1is
horrified to find his wife dead and for no apparent reason, and
in his grief he is easily convinced of Hippolytus' guilt by the
lying letter which he finds on Phaedra's corpse,

lrzdivros eorqs Ty dufs frhg Suypeiv

Hig, TO ceprir Znrds duu’ driudeas. {vB&5-6),
This is all Theseus needs to know, now Hippolytus stands no
chance of proving his innocence: for Theseus is just as
prejudiced against him as he himself was against Phaedra and
all women. MHippolytus' amazement on entering (v902ff) and his
sincere desire to learn the cause of Phaedra's death are
extremely ironic in the faceo Theseus' revulsion at what he

believes to be his son's sophistry and lies (eg v955-7), for he
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cannot know, of course, that he is being deceived and that
Hippolytus is innocent. As Artemis says in criticism of him at
the end of the play, he rushes to judge and c¢urse his son
(v1320-4) without taking the time to investigate his guilt.
Theseus has been tricked by a sign - he cannof believe that one
who is about to die could produce a lie, such as his wife has,
and so he hag no doubt a4s to the authenticity of Phaedra's
letter; it is, therefore, a very deceptive sign. His wife is
dead, only something terrible can have driven her to suicide.
A thorough interrogation of all members of the household would
no deubt have lead to a gradual discovery of the truth and the
cause for her death, and her death would have been interpretea

for what it is: a desperate act of escape from dishonour
(v419~23) . |

The letter, however, exploits the incomparable power of speech,

of words, to short-circuit the investigation into her motives.

Theseus readily accepts the evidence offered to him by the

note: Hippolytus is guilty. Speech has deceived him and so it

is all the more ironic that in the agon with Hippolytus he
attacks what he believes to be his son's innately base nature,

his lies,

& woAX duaprdvortes Arfpwro. pdrmy,
rl By réyras piv puplac Sibdoxere

kai murTa unyaracte kalevplmere,

&r O olx émloracd oid' éBnparanti wuw,
hporely Hdamrewr wiTw oK dreoTi vory;

Thegse words are calculated to sting Hippolytus: it is
pointless, says Theseus, to teach and to discover knowledge and
yet be unable to teach the one thing that truly matters, 'to
import a right mind to those who have no sense."40 He plays
on the concept of Uw¢0065$n , which is so important to
Hippolytus, implying that no "right mind" has been taught him.
This contrasts sharply with Hippolytus' earlier claims ¢to

be Uﬂ¢pwv by nature (v79-81) for he is now accused of not
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being gwgpwv , neither by nature mnor by instructionm. Theseus
chooses the image of hunting ( £9Mpdoac$e ) with the purpose of
ridiculing Hippolytus the hunter. He picks up on this image

with the even more direct,
Tovs 3¢ Towdrovs éyl
ety wpopurd Thor Bnpevovo: yap
ceprais Adyowrw, aloypd pnyardparow

(v955=7).
Hippolytus is here being accused of hunting his quarry with
solemn, fine, words while his inteatioms are vile. 1In this
passage, then, Theseus has picked up Phaedra's attitude to the
equivocal nature of reality, that fine words may mask evil
devices (v488~9, 503, etc.). But the irony of the situation,
apart from Theseus' accusations being an echo of Phaedra's
accusgsations against the Murse, i1s that Hippolytus is innocent.
This serves to point out the opposite concept: evil words
(perjury, in this case) may mask fine behaviour (Hippolytus').
Added to this is an example of the power of words when used to
ingsult and te¢ condemn. Hippolytus has no witness who will
support him, he himself cannot tell the truth, being under
cath, and s¢, in desperation, he wishes that the house itself
could speak for him {(v1074-5). In the face of extreme
prejudice he has found himself defenceless., This, finally, is
what brings him closer to Phaedra than to any other character
in the play. For Phaedra too has had to confront great
prejudice against Therself and found. herselt defenceless
Gva06~7, 669-671). Where Phaedra had found herself tangled in
the knot that words had tied, Hippolytus finds himself ensnared
by silence, facing prejudice with all his witnesses sileuced

(himself and the Chorus, that isg).

The theme of the ambivalent nature of reality 1s ceatral teo
Theseus' attack on Hippolytus and his statements are
reminiscent of Phaedra's comments on aiﬁég and of Hippolytus'

-~
use of K1BSniog . He wishes that people spoke in a different
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voice when telling the truth to the one they used for falsehood
42 . . .

(v929)"° so that those listening might be able to distinguish
between true and false (v930-1),

¢, xpny Sparoids rér dlAwr Texupor

ragés TL keirtas xai Subyrwow pperde,

drris T dAnfns doTw G5 Te uiy Pihos,

bureds t¢ ¢urds mavras dvfpawovs Exar,

e piv Swalar, TV & dTws éTUyyavey,

@s 7 ppovotea Tabix EfnAdyyero

mpos T Sikaias, Kovk Gr frarduefa.

(v925-31),
Ironically though, Hippolytus has here been speaking the truth,
but by its own limitations, by its ambivalence, speech has not
the power to sway a prejudiced mind, & mind prejudiced in this
cage by Phaedra's lying letter and her sgpeechless corpse
(v971-2). There are no signs, Tekudple , for what is true and
what appears to be true: the signs, the éxperiencea, which
appear tg one in life neither reveal nor cdnceal, they await
human, fallible interpretation. Speech is not as simple, as

ositive, as Aristotle would have us believe,43 o && AS oc

anL TP dnrolv EUTL TO SUPPEPOV wal TO Bkaﬁapév, WoTE
Kol 1o 6LuaLov ML TO abLHOV TOUTD yap npog T AAAG
LPx Tolc av%pwnOLg tdLov, 10 pdyov &yagol wal wonol

WOl 6LuaLou nal aéLHou nel Thv IAAWY aLG&nGLv EYELV
n 68 todTwy xoLvwvia TMoLet olnlav oL TEALV.

Nor is it as negative as Hippolytus claims when he too
describes speech as the difference between man and the animals,
xpiv &' 4y yvvaica mpdomodowr miv ob TEPEE,
aghloyya 8 abrals ﬂ'L"}/Kﬂ-T;JI.KffﬂL' G k)
Bnpav, 0" elxov unTe TpoThwrely Ta
wir' €€ éxelvwr ¢Oéyua Héfuorlar mhAw. (V645-8),
In this instance he sees speech as being a tool for evil when
it is ugsed by women, implying the generalization that speech
can only be used to evil ends by women. This statement is one
of those which express his extreme misogyny and which served to

bring destruction upon him.
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1o the way in which the Murse's concern with the love—charu
provided =a metaphor for the search for a eure, which then
reboundad, iu the first half of the play, Theseus' constant
.doubting of the validity of the curses granted.him by Poseicon
(vv887~90, 895-8, 973-5) and his <final terrible proof
(v1169-72), provides the metaphor of the characters seexing
gome clear sign by which to interpret reality and eventually
realizing that what they find is not whart they want. Botch the
Nirse and Theseus unleashed a power beyond their comprehemsion,
and which turned out to be anything but what they wanted. This
is their failing; they rushed in to judgment and action and
failed to distinpguish between appearance and reality, and im so

doing helped implicate Phaedra and Hippolytus in destruction.

As Phaedra's death leads to Hippolytus' dishonour, death, and
final exoneration and deification (v1423-30) we see how the two
have been locked together in the tragedy, how the fate of the
one has depended ou the actions of the other. The movement of
the tragedy is the precipitation of Phaedra from silence to
speech, from security iIin her good reputation to the fall,
through speech into social dishonour. FPhaedra's Ttuﬁ , Or
good name, is external honour, honour which is granted by
soclety, for, as Phaedra claims and as Hippolytus illuscrates,
a woman in this society cannot be credited with innatée goodness
- her gender has been tainted. Hippolytus' perception of
honour, however, depends on his own personal standards. He
sets his standards above theose of soclety (as we see in his
protestation of innocence, v1100-1) and face acute
embarrassment, dishonour, and death in his insistence ¢n being
true to his private ideal (his Eﬁoéﬁela, for instance, prevents
him from doing the rtationmal thing and defending himself by
preaking an oath which cloaks only dishonour). e danger
here, though, as we gee, is that Hippolytus is inflexible, and

the moment that his personal code of honour comes into conflict
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with that of society, he does not know how to funectionm. It
must be noted here that baing young and being an avid huater
Hippolytus is presented as having had very little exposure to
real human society and thus he had formed his opinions amongst
his aristocratic young friends. Phaedra, on the other hand,
knows the ways of society too well (vvaQ5-7, 669=72). She
knows that her good name, which is essential to her as a wife
and mother (v419-25), depends solely on the judgment of
goclety, and is therefore a flimsy thing which needs constant
attention or order to survive, because it .ls not based on cthe
recognition of any innate goodness. Phaedra 1is mnot 8o
concerned with eificiecia (vv4?, 405, 423, 4B89) out of any vanity,
she knows that her life depends om it. Her revenge on
Hippolytus is not so ﬁuch that she destroys him, but that sne
strips away his defences. Hippolytus, before his £father,
relies on his innocence of character; Phaedra has penetrated
this defence by prejudicing the light in which his character is
geen; she has made him feel what it is like to fight against
prejudice; she has made him feel her emmity the way she has

felt his; the man whom she loved she destroys as an enemy.

It is evident, then, how important Phaedra's suicide is to the
unity of the play. It is the culmination of the tirst half and
it dinitiates the second half: she has te die so that
Aphrodite's plan may succeed, and that 1s her sacrifice; in
dying she has to destroy Hippolytus so that Aphrodite's plan
may succeed, and that is her revenge.' The panic which Phaedra
feels when her passion for Hippolytus first strikes hef, and
which leads to her desire to die, is the panic of a woman wno
is well aware of her need to¢ conform to the norms of correect
feminine bhehaviour: she wishes to kill hersgself in order to
protect her status as a good wife and & good mother, in much
the same way ag Alcestis gives her life in order to win greater

renown as & good Woman. When, however, she feels that her
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great battle has been lost, that Hippolytus' rage against her
is typical of the prejudice agaionsc women (against which she
has fought wvainly) her thoughts turn to revenge; like Medea,
feeling that she has lost everything for which sne has
struggled, she feels the need to lower her enemy to her own
level - in this case unwarranted humiliation and aeath. The
Hippelytus, then, is seen to contain both the wmotifs at a
woman's sacrifice and of a2 woman's revenge in a single act,
incorperating in one play the central themes of Furipides' two

earlier domestic tragedies.
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some az yet unformalated retribution 1f he goes ahead with
the sacrifice of their daughter:

s dira Tpir Gedr prfr' dmryn‘iqu dpd
xachy yewdrdas mepl of, uir' atrdy yirm. (1.A. v.1183-4),

In the Andromgche Hermione wishes to kill Andromache out of
jealousy and in the Ion Cresusa tries to kill Ion out of a
gense of outrage that her husband Xuthus has taken him as a
son while she has been deprived of a child on sccount of
Apollo's despicable behaviour towards her.

She is simply a frenzied agent of Dionysus' revenge on
Pentheus when she killz him, her own son (see Bacchas, v

128915,

Notes on Chapter Two

1.

starr, C.G., The Fconomic And Soecial Growth of Early Gresce
800-300 B.C. New York: Oxford University Presa, 1977

(p-119).

ibid. p.128. For Homer's attitude towards a kakos see uis

partrait of Thersites (Iliad 2, v.211 f£f.). The man, of
low birth, is deseribed as base, ugly, and ultimately
irrelevant.

ibid. p.129

Hippolytus, v.409-12;

{e 5§ yorvadey dopww
r8d" Apfe BnAeinun yiyveodar xaxov.
drov yap aleypk roiow {sdioiow Box,

1 xdpta dofer Toiy xaxoils ¥ elvas xard.

starr, op.cit. in n.l, p.130.

ibid. p.l31. See also Aeschylus' Eumenides, v658-61, in
which apollo, ia defence of Orestes' murder of nis mother,
makes the zame paint;

ouk fom wiTTp 7? ﬂm\npcmu TERvOU
ruﬂuv;, -rpuq’mq xup.m-us' womropou
-n.x-rn &a Bpwaxmu, A & dmep Edvn £evm
fouwger fpros, olew un Shddm fess,

Starr, op Eit. in a.l, p-129. (The fragment ot Solon quated
is fr. 23 as it appears in Elegy and Iambus (Vol. I) ad. by
J.M. Edmonds (Leeb Classical Library) London: Heinewmann,
1930).
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14,

13,

16.

17.

18.

19.

20,

21.

22.
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Pomeroy, Sarah B. Goddesses, Whores, Wives, and Slaves:
Women in Classical Antiguity New York: Schocken Books,
1975. (p.66}.

loc. cit. Pomeroy cites Aristotle's Conmstitution of Athens
264 as her source on the population of athens being greacly
increased and so giving rise to Pericles' Law.

Quoted in Barrett, M. Women's Qppression Today: Problems in
Marxist Feminist Analysis London: Verso, L1980 (p.Ll).

Lacey, W.K. The Fawmily in (lassical Greece, London: Thames
and Hudsom, 1968. p 1i74: T In law, too, the Athenfan
married woman had an economic security not enjoyed evenm by
the modern married woman; her property was securely sectled
on her, and if she left her matrimonial home, as she could
do 1f she wanted, her husband had to return her property or
pay interest on {it; if she did not leave her home, her
hugband had to support her.”

starr, op.cit. in u.l., refers to Hesiod Works and Days,
373-75, 702-4;  ‘Theogony 591ff.; Semonides £fr. 7; cf.
Pheocylides fr. 2. (note 31, on p.236).

ibidn, PilBla

loc. cit- The homosexuality associated with. these habits,

and the female courtesans, alsc served to keep men away

from their wives.
Lacey, op.cit., in n.il, p.159. Lysias III, 6.

Dwcydides Historiae II 44 ed. by H.S5. Jones, Oxfora:
Clarendon Press, 1942,

stary, op.cit in al, p.l29.

Gould, J. "Law, Custem and Myth: Aspects of the Social
Position of Women in Classical Athens.” in Journair of
Hellenic Studies 100, 1%980. {pp. 38-5%) p.57

ibid. p.435.

eg. alcestis, vv 83-5, 150, 151, 152-5, 20l; Heracleiaae,
v597-9.

See Medea, v1323-8:; Hecuba, v1173; Ion, vl1241-5.

Gould, op.cit. in n.l18, p.33.



23.

24.
25.
26.

27.

28.

29.

ig.

31.

az.

33.

134.

Bumphreys, 5.0. Anthropology and the Greeks London:
Routledge and Kegan Paul, 1978, p.203.

ibid. p.219.
ibid. p.240.
ibid. p.234.

In a recent essay, however, it is argued that Aristophanes’
criticism of BEuripides for his wmisogyny result from the
comic poet's need to distort and attack Furipides’
particularly subversive brand of feminism.

(Jacqueline Assael "Misogynie et féminisme chez Aristophane
et chez Buripide” in Pallas: Revue d' Etudes Anciques
XXXII, 1985. pp.99-103).

eg. Aristophanes, Thesmophoriamisae, v 383-413.

Pomeroy, op.cit. in n.8, p-105, quotes Aulus Gellius of the
mid 2nd Century A.D.: '

“Buripides 1s said to have had a strong antipathy toward
nearly all women, either shunning thair sociecy due to his
natural incl ination, or bhecause he had twe wives
simul tanecusly - since this was legal according to an
Athenian decree - and they had wmade marriage abominable to
him." (15-20). ‘

Pomeray also quotes Athenaeus from the end of tne 2nd
Century A.D.:

“The post Buripides was fond of women, Hieronymus, at any
rate, in Historical Commentaries, says, 'When someone said
to Sophocles that Earipides was a woman—-nater in his
tragedies, Sophocles said, "When he is in bed, certainly he

is a woman-lover"'"” (Ath. 13. 5572).
Starr, op.cit. in w.l: " In eighteenth-century Loadon

marriage has been called 'a business partnership,' on the
trading level, for wives were expected to bring with them
the capital and also to engage In shopwork. The same was
a4t least in part true jin ancient Greek c¢ities, for the
wives of traders and arfizans could scarcely have bean
supported solely inm household ocecupacions” (p.89). It is
interasting f£¢ take Inte acceunt Aristephanes’ wmocking of
Euripides' wmocther's occupation as a vegetable vendor
{ Thesmophoriazusae v.387, Acharnians v.473}, whather or not
this was based oa fact, toe understand that ideally her
place would have been in the home.

Demosthenas égainst Enbulides 35.

On women working in the home see Xenophon Mewcrabilia ¢,7,1
-lZI

Himphreys, op.cit. in n.23, suggests that HBiripides
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intended his plays for posterity: "One of the factors
inflyencing the intelldetual to adopt a transcendental
perspective appears to be the need to make his work
comprehensible to an audience widely extended in space and
contiruing indefinitely into posterity.” p.241.

NOTES ON CBAPTFR THREE

1.

10.

A.W.H. Adkins deals with the subject 1in Maric and
Responsibility: A Study in Greek Values, Oxford, 1960, and
in hig article "Friendship and Self-Sufficiency 4in Homer
and Aristotle” in Classical (uarterly 57, p 30ff. His
approach to the subject is best described as the lexical
method, and the dangers of this approach have been
indicated by K.J. Dover in Greek Popular Morality in the
Time of Plato and Aristorle (1974) and in his article "The
Portrayal of Moral Evaluation in Greek Poetry”™ in Journal
of Hellenic Studies 103 (1983), pp 35-48. Dover's
ericicism of Adking' wmethods 4is wmest valuable in its
canfioning against disregarding the day-to~day qualities of
the concepts described inm liferature. Adkins' findings on
philis Iin Homeric times however appear o be generally
accepted.

Scott, M "Philos, FPhilot&s and Xenia” in Acta Classica
XXV,(1982). ppl-19.(p2). —

ibid.plé

Aristotle The Ethics of Aristotle [8.x.5; 1160b 33-35)
ad.by John Burnef, London: Methuen, 1900.

ibid. ©.XI.4; lléla 22-5
ibid. ©.1.4; 1155a 22-6

Carpenter, R. The BEthies of Riripides New York: Columbia
University Prass, 19i6. (p435)

lQC«- cit. in n-?-

See Aristotle's Ethies (A.IV.4) for nhis own comment as to

how he reaches his cOnclu51an3.\
GG HEv “UV E;E*xlfuv e o
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Tuwd Adyov.

Vernant, J-P The Origins of Greek Thought London: Methuen,

1982, (paﬁ)
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11.
12.

13,

l4.

13.

6.

17.

18.

19.

20'

21.

22,

23.

136.

ibid. pp60-1.

Plato Protagoras XII 322B-C

Untersteiner, M. .The Sophists trans(l) by K. Freeman,
Oxford: Basil Blackwell, 1954. (p60).

loc.cdt.

Vernant, gop.cit. in n.9, p92, (Vernant's quotation of

Solon seems to be a paraphrase of Solon's theory of order
through is0t&s rather than an actual quote.) See also
Dickingon, G. Lowes The Greek View of Life London, 1932:
“The 'equality' which they sought in & well-ordered state
was proportional not aritmmetical - the attribution to each
of his peculiar right, not of equal rights at all.” (pp55-6)

Above, n.4 and 5.

Thuecydides Historiae II 51.5 ed by H.S. Jones Oxford:
Clarendon Press, 1942 (repr. 1980).

Carpenter, op.¢it. in n.7, pis.
G.W. Bond in his edition of the Heracles (Oxford: Clarendon
Press, 198l) says of the dating of this play that "416 and
414 arte both possible” (pXXXI)

Cf. alzo Hippolytus v359-61; Iphigensia Among the Tauriang
v380; Orestes v285; Ionw384, 436, 916.

This attitude 1s basically that which 1is pr&valeﬁt in

Hower. Scott, op.cift. in n.2, writes: "A man's philol

should philousi, treat in a noa—hostile manner, only those
who are also philol to him, otherwise, by ovearstepping the
sharp dividing lipe between philoi and non-philoi, they
become echthrei, enemies™ (pl2).

Winningtoen-Ingram, R.P. Saphocles: An Interprecation

Cambridge: Cambridge University Press, L980. (pl29).

Vernant, op.cit. 1rn n.9, p63, describes lyssa as the
warlike frenzy with which the warrior of bomeric times
achieved his success and glory. He noces chat when men no
longer fought in sidngle combat lyssa became a dangerous
element: "Martial virtue, then, ao longer had anything to
do wich thymos, but consisted in sephrosyne - a complete
mastery of self, a constant striving to submit oneself to a
common disclpline.” It 1s a tempting netion to see the
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tragedy of Heracles, and his breach of philia, as resulting
from a maladjusted personality too long in the wars.

24. Above, n.4 and 5.

NOTES ON CHAPTER FOUR

1.

Al though the Alcestis, the Medea, and the iﬁggnly:us are
referred to in this chapter, please see@ the individual
discussions of them in Part Two of the dissertation for a
mare detalled analysis on Euiripides' use of cthe chemes of
saerifice and revenge.

On the dates of the plays I have acceptea the dates
provided in the Oxford C(lassical Dictionmary entry on
Buripides, except where individual editors of plays have
suggested otharwise: Alcastis {(438), Medea (431,
HBeracleidae (approx. 430), Hippelytus (428), Andromache

(approx. 426), Hecuba (approx. 424), Supplices (approx.

422), Heracles (416 and 414 are possible dates), Flectra
{approx. 417), Trojan Women (415), Iphigeneia among the
Tauzians (before 412), Helen (412), Iom (a little latar

thar 412), Phosniclan Women C(approx., 411-40%), Orestes

(408}, Bacchae and Iphigeneia in aulis (405). The Rhesus
and the Cycleps are not included in the discussion.

For more on the subject of a stepmotner's hatred see p55-9.
See also pp39-61 and note 25 of Ch. Five.

If we accept, in the light of the previous chapters, that
when Medea “bemocans the unworthy 1ot of women, this
pertains far more to the wife of the atrtic citizen than to
the Kolchian hercime. A. Lasky Greek Iragic Poetry trans(l)
by M. Dillon, ¥New Haven/London: Yale University Press,
1983. (p387).

See pp75, 80, B85-6, 94.

See Bond, G.W. Buripides Heracles Oxford: Clarendon Press,
1981, pXXXI, for a discussion on the date of this play.

‘Above, pp26-32.

It is {ironie that Macaria here uses the word elkleldg
(Held. w534) to describe the desired nature of her death:
throughout the Hippolytus the love-stricken Phaedra labours
fruitlessly to find a way to die wich sffciern (See plOGLL).
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L5,
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17,
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19.
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Albin Lasky states, "The motif of anuntarily gacrificing
ome's life was a favourite of Euripides, especially if the
sacrifice was for ome's country (as in Held., Erechtheus,

Phoin. 1Iph. A., and probably Phrixes)"™ in Greek lraglc
Poetry trams(l) by M. Dillon New Haven/Londom: Yale
University Press, 1983. (P217). In thiz he follows J.
Schmitt, "Freaiwilliger Opfertod Bei Euripides,” (Rel Vers.

4. Vorarb. 17 (1921). Iphigeneia's sacrifice in the I.a.,

however, can hardly be called wmore voluntary than is
Polyxena's in the Hacuba: both show the same resolve to

. dle mnobly, though for very different reasons, and

Iphigeneia's main concern before it was demanded of her to
die was her impending warriage. Macaria in the Hcld. dies
to save her kin, and incidentally the state, and Jocasta in
the Ph. dies more out of a desire to preserve the -bond of

Ehllia between herself and her warring sous than- for the

good of the state. How far the Erechtheus and the Phrixos
may be intarpreted as baeing primarily zbout sacrifice for
one's country 1s a matter of conjecture, but from the
nature of the sacrifices in the extant plays of Huripides
if appears that he was more concerned with sacrifice for

personal reasons or obliga:ions rather tham as a patriotic
service.

Such as Jason's (Med. v573ff} and Hippolytus' (Hip. v6lé6ff).

Note the similarity in tone and the emphasis on philia in
the laments of Admetus of the Alcestls (especially in
v278-79) and ‘Theseus of the HiEEoIztus {especially in
v&36-38).

Held. v474=7; EL. v34l=4; Hec. 568-70.
Ale. v941f; I.A. vll57-64; Med. vl4-15,

Alc. v175; Andr. v418-19; Med. v488-91; cf Andr. wvl156-83.

The Implication here is that childlessness is a good reason
for divorce. Sae also note 35 of Ch. Six.

Hip. v419-23; Held. v507-11; Her. v294.

Med. v230-51; Hip. v-405-9; El. v1035-40; Ion v3v8rf.

alcestia, Macaria, Evadne, Jocasta, and Andromache who 1is
prepared to die to save her child (Andr. v413~14).

Iphigeneia Iin the T.A. is the exception for although she
dies in the context of war she dies at thea hands of her
friends, not of enemiesg.
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20. eg. Alc. v83-~5; Hec. v§77-80; Hold. v597-99.

2l. This {s Odysseus' statement on marriage. Homer Odyssey VI,
182-85 ad by W.B. Stanford. Londoa: Macmillans, 1959.

22. Bee above, p26ff.-
23. Saa above, p3i-6.

24. Dodds, E.R. The Greeks and the Irracional Berkeley:
University of California Press, 1%51L. (pl3).

25. See above note 15, and note 3% of Ch, 3ix.

NOTES ON CHAPTER FIVE

L. Lesky, A. Greek Traglec Poetry trans(l) by
M. Dillon. New Haven/Lopdomn : Yale,
1983, (p209).

2. FKitto, H.D.F. Greei  Tragedy. London : Methuan,
1939, (p3l2).

3. Dala, A.M. Riripides Alcestis.
Oxford : Oxford U.P., 1954,

4. Dale, op.cit. in n.3, pXXI.

3. Lesky, op.cit. din n.l, (p209); Dale, op.cit. in 0.3,
(pXIIT).

5. ¥itto, op.cit. in n.2, (p3ll).
7. vv 30, 38, 39, 41.

8. See note 10 of Ch. Four.
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9.  e.g. Phaedra in the Hippolytus.

10. Blaiklock, E.M. The Male Characters of Firipides.
Wellington : New Zealand U.P., 1952.
p-2 : "For those few wha saw or read

the play with insight 1t was a subtle
piece of satire on the ways of wan -

on the Athenian husband...

Al so, Vellacott, P. Irondic Drama. Cambridge; Cambridge
U.P., 1975. p.102 :

"The story shows the social principle
of male ascendancy established partly
. by nature and partly by man's power to
organize the world for Ihis own
purposes, resulting in man's shame and

coufﬁsion."
11. Lesky, op.cit. in n.l, p.209.

12. Burnetc, AP, "The Virtues of Admetus™ 1in Segal, E.
(ed.) Greek Tragedy : Modern Essays in

Cricicism. New York : Harper & HRow,
1983. p.p. 254 - 271. First appeared
in Classical Philology, 60 (19635), 240
- 53 (p259).

13. Lesky, op-cit. in n.l, p209.

l4. Flato Symposium ed by W.R.M. Lamb, (Loeb
Classical Library)

Londen: Heinemann, 1925



15.

16.

17.

18.

19.

20,

21.

141,

ibid. 208ec ~ d. Socrates i1s quoting Diotima's answer to

his question.

Nilsson, M.P. A History oi Greek Religion (2nd edn.
1952). trans{l) by F.J. Fielden. New
York Nortom, 1964 (pl24). See also

Burnett, op.ecit. in n.l2, p258, on the
"house” as the central {image of the

play.

v 248-9; and the ironic dialogue between admetus and
Heracles in v 538.

Indeed, with wfknv » YEwaiog 13 ona of the key words of
the play. It cceyrs in one form or another in vv 16§,
624, 742, 857, 860, 993, 1097, 1120,. See Allen, J.T, &
Italie, G. A Concordance to Euri;idesd London

University of Californlz Press & Cambridge U.P., 1354,

@flnv and the concept of mlA{a occur In vv 15, 23, 79,
L65, 201, 212, 218, 231, 264, 279, 335, 339, 340, 331,
369, 376, 432, 473, 530, 562, 599, 630, 688, 701, 722,
809, 876, 895, 930, 935, 960, 991, 1008, 1133, 1011.

Allen and Italie, op cit. in n.l8.

The implicationm that she is wmaking a sacrifice might not
he stated in the Servant's speech but it 1s possible thac
the audience made the imaginative leap of seeing alcestis
45 htanding her children over to Hestia, and as offering

herself as a sacrifice.

Dala, op.cit, in n3, in her note on v.l72, p6é, notes chat
myrtle was ceremonial of the towmb and was also favoured

for festive celebratisn, being sacred to Demetar.
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23.

24,

25.

26.

27.

28.

29,

30-

142,

v179: - o yap ixdalpe o' ; atrikes one as a rush to
axplain, lest she be misunderstood.

See v 381,

Lesky, op.cit. 4in a.l, p2ll. cf. v.l071 where Admetus wust

"endure the gift of a god"; ¢f. Theseus' rueful
acknowledgement of the gift of Poseldon's curse in

Hippolytus, v 14L1-12.

Pomeroy, S5.B. Goddesses, Whores, Wives, and 8laves :

Women in ClassicalL Antiquity. New
York: Schocken Books, 1975. Om p.ll11

ahe noteg, "Mothars whose hushands are
dead raefer to their children as

'orphans'",

Yere, in the Andromache as the concubine with her child
endangered while her master and protector is absent, and
in the Trojan Women a3 the enslaved widow whose child is
taken from her and killed.

She cannot take them with her, she cannot abandon them,

Madea v 1021fF.

cf. Hermione 1in the Andromacne; the Princess in the

Medea, v.1144 ff. See also the discussion above on pp4d-5.

Thoapson, 5. The Folktale (1944) Berkelay

University of California Preass, 1977.
(p.116).

Vellacott, op.cit. in n.10, plO4-5.
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32.

33.

34.

33.

36.

37.

38,

9.

40.

143.

Aegisthus in the Electra for example, is described as a
cruel stapfather (El. wv.l6, 22-3%).

E-g- VVBB-'S, 1.441:

This is not surprising in a play in which Alcestis and the
Servant are the only female characters.

Medea's Nurse gives a good indication of the correctness
of a woman *always standing by her husband,
imep peylom ylyweras cwrnpia,

drav ywndhy mpds dvdpa ui dixooTars. (Med. 14-13).

P. Vellacott, op.cit. in n.l0Q, goes so far as o negate
her character in her subservience to her 1deal, pp 10l &

106.

Cf-. Phaedra in the Hippolytus, p96ff where this theme is

central,

Burnett, op.cift. io o.l2, pZ64.

It 1s interesting to compare Pheres' attitude to that of
Amphitryen 1in the Heracles, whose only ceoncern, when
threatened by his mad son, 1s that Heracles not pollute
himself by killing his father (Her. vl072-7).

Burnetc, op.cit. in 0.l2, p26S5.

Canettd, E. Crowds and Power trans{i) by

C. Stewart. Harmondsworth Penguin,
1973, (p267=7).
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42.

43-

44,

45.

l44.

See Vellacotr, op.cit. in n.l10, pl00 : "Whether Admetus
could at any point have declined the bargain is not told
us; but when Alcestis offered it was too late, and ha
mist endure the gift of a god (1O71)".

A faseinating comparison to this grief is the "Epitaph for
Al1ia" quoted 1in Lefkowitz, M.R. Heroines 4 Hysterics.

Loudon : [Duckworth, 198l. (p 28); it indicates chat
Admetus' -emotion hers, and that of Theseus in the

Hippolytus. (v836f), 13 gemuine and not uncommon.

3ee Burmett, op.cit. in n.l2 for a rull appraisal of this
Ode, p. 25B8f.

See Blaicklock, op.cit. in n.9, p2-3, quoted above, in n.9.

Vellacott, op.cit- in n.l0, plOl, says in coandempation of
Admetus, "Even if theoretically it was possible for
Admetus to decline, yet when his wife made the offer it
would naturally seem to him to be above all things right -
right in a degree beyond the achievement of most men's
wives; to refuse it would seem to flout am order ¢f nature

and to amnul a gesture of unique beauty.”

Vellacott's argument, however, is highly emative and
without substantial evidence. It is not the fact that she
is a woman which wakes Alcestis' sacrifice correct, it is
the facc that she has been asked and so caonet refuse
without risking the condemnatisn which Pheres and hiz wife
bring upon themselves. Her reasons for dying are her own

and are far more complex than Vellacott would allow us to

believe.
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NOTES ON CEAPTER SIX

10.

l1l.

12.

Schlesinger, E. "On Euripides' Medea", in Segal, E. {ad.)
Greek Trapgedy Modern Essays in Cricicism. New York:
Harper and Row, 1983 pp294-310. (p297).

Hec., v1265£%.

Pomeroy, 8.B. Goddesses, Whores, Wives and Slaves: Women
in Classical Antiquity. New York: Schocken Books, 1975,
(pl09).

ibid. Sae alao above, p4h.

See Llafkowltz, Mary R., Heroines & Hysterics Loadon:
Duckworth, 1931-(p5)

Ei. v.1051-4;
cf. Med., vl4-15; Ale. vv83-5, l44, 614-6.

Ale., vOl2£%.
Hj.E- N vel2-3.

Lesky, A. Greek Tragic Poetry trams(l) by M. Dillom. HNew
Haven/London: Yale, 1983, (p2l7f).

Page, D.L. Baripides Medea Qxford; Oxford U.P., 1938.
(ppXAI-XXX).

Lesky, og.cit. in n.%, p213.

'Page, OEICitl in n-lO, p-X.X.I.II-
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14,

15'

16.-

17.

18.
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ibid. ‘

Page, op.ciz. in n.l0, pXXIV.

Ferhaps the strongest argument for the murder of cthe
children by Medea Therself bheing an innovation of
Buripides' may be the wost inconclusive one: the lowly
third prize may nave been a s$ign of public aispleasures at
radical innovation. Also, infantieide by conscicus
deeisicn is such a striking theme, or motdkf, that had it
existed as a part of the ayth prier to Euripides’
treatment of it some traces of it would have survived;

indeed, ft might already have supplanted the other
versions of the myth just as it sszems to have done after

Furipides.

Schlesinger, op.eit., p303, describes the eftecc of
Madea's outbursts offstage: "By raepeating in lyric what
had already been said din the prologue, Baripides
emphasizes the dominant mwmocifs of the drama: Medea's

children, her rootlassness and homelessness, as well as

the plight of woman in general”.

As I will argue below, p891i.

Here we are touching wupon the famous véﬁog/ mﬁclg
debate of the cima., PBaripides will deal with it more

thoroughly in the character of Bippalytus (see p.100L).

On the topic of vdﬁo;,/wdblg » Brune Smell (The

THacovery of the Mind, trans{l) by T.G. Résenmeyer, Naw

York : Dover, 1082) recognizes Fuiripides' unique trearment
of Medea as a person rather tham a8 a bharbarilan:
"Buripides in his Medea, is the first to portray a2 human

being wha
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excites pity by the mere fact of being a human being in
torment ... ; as a barbarian she has no right, but as a
human being she has. This same Medea is also the first
persen -in literature whose thinking and feeling ara
described in purely human terma, as the products of a
human soul and nothing else. She i3 a barbarian by birth,
but in intellectual attainments, in the power of speech,
she is superior to all others. No sooner does man declare
his independence of the gods, than he acclaims the
authority of the free luman spirit and the ihviolability
of human gights” (p250). It is this proclamation of
authority, too, which enables iedea to reject her role as

suffering wife and take on Jason on hig own terms.

The Oxford Classical Dictiomary, (2nd edn.), Bammond,
N.G.L., and Scullard, H.H., (eds.) Oxford: Oxford U.P.,

1970 stares on Greesk divorce: “Greek marriage, being a

mere matfer of fact, could be dissolved by simply

terminating the facts - in the case of the husband by

expelling the wife. In principle the wife likewise could

- simply Jleave the home, but in order te establish the

husband's duty te return the dowry it was usual for her to
give written notice of diverce in court". Medea, chus,
ha; pointed out that the difficulty in a woman's deciding
te divorece her Thusband {5 not  s$0 much  in  the
technicalities of the situvation a3 it is in the prejudice

which she will have to face in making such a uove,

Pemaroy, op.cit. in n.3, p.84: "The srudy af Gaocmetrie
cemeteries suggest that female deaths increased during the

childbearing years...childbirth was difficult”.

Cf. Ale. wv.730-3; where Pheres warns Admetus that

Alcesris' family will avenge her death. aAlcestis {s a
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23.
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wife in a strange land but still her family can protect

her, if need be. Medea has neither homeland nor family.

Pucci, P. The Violence of Pity in BEuripides' Medea
Ithaca/London: Cornell U.P., 1980. (p71).

Perhaps she expected to stay on in her home and enjoy the
benefits which the divorced Athenian woman enjoyed: “Her
property was securely settled on her, and if she left her
matyimonial home, as she cculd‘ de 1if she wanted, her
sband had to return her property or pay interest on it;
if she did not leave her home, her husband had to support
her”. (Lacey, W.K. The Family in Classical Gresce
London: Thames and. Hudson, 1968 (pl74.)).

Rose, H.J. Religien in Greece and Rome New York: Haxper
& Row, 1939 (pl2.)

Karl Kerényi i1s more aexpansive on the role of hecace:
"Hecate's whole being expresses something lumar, and for
Euripides she is Medea's household Goddess. It is Hecate,
along with Themis, whom the abandoned one, in her addrass
to 'Mistress Artemis', call upon to witness her oatn. The
"tar away' Goddess (this is the  meaning of the
name“Hecate"), who <chose c¢rossroads as her place of
wandering and appearing and who c¢ircles around wolfishly
in the manner of wild dogs, takea the place in Medea's
nome of Hestia, the hearth Goddess”.

Kerényi, K. Goddesses of Sun and Moon trans(l) by Murray

Stein, Trving, Texas ! Sprimg Publicatioens, 1979 (p33).
By calling the "far away"” goddess to her hearth, Medea has
echoed a broader movement of the play: Jason's bringinog
of her to (Greece as 3 foreigner. This, and the sugmons co

- . 4
Hecate, are the process of making a Eévag plLAQE -
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30.
31.
33,

33.

34.

35,

149,

B2e chapter on Alcestils, p354f.

Note Alcestis' prominent refarance to piinu wife in
chapter on Alcestis, p54 f£f.

Jaeger,ay. Paideia; The Ideals of Greek Culture Volume

one, 2nd edn., with notes. trans{l) by Gilbert Highet.
Oxford: Basil Blackwell, 1965 (p353.)

Storr, A. Human Agpression Harmondsworth: Pelican 1963,
p99.

West, D.J. Murder Followad By Suicide Londoen: Heinemann,
1965, (plid.)

Storr, op.cit. in n.28, plll-12.
Page, op.cit. in n.10, pXVII.
a.g. vv 811-13, 8le, 818, 8461r., 1279-8L.

North, H. Sophrosyne: Self-Knowledge and Self-Restraint

in Greek Literature. Ithaca, New York: Cormell U.P.,

1966. (Note 105, p7é).

Vernanc, J.P. The Qrigins of Greek Thouwgnt Londen:
Methuen, 1982 (p92). Sees above, p24f.

v489-91 corroborates Lacey's statement cthat, “The high
value placed on children also wmade a fertile wife much
valued”  (Lacey, op.cit., plé9); and Ehrenberg,V.  The
People of Aristophanes: A Svwcieclogy of Old Attic Comedy

Oxford: Basil Blackwell, 1943. "To bear childrem wasg

woman's natural function, children were considered part orf
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39.

40.

41.

42.
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4 man's wealth (Peace L320f£.), and childlessness often
led to diverce" (pl4é).

S5imon, B. Mind and Madness in Ancient Greece: The

Classical Roots of Modern Psychiatry. Ithaca/London:

Cornell U.P., 1978 (p91.)
Vernant, op.cit. im n.34, pé0.

Pilitsig, G. ‘The Dramas of Riripides: A Study in the

Institution of Marriage and a Recomstruction of Marriage

Customs in Fifth Century B.C. Athens.

Rutgers University. The State University of New Jarszey,
PhD. 1981. University Microfilms Internatiomal, pIV-V.

See above, Noce 19.

In terms of Medea's life, in terms of her marriage, it
mist be noted that godla and KOQKWV here carry
counnetations of the preservation and the destruction of
things with regard to the marriage; they can, in other
words, convey the feeling of Medea's gelr-destructive

tendencies.

Dodds, E.R. e Greeks and the Irratiomal. Berkeley:

University of California Press, 1951 (pl86.)

As we have noted (on pé8) the desire for revenze is
unfaminine. Madea, theresfore, will ’'unsax' herself in
order to be able to take action. ‘The fullest expression
of tnis process appears in GAX £1’ dmifzou , <apéia
(v1242) which she utters as she enters the nouse to kill
her children. In the Electra Hectra too prepares herself

for action by deaying her womanhooa all her life long,
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davoting herself to the memory of her father and the hope
of avenging him, and keeping her wmarriage unconsummated.
The wmost elaborate expression of this psychological
preparation is perhaps uttered by the greatest descendant
of Furipldes’ heroines, Lady Macbath:

Coma you Spirits
That tend an moertal thoughts, unsex me hare,
and fill me, from the crown to the toe, top-full
Of diresﬁ cruelty! Make thick my bload,
Stop up the access and passage to remorse;
That no compunctious visitings of Nature
Shake my fell purpose, nor keep pace betwaen
Th' effect and it! Come to my woman's breasts,
And take my milk for gall, you murth'ring ministers,
Wherever in your sightless substances
Tou walt on Nature's migchilef!

(Macbeth, Act I, sc v, 40-30)

Shakespeare, Macbeth ed. by Keaneth Muir. London:
Methuen, 1964.

It 13 mentioned by her only once when she is off-stage and
speaking to herself, as it were (vi66=7): and it 1is
mentioned by the shocked Jason at the end of the play
(v1334).

See Severin, T. "Sailing in Jasen's Wake” in Natiomal
Geographic Magazine September 1%85. wvol. 168, no. 3
(p406=420). It i3 ironie, though, in the iignt of Jason's

comment , that toe this day Medea 1s celebrated im Colchis
“as a beloved princess, self-exiled to help the man she
loved” (p420). The reputation whieh she subsequently

acquired in Greece and beyond, and for which Jasom is
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responsible, has not made an impression on her reputation

in Georgia.
Ses above, p35fE.

vv 329, 663f Also, Schlesinger, op.cit., p307, points out
how important children are to Jason; quoted on pY3.

See abhove, Note 35.

Kerényl, op.cit. in n.24, p.28 makes a very perceptiva
statement on the power which Medea gains from her pain:
"She wha was rejectad by her husband and who suffered the
viclent separation regains, as 1f by a merciless law of
nature, her power and exalted position only through
sundering even wmore and cutting even deeper through that
life which was once formed by nim, her and the children.
The children whose earlier purpose was to constitute that
life and to imsure its continuance, now have no further
meaning

for her than to serve her in regaining power and cto be
sacrificed for her exaltation. And since Medea possesses
the desire for blood-sacrifice, the sacrifice, too, must bpe

bloody”.
As mentioned above, p82. See Note 3.

Phaedra's battle in the Hippolytus is to be able ro do what
is gorrect even though éomething keeps her froad behaving
the way whieh ahe knows to be corract (Hip. vv.359-60,
378+81).

In his note oun v809«10, Page (op.cit. in n.ld) quotes
Lessing on cthis standard: "Moral excellence in ancient

Greece consisted no less in unremitting hatred of your foes



32,

53.

L53.

than in unalterable love toward your friends™. Hx then
refers to Archilochus. fr. 65, Selom 13.5, Theognis 869,
Pindar Pythian ii.151, Aeschylus, Che. 122, Euripides
Herakles 585, Ion 1046, fr. 1092 in order to show the wide

currency of this attituds.

Snell (op.cit. in n.18), plé6, brings this thought to the
domestic level: "0Odysseus clearly formulates his values
when he exprasses his good wishes to Nausicaa: happy
partners in marriage, he says (0d.6.184), are a great bane
to the foe, but a joy to friends'. Hesiod (Erga 353) and
Sappho (25.6) repeat.this maxim, ana Seolon prays to the
Muses (1.3): Grant me wealth and authority that 'l may

“thus (!) be pleasant to my friends and bitter to wmy

enemies’ {ef, Il. 3.31; Euripides Medesa B809f.; Plato
Gorgias 4%2c and passim; Republic 362.8). This principle
had & long life”,

ppé8, 77,

Simon, op.cit. in n.36, p.93.

54. Asimilar statement will be uttered by Phaedra io the

Hippolytus three years later (v378-8l1). Ou the importance
of this thought, 8nell (op.cit. in n.l8), pl26, states:
"These verses reveal the first emergences into consciousness
of a new wmorality winich in days o come was te reigo
supreme. A morality of psychologiecal and individualistic
colouring, it appears 1n ehe gulse of a purely internal
impulse, 1n che negative form of a wmoral innibition or
scruple”. 1tedea and Phaédra are absolufely alone in their
successes and their failures. Alcescis belongs to anocner
world, onoe which has not yetr besn shaken by such

ambivalences. Socrates too belongs to anotner worlda when
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he rejoins "As long as a man knows the good he will do it.
4Ll that is necessary is that he has really recognized the
nature of the good. Nobody commits a crime voluntarily”
(ibid., pl82). Perhaps one might say that BEiripides’
gsentiment ig more realistic (or rather less idealistic)

than 1s Socrares'.

Elliott, A. Furipides Madea London: Oxtrord U.P., 1969.

Lloyd=Jones, H. The Justice of Zeus (2nd edn.) Berkeley:
University of Califormia Press, 1971, 1933.

Schlesinger, op.cit. io n.1l, p307.

See above, p35f.
The Cheorus of Women, howevar, had shown that it was well

aware of the power of love (v635-41), as had Creon (vZB6).

John Jones' uses this scene o castigate Hiripides: “His
errors lie within the sphere of dramatic calculation, as
they also do with Medea's clumsy crane~borne epiphany at
the end of her play, where religion is plainly not in
issue”, Jones, J. On Arisctotle and Greek lragedy London:

Chattoe & Windusg, 1962 (p267). Jones presents neither
criteria nor arguments by whien to 1llustrate how he sees
Medea's exit as clumsy rather than highly effective and

necessary in dramatic terms-

NOTES ON CHAPIER SEVEN

1.

2.g. “"not only does the Hippolytus lack any real unicy,
but its rhythm goez the wrong way.” ®iecto, H.D.F., Gresk

Iragedy, Londom, 1939. (p.203).
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.
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135,

Vellacott, P. Ironic Drama; Cambridge, 1975. (p.230).

Aristotle On the Art of Poetry 6.1450a 16=-20 ad by I.

Bywatar, Oxford: Clarendon Press, 1909,

"Much of (Buripides') work, particularly his best work,
moves between appearance and reality; he szes predicament
a4s the need to distinguish these, and aisaster the failurae
to do 30." Jomes, J. On Aristotle and Grsek Iragedy.
London, 1962. (p.253). '

This play is HRiripides' second on this theme. We do not
uow know when the first Hippolytus.was produced, but 1t may
be summed up thus: “In his first play mripides adopted
the traditional legend without modification: Phaedra was a
shameless and unprinecipled woman who when she fell in love
with Hippoelytug made a deliberate attempt to seduce him;
he rebuffed her, and she, in anger and self~defence (lest
he should accuse her to Theseus), accused .him instead to
Theseus of rTape or attempted rape. Theseus cursed nia,
Pogeidon: sent the bull, and hea was killed. Then,
apparently, Phaedra's treachery was exposed; whersupon sne
killed hergelf.”

Barretr, W-35. Euripides Hippolytus. . Oxford, 1944,

(p-11). The quotation on pl05 (v329-32) is taken from chis

edition, the others are trom Gilbert Murray's.

ibidi » polﬁSo

Capazzi, F. "Heraclitus: Fire, Dream, and Qracle,’

Heraclitean Fragments, 5allis J. and Maly K. (eds.)

University of Alabama Press (pp- 135~148)}.

‘Buripides’ first Hippolytus had shocked the Athenian
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13,

14,

15.
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audience and had wet with disfavour. Barretr, gp.cit. in

'I:l.-s, p-l2,

Blaikleck, E.M. ‘The Male Characters of Riripides.
Wellington, 1952. (p.40).

See Hippolytus' concern with amwpoaﬁvn in: vvB0, 687,
9%94~5, 1007, 1013, 1034-5, and finally, as he goes to his
death, v11Q0-1, dy olmer’ dAdor &vlpa cugpporéorepor

Apeade, kel iy rair’ dud Soxel marpi.
lasky, A. (Greek Iragic Poetry. trans(l) by Dillon, M. New
Baven/London, 1983. (p.229).

See on v465-6 discussed later in tne text, pll3f, cf plO4f.

Vellacott, op.cit. in n.2, makes the rather polemical paint
(p.235) that anything but a tramp of a Phaedra would ba the
“unacceptable truth” of the play and would need to be
“exposed early in the action”. Such extreme prajudice on
the part of the audience 1s surely an exaggeration.which

cannot be deduced from anywhere with any cercalnty. It

sarves merely to confuse the issus.

Kovaes, D. "Shame, Pleasure, and Honour in Phaedra's Great
Speech (ERuripides, Hippolytus 378-87)"
American Journal of Phileology, Vel 101 No 1, 1980.

pp 287-303. (p.302).

1bid. p.300.

Holton, G. quoted in Baer, E. "A Semiotic History of
Symptomatology” in hHistory of Semiotics ed. by Eschbach A.

and Trabact J., Austerdam, 1983. pp4l-6o
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25.
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Baryett, op.cit. im m.5, p.231.

Dodds, E.R. "The AIAQY of Phasdra and the Meaning of the
Hippolytus", Classical Review, Vol 39, 1925. ppl02-4.

Seott, M. “Aldos and Nemesis in the works or Homer, and
their revelance to Soeial or Co—operative values.”
Acta Classieca, Vol XXIII, 1980. ppl3-35. plé.

Barrert,op.cit. p.222, calls aides here an inhibition "from
selfish disregard of a suppliant's raquest”.

See p24 for the Myth of Protagoras.

Iloyd-Jones, H. The Justice of Zaus, Barkeley, 1983 (2nd
ed.), p.131-2.

e.g. Plate Protagoras, 3435D.

Knox, B. "The Hippolytus of Furipides”, Greek Tragedy, ed.
Segal E. New York: Harper and Row 1983. pp3ll-331, (p.3l6).

Coplestone, F. A History of Philosophy. Vel 1l Part 1.
Naw York, 1962. (plll). '

Snell, B. The Discovery of the Miad, trans(l) by
Rosenmeyer, T. New York, 1982. (p.l29).

loe. cit.

Cf. Polyneices' comment in the Phoenician women on the nead

of an unjust cause for supernatural help:

dwAols d pidoe e dAnfeias igw,

xou wowihaw dei rdidey” dpunrevpdrar
Ixee yip abrd caipir 4 8 dduxos Adyos
rocray dy aintw dapparwr deirar coga

(.P_r}.‘ vi69=72



159.

42. Cf. Eteocles the usurper in The Phoenician Women, v499-500.

el oo TavTiv sardr Ipv rogdr ¢ Gua,
ot Ay dv dudidaxrov dvBpdmois {p-

43. Aristotle The Polities, I.2. 11=12, 1253a 14-18 ed by

Sugemihl, F. and Hicks, R.D. Londoa: Macmillan, 18%4.
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