Euripides’

Alcestis

With Notes

and Commentary

by C. A. E. Luschnig

and H. M. Roisman



OKLAHOMA SERIES IN CLASSICAL CULTURE



This page intentionally left blank



EURIPIDES’ ALCESTIS



OKLAHOMA SERIES IN CLASSICAL CULTURE

SERIES EDITOR

Ward W. Briggs, Jr., University of South Carolina

ADVISORY BOARD

Susan Guettel Cole, State University of New York, Buffalo
Carolyn ]. Dewald, University of Southern California
Thomas M. Falkner, The College of Wooster

Elaine Fantham, Princeton University

Nancy Felson, University of Georgia

Helene P. Foley, Barnard College

Ellen S. Greene, University of Oklahoma

Sara Mack, University of North Carolina, Chapel Hill
Thomas R. Martin, College of the Holy Cross

John F. Miller, University of Virginia

Jon Solomon, University of Arizona

Richard F. Thomas, Harvard University



Euripides’ Alcestis

With Notes and Commentary by C. A. E. Luschnig
and H. M. Roisman

UNIVERSITY OF OKLAHOMA PRESS : NORMAN



ALsO BY C. A. E. LUSCHNIG

An Introduction to Ancient Greek (Paramus, 1976; Farmington Hills, 1984)

(with L. J. Luschnig) ETYMA: An Introduction to Vocabulary Building from Latin
and Greek (Lanham, 1982)

(with L. J. Luschnig) Etymidion: A Student’s Workbook for Vocabulary Building
(Lanham, 1985)

Time Holds the Mirror: A Study of Knowledge in Euripides’ Hippolytus (Boston,
1988)

(with L. J. Luschnig) Etymidion II: A Student’s Workbook for Vocabulary Building
(Lanham, 1994)

The Gorgon’s Severed Head: Studies in Alcestis, Electra, and Phoenissae (Boston,
1995)

ALso By H. M. ROISMAN

Loyalty in Early Greek Epic and Tragedy (Konigstein/Ts., 1984)

(with Frederick Ahl) The Odyssey Re-Formed (Ithaca, 1996)

Nothing Is As It Seems: The Tragedy of the Implicit in Euripides’ Hippolytus
(Lanham, 1998)

Library of Congress Cataloging-in-Publication Data

Euripides.

[Alcestis]

Euripides’ Alcestis / with notes and commentary by C. A. E. Luschnig and
H. M. Roisman.

p- cm.—(OKklahoma series in classical culture ; v. 29)

Text in Greek; commentary in English.

Includes bibliographical references (p. ) and index.

1. Alcestis (Greek mythology)—Drama. I. Luschnig, C. A. E. II. Roisman,
Hanna. III Title. IV. Series

PA3973.A5 2003
882'.01—dc21

2002045597
ISBN 0-8061-3458-5 (cloth)

ISBN 0-8061-3574-3 (paper)

Euripides’ Alcestis is Volume 29 in the Oklahoma Series in Classical Culture.
The paper in this book meets the guidelines for permanence and durability of the

Committee on Production Guidelines for Book Longevity of the Council on Library
Resources, Inc. oo

Copyright © 2003 by the University of Oklahoma Press, Norman, Publishing Division
of the University. All rights reserved. Manufactured in the U.S.A.

12345678910



For

Lance, Yossi, Elad, and Shalev



This page intentionally left blank



Contents

List of Illustrations xi
Preface xiii
Introduction 3
Alcestis 15
Notes and Commentary 49
Discussions 163
Select Bibliography 227
Vocabulary 235

Index 279



This page intentionally left blank



Hllustrations

Theater of Dionysos in Athens, mid-fifth century B.C.E.
The second episode of Alcestis showing the eccyclema

Fragment of a wedding scene

12

93

161



This page intentionally left blank



Preface

Students reading their first works in Greek need quite a bit
of help, not only with vocabulary and new grammatical points, but
also with the review of basic material. We have found few texts edited
to accommodate these students. Our Euripides’ Alcestis addresses this
problem. The Alcestis is an ideal text for use in the third or fourth
semester of Greek: it is short and can easily be read in a semester; the
grammar is mostly straightforward; the story is easy to follow. Besides,
it is a story with universal appeal. While it is true that students at this
level of Greek are most in need of help in reading the play, it is also
the case that, although they are novices at reading Greek, these same
students are likely to be college juniors or seniors. Many will not have
an opportunity to take any more Greek courses unless they go to grad-
uate school in classics. For this reason we have included a section of
literary “Discussions” in which we discuss some of the many contro-
versies about the Alcestis, and in this way, introduce students to some
interpretative readings and methods of criticism. This material is
provided for classroom discussion and as a starting point for research.
We have found that our students are sophisticated and crave an oppor-
tunity to look at the texts as their peers in English, comparative liter-
ature, or the modern languages do. We have, therefore, deliberately
chosen to interpret scenes where our views differ. We believe and
hope that our varied perspectives on these scenes will enhance class
interaction with the text and spark discussion.
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We hope, too, that the glossary, notes, and grammatical reviews will
relieve instructors of class time spent on mechanics and that, for the
students, these features will ease the frustration of too much time
spent in the lexicon for the number of lines translated. In addition to
grammatical and lexical glosses (with the symbol ** indicating words
that will come up frequently in the text), in the commentary we
provide charts of the forms that we have found our students have the
most trouble remembering, mythological backgrounds to give a
context for the particular story being staged, information about scenic
conventions, a metrical scheme for each of the odes, and some literary
discussion. We have also provided translations of the choral odes.
Some of this material can be ignored by more advanced students, but
it is there for those who need it. The bibliography is not a complete
scholarly list, but an aid to students. Works fully cited in the notes are
not repeated in the bibliography.

Students learn to read Greek by reading Greek. We hope that our
commentary will help them reach reading readiness, ease their frus-
tration, and enhance their enjoyment. We recommend that on the
first day of class, students do a dramatic reading of the whole play in
English and then put the translation aside. It would be ideal if, at the
end of each scene, the students could stage a dramatic reading in Greek
followed by discussion, as time permits. After this the students could
read the “Discussions” and either write a response or have another
discussion in class or on a discussion page on the Web.

This commentary came about from our mutual interest in Euripides
and in the play Alcestis. It is a tribute to the humanity of Euripides that
two scholars of often differing views on his drama could join forces in
interpreting one of his more baffling and elusive plays. Euripides’ text
seems to be so amenable to a variety of interpretations and, at the
same time, to a stimulating scholarly exchange rather than an acad-
emic impasse, that our collaboration has remained an enjoyable expe-
rience through the many months it took to prepare this volume.

Our collaboration was conducted entirely over e-mail and via the
postal service. Throughout the writing of the manuscript we were
nearly a continent apart. Thus our thanks are to separate groups of
people who have helped us in different locales. First we would like to
thank the generations of students who have studied Greek with us.
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Our current and former students at the University of Idaho, Colby
College, and Tel Aviv University, through their probing questions and
vital interest in the play, not only prompted us to think about a
commentary, but also guided us in examining new corners and facets
of interpretation. Special thanks go to Van Isaac Anderson, a senior
majoring in classics and computer science at the University of Idaho,
who spent many hours, enjoyable to him and invaluable to us,
improving the Greek font. Both of us also owe thanks to Karen Gillum
of Colby College for her meticulous help with editing and immeasur-
able assistance with the metrics; to Dr. A. L. H. Robkin of Bellevue,
Washington, expert in theatrical machinery, for providing illustrations
of the theater and its devices; and to the referees and editors at the
University of Oklahoma Press for their helpful suggestions. Hanna
Roisman extends her great thanks to the Department of Classics at
Cornell University for their most generous hospitality and support
during the many summers she spent on campus doing her research
on the play. She is grateful to John Coleman for making his office
available to her summer after summer, to her friend Fred Ahl for the
many occasions of discussing this wonderful play, to Toby Mostysser
for contributing to the readability of her part of the “Discussions,” to
her friend and colleague Kerill O’Neill for patient listening, and to
Zeev Rubinsohn, Beatrice Rosenberg, and to Yossi, Elad, and Shalev
Roisman, for their steady support and unflinching encouragement.
Cecelia Luschnig would like to thank friends and colleagues at the
University of Idaho for their many kindnesses, especially Sherill
Armiger, secretary of the Department of Foreign Languages and Liter-
atures, Richard Keenan, department chair, and Louis Perraud,
colleague in classics. Many thanks to Lance Luschnig for his constant
encouragement, helpful suggestions, energetic support, and patience.
Finally, to the Greek students in spring 2002, Van Anderson, Patrick
Bree, Annike Christophersen, David Eacker, Robyn Horner, Heather
Jones, Matthew McCoy, Nathan Preston, and Travis Puller, heartfelt
thanks for so good-naturedly searching for errors in the commentary.
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Introduction

Greek myths are part of the public domain. For millennia
they, along with legends from other cultures and mythologies, have
been a rich source for new fiction, drama, and music, and in recent
years for much science fiction and fantasy, and even a few mysteries.
When we read these stories in mythology handbooks, we are reading
literary versions, however early the source. The poets and playwrights
of classical Athens, no less than present-day screenwriters and novel-
ists, were free to use these stories for their own inventions, but within
limits, of course. Where is the fun if the legend is so changed that it
is unrecognizable?

A divine being (or an alien from a more advanced planet) finds
himself enslaved to a mortal man. The mortal man is about to die,
and the god decides to help him. The man can live if he finds some-
one to take his place. His wife dies in his place, and everything goes
awry. Another semidivine being (or very powerful man) comes along
and restores the woman to life. Who are these characters? With a
momentary suspension of disbelief, they could be anybody. Euripides
sometimes seems to have said to himself, “What if these things
happened to real people, people down the street, people we know?”
The Greek myths and the changes worked on them through the ages
are an invitation to creative writers now, as in the past. How could such
things happen in Waterville, Maine, or Moscow, Idaho, in Leavenworth,
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Washington, or Norman, Oklahoma? This question is the beginning of
a new story. The Greek word for plot is pd8og (Aristotle, Poetics 1450a).
When we read the Alcestis today, perhaps it will help us make sense of the
myths of our neighbors’ lives and our own.

ALCESTIS: A CLASSIC?

The Alcestis has always attracted attention, not only because it defies
classification by genre but also because it blends popular topics that
draw in audiences. It includes such themes as life and death, resur-
rection, and the defiance of death and fate. It presents complex family
relationships between husband and wife, father and son, daughter-in-
law and parents-in-law. It takes a traditional look at the harm that a
stepmother might cause, the fate of orphaned children, the involun-
tary reneging on promises, and the law of unintended consequences.
All of these topics, at once both particular and universal, are woven into
a text of multiple ironic juxtapositions that diminish the monumental
emotional effects that such themes might produce and level them, at
times, to nonsensical sequences.

The Alcestis is an unusual play. It borders on both tragedy and satyr
play, and therefore has, over the years, become a battlefield for com-
mentators trying to classify the unclassifiable. It is the way the play-
wright weaves an unsettling comic relief into the tragic components
and conventional tragic form that has both charmed and challenged
readers and scholars over the years.

To some extent the Alcestis epitomizes its creator. Euripides does not
conform to what we learn to expect from Aeschylus and Sophocles,
either in his skepticism and general disenchantment, in his special
treatments of myths, or in his experimentations with the traditional
forms. One does not find cosmic justice, divine order, or triumphant
morality of any sort in his plays. Nor can one find any issue that does
not lend itself to multiple interpretations. This might in part explain
why, even though he wrote between eighty and ninety plays, he won
the first prize in the Dionysian contest only four times in his lifetime.
In spite of this scanty formal success, his choral odes were unusually
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popular, not only in Athens but in Sicily as well (Plutarch, Nicias 29).
As in Euripides’ other poetry, nothing in the Alcestisis one- dimensional.
Nothing is uncontroversial.

DATE AND PLACE OF THE ALCESTIS

Of the dramatic festivals in ancient Attica, the most famous and impor-
tant was the Great Dionysia (or City Dionysia), held every year in the
early spring. On each of the three days devoted to tragic per-
formances, four plays by the same author were produced, three
tragedies followed by a satyr play. In this fourth play the Chorus was
made up of satyrs, creatures with tails, pointed ears, and goatlike legs,
known for their unrestrained lust and fondness for Bacchic revelry.
Perhaps these dramas served as a relief from the seriousness of the
tragedies or as a return to more exuberant Dionysiac festivities. The
three tragedies, sometimes three parts of a single story but more often
three different plays from different legends, are called a #rilogy; the
three tragedies with the satyr play are called a tetralogy. Three play-
wrights, chosen by the archons (administrative officials), entered their
plays in competition. One of the most amazing things about Greek
drama is that the plays were written for a single performance, the one
day of the festival the playwright was allotted for his plays. He had no
expectation that these works would ever be performed again. Of the
hundreds of plays performed at the tragic festivals in fifth-century
Athens, only thirty-three have survived: seven each by Aeschylus and
Sophocles and the rest by Euripides. Two of these, Prometheus, tradi-
tionally attributed to Aeschylus, and Rhesus, associated with Euripides,
are of disputed authorship, meaning that tragedies by five playwrights
may actually have survived.

The Alcestis is the earliest of Euripides’ extant plays. It was first
produced in 438 B.C.E. and is one of its author’s most popular plays,
frequently anthologized, often adapted and parodied. It offers some-
thing to all readers: an appealing and universal story whose wit and
folktale elements keep it from overpowering the audience with the
grim reality of death, characters who-even when they are less than



6 EURIPIDES’ ALCESTIS

attractive—interest us, insights into family relationships, heroic self-
sacrifice, charming songs, and many subtleties typical of Euripides’
dramaturgy throughout his career.

The Alcestis was performed after the three tragedies, in the place
of a satyr play. This means that although it is written in tragic diction
on a mythological and potentially tragic theme, it is not, strictly
speaking, a tragedy. It is sometimes identified by the rather unhelpful
term prosatyr play. An ancient hypothesis, an abstract that summarizes
the plot and gives a little criticism, describes this play as catvpixdtepov
(rather like a satyr play). In the tragic competition of 438, Sophocles
won first prize and Euripides came in second. The three tragedies that
preceded the Alcestis were The Cretan Women, Alcmaeon in Psophis, and
Telephus, none of which is extant. (See the Hypotheses [below]; Webster
1967, 37-52; and Collard, Cropp, and Lee 1995, 17-52, for the frag-
ments of Telephus with translation and commentary.)

THE HYPOTHESES
The Hypothesis of Alcestis by Dicaearchus, a student of Aristotle:

Apollo implored the Fates to allow Admetus, who was about to die,
to provide someone willing to die in his place so that he might live
a span of time equal to that person’s. And in fact Alcestis, the wife
of Admetus, gave herself up, since neither of his parents was willing
to die for their child. Not long after this sad event, Heracles arrived
and, upon learning from a servant what had happened to Alcestis,
he journeyed to the tomb and forced Death to leave. He hid the
woman with a garment and asked Admetus to take her and watch
over her. For he claimed that he had won her as a prize in a
wrestling contest. When Admetus was reluctant [to take her], Hera-
cles revealed to him the woman for whom he was grieving.

Another Hypothesis by an unknown author:

Alcestis, the daughter of Pelias, after undertaking to die for her
husband, was saved by Heracles, who happened to be visiting
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Thessaly. He overpowered the gods of the Netherworld and
snatched the woman away. The story was not treated by either
Aeschylus or Sophocles. This is the seventeenth play composed by
Euripides. It was performed in the year that Glaukinos served as
archon. Sophocles came first in the competition, Euripides second
with The Cretan Women, Alcmaeon in Psophis, Telephus, Alcestis. . . .
[There is a lacuna here; that is, something is missing.] The play
has a rather comedic outcome. It is set in Pherai, a city of Thessaly.
The Chorus is composed of certain local elders who are there to
sympathize with the misfortunes of Alcestis. Helios [or, as other
texts read it, Apollo] speaks the prologue. tThere are five chorus
leaders.} [The symbols T...7 signify that the text is uncertain. ]

The play is rather satyric, since it moves toward joy and plea-
sure in its outcome, as opposed to the tragic mode. Both the
Orestes and the Alcestis are removed from the category of tragic
poetry, since they start with disaster and end in happiness and joy,
which is more characteristic of comedy.

The Greek text of these hypotheses can be found in the editions of
Murray, Dale, Garzya, and Diggle, among others.

ALCESTIS AND THE SATYR PLAY

Some of the characteristics that the Alcestis may share with the satyr play
are its folktale elements (for example, tricking the fates and the naive
view of death; the mechanistic nature of the deal made with death;
Death as a physical being and an egalitarian); the riddling language
(some of which may be present as early as the prologue, although the
best example is in the dialogue between Heracles and Admetus when
Admetus deceives his friend about the death of his wife); the willing-
ness of the audience to put up with the conquest of death/Death. The
drunk scene may also be a feature of the satyr play—the Cyclops has
one too. The mixture of tragic and comic elements is another unusual,
but not unique, feature of this drama. Unfortunately, we do not have
enough extant examples of satyr plays (one complete, Euripides’
Cyclops, and some substantial fragments) to define the genre.
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THE CHARACTERS

The Alcestis is shorter than most Greek tragedies. It was almost
certainly performed by two actors. The parts of the children, the atten-
dants, and the possibly veiled and certainly speechless Alcestis at the
end would have been played by extras (or supernumeraries). It has
been suggested that the child’s song, when he hovers over his
mother’s lips, was actually sung by the actor playing (the now dead)
Alcestis. The way to tell how many actors are used in a play is to count
how many speaking parts are used in each of the successive scenes. In
this play we have only two persons (besides the Chorus) speaking in
any scene, aside from the child who sings in the second episode.

TA TOY APAMATOZX [TPOZQITA
"AnOAN®V "Adumntog
Qdvartog IModg "AAxfotidog
Xopdg ‘HpokAfig
Bepdmouve "AAkNoT1d0g Dépng
"AAxnotig Oepinmv

Apollo: god of prophecy and plague, son of Zeus and father of
Asclepius (the god of medicine). He has just finished serving
as a herdsman (cowhand and shepherd) to Admetus, prob-
ably for a year.

Thanatos or Death in Person: personified in Homer as the twin
brother of Sleep. Though not used as a stage character in any
other extant play, he is sometimes called upon (in Sophocles’
Ajax and Philoctetes); this may not be an invocation to Death,
but only a suffering character wishing for death. It is hard to
tell in Greek, and perhaps the distinction was not always
made. Because they used only the capital letters throughout
the classical period, the choice to use a small or capital letter
often belongs to the editor.

Chorus of elders from the town of Pherai: At this time the chorus
consisted of fifteen men.

Alcestis’ Slave Woman: unnamed, as is usual for slaves, and loyal
to her mistress, often referred to as “the Maid.”
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Alcestis: daughter of Pelias, wife of Admetus.

Admetus: son of Pheres, husband of Alcestis.

Child of Alcestis: There are actually two children, a boy and a
girl. We know from Homer that the boy was named Eumelus,
and Hesiod gives the name Perimele for Admetus’ daughter.
The boy sings a song after his mother’s death. The little girl
has no lines and is not listed in the cast of characters that is
found in several of the manuscripts.

Heracles: friend and guest of Admetus, son of Zeus and
Alcmene, performing labors for Eurystheus, son of Sthenelus.

Pheres: father of Admetus and former king of Pherai.

Admetus’ Slave: Unnamed, he is a household slave, assigned to
the entertainment of the guest.

Speaking parts scene by scene (the prologue is the part before the
entrance of the Chorus, episodes are the parts played by the actors
and the chorus between the odes, and the exodos is the part that
follows the last ode):

Prologue (lines 1-76): Apollo and Death

First Episode (136-212): Chorus and Slave Woman

Second Episode (238-434): Chorus, Alcestis, Admetus [and Chil-
dren]

Third Episode (476-567): Chorus, Heracles, Admetus

Fourth Episode (606-961): Admetus, Chorus, Pheres (Exeunt
omnes at line 746; Pheres goes one way and the Chorus with
Admetus and the body of Alcestis the other)

Slave, Heracles (Exit slave after 835; exit Heracles at 860)

Admetus, Chorus (enter after 860)

Exodos (1006-163): Chorus, Heracles, Admetus [and Alcestis
(silent)]

All the parts were played by men. The use of masks allowed the
same actor to play several roles. Apollo and Death came back as
Admetus and Alcestis. The actor playing the slave woman probably
also played Alcestis and, after her death, Heracles and Pheres.
Admetus and his servant would have been played by the same actor.
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Significant developments in dramaturgy during the course of the fifth
century are marked by additions to the number of actors. Aeschylus
is said to have added a second actor and Sophocles a third (Aristotle,
Poetics 1449a) . No tragedy needs more than three; this is known as “the
rule of three actors.” The following use only two: all of Aeschylus’ plays
before the Oresteia; Euripides’ Medea, his satyr play Cyclops, and prob-
ably Alcestis.

THE CHORUS

The Chorus is made up of fifteen men, most often singing and
dancing in unison, though sometimes divided into two (or more)
hemichoroi (as in the parodos [see below], the first stasimon, and the
kommos; a change in singer or group is marked by a dash in the text).
They enter by the parodoi (side entrances) and perform their songs
and dances in the orchestra. Usually they remain there from their first
song until the end of the play, but in the Alcestis the Chorus files out
with Admetus to attend the funeral and returns again after the scene
between Heracles and the slave in the fourth episode. The Chorus is
visually central to the play. They witness the action, participate in it,
and comment on it in song and dance as well as in speech. When the
Chorus takes part in the dialogue, we are not to imagine the whole
group speaking together, but the chorus leader (choregos/ choragus or
coryphaeus) speaking alone, representing the group. Sometimes the
songs (stasima or odes) relate directly to what has just happened or is
about to happen, and sometimes they bring a new dimension to the
plot. Often they do both by extending their subject matter in time and
space; by moving between the divine and mortal worlds, or by putting
the particular story in a2 more general context.

In the Alcestis the parodos (entrance song) and the first two stasima
relate to the death of Alcestis. The Chorus begins (in the parodos)
with the question of whether or not she is dead, connecting the
prologue and first episode, both of which emphasize the exact timing
of her death. Then in the first stasimon, the Chorus offers what they
know is a futile prayer to save Alcestis. By the time they sing again she
is dead, and so the second stasimon is a song in praise of their queen.
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It is best to think of the Chorus as connecting rather than separating
the episodes. The third stasimon, for example, following the scene in
which Admetus makes Heracles his guest, begins with a song of praise
of the hospitality of the king’s house and a lyric picture of Apollo, his
other famous guest. The song ends with a description of the vastness
of Admetus’ estates and a general reflection on nobility, serving as a
bridge to the father—son scene in the fourth episode. After the funeral,
the Chorus joins in Admetus’ lament and then sings one more song
about Alcestis as a heroine, picturing her tomb as a site at which
wayfarers will pay homage, and finally (without knowing their words
are reaching the ears of the live woman) greeting her at the exact
moment she walks on stage with Heracles, the wayfarer who has just
come from her grave. At the end of the play the Chorus files out to the
words and rhythm of the closing choral tag. Although the use of a
chorus is no longer a feature in most serious drama and it is some-
times hard for us to understand why they are there, any attempt to
appreciate its focal role in the fifth-century theater is well worth the
effort.

STAGING

Greek plays have no stage directions. This makes sense if we realize
that the playwrights themselves were the directors and originally also
acted in their own plays. We can fill in some stage directions from what
is said on the stage, but we must remain uncertain about many others.
In staging the piece many decisions must be made about how to play
the various scenes. Ultimately the meaning (or meanings) of this
elusive play depends in part upon such decisions. The use of masks
does not hamper subtlety of acting—emotions are conveyed through
the words of the text, by gesture, body language, voice, and song. But
acting styles have changed over the centuries. In the ancient world
acting was more rhetorical than psychological, given more to broad
gestures than minute detail, which would be lost in the large outdoor
theater.

The plays take place in front of the scene building (cxnv1, tent or hut,
used originally of the temporary quarters of men on the battlefield),
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Theatron

Skene!
Parodos with Parodos
(Ecoyclema,

1 I

Stoa of Dionysos

ro
e

10 20 30 40m

Theater of Dionysos in Athens, mid-fifth century B.C.E. Drawing by A. L. H.
Robkin. Redrawn from E. Fiechter, Das Dionysos-Theater in Athen, fig. 7.

here representing the house of Admetus and Alcestis in Pherai, a town
in Thessaly. All the action, however intimate, takes place outdoors,
but there are narrative or lyrical descriptions of offstage spaces. The
skene has one door facing the audience through which actors make
their entrances and exits, and it must have had at least one other door
unseen by the audience. Actors enter from the house or from the
outside along the parodoi. Exits likewise are either into the skene or
away from the orchestra. It is uncertain whether or not there was a
raised stage in front of the scene building. If so, it was not too high for
the actors to go down into the orchestra and interact with the Chorus.

METERS

All the Classical Greek dramas are written in verse. The dialogue parts
are spoken, mostly in iambics. The choral odes and some other parts
(Alcestis’ encounter with death—see the note at 244-79 and the
child’s lament) are sung. There are a few parts in anapests that were
chanted. These will be discussed below as they come up in the text.



INTRODUCTION 13

SCANNING GREEK IAMBICS

Greek meters are described as the alternations of long and short
syllables in regular patterns. The iambic metron is closest to the
rhythm of ordinary conversation. IToAloi yobv pérpo taufixd Aaiodowv
ovxk eidoteg (“Many people talk in iambics without realizing it,”
Demetrius, On Style, 43). A syllable is longif it contains a long vowel or
diphthong or a short vowel followed by two or more consonants or a
double consonant (y, &, £). The two consonants need not be in the
same word. (A mute[=, B, ¢, x, v, %, 1, {, 0] followed by a liquid, that is,
A or p, may not cause the preceding vowel to count as long, as in £Anv
in line 1.) A syllable is shortif its vowel is short (and is followed by only
one consonant or by a mute + liquid). A long vowel or diphthong at
the end of a word, followed by a word beginning with a vowel, usually
counts as short.

Iamb - —(short/long: quarter note/half note)

In dramatic verse these are in groups of two (i.e., dipodic units).
The most common line of dialogue consists of six iambs or
three such groups (i.e., iambic trimeter in dipodic units).

Substitutions (resolutions) are allowed:

Spondee — - (two longs < orovdn “drink offering”) may be substi-
tuted for the first iamb in each unit, that is, the first, third,
and fifth foot.

Tribrach - - - (three shorts < Bpoybc “short”) may be used for the
first five iambs.

Anapest - - - (short short long < dvéraictog “struck back,” so
called because it is a dactyl turned around) may be used
anywhere a spondee can occur.

Dactyl - - ~ (long short short < ddxtvhog “finger”) may be used
anywhere a spondee can occur.

A final short in any line is counted as long (syllaba anceps X).

EXAMPLES (ALCESTIS LINES 1-4)

Q Sdpot’ *Aduntet’, v oig ETAny dyd

_ = Y e = W e e v
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~ 7 2 2 ’ 37
Oficoav 1pdnelav aivécon Bedg mep dv.

L L e m e m e e e X
‘AckInmidv, otépvototy dufaiav oAdya-
e - - - _ _ < X

For additional general discussion of the Alcestis, its genre, its rela-
tion to the Antigone (its closest contemporary), and the staging, see
the introductory remarks in the “Discussions.”

THE AUDIENCE

The plays were performed at major festivals supported by the city-state
and were attended by the citizen body. The evidence is ambiguous on
the question of whether women were permitted in the theater (see
Henderson 1991), but we believe they were.

These festivals were grand civic events—social, aesthetic, religious,
and political. The playwrights were thought of as teachers of the citi-
zens. The more we can learn about Greek thought and the world of
the original audience, the closer we can come to understanding the
plays in their contexts. Although, we can never see them as the orig-
inal audience did, we must remember that these plays have survived
not only as documents illustrating ancient practices but as universal,
humane works. We too are the audience, and our reactions become
part of the play.

THE TEXT

We have followed the Oxford Classical Text of Gilbert Murray (1902)
with a few minor alterations, mostly in matters of punctuation and in
the stichometry (line division) of the parodos. We have consulted the
texts of Bayfield (first published in 1890), Earle (1899), Garzya (1933)
and Diggle (1983). The few places where we differ from the Murray
text are noted in the commentary. Anyone interested in more scholarly
commentary on the text is directed to Dale’s edition and notes (1954).
We have also used italics in the text to indicate direct quotations.
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PROLOGUE (1-76)

ATIOAAQN

"Q dcdpot’ Aduritel, £v oig ETAnY £Yw
Bficocov tpdnelav dwécar Bedg mep dv.
Zg\g Yop KATAKTAG Toilda Tdv Edv aitiog
AckAnmidy, otépvoioy EpBarwy pAdya:
o &1 yolwbeig TéxTovag Alov TLPOG
kteivo Koklonog: kot pe dntedew notnp
BnT® map’ Avdpl TOVS Amow’ HVdyKOCED.
EABWVY d¢ yoiiaw T1ivd’ ERovddpRouy Evw,
Kol Tévd’ Ecwlov Sikov &g 168" Huépag.
boiov yop &vdpog bo1og Y ETVYY VOV
Todog dépnrog, dv Bavely Eppuoduny,
Moipag dordoag fvecow d¢ pot Beail
"AdunTov ddNnv ToV TopALTiK EKGUYELY,
dArov drorddEovta Toig KOATW VEKPY.
ndvtog 8 EAEyEag kol SeEedbuwv dpidovg,
Totépal yepoidy 6' 1) o’ ETikte untépa,
oy, npe TANY Yuvakdg doTig HBele
Bovav TIpd Kelvov UnkéT gloopdv ¢dog:

7 VOV xat’ oikovg £v xepoiv Bactdleton
yuyoppayovoa: TNde ydp o’ Ev Huépy
BavElY éMpwTan KAl petaotival Blov.
EYW O¢, un plaocud p’ &v dépoig kixm,
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Aeimw peAdBpwy TOVdE MATATNY GTEYNV.
113 8¢ 1évde Odvoatov £100p®d TEAOLS,
epn} Bavdvtwy, 6 Vv €1 Ardov ddpovg
nérdel katabew: cvpuétpwg & ddixero,
dpoupdV 168’ fiap @ BaveEL abTv XpeEV.

OANATOX

AIL
BA.
AIL
OA.
AIL
BA.
AIL
OA.
AIL
GA.
AIL
OA.
AIL
BA.
AIL
OA.
AIL
GA.
AIL
BA.
AIL

& &
11 o0 TPodg HELABpOLE; 1L oU TNHOE TOAELS,
doip’; &dikeig ad Tiag Evépwy
adopr{opevog Kol KOTATAVWY;
otk fipkect ool pépov Aduritov
draxmwAvoal, Moipag dorim
oofrovtt Téyxvn; vov & Emt thd ad
xépo To€npn dpovpeig omAicag,
1) 168 Lréotn, wéow EkAvoAC’

ovtn mpoBaveiv Iediov malic.
Bdpoel: dixnv tol kol Adyovg kedvovg Exw.
i dnta TéEwv Epyov, €1 diknv ExeLs;
ovvnbeg el Tovta Paotdlew Epot.
Kol Tolcdé ¥’ oikorg Exdikwg TPOCWOEAELY.
didov yop dwdpog cuudopalg Bopvvopat.
KOl VOOLELG HLE TOVSE SEVTEPOL VEKPOD;
AAA' oLO’ EkELVoV Tpdg Blav ¢ ddertddunv.
e odv LIEP YNG ECTL KOL Kdtw ¥ Bovde;
dapapt dueiyag, v o Vv fikelg Léta.
kand€opal ye veptépwv Lmod y86vaL.
AV 18- ob yop 0d Av €1 meicoupt ce.

Ktelvew vy ov &v xpT); TOVTO YOp TETAYUEDOL.
ovK, dAAG TOig LEALOVOL Bdvatoy ERPAAELY.

Exm Adyov 1 kol mpobupiay cébev.

Eot obv dmwe AAKNOTIG £G YHpog Loloy;
obk £0Tl TG kAUE TéprecBo SOKEL.
olrtot mAéov ¥’ A 7 piow yuymv Adporg.
véwv $wévTwY PeELlov dpropon YEPAC.
K&V ypodg dANTOL, TAOVCIWE TOPCETAL.
Tpdg TV ExSvTtwy, GOife, ToV vopov TioNG.
e E1mag; AAL' Ti kol coddg AEANBag dV;
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obL &Mt Emictacal 8¢ Tolg EMOVE TPOTOLG.

ExBpovg Y€ Buntolg Kal B0l STUYOLHEVOUG.

oK &v dvvao avt Exew & Un o€ dEL.

7l Ly ov oot Koinmep muog v dyay:
tolog Pépntog €ict Tpodg ddpovg avnp,
EDpuobéwg méuyavtog inmelov HETo
SxMua Opnixng £x TOTWY SVCK EWEPWY,

&¢ 81 Eevwbeic tolcd’ £V 'Aduritov d6pog
Bia yvvailka trvde o EEoupricetat.

Ko | o’ LAV GOl YEVHHOETOL XAPLE
dpdoeig 0’ duoiwg tavt, dneybrion T Euol.
TOAL' Av oV AéEag obdEV dv mAéov AdBoig:
71 & obv yuun kdteiow €ig Adov dépove.
otelyw 8 EM abtry, d¢ KatdpEwuar Eiper:
1€p0g Yop oLTOG TV Kata, X Bovog Bedv
btov 168’ Eyx0g KpaTog Ayviot Tpiya.

PARODOS (77-135)

XOPOX

Z1p. o

- 11 mo8” fovyla mpdobey LeAdBpwy;

— i ceolynton dépog 'AdurTov;

— &AL’ oLdE dpidwy méLag oL,

bdotig Qv €inol étepov OO UEVNY
Baocilewov mevbely xpn <u> 1 (O ém
dig 168 Aevooel Iediov maiig
"AAKNOTLG, EOL TTACL T dpiotn

db6Eaca Yo

oo €1g abthg Yeyevnobal.

— KA0EL TIG 7| oTEVOLYUOV T
XEWPDY KTOMOV KOTA OTEYUG
N YOOV DG TENPOYUEVWLY;

- oL paw obLdé T1g Audmmdrwy
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otatifetol apdl TOAAG. 90
€1 YOp HETOUKVUIOG ATOG,

® ITond, daveing.

— oV 1év Pévng v Ecudmwv.

— vékug fom.
- ob M ¢ppovddg Y’ EE Oikwv.
- wdley; obk abyx®. Tl o€ Bopovvey, 95

— tid¢ A Epnuov Tddov "AdUnTog
kedviic dv Empate yuvaikde;
Avt. o
— TUA®V Tdpo1Be &' oLy, bp®d
nnyoiov g vopileton
YEPVIR’ ETIL $BLTAOY TOAONG. 100
- xoito T obrig Emi TpoBUpoLg
Topoiiog, & o1 veKvwY
évBer TiTveL, oL veodaia
SOULTEL X el YLVALKOV.
— kol pnv 1éde xvplov fuop . . . 105
— 11 168" abdqG;
— @ ypY oo HOAEW KOTA Yolog.
— E0uyeg yuxdg, £01yeg 8¢ dpevadv.
— xp1 TOV AyofdY Srokvalopévav
Tevoely boTIg 110
XPNOTOG AT APY NG VEVOULOTOL.
Z1p. B
— QAL 0LAE vaukKAMplow
£c0’ dmoL Tig altolg
oteilag, | Avkioy
eit’ Emi 10 Avddpoug 115
"Apponddog [Edpac],
dvotdvov Tapalvcot
Yoy dy: pépog yop AndTOHOG
TAdOeL. ey & ET Eoydpaig
oLk &yw Eml Tive 120
UNA0BUVTAY TOPELB®.
Avt. B
- névog & dv, €1 didg 68’ fv
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Supooty dedopKmg

doifov maAlg, TPOALTOVS
fIABev £3pag oKoTioUg

‘Alda te TOAOG

duabévtag yap dviotn,

TPV abTtov €1Ae dLdPoAov
TANKTPOV TTUPOG KEPOALLVIOL.
vov 8¢ v’ £t Blov

EATLSO. TTPOCDEY WAL,

— mdvTo Yop 10N teTéAdectal BACIAEDOT,
vty 8¢ Oe®dV EML BwUoig
o éppavtol Bucial TATpeELg:
oLd EoTt Kak@V dkog oLdEy.

FIRST EPISODE (136-212)

XOPOX

AAL’ )8 omaddv £k ddUwY Tig EpyYETaL
dakpuppoovoa. Tiva TOYMY AKOVoOUAL,
TEVOELY UEV, €1 TL deoTdToLoL TUYYCVEL,

cUYYVWoTtov: €18 €T Eotiv Elyuyog Yo

et olv dhwAey €1dévar Bovroiued dv.

OEPAITAINA

XO.
OE.
XO.
GE.
XO.
©E.
XO.
©E.
XO.

©GE.

kol {@oav el kal Bavovoav €0l oot
Kol g Av abtdg katbavol 1€ Kol BAETOL,

1dn TpovwRH¢ ECTL KAl YUY OPPAYEL.

® TANHOV, 0lag OLog DV AUOPTAVELS.
obmw 163" 0ide deomdrng, Tpiv &V TAo.
EATLG HEV oLKET Eoti ogdlecBon Blov;
TETPWIEYT] Yop HiUépa BraleTar.

obkouvv £’ a1 Mpdooetal 10 TPdSHopAL;
Koéouog ¥’ £Tolog, @ ode cVVEdYEL TOOLC.

iotw vov ebkAENg YE kaTBovovuévn
yuvh T dpiotn TV VO HALW HaKpP®.
g & ovk dpiotn; tig & Evavtidoeton,
i xp1 vevécBou tny LepPePANUEVNY
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yovdiko; md¢ & &v udAAov £vdeifontd Tig
TG TPOTIDG T OéAovo’ LrepBaveiy;

Kol Tovta ey 8m mao’ Emictaton TOALG:

& & Ev dbuorg Edpace Bavpaon KAVwY.
gmel yop HoBed’ Muépaw Ty Kupiow
fikovoav, Vdact ToTapiolg Aevkoy ypdo
gElovoart, £k & EAovoa kedplvwy dduwy
£cO1tal KOOUOV T ELTPENDE OKHOATO,
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Aéormowy, Eya yap Epyouar kata yGovdg,
TAVUOTOTOV OE TPOCTLTVOVT GLTIOOUAL,
Téxv’ dpgaveloal Taud- Kol @ LEY PiAny
ovlevéov dAoyoy, ti] ¢ yevvoioy mooty.
und’ dorep alrtwy 1 texovo’ dméAlvual
Bavety dajpove maidag, dAA’ ebdaiuovog

£V ¥} matpdde TEpmVoY ExXTATioa Blov.
ndvtog 8¢ Bwpovg, ol kot Aduritov dépovg,
npocfrBe kdEoteye Kol mpoonvéaro,
ntéplwv dmooyilovoa pupoivng ¢opNy,
dxAavtog AoTEVAKTOG, OLOE TOLTIOV

kokdv pediortn xpwtdg eLEWST Pvow.
Kdmerto OOV ECTTECOVCA, KOt AEY0G,
gvtavBol 81 'ddkpuoe kol Aéyet Tode

Q2 Aéxtpov, £vla mopbEver’ EAvo Eyw
Kopevuat’ £x 1000 avdpds, ol Bvijokw mépt,
xaip™ ob ydp &ybaipw o dmdAecos OE ue
udvny- mpodovvai ydp o’ dkvovoa Kol mOoLY
Oviiokw. o€ & dAAN TIg YUV} KEKTIIOETAL,
odgpwy eV ok dy udAdov, evtuyric 8 lows.
KUVEL 3¢ TpooTiTvovsal, Ay 3¢ SEUVIoV
odpBoApoTEYKTW deveTal TANULLPLSL.
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ExAoov: | 8¢ AAUBAVOVS’ EG AYKAAOG
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XO.

OE.

Nomalet AAAOT AAAOV OG BAVOLULEYT.
ndvteg & EKAOLOV OLKETAL KOTO, GTEYOG
dé¢omowav oiktipovteg, N 8¢ dekaw
TPOUTEW' EKAOTW, kKobTig fiv oltw Kakdg
&V ob TPOCEINE KOl TPOSEPPTION TAALY.
TOLOT £V 0lKOLg TV 'ASUTOV KAKAL.
Kol kotBovwy Tév AAET, EKPuyddy & Exel
T000VTOV dAYOG, oD ot oL AeArceTat.

| mov otevdlet To1o1d AdUnTog KoKOLGS,
£EcOATIC Yuvankdg €1 otepnonval ode xpn;
KAl ¥ dkolTy EV xepolv HIAny Ex v,
Kol U1 mpodovvon Alooetat, TR Vo
{ntdv: $Biverl yap kol papaivetol vOSw.
TopeLEVT) OE, Y P0G ABAOV BApog.
duwe 8¢, kaimep cUIKpdY, EUNTVEOLT” ETL,
BAEYoL TTpdg abyo.g PBovAeTaL TAg HATOV
g otmot’ abrg, AALA VOV TOWHCTATOV
[dxktiva kOxAov 6 NAlov mpocdyeTat.]
AAL’ il Kol oy dyYeEA® mopovcioy:
ob ydp TL TAvTEg €D GPOVOVST KOLPAVOLG,
MOt EV KOKOLOLY EDUEVELG TOPESTAVOL:
oV & £l ntakaidg deomdrang ERoLg dirog.

FIRST STASIMON (213-237)

XOPOZ

21p. o

— 10 ZeW, tig &v [tdg] md Tépog KoKDY
YEVOLTO KOl AV TUXOG

A TAPESTL KOPAVOLG;

— oal- €iot g, N Tépw tpixa,

Kol LEAOVOL OTOAOY TTETAWY
AUOLBOAWULED’ 11ON;

- dNAa pév, didot, ONAC ', AAA’ Spwg
Beolow gbywpecha: Bedv

Yap dvvoplg peyioto.
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— Gvag IMody, 220

EEevpe pnyavdy T ASHY T KAKO.

- mopiLle dn mopLLE: KAl APOG Yo

+ 1008’ EdeVpeGT KAl VOV

Autiplog £k BowdTov YEVOD,

d6viov &' amdmavcov Ardav. 225
Avt. o

— MO ...

@ moll dépnrtog, oL Empar-

Eoc ddpoptog clg OTEPELS.

- ool d€la kol ooaydg TAdE,

Kol Aoy 1) Bpdyw dépny

obpoviw merdcoal; 230

— 1o yap ob ¢lAay dAAC PprATdTow

yuvdiko katdavovoay Ev

dpatt Tdd Endy.

— 1800 1900,

10’ £x déuwy 31} Kol TéC1g TOPEVETAL.

— Bbacov @ otévatov, ® depaio

x6ddv, Taw dpioctav 235

YOVOILKO, LOPOLLVOUEVALY VOSH

Koto. yolg x8éviov mop’ Aldav.

SECOND EPISODE (238-434)

XOPOX
obnote Prjcw ydapov ebdpaively
TALOV T AUTELY, TOLG T€ TAPOLOEV
TEKUOPOUEVOG KOl TATdE TUY OGS 240
Aevoowv Bacidéwg, 60TIg Aplotng
ATAQKWOV AAdY oL TNod dBiwtov
Tov Enerta xpdvov Protevoer.
AAKHZETIZ
Alle Kol (pAog Apépag, Z1p.
obpdvial 1e Sivor vedpéroag dpopaiov. 245
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AAMHTOXZ
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AA.
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AA.

AA.
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VEKVWV £¢ WLAAY, 260
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BAETWV, TTEPWTOC ALdOC.
[uéOec ne-1 ti péEerg; dpeg. olaw 63dv & der-
Aoiotator TpoBaiv.
olKTpaY dpidoloiy, £k 88 TV LAALCT EMOL
Kol oo iy, oig d1) mévbog Ev Kowd TOE. 265
pnedete nébeté w Non-
KAvat, ob oBévw mociv.
TAnciov Audog.
oxotia & N docolor VOE EQépTet.
TéKVO TEKV, OUKETL O 270
obkétL pdnp ooy Ect.
yolipovteg, @ téxva, 1éde dcog dpyTov.
olpor téd Emog Avmpov AkoV®
Kol owtog Epol Bavdtov peilov.
un npdg <oe> By TATG LE Tpodovvat, 275
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AN dva, TOAUQL.
ooV yop POévne obkét dv giny:
gv ool &' Eopev kol {nv xai uy-
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onv yop daiav cepouecoda.
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£y oe pecBedovoa KAVTL THE EUNG
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un dfta Spdomg Tavtd ¥, artovpal o’ Eyd.
£x0pa. yap 1 'ToVoO UM TPV TEKVOLG
toig pdol’, £xidvng obdev Nmiwtépal. 310
KOl Ttollg LeV dpony Tatép’ £x el TOpYoV HEYoY
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Notes and Commentary

The Alcestis is set in Pherai, a town in Thessaly, at a time
when the world was still young. Gods still mingled with people, helped
them, hindered them, and, as in this story, even served them. Not long
before the story of the Alcestis begins, Asclepius had cured the dead,
and Zeus struck him with lightning for transgressing the laws of nature.
Apollo then tried to get even by killing the manufacturers of the thun-
derbolt, but Zeus retaliated by sentencing his son to a year’s exile from
the world of the gods in the demeaning role of slave to Admetus. Even
as a slave, Apollo continues to practice his divine prerogatives, and
following in his son’s footsteps, he saves Admetus from impending
death. The death of Asclepius meant that the dead stayed dead, but
first Apollo and then Heracles are able to find loopholes, Apollo by
craft, Heracles by brute force.

It was the generation before the Trojan War. Admetus’ son Eumelus
is named in the /liad in the catalog of ships (2.713) and in the funeral
games for Patroclus, where as a skillful horseman he takes part in the
chariot race (23.288). He, like his father, is helped by Apollo (380-84)
who strikes the goad from Diomedes’ hand as he is about to pass
Eumelus’ chariot. But Athene shatters the yoke of his team, and
Eumelus is thrown from his chariot (388-97). He comes in last but is
recognized as the best by Achilles (536) and given a prize.

AoioBog dvip dpiotog Edadver pdvoyag Inmovg.
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PROLOGUE (1-76): APOLLO AND DEATH

The prologue is everything that takes place before the entrance of the
Chorus. It is part of the play and at the same time provides necessary
background information. It tells us precisely where we are in the story
that is to be played, hints at what has gone on before the opening of
the drama, and sets the story within the context of other connected
tales. The prologue of Alcestis, for example, alludes to the labors of
Heracles, Asclepius’ death at the hands of Zeus, and the ensuing
vengeance and retribution. A prologue can be in the form of either a
monologue or a dialogue. In the Alcestis, Euripides combines the two
forms in a rather lengthy prologue of seventy-six lines by having Apollo
give a monologue before the entrance of Death and then continuing
with a dialogue between the two.

Aristotle speaks of four constituent parts as common to all tragedies:
prologue, episode, exodos, and choral song, the last being divided into
parodos (the entrance song) and stasimon (pl. stasima, the dances and
songs between which are the epeisodia, or episodes). In addition there
is, in certain plays (including Alcestis), the kommos which is a song of
lament sung by the actors and the Chorus.

In the opening scene, Apollo, the god of prophecy, enters from the
stage building, which represents the house of Admetus where Apollo
has served as a herdsman and which he is now leaving, as he says in his
first speech, 22-23. We may picture him dressed in his traditional
hunting garb because later in the scene, Death demands to know why
he is carrying a bow (39). It is also possible that he enters still wearing
his herdsman’s costume (52-53).

The symbol +* marks words and concepts to learn as they come up
in the text. In the commentary “Goodwin and Gulick” is William
Watson Goodwin and Charles Burton Gulick, Greek Grammar, Boston,
1930 (often reprinted).

1 dopoat’ ’Aduftel’ = ddpoto ‘Adufiteic. i+ Elision of short vowels: a
short vowel is dropped before a word beginning with a vowel. Line 6
nop’ Gvdpl [for mapd: elision is common with prepositions, but nept and
np6 do not elide]. Examples: t6vd’ €éoelov, line 9 for t6vde. ' for ue, line
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22. 7 or 0’ [before a rough breathing] for te. % Using a plural noun in
place of a singular noun is common, especially for words such as
“house,” or for body parts or pronouns. The house is made prominent
from the first words of the play. It is personified through direct address,
through actions it is said to perform, and through knowledge or feel-
ings it is said to possess. &v oig: relative pronoun. #tAnv: fr. < thde dare,
endure, have the heart to.

HOUSE AND SKENE

Every Greek tragedy (at least after the Oresteia) was performed in
front of the skene, or stage building, a temporary structure necessary for
the changing of masks /characters (npocwrna) and for setting the scene,
which usually represents the palace of a king, though it may be a cave,
a temple, a hut, or a hovel. The generic skene is identified and partic-
ularized from the beginning of the Alcestis. In the play the house looms
over the action, as it does in Aeschylus’ Oresteia, to which there are
many parallels in themes and staging in the Alcestis.

“House” can be used in Greek, as in English (at least of noble or
commercial houses), to designate not only the physical structure, but
also the family and the genealogical line. Indeed this manner of
speaking is itself partly responsible for the imbalance in the value
systems of some of the members of this house that so nearly turns the
story into a tragedy.

2 Oficoav 1pdrelav: “the thetes’ table.” Thetes were the lowest class of
free citizens. Oficoa (6fitta) is the feminine of 64, Ontdg serf, laborer
(who works for hire); here it is used as an adjective. Tpénela, Mg, 1:
table, especially a dining table, also a counter or banking table. aivécau: fr.
& aivéw praise, honor, accept, put up with. nep: emphasizes 8edc. The
participle ¢v is concessive, meaning “although I am.”

3 xataxtdg: aorist participle found in epic and tragedy (for -«teivag) fr.
I kataxteive = drokteive. taida tov €pdv: on the position of the adjec-
tive, see note at 13. «* airiog: adjective, to blame, responsible (cf. aitio
cause, responsibility). Understand éoti(v), which is often omitted.

4 Asclepius, son of Apollo and Coronis, became a skilled surgeon and
was highly successful in prescribing drugs. He raised the art of medi-
cine to new levels by not only preventing some heroes from dying but
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also by restoring to life others who had already died. The ancient
commentaries (scholia, abbreviated X, written in the margins of some
of the manuscripts) list various characters whom Asclepius was said by
different writers to have resurrected, including Hippolytus, Glaucus,
Tyndareus, Hymenaeus, Capaneus, Lycurgus, those who died in
Delphi, the sons of Phineus, Orion, the daughters of Proetus. Hades
complained to Zeus, as some ancient commentators say, that Asclepius
was taking away his subjects by restoring them to life, and in response
to Hades’ complaint, Zeus killed Asclepius with his thunderbolt.
Others say that Asclepius accepted a bribe in defiance of divine law,
restored the dead to life, and was slain by the thunderbolt of Zeus.
By beginning with this tale, Apollo sets the story of Alcestis within a
cosmic myth in which human mortality is defined, as if the world were
still young enough that there could be some cracks left in the system,
and one more human could escape death. Apollo, however, has not
arranged for Admetus to escape death permanently but only to escape
immediate death by finding someone to die in his place.
* .o101 = -01¢ (-0o1 = -01¢). 6Tépvov, -0, T0: breast, chest. épBoidv:
review BéAAo and its compounds. A6, pAoydg, fy: flame.
5 ob: = genitive of cause (with a verb of emotion; Goodwin and Gulick,
1121.) Translate “for” or “because of.” yoAbéa: aorist passive éxordbnv
anger. TEXTOV, -0vog, O, i: carpenter, craftsman, worker:

0014¢ $0Tv Ayousuvev, Euog
roo1g, vexpdg 8¢, 1ficde 8elrdig xepog
Epyov, Sucalac téktovoc. 168 O Exel.
Aeschylus, Agamemnon 1404-406

Aiov: genitive of the adjective Alog, of Zeus. The noun Zeic is declined
Zebg, Alog (Znvdg), A, Ala, voc. Zed.

6 In Greek mythology the Cyclopes were three sons of Gaea and
Uranus: Arges, Brontes, and Steropes. They were giants, each with but
one eye that was circular and in the middle of the forehead. They were
great builders and also helped Zeus when he waged war against his
father Cronus. The Cyclopes gave Zeus the thunderbolt, forged a
trident for Poseidon, and made Hades a cap of darkness. It is unclear
why Apollo chose to kill them in order to avenge Asclepius. The revenge
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must have been because they were the ones who furnished Zeus with
the thunderbolt, the weapon used to kill Asclepius. Thus both Ascle-
pius and the Cyclopes lost their lives for the excellence they exhibited
in their professional skills. «}* kteive: the historical present, often used
in Greek, as in English, for the vivid reliving of a past action (translate
either “I kill” or “T killed;” Goodwin and Gulick, 1252). The uncom-
pounded forms of words like énoxteive and droBvfioxe are common in
poetry. Onteda: serve (as a thete, 6fg, or hired hand).

7 < Ovntéc: mortal (see lines 62, 780, 783, 799 bis, 894) with dvdpi.
TOVY’ Gmow’: “in atonement (as punishment) for this.” &roiva, Té:
ransom, price, atonement, compensation. The form is accusative in apposi-
tion with the infinitive. ivéykaocev: fr. dvoyxaleo compel (dvéykn).

8 yaiav TAvd’: < the terminal accusative (accusative of place to which)
without a preposition is common in poetry, as is the *use of the demon-
strative without the article. }* yaioa = vij land, earth. BoveopPém: “tend
the flocks and herds.”

9 bk o@l: save, preserve (see lines 146, 292, 341, 625, 840, 928, 1020,
1119, 1138). Notice the word order. Apollo puts his verb, as it were,
inside the house as if he were saving it by his presence in it. T6v¥’
Zo@lov olkov: the imperfect stresses the course of an action rather
than simply its occurrence or shows a repeated or attempted action.

[3 7 ”» «.

¢ 168’ uépac: an idiom, “up to this point in time,” “until today.”

10 8ot0g: holy, sanctioned by divine law, devout, pious. As Dale comments
on line 10, the word 6c10g is rarely used of gods, and following the scho-
liast (ancient commentator), she suggests that Apollo is referring to
his human manifestation as Admetus’ slave. toyydve: with the geni-
tive, happen wpon, meet up with. dv: circumstantial participle (rather than
supplementary, as one might expect with tvyydve), that is, translate it
with do1o¢ before rather than after the verb.

11 ++ pdopan: with infinitive, save, rescue from.

12 The Moirai are the Fates or Apportioners. In Aeschylus’ Eumenides,
Apollo is accused of persuading them to make mortals undying in the
house of Pheres (lines 723-24):

101007 €dpacag kol Dépntog év oG-
Moipog Erneicag dopbitovg Beivan Bpotots,
Note: Beivon fr. tifnur.
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Also in that play, Apollo (as a dramatic character and a participant in
the trial of Orestes) speaks of benefitting a worshipful man (725):

obkovv dikaov TOv oéBovt’ edepyetely . . . ;

Cf. Alcestis 10 (6ciov dvépoc). The Furies accuse Apollo of deceiving
(moporartdo) the Moirai with wine (Fumenides 727-28):

o0 101 ok Sravopdg koapBicog
olve napandtnoog dpyoiog Oedc.

Note: Swvopn distribution, regulation; xotogBive cause to perish.

Similar themes occur in both scenes, such as Apollo trampling on the
ancient rights of other gods, especially gods of death, as both Thanatos
and the Moirai are. Oeai: omission of the article is common in poetry.
doAdm: trick, beguile. fivecav: ft. *I aivéw accept, put up with (see line 2).
13 tov mapavtix’: attributive to ¢dnv (here used as equivalent to
86vozov). Review the three ways of showing the attributive position:

article adjective noun
article noun article adjective
noun article adjective (poetic use, not common in prose)

Death is a universal necessity for men, but the play puts this reality in
suspense. Timing makes it particular—it was Admetus’ turn to die, but
his death has become hers. The word nopovtika is a key here. Admetus,
though it may not occur to him to think about it, has not escaped the
mortal modality. What he has escaped is immediate death, and he does
come (in words at least) to long for death and regret that he has post-
poned it. Alcestis has taken Admetus’ immediate death for him (“right
now,” she says, 322). One of the “givens” has been taken away, if only
temporarily.

"A1dn¢ or &dn¢ (in tragedy, in lyrics sometimes ‘Aidog):

Gen "Aidov "Awdog “Auda Atdoo Aida
Dat “Adn "Adt
Acc  "Anv “Adav
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14 dradAda€avra: fr. «} dedddtte / SwAhdoow exchange, give in exchange.
t0ig x&r@: “those below,” i.e., the nether gods and the dead.

15 < &Méyxm: question, cross-examine, in philosophy, prove, refute.
S1e€erBdv: fr. Sr-e&-épyopon.

16 <} 1e (7', 0’ before a rough breathing): and. Follows the first word
in the second part of the two things being joined, e.g., motépa yepondv
e untépo “his father and aged mother.” Apollo’s disgust with Admetus’
parents, especially with his nameless mother, is implied in his use of
the word “old” in the feminine, though it ought to apply equally to
Pheres (meaning to draw a contrast with the young Admetus and the
young Alcestis, who now are in possession of the house) and in the
pleonastic “she who bore him, his mother.” It is, then, the mother
whose old age is singled out here as particularly disreputable in light
of her refusal. Some editors bracket line 16 as spurious, but it helps
make sense of Admetus’ dilemma and his anger at his parents if they
were, besides Alcestis, the only ¢ikor available for the exchange. *} ope:
Third person personal pronoun (Goodwin and Gulick, 364, 367, 369,
371a). The tragedians use cee (masculine, feminine accusative plural,
but sometimes used as singular) and g (masculine, feminine dative
plural, rarely used as a singular). They also use «* viv as a personal
pronoun in all genders in both singular and plural accusative. Zoe, o,
and vw are all enclitic. They mean what they have to mean in the text
(him, her, it, them). *t tixto, téEonar, Etexov, tétoka: give birth, beget
(cf. téxvov, child).

17 nbpe: fr. ebpicke. #Afv: preposition + genitive, except. ** o116
anyone who, whoever, neuter anything which, whatever.

18 Bovdv = dnobBovav (see note at 6). *keivov = éxeivov (kelvog =
éxelvog). bog = @b light. “Seeing the light” is equivalent to “being
alive.” The Netherworld is thought of as a shadowy place of insub-
stantial spirits who spend eternity missing the light of the upper world.
19 1i: refers to Alcestis. Baostdam: carry (see lines 40, 724, 917). xepoiv:
fr.  yeip (dative dual “in pairs of hands,” used in lines 201, 612, 847,
1142).

Sg.  xeip xewpds [xepogl  xewpl [xepl] xelpa [xépal
Dual yeipe YEPOTV XEPOTV YELpE
Pl.  yelpeg  yewpdv [xepdv]  yepoilvl(xelpeooul  xeipog [¥épog]
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Pairs of hands and feet are among the few words that retain special
dual forms.

20 yvyoppayéw: a technical term for “breathe one’s last,” “let the soul
(yoxn) break loose” (see also line 143). The yuyxn (“spirit” or “life
force”) escapes at the moment of death and passes away to Hades
where it is thought of as continuing to exist in the shadows. o¢’: see
note at 16.

21 ménpata: fr. <+ népw furnish, give (the present does not occur; énopov,
aorist) (nempopévn fated, appointed, see lines 147, 695). petaoctiivar: fr.
pebiornu + genitive of separation, depart from. The prefix peta- usually
indicates change.

22 pfy...with xixn: that not, lest (Goodwin and Gulick, 1371). piacpo:
pollution. Gods are polluted by contact with dying mortals— Artemis
at the end of Hippolytus is a good example. For gods such as Artemis
and Apollo who carry the bow and kill living things, this may seem a bit
hypocritical, but see Sale1977, on Artemis as “the goddess who sepa-
rates.” That is, she is the goddess of chastity but also of the hunt and
of childbirth, separating the creature from its life or the infant from the
mother. Alcestis, with her insistence on dying in full view, refuses to let
Apollo off so easily. xiyxq: aorist &kiyov fr. xiyydve come upon, find.

23 < pélabpa, té: usually in the plural, kalls, house (see lines 29, 77,
248, 567, 862). *I* ctéyn: roof, story, room (see lines 87, 192, 248, 946,
1051).

24 The demonstrative used with a name is often best translated “here.”
nélog: adverb, near, nearby.

24-37 ©d4vatov: “Death” is neither Hades nor Charon (see lines
252-55), but an ogreish figure not met in extant tragic myth. He
appears dressed in black (843), sporting wings (261), and carrying a
sword (74). His depiction by Apollo as iepfi Bavéviav (25) inserts an
interesting parallel from the mythic arsenal.

In the Iliad, with which the audience was familiar both from public
recitation and study in school, the Homeric Muse tells us how Apollo
struck the Achaean troops with his fatal arrows after Agamemnon
dishonored Chryses, the priest of Apollo. Chryses came adorned with
Apollo’s priestly staff and fillets, bringing ransom to free his daughter
whom the Achaeans had given as a booty prize to Agamemnon, who
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was keeping her as his concubine. Agamemnon sent the priest away
empty-handed, and as a result, a plague came upon the army, described
in the text as being caused by the shafts shot by Apollo:

From the peaks of Olympus he (Apollo) came down, angered in
his heart,
carrying on his shoulders his bow and covered quiver.
The arrows rattled on the shoulders of the angry god
as he was moving. And he came, resembling the night.
Then he sat down away from the ships, and let an arrow fly.
Terrible was the noise of the silver bow.
Iliad 1.44-49

We learn from the anapests of Death that Apollo is carrying his bow
(35) in the Alcestis. The scene is cast against Apollo’s memorable
appearance with his fateful bow at the beginning of Book 1 of the I#iad,
when he comes to shoot his arrows at the Achaean troops. In the lliad
Apollo is a very potent and menacing god, who punishes the entire
Achaean army because of their leader Agamemnon’s actions. Here the
only one for him to shoot at is Thanatos, Death himself, who will
shortly arrive to snatch Alcestis. The patent absurdity of threatening
Death with a weapon that causes death is compounded by the low-
status guise in which Apollo may appear here. By his own admission,
he is acting in the role of a mere thes, a servant to a mortal, whose
standing in Greek society is higher only than that of a slave and whose
physical and economic well-being may at times have been worse than
a slave’s. Furthermore, he has been forced to assume this guise as a
punishment from his father for misbehavior. Thus, instead of the
powerful, vengeful god of the Iliad, the audience is introduced to a
buffoon-like figure in a doubly humiliating role, as a thes tending
Admetus’ herds and as a punished child who vainly waves his bow at
Death. The play’s humorous tone is thus introduced in the first scene
with the appearance of Apollo carrying a bow. The tragic tone is intro-
duced as well, for Achilles in the Odyssey, in his famous exchange with
Odysseus in the Netherworld, has this to say in answer to his visitor’s
praise of his status in life and after:
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Don’t you try to console me about death, glorious Odysseus.
I would prefer to live on the land and serve (be a thes to)
another man,
one without an allotment whose living is sparse,
than to be king over all the wasted dead.
Odyssey 11.488-91.

25 iepfi: f1. iepedc. Review -evg, -ewg nouns of the third declension:

-gbg g
-€0¢ -wv
-el -gd01
-éaor -fj -éaig

viv: her, him, them (see note at 16).

26 < péAAw: + future infinitive, be about to, be going to, intend to.
CVUPETPOG: N measure with, exactly. That is, Death has come precisely
on time. *I* d@ikvéopat: aorist dguwdpuny, perfect dolypon arrive.

27 @povpéw: keep watch, guard. fpep [&popl, fpatog 16 = Huépa. §: dative
of time when. xpéov = xph + év “it is necessary;” with subject accusative,
“one must.” * xp1: originally a noun (need), it is used as a third person
impersonal it is necessary, one ought. Imperfect xpfiv or éxpiv.

28 & &: Death enters with a cry of surprise to find Apollo still haunting
the premises. The meter is anapestic dimeter in dipodic units (two sets
of two anapests: -~~-, but - may be substituted for -~ and -~ may be substi-
tuted for -.

98 -
1 JUSHIVUIIUUIIUUR. 1) SISO
8] e e e 82 e
88 oo - NURY VRNCUIO N
85 e - 86 e
87 - — e e -

29 t{id¢€: here, in this place. RoAéw: go about, range over

30 ®oif’ (PoiPe): vocative of Phoebus, a name of Apollo. adikéw:
commit injustice, wrong, infringe upon. ad: again, in turn. <+ Evepor: those
below (inferiin Latin), referring to the dead and the gods below.
30-31 &dixén: used with the participle to indicate the charges. Cf. the
charges against Socrates: 8ixel Zokpdtng 0O uév i modig vopilet, Beotg 00
vouilov, #repo 8¢ kouve daipovia siceépwv. ddikel 88 kol tovg véoug
dwgBeipav. Xenophon, Memorabilia 1.1; cf. Plato, Apology 24b.
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31 agopilw: bmit, curtail

32 iipxeoce: fI. dpxéw be enough for odx fipxece: o0 in a question implies
that the answer is “yes,” e.g., “is it not . . . ?”; un implies a negative
answer—"“it isn’t, is it?” <} pdpog: death, doom.

33 xolbo, draxerbwe: prevent. 86Mog, -ov: deceitful, cunning (with
téxvn, 34).

34 conAavru with ooy, 32, fr. spdAAe trip up. &xi: + dative, over, for.

35 yépa: = xelpa 1. xelp hand. to&npg, -é¢: with a bow, of a bow. Review
-ng -&¢ adjectives:

g -€G g - [-ea]
-0vg -0Vg -V -V
-€l -£El -E€01 -E01
n [-ea] -eg eig - |-ea]

opovpém: watch (out for). dnAilw: arm.

36 1i: the antecedent is t)de (34). bnéotn: fr. bolomur undertake. Review
fomut.

37 npoBaveiv: fr. npobviickw die for (see lines 383, 471, 620, 684, 698,
710, 1002; also vnepbviicxm, lines 155, 682). naic.: other editors make
this a question—mnoig; ITediov maig: “the child of Pelias.” Identification
of a woman by her patronymic is conventional, yet it also highlights for
the audience Alcestis’ peculiar family history, in which she plays a
chilling role in trying to prolong the life of her father Pelias, who, like
her husband, was willing to go to great lengths to live beyond his time.
According to the Greek myth, Medea capitalizes on Pelias’ greed for
long life in order to avenge his murder of Jason’s family and regain the
kingdom of Iolkos (Iolcus) for Jason. Using her magic powers, she cuts
up a ram, boils it, and restores it to life as a lamb. Seeing this, Pelias
convinces his daughters similarly to cut him up and boil him, which
they do. (According to Diodorus Siculus, 4.52.2: “All the others killed
their father by beating him, but Alcestis alone, because of her great
piety refrained from laying hands on her father.”) Medea, however,
never told the daughters about the magic herb she had used to restore
the ram to life and youth, and Pelias is murdered (Apollodorus,
1.9.27). It clearly takes a good deal of sangfroid to cut up and boil a
human being, let alone one’s father. Euripides may make reference to
Alcestis’ role in killing her father by keeping Pelias in the audience’s
mind. Like Death, the Chorus calls her by her patronymic in their first
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reference to her (82). Later, they address her directly as the daughter
of Pelias (435). When they describe the wealth of Admetus’ estate, they
may play on Pelias’ name by referring to its easternmost boundary as
the inhospitable Mount Pelion (596).

38 Bdpoeu: imperative, “buck up,” “don’t be afraid.” A sarcastic
comment. Death is being humanized. That Death is concerned for his
safety becomes apparent from line 39. The topsy-turvy strategy thus
continues. After all, Death is the ultimate force of which all mortals are
afraid, but he is himself afraid of another god equipped with a bow.
What can Apollo do to him? kedvbg, -A, -6v: good.

39 16&a, t1é: bow and arrows.

40 ovviOng, -eg: customary. Apollo might be saying that the bow is part
of his costume. This also tells us how Apollo is dressed for the play. In
a choral song (the third stasimon) he is pictured in one of his other
guises, as the lyrist and singer.

41 ye: often means “yes” in dialogue. éxdikamqg: unfairly, unjustly.
beeréin, npocwgerim: + dative, help, benefit. The prefix implies “extra,”
“besides.”

42 Bapbdvae: weigh down (cause to have a heavy heart) fr. Bapic heavy.
43 voooiw: future vooQi® r0b, deprive, separate fr. véool apart. <
vekpog: corpse, dead person (see lines 14, 422, 432, 513, 635, 664, 716,
724, 729, 740, 810, 843, 995).

44 wpog Biav: by force. Apollo used guile rather than force (see 33-34),
but Heracles will not show such compunction (69). &o-aipéw: lake
away (with two accusatives—one of the person from whom something
is taken; the other of the object that is taken). aipéw, aorist idov,
perfect middle/passive fipnpon take, seize, destroy; middle choose, take for
oneself.

45 < ndg: how. kod = koi 00. ¥ Crasis (blending of syllables) is the
contraction of a vowel or diphthong at the end of a word with a vowel
or diphthong at the beginning of the next word. It is marked with
(called the “coronis”). xoi commonly undergoes crasis with the
following word by dropping the -ot. The article is also commonly
combined with the next word by crasis. Here are some examples of
crasis in the Alcestis:

53, 246, 729, 919 wdipé = xoi éué
56 xdv = xoi &v
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93, 197 tév = to1 dv

165, 280, 566 tépud = 1é Eud
175 xénerto = xoi Ererto

188 wdppuyev = xoai Eppryev
194, 293, 330 kottic = xoi ottig
202 tdunyova = to dunyovo,
220, 539 dvat = ¢ Gvak

282 kdv1l = kol dvri

290, 517, 661, 734 ¥ = xaif
295 kdyd = xai yd
296, 420 xooxk = ___
307 képolc = xai dpoic
356, 626 kd&v = xai év

361 obmi= 06 éni

499 todpod = ____

517 wéxelvog =

521, 527 xovkét’ = kol ovkéTL

642 18po = 101 &pot

643 «dni = -
See if you can fill in the blanks.
46 < dapap, ddpaptog, fi: accusative Sduapto wife (see lines 46, 227,
296, 612, 930, 953, 1126, 1129, 1131). dpeifw: aorist Auewya exchange,
give in exchange, hand over, pass on (from one person to another). % fixo:
have come. péto: goes with #v. Notice the accent, which shifts back to the
penult when the preposition follows its noun or pronoun. This is called
anastrophe.
47 xénd&opoar = xai dn-GEopon (&yw). vépTepog, -a., -ov: of the lower world,
ot véprepor beings of the lower world. Diggle reads veprépav for veptépav.
48 AaPdv: fr. <+ AapPdve. 101 imperative of elj, go. odx oida ei: “I
don’t know whether” is closer in meaning to “I doubt if.” &v with
neicoipu review optative.
49 ypfi: subjunctive of xpf (xph §). Téocw / 14110, 14E0, Etata,
tétayo, tétoypal, ETdxOnv: arrange, appoint. Death is just doing his job.
t0d10 is the internal object—*“I have been assigned this” or “This is my
assigned job.”
50 obdk, dAAAL toic péAAovor Qdvatov éuPoadeiv: “No, but to hurl
death upon those who linger” or “who are about to [die].” Diggle and
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others read aufoleiv (i.e., dvoPadeiv) put off, but it can hardly be
Death’s job to put off death. toig péAAovat: literally “upon those who
intend to/are about to,” with the implied meaning of “those who delay
their death by living long.” The scholiast explains “upon the old ones,
for they are lingering in their life” (toic yeynpaxdor . . . Bpaddvovow yap
év 11i {ofi). There is no need to see here an overt reference to Pheres.
Apollo tries to save Alcestis rhetorically and follows whatever lead
Death gives him to save her. His claim is that it is the elderly rather
than the young that should be of interest to Death.

51 €xw: have, in the sense of get, understand. Dale (at line 51) suggests
that Death is just catching on to Apollo’s line of argument (“ah, nowI
understand”). npo@vpia: eagerness. ¥+ 6é0ev = cov (genitive of ¢0).

52 Eot1 8nwg;: “Is there any way that?” yfipacg, T6: genitive ypowg, dative
1Mpq old age. péAor: optative of =i+ Euolov, aorist of BAwokw go, come. Only
the aorist occurs in this play—infinitive poleiv, participle podav (see
lines 107, 540, 545, 554, 562, 748, 834, 850, 1076, 1146, 1150).

53 xépé = xoi épé (see note at 45). ¥ tépnw: delight. d6xeu: present
imperative (notice the accent).

54 Potential optative.

55 i ¢Biva: die, perish, waste away. peilov, peifov: comparative of
uéyos. &pvopat: amass, gain, win. yépag, ©0: prize of honor. Review geni-
tive absolute: a noun/pronoun + a participle in the genitive form a
clause that gives the circumstances of the action in the main sentence.
In the genitive absolute, the noun is the subject of the participle. It is
usually best to translate it as a clause beginning with when, since,
although, if, etc.

56 ypadg: (predicate nominative) old woman. Antav: fr. SAAv destroy;
middle perish, die. 9dnt@: aorist passive étaenv, bury (cf. tdgog). For a
review of conditions, see note at 357-60.

56-58 A possible reference to one of the mythic versions according to
which Asclepius was killed by Zeus for resurrecting from Hades only
those who could pay. The Greecks were rather keen on sons following
their fathers both in looks and character. Apollo is upset by Death’s
accusation that he is not “democratic” and reacts accordingly.

57 mpobg: “in favor of,” “to the advantage of.” oi &xovteg: attributive
participle, “the haves.” tiOnpu: put, lay down, arrange.

58 ndg einog: “what do you mean by that?” elno. (first aorist) = einov. In
Attic Greek einog is preferred for the second person singular. AéAnfag
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dv: fr. AavBave escape notice. Supplementary participle—“you have
escaped notice being . . .” means “you have been . . . in secret” or “. . .
without anyone noticing.”

59 People who could afford it would purchase a long life. Death does
not go for the idea that the rich deserve everything. < dvéopar: buy.
I ndpeott f. b nhpeyn be present; used impersonally, it is possible.
ynpoarde: old, elderly.

60 obxovv: not; cf. odxobv therefore.

61 - tpémoc: way, character

62 i otuyém: hate (from the same root as Styx, a river of Hades by
which the gods swore oaths).

64-71 Apollo’s prologue prophecy:

Apollo gives the gist of the play, as is often done in the prologue. He
claims that Alcestis will be resurrected by Heracles. He fails, however,
to address the basic question that the play brings to the fore, namely,
can one return from death? The answer is yes, but Death is clear that
he needs someone’s soul. His power has been compromised by the
Moirai in terms of whom he will get, but he has to get someone.
According to this logic, if Alcestis is returned to life, Admetus will have
to die. Apollo does not seem to think this through in his outburst
against Death.

It may be, on the other hand, that logic is suspended along with the
Fates. After all, Apollo never promises or even attempts to save anyone
from death, only immediate death. What happens when Admetus enters
the house with his returned bride? Does it mean that he accepts his
death, or do they live happily ever after? Is it really Alcestis? It is
certainly a different actor (an extra) playing her because this is a two-
actor play and both are needed for the two men in the last scene.

64 A pAv: truly. radoq = nedoet fr. radoopon fr. nade. Diggle, following
Schmidet, reads neion for ooy of the manuscripts—-“you will go along
.7 dpbe: cruel, savage. =+ &yav: adverb, too, too much (cf. the famous
expression undev Gyav “nothing in excess”).

65 tolog: with dvip, such, of such a kind. Compare with molog of what
kind?; mo16¢ of some kind; tolog, 10160de, T0100T06 such, of such a kind;
olog of which kind, such as; dmoiog of whatever kind. elov: fr. elw will go, will

come.
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sl {juev  infinitive {évon
el ire imperative 10:{te
glot {act  participle id@v, iodoa, v

66 EdpvoBing népyoavrog: genitive absolute (see note at 55). péra:

see note at 46.

66-67 This is the eighth labor of Heracles. A review of the twelve
labors imposed on the hero by Eurystheus at Hera’s bidding will help
us see where Heracles’ actions in the drama fit into his life:

. THE NEMEAN LION: Heracles choked this invulnerable monster

in his arms and clothed himself with its skin. In artistic repre-
sentations he is frequently depicted wearing it, and perhaps it
is part of his costume in the play.

. THE HYDRA OF LERNA: The Hydra was a poisonous water snake

that lived in the marshes of Lerna, near Argos. She had many
heads, and when one was cut off, another grew in its place.
Hera also sent a giant crab to help her. Iolaus, Heracles’ friend,
helped him by searing the stumps of the necks after Heracles
cut off the heads. Heracles dipped his arrows in the Hydra’s
poisonous blood, thus making any wounds the arrows inflicted
incurable.

. THE ERYMANTHIAN BOAR: Heracles’ assigned task was to catch

the boar alive. He drove it into a snowfield, and when it had
exhausted itself, snared it in a net.

. THE HIND OF CERYNEIA: Heracles caught it alive, as he was

ordered, after pursuing it for an entire year.

. THE STYMPHALIAN BIRDS: These birds infested the woods

around Lake Stymphalus. Using a brass rattle, Heracles flushed
them from their covert. He killed some with his arrows; the
rest fled to the island of Ares.

. THE AUGEAN STABLES: Given the task of cleaning the vast

stables of Augeas, king of Elis, in a single day, Heracles diverted
two rivers to flow through the stables and wash away the dirt.

. THE CRETAN BULL: It is unclear whether the reference is to the

bull with which Pasiphae had fallen in love or that which
carried Europa to Crete. In either case, Heracles captured it
and brought it back to Eurystheaus.



NOTES AND COMMENTARY 65

8. THE HORSES OF DIOMEDES: Diomedes, son of Ares and king of
the Bistonians in Thrace, had horses that ate human flesh.
Heracles tamed the horses by feeding Diomedes to them, and
then he brought the horses back to Eurystheus.

9. THE GIRDLE OF THE AMAZON: Eurystheus’ daughter wished to
have the girdle of Hippolyte, queen of the Amazons. Heracles
secured the girdle either from Hippolyte’s dead body or as a
prize for releasing Melanippe, Hippolyte’s second-in-
command.

10. THE OXEN OF GERYON: Geryon resided in the extreme west, and
Heracles first had to reach him. After obtaining Helios’ golden
cup, Heracles sailed along the stream of Oceanus until he
reached the Straits of Gibraltar. There he set up the Pillars of
Heracles and then turned his attention to Geryon’s house-
hold. First he killed Geryon’s dog Orthros, then his herdsman
Eurytion, and finally Geryon himself. He brought the cattle of
Geryon back with him, taking a circuitous route through much
of southwestern Europe, wandering possibly as far as the Black
Sea.

11. THE APPLES OF THE HESPERIDES: Heracles forced Nereus to
show him the way to the Hesperides. There he killed the
monstrous snake that guarded the tree of the Hesperides and
took the apples from the tree. According to another version,
he convinced Atlas to do this by offering to hold up the sky for
him in the meanwhile.

12. cerBERruS: With the help of Hermes and Athene, Heracles
went down to Hades, captured the dog Cerberus, and tied him
up. He brought him to Eurystheus and later returned the dog
to the Netherworld. Several vase paintings amusingly illustrate
the effect the beast had on Eurystheus—he is shown hiding
from the three-headed creature in a massive pot.

innelov Synuo: team of horses.

67 i+ t6mog: place, region. voyeipepog: wintry, inclement (Svo- prefix,
opposite to £0- + xe\pav, winler, north).

68 <k Eevbw: entertain, receive (as) a guest.

69 Piq: by force (see line 44, npog Piav). Just as Alcestis’ death is portrayed
as being effected with force (147), so Alcestis will be taken away from
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Thanatos “by force,” says Apollo. Euripides is fond of following the
pre-Socratic idea of “like to like,” which is also found in the Hippolytus.
$€-a1pém: see dporpéw (line 44) with two accusatives.

70 x0%0° = xoi ofte (continued by 0’ = e and 1’ = ¢ in line 71). xépic:
favor, gratitude. The theme of a person being forced eventually to do a
requested deed is a fopos (recurrent theme) in Greek literature. The
earliest known example is the story that Phoenix tells Achilles about
Meleager in fliad 9.529 ff.

71 8pda: do. dpoimg: all the same. drexBbévopot, dneyxdnoopor: be hated
by, incur the enmity of.

72 The repetition of &v is common. mAéov AapPéve: gain an advan-
tage, make progress.

73 xdreiorv = koto- + el (for conjugation see note at 65).

74 <k oteiyw: go, come. éni + accusative, for, afier (of the object sought).
xatapyopot: “begin the rites.” <+ Eigog, -ovg, 16: sword. Review -og, -
ovg neuter nouns of the third declension:

0g
-0ug -®v
-1 -£61
-0g -n

75 1epdg, -G, -0v: sacred, sacrosanct. The masculine adjective is some-
times used even though the specific subject is feminine. This is known
as the generic masculine.

76 8tov = obrvog fr. otic. Other alternate forms: @rvi = 8te; Gvivay
= &rov; oloTior = §roig; drva = Grta. Eyxog, -ovg, 16: sword. kpdc, kpatdc,
8: head. dyvile: sanctify, consecrate. 0pi&, tpixde, f1: hair Thanatos cuts
the hair of his victim, dedicating her to death and making her the sacri-
ficial victim. Mourners cut locks of hair in mourning for their loved
ones. In this way Alcestis also becomes one of her own mourners.
Death’s closing words explain the silence of Alcestis at the end of the
play, thus making a virtue of necessity. This is a two-actor play, and the
role of Alcestis is taken by a nonspeaking supernumerary (xogov) in
the exodos. In fact, then, she is not the same person (actor) who plays
the role of Alcestis in her death scene, but she wears the same mask
(npbowmov, character = mask) and is Alcestis (or not as some readers inter-
pret the scene, believing that the woman returned is not really the
same one who died in the second episode). Heracles is the one who
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feels himself the extra when it is finally straightened out just who is the
couple in that final scene.

At the end of the prologue, Apollo and Death make their separate
exits. Apollo moves away from the house back to the world of the gods
after his excursion into the human arena. Death’s exit is an entrance
into the house where the real action is taking place. The entrance of
Death means that the hidden space (the dead end; see Padel in
Winkler and Zeitlin 1990, 343) is to be the site of dark and mysterious
rituals. Apollo tells the audience that Alcestis is breathing her last and
that he must escape in order to avoid the pollution of the dying breath
(20, 22). In the first episode, the Maid will fill in more details about
what is going on in the house, but far from heroic feats, these actions
turn out to be as mundane as what goes on between the walls of
anyone’s house.

IMPORTANT WORDS TO LEARN IN THE PROLOGUE

Words for house (often in the plural) and words for relationships:

dopato (sg. ddpo)

oikog

otém (roof)

d6pog

néhaBpov

nooig, avip (husband)
dauap -optog, yovn (wife)

Words related to death:

Bévarog

Ovndg (mortal)

kteive, xotoxtetve (kill)

Oviioko

vekpoc, véxvg (body, corpse, dead person)

yuyoppayéw (breathe one’s last)

Evepor (the nether gods)

véptepog (of the lower world) ot véptepot = ot kot xBovog Beoi
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uopog (death, doom)

¢Bive (or ¢Biw) athematic second aorist middle 2¢Biunv (perish)

GAlopt, OA®, dAeca (second aorist @Aopnv) SAwAoe active destroy, kil
lose, middle perish, die; perfect AwAo. be dead, be ruined

06ntw, aorist passive étdonv bury, perform funeral rites

"Adng or &dng, in tragic lyrics sometimes ‘Aidag (for declension
see note at 5)

PARODOS (77-135)

The entrance song of the Chorus is called the parodos. The path by
which the Chorus entered was a passageway also called the parodos (or
eisodos). There was a parodos on each side between the audience’s
seats and the front of the palace (represented by the skene). The
Chorus enters singing anapestic verses in which they wonder whether
Alcestis is still alive or not (77-85). The Chorus traditionally entered
to an anapestic meter because it was considered natural for marching.
They usually sang the entrance song in unison. In the margins of the
manuscripts to this play, however, anonymous ancient scholars (the
scholiasts) comment that this particular Chorus is split into two halves,
although the manuscripts do not agree in the lines they assign to each
of the two halves. The following strophic stanzas seem to be split into
even more than two. In fact, a curious phrase in one of the ancient
hypotheses has been read “There are five choregoi (Chorus leaders)”
on which Murray comments “Et sane videntur quinqgue choreutarum prae
ceteris eminere, cl. vv. 86 sqq., 213 sqq, 872 sqq., 888 sqq. ” (“And five of the
members of the Chorus clearly seem to stand out from the others.”)
The passages listed are places where different members of the Chorus
interject their comments. In the text, a dash (—) shows a change in
singer or speaker.

After the anapestic entrance, the rest of the choral ode is a choreo-
graphed dance in the orchestra (dancing area). The usual structure
of choral odes consists of strophic pairs. The first stanza is called
strophe and is followed by an antistrophe. The strophe and
anstistrophe correspond metrically, that is, they have the same number
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of syllables and a nearly identical arrangement of long and short sylla-
bles. (Measuring meter by length of syllables is characteristic of ancient
Greek verse, as opposed to alternation of stressed and unstressed sylla-
bles as in English and many modern European languages.) It is
believed that during the strophe the Chorus sang and danced
proceeding in one direction, usually to the right. While singing and
dancing the antistrophe, they executed a reverse movement in the
opposite direction that would bring them back to their spatial starting
point. The meters of the strophic pairs are complex and lyrical,
allowing the playwright to create exquisite dances. A noteworthy
feature of this ode is the anapestic dialogues in the second half of the
first strophic pair (93-97, 105-11). The last four lines of the ode
(132-35) are essentially anapestic and thus form a nice closure to the
opening anapests.

The question and answer technique gives us needed information, in
particular, the information that the citizen body, represented by the
Chorus, is aware of what Alcestis has undertaken to do for her husband.

Setting the strophes and antistrophes side by side may help us visu-
alize the possible dance steps and gestures or see correspondences in
content.

PARODOS

— Why this silence at the gates?
— Why is the house of Admetus hushed?
— But no friend is near
who might tell whether she is dead,
and we must mourn our queen, or living still
she sees this day’s light, the daughter of Pelias,
Alcestis, by me and everyone else
judged the best a wife
could be to her husband.
Strophe A (86-97): Antistrophe A (98-111):
—Does anyone hear sounds of —Beside the gates I do not see
mourning
or the beating of hands within the the spring water that is the custom

house
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or moaning as when the end has
come?

—No, and there is no attendant
posted at the gates.

If only, amid the waves of disaster,

oh Paian, you would appear.

—If she were gone they would not be
silent.

—She is dead now.

—DBut not gone from the house.

—Why do you think so? I am not so
confident. What makes you sure?

—How could Admetus have buried

his noble wife without mourners?

Strophe B (112-21):

—DBut there is no place left on earth

where anyone, by sending
a ship’s voyage, either to Lycia

or to the waterless

altars of Ammon,

might save the life

of the unhappy woman. For the
untimely end of her

life approaches. By the hearths of the
gods

there is no priest burning sheep

I may approach.

at the gates of the dead.

—No cut lock of hair is at the front
gates

which falls in mourning

for the dead. No young hand

of women can be heard beating.

—And truly this is the fated day . . .

—What is this you say?

—On which she must go below.

—You have touched my soul, you
have touched my heart

—When the good are worn with
misery

all good people

must grieve with them.

Antistrophe B (122-31):

—DBut he alone . .. if only he were now
seeing

this day’s light with his eyes,

Phoebus’ son, then leaving

the shadowy places and gates of
Hades

she might come back.

For he used to raise the dead

until the Zeus-cast

bolt of blazing thunder took him away.

But now what hope
of life may I entertain?

—All is over for the royal family;
at the altars of all the gods

full sacrifices are streaming with blood.

But there is no cure for these ills.
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*#* In the lyrics, long o. commonly, but not without exception, replaces 1.

The following are the opening anapests. The best way to understand
the meters is to read or sing the songs aloud, paying attention to the
longs and shorts and the tones.

77 o - e

78 e - e

79 - e

80 ~ e e

8l ~~ (counting ewo. of facilerav as one syllable)
82— o

83 - -~ -

84 — -~

85 e e

77 11 ®08": t{ why? ndte is common in questions as an intensifier, “why
on earth?” or “why in the world?” npés8ev: adverb and preposition
with the genitive, before, in front of. Notice how the focus on the house
continues (uehéBpav, 77; 8éuog, 78).

78 ovydo: be silent. Note the force of the perfect referring to the
hushed state of the house.

77-78 These first two anapestic lines give important information. The
Chorus finds the quiet that seems to attend Alcestis’ dying a disqui-
eting surprise, which indicates that the silence is unusual and that the
house is generally quite noisy. That the house was usually a party scene
is alluded to by Apollo, who, according to the myth, got the Fates
drunk while living under Admetus’ roof (12, cf. 33-34). Admetus’
explicit promise to put an end to the playing of the barbitos and singing
to the music of the flute (343-46) would hardly be necessary if music
and partying were not customary in the house. The Chorus’ assertion
that the house was “open to guests and liberal” (moA0&evog xai
#edBepog, 569), their description of Apollo’s lyre-playing while he was
living there (569-87), and the fact that Heracles, who was a known
reveler, chose to come to Admetus all indicate that Admetus’ house
was a well known party scene. In Plato’s Crito, the Laws of Athens,
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appearing to Socrates, mock him for considering escaping from prison
and immigrating to Thessaly, a place characterized by lawlessness and
license (53d). Thessaly must have still been known as the party capital.
The Laws ask Socrates, 1i nowdv f| edyodpevog (feasting) év Oetrodiq, Gonep
émi Selnvov dmodednunkdg (having made a journey) eig Oettaiiov; (53e).
What sounds does the Chorus expect to hear now? Perhaps not the
sounds of music and drinking, but of mourning. Women traditionally
are the mourners, but in this play the Chorus of older men substitutes
for female grievers. Men are needed to turn our attention away from
Alcestis, the natural focus, to Admetus whose play it becomes at the
death of Alcestis, if not before. The parodos focuses on Alcestis, espe-
cially her liminal status (between life and death) in which she remains
throughout the drama. After death people were thought to be in
transit between the worlds of the living and the dead for three days.
The Chorus anticipates even this, by placing Alcestis already in Hades
before she has actually breathed her last. At the end of the drama, her
convenient silence suggests that she remains in the shadowy area until
the three days are up. Here the silence is disturbing; later the more
usual sounds of merrymaking will be equally upsetting in the second
Heracles scene, which is almost like a second prologue, played in the
absence of the Chorus, with a monologue followed by a dialogue and
two exits, one into the house and the other into the country.
79 néloc: see line 24.
80 wmoétepov: introduces a double question. In indirect questions such
as this one, translate whether. pBivo (¢0iw): see line 55.
82 +* Aebvoocw: see.
85 ei¢ with ndoiv: toward.
86-111 The strophe and antistrophe share the same metrical scheme
but do not have to correspond thematically. In this ode, however, the
first strophic pair consists of eight reflections of which the last five are
in dialogue form (93-97, 105-11). It makes good sense that each one
of the statements was uttered by a separate group or an individual from
the Chorus. They wonder about Alcestis’ condition, namely, whether
she is dead or alive (86-97):

1. Have the usual sounds of mourning been heard from the
house?
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2.

Ao

0 3 O Ot

There is no maid at the gates to give information about the
queen’s demise.

. Apollo’s help is being invoked.
. If Alcestis were dead, there would not have been such a

silence.

. No, she is a corpse by now.

. But her body has not been carried out to be buried.

. How would you know?

. Admetus would not have let her burial be carried out without

mourners.

The antistrophe (98-111) is composed of eight reflections as well:

1.

L 3 O O W~ Q0

There is no spring water placed before the gates, as is the
custom when a person is dead.

. Nor shorn hair lying at the doorway as a sign of grief for the

dead.

. No women’s breast-beating hands are heard.

. This is the fated day . . .

. What fated day?

. For Alcestis to die.

. This news touches my heart.

. When the good are wasting away, all good people must grieve.

Strophe and Antistrophe A:
86,/98 v———m

87/99 - —-——-

88/100 —~——-

Diggle’s stichometry:

00 pitv 008 T1¢ dueudrov (89) / yoitoe t” obitic éni mpoBiporg (101)
89/101 - - —~—~-

otatileton duei todog (90) / topoiog, Ta &M vexbov (102)

90/102 v = === / v — o

el yop petoxoipwog &tog (91) / mévBer nitver, 006¢ veoraia T (103)
91/108 - —~—~—

92/104 - - — -

93/105 - —~—~—
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94M/106 ~~- - (Murray’s text)

94— 107 - e e o -
95 <o - oo o = 108 o = oo —
96 v — e - 109 — v
110 -~

86 i kAVw: hear otevaypdg: groaning.

87 xtbdmog: crash, bang, noise, sound (made by mourners beating their
breasts or heads). See Aeschylus, Choephoroe (Libation Bearers) 23,
0&byept ovv ktOne. For examples of loud scenes of mourning, see the
ending of Persians, and the parodos of Choephoroe, and especially the
kommos (306—-499) of Choephoroe. c1éyn: see line 23.

88 ybog: lament, weeping, wailing (also a prominent word in Choephoroe,
330, 449). dg mempaypévov: genitive absolute, “as though everything
were over.”

89 pdv = pfv. dpeinodog, -ov, \: servani, attendant.

90 oratila: station. moAag: gates (cf. 98, 100; also 752, 829). The repet-
itive use of the word pulai here is important. The best known gates in
ancient Greek culture are the gates of Hades, which, of course,
symbolize death. Indeed, already in line 126, the Chorus sings of the
gates of Hades. Through the early introduction of Heracles by Apollo,
Euripides also suggests an equation between the gates of Admetus’
palace and those of Hades, and, by extension, the identification of the
house with the murky Netherworld. Other than the demigod Hera-
cles, Theseus (with Heracles’ help), and Orpheus, whose mission to
rescue his wife failed, no Greek managed to pass through the gates of
Hades and come out unscathed. Besides bringing back Alcestis, Hera-
cles on other occasions rescued Theseus from the Netherworld and
subdued Cerberus with his bare hands. In the Heracles of Euripides,
the protagonist, after finishing all his labors, has just relived them in
killing his wife and children. Waking up in the scene of slaughter, he
believes he has returned to Hades and is only saved from despair by
Theseus. We might also think of Achilles’ famous remark in Iliad
9.312-13:
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x0pdg Yép pot keivog dudg Aidoo mbAncty

8oy’ repov pév kedBn évi peciv, EAho 8¢ eimn.

I hate that man as much as the gates of Hades

who hides one thing in his heart and mind but says another.

91 ei yép: introduces an optative of wish (or optative optative), “If
only!” petaxbdprog: between the waves (of ). &t = &t disaster, misery; also
the blindness that causes it or is caused by it.

92 Maiév: Apollo in his function as a Healer is invoked by the term
Paian (Healer Apollo). The invocation to Apollo whose machinations
have brought about Alcestis’ premature fate is laden with irony. (Cf.
the Chorus’ call to Artemis, the chaste goddess, to help Phaedra,
Hippolytus 141-50.) The fact that Apollo shares this title with his son
Asclepius connects this invocation intimately with the underlying myth
of the plot. paveing: fr. goive.

93 tév =1018v. pB1pévne: genitive absolute in a condition, “if she were
.. .7 (The form is an athematic aorist middle/passive participle.)
¢ordnov: fr. cuondw, condition contrary to fact (see review of condi-
tions at 357-60).

94 The ekphora, the carrying out of the dead, usually takes place in the
early morning of the third day after death. The suggestion, therefore,
that Alcestis has already been carried out is quite improbable, espe-
cially given the fact that the chorus members know that today is the
fated day. ppoddog: adjective, gone.

95 adyéw: boast, pride oneself in. Qapodve: encourage, give confidence (see
318).

96 Epnpog: deserted, lonely, solitary. tdgog: funeral rites, burial, tomb, grave.
96-97 Murray (following Hartung) notes a one line lacuna between
these two lines.

97 xedvég: noble, cherished. Review the declension of yuvi:

yoviy Yovoikeg
yovaikdg Yovok®v
VoKl vouéi
Yo
YOVOIKo, YOVaIKOG
Oval VaiKe
Y S

98 mépoiBe: + genitive, before, in front of.
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99 mnyaiog: of/from a spring. g vopilera: as is the custom.

100 xépviy: water for purifying the hands. ¢0116¢: dead.

101 xaite = yaim hair mpéOvpov: front door (often in the plural,
perhaps because the doors were usually double).

102 topaiog, (-a), -ov: adjective of two or three terminations, cut.
Cutting the hair in mourning was a Greek practice. See the opening of
Aeschylus’ Choephoroe where Orestes cuts two locks, one a thank
offering to Inachus, the local river god, and the other in grief for his
father (6-7):

... mhdxapov’ Ivéye Bpenthpiov
Tov Sebdtepov 8¢ 16vde mevBntpLov.

The lock he puts on the tomb is soon found by his sister Electra, still
unaware of his return, and becomes the focus of a touching scene of
recognition (beginning at 167):

op® Topaiov TOv8e BéoTpLYOV THO®.

& =1 (referring to xoita). ¥ véxvg = ** vexpdg corpse, dead person.

103 <t névBog: mourning, grief. mitveu: a substitute form for rinter when
the penult is required to be short, because a mute (i.e., a dental t, 9,0,
labial =, B, ¢, or palatal k, v, x) before a liquid (A, p) or nasal (u,v) does
not necessarily make the syllable long by position. (See the note on
scanning iambics in the Introduction.) veoAaia: young. (In other
passages, veoAoia is a noun meaning “a band of young people,” but
perhaps it is used here as a feminine adjective from an earlier adjective
form.)

104 dovméwm: sound, resound.

105 <+ xdprog: authoritative, appointed (see line 158 and note). -+ fpap,
firatog, 16 = Huépo.

106 adddw: say.

107 poAeiv: fr. ¥ Euodov (see line 52). 6ge = adtiv (see note at 16).
108 Oivyydve: aorist Edvyov, touch (with genitive). < epiv, ppevdg, 0:
heart, mind, senses (used both in singular and plural).

109 tdv &dyaBdv drakvoropévav: genitive absolute. Literally “when
the good are grated to bits.” Svaxvaia: scrape away, grate through, wear
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away. It is striking that Alcestis’ demise is depicted as a fading away, her
strength drained as if life were being sucked out of her (cf. 19-20). It
is interesting that men are sometimes depicted as dying in the bloom
of youth without becoming debilitated and withering first. Cf. Cleobis
and Biton (Herodotus 1.31) who died in their sleep in the bloom of
first youth.

Strophe and Antistrophe B:

112 - — - 122 e
113/123 ——- -
114/124 - - —-
115/125 -~

116 - —-[-] 126 - —-
117/127 - - ~~ -
118/128 - —~—m
119/129 - ——~—-
120/130 —~—/ -
121/131 —~—- -

132 —~ e e -

133 - e -

112-31 The first stanza (112-21) of the second strophic pair runs
thematically from the general to the specific, as is common in choral
songs. The Chorus first considers sending a boat out to various oracles
to try to save Alcestis. Their extravagant imagination wanders as far off
as Lycia and Egypt, but they end the stanza thinking of the possibility
of approaching any available priest. Between the farthest and the
closest possible helpers they would like to approach in order to save
Alcestis, they repeat their certainty that her death is approaching. The
antistrophe (122-31) on the one hand advances the assumption that
Alcestis’ demise is irrevocable, because the only one able to save her
would have been Asclepius. On the other hand, the mention of Ascle-
pius links the ode neatly to the prologue and its mythic background.
The prominence of Apollo, whether through his oracle or through the
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mention of his son, again raises the curiosity of the audience, because
of the contradiction between Apollo’s proclamation about Alcestis’ fate
and what the Chorus knows and what Death has announced. The fact
that her only savior might have been Asclepius, who as a physician
brought back the dead, reasserts the idea that one cannot die “healthy.”
Death implies illness or wounding.

112 vavxAnpio: a voyage by sea.

113 afog: a poetic form for yoiag, partitive genitive with drnov (whither,
to what/which place).

114-16 The Chorus refers to two oracular sites. The first is Apollo’s in
Lycia, specifically his oracle in Patara, on the south coast of present-day
Turkey. The other is that of Zeus Ammon (Amen-Ra) in Egypt (116).
It is noteworthy that the Chorus prefers these distant oracles to those
more commonly consulted, Apollo’s at Delphi and Zeus’ in Dodona, in
order to underscore their dashed hope for Alcestis’ recovery. Even if
one travels to these far away places, no remedy for death can be found.
115 &vvdpog, -ov: waterless.

117 dvotdvov = dvotivou fr. Sbotnvog, -ov unhappy, unfortunate.

118 pépog: death, fate, doom. &métopog: cut off, unyielding (perhaps
because one of the Moirai, Atropos, cut the thread of life).

119 =AéOe = nehdlw approach. Eoxapa: hearth, altar.

120 #ye: in the sense of know.

121 punAo@btng: sacrificer of sheep. i moped@: convey; middle/passive
come, go.

122-27 The particle &v, expected in the apodosis, often surfaces in the
protasis. This anacoluthon (syntactical inconsistency) between the
subject of the protasis, Asclepius, and the subject of the apodosis,
Alcestis, conveys the bewilderment of the Chorus, further expressed
in the aorist of rpoAnods’ AABev, a contrary to fact condition, that is, an
unattainable possiblity: “would she have left the shadowy places and
the gates of Hades.” The despair of the Chorus is so deep that the aorist
implies that not only is Alcestis dead, about which the Chorus was just
wondering in the beginning of their ode, but that her soul has already
gone to Hades. This illogic dramatizes further the Chorus’ uncertainty
as to the condition of Alcestis as they move rapidly from confidence to
despair with no middle ground.

123 8épropar: perfect 8¢8opxa, see. Sedoprax fiv is a periphrastic pluper-
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fect. The perfect is often used of a state of being; here the pluperfect
acts as an imperfect in the contrary to fact condition.

125 oxdti06: dark.

127 3pabBévrag: fr. dopdlw subdued, tamed. A metaphoric or euphemistic
term for “the dead.” It is also a probable play on the name A-dmetus,
which means “the untamed/unsubdued one.” &viotn: fr. dva + Tomu.
128 eile: fr. aipéo. S18Podog: Zeus-cast, hurled by Zeus.

129 mAfixtpov: striker, weapon, bolt. xepoadviog: of a thunderbolt.

134 aipdppavrog: blood-sprinkled. tANpng, -e¢: full, full of.

135 A palindrome (a line that reads the same backward and forward)
in sound and meter. The meter is exactly the same as in the last line of
the play. &xog, -0vg, T6: cure, remedy.

FIRST EPISODE (136-212): CHORUS AND MAID

The Maid (Bepdmarve) is a kind of messenger, called the é&dyyehog, who
reports activities in the house. Often these are terrible and violent
deeds (such as Oedipus’ self-blinding in Sophocles’ Oedipus Tyrannus
or the suicide of Eurydice in Antigone), but here the servant reports
on the most mundane of happenings—washing, dressing, talking to
the family and slaves—made more worthy of drama because Alcestis is
doing these things for the last time. Still, the absence of drama in the
reported scene may be another instance of the general parody of
tragedy in the play. In this way we are introduced to Alcestis before we
actually see her and are told what to notice about her in her scene.
136 6madoc: servani, attendant.
137 3axpuvppotéw: shed tears, weep.
138 < nevOéw: mourn, grieve.
139 ovyyvactdv: it is excusable. Epyvyog, -ov: (yoyn) alive.
140 8AAvpu: destroy; middle perish, die, second perfect SAwAo. be dead.
eidévau: fr. +¥ oido.
Forms of 0ido. to be familiar with:

Perfect (with present meaning)

ol {ouev infinitive ei8évon

oiobo or oldog fote participle £i8dg

01de {oaot
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Pluperfect (with imperfect meaning)—third sg. fide1(v)
Imperative—second sg. o6 third sg. {fote
141-42 Perhaps Euripides pokes fun at all of us. We all hover between
life and death, as the Greeks were fond of saying. Alcestis is in a certain
way more fortunate than the average person (or some people might
say less so), because she knows when she is going to die.
141 {doav: fr. (4o (see line 81, §j {@c’ #n). {doav kol Oavodoav: the
liminal status of Alcestis, hovering between life and death, is stressed
throughout the play. In her scene (the second episode) she is literally
liminal at the house door, where in fact most of the action of Greek
plays takes place. €671 accented this way, “it is possible.”
142 adtg = 6 adtdg. Notice the masculine used in the generic ques-
tion. Review the uses of a01dg:

1. In all cases, adt6g can mean -self.
Whose self depends on what it agrees with: ab10g / adm
BobdAer todto mpdrtewv; (“Do you wish to do these things your-
self?”) If used with a noun, the intensive odtog (meaning
-self) goes into the predicate position: odt | yovi “the
woman herself” or f yovi avtf “the woman herself.”
a0tég may also agree with a pronoun or with the unex-
pressed subject of a verb: abt0¢ €pn “he himself said (it)” (cf.
the Latin expression ipse dixit).

2. In all cases, after the article (i.e., in the attributive position)
odTég means same: navieg eidopev THY ovThy yovaike. “We all
saw the same woman;” fj et (obth) “the same woman;” o
ad1og (obtog) “the same man/person;” tovto o adTé (often
seen as tadto tavtd by crasis) “these same things.”

3. In the oblique cases, ad10d his, adtiic her, odTo ils, adTOV their
go into the genitive and are put into the predicate position.

BAénw: aorist #BAeyo, look, see, be alive. At least since Homer, the Greeks
equated seeing the light with life. The notion of sight and life will recur
repeatedly in the play.

143 wmpovaeni, -&¢: face forward, leaning forward, stooped. yoxoppayei: see
line 20. Alcestis’ physical state shows how close she is to death. The idea
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of death being related to feebleness is emphasized once again. When
the Maid describes Alcestis’ actions, this notion of debility will be strongly
negated by Alcestis’ acts before she became feeble.

144 oiag olog: Play on different forms of the same word was greatly
appreciated by the Greeks. It is interesting that the Chorus members
do not commit themselves to an explicit praise. While Alcestis is clearly
admired for her act, they say of Admetus merely “of what kind” he is,
which has yielded many interpretations. &poaptéve, dpopticopat,
finoprov, ipdpinko: miss the mark, make a mistake, lose (see Iliad 6.411,
oed doopaprodon, “when/if I lose/have lost you”). The verb auopréve
seldom means “be bereft” or “lose,” but usually intimates a mistake,
failure, or fault due to “missing the mark.” The Chorus’ gently hinted
criticism of Admetus is picked up more abruptly by the Maid in her
immediate answer. It is noteworthy that this verb occurs nine times in
the play. Only the Hippolytus, which is longer by 26 percent, has a
higher occurrence of the base hamart (fourteen times). What is espe-
cially interesting, though, is that the word is used in the Alcestis without
any moral overtone of guilt or fault. In about half of the cases, it refers
to a simple failure or mistake. Pheres’ refusal to die for Admetus is indi-
cated by the verb &uoaptéve (709, 710), Admetus’ possible remarriage
will result from an error of his mind (&uoaptéver, 327), and Heracles
uses the word hamartia to describe both his possible failure to recover
Alcestis from Thanatos and Admetus’ refusal to admit the woman he
brings to his house (850, 1099). The underlying meaning is thus an
error or mistake. The other four uses of the word all refer to Admetus’
bereavement of Alcestis (144, 342, 616, 879). Set against the word’s
other uses, its use here suggests that his loss or bereavement was also
a mistake, an error of judgment and failure on Admetus’ part in
refusing to die. Euripides had several other verbs at his disposal to indi-
cate Admetus’ bereavement, and he uses them in the play: otepéw (200,
297 622 of Pheres), dnootepéw (378, 384, 689), duniaxickm (242, 418,
824, 1083), and povém (296, 380, 652). Still he chose to use dpoptave
as well. In none of the other extant tragedies is the verb used to indi-
cate the bereavement of a dear one. By using this particular word,
Euripides indicates to the spectators that Admetus’ loss of Alcestis
results from a mistake on his part.
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By using apapravewv, Euripides explicitly melds Admetus’ error of

asking Alcestis (or anyone) to die instead of him with his unconscious-
ness that this is, in fact, an error. He does this by allowing Admetus
himself to use the verb auoapréve to mean losing his wife. That is,
Admetus uses a verb that the audience connects with the commission
of an error, without the awareness that he is making a mistake or that
in so doing, he casts himself in the role of a hero about to fall. The
impact of this doubly “unconscious” use is both provocative and abhor-
rent. It gives the impression that he admits his culpability in the death
of his wife. Yet as his character unfolds it becomes clear that he is
unaware of the magnitude of the ethical impropriety of asking another
human being to die for him. Euripides thus succeeds in allowing
Admetus both to admit and not to admit his responsibility for Alcestis’
death. A century later, Aristotle will talk about kamartia as the protago-
nist’s “tragic flaw” (Poetics 1453a). We have no evidence for the usage of
this word as a term in literary criticism in the fifth century B.c.E., but this
coincidence and other occurrences of the root in the play do raise the
question of whether the term and the idea of tragic flaw were not
somehow debated and discussed in the intellectual circles of fifth-
century Athens. It is difficult to imagine that Aristotle’s terminology
came out of nothing.
® tAfipov: refers to Admetus. ** tAqpav: unhappy, suffering, enduring.
*+ olog: of what sort, whata . . . !
145 < oB¥me: not yet. 018¢e: The Greek language has a variety of verbs to
denote knowledge (eidévan, éniotacBor, yryvdoxew, yvopilew, povBdvew).
The verb &eidévon stands out from all of them by denoting knowledge
based on sight. oida (related to eidov and Latin video) means “I have
seen something and therefore I have the knowledge of it.” The Maid’s
choice of verb continues her focus on Alcestis’ visible condition in line
143: “The master doesn’t know this yet, not until he experiences it.”
At the same time, she obliquely voices a criticism of Admetus, who
cannot grasp what is happening physically to his wife, even though he
sees it, and will become aware of her death only when it happens. It is
intriguing that Euripides has put this covert criticism of Admetus right
after the use of the verb dpoptéve in line 144. npiv &v né0q: nplv = until
(with the subjunctive referring to the future after a negative clause, see
Goodwin and Gulick, 1486b).



NOTES AND COMMENTARY 83

146 < ovkét1: no longer

147 menpopévn: see line 21 and note. Bréfo: force, compel. Brélerar:
although the subject of the verb is day, it is once again the force of
inescapable death that is brought out. Indeed, death comes perforce;
it is by no means gentle.

148-49 & mpéogopa: “the offerings.” In her answer, the Maid focuses
only on the dress Alcestis “will wear” when her husband will bury her.
Since it has been noted in line 145 by the Maid that Admetus is still
oblivious to the developing situation, it is likely that Alcestis herself, as
macabre as this is, has prepared the clothes in which she will be buried.
We may possibly read a note of sarcasm into the Maid’s comment that
Admetus will bury his wife in this ready attire. Bringing Admetus to the
fore here is part of the tragedian’s strategy. The unique circumstance
of Alcestis’ knowing the day, if not the exact hour, of her death, allows
her to do for herself the things the family (usually the women) do for
a deceased relative—the bathing and dressing of the body.

148 odxovv: see line 60 and note. T& mpéoQopa: suitable preparations.
KPAGO® = TPdTTO.

149 < Erowpog: ready. svv-0dntw: bury (along) with. It was customary
to bury objects along with a person’s body, such as ceramic pots,
jewelry, and favorite belongings.

150 Yote: third singular imperative, “let her know” (with indirect state-
ment using the participle). See note atline 140 for a review of the forms
of 0ida. Verbs of “knowing” and “showing” often take the participle in
indirect statement (see Goodwin and Gulick, 1590-95). <+ edbxAenc: of
good fame. kota-Bviicke, xatabavodpar = dnobviicke.

151 paxp®d: by far

152-53 é&piown: Alcestis is repeatedly referred to as apiom (83, 151,
9235, 241, 442, 742, Chorus; 152, Maid; 324, Alcestis; 899, Admetus) and
xedvi (97, Chorus). The emphasis on Alcestis’ nobility and glory yields
her an almost Homeric kleos, the glory that is won by heroes on the
battlefield, and only by males. On the other hand, by not awarding
these epithets to Admetus, Euripides marks him as a nonhero. The
epithet kedvi, since the Homeric epics, denoted the wife’s concern for
her husband’s well-being as reflected in the satisfactory running of his
household. The term is applied to a wife who fulfills her domestic
duties in an appropriate manner. She oversees the household slaves,
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supervises the weaving (which women of all classes, even some god-
desses, engaged in and through which they contributed considerably
to the domestic economy) and so forth. Cf. H. Roisman 1984, 53-54.
The dressing scene may also be reminiscent of epic scenes in which
the warrior arming himself is described in detail before he distin-
guishes himself on the battlefield.

Alcestis’ lack of faith in Admetus, manifested explicitly in lines 181
and 314-16, is foreshadowed here. It is the function of one’s imme-
diate family or friends to adorn the dead, but Alcestis does it for
herself. She picks her garment and dresses herself in befitting fashion.
The theme of Alcestis’ proper adornment resurfaces when Pheres
shows up with finery for her corpse (618-19).

152 évavtidopar: oppose.

153-54 “What would the woman surpassing her have to do [or be]?”
vrepPaAdla: surpass.

155 mpo-tipdoa: with év-dei&onto. Verbs of “knowing” and “showing”
usually take the participle in indirect statement. See line 150 and note.
Vep-: on behalf of, for.

156 < énictopar deponent athematic verb, know.

157 <+ dpda: do. ¥ xAMb@: hear. Alcestis’ personal slave describes her
mistress’ activities in the house. This description of details from the
scene Apollo has just left and mentioned in passing makes the appear-
ance of Alcestis more real to the audience. These activities are more
suited to narrative than to the stage—too many things are happening,
there is too much movement from place to place, and too many char-
acters are involved for effective staging.

158 fioOero: fr. ** aicBavopon. <t kOprog: having authority, appointed; as
a noun, lord. Every woman, at all times of her life, was under the
guardianship of a xbpiog. From her father, she passed to her husband
or a brother; a widow went back to her father or was in the charge of
her son or another relative. Her children were Ais and would return to
her husband’s family if she remarried, unless nobody claimed them.
159 fixovoav: fr. < fixw have come. $8ac: fr. *i+ $8wp. notdprog, (-a),
-ov: of a river. hevxd¢: white. Ypdg, xp0ToG, 6: accusative xpdro or xpoa,
flesh, skin.

160 Aode: wash. ¢k 8’ ELodoa: tmesis for éEehodon (fr. é€opém). Tmesis
(“cutting”) is the separation of the prefix from the verb. It is common
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in epic poetry and may represent a linguistic stage when the prefixes
were separable, working as the adverbs they originally were. ké€8pivog:
of cedar (x£dpivor dopot refer to closets or chests made of cedar).

161 20601c, -fitog, ©: clothing. ednpende: becomingly. foxNoarto: fr. dokéw
“she adorned herself.”

162 Hestia is the goddess of the hearth, She was of special concern to
women, because they were grounded at the family hearth. otaoa: fr.
fotnui. mp6cBe(v): + genitive, before. kot-gdyxopa: fr. <k ebyopon pray.
163 déomoiva, -ng, N: mistress, lady of the house. This is an appropriate
term of address to Hestia because the root is dem-, the Indo-European
root for home.

164 movbdotatov: for the very last time. npoc-mitva: fall before; <& nitve =
ninto. 3 aitéw: ask, beg.

165 < téxvov: related to ¥ tixte child (see lines 270, 272, 294, 305,
309, 313, 318, 377, 379, 389, 465, 514, 614, 620, 820, 947, 1136).
dpoavedw: take care of orphans.

166 ov-Ledyvopr & Cebyvopn yoke, unite. <+ &Aoyog, 7i: wife (see lines
242, 473, 599, 876, 880, 917, 998, 1095). ¥ yévvaioc, -a, -ov: noble
167 % texoVoo: fr. Tixtw mother (see lines 16, 290, 338, 469, 517, 637,
638, 661, 865, 958).

167-68 Alcestis prays to Hestia for her children not to die before their
time, as she is about to do. One may wonder whether she fears that
Admetus might one day ask his own children to die for him when his
time comes up again. She also prays for a loving wife for her son and
a well-born husband for her daughter. The children are much on her
mind in this imagined scene behind the house door, as they will be in
her onstage scene. She does not mention Admetus in her prayer.
168-69 The infinitives depend on 86¢ “grant that” (aorist imperative
of 318w, supplied from the context), or on an understood “I ask you
(not)” (see line 50).

168 &wpog, -ov: &- + dpo untimely, before their time.

169 teprvdg, -n, -ov: happy, delightful. ExnAficar: fr. éx-nipndnw fill out,
complete.

170 < Bapdg, -09, o: altar (see lines 138, 973, 1156).

171 xé&éoreye = xai éEéoteye fr. éxotéom crown, adorn with garlands (cf.
otégavog crown, garland fr. ctéew to put around). xpoono&ato: fr. ebyopon
pray. See xatndEarto (162).
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172 “cutting foliage of myrtle branches.” nt6p8og: a young branch.
drooyifo: cut away, cut off. popoivn: myrtle. 9OPn: a lock of hair, mane
(line 429), foliage (of trees or shrubs). Myrtle, an aromatic evergreen
shrub, native to the Mediterranean, was (and still is) a favorite plant for
various kinds of ceremonial decoration. It was sacred to Aphrodite. In
Euripides’ Electra, it is mentioned (at line 234), significant by its
absence at the tomb of Agamemnon. At 511-12, the aged family
retainer tells of coming upon the tomb of Agamemnon and honoring
it with wine and myrtle:

onovddg 1e, Moag doxodv ov eépw Eévorg,

goneroa, TOpPo 8 dueédnka popoivoe.

I opened the wineskin I am bringing for the guests and poured
libations, and I covered the tomb with myrtle.

In the same play, Aegisthus cuts myrtle for a crown for his own head
(778) in preparation for his sacrifice to the Nymphs, at which he
himself will soon be sacrificed.

It may be significant that the slave speaks here of cutting “the hair”
(¢dPn) of the myrtle, as if the myrtle itself were one of the mourners
whose hair is cut at the death of the woman of the house. At 429 the
word is used again of the manes of horses that are also to be cut in
mourning for Alcestis throughout the land.

173-75 Lack of tears and lamentations on Alcestis’ part and her
preserving a lovely complexion in spite of death’s approach mark
Alcestis yet again as a Homeric hero despite her being a woman. In the
Iliad, the bodies of heroes, even when wounded or killed, neither decay
nor remain disfigured.

173 &xAav(c)tog: of two terminations like most compound adjectives,
without weeping. dotévaxtog: without lamenting. Todm16v = 10 émobv (fr.
Eneyu fr. elun) with xoaxév (174).

174 peBiotn: imperfect fr. peb-ictnm change. ypwtog: fr. ypdg (see line
159). ederdng: of beautiful form, fair.

175 b Emevta: then, next, after that (x8nerro = kol Enevta). ¥ BGAapog:
bedroom. ¢omecodow: fr. eio-nintw. < Aéyoc, -ovg, 16: bed.

176 évtadBa 31: then at last. ‘dGxpvce = 8ddxpvoe fr. Saxpdo weep.
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177 <k Aéxzpov: bed. -k EvOa: where, there. mapBéverog: of a maiden, virgin.
nopBévera xopedpata: virginity, girlhood.

178 mép1 (instead of nepi): the accent shifts back when the preposition
follows its case.

179 <k éxBaipo: hate. drndheoag: fr. <k dn-6AAvpw active destroy, kill, lose,
middle perish, die, perfect (- Shoio) be dead, be ruined.

180 pévnv: This is the manuscripts’ version (some editors emend to
uévov). As Dale points out (at 179-80), these lines are difficult. Alcestis
addresses her marriage bed, which symbolizes her marriage to
Admetus, and says that she does not hate it. The bed/marriage has
brought death only to her. It is possible that she opposes herself to her
children, not to Admetus. After all, Admetus’ thirst for life could have
brought an early demise to the children. ** mpodidwopt: betray, forsake
(see lines 202, 250, 275, 290, 659, 1059, 1096). éxvéw: shrink from, be
reluctant to.

181 Alcestis expects that Admetus will remarry. ¥ ktdopat: possess.
182 I cdopwv: virtuous, wise, modest, chaste. &v: implies a potential
optative. *i* pa@AAov: adverb, more (with sdepov and understood with
edtuxhc). {owg: perhaps. The servant’s direct quotation of her mistress
brings this scene to life. See Irene J. F. de Jong, “Three Off-Stage Char-
acters in Euripides,” Mnemosyne 43 (1990): 1-21.

183 xvvéw: kiss. * mitve = ninto fall. 3éuviov: bedding, bed.

184 “was soaked with a flood of tears.”

185 x6pog: enough.

186 < oteiym: go. npovanmng: see line 143 where the servant described
her mistress’ physical state as being both dead and alive.

187 moAAd: many times. ¢E10%0  fr. 8 + el (for conjugation see note
at 65). éneoTpaon: aorist passive énestpaeny, fI. én-otpépw turn back.
188 «&ppryev = xai Eppryev fr. pinte throw, hurl. %+ adbthv = sovthv.
+ adOig: again. < xoitn: bed. ¥ médAiv: back.

189 é€aprdm: compound verb + genitive, hang upon.

190 < xAoie: weep (see line 192). &yxdAn: arm, bend of an arm or leg.
191 &ondlopar: greet, welcome, embrace. &Ehhote GAAov: one after the other
og: with the participle, here “showing that” (Earle).

192 oixétng, -ov, 0: servant.

193 oiktipw: pity. de&id: right hand.
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194 mpo- + teiva: stretch forth, streich out. kaxég: here, low, base.

195 mpooeppfOn: aorist passive, as if of Aéyw; understand “by whom”
(Alcestis is the subject of both verbs).

197-200 The tragedy of Admetus, ensuing from his reluctance to die
and his allowing Alcestis to die for him, is gradually established in the
text. It is noteworthy that the Maid has hardly mentioned Admetus in
her lengthy speech, although we are just about to learn that he is
holding the dying Alcestis in his arms.

197 t&v = to1 &v. dAeto: fr. SAhop.

198 ¥+ &Ayog, -ovg, T6: pain, grief: <+ (¢n1-) AavOavopar: forget; hehfoeton
future perfect fr. AavBavopon + genitive forget.

199 A mov: surely, I suppose. Admetus has not been mentioned in the
servant’s speech except as master of the house with its sorrows, which
surround him in line 196. The Chorus brings him back into the picture
with this question. % stevélo: groan, bewail, lament.

200 + otepé: deprive.

201 < &xortig: wife.

202 Aiooopar: pray, beseech. <+ mpodidopv: betray, foresake, leave.
npododvar: Euripides’ use of the verb “to betray” in Alcestis’ address
to the bed (179-81), in Admetus’ words here, and in the subsequent
echo (250) highlights the theme of betrayal in the play (see W. Smith
1968, 40—41). IIpodidwut can mean either “to betray” or “to leave.” Even
if Admetus uses it in the latter sense, the other meaning is there as well.
In choosing it for Admetus, Euripides allows the audience to hear both
meanings and decide which better fits him. dufxavog: impossible,
without resource or device.

203 papaivopau: waste away. v660g, -0v, N: sickness. popaiverol vooo:
Alcestis’ death is not a quick one, like that of an epic warrior who is
mortally wounded in battle; rather it is described as a slow-moving
disease that sucks the life away from her (cf. line 236). While this is
happening, her physical ability is affected, but her mind is not.

204 mopepévn: fr. nopinm faint, relax (used here with the accusative of
respect). &0Avog: sad, wretched. Bépog, -ovg, T6: weight.

Between 204 and 205 a lacuna (or gap) has been detected. Of recent
editors, Diggle and Garzya delete the lacuna, and Kovacs adds a line.
205 ouikpdc = pikpdc. nvéw: breathe.

206 abdyn: ray.
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208 dxric: ray. The brackets around this line indicate that it is believed
to be an interpolation, perhaps a further explanation added by a
commentator. Many editors also bracket line 207.

209 mapovoio: presence.

210 -+ 1 adverbial accusative, at all. €d ppovéw: be in a good frame of
mind toward. xoipovog: king, ruler (see line 214).

211 edpevig: well-disposed.

FIRST STASIMON (213-37)

The focus of this short ode moves gradually from Zeus, the father, to
Apollo, his son, and eventually turns to Admetus, a human. The
Chorus is certain that both Zeus and Apollo can do something because
they have the power and indeed Apollo has already proven he can
interfere with Death. At the same time they are sure nothing will
happen. It is ironic that they suggest to Admetus a variety of ways to
die once he is bereaved of Alcestis, thus nullifying his desire to live at
any cost, especially at the cost of Alcestis’ life.

Strophe (213-25): Antistrophe (226-37):
—Ah Zeus, what way out of evils, how, —Woe ........
where
might there be a way? And release from Oh child of Pheres, how badly you

the fortune have fared,

that is upon our rulers? deprived of your wife.

—Alas! Will anyone come or mustI ~ —Alas, are these things not worthy of
cut my hair cutting one’s throat

and change into and more than enough to put one’s

neck

black clothes of mourning? in a high hung rope?

—It is plain, friends, plain, but still —For you will see

let us pray to the gods, not a dear, but the dearest wife

for great is the might of the gods. die on this day.

—Oh Lord Paian, —Look, look,

find a way out of evils for Admetus.  she is coming out and her husband
with her.
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—Grant one, grant it. For even —Cry out! Lament, oh Pheraian
before this, land,

you discovered a way, even now for the best of wives,

be a savior from death, wasting away with sickness

stop bloody Hades. and going beneath the earth to Hades.

Strophe and antistrophe

218 o o[ ]m 226 .. ... ..
914/997 « / — v
914b/928 ——~ / - -

915,/929 - -~ —

916/229b —~— — / « -
917/280 ~~—r -

918/231 o e

219 —om = e

982 <o v o

919b,/232b —~—- -

990 - —~ - 233 v

991/288b =~ / e [~ -
999/934 ~—emvme -

993t -~ 235 — ~ _

994,/ 986 ~—e e

995 /987 e

Notice long -o- for -n-.

The Chorus sings in despair over the coming death, moved by the
Maid’s description of Alcestis’ courage. They even make the ironic
suggestion that Admetus’ loss is worthy of suicide.

213 wnGq = nn, where. tig with mbpoc: way, crossing.

215 tépa: fr. téuvoe, deliberative subjunctive, cui. 8pi&, Tpixde h: hair
(see line 76).

216 pédog, pédarva, pédav: genitive uélovog, black. toApds: clothing.
néndog: robe (see line 189).

217 aporBardpeda: fr. duer + BéArw.
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218 dfida: fr. 8fAoc.

219 < ebyopar: pray. -pesOa: common in poetry for -pebo.

220 dvag = dvok.

221 €& + evpioxoe: the form is imperative.

222 b+ mopilo: provide. mapog: before. It is typical of Greek prayer to
remind the god of past favors.

223 The text is corrupt here. Perhaps é£ebpec, ot vov.

224 Avrfiprog: fr. Mo lberating, releasing. yevod: imperative.

225 @béviog: murderous.

226 mamai: a cry of distress (perhaps used here in a significant juxta-
postion to @ nai in line 227). Some of the most anguished tragic cries
can be found in the second episode (lines 730-826) of Sophocles’
Philoctetes. Consider especially 74546, 750:

k3 ’ ’ 7 ~
andAmAa, Tékvov: Bphkoual, Tekvov: momol,
SRORTOTOL, TOTTOL TTOUTTO, TIOLTO, TTOUTTOL.

9 dmod. ...

227 Pheres is Admetus’ father. ®p&tto: means both experience and
achieve, manage, or do. (Here it means fare, as it often does with an
adverb or a neuter plural adjective.) otepéw: deprive, bereave.

228 ooayn: culling the throal.

229 Bpodyoc: noose. dépm: neck.

230 merdla: bring near.

232 éndyn: fr. -0pdo. dpotu = fuat fr. Auoap day.

233 1d0b 180%: “look, look!”

234 The verbs are first aorist imperatives. Bodw: cry aloud. otevale:
see 199.

236 papaivopau waste away (see line 203).

The Maid ends the first episode with a hint that there may be some who
are not friends to the masters (that is, to Admetus, 210-12). The Chorus
takes up the theme suggested by the words taunyova Entév (202-203),
which show the fecklessness of Admetus, and turns the Maid’s reproach
into an expression of hope for salvation, showing clearly their loyalty to
the house and king (see especially the prayer to Paian to find a unyavd,
220-21), for it is Admetus’ irrational (or insensitive) refusal to face facts



92 EURIPIDES’ ALCESTIS

that the Chorus here imitates. The prayer for salvation keeps hope alive,
if only verbally, especially in the prayer to Zeus, whose son will come
and save Alcestis. If we have forgotten the prologue prophecy, we are
reminded of it here. The prayer to Apollo the healer is, however, ironic,
because we already know that Apollo is the cause of the present
aunyavie and is himself helpless to save this woman. Zeus, too, had his
partin the complicated series of events that led to the present dunyavic,
because it was he who struck down Asclepius, presumably for doing
what Heracles will do, that is, raise the dead. Knowledge, in particular
the knowledge that this day is the fated day, takes away hope for the
Chorus. The troubles spoken or sung of are still those of Admetus, but
now the Chorus, for the first time, dwells on the awkwardness of
Admetus’ position, ironically suggesting that his present grief is worthy
of suicide (228-30). After twice calling Alcestis dpiot (235, 241), they
suggest that Admetus’ life is not worth living (242-43)—his is definitely
not the ideal life. It is, then, in the first episode and first stasimon, that
a significant contrast between Alcestis and Admetus is established. That
she is the “best wife” implies—given the circumstances—that he is a less
than perfect husband. Her control is contrasted with his impotence.
These differences are sustained in the following scene in which, for the
only time, we see and hear the two together. (See Luschnig 1995, 40.)

SECOND EPISODE (238-434): ALCESTIS, ADMETUS,
CHILDREN, CHORUS

The royal family comes out in state. This is a “moving tableau” scene
(see Halleran 1985, 11, 14-15). It is likely that the eccyclema was used
here. This was a scenic device (“thing rolled out” fr. ékkdxAnua, a plat-
form on wheels or a revolve) that revealed the result of an action that
had taken place offstage. If it is used here, Alcestis would be seen lying
on her couch with the family members about her. The device would
be rolled or rotated back into the skene at the end of the second
episode.

At first Alcestis is delirious, feeling the approach of death. Notice
how Admetus responds. In several other plays, Euripides introduces
his characters in a similar way. Phaedra, in the Hippolytus, also sings a
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The second episode of Alcestis showing the eccyclema. Drawing by A. L. H.
Robkin.

delirious song (whether her delirium is real or feigned is subject to
debate) and then speaks rationally. Medea (in Medea) is first heard
offstage in a rage, but, when she enters from the house and speaks to
the Chorus, she delivers a rational and highly political discourse.
Alcestis recovers from her battle with death long enough to make her
last requests and say farewell to her children. Admetus’ promises,
however bizarre, keep the story going.

238-43 The Chorus seems to mourn for Admetus as much as for
Alcestis. Their belief that he will live a life not worth living once again
invalidates Admetus’ quest for survival at any cost, an idea that the play-
wright subtly plants in the text. Hinting at it through the Chorus has a
special force because they usually have no direct involvement in the
plot. The Chorus’ assumption about Admetus’ future emptiness may
arise from a belief that marriage is a union of two people who care for
each other and are united to such an extent that the departure of one
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will make life inconsequential for the other (see lines 472-76). If this
is the nature of the bond between Admetus and Alcestis, then the
following exchange between them, which involves a high degree of
miscommunication, is of great importance for understanding the rela-
tionship between the husband and the wife who is dying, presumably
for him.

238 onui, pfow: with indirect statement taking the infinitive construc-
tion, say. ebopaiva: delight, bring pleasure.

239 mAfov: irregular comparative of nolic. *i* Aonéw: cause grief, pain,
distress; middle feel grief, sorrow. mépo10ev: before.

240 rexpoaipopau: form a conclusion.

241 Aeboo: see (see line 82).

242 anloxov: fr. dprhaxioke + genitive, lose. aBimtog, -ov: unlivable
(cf. the famous words of Socrates: 6 8¢ dveEéraotog Plog o0 Pratdg
avBpdne, Apol. 38a).

243 Ermevta: here in the sense of after that, used as an attributive to
xpbvov (see line 13 and note). proted: live, spend a life.

244-45, 248-49 Alcestis calls on the elements (cf. Medea’s Nurse in
Medea, line 57), perhaps adding a contemporary reference to
Anaxagoras’ scientific investigations (see Dale, Conacher ad loc.) in
the words odpdvion divai. Alcestis sings; Admetus answers in the iambics
of ordinary dialogue until line 273.

Alcestis’ Song:

244 /248 ——~—re
245 /249 e e

252/259 v - [~

253/260 -~—- -

954/961 <—oer / < -

955 — e — 262 <oem

956 < v < e~ 263 o] m oo e
257/263a —~ —— —

966 oooeem -
967 e
9268 —~—
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969 e oo
970 e

971 e — -
979 — o —

METER 244-79

In Greek tragedy, meter is used to distinguish between dialogue and
song. Dialogue is usually in iambic trimeter, which Aristotle considers
suitable for speech (Poetics 1449a18). Songs are sung in a variety of lyric
meters, which are sometimes interspersed with iambs but rarely with
iambic trimeter, and often serve as a setting for dance. Meter can be
used for other purposes as well. The first such instance in a surviving
Greek play is found in the Agamemnon, in which Aeschylus plays off
iambs and lyrics to convey mood and to further the development of
the plot in the Cassandra scene. Euripides is well known for his use of
meter to portray character and to accentuate his characters’ interac-
tion. Prime examples of this can be found in the exchange between
the dying Alcestis and her husband, and in the Child’s song and
Admetus’ reply. In both cases, contrasting meters are exploited to high-
light the emotional distance between the characters. (See also the
“Discussions” section on the second episode.)

For a more detailed analysis of the exchange between Alcestis and
Admetus, see Roisman 2000: 182-99.

244 “AMe: = "Hhe. Gpépag: = huépog. 94og: = odg.

245 “heavenly eddies of running/racing clouds.” divat: eddies. vepéin:
cloud. dpopaiog: running swiftly.

246 The subject of 0p@ is Helios. *i* xaxdg npatte: do badly, fare ill.
247 &v0’: = dvti at the price of, instead of, for. §v0v: = odtvog (see note at
76). Forms of otig are used often in maxims and general statements,
often with a form of o0dd¢i¢ as the antecedent. It is also used in indirect
questions.

249 vopeidiog: bridal. xoitn: bed (see line 188). nétpiog, -o, -ov: father’,
of one’s father

250 ém-aipw: raise. covtv: = ocavthy, reflexive pronoun. *+ tdAag:
feminine taAonvo wretched, unhappy, suffering. xpoddg: aorist subjunctive
of *} npo-8idww, betray, forsake.
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251 oixtipe: pity.

252 0pd . .. 0p®: an example of pathetic repetition. It is as if Alcestis
sees the oars first as they propel the boat toward her. dikenov ocxégog:
two-oared boat. Mpvn: lake.

253 véxvg: dead person, corpse, plural the spirits, the dead (see lines 102,
260). mopOpede: ferryman.

254 émi xovt®: at the rudder xovtog: pole (for steering a boat). Charon
is the ferryman of the Netherworld who carries the dead across the
lake of Acheron.

Charon in his boat is a character in Aristophanes’ Frogsin a wonderfully
comic scene. He enters around line 180 and is hailed by Dionysus (who
has gone down under to bring back a tragic poet since they were all
dead) with what must have seemed a very funny line (lifted by Aristo-
phanes from the Aithon, a satyr play by Achaeus):

xoip’ @ Xdpav, xoip’ & Xdpav, xoip’ @ Xdpav.
(184)

The greeting is repeated three times in parody of the triple address to
the dead, and it makes a play on the likeness of Charon’s name to the
verb yoipo. In the comedy, even Charon is a snob, refusing to take on
board the slave Xanthias, who accompanied Dionysus on his trip.
Dionysus has to do the rowing in time to Charon’s:

SN N 9Ny
WOT OTT WOT OT.

(208)

After this imitation of the up and down of oars, the chorus of frogs
appears singing their famous cry:

BpexexekeE kot kodE
Bpexexekel ko0& ko4,
(209-10)

255 ti péAAerg: “Why are you delaying?”
256 émeiyov: “Hurry!” o kateipyerg: “You are holding [us] up!” t1a.8e:
adverbial accusative or internal object of toybvel, “in this way” (see note
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at 648). onépym: set in rapid motion; mostly used in the passive be in haste,
rage. The participle may be translated “crossly” or “hurriedly.” taxbvo:
speed, hurry.

257 < mixpdg: bitter vavkAnpia: voyage.

260 <k adAf: hall, court.

261 bvx’ d@piot xvavavyést: “under his dark brows.”

262 mtepwtog: winged. There are several possible readings of this line.
Diggle: BAénwv ntepwtog “Adog. Murray/Dale: BAérov ntepatos Toldoct.
Garzya: BAénwv, nteptéc—"Adog.

263 péBec: imperative of ueBinuy, let go (see line 266, pébete). pélo,
pé€w: do. oeg: fr. dpinw let go. deidanog: wretched. & derharotdta: =1
dethanotdrn in agreement with the subject.

264 I oixktpdg: pitiful. oixtpav refers to 686v in line 263 (cf. Medea,
1067-68).

265 <+ mévBog, -ovg, 16: grief, mourning, pain.

267 0b o0éve mociv: dative of respect, “I have no strength in my feet.”
nociv: fr. tod¢ (not to be confused with néoig husband).

268 mAfctiov: adverb, near.

269 * oxo01106, -0, -0Vv: dark. &n’ doco01o1: “upon my eyes.” Emi- +
Epma: creeps upon.

271 o@®v: second person pronoun, dual genitive.

272 6p@rov: dual second singular present optative of dpdaw used in an
optative of wish. Alcestis says all the things we might expect of a dying
person. This could be thought of as her first death scene and her first
onstage farewell to the children. Admetus tries to rally her, and it works
for a while.

Admetus’ “Song™:

973 - e e
974 - e

V7B - e e

976 - - — =~ -
977 e -

978 - e e

979
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273 <& Mowpbg, -6, -6v: sad, distressing, painful, causing grief.

274 Genitive of comparison.

275 ph . . . TApg fr tAde (see line 1). mpog with Bedv: in the name of
the gods. oe: understand “I beg.”

276 dpooavila: future dppovid orphan.

277 &va: preposition used as an adverb with shift of accent (anas-
trophe), up. té6Apa: fr. tohpdo take courage.

278 @Owpnévng: fr. i ¢Bive perish, die (see lines 55, 80, 93, 203, 278, 414,
866, 899, 986, 989, 995.)

279 céBopat: honor, revere.

280-325 This is Alcestis’ major speech. In the iambics of ordinary
speech, she asks her husband to promise not to remarry. Her farewell
to her daughter is particularly touching.

Why does Alcestis agree to die? Dyson 1988, 14; Bell 1980, 44; and
others think that it is only for Admetus’ sake that Alcestis undertakes
this supreme sacrifice. On the one hand, the emotional scene in the
bedchamber and the words rpeopedovca (282) and rpotuds’ (155)
argue for the priority of Admetus. There are, however, compelling
arguments for multiple motivations: Apollo speaks of saving the Aouse
(rather than just the man); Alcestis is mostly concerned with the chil-
dren and their futures (cf. her prayers for the children); the reason
Alcestis gives for not wanting Admetus to remarry concerns the little
girl; and finally, the more personal and pathetic part of her last speech
is addressed to the children (see Luschnig 1995, n. 104). This may be
reminiscent of Antigone’s mixed motivations in Sophocles’ play that
bears her name, or of the way Aeschylus portrays Clytemnestra’s
multiple motivation for killing Agamemnon: her grief over the sacrifice
of her daughter, her infatuation with Aegisthus, her craving for power,
and her hatred for her husband.

280 <k g Exeu how it is, how they are.

281 mpiv: + infinitive, before.

282 npecPedw: honor

283 xotacthoacw: fr. xabiotu having caused (you).

284 < mapdv: accusative absolute, “it being possible.” The accusative
absolute is used instead of the genitive absolute when the verb is
impersonal.
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286 I+ vaim: dwell. 8ABrog: prosperous, wealthy.

287 é&noowmbe: lear away from.

288 < gpeidopau + genitive, spare.

289 1ipn: youth. Understand éxeivo as the antecedent of oig. ¥ tépna:
delight.

290 ++ 6 pdoac: fr. pdw (your) father xf: = kain. «¥* i texkodoa: fr. tikto
(your) mother

291 Literally, “It having come [to such a time] of life for them to die
honorably.” fxov: accusative absolute fr. fixe (see Goodwin and Gulick,
1571). Biov: is a partitive genitive with the demonstrative (telling what
point of life) omitted.

294 orredm: produce.

295 ELwv: fr. (dw The imperfect with év in a contrary to fact apodosis
(“if one of Admetus’ parents had died . . .”). Aoindg, -7, -0v: fr. Aeine
(cf. Méhowrar) remaining, rest of.

296 povda: leave alone, bereave. otéve: groan, lament.

297 bpoaveda: take care of orphans, rear orphaned children.

297-98 Although no specific god is named, it seems that Apollo is crit-
icized here, because the emphasis is on Admetus’ mourning for his
wife and taking care of orphaned children.

299 elev: very well. dmo-pipvioxa: remember. drndpvnoot: aorist middle
imperative. drépvnoat xépiv: “remember to be grateful.”

300 < aitéw: see line 164. &Eiav: understand yépv.

301 tipvog: valuable, precious.

302 dixaia: object of aithcopot. Tovcde with naidag: see line 303.
303 ficowv -ov: irregular comparative, less.

304 &v-éxopau: take upon oneself, that is, assume the responsibility.

305 ’muyfiung: = émyfung “marry someone [to be] over [them].”
punTpoLd: stepmother.

306 @Bdvog: envy, ill will.

309 ’miodoa =énodoo fr. el (see line 173). The little girl gains promi-
nence at the end of this speech. A daughter needs a mother to be there
for her, to arrange her wedding, and to stand by her in childbirth,
something no stepmother (in a story) is likely to do. Thus the word
untpuidv intrudes between toicde and tékvoig; the stepmother brings
out the distinction between the two children. téxvoig is used because
its root refers to giving birth (cf. tiktw, aorist stem -tex-). The idea of a
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stepmother makes Alcestis think of the genderrelated differences
between the children more closely. In the other passage about the chil-
dren (165-69) the pév and 6¢ clauses had been generic. Now she thinks
of the special mother-daughter relationship, the shared experience of
women, made more special by the seven lines addressed just to the little
girl (313-19; at 320 she begins the transition of address to both the
children and Admetus). Admetus, though he promises to be both
father and mother to the children, is not to be seen as taking on the
special role of the real mother; all he can do is protect the children
from a stepmother. His promise, however is also another way of
excluding a new wife. For a Euripidean example of the unloving step-
mother, there is Glauke’s look of disgust (Medea, 1147-49) when she
sees Jason’s children come into her chambers, and those children are
boys. Medea had already behaved in a similar fashion when the chil-
dren were brought into the house by the old paidagogos (113-14),
turning herself into the stepmother and hating the children. When
Alcestis talks about the slur a stepmother might cast upon her little girl,
she hints at the special father-daughter relationship (cf. Iphigenia at
Aulis 1220-30) of which a second wife would be jealous. By the time
she gets to the boast that will be the children’s inheritance from their
mother (324-25), it has taken on a heartrending pathos. Compared
to what they have lost, the gain is just an added burden, a frigid delight
(cf. 353). It is also noteworthy that she thinks of the new wife first in
terms of her relationship to the children rather than to Admetus (cf.
Luschnig 1995, 47).

310 &xidva: viper fimiog: gentle.

311 &ponv: male. ndpyog: tower.

312 Many editors delete this line. See line 195, where nearly the same
line is used more meaningfully.

313 xopedopar: grow to young womanhood. Alcestis, directly addressing
her daughter, shows that she is talking at Admetus rather than to him,
as though she does not expect him to reply at all.

314 “. .. meeting with what wife of your father?” c0{vyog, -ov: joined,
married, yoked together; as a noun, husband, wife.

315 Understand “I fear” lest . . . . kAndadv, -6vog, W: reputation, name.
A rare mention of the serious effect rumors could have in impeding
young maidens from marrying “well.”
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316 1iBn: youth (see line 289). &xpf: prime. <t Sra9Beipw: ruin, destroy.
317 vopeedw: atiend a bride.
318 -} téxog: childbirth. Bapcdvam: encourage.
319 vo: where. <k edpevig: kindly, friendly (see line 211).
320 -k abprov: tomorrow.
321 <k pfv, pnvég, 6: month. Perhaps this means “not tomorrow or the
day after” (the scholiast glosses with petodprov “the day after tomorrow”),
or it may contain some reference to the “third of the month” that is
obscure to us. One suggestion is that the “appointed day” of her death
was the vovpunvie (contraction of veo-unvia new moon, first of the month),
the day on which bills were due. Debtors were allowed a grace period
until the third, but Alcestis is not granted the customary postponement.
On death as a debt, see lines 419, 782; see also lines 682, 712.
322 < adrixa: immediately. Aégopan: future middle used in a passive
sense. Aéyopar: I am said (to be).
323 edopaiva: cheer, middle be cheerful. m661: vocative of nooic.
324 < Eotu: it is possible. kopnaLw: boast.
325 Understand dpiotng with pntpds. Eékede: perfect éxnépoka generate,
intransitive, be born of. The perfect is intransitive.
326-27 The Chorus often speaks between long speeches, if for no
other reason than to alert the audience to the change of speakers.
Here, besides that functional role, they are showing that they are taking
Alcestis’ side.
326 < Bapotm: be brave, fear not (see line 38). &lopa: fear, shrink from.
327 <k opAv, ppevdc, i: heart, mind, senses (see lines 108, 346, 674, 775,
797, 878). einep uf @pevadv apoapréver: “if he does not slip in his
mind.” The Chorus seems to emphasize Alcestis’ concern with
Admetus’ right thinking (cf. line 303).
328-68 Admetus’ speech sets up the plot for the rest of the drama and
anticipates the spectacle at the end of the play.
328 tpéw: fear, be afraid.
328-30 Admetus’ first promise corresponds to Alcestis’ claim that she
could get married to anyone she wanted in Thessaly (282-86) but
preferred to die and shelter her children. Review the independent uses
of the subjunctive:

Hortatory: “let us”

Prohibitive: pf + aorist subjunctive, “don’t”

Deliberative: for example, “what are we to do?”
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329 Understand yvveaixo pévny with {doav.

330 xexAfoq: fr. & xoréw.

331 “No Thessalian bride shall address me (16vd’ &vdpa) as husband.”
Tragic characters often refer to themselves as “this man.” npoc@8éy-
yopoaii, npoceBiyEopar: speak to, address as.

332-33 In ancient Athenian culture, the two things desirable in a wife
were good birth (two families marry, not just a man and a woman) and
good looks. In the catalog of ships in the second book of the Iliad,
Alcestis is called the “fairest of the daughters of Pelias.”

01 8¢ Dépag évépovto napoi Bonida Aipvny,
BoiBnv xoi TAoedpog ko édxtipévny Tawikdy,
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332 <k o¥tw¢: so, thus. natpdg edyevode: genitive of description.
333 €1dog: accusative of respect, in form. The two constructions in lines
332-33 are not parallel, and line 333 is not strictly logical:

GAAwg éknpeneotatn “otherwise most outstanding”

or dAkag “from another point of view” or “so beautiful either”

(Dale)
334-35 8vnouv, @vipeda: Euripides highlights the idea of profit and
advantage by having Admetus use the same base for the noun and the
verb, while the wordplay adds to the outrageousness of Admetus’ state-
ment. Caught up in his inane propensity for rhetoric without regard
for decorum, Admetus is apparently oblivious to the selfishness he is
spouting as well as to the falsity of his assertion.
Logos and ergon reflect a traditional antithesis in Greek thought, and
yet again, Admetus exhibits his lack of judgment. His parents are his
philoi “in fact” (ergon) because they gave him his life. Euripides’ word-
play here shows Admetus’ failure to think things through.
334 8Aig: enough. vnoig: enjoyment.
335 yevéoBar: understand poi, dative of possession. Beoig: with
& edyopon. dvipeda: fr. ovivnu profit; middle have enjoyment of (with the
genitive).
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336 ofow: review the principal parts of ¢épw. étficr06: for a year 10 Gov:
objective genitive designating the object of his grief, equivalent to cod
“for you.”

337 Eot’ = £ote as long as. aidv: age, life. obpdg =6 dudg. dvréyw: resist,
hold out, last.

338 < orvyém: hate (from the same root as Styx; see line 62). <+ tixto:
bear, give birth (see line 16). + éxBaipw: hate (cf. &xBpdc).

340 é&vt1-8idmpu: give (something in the accusative) instead of (some-
thing in the genitive).

341 Ecwoag [pel: fr. - odlo (see line 9). &pa: emphatic question
particle. wépa = népeonv it is permitted.

342 <t to100d¢€: such as this. ¥ oHfvyog, 6 , fi: husband, wife (one yoked
with another). < Gpaptdve: + genitive, lose, fail, miss the mark (see note
at 144). *&* 0é0ev = ood “as you.”

343-46 The metonymy “garlands of a company” for “garlanded
company” is forced by the wish for a paralle]l between xapovg “revel-
ries” and “garlands,” but the hearers would have to strain to under-
stand the parallelism, only to discover that it is meaningless. The
inanity is further reinforced by the rhyme between orepdvoug and épove
douovg formed by inflection; this is a type of rhyme that the ancients
avoided because it was easy to create. In addition, the alliteration of
Aipov daxelv (346) supports the feeling that Admetus’ grief is artificial.
All in all, the heaping up of rhetorical peculiarities, unfinished
thoughts, and lack of proportion between syntax and meaning yield
even more entertainment, to the point that the spectators might
suspect that Euripides’ Admetus is not only a man who cannot think
straight, but may also be inebriated. The pretentiousness of heaping
rhetorical devices of alliteration, A{fuv Aakelv (346); npocnecoduo kol
nepuntdccwy (350); and woxpav . . . tépyrv (353), and of the figura etymo-
logica, Exwv €xewv (352), highlight the shallowness of Admetus’ senti-
ments. Euripides also uses rhetoric to emphasize Jason’s insincerity in
the Medea (see Lloyd 1992, 42-43, 68).

343 i x@®pog: revel. ovpmotg: fellow drinker. bprhia: company.

344 otépavog: garland. podoo: song, music. xotéyw: occupy, fill. What
tense is kotelyev?

345 BapPrrog: lyre. <k Biyydva: + genitive, touck; potential optative.
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346 <& é&-aipa: raise. ppévo fr. opfiv heart, spirit, sense. hoxeiv: second
aorist infinitive of Adokw make a sound, sing.

34647 npdg Aipov adAév: to the Libyan flute

347 éEeidov: f1. ¢€-apén. Review the principal parts of aipéw: aipéw,
oiphon, ethov, fipnxa, Henuer, ipétnv. - tépyg: delight.

348 i téxtv: crafisman, builder, carpenter. *¥ dépag: body, form.

349 eixélw: make like. éxtabfoetar fr. < ék-teivo sirelch outl, lay out.
350 npoonecodpa fr. *I* npoo -nintw. nepinTdocw: fold around.

351 kaAdv: fr. ¥ koléw. Review the principal parts: koaAén, kaAd,
gxdheoa, kéxAnko, KéAnuot, EAMBny. dyxdAn: bent arm.

353 yoypde: cold, frigid. * Spwg: still, nevertheless. *t* Bapog -0vg, T6: weight.
354 dnavtAéw: drain off, bail out the bilgewater. dveipov or dverpog (with
neuter plural forms found in the third declension): dream.

355 @ovtdm: move back and forth. * ed@paive: see line 238.

356 x&v = koi év. *I Aevoocm: see. Svtiva xpdvov: accusative of extent
of time. mopfi: fr. ndpeyur. Review eipt and compounds.

357 <k pélog, -ovg, 16: song melody (see lines 454, 574, 760). mapijv: fr.
nopa- + eipi. For Orpheus’ tragic love of Eurydice, see Vergil, Georgics
4.453-527, and Ovid, Metamorphoses 10.1-63. Eurydice, Orpheus’ bride,
died of a snakebite, and Orpheus, who was an accomplished singer,
descended to Hades to bring her back. He enchanted Hades with his
music, winning her conditional release. Orpheus was told not to look
back while leading her up, but when they approached the world of the
living, Orpheus turned to look at Eurydice, and she vanished forever.
This allusion to the myth is one of the earliest found in Greek litera-
ture. There is no evidence, however, that Eurydice was returned by the
powers of the Netherworld, which Admetus seems to imply.

357-60 What kind of condition is this? Review conditions:

1. Contrary to Fact
Present Time:
el + imperfect . . . imperfect + &v
were doing . . . would be doing
Past Time:
el + aorist indicative . . . aorist indicative + &v
had done . . . would have done
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2. Future Conditions
More Vivid:
éav + subjunctive . . . future indicative
(translate as present indicative) . . . will/shall
Less Vivid:
el + optative . . . optative + &v
should . . . would
3. General Conditions
Present General:
¢&v + subjunctive . . . present indicative
if ever, whenever + present . . . present
Past General:
el + optative . . . imperfect indicative
if ever, whenever + past . . . past progressive (or “used to”)

358 @ote with AaPeiv: result clause. ¥ x6pn: daughter The daughter
of Demeter is Persephone (or Kore), wife of Hades. keivng: = éxeivng
(see line 18).

359 oe: object of AaPeiv. knAéw: charm.

360 koatfiAOov: fr. Zpyopon. ITAodvtwv: a name for Hades, which,
according to Plato, means “wealth-giver” (from wAodtog, Cratylus 403a).
The idea is that the earth is the source of richness. “Hades,” in line
359, refers to the locale. The dog of Plouton (Pluto) is Cerberus, the
monstrous watchdog of Hades, an offspring of Typhon and Echidna,
with three (or, according to other sources, fifty) heads.

361 obxi=04nil. xanN: oar yoyomoundg: the conducior of souls.

362 Exo: restrain, hold back. Review the principal parts. xatactiicat: fr.
kofiotnut. Review the principal parts: icty, otow, éomoo, Eéstny, €otKa,
[Eotopat], éotdOny.

363-64 For the importance to Admetus of being welcome when he
comes home, see also lines 941-50.

363 < éxeloe: there. nposdoxdw: expect, wait for

364 < trowpdlw: prepare, make ready. svvorkfoovow: fr. ovv-owéw live
with, often used to mean “live in wedlock with.” @g: + future participle.
365 émioxAnte: enjoin, bid. article + adtég + noun=“the ____ " (see
note at 142). xédpog, -ov, N: cedar, cedar coffin (cf. “pine box”).

366 to00de: object of émoxnyo (refers to the children). Beivar: fr.
tiOnp1. What is the form? Review the principal parts: tinp, o0, #nxo
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(¥Bepev), té0nke, té0eipon, Evébny. nhedpov: riby plural ribs, the side.
> teivo: stretch. -t néhag: + dative, near, next to.

368 ywpic: + preceding genitive, apart, separated from. einv: review
¥ eiud. ¥ motoc: loyal, faithful.

370 zficde: objective genitive, “for her.” é§io: neuter or feminine?
How can you tell?

371-76 Alcestis’ call to her children to witness their father’s promise
not to remarry, just after Admetus has finished a long peroration in
which he promises as much repeatedly, shows that she is not taken in
by her husband’s assurances, if she notices them at all. It is noteworthy
that except for the one promise she asked for, she ignores them all and
does not bother to thank him. Assuming that he cannot be trusted, she
tries to make his pledge not to remarry as binding as possible, first by
repeating it to her children and then by entrusting her children to his
right hand in the same gesture that seals a property transfer. Children
are important to a father for various reasons besides love and affec-
tion. As Admetus shows in his scene with his own father, having an heir
(656-57) is a major consideration. The parents also expect the chil-
dren to care for them in their old age, as Admetus has done for his
own parents until now (658-60). Most important, the children had the
duty of tending to the mortal remains and keeping up the funeral
rituals and ceremonies for the dead ancestors, which Admetus declares
he will not do for his own parents (663-65) but will do for Alcestis,
whom he sees as his parent because she has given him life (666-68). In
the present transaction, in the second episode (371-76), Admetus
receives his own children. This is unusual because children are rarely
alienated from a father unless he disowns them (cf. 737-38 where
Admetus suggests the possibility of a son disowning his father and
636—41 where he declares himself illegitimate, taken up by Pheres at
675-78). In fifth-century Athens, after a divorce, the children usually
stayed with their father. Even in the event of the man’s death, the chil-
dren would belong to and be brought up by the husband’s family.
Alcestis must feel that she has strong moral authority here in order to
exact this bargain and to ensure before witnesses, both the children
and the Chorus (and, of course, the audience), that it be binding.
372 p1: after the verb of (or implying) promising.

375 &=i voiode: on these terms, on these conditions. 8€x0v: imperative (see
note at 618).
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377 yevod: what is the form? (see note at 618).
378 pe: understand yevéoBar. dmectepnpévoirg: perfect passive
participle of *I* droctepén deprive.
379 xpfiv: “it was necessary,” “I should. . ..”
381 pordooce: soften. In this brief sentence, Alcestis nullifies Admetus’
promise of everlasting grief. Heracles repeats the words ypévog pohéet
at line 1085.
383 A woman, when using the plural to refer to herself, uses the mas-
culine. &pxéw: be enough, suffice. (See Antigone 546, where Antigone
refutes her sister’s confession and says “My death is enough.”)
385 oxoteivog: dark. This is an anticipatory or proleptic use of the
adjective: “so as to become dark.” BapOve: weigh down (see lines 42,
1048).
386 amnAdunv: fr. < dndAiopm (see line 179).
388 8pBou: fr. <} 6pB6w straighten, raise upright. 4 npdboanov: face, mask
(see lines 777, 827, 877). pn Ainyg: prohibitive subjunctive (see note
at 328-30).
389 txodoa: feminine of éxdv willing(ly).
390 BAéyov: fr. Brénew. What is the form? (See note at 618.)
391 Alcestis dies. The first 390 lines of the Alcestis are a postponement
of Alcestis’ death. The “one about to die,” far from being dead (527),
is kept alive in various ways before she dies (with the occasional lapse,
as when the Chorus pictures her already in Hades, but only to wish her
out again). Apollo has come out of the house to avoid pollution from
her faint dying breaths, and Death has gone in; both establish the
theme of transition and the ambiguous status of Alcestis. After her
death in the middle of line 391, although there can be no more delays,
there are still ways of keeping her alive.
392 Review the principal parts of Baive: Baive, fhoopat, EBnv, BéRnxo.
The child’s song: (Note o for n.) The child is played by an extra, but
his voice is probably the voice of the actor who played Alcestis. Notice
that he hovers over her lips for this pathetic song. As often happens in
Greek literature and art, the child is like a diminutive adult, expressing
the same concerns as his parents. Particularly touching, however, is his
inclusion of his little sister.

Alcestis says good-bye to her children (389) and utters only a syllable
to Admetus (391) just before she dies. The child then sings a lament
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that shows he is a member of this house. The family group makes for
a poignant scene, and it is especially moving if the actor who played
Alcestis sings the child’s words, reminding the audience of Alcestis’
special feelings for her children, especially her daughter. The child
repeats the theme of the functional relationship of Alcestis to her
family (396-97, 406-407). Especially significant are the words “the
house is no more” (415), because if the house is in shambles, then her
death has been in vain, since she died to save the house. Such words
are not said of Admetus. He was not the one who held the house and
family together, nor is he deemed vital to its continuation despite his
being a man and king. Even in his own son’s mind, Admetus’ stature
is diminished. The stripping of Admetus continues: he has failed as a
spouse, as a parent, and as a child. Admetus’ son ends his song by
saying that his father’s marriage was in vain.

393 tdyac = toyne, genitive of cause, translate “for. . . .” paio: mama,
nurse.

394 < Baivo: review the principal parts (see note at 392).

396 ++ Aeimo: principal parts. &pdg = éudg/huétepog.

397 < dpoavilm: make (one) an orphan. tTAdpov = Anuov (see line 144).
399 {de: aorist imperative of ** 6pdw. Notice the pathetic repetition.
BAépapov: eyelid. mapdrovog: hanging limp, listless.

400 droaxova: lsten, give ear, answer a call (for the form, see note at
618). avtiala: I implore.

402 morti = npdc. veoosodg: little bird, little one.

404 “[You call on] her (tAv). . . not hearing or. . . .” ¥ xAb@: hear
“» bpdo: review the principal parts: 6pdo, Syopar, eidov.

405 o@d: nominative, “you two.” nemAfypeda: fr. tAficow strike.

406 @ihag = @iAng, with potpdc.

407 povdéortorog: alone, going alone.

408 + oxéthrog: with £pyo, enduring, cruel, miserable.

410 obdykaocig: sister i xobpo = xbépn girl, daughter.

412 évévart’: = &vévara, adverbial, in vain. vopgede: marry. yipowg:
genitive of yipag, old age (see line 52 and note).

413 <qde = 1{ide.

414 E¢Bivo: fr. ¢Bive. oixopar: go away, be gone, be departed (i.e., be dead).
The period of mourning begins with clichés from the Chorus and
instructions from the bereaved Admetus to his kingdom.
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417 loicBiog: last.

418-21 The Chorus’ imperative to Admetus telling him to learn that
we all must die is ironic in the context of their effort to console him
upon Alcestis’ death. Were Admetus able to comply with this wisdom,
he would not have asked anyone else to die for him. His reply, there-
fore, that he was and is fully aware of this “evil thing” only indicates
once again the extent to which he is unable to perceive that the same
rules apply to him. The question, of course, is what reaction this
obtuseness of Admetus produces in the audience. Do they sympathize
with him? Do they find the irony funny? Are they angry or exasperated
with him?

418 &urmlaxickw: lose.

419 -+ d9eido: owe. “Death is a debt we all must pay.” This sentiment
may be well-worn, but it is a theme in the play and the lesson Admetus
learns.

420 &ovo: suddenly, out of the blue.

421 mpooéntato: fr. npoonétopan fly at, sweep over. eiddg: fr. oldo (see
note at 140). aft’ = od16. ¥ teipo: wear away. & néAou: long since, all
along.

422 éxgopd: carrying forth, funeral. Ofoopav: 1. < 1iBnui. Review the
principal parts (see line 366).

423 mépeore: fr. ndpe, imperative. dvenyée: “sing in response.”
424 monGv: pacan, hymn. kGrwOev: from below, below. Bonovdog: without
Libations, not accepting libations.

425 xpotéw: be strong, rule, hold sway.

426 mévBovg: what case? (see note at 74). xowdm: + genitive, share,
have a share. Aéyw: pronounce, declare, order:

427 “with cut hair,” a sign of mourning. kovpé, -ag, N\: cutting of the
hair (as a sign of mourning). Evpnxng, -£¢: shaved. See line 216 for the
clothing and the words describing it. peAdprendog, -ov: dressed in black,
of black robes. otoMMy, -fig, N: clothing.

428-29 “You who yoke (fr. {ebyvom) the four-horse chariots [and you
who ride] single steeds (ndAog korse) with frontlets, cut (imperative of
téuve) with iron the mane of their necks.” This refers to racing horses.
430 * adAog: flute (perhaps more like an oboe). ** ktdmog: sound,
noise.
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431 £ota: third singular imperative of eipi, “let there be.” seAfvog
. éxnAnpovpévog: accusative of extent of time. ceAfivn: moon.

nAnpdw: make full.
432 Qdya: fr. ¥ B4nto.

433 Genitive of comparison, “than.” &peivev: comparative of &yoog.

SECOND STASIMON (435-75)

Strophe A (435-44):
Oh daughter of Pelias,

be happy for me in the halls of
Hades

where you live in the sunless house.

But Hades, the black-haired god,
should know,

and the old ferryman of the dead,

who sits by the oar and rudder, that
he rows you,

far and away the best of women,

over the lake of Acheron

in the two-oared pine boat.

Strophe B (455-65):
If only it were in my power
and I were able to row you

into the light from Hades’ halls

and across the streams of Cocytus

with oars over the river under-
ground.

For you alone, dearest of women,

had the heart to give your life

in exchange for your husband’s,

Antistrophe A (445-54):

Many songs will the servants of the
Muses

sing of you to the seven-toned moun-
tain lyre

and celebrate in lyreless hymns

in Sparta when the cycle of the
season of the month

of Karneios returns,

when the moon is up all night long,

and in shining, happy Athens.
Such hymns of praise did you leave
to the singers when you died.

Antistrophe B (466-75):

When his mother refused

to let her body be buried in the
ground

for her child and his aged father too

(for their son) whom

they gave life, they hadn’t the

courage to save him,
hard-hearted, gray-headed couple.
But in your early youth,
dying for your husband, you are
gone.
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saving him from Hades. Light may I hope I am lucky enough
the earth

fall upon you, my queen. But if to get such a partner—
your husband makes a second for this rarely happens in life—
marriage, we will despise him without grief she
and so will your children. would be with me through our
lives.

The Chorus sings this paean for Alcestis, imagining how she will be cele-
brated in choral song all over the Greek world. The second stasimon
reviews the subjects treated in the previous scene: the arete of Alcestis,
the condemnation of Admetus’ parents (the Chorus, like Apollo
earlier, is particularly hard on Admetus’ mother, 466), marriage and
remarriage, and the longing to save Alcestis. The Orpheus theme, a
constant motif, recurs here, with the Chorus casting itself in the futile
role of Orpheus (455-59). Admetus had wished for Orpheus’ gift of
song (357-62), but the effectual Orpheus figure of this story, the one
who will actually bring back the woman, is Heracles, who will enter unex-
pectedly in the next scene, on his way (not irrelevantly) to Orpheus’
home, Thrace. Though the Chorus does not explicitly name Orpheus
in the present strophe, they do put their wish to be the saviorfigure in
juxtaposition to a strophe on song. The emphasis of this ode is on the
actual death and journey of Alcestis and especially on her future as
subject of song in Sparta and Athens. Music was a particular pleasure
for Admetus, and it is one of the things he vows to give up forever,
because Alcestis has taken away all his pleasure (tépyw, 347). He will
replace the flesh and blood Alcestis with a likeness on which he will
call and which he will hold in his arms, a “cold delight” (tépyw, 353).
The statue cannot hear, and so song is in vain; speaking her name is a
comfort for his ears, not the statue’s. The effigy in his bed will encourage
him to dream of her. His mind races from the sounds of the lyre or flute
that will be silenced to the silent statue, to the fleeting dreams, to the
futile wish for the magical singing of Orpheus. The reality that he is not
Orpheus justifies his asceticism in renouncing music; music is useless
now. In the next ode, however, the Chorus finds another use for music
(besides pleasure and persuasion)—the praise of heroes and heroines.
Admetus’ artistry—first in imagining the fabrication of the statue, then
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in predicting the dreams in which he will give the carved wood or chis-
eled marble moving parts, and finally in wishing for Orpheus’ skill in
song—all these are matched in the second stasimon. There, Alcestis
receives a kind of immortality through memory and music, but itis a
frigid pleasure like the children’s boast of her fame (325). Neither can
make up for the loss of companionship and affection.

In the second stasimon, there is a direct address to Alcestis, as there
will be in the final ode. In that ode, the Chorus is distanced from her
through the insertion of an anonymous, imaginary wayfarer pictured
as saluting her. The “hail” here is answered there too. Here, xaipovod
pot (436) is something of a contradiction, but there (1005), it is a
greeting to a powerful spirit. Like Admetus during the previous
episode, at the beginning of the ode, the Chorus pictures Alcestis alive
in the halls of Hades (436-37), but they are joining in Admetus’ artistry
or wishful thinking (especially when they give her a dwelling place:
dépo1g, oixov . . . olxetedoig, 43637, and when they wish that they were
Orpheus-like). The ode ends with their wish for a wife just like her, a
bit chilling considering its juxtaposition to her death.

The direct address in this ode is to Alcestis’ departing corpse as it is
carried (or wheeled back on the eccyclema) into the house for the laying
out of the body. In the play’s final ode, which ends with the direct
address of an interposed traveler, the greeting is addressed to Alcestis
as she returns at that moment with Heracles. The Chorus’ song
laments the uselessness of music in the face of Necessity, although
music (through the song of the tragic Chorus and actors) will
contribute to Alcestis’ resurrection as she is escorted back by the
wayfarer who has turned off the road at her memorial. (Cf. Luschnig
1995, 56-57.)

Strophe and Antistrophe A:

485/445 -
436,446 — e

487 /447 e
438-39,/448-49 — oo — e —
440/450 ——~— ~

441/451 -
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442/452 w~remrm -
443/453 — —~——-
444/454 ~~—— -

Strophe and Antistrophe B:
455/466 —~— - -
456/467 -~ -~~~ -

457/468 ~~—~ —— -

458 - — - - —~— -

459/469 -~- —~—— -

460/470 -~ -

461 /471 o = v —

462/472 - - - - — - - -

463 —~—vre 473 e [ ]
464/474 -~~~ -
465/475 - —~-—- -

435 For Alcestis as a daughter of Pelias, see note at 37.

436 yoipovoa: cf. yoipe. eiv = év. '’Aidao: see note at 13.

437 Optative of wish: “may. . ..”

438-39 {ote: imperative of < oida, “let him know” (see note at 140).
pehayyaitag: black-haired. k@nn: oar,

440 nndaArov: rudder.

441 (Ca: sit.

442 molb: adverbial, much, by far

443 mopebdoag: participle in indirect statement with ioto, “thathe. ...”
444 “in the two-oared pine [boat].” éAdtn (8AGta): fir, oar, boat. At
is identified as a variety of silver fir, Abies cephalonica, the Greek fir.
Theophrastus calls it the strongest wood (5.6.2) and lists it as one of the
trees used in shipbuilding (5.7.1).

445-54 Whereas in the first strophe, the Chorus referred to Alcestis’
Iyrical description of being taken away by Charon, in the first anti-
strophe, they react to both Alcestis’ claim to fame and Admetus’ call to
his citizens to silence any sound of the flute or lyre. Alcestis’ willing-
ness to die in place of her husband assures her renown not only in
songs accompanied by the seven-toned lyre but in lyreless songs as well.
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445 moAAd: “many times.” povoodmoAog: minstrel, attendant of the Muses.
446 < péAno: sing.

446-47 “to the seven-toned mountain lyre.”

447 yéhvg: lyre, tortoise shell. & xAéw: celebrate.

448-50 “in Sparta when (&viko) the circle of the season (épa) of the
month Karneia comes around.” Karneia was the major Spartan festival
of Apollo. Karneios (from xdpvog ram) is a title for Apollo in the Pelo-
ponnesus. From this comes the festival (ta) Kapveio and Kdapverog (uv),
the month in which the festival was held.

450-51 “when the all-night moon is rising” or “when the moon is up
all night long.”

452 < Mmapdg: oily, fat, bright. <+ §AProg: prosperous, happy.

453 <t tolog: such. ¥ poAnn: song.

454 <+ péhog: tune (see lines 357, 579, 760). <k 0186¢: singer

455-59 Cocytus: Hades is separated from the world of the living by the
river Styx, or Acheron. Cocytus, Phlegethon, and Pyriphlegethon are
three additional rivers that intersect Hades. Cocytus is the river of
wailing, from xoxbo wail (used of mourning women). While Admetus
carelessly employed the Orphean example, by which he indicated that
he had no clear intention of saving Alcestis, the men of the Chorus
state their willingness as a fact and negate only their ability to rescue
her.

455 €{0e: with optative of wish, “if only.” éx’ époi: “in my power.”

457 <+ @dog = ¢dc, terminal accusative, “to,” “into.” ¥ tépapvoa, Td:
halls.

458 i+ péeBpov: stream.

459 “by the underground river’s oar,” that is, by rowing across the river
down below.

461 abtdc = tavtig, third person reflexive used for second person.
I tA&w: have the heart to (see lines 1, 275). dpeiPo: exchange (see line 46).
462 xode@og, -n/-a, -ov: light. This prayer became very popular in
epitaphs.

463 éndvwBe: above. néoou: fr. ninto.

463-65 Like Alcestis, the Chorus is not at all sure that Admetus will
not remarry, and they are helpless to stop him; all they can do is
condemn him if he does.



NOTES AND COMMENTARY 115

464 i+ Aéxog: bed, marriage. EAorro: fr. < oipéo (for the principal parts,
see note at 347).

466-72 The Chorus also supports Alcestis in criticizing Admetus’
parents for not agreeing to die for their son.

467 <k xpdnte: hide.

468 dénag: body.

470 oyxerAio: dual nominative of oxéthog (see line 408). < moAide:
gray. Exovte: dual nominative participle. < yaitn: hair (see line 101).
471 ¢de, po1d¢, 6: man, husband. olyopar: see line 414.

472 xdpoou: fr. xupéw + genitive, meet with.

473-75 The Chorus finishes the song, remarking how rarely it
happens in life to have a wife like Alcestis. For various types of women,
see the satiric poem on women (presented in demeaning animal char-
acter) by Semonides of Amorgos.

473 ovvdvag: paired, wedded.

474 oméviog: rare. < pépog: part, portion. GAorog, -ov: without grief-
475 Evvein: fr. «k odv (Eov-)-eyut.

THIRD EPISODE (476-567): HERACLES AND
CHORUS; HERACLES AND ADMETUS

Heracles arrives on the scene. Though he comes as a surprise to the old
men of Pherai, members of the audience will remember that Apollo
predicted he would come to Pherai, be given hospitality by Admetus,
and rescue Alcestis. Heracles may seem to have come too late because
Alcestis is already dead. Heracles is between labors (see note at 66), on
his way to Thrace for the horses of Diomedes. He and Admetus are
friends, and he is recognized by the Chorus, perhaps because he is
wearing his lion’s skin and carrying club.

Throughout the play, Admetus is described by many negative terms
that employ the alpha privative: dufyavos, 202; &Biwtog, 242; dvévatoc,
412; Gonpog, 522; dvondie, 694; dmerpdxaxog, 927; and dyvyia, 956. He
envies the unmarried and child/ess (882) and even calls his own parents
childless (735); he is said by a slave to be seeking the impossible (202);
in the eyes of his subjects, he will live an unlivable life (242); he married
in vain (his own child tells him this, 412); according to his good friend,
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his communication is meaningless (522); to his father, he acted shame-
lessly in avoiding death (694); his grief is unendurable because he is
inexperienced in suffering (even his former happiness becomes a nega-
tive factor, 927); and finally, he accuses himself, seeing himself with an
enemy’s eyes, of cowardice (956). Even his name is an alpha privative.
(See Luschnig 1995, n. 198.)

How does Admetus’ denial of his wife’s death affect the audience?
The value of Alcestis as daughter, wife, mother, and mistress of the
house and her bravery in accepting death have been celebrated
throughout the first two episodes. In the third episode, Admetus
reduces her to the generic woman, her father’s daughter who died in
the house (534-35), a troubling way of presenting this unique woman.
It is likely that many Athenian men held this stereotypical view of
women. Perhaps Euripides is asking them to reconsider. As often
happens in his plays, Euripides shows the generalization to be inap-
propriate, considering the prominence he has given Alcestis. For the
Athenian male’s view of the ideal wife, see Thucydides 2.45.2, where
Pericles rounds off his funeral oration (delivered about a decade after
the Alcestis) with a brief piece of advice to the new widows: “Your repu-
tation will be great if you are not worse than your nature, as will hers
of whom there is the least report among men, whether for praise or
blame.”

476 < xopnnge: fr. kdpog, kdun village. The suffix -ng is used to show
the agent (like -er or -or in English; cf. roAitng, nomtig, dikaotig).

477 < xiyyévo: find.

478 Son of Pheres: Euripides wants the spectators to think of Pheres,
who will soon appear. The Chorus has already drawn attention to
Admetus’ parents in their ode (466-70).

479 <k ypeia: use, need.

480 Review Baive and its compounds: apgiaive, drofaive, Swfaive,
eloPaive, éxPaive, tufaive, tpofaive, tposPaive.

481 Eurystheus of Tiryns was Heracles’ master, for whom he
performed the twelve labors (novol) at Hera’s instigation.

482 i+ mol: whither, where. ** mopedw: active convey;, middle pass, journey,
go. * -Ledyvopu yoke, join. What form is npoo-éCev&on? nAdvog: with ¢
= tivi, wandering.
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483 Diomedes of Thrace is the owner of the man-eating horses, the
objects of Heracles’ current labor. ** &ppo: chariot. 1é€tpapov: four-
horsed.

484 p&v = ph odv, interrogative particle that expects a negative answer.
*t dmerpoc: inexperienced, unacquainted.

485-506 The outlandish context of Heracles’ labors, referred to here,
prepares the audience for the upcoming fantastic feat of his battle with
and victory over Death.

485 Bistones: Diomedes, son of Ares and Cyrene, was king of the
Bistones. According to Apollodorus (2.5.8), they were a warlike Thra-
cian people who pursued Heracles after he captured the horses. Hera-
cles killed Diomedes and routed the Bistones. They are mentioned also
by Herodotus (7.109-10) as being among the Thracians along Xerxes’
route who were enlisted into his army. ** o¥n: not yet.

486 <} Eotv: it is possible. deondlw: + genitive, master *I Gvev: + geni-
tive, withoul.

487 &m-eimov: refuse, say no fo. + o1év te [¢o7i]: “itis possible.”

488 xtavdv = kieivoc. o0T0o: there.

489 <k &yav: struggle, contest. dpapoipr: aorist of tpéyw, run; with

” &,

accusative, “run a course,” “run a risk.”

490 < xpatéw: overpower, conquer wAéov AapBive: idiom, profit,
advance, i.e., “What good will it do you?”

491 n®Aog: horse.

492 edpapiic, -é¢: easy. xadwde: bit. %+ yvéBog: jaw.

493 mvéwm: breathe. poxtAp: nose plural nostrils.

494 &propéw: tear to pieces. harympde: swift.

495 <3+ 01p, Onpdc, 6: wild beast. Bperog: of the mountains. x6ptog: food,
Jfodder

496 @atvn: stall, manger mepoppévog: fr. ¢Opw mix something dry with
something wet, smear, defile.

497 Opéyag: fr. & 1pépw rear, nourish. 6 Bpéyag: attributive participle.
tivog: with matpdg. ¥ kopralw: boast. In a roundabout way, Heracles is
asking who this Diomedes is by asking whose son he claims to be.

498 "Apeog: genitive of "Apng. Laypvoog: all-golden. néAtn: shield.

499 todpod daipovog: predicate genitive of characteristic, “in keeping
with.”
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500 < oxAnpég: hard. npdg ainog: uphill.

501 yeivopau: present and imperfect be born; aorist beget, bring forth.
oi¢: attracted into the case of its antecedent.

502 <+ pdyn: battle. cvvanto: join. pdxnv cvvérte: “join in battle
with.”

502-503 Lykaon and Kyknos were two of the sons of Ares whom Hera-
cles killed. Lykaon (Lycaon) is obscure. He may have been the son of
Ares and the nymph Pyrene who challenged Heracles to single combat
(see Dale on line 502, p. 95). For Kyknos (Cycnus), see Hesiod, Shield
of Heracles 327ff. and Apollodorus 2.7.7.

504 ovp-Pariw: engage in conflict with. What tense is couBoAdv? Review
the principal parts: BaAAw, Bodd, EBarov, BEPAnkoa, PBEPANMar, EBANGNY.
505 ybévog: son.

506 tpéw: flee, be afraid.

509 Perseus was the grandfather of Heracles’ mother, Alkmene
(Alcmene).

511 <k edvovg: well-intentioned, kindly.

512 < ti xpfina: why? npémnerg: “are you noticeable?” That is, “why do
I notice you by your hair that is cut in mourning?” kovpa: cutting of the
hair. évOipog: in or of mourning.

513 vekpov: Admetus refrains from referring to Alcestis by her name
and uses the word “corpse” instead, right after her death (422; see also
635, 729, 740). In fact, he does not use her name again until he is
ogling the woman he thinks is not Alcestis. It is possible that Euripides
makes him use the word “corpse” instead of her name in 422 to
prepare the stage for the delicate rhetorical wordplay Admetus will
have with Heracles, in which he will conceal the identity of the
deceased, or it may indicate his cool-heartedness, or both.

514 < mnpova: suffering, calamity. elpyw: keep off. eipyor: what use of the
optative is this? Review the uses of the optative:

1. POTENTIAL: (maybe) with Gv.

2. wisH: (if only, would that) without Gv. May be introduced by
£iBe or i ydp.

3. FUTURE LESS VIVID CONDITIONS: (should . . . would) i + opta-
tive . . . optative + &v.
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4. PAST GENERAL CONDITIONS: (whenever) el + optative ... imper-
fect indicative.
5. PURPOSE: when the main verb is in the past, with ivo or 6rec.

(=2}

. With a verb of FEARING in a past tense, with pf or uf o?.

7. With the ém construction in INDIRECT STATEMENT after a verb
of thinking or saying in a past tense. Also in INDIRECT QUES-
TION after a past tense.

516 < dpaiog: timely, ripe. i+ oiyopar: see line 414.

517 Eotu is alive. @y = xoi 1. *I* rikte: review the principal parts (see
note at 16).

518 < 8AAvp1, 0AD, BdAeca, (second aorist dBASunv), SAmAa: active
destroy, kill, lose; middle perish, die, perfect be dead, be ruined.

519 SimAodg: twofold. The double story, that she both is and is not,
keeps Alcestis alive in Heracles’ mind.

520 The genitives with elnog may be an archaic use (as in Homer) with
nepi omitted.

521 xodkét’ = kot odkéti. GAYOV®: cause pain, grieve.

522 018’ = olda. onpog: “without mark, without meaning,” obscure.
523 poipac: an antecedent attracted into the case of the relative
pronoun. As object of oicBa, poipag should be in the accusative, but it
is drawn into the genitive by its proximity to fig, which is genitive with
Toxelv. poipas fate, lot, doom.

524 bve-inpi: submit, undertake.

525 fiveoev: fr. *}* aivéw praise, agree to (see lines 2 and 12, where Apollo
puts up with eating at the servants’ table, and the Fates agree to let
Admetus elude his immediate death).

526 mpo-xAaiw: weep/lament in advance for. ¥ Gxotig: see lines 201, 994.
apparod = dvoPfodrod, aorist middle imperative of dvaBdiie, postpone.
528 <> ywpiq: separate, apart, i.e., “two different things.” ©6 pf: under-
stand elva.

529 t§ide: in this way. keivy = éxkeivn: in that way.

530 < xAaim: weep.

531 dpring: just now. pipvicke: call to mind, mention. Admetus deceives
Heracles through the ambiguous meaning of yovi| (woman or wife). The
line can be read in at least four different ways, but Heracles hears it
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only to refer to some woman, not the particular woman whose death
we have just witnessed.

532-35 §0veiog: the reference to Alcestis as an outsider brings us back
to the circumstances of her coming to Pherai. Admetus tells Heracles
that the dead woman came to live in his house after her father had
died (535). The daughters of Pelias, according to the myth (see note
at 37), were directly involved in their father’s death, but this is not the
only version in Greek literature of how Admetus and Alcestis came to
marry. Another myth tells that when Admetus asked for Alcestis’ hand,
Pelias declared that he would give his daughter only to the suitor who
yoked a lion and a boar to a chariot. Apollo did this task for Admetus
(Apollodorus, 1.9.15). Euripides, however, chose not to use this myth.
Furthermore, by having the Chorus describe lions dancing to Apollo’s
lyre without harming Admetus’ flocks (579-87), he draws attention to
his strategy by reminding us of the version he chose not to use. The
version of the marriage that the play emphasizes implies that Alcestis
moved from one attempt at revitalization to another. We may wonder
whether her second attempt will not end similarly with the death of
the person who would cheat his fate.

The analogy between the two cases is drawn tighter by the emphasis
on the blood relationship between Alcestis and her husband. The
connection is first highlighted in the negative, when Heracles asks
Admetus whether the person who died was “Someone outside the
family, or someone actually kin to you?” (5632), and Admetus answers,
“Outside the family but with close ties to this house,” (533). The denial
is not only an evasion but an obvious lie. Pelias and Pheres were half
brothers—Pelias was the son of Tyro and Poseidon, and Pheres was the
son of Tyro and her uncle, Cretheus, which makes Alcestis and
Admetus cousins. Admetus’ denial is jarring and calls attention to what
he would suppress. (Apollodorus 1.9.8-11. See also Elferink 1982, 49:
“Even in v. b33, in the famous altercation with Heracles, when he
denies the death of his wife, it is a downright lie when he calls the dead
woman not a cvyyevfig but an d6veiog. Not only is she his wife, but she is
a ovyyeviig too.”)

Alcestis’s blood tie with her husband is further alluded to in the
reply the Servant makes to Heracles’ complaint that he knows of no
good reason for him not to enjoy himself in the house (809-11). Both
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the word 86veiog, which Heracles uses (810), and the Servant’s word
Bupaiog (811), can be translated as “outsider.” While the former denies
Alcestis any blood relationship with the family, the latter indicates that
she was never truly accepted, without any reference to kinship (see also
Buxton 1987, 18). The servant’s word choice thus reminds the audi-
ence that Alcestis and her husband are kin. This information also raises
the question of whether Alcestis will be as involved in bringing death
upon her husband as she was upon her father (in some versions of the
myth), as well as the question of whether Admetus’ attempt to prolong
his life will be as unsuccessful as his uncle’s. These questions, especially
the first, are reinforced by Admetus’ use of this term when he accuses
his father of letting Alcestis die: “but you let this woman outside the
family (6Bveiav) die” (646). As Conacher points out, the term 68veiog
sometimes connotes hostility toward the person to whom it refers. See
Conacher 1967 on lines 532-33.

532 - 60veiog, -ov: strange, foreign, “an outsider” (see lines 533, 646,
810). In a way, because the woman came to live at her husband’s house
when she married, she was always a stranger in his home and subject
to suspicion. svyyevig, -&¢: kin, related by blood.

533 avaykaiog: constraining, necessary, indispensable, connected by natural
ties, related by blood.

535 Mention of Alcestis’ father’s death might remind the audience of
how Pelias died, but the way Admetus expresses the relationship of the
dead woman to the house generalizes her beyond recognition. His
guest certainly fails to understand the connection.

536 e{0e: with a secondary tense of the indicative introduces a wish
contrary to fact, that is, “If only it were so . . . but it isn’t.” <} Avnéw:
cause grief, pain, distress; middle feel grief, sorrow; grieve (see lines 239, 540,
550, 1018).

537 vmoppérte: understitch, attach, patch (the word is used of putting
a patch on a garment).

540 éxAnpdg: bothersome, burdensome. ** Epodov = fHA0ov (see note at 52).
541 10u imperative of el (see note at 65).

542 Bowdo: feast.

543 yopic: separate, apart (see line 528). Eevdveg: guest rooms. ol: where.
544 péBeg: fr. pebinuwt (see line 263). popiog: countless, ten thousandfold.
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546-47 “You lead him in, having opened the outer guest room for
him.” ¢ fiyopa: lead, think. éEdnrog: out of sight. Greek private houses
often had an entertainment room for men (called the évdpav) that was
entered by a separate door from the outside, possibly to prevent unruly
guests from intruding into the living quarters, especially those of the
women of the house. In Athens, respectable women did not partici-
pate in the men’s banquets and parties. It is also possible that behind
the double doors, Admetus has a complex of buildings around a court-
yard, as in a Homeric house or in some modern Greek country houses.
547 ofyvupu open. tolg épectdorv: fr. -lomu “those in charge.”
I ppalam: point out, tell.

548 < oitog: food. mapeivat: fr. Tépeyn or mapinui? mapinut means yield,
let pass, pass over, relax. In his notes, Earle suggests that napeivon here is
used as equivalent to napoBeivor. The scholiast seems to prefer napeyu,
glossing the word as rapakeicBon be at hand, be available. ¢ ©A{00g, -ovg,
16: abundance. x Vjlo: for xhelw shut.

549 @dpag pecadrovg: “the doors of the outer courtyard” (Bayfield).
I npémen: it is fitting.

551 mpdxewpanr: lie before.

552 <} toApnGw: be brave, dare, have the heart to (see lines 277, 644, 752,
985, 1117). Eevodoxéw: entertain a guest, receive a guest. p@pog: fool,
“What a foolish thing to do!” Literally, “Why are you a fool?” Both
Alcestis and the Chorus have already expressed their doubts about
Admetus’ capacity for rational thinking (303, 327). The ease with
which he accepts such a known reveler as Heracles into his house, thus
not only going back on his promise to mourn himself for eternity but
also his order that the entire city mourn for a year (425-31), has been
anticipated and foreshadowed. Admetus seems to come to terms with
Alcestis’ death very fast. In fact, there seems to be a gap between the
depth of grief the Chorus expects of Admetus (416-19), and the swift-
ness with which he recovers. While the Chorus desperately calls on him
to come to his senses, Admetus does not seem to need such an awak-
ening. He says that he has anticipated this tragedy—it has not surprised
him—and starts calmly to make the proper arrangements to bring not
“Alcestis” but “this corpse” to the grave (420-22).

553-67 Admetus’ calm reasoning as to why it would be more profitable
for him to host Heracles in spite of Alcestis’ death, which seems to have
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occurred only moments ago, shows us how calculating he can be even
in the most trying of times.

553 &n-eladve: drive. Review the principal parts: élovve, éMd (-dw),
HAooo.

554 <k p&AAov: more, rather. Ex-aivém: praise, approve.

556 Review contrary to fact conditions (see note at 357). peilwv, peiov:
less.

557 mpdc: with dative, besides, on top of.

559 toyyave: + genitive, meet with.

560 "Apyog -ovg: Argos. diyrog: thirsty. (Where it is very dry or where
a lot of drinking is done or both?) Admetus follows the proverb
(quoted by Menander in the Monostichoi, or One-Liners), Eévovg &évile,
kol oV yap Eévog v’ Eon.

564 <t nfipo: trouble, woe. *+ yvopile: come to know.

” &,

565 td pév: “to this man or that,” “to one man or another.” He does
not need to give the second part of the contrast (the 1 6¢) because
that is his own opinion, as his concluding lines show. *¥* gpovéw: be
sensible, be in one’s senses.

567 anwbéa: thrust away.

THIRD STASIMON (568-605)

Here, the Chorus sings of Admetus’ hospitality to another special guest
(Apollo) and celebrates his house. As often happens in the plays of
Euripides, the Chorus escapes from the reality they are facing into a
calm, idyllic surrounding, here with Apollo assuming an Orphean
guise and enchanting both domestic and wild animals with his lyre,
while Admetus’ realms prosper. The Chorus holds the almost force-
fully assumed belief that the noble (and thus good) must be wise and
inclined to do the right thing. In spite of the serene and bucolic
content, the Chorus seems to be in a bind. The singers try against all
odds to justify Admetus’ decision to entertain Heracles despite the
recent death of Alcestis. They attempt to find an example that would
justify Admetus’ decision to carry on with hospitality at such a time,
but the best they can do is refer to Admetus’ entertainment of Apollo,
which indeed was profitable to Admetus, but not inappropriate (see
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esp. line 10). The audience realizes that the boon of Apollo has indeed
benefitted Admetus, but it has also inadvertently caused Alcestis’
premature death. The pretense of Admetus’ alleged bliss is mimicked

by the portrayal of Apollo, who impersonates Orpheus.

Strophe A (568-77):

O house of a hero, hospitable and
forever free,

in you the Pythian Apollo of the
beautiful lyre

deigned to dwell,

and he endured to be a shepherd

in your domain,

over the sloping hillsides,

piping to your flocks
pastoral mating songs.

Strophe B (588-96):

For you dwell in a home most rich in
sheep

beside the fair flowing

lake of Boebia. As boundary

to his plow lands and level places of
his plains,

he sets the dark resting place

for the sun’s horses, the sky of the
Molossians;

and he rules the Aegean Sea
up to the harborless shore of
Pelion.

Antistrophe A (578-87):

In joy at the melodies, spotted lynxes
were herded with them,

and the bloodred pride of lions
came,

leaving the covert of Othrys.

And with them danced about your
Iyre,

Phoebus, the dapple-coated fawn

coming from beyond the high-
needled pines

with graceful ankles,
rejoicing in the happy tune.

Antistrophe B (597-605:

And now having opened his home,

he has received a traveler, with tears
in his eyes

from weeping over the body of his
dear wife,

just dead in the house. Well-bred
people

know how to act.

Among the good there is every sort
of wisdom. I am stunned.

But upon my soul confidence sits
that a god-fearing man will fare
well.

The Chorus, after initially upbraiding Admetus and questioning his

sanity in receiving the guest, is finally convinced of the goodness of the
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action and sings the next ode (the third stasimon) in praise of the
house. This ode balances the previous one in praise of Alcestis. The
house is hospitable and free, and now, though it is in mourning, the
house has received a guest. Such nobility gives the Chorus confidence:
“Upon my soul confidence sits / that a god-fearing man will fare well”
(604—605). Choral odes are connectors and need to be looked at in
the context of the episodes that surround them. The couplet is a
commonplace remark, but here the context makes it outrageously
inept. It hardly seems appropriate to say to a recent widower that he is
sure to prosper. Soon Admetus will hurl threats at Pheres that are remi-
niscent of Hesiod’s verses on the mistreatment of parents and the treat-
ment of guests in the present age (Works and Days 182—88). This act of
filial impiety makes it difficult to think of Admetus as a god-fearing
man. Admetus’ generosity (inept under the circumstances) is matched
by this generous but seemingly inane sentiment on the part of the
Chorus. Like Admetus in his refusal to accept his wife’s death, the
Chorus keeps hope alive in a hopeless situation. Now the arrival of
Heracles has given renewed hope, and in a happy (rather than tragic)
irony, the Chorus—though they cannot share the knowledge of things
said in the prologue—does share the hope. The opening of the house
to Heracles reminds the Chorus of the sublime musician Apollo who
saved the house once (or atleast thought he did). The Chorus pictures
him as Orpheus, whose story renews their hope, but it will be the
unmusical son of Zeus, Heracles, who will be the Orpheus of the story,
using force rather than the persuasion of song (or the infatuation of
drink) to defeat Death/death. Orpheus, however, though he succeeded
in bringing back his wife by his art, failed to keep her safe. It is also
possible that Euripides had in mind another version of the Orpheus
story in which the hero succeeds (see Robbins in Warden 1982, 16;
Segal 1989, 18-19; Schwartz 1984, 200, 211-13). Heracles will succeed
where both Orpheus and Apollo failed, for Apollo’s salvation of Admetus’
house was neither permanent nor complete.

Strophe and Antistrophe A:

569/579 — v~ — < v~ == et
570/580 < — <~ —= v —v__
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571/ 581 -~ -~ — -

57273/ 582-83 < —~ -~ — =~ _
574/584 -~ —~ - -
575/585 -~~~ —~ -
576/586 — — =~~~ ———
B577/587 - -~~~ - -

Strophe and Antistrophe B:

588/597 - - - -~ ~—
589/598 -~ -~ - -~ - “e_
590/599 -~ - - — v~~~ _
591/600 -~ —~~—~-—~~
592/601 -~ ~ -~ ——

593-94/602-603 - -~ — v~ -~ — - e
595/604 — =~ — — =~ - —
596/605 - - -— ———~— -

568 moAbEeivog: Eeivog is used for Eévog for metrical reasons. It is the
common form in Epic and Ionic dialects (see line 598). The form is
vocative.

570 Pythian Apollo = Apollo of the Delphic oracle. edAbpag: of the
beautiful lyre, an epithet of Apollo. The form is nominative.

571 < &&r60: deem worthy, deign. <+ voiwe: dwell in.

572 +} tAdo: dare, have the heart to. pnhovépag: herdsman, shepherd.
575 “over the sloping hills.” 8éxurogc: sloping, aslant (see line 1000).
xAtdg (kAertdg), -vog, I: hillside.

576 Boéoxnpa: flock. svpilw: pipe, play the pipe.

577 “pastoral wedding songs” (mating tunes for the sheep or other
herds). rowpvitng: of shepherds, pastoral. buévarog: marriage song.

579 cvpmoipaivopor: herd with, join the herd. cdv 8’ émoipaivovro:
tmesis (see note at 160). ¥ gopd: joy. Badroil AMdykeg: spotted lynxes.
580 #Ba = #Pn (for the principal parts, see note at 392). Othrys is a
mountain range that forms the southern boundary of Thessaly (see
Herodotus 7.129). vénn: wooded glen, bosky dell.

580-81 “a blood-red (or tawny) troop of lions.”
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581 dagovdg: tawny, blood-reeking (used of lions, serpents, lynxes, and
jackals). TAa (TAn): troop.

583 ybpevoe = éydpevoe ft. yopebo dance. The augment is often omitted
in poetry. k18épa: lyre.

584 mowk1A60p1E: spotted, dappled.

585 vePpdc: fawn.

585-86 “beyond the high-needled pines (firs).”

586 covpd xobe@: “on light-stepping/graceful ankle.”

587 edopov: gladdening the heart. pohnf (LoAnd): song, dance.

588 moAbunAog: rich in sheep, with many flocks.

589 xaAAiveog: fair flowing (used of rivers and springs).

590-96 This is a difficult and obscure passage. In it the Chorus defines
the boundaries of Admetus’ realm, extending from the Molossians in
the West (where the sun sets, 594) to the coast off Pelion. One possible
translation:

Therefore he makes the air of the Molossians, about the dark
resting place of the sun, the boundary of his farmlands and plains
and he rules the Aegean sea up to the harborless headland of
Pelion.

Note: resting place = inndoracw stable for the Sun’s horses.

The scholiast lists the poleis of Thessaly as “Pherai, Boibe, Glaphurai,
and Iolkos.” See Homer, lliad 2.711-13.

590 &porog: plowland. yong, -ov, b: land sown with crops (-Gv is genitive
plural).

591 nediov danédorg: “levels of his plains” (Bayfield). nediov: plain,
fertile land. ddmedov: level surface, ground, soil. The prefix do- is related
to 86pog house. Spog: boundary.

593 &eAiov = HAiov. xvegoiog, -a, -ov: dark.

594 aibfp, aiBépog O, Ny: sky, heaven, air, ether, region.

595 dxth (dxtd): promontory, headland.

596 Pelion is a mountain in eastern Thessaly, famous in various tales.
The giants Otus and Ephialtes piled Ossa on Olympus and Pelion on
Ossa in their attempt to reach heaven. The Argo was built from the
trees of Pelion. It was the site of the wedding of Peleus and Thetis, and
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in more recent history, Xerxes’ fleet was wrecked in a violent storm off
Pelion (Herodotus 8.12).

597 aunetdoag: fr. dvanetdvvow spread open.

598 déEato = £8¢Eato, unaugmented aorist. votepde: wet (with tears).
BAépapov: eyelid, eye.

600 &pt1@avig, -£¢: just dead.

601 éxeépw: carry out (as a corpse for burial), carry away; passive be
carried away, be transported (by emotion), be carried beyond bounds.
I aiddg: reverence, respect.

602-603 ndvta cogiag: “all parts of wisdom” (Hamilton), “all the
elements of wisdom” (Bayfield).

603 &yopot: I am amazed.

604 <+ O&poog: confidence, courage. fotar: fr. <k fipou sit; perfect “is
seated.”

605 OeooePhc, -eg: god-fearing, reverent, with gdra fr. edg, not g (see
line 471). * xedvég: good, sound (see line 97). xedvé: neuter plural with
npdEewv (see note at 227).

FOURTH EPISODE (606-961): ADMETUS; ADMETUS
AND PHERES; HERACLES AND THE MALE SLAVE;
KOMMOS 861-961: CHORUS AND ADMETUS.

A summary is useful for this long and eventful episode. Admetus is
about to begin the funeral when his father arrives with offerings for
the dead. The two men argue (the major agon), and Pheres goes away.
Admetus and the Chorus go to the funeral, leaving the stage empty,
which is an unusual occurrence. Sounds of merriment are heard from
within the palace as a servant comes out to complain about Heracles’
unseemly behavior and to bemoan his lot in having to serve this man
instead of attending Alcestis’ funeral. He also gives us new information
about Alcestis (769-71). Heracles then enters, somewhat tipsy, and
when he finally finds out that Alcestis is dead, he leaves to go to her
tomb and rescue her. Admetus and the Chorus return from the funeral
to face the empty house.

606ff. The funeral: Admetus expects this to be the ekphora (éxpopé,), or
“carrying out of the corpse for burial,” but the arrival of Pheres inter-
rupts his plans. Instead the scene becomes a distorted prothesis
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(mpdBeoic), or “laying out of the corpse,” with the two men quarreling
over the body and how it should be buried and honored. Admetus
suddenly seems officious and pragmatic, and he acts fast in getting
Alcestis’ corpse out of the house. Again he fails to mention Alcestis by
name and refers to her by the term “corpse.”

606 <+ edpevig: kindly, friendly, comforting (see line 319). mapovoio:
presence. Can you figure out the etymology?

607 I npdonodog: servant, attendant.

608 &pdnv: adverb, lified up. ¥ tdpog: tomb.  mopd: pyre.

609 d¢ vopiletat: as is the custom (see line 99).

610 < € + elp

612 i 6reiy®: come. dnadde: servant, attendant (see line 136).

613 &yolpo: delight, pleasing gift, statue.

614 cvykdpva: labor with, suffer with, sympathize.

615 dvtepd: future with no present, speak against, contradict.

616 fuapinkeg: see line 144 and note; the word is used in the same
sense here (and at 342 and 879). It is used in the more usual sense at
327, where the Chorus suggests that Admetus has taken leave of his
senses. At 850 Heracles uses it to describe the possibility of missing his
prey, and at 1099 he says that Admetus is making a mistake in not
taking the woman, as if in keeping his promise to her, he will lose her
again through his errors.

617 8do@opoc: hard to bear.

618 d¢yov: what is the form? Review imperatives in the second person:

TENSES: present, aorist, perfect
FORMS:
Thematic (present, second aorist)

Active -g -€7€

Middle -ov -eofe
First Aorist

Active (o)-ov (0)-ate

Middle (6)-on (c)-0c0e
Perfect

Active perfect active participle + io0t. .. + £o1e

Middle -0 -obe

Aorist Passive

©®)nu (8)-nte
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619 iza: third person imperative of eip, “letitgo.” <} xpedv: it is neces-
sary. Unlike Admetus, who refers to Alcestis after her death by the
terms vexpog and vékug, which are used unambiguously for a dead body,
Pheres refers to Alcestis by the term o@ua, which after Homer refers
to either the dead or living body, rendering her memory more
poignant. The point is confirmed when Admetus refers to himself by
the term odpa (636) while designating Alcestis once again as vexpdc in
line 635.

621 E0nxev: fr. «F 1w pud, set, make. elace: fr. & ddo.

622 xataglive: wither away. Yiipog: yipag, yipos, ynpd, yipas, old age.
névOipog: see line 512.

623 - edbxAefc: of good fame, glorious. This is an important word in the
play. It is used at line 150 of Alcestis and at 292 of the parents if they
had died for Admetus. Here Pheres says that Alcestis has given all
women the chance for glory, or perhaps that her deed has taken away
some of the stigma of being a woman. At 938 it is used of Alcestis in
contrast to Admetus and again at 1033 of Heracles’ prize, which is
Alcestis.

624 yevvaiog: noble, another important word. at 166 Alcestis prays for
a noble husband for her daughter; here it is used of Alcestis’ noble
deed. Other uses: at 742 of Alcestis, at 857 and 860 of Admetus, at 1097
of the house, and at 1120 of Heracles.

627-28 The profit motif brings us back to the motif of fathers and
sons. (See “Fathers and Sons” in the “Discussions,” pp. 195-97). One
can see how these two men think in terms of utilizing others (cf.
334-35).

628 AMbewv: to be profitable.

629 xAnBeig: fr. xoréo.

631 Even here Admetus does not refer to Alcestis by name. She is
merely #ide, “this woman.” évébw: put on.

632 évdeng: in need of.

633 cvvalyéw: grieve along with (somebody). dAAOpnv: fr. SAAvpL.

634 éxmoddv: away from the feet, out of the way. mopeig: fr. mop-inp let fall,
leave to (another).

635 Notice the generic masculine in vée. &rowpdfw: lament, bewail, cry
“‘olpor.”
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636-39 Many editors delete all or some of these lines as unsuitable.
Murray adds the question marks at 636, 638, 639, while Diggle removes
them. We prefer to keep the lines without the question marks.

3 3 392 5 ~ ~ ’ A
0Ok fio0’ &p’ dpBi 1003e cdportog mottp,
008’ 1) TeXEIV PAOoKOVOO KOl KEKATLEVN

¥ kd ) 4

uhp 1’ #tikte, Sovhiov &’ &’ aipotog
PooTd Yovokdg ofig brePAROnV Adbpg.

637 eéboxa: caim, say, assert.

639 poaotdc: breast. dnePAROnv: fr. bro-BéAAw (see note at 504 for prin-
cipal parts). A&Bpq: in secret.

640 Eleyyog: cross-examination, test, scrutiny, account (see line 15).

641 megokévou: fr. 0. gdw is transitive in the present, future, and first
aorist active (pvoa) and means produce, bring forth, engender In the
second aorist (épuv) and perfect system, it means grow; often the
perfect and aorist are used in a present sense to mean be by nature.
642 tépa = 101 dpa. Sranpéne: + genitive, surpass. dyvyio: pusilla-
nimity, weak-spiritedness.

643 I tnMkbode: of such an age. téppa: end, boundary.

645 < éda: permit, allow.

64647 In adopting Alcestis as his stepmother, Admetus turns her, by
her own standards, into an echidna (“viper;” cf. 310). Disowning parents
is a reversal of the more usual disowning of sons by fathers. Cf. the
disowning and exile of Hippolytus by Theseus (Hippolytus 973-80). As
such, it suits the topsy-turvy treatment of death in this play. See also
Andromache’s words to Hector at Iiad 6.429-30.

646 <+ 00velog: strange, foreign, “an outsider” (see line 532 and note).
647 <k fyéopau: think, belicve.

648 dydv, dydvog, 0: contest. dyovilam: contest, fight. aydvo fiyovico:
“to contend in a trial” or “to compete in the games.” This is an example
of the cognate accusative, or internal object. It is an object that is
already implied in the verb, often (as here) from the same root as the
verb (hence cognate). The Greeks were fond of the use of several forms
of the same root or the same word in close proximity. Examples of this
construction in English include “to fight the good fight” and “one life
to live.” It is much more common in Greek than in English. A few
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examples: 13ovag fidecBou “enjoy pleasures,” véoov vooeiv “suffer from an
illness,” viknv vikav “win a victory.” The construction is extended to
objects not only from the same root as the verb but also of like meaning,
as in "IoBpio vikdv “to win at the Isthmian games.” Neuter adjectives are
also common as cognate accusatives, as in peydAo Gpoptdvety “to commit
great faults.” Cf. auaptnua dpoptéver “to commit an error.” Once again
Admetus’ tendency for flowery language surfaces (cf. 352).

Agon is also the technical term for the debate scene, so popular in
Greek tragedies, of which this is a typical example. These are the
components: introduction; two speeches of about equal length, one
from each of the contestants; remarks, mostly clichés, from the chorus,
usually separating the two speeches; a shouting match. Here, as usual,
nobody wins the agon.

650 Brdopog: for living.

651-52 See Alcestis’ speech at lines 295-96.

653 < 06’ = boa as many things as. Review the principal parts of ndoywm:
ndoyo, neioopon, Enabov, nénovBo.

654 nPéw: be young.

655 814doyx0¢: succeeding, as a noun, successor.

657 dr-apralw: tear apart.

658 i+ ¢pd: future of which the present does not occur in Classical Age
texts, will say.

659-65 The three proverbial commandments of the Greeks were to
honor their gods, parents, and city. Admetus’ claim that he respects
his father in his old age is immediately undercut by his threat that he
will not bury him.

659 mpovdoxagc: fr. tpodidout. aidoepwv: respectful.

660 7: review eipi.

661 NAAa&datnv: aorist dual fr. dAAdoow give in return.

662 ¢0ave: + supplementary participle, anticipate, be too quick.
Admetus is telling his father to “hurry up and get more children.” This
may be an echo of the Antigone’s infamous logic (911-12).

663 ynpoPooxéw: tend in old age. It was the duty of children to tend to
their elderly parents, referred to as “repaying their nurture.”

664 mepirotéAAw: wrap up, lay out (a corpse). This refers to the dressing
of the body and its preparation for the funeral ritual, which Alcestis
did for herself as described in her slave’s speech. It began with the
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bathing of the body, usually done by the female relatives of the
deceased. mpotiOnpu set before, lay out (a dead body). This is the next
stage of the funeral, the npdBeoig, often depicted on vase paintings, in
which the body is laid out on a bier for mourning.

666 téBvnxa: as often, the perfect is used of a permanent state. todni
o€ = 10 éni o€ “as far as it depends on you.”

667 cathp: cf. odlw, savior adyh: ray (of the sun). Notice the generic
masculine in keivov.

668 ynpotpodgog, -ov: nursing in old age; as a noun, nurse of someone in
old age.

669 < ndrnv: in vain. Admetus’ claim that he sees himself as Alcestis’
child who will tend her in her old age out of gratitude for her willing-
ness to die young is one of the apparently senseless remarks woven into
the plot.

670 < yiipag: old age (see lines 52, 412, 622, 659, 672, 727). yéya:
blame, find fault with.

671 < éyybg: near, close.

673-74 The Chorus addresses both antagonists, ordering them to stop
arguing, but then they modify their summons by addressing Admetus
in particular, putting him in his place by calling him a “child.” They
do not comment, however, on his filial oral violence. Their call is
echoed by Pheres, whose first word is also child (675). The members
of the Chorus have already committed themselves to criticism of
Pheres in supporting both Alcestis and Admetus in their claims, and yet
they fail to support Admetus here, whose show of disrespect to his
father would have offended or surprised the audience.

673 GAig: enough.

674 mapo&dve: spur on, provoke, irritate.

675 advxém: boast, pride oneself in.

675-76 “Do you think you are abusing some Lydian or Phrygian slave
bought on the auction block with your money?” This refers to life in
the Classical rather than the Heroic Age.

676 xoxoig éAadverv: to abuse. &pyvpdVNTOG: bought with silver.

678 yvnoiog: genuinely, legitimately.

679 <k yav: too much. bPpiw: insull, outrage. veaviag: as an adjective,
youthful, impetuous, hotheaded.

680 pintw: hurl, fling. “You will not get away with having thus cast. . ..”
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681 yeivopau: be born (this sense only in the present and imperfect);
aorist beget, bear (see lines 501, 839).
682~705 Scholars (believing, perhaps, that parents should love and
sacrifice themselves for their children unconditionally) often see
Pheres as an unsympathetic character. What father would choose to
bury his son if he could die for him? The same scholars are more
forgiving of Admetus, but what child would expect his parents to die
in his stead? The two men are equally self-centered and egotistical, but
they differ in their logic and ability to see the situation objectively.
While Admetus fragments the situation and is unable to see himself as
the originator of Alcestis’ death, Pheres penetrates the situation’s
complexity to the point of sardonic humor.
682 x&0peya: Children were expected to reciprocate for the their
upbringing by taking care of their parents when they got old (cf.
Sophocles, Electra 1060-62) . By using the base troph-, Pheres brings up
the issue of the gratitude Admetus owes him as his child. tpéoa,
Opéya: rear, bring up (see lines 497, 1049, 1055). dpeira: owe.
683 matpdoc: of or from one’s father (see lines 169, 738).
684 003’ ‘EAANVikév: For a father to outlive his sons seems unnatural
and makes brutally clear Death’s apolitical egalitarianism, but, it is also
unnatural for a son to expect his father to die for him. Pheres fails in
several ways, but this is not one of them. He is right about Hellenic
custom, his words make his son’s request seem ludicrous. He has,
however, substituted the generic for the particular, and here, if any-
where, his argument shows that he is not comfortable with his refusal.
He has not been asked to die for Hellenic custom, but for one partic-
ular man, his son. Next, his disparaging of Alcestis over her body is
insufferable; he is not only imputing foolishness to her heroic act, but
worse, he is denying the value of a good death. His death is not being
required as a precedent, though he is the one to suggest that Alcestis’
is. On the other hand, his death has been made to have less value than
hers because he is old and because it was expected that he would offer
to die. The offer—to be true to the folktale genre—had to come from
an unexpected source.

Except for the rather inelegant way in which he expresses this senti-
ment, denying the concept of a good death, Pheres’ comments are
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no worse than what the dead Achilles says of death in the Odyssey
(11.488-91: see note at 24-37) or what Iphigenia will say before her
about-face in Euripides’ last play (Iphigenia at Aulis, especially line
1252, “To live badly is better than honorably to die”). There is nothing
noble about Pheres, but also little that is false. There is, on the other
hand, the sheer unloving, ungenerous nature revealed in his harsh-
ness to his unhappy son; he simply has to have his say. The “rhetoric
of the situation” may require Euripides to give him the best defense
possible, but it does not force him to make Pheres so unkind. His
remarks to Admetus may be a concession to naturalism—in the heat
of the moment, people say more than they intend in order to pay back
unkindness with equal or greater unkindness. This excess on Pheres’
part is the only hint that his son’s words have hit home and that he
feels at all bad. To hold back repaying like for like is, of course, not
Greek either.

687 moAdnAeBpog: of many plethra, extensive. A plethron is one hundred
feet. yong: a piece of land; plural fields.

688 mépo: with matpdc.

689 Adixnka: fr. dducéw.

692 Aoyilopou: reckon, figure, count. See Antigone 74-76 regarding the
length of time spent here compared to the time spent in Hades. The
contrast makes Pheres want to live.

694 Svapdyopa: fight eagerly. As a prefix dwe- often means “through to
the end,” “all out.”

695 mempopévog: destined, appointed (see line 21).

696 xoTOKTAG = KOTOKTELVOG.

697 yvvaikdg: genitive of comparison (“than”) with a verb meaning
get the better of. noonpévog: fr. hoodopar, + genitive, be less than
(someone), be inferior. Pheres here is like Creon in Antigone (678-80,
745, 756), taunting his son with being surpassed by a woman.

699 éonvpeq: fr. Lp-evpiokw.

701 x&t’ = ol elto. and then (see note on crasis at 45). éverdifm: +
dative, reproach.

703 oiya: imperative of s1ydo. Apparently Admetus starts to interrupt
at the reproach from his father or perhaps at his claim to be counted
among ¢ilot.
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705 &xodewv koxd: “to hear bad things,” meaning “to have bad things
said about one.”
706 wmAeio = nAeiova more.
707 xoxoppoBdv: fi. koxoppobéw, supplementary participle with madoot
(aorist middle imperative), abuse, bad-mouth.
708 i+ dAyéa: feel pain.
711 tadTév =10 adtév (understand “is it?”). NBdvra: fr. NPéw be young.
Admetus shifts the focus from asking someone else to die for him,
which is a rather outlandish situation, to the more realistic issue of who
should be expected to die first, an old or a young man—a sophistic,
argumentative trope.
713 Céng: fr. {Gw, optative.
714 dpdopoau: curse. yovevg: parent.
715-16 Admetus is (as is consistent with his character) unable to see
that the argument he uses against his father is applicable to himself as
well.
715 épdvro: fr. épdo, + genitive, be in love with.
717 onpeia: sign.
719 -« gpeio: need (see line 479).
720 pvnoredw: woo, court, date.
722 < péyyoq: light.
723 <& AMipo: spirit, temper. xodx év dvdpdoiv: “not to be counted as a
man’s.”
724 éyyehGo: laugh. * Baotéle: carry, support (see lines 19, 40, 917).
The scholiast explains this line by paraphrasing, “I will not die for you
so that you can laugh at me, while you are carrying away my body.”
72526 Admetus seems blind to the fact that he himself is no less open
to criticism than his father. Pheres’ disinterest in kleos after he dies
contradicts the Homeric notion of a hero whose sole motivation for a
heroic death is the renown that will follow. It also nullifies Alcestis’ self-
sacrifice in terms of the renown the Chorus and others expect her to
have in return for her heroic sacrifice.
726 xoxdg dxodewv: to be spoken ill of. <t péhev: it is a care to.
727 &vaidero: shamelessness. nAEmg, -0, -@v: full of. Adjectives in -ag are
usually of two terminations; nAéwg is an exception.

TAEDG AL ALV

nAé® nAfog A éw®
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TAéQ TAEQ TAéQ
nAéwv Aoy TAEQV
TAéQ nhéo/-¢  mAol
TAEOV nAé@v nTAéov
nAéwg nAgong TALQg
TAémg wAéog nAéo

728 &opav: mindless.

729 #a: imperative of édo.

730 @ovebg: murderer.

731 xmdeoctnc: in-law.

732 Acastus is Alcestis’ brother. As son of Pelias, he is granted the
kingdom of Iolkos by Jason (Diodorus Siculus 4.53.2). He is also the
one who buried the remains of his father after his sisters had chopped
him up, and he banished Medea and Jason from Iolkos for instigating
the killing (Apollodorus 1.9.27). tépo. = 1ot épo. év dvdpdoiv: alive.
733 alpo: blood. tipepée: take vengeance on, avenge.

734 Eppa: go to destruction. cvvorkéw: live with, cohabit with.

735 &morde: fr. &- moic, dual nominative.

736 ynpdoxae: grow old. T®de: see note at 331.

737 veioOe: fr. véopon, present with future meaning, come, go. dneinov:
renounce (see line 738). xfjpv&: herald, public crier Admetus refers to the
practice of a father publicly disowning a child. It does not happen the
other way around, but Admetus wishes he could disinherit his father.
738-39 The formal legal proceeding of dmoxnpv&ig, which is used for
the public renunciation of a son by a father, is here reversed.

739 10odv = 10 év (16 goes with kakév). év mooiv: at our feet (cf. “at
hand”). oictéov: it must be borne.

740 Odpev: fr. 110U

741-46 The Chorus sings to Alcestis as they had been asked at line 610.
741 oyethio Tohpufic: resolute, enduring for your daring.

742 péya: adverbial.

743 mpbopov: gracious. Nether Hermes conducts the dead between
worlds.

744 xéxel = xoi éxel even there.

745 petéyw: share.

746 vopoen: bride. mopedpedm: sit beside. Admetus and the servants
carrying Alcestis’ remains (607-608) now leave the acting area and
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orchestra, accompanied by the Chorus. It is rare for a chorus to leave
before the end of a play; it happens only in Aeschylus’ Eumenides,
Sophocles’ Ajax, Euripides’ Helen, and here. The empty stage and
orchestra mark a break in the action.

747 The slave in charge of hospitality in Admetus’ house enters to
complain about having to entertain on the day of the funeral and
about the uncivil behavior of the guest. Perhaps as he comes out of the
house we hear raucous noises and singing out of tune. k&= é: fr. xoi dnd,
+ genitive. ndvrolog: of every kind.

748 <+ EpoAov: aorist of PAdoxw, = HA0ov (see lines 52, 107, 540, 545,
554, 562). I 018 fr. oido..

749 <} deinvov: dinner npodOnxa: fr. mpo-tibnpua.

751 mev@éw: mourn.

752 xatéAune’ = kal étéAunce fr. tohpdw. dpeiPo: middle cross, pass.
nOAN: door, gate.

754 & mpootoxdvra Eévia: “hospitality that happened [to be there],”
that is, a well-bred guest would have taken what was already at hand
and not have demanded anything special, considering the circum-
stances.

755 étpodve: urge, demand. Review past general conditions (see note at
514): el + optative . . . imperfect indicative.

756 motfip: drinking cup. xeipeoot = yepot. kioovog: of ivy.

757 péhaiva pntip: the “black mother” is the grape. péAag, péAoiva,
pérav: black. ebwpov péOv: unmixed wine. The Greeks usually mixed
their wine with water in a krater, or mixing bowl (from kepavvdvon to
mix). To drink the wine unmixed was uncouth and led to quicker
inebriation.

758-59 “The flame of the wine coming round him made him grow
hot.”

758 OBeppaiva: heat, warm. dpor-Paive: review Paivo (see note at 392).
QAGE: flame.

759 oivog: wine. otépa: crown. [xpdg] kpatdg xpari xpata: head.
popoivng kA&doig: “with branches of myrtle.” See lines 171-72, where
Alcestis places myrtle garlands on every altar. Is Heracles’ behavior a
parody of Alcestis’ funeral?

760 &-povoog: fr. Modoa, unmusical; also tasteless, incongruous. bAaxtéw:
wail, howl. Heracles, the greatest of heroes, called the worst of men and



NOTES AND COMMENTARY 139

a criminal by the slave, cannot carry a tune, perhaps from natural
inability as much as from the effects of the wine. He did, after all, kill
his music teacher, Linus. In Euripides’ Cyclops, the Cyclops also sings
duovoa in the presence of people weeping (this time Odysseus’ com-
panions, 4256-26, but cf. Theocritus, Idyll 11, for a more human Cyclops).
The Athenians were accustomed to singing over their cups. There was
even a drinking song (skolion) about Admetus, attributed to Praxilla.
Wine has the effect of giving even the untalented the bravado to belt
out a few verses.

761 fde: fr. deido sing.

762 oixétng: household servant (cf. line 192 where they are also
weeping).

764 téyya: wet (with tears). £@-inpi: send to; middle command.

765 Eotido: entertain, feast.

766 It seems odd or improbable that while the Chorus recognized
Heracles immediately (cf. line 478), the slave does not know who the
guest is in spite of having waited on him. See also line 823, in which the
servant indicates that he is aware of what has been discussed between
Admetus and the Chorus. movodpyog: ready to do anything, criminal.
+ xAdy, kAondg, 0: thief. AnoTig, -0v, 0: robber, bandit.

767 % 8: Alcestis. é@-émopa: fr. <} Enopon follow.

768 éx-teiva: stretch out. The stretching out of hands is a customary
gesture of farewell to the dead as they are carried out. Cf. Libation
Bearers 8-9. The first nine lines of Libation Bearers are lost and have been
filled in from other sources: the first five from Aristophanes’ Frogs; 6-7
from the scholia to Pindar; and 8-9 from the scholia to the Alcestis, ad
768, given below.

ob yap mopdv Proa cdv, tatep, popov

3Gy 2% 2 A 22 52 ~ ,
008’ éEéteva xelp’ €n’ Ekpopd VEKPOD.

+ drorpda: bewail.

770 <k pdopau: rescue, save.

771 bpyn: anger, rage. paAdoow: sofien.

772 <k doikvéopar: arrive. With the word “arrived,” Heracles enters
from the house; he is a figure both of comedy and tragedy. His speech
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is typical of tipsy philosophy, full of clichés but warmhearted and
humane. The scholiast finds Heracles’ “philosophizing” implausible, but
it seems appropriately and good-humoredly Dionysiac and egalitarian.
773 odrog: “you there,” “hey, you.” Heracles uses the demonstrative
abruptly to call the servant. cepvég: solemn. me@povtikds: neuter
perfect participle of gpovtilm, thoughiful. The two adjectives are internal
accusatives, “look such and such a way” (see note at 648).

774 oxvBporndc: sourfaced, of sullen expression (cf. Medea 271).
+ npdomodog: see line 607.

775 ebdnpocfyopog: affable, easy to talk to. ppevi: fr. < epriv.

776 < gtaipog: companion. napdvl’ = nopdvia fr. mépeyur.

777 % otvyvée: hateful. ¥ npdoanov: face. covoppudopar: knit the brow,
scowl.

778 < Qvpaiog: beyond the doors, outside (see lines 805, 811, 814, 828,
1014). This word, though it refers to strangers or outsiders, is more
ambiguous than the word Admetus had used (60veiog, 533) since it
means “at the doors” or “just outside the doors.” <¥* mfijpa: trouble.
I owovd1: + objective genitive, eagerness, concern for.

779 Smog &v: + subjunctive to show purpose. xai: adverbial, actually,
even.

780 oidag = oloBa (see note at 140).

781 + nd8@ev: whence, where from.

782-85 Heracles’ words of wisdom fly in the face of the information
he has that Admetus knew exactly when he was supposed to die and
was even able to forestall the date by sacrificing his wife (e.g., 524).
They also contradict Alcestis’ deathbed assertion that she will die “at
once, not tomorrow, nor on the next day, nor some time this month”
(320-22). It might be, however, that this inconsistency in his knowl-
edge or awareness of what is happening around him is an intentional
indication on the part of the playwright that Heracles is a bit tipsy.
782-86 Notice the line-end rhyme. At 786 Heracles breaks the pattern
by putting the rhyming &Aickerar in the penultimate position in the
line. Is his rhyming another indication of his inebriation?

784 afprov: fomorrow. Thiv adprov péAdoveoav: accusative of extent of
time.

785 agavég: predicate adjective, unclear, obscure; with 10 Tig Toxng, the
way of fortune. ol mpoPicetar: “where/whither it will proceed.”
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786 xéot’ = xai éoti. 818axtée: to be taught. dAickxopar: deponent with
passive meaning, used as passive of aipéw, be caught. té€xvn: art, skill, craft
(see line 34).

788 edbopaiva: cheer up. xa®’ npépav: day by day, by the day.

789 Aoyilopo: reckon, count up. tfig voxng: predicate genitive, “belongs
to.”

790 ripa: fr. wdo. tAeiotov Hdictnv: double superlative for emphasis
(cf. “the most unkindest cut of all”).

791 < Kdmpig: the goddess Aphrodite, born on Cyprus. ** edpevig:
kindly.

792 Eaocov: fr. édw. What is the form? (See note at 618). m180%: second
aorist imperative fr. neifo.

793 6p0a: straight, correct.

794 oipau pév: see line 781. Heracles is giving his opinion of his own
words. deeic: fr. doinur.

795 mip: fr. nive, future tiopor. DnepPEAim: pass beyond.

796-98 “I know well that from the present gloominess and contrac-
tion of the spirit, the plash of the wine cup as it [the wine] falls in will
unmoor you;” or “I guarantee you that raising a few glasses will carry
you away from your gloomy, constricted state of mind,” taking nitvAog
as “the rhythmical elbow-lifting and gurgling of the carouse” (Dale).
796 nvoxélo: cover 649’ = cdoa, adverb of caghg, clearly. 68odvexa =
Stov évexa because, that.

797 oxvOpondc: see line 774. Euvestdrog, 16: fr. cvviotw, with
Qpevdv, anxiety.

798 peBopuilw: change moorings, move from one anchorage to another.
nitoAog: literally, the sweep of oars. sx0@og: wine cup (skyphos).

799 “Think mortal thoughts,” a recurring theme and an ironic state-
ment that reflects back on Admetus, who seeks to postpone his own
death and thus contradict the laws of mortality.

800 <k cepvdg: sober, solemn (see line 773). cvvegpvopévorc: (see line
777).

801 -« yxpdopar + dative, use, “To use me as a judge.”

804 kdpog: revelry. <k yéAag, -otog, o: laughter

805 Bvpaioc: see lines 778, 811, 814, 828, 1014. Aiav: too much.

806 wévOer: imperative of nevBéw.

807 tdv =10 év.
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810 <k oBveioc: see lines 532, 533, 646.

811 A pévrou: truly, indeed. xdpta: very much. If the reading is Gupoiog,
it is used sarcastically. The scholia and the better manuscripts have
oixeiog (belonging to the house), but this may give the game away too early,
since Heracles fails to pick up on it. He continues to use Qvpaiog at 814
and does not ask directly who is dead until 819, where he quite forgets
that a woman had been the subject (at 805 and earlier at 531-35) and
asks about the other members of the family as he had done at 514 and
516.

812 pudv: interrogative particle showing surprise (see line 484).
Evppopd = coppopd. ¥ gpalaw: tell

813 - {Bu imperative fr. el ¥ pélev: is/are a concern.

815 xepdlo: revel. &xBopav: be upset, annoyed, or distressed.

817 év déovru: “at the right time.”

818-19 For black robes and cut hair, see lines 427, 512.

818 otoApdc: clothing.

819 pehdprendog: robed in black. xovpd: cutting of the hair (as a sign of
mourning).

820 ¢poddog: gone.

822 Eevilw: entertain a guest, give hospitality to.

823 aidéopar: be ashamed, respect. dnwBéw: thrust away.

824 &uvvdopog: linked together, as a noun, husband, wife.

825 The text reinforces the extent to which Alcestis was loved by
everyone in the house (cf. lines 768-70). There are hardly any
endearing terms expressed for Admetus by anyone in the play.
826-34 Put in an awkward situation by Admetus’ calculated motiva-
tion for gaining future hospitality when he travels through Argos
(553-60) or protecting the reputation of his house (556-58), Heracles
is cast as a considerate and warm individual who sees only the better
side of human nature.

826 fic06unv: fr. aicBévoponr.

828 xfidog, -ovg, 16: relative. The basic meaning of «fidog is care about
something; from that it can mean anxiety or grief, funeral rites, and
connection by marriage. The English derivative is acedia, “spiritual indif-
ference” or “lack of concern.”

829 Big Bvpod: “in spite of my feelings.”

831-32 See lines 759-60, 796.
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835 olpog, -0v, © (or O): road. épet: bears, leads. Adpioa: Larissa, a
Thessalian town.

836 Eeatdg: hewn of stone, built of cut stone. £x mpoactiov: “outside the
outskirts of town.” Tombs are usually built along the road just outside
the city. According to Oliver Taplin in Goldhill and Osborne 1999, 45,
lines 835-36 refer to a real place: “this instruction precisely locates the
major northern cemetery of ancient Pherai . . . which has been
partially excavated over the last sixty years, and which seems to have
been an important cult-centre for this whole part of Thessaly.”

838 deiov: fr. Seixvour (see note at 618 for the form). Heroes
frequently address their body parts.

838-39 Heracles is the son of Alcmene of Tiryns, daughter of Elec-
tryon, and of Zeus.

839 éyeivaro: fr. yeivopon bear, beget.

840 dpring: just now (cf. Gpti 531, 940, 1069; dptBavig 600).

841 18pdw: set, establish.

842 drovpyéw: do service to. This is the first time since the death of
Alcestis that she is mentioned by her name, and her name is nicely
juxtaposed to that of Admetus. Heracles names her again at line 854.
844-52 The vivid description of Heracles ambushing Death, encircling
him with his mighty arms until Death’s lungs are bursting for breath,
is reminiscent of the usual lifelike reports of messengers in Greek
tragedy. The difference, of course, is that messengers’ reports are of
actions and deeds already accomplished. This premature report suits
the unrealistic tale as much as Heracles’ confidence in his might. The
only way he might fail to overcome Death is if he does not find him at
the grave.

844 gvAdoow: guard, watch for

845 mAnoiov: + genitive of separation (touBov), near, beside. npocpay-
pérov: partitive genitive with nivovta. mpéoeaypae: sacrifice, offerings.
846 Aoyoaiog: of ambush. Edpa: seat, place. sv0eic: fr. sedopon rush.

847 pépnrw: grab, seize.

849 povéae: struggle, labor. mhevpd: accusative of the part affected (see
lines 366—67).

850 &ypa: prey.

851 aipatnpdg: bloody, gory. mEAavov: clot, mass of clotted blood (of the
sacrificial offerings).
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852 &v-fidiog: see line 437. Kore and the King are Persephone and
Hades.

853 < aitém: beg, ask (see lines 164, 300, 308).

855-60 Heracles’ attribution of Admetus’ hospitality to his being a
noble man emphasizes to the audience the calculated balance of bene-
fits that motivated Admetus to his house to Heracles.

855 &n-elavva: see line 553.

856 mANco®: sirike, smite.

859 oikdv: fr. oixéw (notice the accent).

860 edepyetém: treat kindly. pdTo: fr. 9dg, pwtds, 6 man (see lines 471,
605). At the end of the scene, Heracles rushes off to do what Zeus
killed Asclepius for doing, initiating the whole series of events, at least
in Apollo’s version of the story, that make up the present kairos, thus
creating a connection among these essentially separate stories.

KOMMOS (861-961)

A xoppdg is a lyrical lament sung by the chorus and actors. Admetus and
the Chorus return from the funeral in this scene, and as Admetus stands
before the doors of his empty house, he remembers his wedding day.

A Greek bride was brought by her new husband to his home amid
the sounds of revelers (the families and friends) singing marriage
songs. If it was a second marriage, a friend of the groom brought the
bride to her new home. She was veiled, and just before entering the
house, she would lift the veil, and the two would join right hands. Here,
as often, wedding and funeral are conflated, and many commentators
suggest that the actor standing in for Alcestis has his head and mask
covered like a bride.

Except for their story of a relative who lost his son, the Chorus sings
outworn consolations as they try to generalize this unique event.
Alcestis’ death, however, refuses to become the same old story. The
whole scene dramatizes the difference between then and now.
Admetus remembers the day he first came home with his wife, an event
so unlike his present approach to the house without her that each
aspect of it has its analogue here (clothing, sounds, company in bed).
As long as Alcestis was alive, even though she was dying, the house had
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a structure; now it is just an empty shell. Alcestis alone gave it
substance. Admetus, whose role as the man of the house is to mediate
between his house and family and the world outside, is completely at
a loss now that the center of his house is gone. How much Admetus
learns is debatable, but the breathtaking pain of his return to the
empty house means more than any lesson he could put into words.
The details he gives of the chaos of the house in Alcestis’ absence are
as close as we come to an expression of his recognition of Alcestis as a
person. (See Luschnig 1995, 70-71.)

861 otvyvég: hateful (see line 777). Cf. otvyém, Styx. mpbdoodog:
approach. dyg: sight, spectacle. xfipog, -a, -ov: widowed.

863 B®, otd: review the deliberative subjunctive.

865 Bapvdaipov: illfated. Admetus’ claim that his mother bore him to
an evil fate might be intended to remind us of Achilles or to alert us to
Admetus’ ever present self-consciousness and his comparisons of
himself to characters in other stories.

866 < EnAdw: envy. Epapar: + genitive, love, desire, be in love with.

867 émiBopéa: long for, set one’s heart upon. voiw: dwell in.

869 nelebdo: walk, step, go by foot.

870 Sunpog: hostage. drocvAée: rob (with two accusatives).

871 napoadidmpr: aorist -£8wxo, hand over Review didout and its
compounds: avtididept, topadidopt, tpodidoput.

872 oixwv: defining genitive, translate “consisting in,” “the hiding
place which is the house” (Bayfield). np6Ba: fr. npo-Baive. Badu: fr.
Boive. The aorist imperative of Baive is BA6 (in lyrics, padr); in
compounds -Bo is the imperative, as in npéfo., Eufo.

873 alaypa: the cry “oioi.”

874 <+ 630vn: pain.

875 o (tiv) vépOe: the one below, the dead woman. <t deeléw: help.
877 &vra: adverb, before, in front of (you). Monpdv: predicate adjective
with 10 elc18€lv (review the articular infinitive).

878 I+ mipviioka: aorist Buvnoo remind, mention. EAxbé®: aorist Akwco
wound.

881 dgelov: fr. 69eilo owe. Here, used idiomatically, “would that.”
d6povg: object of oixelv dwell in.

883 1fic: used as a relative pronoun (this is common in Homer).
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884 pétprog, -0, -ov: moderate. *} dx0o¢, -ovg, 16: burden.

885 vdoog, -ov, N: sickness.

885-86 vopeidior edvai: bridal beds.

886 xepoilw: ravage.

887 tAntdq, -N, -6v: endurable, bearable, to be endured. £€bv: accusative
absolute, “it being possible.”

888 81& mavtog: “through all [one’s life].”

889 dvondAwictog, -ov: hard to wrestle with.

890 wmépac, -atog, 16: with 00dév, limit. 1iBng: review tibnu..

892 tA&01 = tAfi6:, imperative of tAdw.

893-94 “Different misfortunes show up to wear down different
people.” Forms of &Ahog and Erepog are frequently used together as in
dANog 8AAo Aéyer, “one man says one thing, one [says] another.”

894 miélw: crush. paveica: fr. gaive.

897 < xwAdw: + infinitive, prevent (from). ¥ pinte: throw, fling.
Admetus’ words here (897-902) offer the audience a scene from the
“offstage elsewhere”; we are to imagine the events at the tomb.

898 tdgpog, -ov, §i: trench. xolhog: hollow.

901 opo®: together

902 draPdvre: dual aorist active participle of Sio-Boive.

903-904 “I had a kinsman (tic év yéver).” It is unusual for a chorus to
give such personal information. This particular story provides little
comfort to Admetus, who expected his father to die for him rather
than to get on with his life.

904 xépog: boy, son. &§160pnvog: worthy of lamentation (cf. English
threnody “a song of mourning”).

906 povémarg: only child. Epmag: on the whole, still, all in all, nevertheless.
907 &Aig: enough, in moderation.

908-10 “Though being already headed for gray hair and advanced in
life.” The Chorus’ kinsman might make us think of Pheres.

908 moAidg: grey (see line 470). xaitn: hair (see lines 101, 470).

909 mporetng: falling forward, inclined to.

910 ndpow: onward, advanced.

912 oxfipa, -atog, T6: form, appearance, shape.

913 petaninta: fall differently, undergo a change. Review ninto/nitve and
compounds: gloninto, xninto, Luninto, TPOCTINTO, TPOSTITVE.

914 “Much has gone between.” That is, “There’s a big difference.”
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915 167e: then, on their wedding day. mebxm: pine, pine torches (used in
the wedding ceremony). IInAidg, -&dog: feminine adjective, from M.
Pelion.

916 bdpévarog: marriage song (see line 577). -+ oteiym: go (see lines 74,
186, 612, 740).

917 < Baotdlo: support, carry (see lines 19, 40, 724).

918 moAvdyxntog = moAvfixntog noisy. ¥ Exopat: imperfect eindpuny follow.
919 6ABila: call happy. An oxymoronic line, but, of course, she was not
dead then.

920 edmatpidng: of noble family. In Athens, edrotpidon were the old aris-
tocracy. &n’ &pgotépwv: on both sides.

921 66EvE& = oblvyog yoked together, united, wed.

922 ybog: lament. dvrinadog: wrestling against, opposed, instead of.

923 Aevkde, -1, -Ov: white.

925 xovtM: bed. *¥ Epnpog, -ov (or -1, -ov): desolate, deserted.

927 moétpog: fate, fortune. dnerpdraxog: inexperienced in misfortune.

930 <+ dapap, -aprog, fi: wife (see lines 46, 227, 296, 612).

932 moapaAdw: separate.

936 Jpwmg: with vopilw, still, nevertheless.

937 Gmtw: + genitive, fouch (see line 964).

938 <+ péxBoc: trouble.

939 mapeic: fr. nopinu let pass, bypass. pépoipov: destiny. Admetus has
come close to his father’s view of him (see lines 694-95).

940 < &pr1: just now.

941 é&véyopav: bear, endure.

942 See line 195.

943 tpémw: turn. Of the recent editors, Garzya and Diggle read 943 as
tepnviig Thyo’ &v elo6dov with the manuscripts and scholia, but because
Admetus has already talked about his homecoming in 941, it has been
thought that here he should talk about going out. Because, however,
he continues to talk about the interior of the house and does not turn
to what awaits him outside until line 950, the manuscript reading may
well be preferable to the Murray/Dale reading (¢€630v).

944 Evdov: within. 8E-ehadvo: drive out. Epnpia: emptiness, loneliness,
desolation.

945 <} edv: bed. edte: when. kevdg: empy.

946 Opdvog: chair olo1v = oig.
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947 adyunpdc: squalid, dirty. 0ddag, -eog, ©6: floor yévvu: dative plural
yovvoo, knee.

948 ot 8¢: the servants. deondtic = Séonowva.

949 ctéva: see lines 296, 341, 652, 1079.

950 #EwOev: outside.

951 éAdou fr. Aadve. EOALoyog: gathering.

952 yovoukornAnOng: full of women.

953 oufiMé&: contemporary, person of the same age.

954 +i+ &pd: will say. xopéa: + participle, happen, meet with (see line 472).
955 id0%: imperative, look at.

957 <k elto: then.

959 kAnddv: name, reputation. tpdg xaxoioct: “in addition to my troubles.”
960 xepdiwv, -ov: comparative of an adjective with no positive, derived
from xépdog (profit, gain), more profitable.

961 kakdg xAdw: be spoken ill of, have a bad reputation. kax®g TPATTE:
do badly, fare badly, manage badly.

FOURTH STASIMON (962-1005)

Strophe A: (962-72)

Though I have raced on high
through

the musical gamut

and touched on many tales, I have
found

nothing is stronger than Necessity,

not any drug

in the Thracian tablets
where are written the sayings
of Orpheus, not all the cures
Phoebus gave
to the Asclepiads,
providing remedies for mortals of
[their] many ills.

Antistrophe A: (973-83)

But for this goddess alone it is not
possible

to go to her altars or images;

she heeds no sacrifice.

May you not come, Lady,

upon me with greater force than
before in life.

For whatever Zeus assents to,

with you he accomplishes it.

You subdue even the iron among

the Chalybes by force,
and have no respect for the stubborn
temper.
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Strophe B: (984-94) Antistrophe B: (995-1005)
You, too, the goddess has taken Let the tomb of your wife not be
thought of

in the inescapable bonds of her as a mound of the perished dead, but
hands. let it be

But be brave, for you will not ever honored like the gods,
bring back the dead

from the Netherworld by weeping.  a holy shrine for travelers.

Even the shadowy children of the And someone, turning into the road
gods that angles off

perish in death. will say this:

Dear she was when she was with us, She once died for her husband,

dear will she be in death. now she is a Blessed Spirit.

You brought to your bed the most Hail Mistress, grant my prayer: Such
perfect wife of all. voices will greet her.

Strophe and Antistrophe A:

962/978 <~~~ -

963/974 -~~~ <~ -

964,/975 -~~~ -

965,976 -~/ ~ <~ -

966,977 -~/ -~ <~ -

967/978 — — -

968,979 - - —~— -

969-70,/980-81 -~~~ ~_ v —=v_~_ -
971-72,/982-83 =~ < v~ - SN

Strophe and Antistrophe B:

984,/995 <~ — v~ o ovv o
985,996 - — - - Cmeee-
986-87/997-98 — — —~~ - --
988-89,/999-1000 - —~/—~ -~ —~
990,/1001 - ~/- -~~~

991,/1002 /- -~ - .-
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992/1008 </ —~ -~ — -
993-94,/1004-1005 — —~~ -~ = —— — — S

In the final ode, the Chorus’ words of despair are full of names and
images that once suggested hope: Orpheus, Asclepius, and ¢dpparo.
The ode ends with words addressed to heroes. Alcestis has become a
blessed daipwv, a powerful spirit for the good. Song and spells and
drugs fall short in the face of Necessity, but hope must be kept alive,
because by the end of their greeting, Alcestis is there in person. The
movement of the final ode parallels the movement in the play from
the general to the particular (as is common in tragic lyrics). It is not the
generic woman who has died, but Alcestis. Thus the ode ends with an
address to Alcestis (by an anonymous imaginary wayfarer) just as she
arrives in person, but anonymous, with Heracles. Song escorts her
back, in particular this song, which sees Alcestis as still present (though
distant and somewhat abstract) as a benign spirit. Song in the form of
the Alcestis restores Alcestis to life by art; a great improvement on the
way things are. (Cf. Luschnig 1995, 75.)

The first strophe and antistrophe confirm what has already been
said in the parodos, namely that there is no escape from death
(112-21), a truth that Admetus’ current existence seems to contradict.
The second pair of stanzas applies the maxim to Alcestis’ death and
her irrevocable demise; no one can be brought back from the Nether-
world, the Chorus claims. This truth is soon contradicted as well, when
Heracles brings Alcestis back to life. Again, what is being said is at vari-
ance with what the plot presents. Heracles claimed that no one knows
when he or she is to die (783-84), but Alcestis knew the appointed day
(320-22). From the point of view of the characters, however, the
Chorus is confirming something, that at least for Admetus, must be
meaningful and foreboding as the plot develops. First, they confirm
that Alcestis has died with undeniable kleos, a fact that was important
to Admetus, as we learned already in 725. This statement implies that
Admetus indeed has no chance of earning kleos, as he has already real-
ized (954-61). Second, and of more importance for the denouement
of the play, is the repeated statement that one cannot avoid death.
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Death is overseen by Necessity, which is of an ineluctable quality. The
text thus foregrounds the unavoidable ending of the play, which will
lead in the immediate future to the death of Admetus.

963 petédpoiog: soaring uplified. dicow: aorist Néo rush, speed.

964 aydapevog: fr. dnto.

965 ’Avayxn: “Necessity” is here metonymic for fate, Moira or Aisa.
Necessity is, of course, exemplified by Death.

967-68 One of the central doctrines of Orphism was reincarnation.
To consult Orphic writings was therefore the proper action if one
wanted to counteract Necessity, which assures death.

967 cavig, -1d0g, fi: tablet. tég: used as a relative pronoun.

970 "AcxAnmiédarg: the “sons of Asclepius” are physicians. yfipvg:
voice.

971 édvrirépve: cut against (of herbs and roots used as antidotes),
provide cures.

973-75 “Itis possible to go to neither altars nor image of this goddess
alone.”

973 uévag = pdvne.

974 Bpérag, t6: image.

975 ooedayiov: victim, sacrifice.

976 + métvio: lady. The term ndtvio is usually used when addressing a
goddess in a prayer. Because, as the Chorus says, Necessity has no cult
or worship, it is odd that she is addressed in this way, yet illogicality is
pervasive in this play on more than one level. Prayer to Necessity is
futile, but in this instance it works or, in the dramatic illusion, seems to.
978 veda: nod (to).

979 televtdw: accomplish (see line 374).

980 “among the Chalybes.” The Chalybes (or Chalybi) were a people
of Pontus, known for ironworking. See Seven against Thebes, 727-30.
Sapdlw: tame. sidapov: iron.

982-83 dndtopog: stubborn, unyielding, abrupt. < AMipo: spirit. 3 aiddg,
-0dg¢, N1: respect, regard. Necessity does not regard the intransigent spirit.
984 dguktog: inescapable. Seapdg: bond. elhe: fr. aipéo.

988 -+ oxbt10G: dark, secret.

992 For this line there is variation in the manuscripts. Murray marks
the line as corrupt and prints ¢ika 8¢ fxoi Bavods” Eotar,t. iAo 82
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Bovode’ &1’ Eorou: Garzya, Diggle, following Prinz, a late nineteenth-
century editor. This emendation is accepted by most modern editors.
994 < Ledyvopu yoke, join (see line 428). xAroio: bed. <+ Gxovtig: wife
(see lines 201, 526).

995 ydpo: mound.

997-98 oéPBag: object of worship, shrine. Epmopog: wayfarer, traveler, trader.
1000 3éypiog: turning off the road, angled, aslant, sloping (see line 575).
kéAevBog, -ov, fi: path.

1003 paxap, pdxaipa, pdxap: blessed.

1004-1005 mpoc-epd: address. piun: uiterance.

EXODOS (1006-1163): CHORUS, ADMETUS,
HERACLES, AND A SILENT WOMAN

However we interpret this scene and with it, the meaning of the play,
much of the enjoyment and irony of the exodos comes from the fact
that it is a recognition scene, a type-scene in which the audience took
particular delight. Euripides was a master of recognition scenes,
working to make them more and more elaborate and, therefore, both
thrilling and entertaining to the spectators (as in the Iphigenia among
the Taurians, in which Orestes’ life and Iphigenia’s deliverance depend
upon their recognizing each other through the device of the unrec-
ognized sister dictating a letter to her unknown brother). The Alcestis,
of course, includes the earliest extant example of a Euripidean recog-
nition scene. The recognition is drawn out and made in stages, first
through physical likeness (in dress and stature, as in the “tokens” of
recognition in Aeschylus’ Libation Bearers—the footprint, the lock of
hair, and finally the garment woven by Electra for her brother, a scene
parodied by Euripides in his own Electra). Finally, after all the teasing,
we witness the full recognition, greeted with amazement, whether in
joy or horror, by Admetus. The physical recognition has here been
anticipated by one of a more ethical kind in the preceding scene, in
which Admetus realizes what his loss means and may even come to
some recognition of his wife as a person.

1006 ydvog, -ov, 6: son.
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1008-36 Unlike Heracles’ speech to the Servant (773-802), which was
lucid and well thought out, this speech is elliptical (see, for example,
the sudden transition to the woman he leads, 1019-20). Heracles
seems to find it awkward that he has to reproach his host. Unlike
Admetus’ speeches, which all have the same rhetorical ornaments built
in, Heracles’ speeches change with his mood. His rhetorical clumsi-
ness in this speech is heightened by his misapplications of language: his
use of £ppalec with the infinitive (which is implied; cf. Dale on line
1012), the unparalleled use of éAewyapnv in the middle voice (1015),
and the unusual use of névov in the accusative in apposition to the
sentence, instead of the more common genitive (1027).

1009 popon: blame (cf. péugopor). omA&yyva, Ta: guts, heart.

1010-12 éyod . . . o0: Heracles emphasizes his way of behavior in
contrast to that of Admetus.

1011 é&erdlecOau: to be considered.

1012 ¢pélw: see line 812.

1014 Bvpaiov: see lines 778, 805, 811, 814, 828.

1015 otég: crown one’s head (xpdro). Aeipo: pour libations.

1016 orovdq: Lbation.

1018 pfyv: answers uév (1017), but.

1019 &v o¥vey”: “on account of which,” i.e., “the reason why ... [I
have come].” brootpéew: turn back.

1020 yvvaixa: the Greek allows a wonderful wordplay. yovii means
both woman and wife. At 1013 Heracles uses the word for Admetus’
wife; here Admetus will understand the word to mean “woman,” while
Heracles and the audience know it is his wife. See lines 531, 1032, and
1061-63.

1021 Emg &v: + subjunctive, until.

1023 “IfIdo [suffer] whatI hopeIdon’t,”i.e., die in carrying out the
current labor. Optative of wish.

1024 mpoomoAéwm: be a servant (npdonoroc). The unidentified woman is
offered as a slave in Admetus’ house.

1026-27 It is remarkable that Admetus does not suspect anything. At
the end of the second episode (425-31), he commanded all the Thes-
salians he rules to share his mourning for Alcestis, ordering them to
have their hair shorn and dress in black. He proclaimed that even the
horses’ manes are to be shorn. No sound of flute or lyre is to be heard,
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which implies that there is to be no entertainment of any sort. Hera-
cles does not know about this proclamation and thus invents an athletic
contest to explain how he got possession of the woman.

1026 < &ydv: contest (see lines 489, 504, 648, 1102, 1141). navdnpog:
public.

1027 &0Antig: athlete (one who competes for a prize).

1028 < xopifw: bring, conduct. vikntfpio: prize of victory.

1029-32 “Itwas [setup] for those winning in the light contests to take
away horses, for those winning in the greater, boxing and wrestling,
[the prize was] cattle, and a woman came with them.”

1029 t& kodea: the light events (that is, races).

1029-30 fv &yesBau: “it was [the prize] to take away.”

1031 moypf: boxing. molf: wrestling. BovedpPra: cattle (see line 8,
BovgopPiwm).

1032 einet’: fr. <3 Emopat.

1032-33 That is, aioypdv Av [&v] évivxévn (“for a person falling in
with”) xépdog 108’ edxheég “to pass it by” = napeivar.

1033 xépdog: Knowingly or not, Heracles here speaks the language of
Admetus, who seems to weigh almost everything in terms of gain and
loss.

1035 xAoraiog: stolen.

1037-69 Admetus’ speech is replete with rhetorical ornaments as
always.

1038 &0Avog: unhappy.

1039 &Ayog &Ayeu: figura etymologica. It is striking that Admetus equates
Heracles’ seeking another host with the death of Alcestis.

1040 dppdie: set in motion, passive start, set out. Tov = Tvog.

1043 p: this negative is used because of the indefinite subject.

1044 &vayOu imperative of dvoya, bid, tell, command.

1045 Itis unclear why taking the maid in and putting her in the female
servants’ quarters should remind Admetus of his troubles, that is to
say, of Alcestis’ death. There are, as we know, other female servants in
the household.

1047 vooodvti véoov: figura etymologica.

1049 < tpé@w: bring up, keep. Sopdrwv: partitive genitive with nod.
1049-50, 1055-56 Admetus’ rhetorical questions as to whether he
should put the maid in his wife’s chamber and bed follow abruptly and
illogically. Why would a maid be put in his wife’s chambers?
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1050 A director might insert some dark humor into this scene by
showing Admetus viewing whatever he sees of the woman with more
interest than is'warranted by the circumstances. *¥* £¢601¢, -fitog, fi:
clothing. mpémev: is noticeable, “as she strikes one by her clothing and
accessories.” That is, “one can see by her clothing and accessories that
she is young.”

1051 ndétepa: whether (do not translate unless it introduces an indirect
question). kotd otéynv &vdpdv: “in the men’s quarters.” There must
have been in his household other young women who lived in the
female servants’ quarters. It is unclear why this particular young
woman should be thought to associate with young men any more than
other young women of the household. Of course, the master owned the
bodies of the slaves.

1052 édxporgvig: pure, chaste. ctpogdaw: turn about; middle move about
among.

1053 nBaw: be young.

1054 eipyw: restrain. npopnOia: consideration.

1055 < Tpégo: aorist E0peyo nourish, rear, keep. The form is subjunc-
tive. eloPaive: go into; first aorist cause (someone) to enter.

1056 énecopéw: let in onto.

1057 pépwyg: blame, reproach. dnnoéTng: citizen, townsman.

1058-59 “lest anyone charge me with throwing myself upon. . . .”
edepyétiv mpoddve’: Admetus feels obligated to Alcestis only for her
sacrifice for him.

1060 <} céBw: worship, revere.

1061-63 After talking only about her, Admetus’ sudden direct address
to the woman is a surprise. His close scrutiny of her obviously continues.
1061 mpovora: forethought.

106263 todt’ = 1d avrd, with pérpo.

1063 popeh: shape, form. {601 imperative of oido (see note at 140).
npooi§ot: perfect middle of npooeixw, “you are like her in figure.”
1065 €Ang and fipnpévov: fr. aipéw (in the sense of destroy). A figura
etymologica from aipéw (see also note on the cognate accusative at 648).
It seems as if Admetus feels that he loses control over himself by gazing
intently at what he can see of Alcestis’ figure.

1067 QoAda: agitate, make muddy. Bordg is the dark fluid emitted by the
cuttlefish to conceal its movements from predators; hence 8oAéw means
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to “make turbid” and, metaphorically, “to perturb.” For the significance
of the metaphor of a cuttlefish, see the “Discussions” on the exodos,
pp- 212-13.

1068 mnyn: stream, spring (of tears). kotappfiyvops: break forth and run
down.

1069 <k yebopat: taste. mixpbdg: bitter.

1070-71 The Chorus repeats in yet another way their belief that
nothing can be done about fate except to suffer it. The ambiguity is
again menacing to Admetus. He was destined to be dead by now.
1070 éye: + infinitive, be able.

1071 xaprepém: endure. d6o1¢: gift (of idwpr).

1072-74 An echo of Admetus’ wish to have the tongue of Orpheus
and charm the powers of the Netherworld to let Alcestis come back to
the light (357-62). While Orpheus failed in bringing back Eurydice,
Heracles has succeeded in bringing back Alcestis. The reality as known
to the spectators underscores the Chorus’ statements that fate cannot
be changed. It was not Alcestis’ fate to die today but Admetus’.

1072 ei yap: with secondary tense of the indicative, contrary to fact
wish (see line 536).

1074 mopobdve: perform.

1077 drepParrw: be excessive. Evoroipwg: becomingly.

1078 mapoivée: advise.

1079 mpoxdéntw: make progress.

1080 &yvaoxo: fr. yiyvaokoe. Epag: love, desire (the only use of this word
in the play).

1082 xét1 = xai €.

1083 avtepd: future, contradict, deny (at 615 the word is used by Pheres
in a similar phrase).

1084 &vdpa tdvde: he points to himself. This is the deictic (pointing)
use of the demonstrative. (See line 331 and note; also 565, 1090, 1094.)
fidopa: take delight, enjoy.

1085 poAdcocw [oe]: soften. §PBaoxw: bein one’s youth. Heracles repeats
the exact words of Alcestis in 381, in which she says that time will soften
Admetus’ feelings of loneliness.

1087 né8o¢: desire.

1088 ovyda: be silent. épnv: fr. olpon (ofopon).

1089 ympedo: be widowed, live in solitude.

1090 cvy-xAiva: lie beside.
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1091 ¥ doeréw: help, benefit. Tv: in any way. Tpocdoxdw: expect. A
reminder of the “the dead are nothing” motif introduced by Alcestis at
381, followed by Admetus (541) when he attempts to convince Hera-
cles to be his guest in spite of a death in the household, and further
taken up by Pheres (726).

1092 8rovrmep: wherever.

1093 “you incur the charge of folly” (Bayfield). pwpia: foolishness.
SQAioxkéve: incur

1094 &g . .. kaeAdv: “on condition of [ never, pinot’] calling [me, lit. this
man]” or “as long as.” What is unclear here is exactly what this line is
in response to. Perhaps he means “you may charge me with folly, but
you will never call me anyone’s husband.” vopeiog: bridegroom. Admetus
continues to refer to himself in the third person, which he started
doing less explicitly at 1090. Admetus had used the first person at 1088
and will revert to it at 1096. It may be that whenever he makes an
explicit statement about marriage, he distances it by referring to
himself in the third person.

1095 miotog: loyal, faithful (see line 368). obvexa: because.

1097 Heracles’ unceremonious command shows that he thinks
Admetus is merely paying lip service.

1098 ®pog: with Awsg. &vtopan: beg.

1100 SnyBnoopan: fr. ddxve bite, pain, grieve.

1101 m180%: imperative, trust me, go along. Téya: perhaps. &g déov: oppor-
tunely. “for perhaps the favor may fall opportunely.”

1105 &nerov: fr. and + eiur. &@péw: look. Heracles still does not show
Alcestis in entirety to Admetus.

1106 Genitive absolute, conditional. épyaiva: make angry.

1107 mpoBvpia: cagerness. npoBopiav Exw: be eager

1108 avddavovra: neuter plural participle fr. avdve please.

1109 £00’ 80’ [8te]: “there is a time when,” that is, “one day.”

1111 mpoomdroig: Admetus is again slow to see the ploy. Heracles has
told him that he wants Admetus to receive the woman as a servant in
his home (npoonoAeiv, 1024). Admetus fails to question why Heracles
would now refuse to commit her to servants to lead into the house and
insist that he will release her only to Admetus’ right hand.

1112 ei dokei: is the reading of some of the manuscripts, i BodAer of
others.
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1114 Ovyyéve: touch. mépo = ndpeoti she may.

1116 BraCopar: compel.

1117 mpo-teivo: stretch out. In these lines there are explicit stage direc-
tions.

1118 kopatopda: behead. Gorgon: According to Hesiod, there were
three Gorgons, the daughters of Phorcys and Ceto: Sthenno (“Mighty”),
Euryale (“Wandering Widely”), and Medusa (“Ruler” or “Queen”).
The three sisters are usually represented with hideous faces, glaring
eyes, and serpents in their hair and girdles. Of the three sisters, only
Medusa was mortal. She was slain by Perseus, who succeeded in cutting
off her head by not looking directly at her. Even after her death, the
Gorgon’s head retained its power of turning to stone anything that met
its gaze. The implication is that Admetus is willing to lead her by his
right hand to the house and yet not look at her. (See also the “Discus-
sions” on the exodos, especially “Hide-and-Seek,” pp. 208-11.)

1119 AA. &xo; vai. Murray’s punctuation. AA. &o. vai. might be
preferable. Diggle, following Nauck, brackets lines 1119-20. Because
the taking of right hands is so important as a gesture at a wedding cere-
mony, we prefer to keep the lines.

1121 BAéwyov: “Look at her!” Some commentators take these words as
an implicit stage direction for the unveiling (Conacher 1988 on 1121).
Instead, Heracles might at this point turn completely toward Admetus
and allow Admetus to see the woman more fully. ** npénc: resemble.
1122 peBicroco: present middle imperative of ueBiotnw, depart from.
1123 Oadpa: wonder, amazing thing. &véAmiotog: unhoped for, unexpected.
1123-24 Murray’s reading is @ 8o, ti AéEa—0ody dvédmotov 16de— /
yovaiko Aevocwv TAve’; —éunv émrouwg; It is hard to see how this punc-
tuation and reading would have been immediately understandable on
stage.

1124 éwntdpwg: truly, really.

1125 xépropog: mocking. There may be a play on the word xepotopdv
in 1118. If so, this would imply an admission that Admetus does sense
some danger emanating from the reappearing figure of his wife. yapd:
joy. éxknANoom: strike out (of one’s wits).

1127 eaopo: apparition, phantom.

1128 yoyayoyds: (one) leading souls to the Underworld, necromancer.
1130 &niotéw: disbelieve.
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1131 Biye: aorist subjunctive of Biyyéve (see line 1114).

1135 @O6vog: ill will, envy.

1138 dvopBda: set up again, restore.

1140 payxnv cvvante: engage in battle.

1142 See lines 846-47.

1143 &vavdog: speechless.

1144-46 The usual explanation given for having Alcestis returned
mute is the number of actors. The Alcestis seems to have been
performed by only two actors. Heracles and Alcestis are played by the
same actor, and therefore the silent figure of Alcestis must be acted by
a mute. By 438 B.C.E., however, three-actor plays were quite common,
and nothing should have prevented Euripides from inserting a third
actor if he needed one. He also could have taken Heracles and the
mute woman offstage and had Alcestis reenter for a téte-a-téte with her
husband. Because he did not do so, he must have had another reason.
Maybe he preferred to have the spectators imagine what Alcestis would
say to her husband, once she has resumed her power of speech and
realized that so far he has broken every promise he had made to her.
Having her remain silent for three days is not an oddity since triplicity
is quite common in Greek ritual. Many rituals come in threes: libations,
invocations, and greetings to the dead (see note at 254), for example.
The dead are thought to be in transit between worlds for three days.
See Ahl 1997.

1144 Oépig [Eovil: it is permitted, lawful. mpoocodvnpa: something
addressed to another.

1146 &oayviw: purify, undo her sanctification to the dead.

1148 ©0 Aowrdv: in the future. edoeBém: be pious. The present imperative
implies “continue to be. . ..”

1150 mopobdva: perform. Son of Sthenelus: Eurystheus of Tiryns, who
sent Heracles on his labors (see line 481).

1151 &vvéotiog: a guest (sharing the hearth).

1152 ad01g: again, at another time. éneiyw: hasten, hurry; active is tran-
sitive, middle intransitive.

1153 t8opovt: perhaps this should be 686v (one of the manuscript
readings), §pépov (Wilamowitz), or n6da. 680v €éABeiv: accusative of the
ground covered (a category of the cognate accusative), fo go on a journey.
n0da ¢A0elv: o lake a step. véoTLpOG, -0V: Teturn, returning home.
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1154 &otbg: citizen. évvénw: bid, order tetpapyia: tetrarchy. A tetrarchy,
as used here, is a kingdom with four city-states. On the poleis of Thes-
saly, see the note at 590-96. At lines 425-31, Admetus had commanded
all the Thessalians over whom he ruled to go into mourning for a full
year.

1155 xépog: dance.

1156 xvicda: cause to smoke. “with sacrifices of slaughtered cattle.”
1157 pe@oappdla: to dispose differently, to correct, change.

1158 dpvéopar: deny. With his invitation to celebrate, Admetus returns
to the genre in which he belongs, the skolion (drinking song):

Drink with me, be young with me, be in love when I am in love,
wear a crown with me.
Be wild with me when I am wild, be sober with me when I am
sober.
Page, Lyrica Graeca Selecta 456.

His grief had made him forget this, but he remembers now when he
has reason to be happy. Of course Heracles has the tact not to stay
(Luschnig 1995, 81). Admetus himself is the subject of one skolion:

ASpuftov Adyov, & toipe, pabiv Todg dyoBodg piler
T@v deldv &’ dméxov, Yvoug OTL Sethdv OAlya Xaptc.

The skolion is attributed to Praxilla. It is put together from Artisto-
phanes’ Wasps and the scholia ad Vespae 1238.

1159-63 The last five verses also conclude the plays Andromache, Helen,
and Bacchae. The last four verses conclude the Medea. Critics often
deem the verses inappropriate at the end of any of the other plays but
consider them fitting at the end of the Alcestis. If we think of the jubi-
lation at the end of Aeschylus’ Eumenides, when there is no resurrec-
tion but merely the saving of a life, we can easily imagine the ecstatic
chorus the elder playwright would have written at the end of a real
resurrection play. Why is there such a low-key song at the end of the
Alcestis? Can we be sure that the Alcestis has a happy ending? The choral
song contains no commendation of the gods for restoring Alcestis to
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Fragment of a wedding scene (Acropolis Museum, Athens). Photograph
by L. J. Luschnig.

life nor any wish for the happiness of the reunited couple. Instead, the
song notes the unexpected turn that events have taken. While clearly
referring to Alcestis’ resurrection, the lines also hint that the future,
too, may bring surprises and encourage the audience to wonder what
events may yet occur.

1160 xpaive: accomplish, bring to pass.
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Discussions

INTRODUCTORY REMARKS

In this section we offer some interpretations of the play, not to suggest
that one is more legitimate than others, but to stimulate thought and
participation. The Alcestis is one of the most controversial of Greek
plays, and for this reason, we also introduce our readers to some
current scholarly issues, fashions, and methods. To set the focus on the
topics under consideration, we begin each section with a series of ques-
tions. This is an invitation to respond, to ask more questions, and to
join in the dialogue.

For the prologue and choral odes, much of the material for discus-
sion is in the commentary itself. In the discussions that follow, after
some introductory remarks, we examine the play episode by episode
with interpretations of the staging and significance of each. We recom-
mend that these be consulted only after you have read the scene and
formed your own ideas about it. Acting it out either in Greek or in
translation will help you see it as a whole and understand that any
scene can be played in various ways. It is also a good idea to read the
play through in translation early and then put the translation aside as
you work on reading the Greek.

We have widely differing interpretations of the Alcestis, but one thing
we agree on is that Admetus is the biggest problem. It is important to
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understand that no single reader can see everything that is in the play
and that there is no one “answer,” but that every question, response,
interpretation, or staging is illuminating and may help you see things
you might have missed and add your own ideas to the body of thought
about the Alcestis. The two questions to ask yourself as you interpret the
play are “Does it fit the text?” and “Does it make sense on the stage?”

The richness of Greek drama has kept it alive through the centuries.
Luckily, there can be no definitive interpretation of any play. One inter-
pretation does not necessarily rule out others, but if you were directing
the play, you would have to make some choices that would exclude
others in order to present a coherent drama. Even so, every member
of the audience would see it differently.

Two VIEWS OF ADMETUS

Questions to consider: What kind of man is Admetus? What sort of
people get themselves into such a situation? Why is Alcestis returned
to him after he breaks all his promises to her?

C. A. E. Luschnig:

My view is that both Alcestis and Admetus represent conventional
people. Alcestis is able to rise above the ordinary by undertaking a
heroic action to save her husband, but Admetus, who takes everything
for granted, does not know what every Greek knew, namely that life is
fragile and that he is mortal. Both Admetus and Alcestis have last-
minute second thoughts about their deal to cheat death and to cheat
Alcestis of her life. I believe that Admetus really does come to a better
understanding of what it means to be mortal and what it means to be
human as he is stripped of everything he took for granted before: his
wife, his enjoyment of life, his parents (whom he disowns), and finally
his self-respect and expectation of being respected by others in life and
after death. He may not rise to heroic heights, but he does contribute
to the resurrection and return of his wife through his own artistry in
keeping her alive, in centering his life (and therefore the play) on her,
in not letting her be forgotten and go the way of other sacrificial
victims, to oblivion in the next scene. In the kommos and in the
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exodos, he finally begins to recognize her as a person rather than
thinking of her in terms of her relationship to himself. He turns the
obscure and anonymous woman brought by Heracles into Alcestis by
finally identifying her and wanting her back. The two enter the house
again and go on living. Alcestis valued her life and was sorry to have to
miss events in her children’s lives. However we imagine the first words
she will say to Admetus, the household will welcome her. Admetus may
not deserve to get his wife back and keep living, but Alcestis, the chil-
dren, and the slaves do.

H. M. Roisman:

My view is that Alcestis is more than a match for Admetus. Admetus
causes tremendous suffering, mainly for Alcestis, but also for himself,
because of who he is—an egotistical, self-absorbed, and obtuse man
with a limited capacity for understanding anything but his own imme-
diate wants. His perceptions are truncated, and he has no sense of
cause and effect or of his own role in his unhappy situation. Thus, he
blames Alcestis for betraying him by dying and accuses his father of
causing Alcestis’ death, without realizing his own responsibility.

Alcestis is a caring mother and dutiful wife as she is also an intelli-
gent woman who has no illusions about the kind of man her husband
is. She agreed to die for him not so much out of love as because she
had little choice. She saw that when his parents refused to accede to his
request that they die in his stead, he hated them. She knew that he
would hate her too and make her life a misery if she refused. She might
also have been afraid he would substitute one of their children.

In going, though, she made sure to give him his own share of grief,
to the extent that she could, by exacting the promise that he never
remarry. Her justification was that she did not want her children to
suffer under a stepmother, but knowing Admetus as she did, it must
have been clear to her that he would find it extremely difficult, if not
impossible, to keep such a promise. His taking a woman into his house
at the end of the play, before he realizes that it is Alcestis, bears her
out. Her real motive in extracting the promise was to make sure that
he stayed miserable after her death, plagued either by the strong desire
to remarry or by the guilt of having done so.
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Alcestis’ return does not mean that she and Admetus will live happily
ever after. To begin with, her return puts his life in danger once again
because Death did not receive a replacement for him and because it is
highly unlikely that Alcestis will agree to die for him again. Admetus is
unheroic not simply because of his fear of death, but because he clings
to life at all costs. Alcestis is heroic not because she seeks death as a
respite from the pains of life or because she values it as a higher good,
but because she prefers death to a life maintained at any price.

GENRE

Questions to consider: What kind of play is this—a tragedy, a
comedy, a farce? What does the heroine’s self-sacrifice mean to her, to
her family, and to the audience? How did these people find themselves
in such a bizarre situation? How much of the past action that led to
the death of Alcestis can we see in the play? What can we learn about
the characters’ choices in the prologue? Is Alcestis a victim of sacrifice
like other young women in other tragedies you have read?

The Alcestis is one of the most frequently anthologized, reworked,
and parodied ancient Greek plays, but it is not easy to pin down. Most
interpreters of the Alcestis agree that it is impossible to classify; it is not
a tragedy, nor a comedy, nor a satyr play, though it has elements in
common with all three. Perhaps we should call it, parodying old Polo-
nius, a “tragical satyrical comical” play. (See Riemer 1990, 1-6 and
Seidensticker 1982, 129-30 for the multifarious attempts to define the
play’s genre.) Like a tragedy, the play is based on mythical material and
is written in tragic diction, but like a comedy, it is funny (Ahow funny is
one of the major difficulties) and seems to some to contain a parody
of tragedy (which ancient comedy often does). Furthermore, it is like
a satyr play in that it was performed fourth, afier the tragedies, and it
is short, has a drunk scene, and contains a large dose of folktale. Given
these disparate elements, there is little agreement among critics about
anything other than the play’s uniqueness.

Who would think to ask seriously whether a majestic character such
as Oedipus or Medea is an attractive person or a likeable character?
Such questions are commonly asked about the major characters in the
Alcestis. (See, for example, Rosenmeyer, who likes the characters, 1963,
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247 and Beye, who believes that neither Alcestis nor Admetus is a very
attractive person, 1959, 126-27.) Does this indicate at least an uncon-
scious realization that this is not a tragedy, but a domestic drama of
another sort? Still, the play is concerned with the serious issues we find
in tragedy: the relationship between men and gods; life and death, and
equally important, death in life and life in death; living with and facing
one’s own errors or wrongdoing; the breakdown or perversion of
family relationships; and the blurring of distinctions.

Particularly typical of Euripides is the blurring of distinctions, the
equating or reversing of polarities held dear by the Hellenes (not to
mention other peoples of other ages). Among these are such polarities
as male and female, man and god, slave and free, inside and outside,
and, most compelling in the Alcestis, alive and dead. Perhaps the ques-
tion is and will remain: Are we to take these serious themes and their
resolutions seriously?

BEFORE THE PROLOGUE: THE DEATH OF ADMETUS

In the prologue, Apollo narrates a series of past events that have
brought about the present crisis, but the playwright does not give us a
direct look at the crucial scene in which the agreement is made that
Alcestis will die for Admetus. Alcestis, unlike most other candidates for
self-sacrifice, is a mature woman and a mother. She displays gravity,
passion, and nearly tragic pathos without the heroic idealism of the
young victim (such as Antigone, Macaria, Polyxena, and Menoeceus).
Though the scene of selfless choice is left out, a play includes more
than the text. Thus, in a number of passages, we are invited to think
about the making of the agreement. It is first mentioned briefly in
Apollo’s narrative of refusal and acceptance (15-18) and is considered
more fully in the one scene Admetus and Alcestis share, in which she
makes clear the conditions of her acceptance. In addition to the orig-
inal terms, she adds what appears to be a last minute codicil. Later, in
the scene between Pheres and Admetus, the father confirms his unwill-
ingness to die, and Admetus announces the consequences of the old
man’s refusal. In the two scenes that reflect his request, Admetus’
dignity suffers some severe shocks. His begging Alcestis not to die for
him is a darkly humorous reversal of his begging his parents to do so,
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and the brutal scene with his father shows him in some confusion
about exactly who died for whom.

In his brief narrative, Apollo says that Admetus made the rounds of
his ¢ilot, trying to find a volunteer. Admetus specifically asked his
mother and father, but what about Alcestis? His reaction to his wife’s
approaching death in the second episode, seen by so many critics as
either ironic or in bad taste, could also be viewed as a flashback to the
original scene in which her unexpected offer to die was made.! One of
Euripides’ strategies is the displacement of story elements, so that in its
new place (well after Alcestis’ acceptance), Admetus’ carrying on is
tasteless. Once Admetus accepts Apollo’s condition, which he does
when he asks his parents to die for him, it is not clear that he could
refuse the sacrifice of his wife. The death of Admetus mechanically
becomes the death of Alcestis and cannot be reclaimed. Folktales are
often exceedingly mechanistic; this is what gives them their charm,
their humor, and their simple moral, as well as the grim predictability
that things will turn out according to pattern. The unthinkable act was
suggesting that his parents’ lives were less valuable than his own. It is
possible that the only way he could have refused the bargain was by not
asking anyone to die for him in the first place. This is enough to char-
acterize him at the beginning of the story, before we know anything of
the man behind the mask—it was the unthinking act of an unthinking
man. After these decisions his choices become limited, and more so
with Alcestis requesting that he not remarry and with his own promises
not to have fun. His father is reproached, and both parents are
condemned for not agreeing to give their lives for their son.

STAGING THE PROLOGUE

Questions to consider: How would this opening scene be played?
Your answer is crucial because the prologue sets the tone for the whole
play. What attitudes toward death are displayed here?

1. Beye 1959, 121, for example, calls Admetus’ lament “savagely ironic”; cf. Barnes
1964-65 in Wilson 1968, 28; see Luschnig 1995, n. 69.
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APOLLO’S INITIAL APPEARANCE
HR:

Presenting Apollo as a thete (61¢) contributes to the drollness of the
play right from the beginning. (A thete is the lowest ranked free
person, a laborer who hires himself out.) In addition, here Apollo
appears as a shepherd, and he may still be wearing his herdsman’s rags
when he first emerges from the palace. Nonetheless, at the same time
he is carrying his bow on his shoulder—the baneful bow known from
the lliad (1.8 ff.). The cross between the rags and his lethal bow would
add a strong visual element to his comic comedown. This topsy-turvy
inversion is a typical feature of comedy and would at the outset justify
the inclusion of this play as the fourth part of a tragic agon. The tragic
tones that follow will surprise the audience.

CL:

Apollo enters from the house of Admetus and turns to greet it. There
are no stage directions in the texts of Greek plays. They were not
needed because in the original performances, the playwrights directed
and, at the earliest period, acted in their own plays. We know that Apollo
enters from the house from the ancient commentary (scholia) and,
more cogently, because he says that he has just left the house and briefly
describes what is going on inside (23, 19-20). The woman slave, whose
part forms the first episode, fills in what he has said with moving details,
and in the second episode, we see (with the entrance of the royal
family) the result of what she has said. I imagine Apollo to be attired in
his traditional costume, as we typically see him in vase paintings, as a
handsome young man in a short chiton. He is certainly carrying the
bow, which he admits is part of his iconography (40) and which serves
no other purpose in the play than to arouse Death’s suspicions.

See L. J. Elferink 1982, 43-50 for the interpretation that Apollo’s
whole speech is delivered sarcastically. He believes that Apollo’s
entrance begins the moment of his metamorphosis—he enters as a
thete (01¢), and during lines 1-9 casts off his rags and reveals himself
in his godly attributes. Furthermore, according to Elferink, Apollo
enters from the left side at a run and shakes his fist at the palace,
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because he hates Admetus (47). It is easy to see how something as basic
as Apollo’s costume can, from the opening of the play, affect what the
play is about. Elferink makes a good point in his staging of Apollo’s
entrance—why would a herdsman have been in the house?—but he
does not explain Apollo’s words at lines 19-20 and 23.

THEMES AND TONE
HR:

The themes of the irreversibility of death and of bribery for restoration
to life both come up in the play. Apollo, like his son, will learn yet again
that one cannot escape death. If Alcestis is restored to life at the end of
the play, and if Death needs a life whether Admetus’ or someone else’s,
it follows that Admetus will soon lose his. In the heated conversation
between Death and Apollo in the prologue, Death accuses Apollo of
trying to make up laws that will shield the rich from death, an echo of
the story that Asclepius, Apollo’s son, brought the dead back to life for
money. Because the Greeks traditionally believed that sons resemble
their fathers, putting this belief on its head is not complimentary to
Apollo. On the whole, the end of the play undermines and invalidates
Apollo’s intervention on behalf of Admetus.

nondog ®épntoc, SON OF PHERES
HR:

Although presenting a character in terms of his father is an established
practice in Greek literature, especially in Homeric epic, it is noteworthy
that Apollo refrains from introducing Admetus’ name at the outset but
embarks on an oblique presentation. He refers to Admetus first by the
phrase “mortal man” (Bvnt® rnap *évdpi, 7), which emphasizes Admetus’
mortality and at the same time underscores his deviation from it (most
mortals do not get to postpone death). Then he calls him &vo, “a
friend with whom one has a treaty of hospitality” (8), thus sanctioning
a binding relationship between himself and Admetus. Xenia in the
Greek world is a reciprocal institution in which the roles of guest and
host are interchangeable. Both of the participants are referred to as

&évou. In line 10 Apollo presents both himself and Admetus through
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the adjective do10g, which implies an outstanding level of piety toward
both gods and man, a notion that is immediately undermined by
Apollo himself when he tells us that Admetus has approached
everyone, including his aging parents, with the request to die in his
stead so that he can live longer (15-16). Only at line 13, after Apollo
admits to cheating the Moirai for the sake of this man, do we get to
know the name of his beloved friend. Later he calls Admetus ¢ihog &viip
(42) or just by the pronoun ékeivog (44).

Apollo’s gradual and periphrastic introduction of Admetus, through
a variety of definitions, not only elucidates the relationship between
himself and Admetus but also attempts to present Admetus in the best
light. It is possible that the text here plays on the myth in which Apollo
falls in love with Admetus. The distancing and formality achieved
through this oblique presentation may aim at to produce laughter in
the audience. The later reference to Apollo as being the champion of
the wealthy in buying longer life (57-59, see notes at 4 and 56-58) indi-
cates that Euripides might have played on the mythic arsenal without
mentioning it explicitly. By mythic arsenal, I mean the stories shared
by everyone in the audience from common knowledge of the tradi-
tional myth.

HUMAN AND DIVINE

CL:

The prologue presents the play from the divine point of view, with
Apollo going back to the first causes of this story in a generational
conflict among the gods. It is dangerous for mortals to get mixed up
with gods on an equal footing. Apollo is the hired hand of Admetus,
but he calls him &évog (“host,” “guest-friend,” 8) rather than “master,”
and perhaps in the third stasimon (especially lines 568-87), we get a
view of Apollo’s duties in the pasture lands of Admetus, piping to the
flocks and masquerading as a shepherd. Apollo uses terms of affection
for the house and the man, but as an immortal god, he has little under-
standing of what death means to mortals. Death identifies himself as an
egalitarian (57), but is interested in his honors (53, 55)—a young
person is a special prize. Apollo’s attempt to bribe him (56) is both
ineffectual and not factual. Death is not a lighthearted figure, but
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neither is he as awesome as he might be. Apollo’s time at Admetus’
estate has made him more sympathetic to, if not understanding of, the
mortal condition. This is not so with Death. He is just doing his job
(49). “You know my ways,” (61) he says; to which Apollo answers, “Yes,
hostile to mortals and by the gods abominated.” The word Apollo
chooses for his second epithet is ctoyovuévoug (62), a word cognate with
Styx, the river in Hades by which the gods swore. Death’s ways are the
mortal condition—amoral, universal, nondiscriminatory. The play is
full of clichés that remind us of the mortal condition: death is owed by
all (mortals) (419, 782); we live for one life (712); and being mortal,
we must think mortal thoughts (799).

Both enter armed, Apollo with his bow, Death with a sword. Apollo’s
weapon is only a prop (40), while Death’s weapon is effectual but only
used ceremonially. Both end with solemn prophecies. Death has the
last word in the debate, and, despite Apollo’s solemn prophecy, death
seems final.

The divinities leave the acting area before the arrival of the Chorus
and do not return, but Death’s presence in the house is felt throughout
the first half of the play. As far as we can discern from the words of the
text, he does not exit from the house (though Heracles claims to have
fought him at the tomb), a fact that gives support to those readers who
believe that he is still there waiting for Admetus at the end. Apollo is
called upon in song in the parodos (in the form of Paian, the Healer,
which may also refer to Asclepius, and in the reference to his Lycian
cultsite) and in the first stasimon (again as lord Paian). He may be on
Admetus’ mind at lines 246—47. His major festival at Sparta, at which
Alcestis will be celebrated, is mentioned in the second stasimon (449),
and he is the subject of the first half of the third stasimon. Once
Alcestis is dead and Heracles has come to town, Apollo’s part is over.
Admetus is left on his own to get on with his life and to face his father
and his empty house.

THE PARODOS

Questions to consider: What do the citizens think of their king’s bargain
with death? Women are the traditional mourners; why has Euripides
used a chorus of men? Why is the house given so much prominence?
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THEMES AND SUMMARY

The Chorus enters, addressing the house with no characters present
in front of it, increasing the emphasis on the inanimate building as a
thing in itself with or without its family, and as the scene of ominous
doings.

One theme of the parodos is knowledge. The Chorus starts with a
series of questions about the physical nature of the house, asking
about what they do not hear and do not see. Their approach to the
house at this time reveals that all the citizens are aware not only of the
bargain with the Fates, but also that this is the day (105) on which
Alcestis is to die.

The singers alternate between hope and despair. Having seen Death
enter the house, we, too, are unsure of whether Alcestis is alive or dead.
The Chorus’ questions invite us to be witnesses with them. We wait with
them for news from the palace. Timing is thus another theme of the
parodos.

Though Admetus is not explicitly reproached, Alcestis is almost
universally admired by the mortal characters. The Chorus, the two
servants, Admetus, Pheres (until he loses his temper), and Alcestis
herself are laudatory. Apollo, on the other hand, says not a word in
praise of her. Of course Apollo thinks that Ae has saved the house. Hera-
cles, too, has little to say about Alcestis as a hero, although he knows
about her promise to die for Admetus. It is, after all, ke who will repay
his host, restore Alcestis, and be the benefactor of Admetus and his
house. Domestic heroism, though it may be sung of at various local
festivals, is not as widely appreciated as the more public and manly kind
of heroism at which Heracles excelled as a Panhellenic hero. Alcestis’
story is certainly a domestic one, and the Chorus positions her accord-
ingly within the walls of the house. Alcestis escapes these enclosures
only as a corpse.

The parodos is almost a catalog of funeral nomoi (“customs”): the
beating of women’s hands and wailing (86-88); a servant standing at
the gates (88-90); stream water for purification (98-100); and a cut
lock of hair (101-103).

Often (as in Agamemnon, Hippolytus, and Medea) the Chorus outside
the doors interprets sounds from the house or filters them to other
characters. In this variation, the Chorus has nothing to hear and
nothing to tell. With its questions (perhaps imitating Death’s series of
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nervous questions), the Chorus activates the witness theme. The
sounds not heard from within give us information and engage our
imaginations on the interior of the house, on people inside, preparing
for the entrance of Alcestis’ slave. The sounds that should be heard
after the death are anticipated here. Later they will be stifled by
Admetus so that his guest will not be disturbed (549-50; cf. 760-64;
see Luschnig 1995, 28).

Now the Chorus seeks comfort in lands far away—Lycia, Egypt, even
as far afield as Hades’ halls (which they claim the not-yet-dead Alcestis
would be able to leave if only Asclepius were still alive, 122—-25)—before
returning home to the altars in front of Admetus’ house. All the altars
are flowing with the blood of sacrifice. Are we being reminded of
Clytemnestra’s sacrificial fires lit on the altars of all the gods during
the parodos of the Agamemnon (88-91)? The irony is that in the earlier
play, Clytemnestra’s sacrifices were performed to ensure not the life of
her spouse but his death.

THE FIRST EPISODE

Questions to consider: What do we learn in this scene about Alcestis’
life, about the house, and about Admetus? What is Admetus doing all
this time? Do we learn anything in this scene about the relationship of
Alcestis and Admetus or about why she offered to die for him? How
does the Alcestis we hear about in the first episode compare to the
onstage Alcestis in the second?

ALCESTIS REVEALED

We may expect the servant woman, who enters (that is, exits from
the house) in tears right after the Chorus’ funereal ode, to tell us the
sad news that Alcestis is dead, but she postpones the inevitable. Like the
herald in the Agamemnon who announces the arrival of the king, she
prepares the way for the major figure, announcing an entrance and
the preparations made for it, very little of which actually takes place in
the scene building, in the real space behind that allimportant door.
Obviously the actor will put on the dress and kéopog (161), but not until
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the Maid has exited (that is, entered the imaginary playing space),
because it is likely that she (he) is the actor who will re-enter as Alcestis.
A structural difference is that both Alcestis’ herald and she herself
enter from the house as befits their gender, since women are associ-
ated with the interior spaces. The Chorus is present, as it turns out, to
serve as a body of witnesses to her death, furnishing proof—when the
time comes—that she is indeed dead. Later they will take on an even
more vital civic role; as witnesses to her resurrection and to the royal
wedding, they will furnish proof that there is a bride, that the bride is
alive. Here in the first episode, Alcestis is being brought to life and kept
alive by art, by the artistic description given by the slave.

The interior of the house becomes more intimately known to us,
and through detalil, it is made even more important now in the first
episode. The Maid shows us around the house, going deep within it,
into the living quarters, to the inner hearth, and to the marriage
chamber itself. Though the description is personalized, the emphasis
is still on the house and its furnishings among which Alcestis moves
about. Alcestis says farewell to the hearth—the hearth is permanent,
she is not. But the hearth is lifeless, impersonal, institutional. Without
Alcestis there is no focus (as it were), no one to animate the house’s
core. This will become clear when Alcestis is no longer moving about;
she becomes more real, almost more present, when she is missed. That
is, she is no more really there in the slave’s narrative than she is after
the funeral in Admetus’ vision of the empty house that gains its char-
acter from the fact that she is not there. Her presence has been the
mainstay of the house. This is the kind of thing usually said of men by
women or other men.

Alcestis’ character is revealed gradually throughout the course of the
play. Her stage reality is her death; this is her part as the Alcestis of
legend, as the folktale lover, as the sacrificial victim, as the selfsacrificing
young (but now not so young) Euripidean character. She achieves the
identity of perfect wife and mother by dying for the roles she has
played in the oikos. By dying she should become immutably perfect,
but the resurrection at the end brings back the incompleteness and
chaos of life. We are treated to a glimpse of her life and attitudes before
she dies. Through the servant’s description (157-95) we see her at
home, confidently performing her duties as mistress of the house:
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praying at all the altars—Hestia’s first—for the benefit of her children
and their marriages; bidding a tearful farewell to her marriage bed;
caressing and comforting her children; and shaking hands with every
slave, finding a good word for each. She leaves nothing undone. As for
her husband, it is harder to say what her feelings are for him. The bed
is a symbol not so much of their love but of their time together as wife
and husband and of their roles in life—hers to bear Admetus’ children
and oversee the household, his to provide an heir to his father’s house.
Affection comes in later for Admetus in his despair, if at all.

We are told that the approaching evil (death) did not change her
fine complexion (173-74), perhaps because her death is still seen as
institutionally salutary. As the slave woman describes Alcestis’ actions
within the house, it is clear that she knows she is describing something
beautiful and perfected, a work of art. Alcestis prays to Hestia that her
children may marry well (162) and thus continue in the scheme of
which she is part and with which she apparently finds no fault.
Although it is killing her, the hierarchical domestic arrangement is also
completing her, giving her the scope to perfect her role in life, her
arete. It is this perfect and even more than perfect arete that makes her
a hero to be an object of cult, song, and story. By her death she becomes
central, the leading character in her life, more than can be said of
Admetus in his. Her death is treated ambiguously: its approach is like
a wasting sickness (that is, a natural death), and yet, at the same time—
as is stressed in the words about her fine complexion—there is an un-
or preternatural preservation of her body, as there is sometimes of
heroes, a fact that we might remember at the finale. That is, we are
prepared for her return by being told that there is nothing physically
wrong with her that a change in the actor’s gait and posture would not
cure. Here she must be supported in the arms of Admetus and the
servants, but there she walks on (played by a different actor), under
her own steam, escorted by Heracles.

Of course there is no Alcestis until her entrance at line 244. Like
Homeric descriptions of the warrior preparing for battle, the narrative
of Alcestis dressing and preparing for death activates our imaginations.
With the actor telling the order of events, we create an Alcestis in our
mind’s eye. We see that she has done the things we are told she has
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done. Weparticipate in making her a woman (cf. Bassi 1989, 25). Later
we will share Admetus’ creative vision, the commissioning of a statue,
his dreams of her, and his projected death and life after death.

In the servant’s description, Alcestis’ first emotional act is her prayer
to Hestia. Though ritually imposed, it is nonetheless heartfelt. She has
gone through the rituals, washing herself, choosing her burial dress,
and putting it on. She begs Hestia to rear her children, she prays for
the children’s marriages, and she prays that they may be well-off and
long-lived.? Unlike such heroic parents as Ajax and Hector, taking leave
of their children, or the proverbially laconic Spartan mother (who
handed her son his shield with the words “with this or on it”), she does
not pray that they be brave or good as well as lucky. Her own goodness
will be their boast. In contrast, Phaedra in Hippolytus is concerned for
her children’s reputation, and in Medea, the Chorus agonizes over
whether all the labor expended on children is for good or bad people
(1102-104).

Alcestis keeps turning back to the bed in a scene reminiscent of
Andromache’s farewell to Hector, only Admetus is not there (or is not
said to be there by the Maid, through whose eyes we see this scene, and
so we do not see him there). The house and its furnishings, both phys-
ical and symbolic, come to replace love, friendship, family, and hospi-
tality. To Alcestis inside the house, death means leaving her
matrimonial bed and chamber, and so quite naturally she is disturbed
by the idea that someone else will occupy it and thus take over her func-
tion as mistress of the house and wife of Admetus. At this point, Alcestis
is concerned but resigned to the inevitability of Admetus’ remarriage
(181-82) as the natural thing and his right. By exacting the promise
from him not to remarry, she asserts herself as a more equal partner
in the second episode. Only after she has felt the violent presence of
Death does she become insistent that she remain unique as the wife of
Admetus (305).

2. Alcestis asks for a ¢iAnv wife (165) for her son. Perhaps it is just an unemotional,
merely possessive Homeric use, but just possibly it could mean (as Marianne McDonald
thinks, “Terms for Happiness in Euripides,” Ph.D. diss., University of California-Irvine, 1975,
59-60) that Euripides is suggesting that there is more in a marital relationship than the insti-
tutional.
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THE SECOND EPISODE

Questions to consider: What do we learn about the marriage of Alcestis
and Admetus? What kind of communication is there between them?
Do we find out more about why Alcestis agreed to die? How are we to
take Admetus’ promises? Are they sincere or merely rhetorical?

CL
THE DEATH OF ALCESTIS

Alcestis comes outside to see the sun for one last time. It is rare for a
character to die on stage; instead, a death is usually reported by a
messenger and/or revealed on the eccyclema. Alcestis has already said
her farewells in the house. The second episode shows us what she has
to lose (see Lloyd 1985, 121, 129) from the most general (leaving the
daylight) to the most particular (events in her children’s lives that she
will have to miss).

Alcestis’ centrality in her scene gives the lie to her subservient
status—she is not only the center of attention but the director of the
action, marking out Admetus’ role for him as well as the futures of the
rest of the family, including her children’s weddings and her daughter’s
suitors and childbirth, even anticipating problems in setting up a good
match for the child. These roles (of perceived subservience but actual
artistic control), of course, are partly shaped by the story, but they are
fleshed out by Euripides, in part to show who Admetus is.

ALCESTIS’ SPEECH AND ADMETUS’ PROMISES

Alcestis’ speech (282-325), by stating clearly that she had other
possibilities open to her, indicates that her choice was freely made
She could have gone on with her life. Her request to Admetus in front
of the children and the Chorus takes away his choices, and with his
extravagant promises, he limits himself still more. His choices are so
limited that his only possibility (provided that he keeps his promises
to her) is to wait for death. The life to which he has condemned himself
is a life without pleasure to be spent remembering his former existence
(remarkably similar to the way Hades is traditionally pictured). Alcestis
and Admetus began their married life as equals, with bride and groom
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equally noble on both sides (920-21). Alcestis’ death has created a
chasm between them, almost greater than that between the living and
the dead. Their differences are implied throughout (in the Maid’s
speech, in his father’s, and in his own)—her competence and heroism,
his ineffectualness and cowardice; her reputation heroic, his bad.
Admetus has tried to bridge the gap between the living and the dead
in literal, spatial, and temporal ways by making his own life a living
death, by planning the construction of her likeness, and by picturing
her continued existence in the other world, but he has failed in the
competition to be best.®

In making his promises never to be happy again and at the same
time to keep her with him, Admetus is trying to repay like for like. The
attempt to deny the finality of the separation in part explains Admetus’
inability to confide to Heracles that his wife has died. In their scene
together, he even tries to keep Alcestis bound in time, saying “Wait for
me and make a home for me in the other world” (363-64). He begins
conventionally but becomes more and more spontaneous and creative
in his grief. His hysteria reaches a nearly ludicrous degree when he
cries, “Take me with you, by the gods, take me below!” (382). Ludi-
crous, but pathetic. It is the excess, even generosity, of his suffering
and the simple conventionalism of his hospitality in the two stories (of
Apollo’s servitude and Heracles’ labors) surrounding Alcestis’ death
that save Admetus as a character and that lead to the serial salvation of
the family in a more literal sense. Alcestis reminds him, “I am enough,
who am dying for you” (384). After all, his death now would render
her sacrifice unnecessary, even absurd, and she cannot let that happen.
She must be firm on her own behalf, on behalf of the children, and
possibly on behalf of Admetus as well.

HR
THE FIRST EXCHANGE BETWEEN ALCESTIS AND ADMETUS

The exchange between Alcestis and her husband takes place in the
shadow of the Chorus’ expression of doubt about the felicity of married

3. AsAlcestis is “a woman by art” (in Bassi’s suggestive piece, 1989, esp. 23-25, “Alcestis,
like a statue, is only a woman by art,” and Bell 1980, 66, “The veiled woman is the promised
statue brought to life”), Admetus (and Euripides) keep her alive by art.
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life (238—43). The very mention of marital unhappiness is jarring at
this point in the play. The audience has not yet seen the main protag-
onists, but they have heard the Chorus acclaim Alcestis’ bravery and
wifely sacrifice and bewail the loneliness and misery that Admetus will
face with her loss. They expect to see a warm and loving couple come
on stage—Admetus, grateful for his wife’s readiness to sacrifice her life
for him, and Alcestis, exuding love for the husband for whom she has
agreed to die. Instead, the Chorus’ ominous hint is developed in the
couple’s exchange in lines 244-79. We hear Alcestis uttering almost
delirious cries on her deathbed, calling upon the sun and her native
land of Tolkos, and maintaining that she can see Charon, his boat, and
Hades himself. Admetus, on the other hand, urges her to continue
living, demands that she not leave him, and bids her pray to the gods
for deliverance, ignoring totally his responsibility for her plight. Alcestis,
for the most part, does not acknowledge her husband’s pleading and
talks at him rather than to him. Her disregard reaches its peak in her
heartrending farewell, which is addressed only to her children, with
not a word for Admetus.*

Euripides uses the meter in this exchange to emphasize the couple’s
lack of communication. While Alcestis sings in a variety of emotive
lyrical meters, Admetus’ brief contributions, inserted in the midst of
her songs, are spoken in unemotional iambic trimeter (24647, 250-51,
257-58, 264-65). Then, when Admetus finally abandons his iambs after
Alcestis’ farewell to her children, he turns to recitative anapests
(273-79), midway between unemotional trimeter and lyric verse. Accen-
tuating Almetus’ cold and unemotional character, Euripides does not
allow him to sing.

In no other dialogue in the play does meter so clearly mark the
cross-communication between characters. The pattern is set from the
beginning, when Alcestis invokes the sun, daylight, and racing clouds
in lyric dactyls, also known as Doric dactyls, using a mixture of proso-
diacs (244-45; see Rosenmeyer, Ostwald, and Halporn 1980, 20-21;

4. The following is part of a detailed discussion, Roisman 2000, 182-90. For a markedly
different view, see W. Smith in Wilson 1968, 47: “There is no indication in the play that
Alcestis is disappointed in her husband in her final moments. Alcestis is not cold. . . Alcestis
perhaps has a reason to be disappointed, but the text gives no indication that Euripides
intended her to show it.”
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Conacher 1988 on lines 244-79; and Barlow 1971, 57). Tragedians use
iambic trimeter, the meter that Aristotle notes most closely approx-
imates ordinary speech, when they do not want poetic elevation.
Euripides has given this meter to Admetus in the emotionally charged
scene of his wife’s dying. Moreover, Admetus’ iambs aim at minimum
resolution (that is, with two shorts substituting for a long only once, in
line 246), thus further reinforcing the conversational quality of his
words.

Alcestis’ lyric dactyls are evocative and symbolic, with the sun and
daylight symbolizing life in the Greek mind as early as Homer and the
racing clouds emblematic of Alcestis’ imminent death, skirting pre-
Socratic echoes. Admetus’ iambic reply is couched in what Dale
describes as the “matter-of-fact manner of the healthy earth-bound
individual” (on lines 246—47). The difference in meter reinforces the
discontinuity in content. Picking up the image of the sun, Admetus,
instead of answering Alcestis’ anguished cry for life, takes the oppor-
tunity to exculpate himself from her death and complain that the gods
are unfair. His iambs highlight his egotism and insensitivity.

The cross-communication continues through the next three repar-
tees. Alcestis’ pain, isolation, and desperation are emphasized by the
alteration in the structure and meter of her lines. Yet despite changes in
the tone, substance, and rhythm of Alcestis’ song, Admetus’ responses
remain as tuneless and prosaic as ever. The persistent uniformity of his
stichic, iambic lines, contrasting as it does with the metrical variety of
Alcestis’ sung words, emphasizes his failure to be moved by her pain
and his continued concentration on himself. Moreover, the likelihood
that Alcestis’ singing was accompanied by a musical instrument, while
Admetus’ statements were not, further reinforces the discrepancy
between her emotion-illed farewell and his pragmatic self-concern.

A similar dynamic is created in the scene between Admetus and his
son in lines 393415, in which the bereaved boy laments his mother’s
departure in poignant song. His lament is singularly powerful. No
other of the thirty-two surviving Greek tragedies contains a song or
monologue by a child (Dyson 1988, 13-23) and within the play, no
other character sings a song and then disappears. The assumption is
that the song has been sung behind the scenes and overheard (see
Dale on lines 393-415). Euripides sets the song apart by its wild and
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unusual rhythm (a mixture of long dochmiacs, anacreontics, ionic
dimeter, etc.). The childish content is heartbreaking, and the sentences
are touching, short, and clear, as a child would have constructed them.?
To this emotional song, Admetus replies in the same pedestrian and
unemotional iambic trimeter that he used to respond to Alcestis’ lyrics.
Although his young son addresses him directly three times (395, 406,
411), Admetus makes little response. He addresses only two lines to his
son (404—405) in his usual iambic trimeter, and then only to confirm
briefly that Alcestis no longer hears or sees them and to lament the
heavy burden that he and the boy bear now that they are on their own.
In the middle of his second strophe, the son makes explicit the Chorus’
earlier hint that the marriage between Alcestis and Admetus has not
been very happy, telling Admetus, “Father, your marriage was an empty,
empty one” (411-12). Not even this direct observation moves Admetus
to engage in a genuine exchange. At the end of his song, the Chorus
reminds Admetus that death claims everyone. It is only to this that
Admetus responds at any length. In retrospect from this speech, his
two iambic trimeter lines in the middle of the boy’s moving song stick
out as intrusions into feelings he does not share or even understand
and attest to his lack of natural emotion, for all that he protests.

ALCESTIS’ REVIVAL (280-325)

Before actually dying, Alcestis briefly recovers to deliver a lengthy
speech aimed at getting Admetus to promise never to remarry. The
sudden revival is unnatural and comes unexpectedly. Alcestis was
brought onstage unable to sit up straight, and her maid reported that
she fell forward when not supported. Her imminent death is heralded
by Admetus’ presence at her side, as her maid earlier reported that he
would attend his wife only when she was on the verge of death (145).

5. Verrall 1967 (originally published 1895), 1-128, interprets the child’s song to support
his efforts to prove that Euripides did not mean for the more sophisticated in the audience
to believe that Alcestis really died and was resurrected. Arguing that Alcestis did not really
die, Verrall asserts that “the child and his terrors are the true source from which the rest,
prepared as they are by their prejudices, receive the conviction that all is really over . . .
Admetus and the visitors being predisposed as they are, the child’s belief and his loud expres-
sion of it just give to their belief the opportunity of settling into assurance” (118).
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After Alcestis bids farewell to her children and Admetus gives his recita-
tive, we expect her to die. That she does not die but suddenly revives
in full strength to deliver a well-thought-out, calm, lucid, and coherent
speech is surprising but characteristic of Euripides’ penchant for
baffling the audience and having the characters do the opposite of
what one would expect. The sudden non sequitur in both her manner
of speaking and her physical ability might be seen as somewhat comical
even if the content of the speech is rather grim.® We can fully realize
the drollness when we ponder the possibility of reversing the sequence
of the two episodes. That is to say, if Alcestis’ farewell to life had
followed her contractual speech, the natural development of the two
episodes would have been smooth. It is the proleptic sequence that
effects the humor.

The meter underscores the abruptness of the recovery. Alcestis
delivers her speech in plain iambic trimeter, which is totally out of
accord both with the metrically complicated epodes in which she has
just bid her moving farewell to life and with the recitative anapests of
Admetus’ reply. The audience probably expects the heightened
emotional charge that was conveyed through those epodes either to
be resolved in Alcestis’ death or to be sustained somewhat longer by
Alcestis singing an antistrophe in the same meters as her last stanza.
Her launching into spoken iambic trimeter brings the mood that has
been built up to an abrupt end.

This revival scene has drawn considerable scholarly attention as
critics from Schadewaldt to Dale have sought parallels in Greek
dramatic custom and convention. Dale suggests that the convention is
one in which a situation is first rendered in its lyric aspect, or emotional
mode, and then in its iambic aspect, or reasoned mode.” Justina

6. Beye 1974, 7, also considers comical the contradiction inherent in Alcestis’ forbid-
ding Admetus to remarry after, in her speech to her bed, she has accepted the inevitability
of his taking another wife (181-82).

7. Schadewaldt 1926, 141-47; Dale on lines 280 ff.; Rosenmeyer 1963, 225: “The Greek
method, sanctioned and appreciated, it appears, by the Greek audiences, was to savor each
mode by itself, to feature the response of the passions first and the commentary of the intel-
lect second.” The usual parallel that is suggested is from the Hippolytus, where Phaedra first
utters delirious longings to be in the vicinity of Hippolytus’ hunting (215~22, 228-31) and
later, in a lengthy speech, expounds her view of life and her decision to starve herself to
death when she realized she was in love with her stepson (373—430) (cf. Dale). However, not
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Gregory claims that the duplication stems from the dramatic need for
an illness scene prior to death, and a scene that would fit what is
assumed to be a “sacrifice” drama (1979, 264). Most plausibly, D. J.
Conacher suggests that the duplication represents one of Euripides’
early attempits to create “psychic realism” and his wish to introduce the
heroine to the audience both as a courageous woman who faces death
voluntarily and as a wife and mother. Whatever the mecrits of these
explanations, the double death and resurrection (at the beginning and
the end) can also be seen as complementary scenes, with the first fore-
shadowing and providing insight into the second.

Alcestis seems poised betwecn life and death. At the beginning of
the play, although she sounds energetic and revitalized, we know and
she knows that she is about to die. At the end she is neither dead nor
alive. As Heracles tells Admetus, she will not be able to speak for three
days until she is deconsecrated to the gods of the Netherworld (1144-
46). We leave her thus as we met her, between life and death. Still, her
remarkable stamina, demonstrated in her ability to formulate a coherent
speech with clear demands, attests to her high survival capacity. The
audience would probably have been impressed by this capacity. At the
same time, aware of the mythic outcome, they would also have under-
stood it as prophetic of her literal restoration to life.

Given this foreshadowing, it is reasonable to conjecture that the
content of Alcestis’ resurrection speech points to the attitude she will
take at the end of her three days’ silence. The speech is not that of a
loving, generous-hearted woman. It opens bluntly with her telling

only is the iambic portion of Phaedra’s spcech a development of her former utterance and a
clarification of her so-called delirium, but her delirium, which supposedly corresponds to
Alcestis’ lyrical expression, is not in a lyric form, but rather in nonlyric anapest. See also W. S.
Barrett, Euripides, Hippolytos (Oxford: Oxford University Press, 1964), on lines 208 ff.: “Violent
excitement in a character is often marked by his using lyric meters (cf. on 565-600). Here Ph.
continues to use ordinary non-lyric anapaests, but her excitement is marked by her use of
lyric long alpha in place of Attic secondary eta (does this point to some kind of quasi-lyric
delivery? we can only guess).” See also the discussion of Roisman 1999a, 47-73. The other
passage Dale cites to support her claim of tragic convention is from Trojan Women (308-510),
where Cassandra first broaches her sacrifice and encourages her mother to take part in the
revel in lyrics and then clarifies her song in iambs. But here again, the content of the iambic
trimeter develops integrally from the lyrics. Cassandra first explains her stand to her mother
in a lyric and then explains it again to Talthybius in iambs. In contrast, Alcestis’ demand speech
is unexpected in both content and form. It does not clarify anything she has sung.
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Admetus in no uncertain terms not only that she is sacrificing her life
for him, but also that had she wanted to, she could have had her pick
of men after his death and lived on royally in their home. (The only
other wife who could choose any man she wanted to marry was Pene-
lope, assuming Odysseus was dead. Alcestis is well aware of the fame
that accompanies her death [324-25]). She goes on to let him know
that her motive was not love or concern for him but rather her reluc-
tance to make her children fatherless (288).2 Then, for over eight lines,
she bitterly inveighs against Admetus’ parents for refusing to die for
their only son despite their old age, pointing out that the consequences
of their refusal are her own premature death, Admetus’ widowhood,
and her children’s orphanhood (290-98). It is not difficult to imagine
a more noble Alcestis who would, if not forgive the old parents their
wish to continue living, at least pass over their refusal in silence. After
all, she has little to gain by this criticism, unless, of course, her inten-
tion is to sow strife. Admetus’ tirade against his father points to the
success of her undertaking.

There is also a good deal of spite in her demand that Admetus
promise not to remarry, the immediate purpose of the speech. Her
previous comments were essentially the buildup, which now enables
her to present the demand as a fair though insufficient quid pro quo
(299-301). Her rather lengthy expatiation on the malice of step-
mothers (305-10, 314-16) comes to reinforce further the reasonable-
ness of her expectation, yet it is an expectation that she well knows
Admetus will not fulfill. In her earlier speech to her bed, she indicated
that she expected another woman to take her place in Admetus’ arms.
Here, she indicates in an aside, “if you are of sound mind” (eirep &b
opovelg, 303), that she is aware that Admetus does not have the capacity
to keep his word, however much he promises. In fact, Alcestis addresses
her daughter though it is certain she will have a stepmother (314 ff.).
Her imposing on her husband a pledge that she knows he will violate
raises serious doubts about the prevalent scholarly assumption that her
sacrifice was motivated by love.® Beye 1959, 124-25, in fact, notes that

8. Dale 1954, xxv—xxvi, notes that Alcestis dies out of love for Admetus. Indeed, one
can imagine a dying queen who says that she chooses to die out of love for her husband, and
yet Euripides is careful not to put anything of the sort in Alcestis’ words.

9. E.g., Dale 1954, xxvi: “Of course she loves Admetus— what else made her die for him?”
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Alcestis’ demand “doomed him to empty existence” and that “his
future welfare does not interest her.”

Alcestis’ resurrection speech thus suggests that if an additional scene
were to follow at the end, in which Alcestis were reempowered with
speech, Admetus might have found that living with a woman who had
died for his sake and then seen him break his promise to her would be
less than idyllic (cf. also Ahl 1997, 24). The chances of Admetus and
Alcestis living happily ever after are slim, even if Thanatos further
obliges Apollo and does not claim a body for the one just snatched
from him.

I would go even further and say that Alcestis’ demand, along with
the rest of her speech, presages Admetus’ demise. The lethal implica-
tions are conveyed symbolically in her equation of a stepmother with
an echidna, a viper (310). Not long afterward, we hear Admetus
disowning his parents and declaring Alcestis to be his mother and
father (646—47). In her role as his stepparents, she can be expected to
be lethal to him, doubly so, since she fills in not for one parent, but
two. Toward the end of the play, Euripides reminds the audience of
this echidna by having Admetus call the woman he will lead through
the gates of his house a “Gorgon” (1118), thus intimating also the
menace of the gates. This might remind the audience of the gates of
Hades, through which only Heracles managed to pass and come back
alive, by playing on the word pylai (gates) when he has Heracles tell
Admetus, using a word that is homophonic of pylai, that he wants the
woman he won to npoonoielv (“be a maid”) for Admetus until he comes
back from the Bistonians (1024).1°

ADMETUS’ PROMISES (328-68)

Admetus’ response is made just after the Chorus have expressed their
doubts about his mental competence (327). This skepticism colors
everything that Admetus says in the following speech. It tells the audi-

10. Obviously, Admetus is not looking at the woman yet. Heracles must specifically
instruct him to take a look at her (BAtyov, 1121), and Admetus specifically acknowledges
that he “sees” his wife (Aebocwv, 1124). The theme of sight is closely connected with the
Gorgon; Perseus could decapitate her only by not looking at her directly and using a mirror
for the reflection of her gaze. See also below, “Through the Gates,” pp. 222-24.
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ence that they should not take his fervent assertions too seriously, but
rather as the dilations of someone who might not act out of sound judg-
ment. His speech is a lengthy one, forty-one lines to Alcestis’ forty-six,
and scholars have long been troubled by its protraction, for in contrast
to Alcestis’ speech, it seems to have no obvious dramatic reason for
being so long. The demand that Admetus not remarry could only be
made, explained, and justified in a speech of some length. The fact
that this demand is the fulcrum on which the plot swings would in itself
call for a lengthy and well thought out exposition. It has also been
advanced that the formal tragic pattern requires that Admetus speak
at roughly the same length that was allowed to Alcestis (Dale 1954 on
365-66). Whatever the reasons, however, the speech’s length exempli-
fies Admetus’ tendency to expatiate, and at the same time, it exposes the
shallowness of his feelings and insincerity of his promises.

There is hyperbole in both the content and the style of the speech.
In content, it is found in the succession of promises, each more far-
fetched than the previous one, and each unlikely to be kept, with which
Admetus responds to Alcestis’ single demand that he not remarry. In
style, it emerges in the repetitiveness of his language and inflation of
his figures. The clumsiness of Admetus’ phrasing is capped by the utter
obtuseness and insensitivity of the statement with which he closes his
promise not to remarry in lines 334-35. While Alcestis insisted that he
not remarry so that their children would not suffer under the thumb
of a stepmother (305-10), Admetus lets it be known that he agrees to
the request for the selfish reason that he already has enough children
to perpetuate himself and his oikos and does not need any more.
Although this consideration would not have been foreign to a fifth-
century male Athenian, in thus announcing it, Admetus pits his self-
centered calculations against his wife’s wrenching concern for her
children. The statement thus becomes yet another instance of inad-
vertent self-revelation and marital cross-communication. Needless to
say, Admetus’ confession that he hopes to profit from his children and
his complaint that he has not profited from his wife are epitomes of
selfishness. The complaint is also baseless; because Alcestis has agreed
to sacrifice her life for his, he has certainly profited from her.

Admetus’ second promise is that he will mourn Alcestis the rest of
his life (336—47), which is a serious undertaking. Ceremonial mourning
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in Athens ended with ritual observances on the thirtieth day, and then
yearly offerings were made at the tomb. Admetus promises never again
to listen to music or to play it and never to join with his friends in
banquets and other pleasures. But such a life would set him apart from
normal pursuits and cut him off from his community. Not being
garlanded and not joining in with the wine drinkers would exclude
him from some religious festivals and community celebrations, make
it impossible for him to perform his civic duty, and render his life as
close to a living death as possible. The Athenian audience, who looked
no more kindly than their modern counterparts on lone wolves who
isolated themselves from their fellows, were bound to ask what Alcestis’
sacrifice accomplished and why Admetus bothered to accept it if he
planned to spend his days with neither pleasure nor purpose.

The likelihood that Admetus will keep this promise is slim. By the
time he makes it, the audience has already heard numerous indications
of his riotous lifestyle. Apollo alludes to the fact that he got the Fates
drunk while living under Admetus’ roof (12, cf. 33-34), and the Chorus
finds the quiet that attended Alcestis’ dying a surprise (77-78), which
indicates that the house is generally quite noisy."! Admetus’ explicit
avowal to put an end to the playing of the barbitos and singing to the
tune of the flute (343—47) would hardly have been necessary if music
and partying were not customary in the house. That they were is further
reinforced later in the play by the visit of Heracles, himself a known
reveler, by the Chorus’ assertion that the house was “open to guests”
and “liberal” (569), and by their description of Apollo’s lyre playing
while he was living there (569-87). The odds that Admetus would have
been staged as tipsy increase if one accepts Elferink’s claim that in
Euripides’ time, Thessaly was considered a lawless and intemperate
place (1982, 44—45). In short, Admetus’ hyperbolic declaration that he
will forever ban all merriment from his home is wildly improbable.

Admetus’ third promise, that he will order a statue in Alcestis’ image
and embrace it at night (348-56), is a piece of dark humor. It does not
take much perspicacity to doubt seriously that any woman, never mind

11. The quiet is surprising because there are no bowls of water for purification outside
to indicate that Alcestis is dead (98-100). For the ritual purification of all who came into
contact with the corpse by means of water at the entrance to the house, see M. Alexiou, The
Ritual Lament in Greek Tradition (Cambridge: Cambridge University Press, 1974), 5.
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one about to die, would be flattered, consoled, reassured, or in any way
pleased to know that her husband would so readily replace her with
an inanimate piece of stone. Admetus’ promise to honor his wife in
this way is so insensitive and so inappropriate that it cannot but evoke
horrified derision, all the more because it smacks of the ribald as well.!2
One can certainly imagine Alcestis recoiling on stage while the audi-
ence snickers at the sexual innuendo.

The fourth promise, implicit in the surface meaning of the condi-
tional statement that if Admetus had Orpheus’ musical gift, he would
rescue Alcestis from Hades (357-62), clinches the farce. Admetus’
words not only negate the possibility that he has Orpheus’ musical skill,
but also that he could have rescued Alcestis. The spectators well know
that Orpheus failed to bring Eurydice back.'”® What the audience sees is
a sentimental, self-absorbed tippler who draws on the myth of Orpheus
to make himself appear fervently and passionately in love with his wife,
while revealing his apathy and confusion of mind in every line.

In this long peroration, Admetus shows himself to be the indifferent
and callous person that he is. To move the plot along, it would have been
enough for Euripides to have had him simply agree to Alcestis’ simple
request so that Alcestis could die with a clear mind. But Euripides had

12. For a variety of views, see Ahl 1997, “it is difficult to believe that a fifth-century audi-
ence would not have found the idea ludicrous or disgusting” (12). Beye 1959, 114, n. 10,
suggests that “Such an action, I should imagine, would seem to a fifth century Greek audi-
ence either ludicrous in the extreme, or disgusting, which would emphasize all the more
how great an obligation of mourning Admetus assumes” (114~15) and, citing Dindorf’s judg-
ment that the statue motif is an inventum valde absurdum, calls the substitution “ludicrous.”
Drew 1931, 295-319, takes Admetus’ predilection for lifeless objects further when he suggests
that Heracles returns a dead Alcestis to him, at which he rejoices nonetheless. Barnes in
Wilson 1968, 28, observes that Admetus’ declaration has “a ridiculous quality.” For inter-
preting the statue in terms of Platonic mimetics see, Gounaridou 1998, 27-37.

18. The scholiast on Alcestis 357 believes that Orpheus succeeded: 'Oppéwg yovh
Ebp18ixen, fig dmoBavodong brd Sgewg koteABov kot 1 povoukdi 88AEag 1ov IAodtove kol thy
Képnv, adthv cviyyayev ¢£ “Adov. “Eurydice, the wife of Orpheus, after she died from a
snakebite, having gone down and charmed Pluto and Kore with music, he brought her back
from Hades.” I cannot, however, find support for a version of the Orphean myth in the fifth
century B.C.E. in which Orpheus succeeds in bringing Eurydice back from death. C. M.
Bowra in “Orpheus and Eurydice,” CQ, n.s. 2 (1952):113-26, 117-19, raises the possibility
that there may have been a version in which Eurydice was brought back to life, but his earliest
hint of such a version is in Pausanias, who is by no means explicit about it. In any event,
Bowra doubts that this was the version Euripides used. Segal 1989, 17-19, 155 ff., and 1991,
218, 227-28, n. 15, follows Bowra in assuming that there must have been such a version but
does not give evidence for its existence as early as Euripides.
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Admetus exaggerate his intentions to the point of absurdity so that both
the inner and the outer audience would understand how little substance
his words, or the feelings purportedly behind them, really had.™*

THE THIRD EPISODE

Questions to consider: What is the point of all the talk about Heracles’
labors? Why does Admetus fail to tell his friend about his wife’s death?
Why does he insist that Heracles stay at his house?

DENYING DEATH

While funeral arrangements are being made, along comes Heracles.
His arrival reactivates Apollo’s prophecy, which, though perhaps not
forgotten, may not have been wholly believed. Death heard it as an
idle, bullying threat and went about his business, which we now assume
(having witnessed the death scene) cannot be undone.

This scene and the Pheres scene that follows it display most clearly
who Admetus is, showing him possibly at his best and certainly at his
worst. Admetus in these scenes presents aspects of a self that has some
continuity. Part of that continuity is to react to the other person (the
various characters played by the other actor, whether protagonist or
deuteragonist), a feature of all dramatic characters, although some—
Hippolytus and Philoctetes, for example—are less malleable than
others.

When Heracles arrives, he is immediately recognized by the Chorus
who, without hesitation, welcome him and temporarily forget their
grief. In tragedy things are often forgotten in the heat of the moment,
but this scene is an extreme example. Admetus is not the only one who
fails to tell Heracles of the disaster. The Chorus has ample opportu-

14. Scully 1986, 140-42, attempts to excuse Admetus’ hyperbolic promises on the
grounds that they are based on the exchange of charis, which, by definition of convention,
requires not an equal return but must be superior to “the kindness or injury received” (142).
Indeed, there is a tendency toward the overreturn of charis. See Walter Donlan, “The
Unequal Exchange between Glaucus and Diomedes in Light of the Homeric Gift Economy,”
Phoenix 43 (1989): 1-15. However, this usually happens in cases where the return is not spec-
ified, as it is in Alcestis’ demand, but left for the one who owes the favor to determine.
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nity before their ruler returns, but from 476 to 506, the troubles of the
house are forgotten. At the hero’s entrance there is, if only briefly, a
complete change of mood and subject from the familial life and death
scene that has been going on to the world of fantasy and mythology. By
having the Chorus question Heracles at length about his exploits,
Euripides situates the present story within the life and labors of Hera-
cles and keeps the issues of death and loss from becoming too oppres-
sive. (A similar device is used in the Euripides’ Heracles.) Heracles’
boasting to the Chorus (499-506) makes his later boast more plausible,
and it confirms Apollo’s prophecy by letting us know that this man can
conquer death (or at least would not be afraid to try) if anyone can.
Here another story within the story is being presented, the story of a
man who labors and suffers, but who also enjoys himself in small
things. In short, Heracles is 2 man who lives life fully all the time and
by doing so makes life fuller for those around him (though not in the
overbearing tragic mode of an Electra, an Oedipus, or a Clytemnestra).
He is on his way to a wilder, more barbaric place, and the present
events have but a minor part (that s, a parergon, not a full-fledged labor)
within his story, though they are everything to Admetus and his family.
Heracles’ adventures at this time are a kind of rehearsal for adventures
yet to come (the bloody mangers, the descent to the Netherworld, the
return with the prize, this time a woman rather than man-eating horses
or the hound of hell).!®

Criticism of Admetus so far has been kept to a minimum but is not
entirely absent. Heracles boasts (and not idly) that no one will see his
hand tremble before an enemy, to which the Chorus announces, “And

15. The Chorus sings of Asclepius, the dead (and therefore mortal but made divine)
son of Phoebus Apollo who alone could have saved Alcestis, but it is not to be Apollo’s son
nor the ineffectual Apollo himself who will save Alcestis. This Apollo who kills from afar, at
one remove and without really needing the bow he carries out of habit or for easy identifi-
cation, is what has become of Homer’s magnificent farshooter. Neither will it be the ¢é&ppora
of Asclepius nor the spells of Orpheus, but the brute strength (mixed with strategy) of the
world’s strongest man, his perceptions altered by wine so that he thinks he can conquer
Death and does. Still, the Chorus in the third stasimon keeps alive the hope that the house
will fare well. The scene of Heracles’ arrival parallels the prologue in its fantastical subject
and also in its reference to Necessity; Apollo and Heracles, two sons of Zeus, are both
subjected to men, by nature their inferiors. Heracles cannot refuse the commands of Eurys-
theus. Apollo’s period of servitude is the subject of the next choral ode, where it is putin a
romantic mode rather than in the athletic mode of Heracles’ life of labors in service to his
master.
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here’s Admetus” (507-508), an effective juxtaposition. With this latest
arrival, the focus shifts from Heracles to Admetus. There is a second set
of questions, again drawn out by stichomythia, this time of Admetus
by Heracles. The scene in some ways is like the Aigeus scene in the
Medea: the sudden entrance of a new character (who is known to but
not expected by the protagonist), the questioning to find out what he
is doing here, and then the shift to the problems of the character who
is at home. Under the circumstances, the questioning of Heracles
would be intolerable coming from Admetus, and so it is left to the
Chorus. Admetus is less candid about his spouse than Medea is about
hers, so that Heracles’ promise to help Admetus out of his difficulty is
postponed to a later scene.

In the second discussion between Heracles and Admetus, the
distinction between life and death is blurred. Alcestis is dead in the
house, but Admetus manages to prolong her situation between the two
worlds for yet another scene. The ambiguous status of wives as both
kin and strangers is also brought into play. Both discussions together
form a delaying action. Heracles has to be kept in the dark so that the
funeral can take place without him, so that Admetus can return to the
empty house, and so that Heracles can be duped by drink into thinking
he can trounce Death.

We know Heracles is here for a purpose and so we are impatient
with the delay. To make things worse, Admetus even tells the servants
not to let Heracles find out. Now how is Heracles going to learn the
truth?

Admetus takes this man’s friendship for granted.'® His explanation
that he is always well received (559-60) when he travels to thirsty Argos
does not at all explain why he deceived his friend nor even why he
insisted upon Heracles’ staying at his home when he might have been
more comfortable somewhere else. Admetus is caught in a dilemma,
and to turn away his friend without telling him why would only make
matters worse. Furthermore, Admetus does try (if only halfheartedly)
to tell Heracles perhaps not the whole truth, but at least a little more
than Heracles comes away with. He finds he cannot tell Heracles
straight out, and Heracles also prevents his telling: that is, the two work

16. Rosenmeyer 1963, 232, “Admetus took himself for granted,” and, in general, on the
modal madness of Admetus, Arrowsmith 1974, 11-22.
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together as partners in the deception. Admetus is reluctant to speak
fully; Heracles is reluctant to understand accurately. This may be an
aspect of Heracles’ generosity because he does not want to see his
friend suffer and cannot, therefore, come to terms with the obvious.
Again and again in the play, Admetus is stripped of his human dignity,
but the one thing he does have is his reputation for hospitality. As a
host Admetus is, if not a hero, at least above average. The honor of the
house is the argument that carries the day and forms the subject of the
next song. There is a comic touch to Admetus’ ushering Heracles into
the house (though elsewhere such an action may be sinister: one need
only think of Aegisthus, especially in Sophocles’ Electra). Heracles has
to be gotten rid of before the death plot can continue.

Admetus does what any wealthy, well-bred aristocrat would do,
considering that hospitality looms large in the Greek aristocratic value
system and in folktales that reflect it to people.!” Admetus is a naturally
generous man. Otherwise, how could he have expected anyone to die
for him or accepted the generosity of Alcestis in agreeing to do so? As
Hesiod says, “No one gives to the stingy” (Works and Days 354-60). The
other possibility, of his rejecting a guest who has come to %im (and this
is important), is saved for the final scene when he is in such utter
confusion that nothing is any longer what it used to be.

“She is and she is not,” Admetus says to Heracles (521). Alcestis is
still very much present, so recently alive—she is, at this very moment,
in the house—that he cannot bring himself to say “my wife is dead” and
to share this terrible knowledge with someone who was not an actual
witness to her dying. To do so would mean realizing it for himself and
forcing himself to accept the truth (which he begins to do in his
tantrum with his father and finally achieves at the graveside, as he and
the Chorus will recount). For now he is keeping his wife’s death to
himself. Another aspect of this odd behavior is his undefeated hope
and desire that she is not really dead, as manifested in his promise to
have the statue made and see her in his dreams, and in his belief in her
sensate presence, even when reason would tell him that she is no longer
sensible. In the third episode, then, Admetus is keeping his wife alive,

17. We might think of the farmer-husband in Euripides’ Electra, who thinks wealth of
little value other than for paying doctors and entertaining guests; probably only a poor man
would think these things worth mentioning.
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at least to Heracles. He is creating a second possibility, the other story,
that she is not dead. In fact, when he says these words (519), there is
only one story—Alcestis is dead. When he calls her a stranger- woman
(533), itis an equivocation but not a lie because it was as a stranger that
he received her into his house the first time and as a stranger that he
will receive her from the hands of his guest. (See Lloyd 1985, 128 and
Halleran 1982, 51-53; Elferink 1982, 49 traces the blood connection
between Admetus and Alcestis.) She is both of the house and not of the
house. Admetus tries not only to deny her death, but by calling her
dBveiog, he even denies the connection of the dead woman to himself.

Why does Admetus receive the guest? Without the arrival of this
outsider, there could be no rescue—that is obvious enough. If Admetus
had done what the Chorus wants him to do, if he had done what Hera-
cles begs him to do, then the second farfetched story could not have
overpowered the true story that Alcestis is dead. (For Euripides’ fondness
for this kind of reference to the story he is changing, see McDermott
1989, 19 on Medea.) Admetus has managed to keep his wife alive in the
mind of his friend, and although he separates her death from her, he
has achieved this without diminishing her heroism. To Apollo, acts of
hospitality frame this year in the life of Admetus and his family. The
first stranger received with kindness and piety turns out to be a god in
disguise, as in the various folktales about gods paying visits disguised as
mortals, which confirm the necessity of being decent to strangers. At
the very least, the stranger is a person like oneself (as Admetus explains
to the Chorus when he compares the reception of Heracles now to his
own visits to Argos, 559-60). Somewhat paradoxically, since for neither
the god nor the man can Admetus’ hospitality have been an unmixed
pleasure, both Apollo and Heracles feel compelled to repay their host
with preterhuman favors.

In the heroization of Alcestis, she is immortalized as a kindly spirit
(1002-1005). Usually when a young woman or man is sacrificed early
in a play, little is said of that person afterwards, often to the distress of
critics. In the Hecabe, attention is paid to the death and funeral of
Polyxena primarily because she is important as a link to the next crisis
in the plot, the finding of Polydorus’ corpse. In the Antigone, it is
Haemon’s body that is carried back from the tragedy at the cave, and
Antigone herself is almost forgotten as the emphasis shifts to the ruin
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of Creon and his branch of the house. Often the sacrificial victim is
not even to be mourned, as in the Iphigenia at Aulis and in the Hera-
cleidae, where Macaria’s death is reported almost too laconically. There
are several false starts in that direction in the Alcestis, but finally, during
the most hymnic ode to her, Alcestis walks back from the tragic scene,
from the tomb where her husband had tried to join her in a mystic
wedding in death such as Haemon had achieved with his beloved in
the Antigone. In the Alcestis, the death of Alcestis is never far from
anyone’s lips. Mourning for her is to be Admetus’ life’s work. The
resurrection of any of the victims in other plays would be unthinkable,
in part because the plots move on to something else and other char-
acters become focal. Even in this scene with Heracles, in which
Admetus is less than forthright about his wife’s death, he still talks
about her and makes it clear that she is the center of his attention.
Thus the plot keeps her alive and makes possible her return in this, as
in no other of the sacrifice plays. Admetus’ lie (his second story, 519)
about her departure is his major contribution to her return. For prac-
tical reasons the lie cannot be allowed to prevail.

THE FOURTH EPISODE

Questions to consider: Do you find any similarities between Admetus
and his father? How does the second interior scene compare with the
earlier one (narrated by the slave woman)? What do you find in the
lament of Admetus: sincere grief or more empty posing?

HR
FATHERS AND SONS

Manhood in archaic and classical Greece, as in modern times, is
generally manifested not so much in relationships with women as in
relationships with other men, especially in the relationship between
father and son.!® The Greek male is supposed to produce sons who will
continue his ozkos (e.g., Sophocles, Antigone 641-47; Euripides, Alcestis

18. Even nowadays in Greece, the intense male rivalry to prove oneself takes place among
men alone; women and flocks serve as the object of this rivalry. Social division separates the
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621-22, 654-57). Greek presumptions about what was required are
fairly clear. As Hesiod defines the rudimentary expectations, sons
should resemble their fathers both in looks and in conduct, especially
the latter (Works and Days 182, 235; cf. Homer, Iliad 6. 476-81 and
Sophocles, Ajax 434-40, 545-57). Such resemblance earns the father
public esteem and proves his manliness, while the lack of it may be
cause for disparagement and call his manliness into question. Tragedy
often expounds on this idea. Sophocles follows the Hesiodic tradition
according to which sons were expected to be like their fathers both in
their natures and their accomplishments, as we learn from the Ajax
and the Philoctetes. Ajax, on the one hand, sees himself as an unworthy
son, having lost Achilles’ arms to Odysseus. He prefers to commit
suicide rather than face his father, Telamon, who took part in the expe-
dition of Heracles against Troy and received Hesione, the best part of
the booty, as a reward (Ajax 430-40, 462-65, 470-72, 1300-303;
Diodorus Siculus 4.32.5). On the other hand, Ajax expects his son,
Eurysaces, to be like himself in nature, valor, and in everything else (.
8’ &AL’ Bpowog, Ajax 545-51). Euripides also touches on this subject in his
depiction of the father and son in the Alcestis, but turns it on its head.

The Alcestis presents to us, among other issues, the relationship
between a father and a son. The son, upon being granted an exten-
sion of his lifespan, provided he can find a substitute to die for him,
turns to his parents, asking either one of them to die instead of him.
Both his mother and father refuse, and this refusal is taken up by
Admetus when the father comes bearing robes to adorn Alcestis upon
her death (614 ff.). In his tirade against his father, Admetus reverses
the usual process of a father renouncing his son, as we witness in the
Hippolytus, for example. Admetus does not welcome him to his house,
rejects the robes, and eventually announces that he does not see his
mother and father as his parents anymore, adopting instead Alcestis
for this role. He also vows not to take part in the burial of his father
when he dies, as is the duty of a son. Admetus’ tirade is marked by a

lives of men and women, and their intermingling in public is mostly for communal and ritu-
alistic events. See M. Herzfeld, The Poetics of Manhood: Coniest and Identity in a Cretan Mountain
Village (Princeton: Princeton University Press, 1985), 51-67. For manhood as a social construct
of which the relationship between fathers and sons will be only one facet, see V. J. Seidler,
Unreasonable Men: Masculinity and Social Theory (London: Routledge, 1994), 109-20.
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remarkable illogicality. He blames his father for wishing to live longer
in spite of his old age, even while he, too, wishes for a longer life than
he was alotted. His claim that his father should have died for him out
of gratitude for the respect he showed him all his years is a reversal of
the usual expectation. Children were expected to take care of their
older parents out of gratitude for the trophe, the nurture their parents
accorded them in their childhood.

Pheres’ biting and sarcastic response, in which he blatantly accuses
Admetus of causing the death of Alcestis and of any other future wives
his son may have, reveals the hard core in the old man. He is not
ashamed to agree that he likes to live as much as Admetus does and
sees no obligation to sacrifice his life for his son. Both men’s tirades,
however, give the impression that both individuals are highly egotistic
and read each other fairly well. Indeed, the son is very much like his
father. Euripides seems to tap into the accepted Hesiodic and Homeric
perception that there is a blessing in the resemblance of a son to his
father and presents it in an unsettling form—both Admetus and his
father love to live. There is nothing wrong with this, but one might
have expected a father to sacrifice himself for the sake of his son,
whether there was such a law or not (683-84). Parents do many things
for their children because their love is unconditional, but at the same
time, Admetus’ demand of his parents to die instead of him is utterly
repulsive and unheard of. Both characters excel in their egotism. One
may ask, therefore, whether resemblance to one’s father is indeed
always a feature parents should pray for, not to mention society as a
whole. By touching on the theme of “like father, like son,” the play
engages in the discussion of physis versus nomos, nature versus nurture,
a hot topic at that period. Is one’s character decided genetically or
rather by convention and training?

CL
THE GIFTS OF PHERES

The Chorus mixes the hospitality theme with the theme of property
(the gifts, in fact, of the hated Pheres to his son) in singing of the vast
stretches of Admetus’ realm. By doing so, they look forward to the
Pheres scene where the discussion of property and inheritance figures
prominently, as befits the rustic setting.
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The two processions come face to face; Pheres, perhaps with his wife,
accompanied by servants bringing kéopoc, meets the funeral cortege.
The consigning of Alcestis’ remains to the ground or the tomb is
delayed again by this ugly scene.

The values expressed in this scene are not unlike the traditional
values of Hesiod (see especially Works and Days 334-82). The old man
may not be likeable, but he expresses a reasonable and unpretentious
point of view—that he owes his life to no one but himself, a point of
view that needs to be stated. (Cf. Nielsen’s refreshing reassessment of
Pheres, 1976, 98.) Not all parents give unconditional love to their chil-
dren. Pheres begins with a general speech. He, like the Chorus, has
come to offer consolation to Admetus and praise and gratitude to
Alcestis. He is the same “type” as the Chorus, the old citizen of Pherai,
and he mouths the same sentiments as everybody else, but because he
is Pheres, the particular elderly ¢ilog of Admetus who did not save his
son’s life, he is hated and verbally abused for expressing them.

This scene offers another possibility, an alternative to the story we
have—the death of Pheres instead of that of Admetus or Alcestis. Here
is the man who refused to die for his son, a man ripe for death (cf. 16,
290-92, 46668, 516). The father’s answer to his son’s charges is to list
what he has given his son. All that he received from his own father, he
has passed on to his heir, but he is not obligated to give Admetus life
a second time at such a cost. There is no such custom; “it is not Greek”
(684). Pheres makes himself the upholder of tradition. This may be a
little uncomfortable for the members of the audience, who are made
in this way to identify with the “villain” and who are, perhaps, being
asked to reflect on Hellenic tradition and to supply what is missing
from Pheres’ list of the things a father passes on to his son. It can be
said that Pheres sees even his most intimate relationships as business
arrangements. He did not love his son enough to die for him. Such an
un-Greek thing is almost unthinkable for him, but he has given it
enough thought to produce a winning argument against it. Pheres
does, however, appreciate what Alcestis did for him (621-22).

Euripides is not entirely unsympathetic to Pheres and gives him a
convincing argument for the value of life. When his dying wife asked
for one last favor, Admetus had wanted to reciprocate. He had
promised to give up pleasure, to make his life not life and even to deny
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the distinction between life and death. But Pheres makes the argument
that life itself, seeing the light of day, has value. Here is a man with few
years and few pleasures left, and he will not be shamed into giving them
up. This attitude, in fact, restores to Alcestis’ sacrifice some of its value
(a small favor in return for hers to him). In Pheres’ speech, life, not
death, becomes the great equalizer.

Admetus tried to map out his father’s life, past and future, for him.
In his youth he had been king. He had fathered a son so that he would
not leave his estate orphaned for strangers to plunder (654-57). In
their scene, the men reveal such similarities in character as well as in
blood and biography that what one says could often just as well be said
by or about the other (cf. 696-97, 708-709). An aspect of the consis-
tency or continuity of Admetus is seen in his reaction to others. When
he interacts with Alcestis and Heracles, we see the giving side of him.
With his father, he is like his father. Admetus, too, is a ruler in his
youth, and he has an only son (and a daughter besides) to whom he
would have left his estate and kingdom had he died. Their lives are
parallel. Most to the point, neither sees his life’s fulfillment in the
production of an heir. Both see their lives as continuing to a timely
end. What is timely is not for fellow mortals to decide. In fact, it was
Admetus’ time to die. It was he who fought not to die.

This part of the fourth episode is disturbing (cf. the Chorus’ reac-
tion, 673-74, 706-707), but it is fairly typical of father-son scenes in
drama, an exception being the scene between Creon and Menoeceus
in the Phoenissae, and there the son deceives his father to avoid such a
scene. Here we have a son wishing his father were dead and a father
accusing his son of murder. The story is on the verge of disintegrating
into one a little closer to patricide. The scene is acrimonious and
uncomfortable for the audience, vulgar even, but no more so than that
between Creon and Haemon in Sophocles’ Antigone, which is not
considered unsuitable to tragedy. After all this the Chorus sings briefly
to Alcestis, praising her courage, as if nothing had happened.

HERACLES: ydpig xépiv tiktel

The servant comes from inside the stage-building and describes for
us another interior scene. Again, it is not really a dramatic scene;
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however irksome to the people inside, it is too busy with small activities
and not wordy enough for drama. Even here, the point is to praise
Alcestis. This scene is set up in contrast to the interior action narrated
by the Maid, in the first episode. Then Alcestis was pictured moving
about to the altars, from room to room and person to person, with quiet
dignity and confidence. Now Heracles keeps the servants running to
and fro, while he himself is drinking and singing raucously. Compared
with the silence noticed by the Chorus earlier, the house is now said
to be emitting the incompatible noises of both merrymaking and
mourning. There is here (as in the earlier episodes) a movement from
description to the actual physical presence of the person whose activi-
ties in the house have been narrated. The servant’s words alert us to
Heracles’ vinous condition. This could explain his treatment of the
slave as an equal (after his initial rebuke) in inviting him to share a
cup. Apollo shared the thetes’ table, but it is unlikely that Admetus
drinks with his slaves. For Heracles, drink is a great leveler. His attempt
at generalization is clichéridden, boozy philosophy, and to all of Hera-
cles’ words of wisdom, the servant says disgustedly, “I know all that.”
It is, finally, Heracles who offers another perspective on life and
death. He takes the athletic view of life (Arrowsmith 1974, 15): we win
life, and having won it, it is shameful not to enjoy the prize; not to go
for the prize is all the more disgraceful. Admetus is depicted as singu-
larly unathletic. Everything has been given to him, happened to him, or
come to him by chance through the design of others or as his heritage.
Omitted from the present telling of the legend is any reference to the
tradition of Admetus’ winning of his bride, though the reference to
Heracles’ victory may be an oblique and displaced allusion to that part
of the story, as Beye suggests (1974, 110). True, Admetus drives away
Pheres, who has become the bogeyman, and wins the right to be his
wife’s sole mourner from the household, but it is a bleak victory. He
cannot, however, be said to have won the debate with his father, who
has the last word and the better case. It is Phere’s words that stay behind
and come back to haunt Admetus after he has buried his wife.
Heracles’ message is that the life we get is what we have won, and
part of this is enjoying it day by day. Admetus’ family, by obscuring the
proper and natural way of death, have unbalanced all their relation-
ships. Heracles faces the possibility of his own death and is able to enjoy
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his life between labors. The two Heracles scenes make an effective
setting for the Pheres scene that comes in their midst and an effective
juxtaposition of the heroic and unheroic in the education of Admetus.
His advice, “being mortal, think mortal,” is more a commentary on the
scene immediately preceding than on the ending of the play, which
invites us for the one festival day (of the resurrection, the wedding, the
Greater Dionysia) to cast aside mortal thoughts and to live as if there
could really be victory over the grave. Mortal thoughts are very much
on Admetus’ mind when he returns to his desolate house. What are
“mortal thoughts” In part they are what has been said again and
again—death is an obligation that everyone owes, and one should calcu-
late life day by day, because nothing beyond that can be known. In the
past, Admetus had failed to think mortal thoughts. His life has lost its
meaning because he has given his own death to another. Without his
death to define it, his life is no longer his own.

Pheres said it is not Greek for a father to die for his son. Indeed it
is not. It is more likely for a son to die for his father and win immemo-
rial honor, as Antilochus does in saving his father, Nestor (Pindar,
Pythian 6.28-42), and as countless young warriors do who fight while
the elders watch from the walls or speak at the funeral. Heracles does
not use such paltry excuses to avoid being brave. His bravery also
includes doing something un-Greek-—he decides not to repay like for
like in a mechanical way. Instead he finds the good in Admetus’ decep-
tion (855—60) and repays it with a greater kindness. Even sobered, he
tempers his rebuke (1018) out of fellow feeling. (For a full considera-
tion of charisin the play, see Padilla 2000.)

WHOSE DEATH?

“O hateful approach,
hateful sight of my widowed halls. . .”
(861-62).

The stage is empty again until Admetus returns with the Chorus. Atten-
tion once more is concentrated on the outside of the house. As Alcestis
substitutes the bed for the man, so Admetus substitutes the halls for
himself. Admetus is in love with the dead and wants to dwell in that
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house, not in this empty one. The sacrifice has failed (as sacrifice is
bound to do, Guepin 1968, 177-78.). We might ask ourselves whether
he has survived his death. With the fantastic return of Alcestis, reason
wins out. Of course the audience knows that one person cannot die
for another. Reason situated in the audience (and only there) helps to
effect the resurrection, which is also impossible.

As Admetus remembers their wedding day, he relizes that now every-
thing is changed into its opposite and Admetus begins at last to see
Alcestis as a person in this third description of the inside of the house:
she was his equal socially (920), she now has a glorious reputation
(938), she kept the house together (cf. 946-47), the children cry for
their mother (947-48), the servants miss their mistress (948-49), and
the house was really hers. When he goes out to social gatherings he
will see the women as if he were looking for his wife among them. At
Greek parties the men and women entertained themselves separately.
Now he notices that women were there, too.

"Apti povBave “just now I understand” (940). With these words,
Admetus finally realizes what his wife’s death means to him. Admetus
comes to see himself playing his own part in his own story, realizing
at last that he, not his father, bears the greater responsibility for
Alcestis” death. When he pictures an enemy seeing him and saying
“he hates his parents,” it shows that he knows he is wrong to blame
them. He anachronistically casts himself as Protesilaus’ wife (when he
speaks of keeping the statue in his bed, Dale on lines 348-54) and
Hector’s wife (when he says that Alcestis is his parents, 646—47 and
667-68, where he uses the masculine pronoun to refer to her). The
gender confusion may be part of this variation of the story pattern
because the manly hero should be the one to die for his beloved
rather than the other way around.” Admetus is a man out of his
element, hunting for a mythic archetype to explain his suffering to
him (or perhaps just to share it) and more than that, a hero he could
become in order to save his beloved. The hero he explicitly wishes to
be is the artist Orpheus, but Admetus does not fit into any of the other,

19. On the versions of the folktale in other cultures, see Albin Lesky, Alkestis, der Mythus
und das Drama (Vienna: Holder-Pichler-Tempsky, 1925), 20-42; also Robert S. P. Beekes, ““You
Can Get New Children. . .”: Turkish and Other Parallels to Ancient Greek Ideas in Herodotus,
Thucydides, Sophocles and Euripides,” Mnemosyne 39 (1986):225-39. For a good summary
and bibliography, see Conacher 1967, 327-33.
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grander story patterns he tries on. He is not a warrior or a murderer
or a grieving widow or a loving sister. He is neither a parricide nor a
poet. He is a rich Thessalian who likes to entertain on a grand scale
and to enjoy himself, welcoming to all.

He rounds off his speech with a direct quotation from an anony-
mous but ill-disposed third party, looking at Admetus’ life. He himself
has just been looking at his life, realizing that his reputation is bad and
that he has fared badly. His wife is better off because she is free of
suffering and has good repute. What could make the difference
between Admetus and Alcestis more clear than the ode that follows the
kommos and ends with a similar direct address, also by an anonymous
third party? In the Chorus’ vision, the address to Alcestis as a blessed
spirit will come from a friendly and worshipful stranger.

HR
KoMMoOs (861-934)

In spite of setting the scene as a kommos, the playwright once again
prevents Admetus from singing but awards him four recitative
anapestic systems of varied lengths, which Admetus declaims (see the
note at lines 245-79 in the commentary and the Second Episode
Discussions). This is unusual; in a typical kommos, the character sings.
As the lament proceeds, Alcestis becomes identified with the house-
hold. Without her the house is empty in Admetus’ eyes in spite of the
other occupants, including his children. When taken out of context,
Admetus’ anguished cry is heartwrenching. He is a widowed husband
whose life ceases to have a meaning without Alcestis at his side. But if
any of the spectators can even slightly detach himself from the
expressed agony and distress, it is impossible not to notice the illogi-
cality of the situation. One cannot help but wonder, if not smile, at
Admetus’ claim that he envies the dead, wishes to be dead, and had to
be prevented from jumping into the open grave. After all, the oppor-
tunity to die was given to him, and his wife is dead because he asked her
to die for him. It seems that unlike Pheres, Admetus can see only frag-
ments of a situation and never the entire picture. His late awareness
of the situation contradicts his claim in 420-21, where he assures the
Chorus that the tragedy of losing Alcestis has not dawned on him by
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surprise, that he was expecting it all along. One wonders to what extent
itis safe to take such admissions by Admetus seriously (see also 940) or
to what extent he truly understands the situation beyond his personal
immediate gain of life.

The illogicality mounts as Admetus expresses the wish never to have
married. One immediately thinks that if indeed Admetus had never
married Alcestis, he would be dead now. Admetus might indeed feel
great sorrow, but his grief concerns only himself and the loss he has
suffered. He obviously would like to continue living and having
Alcestis. As it happens, he had to sacrifice one of these wishes, and he
chose to sacrifice Alcestis rather than his own life. His reference to the
sorrow that comes from having children is unclear. He might be
rehearsing a well-known wisdom that claims going through life unmar-
ried and childless lessens one’s potential for getting hurt. If so,
however, his candor is suspect, or, if he is candid, his capacity for under-
standing is suspect. The leitmotiv of Admetus’ inability to see clearly his
situation resurfaces even before the arrival of Pheres, when he tells his
dying wife that he had not profited from her (335). It is interesting
that he ignores the Chorus’ example of an older man who became
childless and bore his grief well, as the example makes one think of
Pheres’ situation had Admetus died. There is no question that Pheres
would have borne his sorrow well.

Admetus’ insistence on keeping his distance from the palace after
Alcestis’ funeral (861-63, 912-14, 941) despite the Chorus’ urging him
to go inside (872), and his later protracting his reentry with the “prize
woman” despite Heracles’ urging, may suggest that he has some inti-
mation of the danger. The house has already become the house of
death in the first half of the play when Admetus accompanies Alcestis’
dead body indoors to have it prepared for the ekphora.

ADMETUS’ “REALIZATIONS” (935-61)

Admetus continues in a self-pitying mode. So far his sorrow for
Alcestis centers solely on the effect her death has on him. The only

20. For the transformation of Admetus’s house into a house of death, see Luschnig 1995,
55-56. For further insight into the function of the ‘house’ in the play as a place of death,
hospitality, mourning, and marriage, see Buxton 1987, 17-19.



DISCUSSIONS 205

time he grieves for Alcestis as a young life taken is when his words could
hurt Pheres as he accuses his father of wishing to live in spite of his old
age and letting a younger person die (634-35). That the same applies
to himself, he either ignores or never notices. Until this point, there is
no regret on his part that he has allowed Alcestis to die or mourning
for what Alcestis has lost by dying for him. Even now, when he seems
to regret having her die for him, it is not because it has hurt Alcestis (in
fact, he claims she is better off) but because his letting her die has
marred his own life. The unintentional irony on Admetus’ part reaches
its peak when he concludes that Alcestis is better off dead than he is
alive because she is immune to pain and has attained kleos. He then
moves painfully to the loneliness he will experience when he comes
back home and has no one to greet him, keep the house clean, and
keep the children happy—in short, to render his life pleasant and keep
him happy. The suffering outside of the house also focuses on him
alone. One might expect, for example, that he would enumerate what
is there outside the house that Alcestis will be missing, but instead we
find that he will not be able to tolerate watching the marriages of other
Thessalians and that he is now finally aware that, unlike Alcestis’, his
name is tarnished. It is significant that this climactic speech ends with
the recurring theme of profit and, in a loose ring composition, comes
back to the lot of Alcestis, who, according to her husband, gained more
by dying for him. She has escaped the troubles of life and has gained
a name for herself, while he is burdened by misery and his reputation
is tainted. Admetus weighs everything in terms of personal loss and
profit.

Neither his famous words &pti povBéve (940) nor lines 960-61 bring
Admetus any closer to a moral recognition that he was wrong to ask
someone else, whether his parents or his wife, to die in his place.
Rather, what he has just learned is that as things have turned out for
him, because of his own request, his life is no longer worth living. He
is faring badly without Alcestis and does not have a good name even
while still alive, and as his father noted, it is while one is alive that one’s
name matters. The words o0 xpfiv (939) do not intimate any lack of
moral judgment on Admetus’ part but merely indicate that he
shunned his appointed time of death (see also Conacher 1988 on 939).
Nevertheless, Admetus’ confession of his belated understanding (940)
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is often taken as the turning point (peripeteia) of the play from which
the “happy ending” of Alcestis’ return from the dead as a reward for
Admetus’ recognition originates (e.g., Dale 1954 on 835 ft.). Still, one
should note that Admetus’ recognition is not of his wrongdoing but of
his misery. His inability to grasp the entirety of the situation haunts his
perception, and he is yet again capable only of a fragmented conclu-
sion that splits the cause from its effect.

THE EXODOS

Questions to consider: What really happens in the final scene? Is Alcestis
returned to Admetus and the house with no strings attached, or does
her return mean that Admetus must face his own death?

CL
BACK FROM THE GRAVE

In the exodos, the play’s various themes are reexamined, but the
many confusions and distortions remain forever ambiguous. Admetus
treated his heroic guest unworthily. Heracles, however, is a generous
man and is able to accept the generosity of Admetus as outweighing the
tactlessness of his deception and the untimeliness of his invitation. For
the first time, Admetus refuses to accommodate a guest when he refuses
to receive the young woman into his house. He fears blame from
Alcestis as though she were alive and watching him, as she is. As usual,
his timing is off, but he could not know this (see Jones 1948, 52-55, on
the technique of delayed reaction in the education of Admetus).

Heracles teaches Admetus what friendship is at its best (1103).
Earlier, Admetus refused to share his grief, and now he refuses to share
enjoyment of the victory, but here Heracles is pretending to be as tact-
less and insensitive as Admetus was earlier. When at last Admetus agrees
to let the woman stay (1108), Heracles makes sure that Admetus knows
what he is doing—that he is taking this woman as his wife (1111-17; cf.
917; on the wedding, see Halleran 1988; Buxton 1987, 17-19; Luschnig
1990, 36-39). At the end, Admetus possibly recognizes a change in
himself and his life (1157-58); he will live better from now on.
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Such reconciliations are not a consistent or even a usual feature of
tragedy, though the sense of closure or completeness is. This is partly
because tragedies always start near what is known to be the end or an
end of a story (a serious story, treated seriously) and something happens.
In this play—tragedy or not—we begin at the end of Apollo’s servitude,
which by accident or design coincides with the end of Alcestis’ life.
Something happens that makes this a complete action. Admetus takes
his wife by the hand and enters the house with her (with Halleran 1988,
123-29, I would keep 1119-20, which Diggle brackets).

Heracles: Time will soften it, but now the wound is still new.
Admetus: You would be right in saying ‘time’ if time is to die.
(1085-86)

One of the ways Admetus refuses to face the separation, that is, the
death of Alcestis, is by thinking of her as still bound by time. One
obvious characteristic of the dead is that they are no longer bound by
time and change, but Admetus refuses to accept the finality of death. He
says, “You were my only wife alive, you will be my only wife dead.” She
is imagined as alive, keeping house for him in the Netherworld.

Admetus sees himself as stuck in a state of timeless nonbeing similar
to existence in Hades. He has given up all happiness. He is dead to his
parents, renouncing them and their imperfect love. The numerous
negative words used of Admetus go far in eliminating not only his plea-
sures, but all that gives him being. This is especially apparent when he
says that his father is childless and that it is better to be unwed (if he
had been unwed, he would now be dead). The house has become an
oppressive presence (861); it is hated as death is hated. He prefers the
halls of Hades to his own house and has condemned himself to mourn
always. Admetus finally does see that Alcestis is gone from the house.
He finally does recognize, if not accept, the separation as he gasps his
way to the house that is in shambles. Not only will Alcestis’ place be
empty, but the floor will be dirty, for Alcestis is busy in the Netherworld
preparing a home for him where he will be with her. She will wait for
him, but waiting implies time. In his mind, where she has her only
continued existence, she is still in time.

The house of Admetus, the institution for which Alcestis died, has
become a replica of the house of Hades. It is at this low point, at which
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Admetus has lost even the right to be called philoxenos, when he has
been diminished by all and can see himself only as an enemy would
see him, that everything is reversed and he can become happy and
ordinary again. Alcestis calls upon the sun and light and clouds.
Admetus replies,

He sees you and me, both suffering terribly,
though we have done nothing to the gods for which you will die.
(246-47)

Itis a commonplace remark, but like so many of the other common-
place remarks in this and other plays, it is inept. It is, in fact, the favor
of the god that is causing all the grief for Admetus more than anything
Admetus has done, to gain this favor. Admetus had been living in a fairy-
tale world. Events in the play teach him that human beings cannot
afford to have their fantasies come true by—and here is the irony—
granting him one last wish.

HR
HIDE-AND-SEEK

Once Heracles returns from Alcestis’ grave, Euripides proceeds to
present a quasi-comical interchange between him and his host. The
interchange is something of a game of hide-and-seek, in which Heracles
tries to persuade Admetus to take Alcestis into his home while hiding
her identity, and Admetus fails to recognize his own wife even as he tries
to get a better look at the enticing woman his friend has brought.

The episode begins with Heracles’ clumsy lie (1008-36) about how
he came by the woman he has brought. He tells Admetus that he won
BovedpPra- / yovn & én” adroig eiretr’ (“a herd of oxen; and a woman
followed in addition to the herds” 1031-32), in wrestling and boxing
matches. As the audience will have recognized, the story is based on
the incident in Iliad 2%, where Diomedes, winner of the chariot race
in the games in honor of Patroclus, receives a prestigious double prize:
“a woman and an eared tripod” (23.262-65, 512-13).2 The Homeric

21. Further on in Iliad 23, we are told about the prizes for the wrestling between Telam-
onian Ajax and Odysseus. As a prize for the winner, Achilles sets a special great tripod, which
was initially appraised at twelve oxen. The second prize is a woman skilled in handiwork,
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passage reflects the relative importance of the woman by mentioning
her before the tripod, but Heracles seems to add the woman as an after-
thought, suggesting that he considers her less important than the herd
of oxen. This reversal deflates Heracles’ effort to make his account
respectable by anchoring it in tradition and shows him as clumsy and
confused.

The impression of his tripping over his tongue is reinforced by his
failure to mention what he did with the oxen he supposedly won and
by his labored claim that the woman was not stolen but acquired with
great effort (1035), which is odd, coming as it does only a little while
after the audience has heard him declare his intention to rob Death of
Alcestis (840—49). The fact that Admetus so readily falls for the clumsy
deception shows him as more unable to think straight than he has
appeared thus far. Although he has just banned all entertainment in
Pherai, he never inquires how Heracles could have found a competi-
tion so nearby. Instead of probing his guest’s story, he replies (1037-69),
as he earlier had to Alcestis, with a plethora of figurae etymologicae that
follow each other in close succession: &iyog &hyer (1039); Toduov . .. fnot
(1041); vosodvr. . .véoov (1047); Eknc hipnuévov (1065); eicopdv . . . bpav
(1066). Thus closely packed, they are self-conscious and excessive and
turn his protestations of grief into bathos. What really makes this
dialogue a piece of dark humor is that it is conducted in the presence
of Alcestis, who is visible to the audience and at least partially visible to
Admetus and the Chorus. A basic source of the scene’s possible funni-
ness lies in Admetus’ failure to recognize the wife for whom he has
professed so much love.

Many scholars assume that Alcestis is in full view but veiled at this
point in the play. The assumption goes back to the scholiast’s inter-
pretation of Admetus’ words “She is young, to judge from her clothing
and accessories” (1050) to mean that Admetus infers her youth from
her clothing rather than her face.?? There is, however, no textual

appraised at four oxen (23.700-705). As neither of the participants seems to win, Achilles tells
them to stop wrestling and divide the prizes equally, which would be quite a trick considering
the prizes. What transpires thus is that despite the high assessment of the special great tripod,
the woman is not that far behind in worth.

22. The assumption that she is veiled is so entrenched that one finds scholarly inter-
pretation of the play based on the symbolic meaning of the veiling; see Buxton 1987, 20-23.
For veiling and unveiling in the play as symbols of wedding and marriage, see Wiles 1997,
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evidence for this view. The summary at the beginning of the play says
nothing about veiling, but rather “Heracles, having made Death stand
away, hid the woman in robes” (éofjt kadOnter Ty yovaike). Interest-
ingly, in the relief of Heracles’ returning Alcestis on the Velletri sarcoph-
agus, Alcestis is not veiled, though Admetus, whose view is blocked by
the door through which Heracles leads her, cannot see her either.?

Moreover, even if she were veiled, Admetus should have been able
to recognize her by her clothing. In all likelihood, she would still be
wearing the magnificent clothes in which she was dressed at her
funeral (1050). A great deal is made of that clothing. The Maid says
that Admetus will bury Alcestis with all the expected luxury (149), and
Admetus pointedly refuses to bury her in the clothing that Pheres
brings for that purpose (631-32). It is also clear that Admetus can
gauge that she is young by whatever he can notice of her clothing and
general appearance. Thus his failure to recognize his own wife, even if
she is not fully visible, brings the obtuseness he has already demon-
strated to new heights.

The scene may well have been staged to play up a slapstick routine
of Heracles trying to hide Alcestis from her inquisitive but dense
husband. It is likely that Heracles hides her with his large body when
he brings her on stage, while Admetus, drawn by curiosity and desire,
struggles to get a peek at her even as he protests Heracles’ having
brought her. Then, when Heracles tells Admetus to take a better look
at her before turning her away (1105), he may teasingly reveal some
part of her, only to play hide-and-seek again as he probably does when
Admetus addresses her directly (1061-63) in an effort to make her
come forward.?* That Heracles might be thus playing with his host is
suggested by his use of two different verbs to indicate the act of
looking. The first time he urges Admetus to look at the woman, he uses
the verb &8pe1 (1105), a relatively noncommittal verb that means both

159-60. Rabinowitz 1993, 87, accepts that she may not have been veiled but argues that she
wore some headgear that prevented recognition.

23. M. Lawrence, “The Velletri Sarcophagus,” AJA 69 (1965):207-22, esp. 210-11. The
reason for the unveiled face may be that the artist wanted to depict the woman who was
buried in it. There are, however, other sarcophagi depictions of the death of Alcestis which
do veil, at least partially, Alcestis’ face. See M. Wood, “Alcestis on Roman Sarcophagi,” AJA
82 (1978):499-510.

24. If Drew 1931, 303, is right and Heracles is actually carrying Alcestis (alive, pace Drew),
he may even more conveniently hide her face, turning the front of her toward his chest.
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“to look” and “to ponder.” Then, when he ceremonially hands her over,
he uses the unambiguous BAéyov (1121, “Look!”). Rabinowitz sees the
entire incident as a joke at the expense of the silent woman, who is
objectified and fetishized as Heracles dangles her in front of Admetus
while she cannot speak on her own behalf (Rabinowitz 1993, 88-99).

A PLETHORA OF PROTEST

There is also some dark humor in Admetus’ persistent self-decep-
tion, as he pretends not to want the strange woman while proceeding
to convince himself that he has no choice but to take her into his home.
Although he begins properly enough by urging Heracles to take her to
some other house, he is clearly thinking about welcoming her into his
own. Heracles tells him that he brought her to work as a servant
(mpoomoleiv, 1024). Thus there are no apparent grounds for Admetus to
get emotional about the idea of putting her up and no reason to
wonder where he will lodge her; the female servants’ quarters is the
obvious place. The only reason for concern would be if he were thinking
of taking her in not as a servant, but as a mistress or new wife.

The sexual turn of his thoughts, itself a source of humor, is clear
from the way that, even without seeing her in full, he quickly ascertains
and focuses on her youth; he is concerned that she is in danger of
being raped if she is lodged in the men’s quarters, and he suggests
immediately that the only alternative is to take her to his wife’s bed.
Both possibilities—that the woman be lodged in the men’s quarters
and that she be taken to his wife’s bed—are raised as rhetorical ques-
tions in a manner supposedly meant to rule them out and are followed
by self-evident, inflated, and self-righteous counterarguments, which
are rendered even funnier by their superfluousness. For not only is it
obvious that neither alternative is even remotely acceptable, but the
audience well knows that these are not the only alternatives and that
Admetus is studiously avoiding any mention of the place, the female
servants’ quarters, where the woman he desires could stay safely and
with no suggestion of impropriety.

The more he protests, the more the audience sees him twist and
turn to attain his aims while trying to hide them from both Heracles
and himself. Looking at the woman, he addresses her directly in the
vocative yovou, which signifies both “woman” and “wife”:
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But you, woman [yovon],
Whoever you are, you have the exact dimensions
of Alcestis’ figure and you resemble her in your body.
(1061-63)

The text plays nicely on the ambiguity, echoing the wordplay in the
Odyssey, where Odysseus and Penelope address each other, each knowing
who the other person is but refraining from a formal recognition.®
Here, Admetus does not know that the woman is a yovi in the other
sense, but Heracles and the spectators know that she is his wife. The
coupling of self-deception and self- revelation in the matter of his remar-
rying continues in the next two lines:

O me! take this woman away out of my sight, for gods’ sake!
Do not overpower me, already overpowered.
(1064-65)

Why must he get the woman out of his sight, one wonders, unless he
is discomforted by the thought of bringing her to his wife’s bed? That
this is his thought is strongly hinted at in the wordplay on €\ng ipnuévov
(1065), which the audience would recognize as inflections of the same
verb, aipéo, “to seize” or “to overpower.” The wordplay might also
suggest that Admetus’ emotional outburst is not motivated by genuine
suffering—a person in real pain does not think of complicated figures
of speech—while his emphasis on seizing and overpowering points
accurately to what he actually has in mind regarding this woman.

One may claim that his motives are made crystal clear in the image
of the cuttlefish that follows:

For I think when I look at her I am seeing my
own wife; she makes turbid /perturbs [Bokotl] my heart,
springs gush out from my eyes.
(1066-68)

Admetus uses the verb 8oA6ém, which does not appear anywhere else in
extant Greek tragedy, to describe the agitation that the woman’s resem-

25. See Roisman 1990; Ahl and Roisman 1996, 225-34; see also Luschnig 1995, 60-62,
for the possible readings of line 531. Cf. Rabinowitz 1993, 73.
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blance to Alcestis causes him. Tholos is the dark fluid emitted by the
cuttlefish to conceal its movements from predators; hence 8oAéw means
“to make turbid” and, metaphorically, “to perturb.” Because the cuttle-
fish churns up only water, the statement that the woman makes his
heart turbid is a bit artificial, and like Admetus’ other contrived figures,
raises questions about the sincerity of his feelings. The impropriety of
language would be easily picked up by the audience, many of whom
were fishermen familiar with the trick of the cuttlefish. More point-
edly, in comparing the young woman to the cuttlefish, Admetus implic-
itly identifies himself as a predator who will catch her and make her
his own.

Although the image is inadvertently cynical, the lines can be played
with some humor at this point. They immediately follow Admetus’
address to the woman (1061-63) and may continue to include her.2
One can easily imagine a production of the play in which Admetus
speaks to the woman and tries to get a closer look at her at the same
time that, referring to her in the third person, he beseeches Heracles
to take her away.

By this point, Admetus’ readiness to replace Alcestis with another
woman is clear and evokes dark humor. In his next statement, in reply
to Heracles’ declaration that he would rescue Alcestis from the clutches
of Death if he could (1072-74), the audience can hear the complacency
of a husband who believes that his wife’s death has cleared the field for
him to start a new romance:

Admetus: Surely I know you would have wished it. But what
kind of a wish is that? It is impossible for the dead to come to
light again.

(1075-76)%7

26. As if to emphasize that Admetus is no longer talking only to Heracles but also to
Alcestis, the Chorus echoes his fitig mot’ €1 60 “whoever you happen to be”(1062) in their
address to him, which ends with Soti¢ &1 60 “whoever you are” (1071). The oddity has been
noticed. Dale 1954 comments on 1070-71: “These lines are doubtless intentionally
ambiguous, but in any case or1g £l ov [“whoever you are”] is meaningless. If this is a gener-
alized warning (‘whatever your station,” ‘even a king’) the emphatic 0 [you] (omitted by L)
is quite out of place.”

27. Onstage an actor could insert a sigh of relief in Admetus’ statement that no one can
come back from the dead.
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No one can have any illusions now about Admetus’ grief for Alcestis.
The disenchantment in the next twenty lines of rapid stichomythia
derives from the predictable fashion in which Admetus’ avowals of
grief and devotion almost all follow upon Heracles’ prompting rather
than being expressed of his own volition. His statement that it is easier
to comfort than to suffer comes in response to Heracles’ exhortation
against excessive mourning (1077-80); his exaggerated complaint that
his love for his wife has destroyed him follows Heracles’ affirmation
that love is a good enough cause for grieving (1081-82); his gloomy
prediction that he will never be happy again is brought out by Hera-
cles’ acknowledgment that he has lost a fine wife (¢o6An, 1083-84); and
his fervent protestation that he would rather die than remarry and
break his promise to Alcestis is ushered in by Heracles’ broaching the
notion of remarriage (1087, 1094-96). The mechanical regularity of
the pattern becomes noticeable and leaves the impression that without
his friend’s promptings, Admetus would have had nothing to say.

Finally wise to him, Heracles ignores Admetus’ declarations and
swiftly deflates his protests in one sharp line: “Then take this woman
inside to your noble house” (1097). The line indicates that Heracles
has no intention of participating any further in the rhetorical charade
that has been going on. Most commentators regard Heracles’ sudden
coldness as ironic.?® This may be true, but in case there is any doubt
about Heracles’ understanding of his friend, Euripides has him add,
several lines on, “She will go away if she must, but first make sure, see
if she should” (1105). Heracles is well aware that once Admetus actu-
ally sees her, he will not be able to withstand the lures of the attractive
young woman.*

ROLE REVERSALS

The exchange between Heracles and Admetus is marked by role
reversal, which takes us back to Admetus’ decision to host Heracles in

28. For example, Hadley 1901 writes on line 1097, “Notice the irony, of the connection:
‘you say you would die rather than desert Alcestis: well, then receive this lady.”” The search
for hidden irony reveals the oddity of the abrupt sequence of messages.

29. On Admetus’ lust see: Rabinowitz 1993, 85; Burnett 1965, 245; Beye 1959, 118. Drew
(1931): 301, n. 25, maintains that one of the reasons Admetus is so hostile to his father in the
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spite of Alcestis’ death to the chagrin of the Chorus and his house
slaves. In that scene it was Admetus who was the deceiver and argued
his best to convince Heracles to be his guest in spite of “a death” in the
house. In their final agon, Heracles is the deceiver and the persuader,
but even within this last scene there is a minute role reversal (see also
Ah1 1997, 21-24). It is initially Heracles who tries to persuade Admetus
to take the young woman and Admetus who must be persuaded
(1101). As the scene proceeds, Admetus agrees and Heracles must be
persuaded to give the woman away. The process takes several lines, with
Heracles refusing either to permit Admetus’ servants to lead her inside
or to lead her inside himself, finally insisting that Admetus lead her in
by his right hand (1115). The sudden shift in roles has potential humor
if executed at some speed, but need not be.

Some funniness or dark humor can also be found in the lines that
follow, deriving from the combined effect of the role reversal and the
awkwardness stemming from Heracles’ continuing to hide Alcestis
from her husband:

He. Dare to stretch out your hand and touch the foreign
woman.
Ad. Fine, I'm extending my hand, as if to a beheaded Gorgon.
He. Are you holding? Ad. Am I holding? Yes, I am.
(1117-19)

Admetus’ comparison of the woman to a beheaded Gorgon indicates
that he does not yet see her head, even if she is in full view of some of
the audience.® She is still hidden behind Heracles’ broad back, or in his

agon is that he hears Heracles’ revelry in his house and is tormented not only by the real-
ization that he may not participate under the circumstances, but also by the knowledge that
the vow of celibacy he took—a vow he would not have had to make had his father agreed to
die for him—bars him from enjoying himself in the future; cf. Michelini 1987, 326.

30. The word kopotopg has been a source of much scholarly debate. Although the manu-
script has the Gorgon beheaded, most scholars follow Lobeck’s emendation kapoTOp®dV,
which would take an accusative (Fopydve) and read: “Fine, I extend my hand as if beheading
a Gorgon.” The emendation has been prompted by the fact that iota (Topyévy) is not
commonly elided and by the notion that Admetus has no reason to regard the woman as a
danger if she is already beheaded. See Dale 1954 on the line. The idea of Admetus’ words,
however, is that the woman poses a threat to him, not that he poses a threat to her. Neither
the tone nor content of the nonchalant “Fine, I'm extending my hand” fits well with the
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chest, and all Admetus can see is her outstretched hand and side. Line
1119 conveys the groping and awkwardness with which Admetus takes
hold of Alcestis. The vai in Admetus’ “Yes, I do!” is not redundant, as
Dale suspects (on line 1119), but emphasizes the effort Admetus must
make to take hold of Alcestis without fully seeing her. Only when Hera-
cles is assured that Admetus is holding her hand does he move away
and tell Admetus to take a good look (BAéyov, 1121) at her and see if he
recognizes his wife, upon which a recognition follows (1123-25).>' There
is some clumsiness and awkwardness in this partial transmittal of
Alcestis. Lines 1133-35 contain two reversals of earlier events:

Ad. Oh, eyes and body of my dearest wife, I am holding you
[Exe]

now beyond all hope, I never thought of seeing you again.

He. You are holding her [£xeic]. May there be no jealousy from
gods [upon you].

The most striking reversal is that of the Heracles-Admetus exchange in
line 1119. Here it is Admetus who begins with &» (“I am holding”) and
Heracles who answers £xeig (“you are holding”). Good actors can make
a lot out of the reversed repetition, especially if Heracles plays on the
question tone that he used in line 1119. More substantially, even though
Admetus talks directly to Alcestis, Heracles answers him as if the words
were addressed to himself. This cross-<communication might strike one
as funny in and of itself and also because it echoes the exchange in
which Admetus tried to address the hidden woman and lure her out
from behind Heracles (1061-63), while telling Heracles in the third
person imperative that “the woman” should go away (1104).

notion of beheading someone, let alone a Gorgon, nor would there be any point in Admetus’
agreeing to look after the woman for Heracles if he intended to kill her and said as much.
Admetus compares her to a Gorgon because he has not yet seen her head, which is hidden
by Heracles. Admetus simply protests that he would rather not have her and shuns her as
one would shun a Gorgon, even when beheaded.

31. Line 1119, which is broken into the words of Heracles, Admetus, and Heracles again
(He. “Are you holding?” Ad. “Am I holding? Yes, I am.” He. “Keep her safe”), mirrors line
391 where Admetus had two parts in a broken line versus one part of Alcestis. Because Alcestis
and Heracles are played by the same actor, there is a reversal of roles between the actor that
plays Alcestis and Heracles and the one who plays Admetus. Much can be done out of it
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THE TRAGIC ENDING

Questions to consider: What happens in the final scene? Is this a happy
ending to a simple fairy tale, a tragic denouement to a more sinister
story, or a doubtful conclusion that leaves us still wondering?

HR

The view that the Alcestis has a happy ending is based on Alcestis’
resurrection from death and reunion with her husband in the final
scene. The possibility that their marriage might turn rocky as a result
of Admetus’ earlier behavior would probably be answered with the
claim, quoted from Aristotle, that “this is beyond the scope of the play”
(Poetics 1454b, cf. 1453b) .32 Although I agree with Beye (1959:111-27)
that spectators do not have the time to mull over what happened before
the play started, I believe that endings are another matter. Contem-
plating what might happen to the characters after the play is over
seems to me part and parcel of viewing a dramatic performance. One
may recall in this connection George Bernard Shaw’s detailed futur-
ology in his preface to Pygmalion. There, he carefully informs us that
Eliza Doolittle did not marry Professor Higgins, she married Freddy
Hill, who was unsuccessful in business, and they were constantly hard
up for money. His reason for giving this information was presumably
to avert an overly romantic staging of the play, but the very fact of his
account implies his recognition that it is natural for spectators to try
to imagine what happens to the characters after the curtain falls. It
is true that not every play encourages such speculations, but the
Alcestis does.

My contention is that the text of Alcestis guides us carefully as to what
Euripides would have liked us to imagine happens after the final scene.
The following discussion will thus disregard the scholarly warnings and

onstage if the actors use the same intonation and arm gestures. The first two parts are given
to Heracles and Admetus respectively, and they seem to be funny.

32. For Alcestis’ silence as a predictor of emptiness, absurdity, awkwardness, and
estrangement in her future relationship with her husband, see Kurt von Fritz, “Euripides’
Alkestisund ihre moderen Nachahmer und Kritiker,” in Antiker und Moderne Tragodie (Berlin:
Walter de Gruyter, 1962), 256-321, esp. 312-16. For the view that any such interpretation
goes beyond the scope of the tragedy, see Schein 1988, 202, n. 71.
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go “beyond the scope of the play.”® It argues that although many
scholars regard the final scene, in which Admetus leads Alcestis into
their home, as the epitome of the couple’s happiness, the text provides
good grounds for wondering whether the denouement is indeed so
blissful.

ALL MEN MUST DIE: APOLLO’S DEAL WITH THE FATES

As those who see the play as a tragedy note, its theme, the human
struggle against inevitable death, is inherently a tragic one. For all its
humor, Death’s confrontation with Apollo in no way undermines the
ultimate reality of death. On the contrary, it shows the perpetual
human battle against death as a poor, ridiculous effort to threaten and
outwit the one force in the universe which ultimately cannot be over-
come. The very appearance onstage of death’s personification, which
occurs in no other known Greek play, reinforces Alcestis’ tragic mode.

The inevitability of death is one of the major themes of the Alcestis.
Already in the second strophe of the parodos (112-21), the Chorus
reflects that Alcestis’ death cannot be averted. Neither oracles nor
burnt offerings can avail, they sing, and Asclepius, who might have
saved her, is dead. Heracles makes a more general statement of death’s
inevitability to Admetus’ grieving servant (782): “All men must die.”
Yet just before Heracles appears with Alcestis, the Chorus sings of the
power of Necessity, as exemplified by death (961-1005). This Neces-

33. Cf. also Roisman 1999a, 23-35. Dale, (“The Creation of Dramatic Characters,” in
Collected Papers of A. M. Dale, London: Cambridge University Press, 1969, 272-80, esp. 275-76)
inveighs against considerations outside of the play itself, especially conjectures about what
might have happened next, as a distortion of ancient Greek drama. She is adamant that such
extratextual interpretations were not meant by the ancient drama. But can we be sure? And
even if the playwright did not mean us to, are we prevented from contemplating? Here,
mention of the upcoming three days (1146) particularly invites us to. See F. M. Dunn, Tragedy’s
End: Closure and Innovation in Euripidean Drama (New York: Oxford University Press, 1996),
6-7, 23-25, 6483, for the extent to which Euripides, unlike Sophocles, for example, tends to
place the tragic plot he has just presented within a mythic continuum through some kind of
a prophetic announcement toward the end of the tragedy. The Euripidean ending episodes
are not areal ending to the characters’ endeavors, “but one more episode in a long career that
will continue in new and uncharted directions once the play is over” (Dunn 1996, 6-7). These
prophetic epilogues indicate Euripides’ awareness that the audience does keep wondering
about what is going to happen to the characters. Sometimes he takes the initiative to shape
the audience’s expectations explicitly, sometimes he lets their imagination wander.
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sity, they sing, cannot be overcome by prayers, by sacrifice, or by any
Orphic or Asclepian lore. Even Zeus must accept its power and govern
in harmony with it, and Admetus must bear his grief, because he will
not bring back the dead by weeping. It is at the end of this song that
Heracles appears with Alcestis, who will prove the Chorus’ statement
true.?* More will be said of her role below. Here what must be empha-
sized is that, as Gregory has pointed out, Alcestis’ resurrection and
restoration to her home means that Apollo’s deal with the Fates is off,
and Admetus’ death can no longer be postponed.®* Logically, once the
three days pass that it will take for Alcestis to be cleansed of her oblig-
ations to the Netherworld, Admetus must die, because Apollo’s bargain
means that just as Admetus can live only if Alcestis dies, Alcestis can
live only if Admetus dies. It is unlikely that Alcestis will agree to die for
him again. As noted earlier, Admetus shows no understanding of the
trade-off. His lack of comprehension was apparent in his urging the
dying Alcestis not to leave him and to fight for her life. It is also evident
in his wish, voiced at Alcestis’ funeral, that he had never married
(880-82). This rash wish represents one of his many (comic) attempts
to convey a grief he does not feel and one of his many failures to grasp
the implications of his statements.

MARITAL DISCORD

In terms of the play’s plot, the expectation that Admetus will meet
a tragic end rests on the assumption that his conduct will so anger and
alienate Alcestis that, when his time comes in three days, she will let
his fate take its course, for, in rapid succession, Admetus breaks all the
promises he has made. In lavishly hosting Heracles, he fails even to
mourn the regulation month, let alone the lifetime he has vowed. In
the end, he leads into his chambers not a mere statue but a warm,
breathing woman, and his promise never to remarry dissipates as soon
as he takes her hand. His betrayal of Alcestis’ memory gains in horror

34. For Heracles as the champion of Necessity, see Gregory 1979, 267.

35. Gregory 1979, 268-69. Cf. also V. Phelan, Two Ways of Life and Death: Alcestis and the
Cocktail Party) (New York: Garland Publishing, 1990), 193. Phelan refers to line 1127 for the
view that the “returned Alcestis” is, according to Admetus’ own words, the very “image of
death.”
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in proportion to the length at which he has declared his abiding
regard.

The first sign that husband and wife will not be reconciled at the
end of the play is perhaps in the couple’s “exchange”(244-92) in the
second episode. The exchange plays the theme of marital discord and
is a vehicle for revealing Admetus’ character and the couple’s estrange-
ment. From between the lines, a rather sinister and not at all noble
persona emerges. This persona reveals the utter egocentricity and
obtuseness of a son who can ask his parents to die for him and a
husband who can watch his wife’s life ebbing away so that he can live.
The decrying of his wife’s death as though he had nothing to do with
it, his making promise after promise that will do nobody any good and
that he breaks with breathtaking alacrity, his repeatedly saying and
unsaying things in the same breath, and his tripping over himself in
mannered and artificial tropes all highlight the shallowness of his feel-
ings, the hollowness of his words, and the sinister quality of his self-
ishness and lack of self-awareness.

At various points in the speech, these sinister notes are fairly
explicit. One is taken aback at Admetus’ concern that his children
bring him profit, contrasting it with Alcestis’s deep feelings for them.
As one hears Admetus declare that he will hate his mother and father
because they refused to die for him (338-39), one realizes that had
Alcestis refused to die for him, he would have hated her, too. His haste
to replace his wife with a cold statue recalls the indifference mani-
fested by another Greek hero, Menelaus, to his wife.*® In the Odyssey,
Homer presents Menelaus as a husband whose sole care for his wife
was that his marriage to her made him Zeus’ son-in-law, thus assuring
him a place in the Elysian Fields. In Aeschylus’ Agamemnon, produced
some twenty years earlier in the same theater as the Alcestis, Menelaus
is said to have erected statues to the abducted Helen in his palace in
a futile effort to assuage his grief for her loss. In 412, Euripides will
stage his tragedy Helen, in which he shows Menclaus as an indifferent

36. For contrasting views, see Segal 1993, 223, who regards the statue motif as part of
the role of art in the play: “The Alcestis uses the statue-motif primarily as a rhetorical expres-
sion of love-in-absence.” Similarly Burnett 1965, 240-55, calls Admetus’ suggestion “positive,
delicately stated, and filled with a powerful meaning” (261); cf. Burnett 1971, 36-37.
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husband who did not care whether Helen or only her image (eidolon)
was in Troy.*”

The tragic potential of the couple’s cross-communication is brought
home by the contrasting meters they use in their exchange, as well as
elsewhere in the play.® While Alcestis sings in lyrical meters, containing
lagaoedic dactylic clauses or mixtures of glyconics, etc., Admetus’ brief
contributions, inserted in the midst of her songs, are spoken in unemo-
tional iambic trimeter (246-47, 250-51, 258-59, 264-65).* When
Admetus finally abandons his iambs after Alcestis’ farewell to her chil-
dren, he turns to chanting in lyric anapests (273-79). Euripides never
allows him to sing. Even in his kommos after Alcestis’ burial, in which
he bitterly bemoans her loss, he uses the same anapestic systems, while
the Chorus responds in song.

Alcestis, for her part, seems to have as little regard for her husband
as he does for her. She does not acknowledge his pleading and talks at
him rather than to him. Her poignant farewell is addressed only to her
children, with not a word for Admetus (270-72), nor is she taken in by
her husband’s promises. Other than the one promise she asked for,
she ignores them all and does not bother to thank him. Assuming that
he cannot be trusted, she tries to make his promise not to remarry as
binding as possible, first by repeating it to her children and then by
entrusting her children to his right hand, in the same gesture that seals
a property transfer (371-76).

Why she agreed to die for him is something of a mystery. Some
critics suggest love or altruism.* It may also be argued that she simply
felt she had no choice. A feeling of entrapment comes through in her
statement that were she to allow Admetus to die, she would be left to
rear fatherless children (287-89). While she will still be left to raise

37. See Ahl and Roisman 1996, 33—42. For comparison between Helen and Penelope,
see Roisman 1985, 116-25. See also Roisman 1984, 174-76.

38. See also Barlow 1971, 57: “It is the exploitation of the different meters here and the
language permitted them which is itself a way of pointing the difference in situation and
emotional level between the two main characters.”

39. Cf. Roisman 2000 and the section “The First Exchange between Alcestis and Admetus”
in the “Discussions” on the second episode above, pp. 179-82.

40. Beye 1959, 119, points out that while Pheres alludes to the practical gains that
Alcestis’ death brought Admetus (not to mention himself), Alcestis never tells what gains
she expected to confer.
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fatherless children if she lets Admetus die in three days’ time, this fact
is now offset by her certainty that if she dies, her children will soon
have a stepmother, a fate she wants for them even less.

THROUGH THE GATES

Admetus accepts the strange woman after losing an agon with Hera-
cles. This is reminiscent of the persuasion scene in the Agamemnon, in
which that king also loses a rhetorical struggle, giving in to Clytemnestra
and walking on the purple tapestries into his palace and to his death.
The scene between Heracles and Admetus seems to parallel the earlier
play. Clytemnestra insists that Agamemnon tread on the expensive
purple carpet; Heracles insists that Admetus, and only Admetus, take
the silent woman by the hand and lead her into the house. Both
Agamemnon and Admetus vigorously refuse at first, then accede against
their better judgment. There are grounds for arguing that the final
scene of the Alcestis strongly hints that Admetus’ entry into his home
will result in his death as surely as Agamemnon’s did.

An important clue is contained in the verbal and visual imagery of
Admetus’ passing through the gates of the house.* The best known
gates in ancient Greek culture are the gates of Hades, which symbolize
death. Through Heracles, Euripides suggests an equation between the
gates of Admetus’ palace and those of Hades. Very few heroes, like the
demigod Heracles, manage to pass through the gates of Hades and
come out unscathed. Heracles, however, has a history of doing this.
The most famous occasions are his rescue of Theseus from the Nether-
world and his twelfth labor, in which he subdues Cerberus with his bare
hands (Seneca, Phaedra 842—49; Apollodorus, Bib. 2.5.12; Ep. 1.24).

The play puts considerable emphasis on Heracles’ passage through
the gates of Admetus’ home. The servant describes his encroaching
on Admetus’ hospitality during the mourning period as a forced
breach of the gates of the house (751-52). Heracles repeats the image
after he is told about Alcestis’ premature death:

41. For Alcestis’ rescue movement proceeding from the east (the audience’s left), the
side of the rising sun, the side that symbolizes light and life, and her ultimate exit to her
house in the west, which symbolizes death, see Wiles 1997, 158-60.
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In spite of my strong wish I passed beyond [bnepBdiin] the
gates
and drank here in the house of this hospitable man
while her fared miserably.
(829-31)

Heracles’ use of the verb vnepBfdrio, which means “to go beyond the
mark” or “to overshoot,” emphasizes not only the intrusive nature of
his entrance but also the idea that in forcing himself through the gates
of Admetus’ palace, he crossed a forbidden barrier, much as the gates
of the Netherworld are. In Greek myth, Heracles is licensed to breach
the boundary between life and death. However, once Admetus crosses
the gates of his palace with Alcestis, we do not know for sure that he will
come out alive. Agamemnon, the only other male character in Greek
tragedy who entered the doors of his palace with his wife, did not. Nor
did Clytemnestra, whom Orestes compels to enter the palace and die
at the side of her lover, Aegisthus (in Chogphoroe). Quite early in the
play, Euripides draws attention to the potentially lethal nature of
Admetus’ entering the palace. After Alcestis’ death, Admetus accom-
panies her corpse indoors, making the palace a house of death (cf. n.
21 above). His insistence on not reentering the palace after Alcestis’
funeral (861-63, 912-13, 941) despite the Chorus’ urging him to
“plunge into the deep of the house” (872), and his reluctance to go in
with the “prize woman,” may suggest that he intuitively feels some
danger.

The interior of his house is dangerous to Admetus, just as the exte-
rior is to Alcestis. The inner space of households is usually the female
domain, the only sphere where the ancient Greek female was in charge
and felt autonomous.” As if to emphasize this, Euripides has Alcestis
prepare for her death inside the house by sacrificing to Hestia and
donning the proper garments, but die outside the house, a dramatic
rarity in antiquity (cf. Beye 1959, 114). Yet Alcestis’ rule of the inside of
the house means that the place might become harmful to Admetus.*®

42. For discussion of the inner and outer space and the sexuality involved in the myth
of Alcestis and Admetus, see Rabinowitz 1993, 69-73; Luschnig 1995, 32-38.

43. For the gender-assigned spheres of activity in Athens, see also Scully 1986, 138, and
bibliography.
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She has reason to be unhappy with him over his broken promises, as
was Clytemnestra over Agamemnon’s larger betrayals. Despite Apollo’s
bargain with the Fates, once she is led through the gates of the palace,
Alcestis, the proverbial substitute, becomes the embodiment of death.*

THE RULES OF MOURNING AND THE RULES OF HOSPITALITY

In hosting Heracles during the official thirty-day mourning period,
Admetus flagrantly violates both the code of mourning and his promise
to Alcestis to forswear revelry. He not only fails to observe the restric-
tions of mourning for a lifetime, as he promised, but he also fails to
observe them for the single month required by custom and decency.
As the Servant complains, Admetus compels him to entertain Hera-
cles with music and drink, as though Alcestis has not died, and to with-
hold the fact of her death from his guest so that the latter can enjoy
himself without hindrance. The Servant’s anger is a measure of the
gross impropriety of Admetus’ behavior. The impropriety is com-
pounded by the egotism of the action; Admetus lets it be known that
he hosts Heracles so as to ensure himself reciprocal treatment when
he travels through the Argolid as well as to ensure for his house a
hospitable name (553-60). The question of the happy ending is tied
up with Heracles’ caution to Admetus to show respect to strangers
(evcéPer mepi Eévoug, 1148). This caution, offered just before Admetus
leads Alcestis offstage, suggests that Heracles still resents Admetus for
having allowed him to carouse during the mourning period.

Ordinarily, hospitality is commendable in Greek culture and should
be rewarded, but this is not quite what happens in the Alcestis. Apollo
rewards Admetus for hosting him by getting the Fates to postpone his
death, but this guerdon causes Admetus a multitude of troubles. He
quarrels with his parents, loses his wife, and seems to reach the point
of wishing he were dead.* This reversal of expectations makes one

44. Rabinowitz 1993, 83: “Replacements proliferate. Alcestis was first a substitute for
Admetos, taking his place with death and enabling him to live; then he made her a replace-
ment for his parents, the statute has now replaced her.” For Alcestis’ uncanniness upon her
return, see 84-85.

45. This recompense is consistent with Elferink’s suggestion that Apollo hates Admetus
(1982, 47).
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wonder whether Heracles’ reward will not similarly bear a sting. For
all ostensible purposes, Admetus is repaid with grief for his fitting
hospitality to Apollo but with good for improperly hosting Heracles.*
Alcestis is restored to life, which would not have happened had he
refused Heracles entry during his mourning, and nothing bad
happens to him before the curtain falls. In Euripides’ dramas, however,
what seems to be a boon is rarely propitious (cf. Roisman 1984,
166-68,186—88). One has only to recall his Orestes. Orestes intends to
murder Hermione but becomes her bridegroom at the end of the play;
how happy will this couple be? Heracles’ displeasure with Admetus’
hospitality may thus hint that all will not end well for Admetus either.

THE HAPPY ENDING?

CL

Yes, Death demands a body, but he has been beaten and the body
stolen. In a story that defies logic, must we look for a logical ending?
No one can die for another any more than she can eat or sleep for him.

Admetus thought the world owed him living, but he finds he was
mistaken. He is flawed, but all his foibles are human. The play resur-
rects him as well as his wife. He will be a better man because he will
not expect so much. Alcestis also will be a better woman because she
will not give so much.

Alcestis’ heroism, which assured her immortal fame, is undone in
the action that restores her to life. The play by this time, however, has
made her act of heroism far from unambiguously beneficial, so that
whatever loss there is in her status of heroine or blessed daipwv (1003)
is more than compensated for in her restoration to the life which she
prized. One conclusion is that in truth, the Monostichoi of Menander
notwithstanding, it is better to marry a wife than to bury one. Alcestis
is a better woman living than dead.

46. Lloyd’s view (1985, 127), that Admetus’ hospitality to Heracles is a prerequisite for
the happy reunion with Alcestis implies that it had an intentional cast. If Admetus did offer
his hospitality in order to get his wife back, more attention should be given to Elferink’s view
(1982, 44-45), of Thessalian hospitality. According to Elferink, the Thessalians were known
for their hospitality, but only for the kind of hospitality that pays.
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What will their lives be like? Alcestis will see her children grow up
and will attend the parties of the Thessalians. She will oversee the
household and make sure the floor is swept. Admetus, if he lives, will
go on entertaining friends, enjoying music, and riding his horses across
his estates. From time to time, perhaps, he will feel grateful to his
parents, his friend, and his wife. The play makes this interpretation
possible by allowing Alcestis and Admetus to tell us what they have lost.

Death is there, hovering in the wings, as it always is, but it will come
when it comes. In the meantime is the interlude that is life. Euripides
has offered us a humane retelling of a strange and cruel story.
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Vocabulary

Words in bold are used five or more times in the Alcestis. For words that
occur only once in the play, the line number is given. Principal parts
that are used in the text are provided in the entries for irregular verbs.
This word list is based on Marianne McDonald’s Concordance (1977)
and M. A. Bayfield’s school edition (1890).

& ah! (usually doubled)

&Bimtog, -ov unlivable, not worth living (242)

&yaBog, -1, Ov good, noble

Byohos, -portog, ©6 honor, gift for the dead or the gods (including a poem or
a statue) (613)

&yapon wonder, admire, be delighted (603)

8yopog, -ov unmarried

&yav very much, too much, too

&yyéMAw, GryyeAd announce, be a messenger of (209)

dyk&An, -ng, 1 arm

ayvilw make pure, consecrate (76)

drypat, -0, N prey (850)

dyo, &0 bring, lead

&ydv, dydvoc, o contest, struggle, race (the debate scene in a tragedy)

&yavifopon contest, struggle, contend, engage in a struggle (fr. dydv) (648)

Gdaxpug, -v tearless, without tears (1047)
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&dehon, -fig, Ny sister (733)

“A1dn¢, -ov, 6 Hades, death

Gdwém, -Now, Ndiknoo, Ndiknka do wrong (to), commit injustice
"Adunterog, -a, -ov of/belonging to Admetus (1)

YAduntog, -ov, 6 Admetus

&doxmrog, -ov unexpected (1162)

aet forever, always

deipa raise (450)

GéAntog unexpectedly

Glopon shrink from, fear (326)

"ABfivar (CABBvon), -@v, oi Athens, Attica (452)

&OAntic, -00, 6 athlete, contestant (1027)

&6hog, -a, -ov unhappy

&OBpéw look, gaze upon (1105)

oi, aiala cry of distress, alas

ol -ac, | land, earth (113)

odaype, -portog, T the ery “‘aioi” (873)

Atyaiog, -a, -ov Aegean (Atyoiog novtog the Aegean Sea, 595)
Alyoiov, -@vog, 6 the Aegean Sea (595 in the Murray/Dale text)
aidéopon be ashamed

aiddppav, -ov reverent (659)

aidag, -0%¢, N regard, shame, respect

aifnp, -époc, | air, climate (594)

aipo, -potoc, 16 blood

aipompds, -&, -6v bloody (851)

aipdppavtog, -ov sprinkled with blood (134)

aivéw, aivéow, fiveso praise, go along with, agree to

ainog, -ovg, 16 height npog eimog uphill (500)

aipéw, aor. eilov, perf. mid./pass. fipnpou take, seize, destroy; mid. choose
atoBdvopor, aor. iobounv perceive, feel

&icow, aor. nEa dart, shoot up (963)

aioypog, -a, -ov shameful, ugly

aioyphs shamefully

aitéo, aithoo pray, beg

aitiog, -a, -ov causing, to blame, responsible (3)

olov, -wvog, 6 life, lifetime

”Axaotog Acastus, Alcestis’ brother (732)
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dxhavrog [xAovotog], -ov tearless, not weeping (173)

duepn, -fig, Ty prime, peak, flower (316)

dixortig, -106, | (acc. dxortv) wife

dixog, -ovg, 16 cure, remedy (135)

&xoda, dxodoouot, ixovoo hear

dxpagvie, -6 pure, untouched (1052)

dxt, -fig, i (Gxtd, -G, 1y in lyric) shore, headland, promontory (595)

ditic, -ivog, | ray (208)

dhyéw feel pain (708)

&Ayog, -ovg, T6 pain, grief

GAyove cause pain to, grieve (521)

&b, -é¢ true

dAnBadg truly

dAlpevog, -ov harborless (596)

aAig (adv.) enough, with moderation

ahickopan (as if passive of aipéw) be caught, be grasped (786)

"AAxno7ig, -18og, | (acc. "Adknotwv) Alcestis/Alkestis

Alkunvn, -ng, | Alcmene, mother of Heracles

GAAG but

&Ahdoon, aor. HAhoEo give in return, exchange (661)

&AAog, -, -ov another, other

&AAote at another time (191)

GAAwg besides, otherwise

Gdoyog, -ov, | wife

dhvmog, -ov without pain (free from pain or without causing pain) (474)

&Avpog, -ov unaccompanied by the lyre (447)

dpaptdve, Guapticonat, fipaptov, hudpixka (+ gen.) err, miss the mark,
Jfail; lose

dueifo, aor. fipewya exchange (give or take in exchange), pass through

dueivav, duewov (comp. of dyalog better (433)

Gptiyavog, -ov impossible (202)

Appovidg, -8og of Ammon (116)

dpudg = &udg and fuétepog

duoveoc, -ov without the Muses, unmusical, discordant (760)

durioxioxw, aor. funiaxov (fitdaxov) lose

dpei (+ gen., dat., acc.) around, near, about

aueaive go around, surround (758)
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Gue1BdAAe throw around, put on (217)

Gueinolog, -ov, | servant, attendant (89)

Guedtepog, -0, -ov both (920)

G = v if

&v conditional particle

dva (adv.) up! (277)

GvaBaAie postpone (526)

dvoykdlm, aor. fvéykaca compel, put dvéykn upon (7)

avorykoiog, -o, -ov constrained by force, indispensible, connected by blood (533)

Gvarykm, -ng, N necessity dvéyxn [éoti] + infinitive: i is necessary

avaye (-GEw) bring up, bring back (from the dead) (985)

avaideia, -og, | shamelessness (727)

dvondnc, -¢¢ shameless (728)

avoudidg shamelessly (694)

dvoppvioke remind (1045)

avak, dvoxrog, 6 king, lord

Gvometdvvopt, aor. avenétooa fling open (597)

dvavdog, -ov without speaking, speechless (1143)

avddve please, gratify (1108)

avéATIoTOg, -ov Unexpected, unhoped for (1123)

Gvev (+ gen.) without (486)

avéym, avéEm, avéoyov hold up; mid. hold up what is one’s own, hold oneself
up, bear up

GvnhArog, -ov sunless, where the sun does not shine (used of Hades)

aviip, &vdpdc, 6 husband, man

avixe = yvika when

GvioTnut, aor. Gvéooa, Gvéstv cause to stand up, raise up (from death or
sleep)

avovnrog, -ov without profit, in vain

dvopBém, aor. dvdpBawca set upright again, restore (to health) (1138)

avtep®d fut. (no pres.) will deny

Gviéxw hold against, hold out, endure (337)

avinyéo, aor. dvtiynoa sing in response (423)

&vti (+ gen.) instead of, at the price of

avtiao meet face to face, approach as a suppliant, entreat (400)

Gvt1didmpt, aor. dvtédaxa (&vtédouev) give in return, give instead of

dvtinadog, -ov wrestling against, balanced against, corresponding to (922)
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GvTITéUve, aoT. dvtétepov cutl against (of herbs or drugs as antidotes)
(971)

Gvropon beseech, beg, implore (1098)

Gvudpog, -ov waterless (115)

Gvo up

dvaya (perf. with pres. meaning) imper. &vox bid, ask (1044)

GEevog, -ov inhospitable (556)

a€u608pnvog, -ov worthy of lamentation (904)

&&roc, -a, -ov worthy, deserved 8&\ov ot it is worthwhile

G&éw, aor. nEiwoo think worthy, expect

6o134g, -0%, 0 singer (454)

amdryn, fut. dnao lead away

drong, gen. dmondog (adj.) childless

anovtAéwm bail out the bilgewater, draw off, lighten (354)

amog (see wog) all

Sneyu (elwt) go away, depart

ameinov denounce

dnepdraxog, -ov inexperienced in evil or misfortune (927)

dnelpog, -ov unacquainted with

dnedordveo, aor. dnidaco drive away

dmépyopon, aor. dnfilBov go away

dmexBdvopar, fut. drexBhicopon (+ dat.) be hated (by)

dmotéw distrust, mistrust (1130)

and (+gen.) away from

amoPoive, aor. dnéBnv go away, result from, turn out (1163)

arowpmlo, fut. drowwdonar lament, cry “oipor”

&rowa, 16 punishment (7)

ardéAAvpt, 1 aor. dndreca; 2 aor. mid. drnwléuny destroy; mid. die, perish

‘AndAAav, -ovog, 6 Apollo (570)

dmoppuviiokw remind; mid. remember (299)

amonodw stop (225)

dmooncw pull away from (287)

Gmootepéw deprive

&mocvAdo rob (870)

&rooyilw cut off (172)

&noTopog, -ov cutoff, abrupt

8ntw, Gyw, Rya fasten to; mid. grasp, undertake, touch upon
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anowbéw thrust off

&pa then, therefore

&pa question particle

Spdopon (+ dat.) curse (714)

"Apyog, -ovg, 10 Argos (560)

dpyvpdvnrog, -ov bought with money (676)

apdnv lifted up, raised high (608)

"Apng, "Apeog, 0 Ares

&pirotoc, -, -ov best

Gpkéw, aor. fipkeca be enough

dppoa, -otog, 10 chariot (483)

dpvéopon deny (1158)

Gpvopon win, gain (55)

&porog, -ov, 0 field, plowland (590)

&pony, -ev male (311)

aptopéw tear to pieces, butcher (494)

dpty/épring just now

dpmBavig, -é¢ just dead (600)

Spxn, g, i beginning (111)

Gpyw (+ gen.) begin, rule over

donuoc, -ov without mark, obscure (522)

doxéw, aor. fioknoa work, form by art, dress up (161)
AckImiddng, -ov, 6 son of Asclepius, physician (970)
‘AckAnmidg, -00, 6 Asclepius (4)

domdlopon greet, bid farewll (191)

donovdog, -ov without libation, receiving no libations (424)
dotévoxtog, -ov without a sigh, without groaning (173)
dotdc, -0D, O citizen (1154)

dotv, dotews, 0 city, town

Grekvog, -ov childless

dzn, -ng, N ruin, delusion (91)

&rilo slight, dishonor (1037)

drpdlm, fut. drwdoa bring dishonor on, disenfranchise
ad again

adyn, g, | beam of sunlight, ray

addGw say, utter (106)

ad01g again, after this
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v, g, T hall (260)

abAbg, -0, 0 pipe, flute (a double pipereed instrument like an oboe)

odpiov tomorrow

avtike at once, immediately (322)

av10g, -1, -6 -self; with article: same; in oblique cases: him, her, it etc.

o0tV there (488)

adToY, abtiig (Eavtod, towtiic) (of) himself, herself

ovyéo boast, claim

aOyNV, -évog, 6 neck (429)

adxunpdg, -6, -00 dry, rough, squalid (947)

apayvilw consecrate, remove oneself from consecration (1146)

Gponpém, aor. deeihov take away

dpovig, -é¢ unclear (785)

Goinw let go, dismiss

drevéopon, aor. Geukduny, perf. doiypan arrive

dove suddenly (420)

doopilw limit, bound (31)

bppov, -ov senseless, foolish (728)

dpokrtog, -ov inescapable (984)

AxepdvTiog, -a, -ov of Acheron (the river of sorrow in the Netherworld)
(443)

xBopon be weighed down, be in distress, be grieved (815)

8xBoc, -ovg, 16 burden (884)

aqyoyio, -ag, | cowardice

dwpog, -ov untimely (168)

Baive, Bcopo, Efnv, BéPnxa step, go
Botidg, -6, -6v spotted (579)

BaArw, Bard, éBarov throw, fling (680)
BépPrrog, -ov, 1o lyre, stringed instrument (345)
Bépog, -ovg, 16 burden, weight
Boapvdoaipwy, -ov oppressed by fate (865)
Bapdve weigh down

Bopdg, Bapeia, Bapd heavy

Baoireo (Booidea), -ag, | queen (81)
Booirevs, -eng, O king

Baotalo carry, support
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BeAtiwv, -ov better (1157)

Bia, -ag, 7 force

Brélo constrain; mid. bring force upon
Biog, -ov, 6 life

Broteda live (243)

Blotog, -ov, o life

Buow, fut. Prwcopan Luve (784)
Bictoveg the Bistones, a people of Thrace
Bidowog, -ov for living (650)

BAérw, aor. EBAeyo look, see, be alive
BA£opapov, -ov, T6 eyelid, eye

Bodw cry out (234)

BoBio (unique form in the fem., used with Aluvn) of Boibia (590)
Booknpa, -atog, 16 flock (576)
BodButog, -ov of sacrificed cattle (1156)
BoYvAopat wish

BovgopPéw be a herdsman (8)
BovedpPra a herd of cattle (1031)
Bpoyde, -gla, ~0 short (649)

Bpétog, -eog, 16 mage (974)

Bpotdg, -0b, 6 mortal, human being
Bpdyoc, -ov, & noose (229)

Boude, -0d, 6 altar

vyala, -og, N earth, land

Yapéo, aor. Emua marry

Yépog, -ov, & marriage

YGp for; yes

ve at least, yes

yeivopon give birth, bear, father

Yéhwg, -010¢, O laughter (804)
Yevvaiog, -a, -ov high-born, noble, true to one’s birth
Yévog, -ovg, 16 birth, kinship (904)
Yepoudg, -G, -0v elderly, old

Yépag, -00g, 16 prize of honor (55)
Yép®V, -ov10g, O old man; as adj. elderly
vevopan taste (1069)
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v, Yic, 1 earth, land

mpound, -o, -ov elderly, old

yfipag, -aog, 16 old age

mpdoke grow old (736)

mpoPoockéw tend an elderly person (663)

YNPotPdYog, -ov tending the elderly (668)

vipvg, -vog, | voice (970)

riyvopat, yevijoopat, éyevopuny, yéyovo (ptc. yeydg), yeyévnuan come into
being, become, prove to be

yyyvaoke, perf. Eyvoxa know

YAokvg, -€la, -0 sweet (693)

YA@oow, -ng, N fongue (357)

yéBog, ov, i jaw

ywnolag genuinely, legitimately (678)

waopilo make known, come to know (564)

Yovelg, -€wg, O parent (714)

yovog, -ov, O offspring, child

16vv, Yévortog, 16 (dat. pl. yobvaor) knee (947)

Y606, -0v, 0 wailing, sound of grief

Topya, Fopyévog, | Gorgon (1118)

yovv at least (694)

ypodg old woman (56)

yong, -ov, 6 measure of land for plowing, field

yovoukonAnBig, -é¢ full of women (952)

YovA, yovoukds, | woman, wife

Soupdviog, -a, -ov belonging to the daipoves, miraculous; o Soapdvio visita-
tions from the gods (1159)

daipwv, -ovog, O/ spirit, fortune

déxva, aor. pass. £dnyxBnv bite, sting (1100)

8dxpv, -vog, 10 tear (185)

daxpoppoéw weep, shed tears

Sakpdw weep (176)

Sapdlo subdue, tame

dapap, dduaprog, f wife

damedov, -ov, 10 plain, flatland (591)

Sagowvdg, -0v tawny, blood-reeking (581)
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3¢ and, but

del, ptc. déov il is necessary

deikvou, aor. Edeiéa show

deihonog, -a, -ov sorry, wretched (263)
dewvoc, -1, -Ov terrible (816)

deinvov, -ov, 16 dinner, meal (749)

déuag, t6 (only nom. and acc.) body, form
déuviov, -ov, 10 bed

de&rbg, o, -ov right (xelp) dekra right hand
dépm, -ng, N neck (229)

Sépropat, perf. 3¢dopko see (123)

Seondg, -0d, 0 bond, chain (984)

deonolw, aor. £déonoca (+ gen.) master (436)
déonowa, -ng, ) mistress, lady of the house
Seondng, -od, 6 master

deondtig, -18og, | mistress (948)

dedpo here, to this place

debtepog, -0, -ov second (43)

dedo soak, wet (184)

déyopar, delopon, Edekaunv accept, receive
déw (see 8el)

1 indeed

dirog, -n, -ov plain, clear

AnpnTnp, -tpog, i Demeter (358)

dudmg, -ov, 6 townsman (1057)

dfito then

316 (+ gen) through; (+ acc.) through, on account of
dwPaive go over, go across (902)

by pass through, lead (940)

S1édoxog, -ov, O successor (655)

dwcvoio wear away (109)

dokwAéw prevent (33)

SuhAdoow give in exchange (14)
Swoudopon fight against (694)

dwmpénw (+ gen. of comparison) surpass (642)
Sapndlw tear apart (657)

SropBeipw ruin (316)
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S18axtde, -6v be taught (786)

didapt, ddow, Edwra (Edouev) give
Seképyopon go through (15)

dtonog, -0, -ov just

diin, -ng, N justice, penalty

dixwrog, -ov two-oared

divn, -ng, 1 swirl, eddy (245)

S16Porog, -ov hurled by Zeus (128)

Atopundng, -ovg, 6 Diomedes (483)

Alog, -at, -ov of Zeus (5)

drhovg, A, -obv double, twofold

Sroodc, N, -6v double, twofold (760)

Styog, -a, -ov thirsty, parched (560)

doxéo, 86&w, Eo&a think, seem (aor. pass. ptc. doxnOévia what is expected)
doMog, -o., -ov deceitful (33)

SdoAdwm, aor. £60Awoa deceive, trick (12)
dépog, -ov, 6 home, house

dbog, -emg, N gift (1071)

SobdA106,-0, -ov of a slave (638)

dovnéw sound (with a heavy sound), thud (104)
doxmog, -a., -ov sloping, aslant

dpda, dpdow, #5paca do

dpouaiog, -, -ov running (245)

SOvapor, duvAicopor be able, can

dovag, -ewg, | power, ability

dvo (gen. and dat. dvoiv) two

Svodaipwv, -ov unfortunate, ill-starred (258)
dvoxheng, -&g infamous, of ill repute, digraced (725)
Sdvondhonctog, -ov hard to wrestle with (889)
Sdotnvog, -ov (dbotavog) unhappy (117)
dvotvxéw be unfortunate (1016)

dvotoxng, -é unhappy, unfortunate (685)
Sdogopog, -ov hard to endure (617)
Svoyeipepog, -ov stormy, wintry (67)

dddexa twelve (431)

ddpo, douotoc, 16 house

ddpov, -ov, 6 gift (376)
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¢ a cry of distress: ah, alas

¢av (fiv) (used in future less vivid and present general conditions) if
gavrep if indeed (846)

£00T0V, EovTiig (avToY, adtiic) (of) himself, herself

€6 aor. eiaco (aor. imper. éacov) permit, let go
¢yyeddo laugh at (724)

éyybg near

yxoc, -ovg, 16 sword ('76)

€Y®, £pod (pov), éuol (pov), éné (ne) 1, my, me

€dpoa,, -0g, 1| seat, place, dwelling

£0éAo, aor. N0éAnco wish, be willing

el if

eidévon (fr. olda) know

£180g, -0vg, T6 form, appearance (333)

eidov (fr. dpdw) I saw

elev very well, okay (299)

€i0e (introduces a wish) if only!

eixalw make like, fabricate (349)

eipt 2 imper. By, 3 imper. {to (as future of Zpyopor) go
eipi, écopon be

eimep if in fact

elnov/elnog said

elpyw keep off, restrain

eig/€g (+ acc.) into, to, toward, against

elc, uia, &v one

sicqyw lead in

elooxodw hear, listen to, give ear to (371)

eioBoive go in or on; aor. put into, cause to go in (1055)
eloépyopon go info

giloodog, -ov, ©| entrance (941)

eloopae, aor. eioeidov look upon

elonintw, aor. eioénecov fall upon, throw oneself upon (175)
elow inside, within

elto after that, next, then

eite whether elte . . . elte whether. . . or

€x (§€) (+gen.) from, out of, by

£k0oT0g, -1, -ov each, everyone (194)
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éxPaive go off (1001)

gxdixog, -ov unfair, unjust (714)

éxdixamg lawlessly, unfairly (41)

éxel there (744)

éxeivog, -0, -o that; he, she, it

éxeioe there, to that place (363)

ExAdw release (36)

ékmipmAnpt, aor. inf. ékmAficon complete (169)

éxninto throw oneself out of, jump up from (186)
éxnAnpoo complete (431)

éxnAocw amaze, strike with astonishment or desire or love (1125)
¢xnodav out of the way (634)

éknpboow bring about, do (298)

éxotéew wreathe, deck with garlands (171)

éxteivo, aor. €&étewva, fut. pass. éxtabnoopon stretch out, lay out
éxpépw carry out (for burial); mid. (+ npdc) bear toward, tend to
éxpedyo escape

gkpopa, -0, | burial, the carrying out of the body (422)
éx@im, perf. éknéguka generate, intrans. be born of (325)
gxawv, exovoa willing, willingly (389)

g\, -ng, N pine, boat made of pine

élavvo, fut. éAd drive, harass

E\eyyoc, -ovg, 16 test (640)

ENéyyw question, test, reproach

EAedBepog, -a., -ov free

éAevBépacg freely (1008)

£\xbde, aor. Hikeco wound (878)

EAASe, -4doc, ) Hellas, Greece (859)

EMAnVK0g, -1, -6v Hellenic, Greek (684)

éAnic, -idog, | hope, expectation

enPoive step on

euPardo put upon, put in, strike with

#nodov (aor. of BAdoxw) went, came

¢pog, -, 6v my, mine

Eunag nevertheless (906)

éuninto, aor. ptc. éunecdv fall into (798)

éunvéw breathe (205)
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gumopog, -0, 0 traveler (999)
Euyuyog, -ov alive (139)

év (elv) (+ dat.) in, on, among
évouciumg properly, becomingly (1077)
évavtidopon oppose, contradict (152)
évdeng, -é¢ (+ gen.) lacking, in need of (632)
gvdeixvour show (154)

évdixag justly (647)

&vdov inside (944)

évdoo put on (631)

Evey be in (603)

EvepBev from below (985)

gvepor those below (30)

#v0o. where, there (177)

$v0&de here (535)

évvéna tell, speak, bid (1154)

évowkéo live in (1051)

dvtonBa there, then (176)

évtiOnw put in (854)

gvtoyxave come upon, fall in with (1032)
tEdyw lead on, lead out (1080)
tEoupéw, aor. éEethov lake away
¢Ealpw lift up (out of oneself) (346)
¢Eopoptéve do wrong

sEavéyopon bear up, endure (952)
éEoptdw cling to (189)

EEciut come out

tEehadve drive out (944)
éEeriotapot know thoroughly
¢Eépyopon come out (640)

EEeom it is possible (887)

¢Eetdlo examine well, prove (by examination) (1011)

tEevpioke discover, find (221)
£Eodog, -ov, 1| going out, exit (943)
&w (+ gen.) out of (508)

Ewbev outside (950)

¢Edmiog out of sight (546)
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£owca. be like, seem (1006)

énovém, aOY. ERNVESTL praise

énaipo raise, lift up (250)

énévale above, from above (463)

énel when, since

énelyo hurry

Eneyn come, approach, come on

Enevto then, afler that

énecopéw let in onto (1056)

¢ni (+ gen.) upon, over; (+dat.) in, on, for, over, on the condition of, depending
on; (+acc.) to, against

émiyauém marry in addition (305)

émBopéo set one’s heart upon, desire (867)

émoxnnto tell, command (365)

é¢niotapat understand, know

émotpéow turn back (187)

gnopon, impf. eindpny follow

#noc, -ovg, 6 word (273)

EntaTovog, -ov seven-toned, having seven strings (446)

Epopon (+ gen.) love, desire

épaow (+ gen.) love

€pyov, -0v, 16 deed, work, function

épnpio, -oc, | desolation (944)

£pnuog, (-n), -ov deserted, unattended

Epufic, -ov, 6 Hermes (743)

Eppw go (to hell) (734)

Epyopat, aor. n"ABov come, go

Ep® will say

£pag, -aroc, 6 love, desire (1080)

é¢ = eig (+ acc.) nto, to, toward, against

¢odym = elodym

¢oPoiva = eiocfaive

¢ong, -fitog, 1| clothing

éoBAog, -, -6v noble, good

£ote until

gotiw, -og, 1) hearth; the goddess Hestia

goTibo entertain (guests in one’s home) (765)
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goxbpo, -G, | hearth, altar (119)

fow = elow inside

gtaipog, -ov, 0 companion (776)

gtepog, ~au, -ov other; different

gtholog, -ov for a year (336)

étnropng truly (1124)

gt still, yet

gtowualo get ready, prepare (364)
€towog, -n, -ov ready (149)

ed well

evyevig, -é¢ noble, well-born

evdoupovéw be happy (1137)

ebdaipwv, -ov happy, fortunate

e0e1dng, -é¢ of fine appearance (174)
edepyetén do good to (860)

edepyétic, -180g, N benefactress (1058)
eblwpoc, -ov unmixed (757)

edxAeng, -é¢ glorious, famous

evxheds gloriously, famously

edAopNG (-ag) of the lovely lyre (570)
edpapn, -&g easy (492)

edueviic, -é¢ well-disposed, friendly

£OVA, -fic,  bed

ebvovg, -ovv well-disposed, friendly (511)
edmotpidng, -ov of good family, noble (920)
edmpendd becomingly (161)
ednpootiyopog, -ov easy o talk to, affable (775)
ebpiokm, ebpfice, nbpov find
Edpuolets, -eag, 6 Eurystheus, Heracles’ taskmaster
evoePén be reverent (1148)

edte when (945)

evtoyén be lucky

edtoxng, -€¢ lucky

ebopaive cheer, mid. be cheerful
ebopav, -ov cheerful (587)

gbyopon pray

dpénopan follow after (767)
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épépnw creep over (269)

épevploxm find out, discover

épinp permit; mid. command (764)

¢plotn stand over, perf. act. be in charge of (547)

égopbo, -oyopor look upon (232)

#xBaipw hate

éxBpdEevog, -ov hating strangers (558)

&xOp0g, -G, -ov hostile, as noun enemy, hater

Exdva, ng, 1 viper (310)

Exyo (impf. eixov), &w, Eoxov have, hold, hold back; with adv. be (in such a
condition)

gag until

Coxpooog, -ov all-golden (498)

Céo (impf. & wv) live

Cedyvour yoke

Zebg, gen. Awdg (Znvog), dat. A Zeus
nAow envy

(ntéw seek (203)

2 2

i orfl...1 either.. . or

2

1 surely

nBdoxam be young, begin to grow to young man- or womanhood (1085)

nPaw be in the prime of youth

fipn, -ng, i youth, prime

Nyéouon think, consider

118 now, already

Hidopon enjoy oneself

ndvg, -elo, -0 (super. #{diotog) sweet

fixew, H&w have come

"HAextpbav, -ovog, 0 Electryon, father of Alcmene, Heracles’ mother
(839)

AABov ( fr. Epyopai)

fiAdrog, -ov, 6 sun

fuon sit (604)

Tpop, -at0g, 16 day

finépa, -ag, 7 day
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fivika (Gvikoe) when (449)

fimiog, -a, -ov gentle (310)

‘Hpoxfig, -éovg, 0 (voc. ‘Hpdixheig) Heracles, son of Alcmene and Zeus
hoodopat, perf. fioonuon beat, worst, defeat (697)

fiecwv, fiocov worse (303)

hovyla, -ac, ©y silence (77)

Béhapog, -ov, 6 chamber, bedroom

0évoarog, -ov, 6 death

Odnto, Bdyo, Bayo, fut. pass. taeioopar bury

Ocipcéw be brave

86poog, -ovg, 16 courage, confidence (604)

Bopodve encourage

Bodua, -atog, 16 marvel, wonder (1123)

Bowpudlm, Bovpdoopon wonder at, be surprised

0ed., -bic, h goddess

0ého = 80éhm

Oéuc, f right (1144)

0edg, -0d, o/f god

BeooePiic, -6 god-fearing (605)

Oepdmouva, -ag, T serving woman, female slave

Bepdimav, -ovtog, 6 slave, attendant

Beppoive, aor. 80épunva heat, cause to grow hot (758)

Oeooalic, -18og, (fem. adj.) Thessalian (331)

@eccalrdg (masc. adj.) Thessalian

tp, -4¢, 6 wild animal (495)

Bficoo. (fem. of Ofic) worker, laborer (the lowest order of free men); as adj.
belonging to the hired hands

Ontedo work for hire, serve as a menial (6)

O1yydve, aor. #0vyov touch

Ovhox®, Bovoduan, #Bavov, téBvnxo die, be killed

Ovntéc, (1), -bv mortal

Bowdw feast

Boréw make muddy

Opfikn, -ng, | Thrace (67)

Opnkwog, -a, -ov Thracian

Opfi&, Opnxds, 6 Thracian (483)
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Opi&, 1p1yde,  hair

Bpbdvog, -ov, 6 armchair, seat (946)

Buydnp, -tpds, 1y daughter (435)

Bopde, -0d, 6 spirit (829)

B0pa., -og, | door (549)

Bvpaiog, (-a), -ov beyond the doors, outside
Bvoia, -ag, N sacrifice (134)

i6- aor. stem of 6pdw

1800 behold! look!

3pdw put, set, establish (841)

eped, -eng, O priest (25)

iepdc, -G, -6v sacred (75)

o sit

iAn, -ng, | (har) troop (581)

iva where (319)

innelog, -a, -ov of or with horses (66)

1rmog, -ov, 6 horse

mndoTo1S, -20c, Ty stable (594)

{otnu, otfiown, Eotoo/ foty, Eotnko. set up; stand
lowg perhaps

id a cry that may be used to express grief or call on the gods, yo, ah, alas
Tolkde, -09, i Tolkos (Iolcus) (249)

woBiotnue put, sel, cause

xoBopdo see, look down on (836)

kot and, also, too, evenxoi . ..xol or te ... xal both . . . and
Kkouvdg, -, -0v new (464)

xoinep although

xaitol and yet

xokoppoBéw bad-mouth, abuse verbally (707)

koxdg, -0, -6v bad, cowardly t& xox& troubles, ills, abuse
xax®¢ badly, ill

kodéo, fut. koAd, perf. mid./pass. kéxAnpo, aor. pass. éxAn8ny call, call on
koAAivoog, -ov of beautiful streams, fair flowing (589)

kaAdg, -0, -Ov fine, noble, handsome

koAdg well, nobly
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KOV = Kol &v

Kk&v = kol édv

xépo, o head (831)

kopotopén behead (1118)

kopdia, -oc, | heart

Képvewog Karneian, of the month of Karneia (449)
kGpra very, very much (811)

koptepim endure

katé (+ gen.) below; in, toxo® huépov day by day (788)
xataypdow write down (968)

kotayo lead down (26)

kotadviocke, Hovoduar, -¢8avov die
KOTOKTEV®, AOT. ptc. -ktavav and -ktdg kill
kotanadm put an end to (31)

xoroppiyvopt, perf. kotéppaya break forth (1068)
xoTdpyo begin (a ritual) (74)

xotag@ive die away, perish (622)

koteipyw delay (256)

korépyopot, aor. -iABov go down

xozedyopar, aor. -nuéduny pray (162)

xotéyo, impf. -elyov fill (344)

x&rodo know (807)

ké&to (+gen.) below

kGrwbev below, from below (424)

kedvog, -1, -6v good

Kkédptvog, -1, -ov of cedar (160)

kédpog, -ov, 1y cedar, coffin of cedar (365)

kelpou, xetoopon fe (899)

kéArevBog, -ov, 7| path (1000)

kevdg, -0, -Ov empty (945)

xepoiilw lay waste (886)

KePaOV10G, -at, -ov of the thunderbolt (129)
xepdimv, képdiov (comp. with no pos. fr. képdog) more profitable (960)
képdog, -ovg, 16 gain, profit (1033)

Kképtopog, -ov taunting, mocking (1125)

kedlog, -ovg, 6 hiding place (872)

xndeotic, -00 & relative by marriage, in-law (731)
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«idog, -oug, 16 care, grief, object of care, relative by marriage, funeral (828)
nAéa charm (359)

xfipv&, -vxoc, O herald (737)

Kiyyéve, aor. &kuyov find

xfdpa, -og, T fyre, cithara (582)

kioowog, -n, -ov made of vy (756)

kA&dog, -ov, 6 branch (759)

kAaio weep, cry for

KAéw celebrate (in song) (447)

KkAndav, -ovog, iy reputation, name

kAo (kAeto), Ekknoo shut (548)

kAivo lay down (267)

KMota, -og, i} bed (994)

kAric, -bog, f) slope (575)

x¥Aonoioc, -a., -ov stolen (1035)

xAd® hear

kA, KAandg, O thief, robber (766)

KveQaiog, -0, -ov dark (592)

kvicam smoke (with the fumes of sacrifices) (1156)
K01Aog, -1, -ov hollow (898)

Kkowog, -1, -6v common, shared (265)

kowbdw make common; mid. share in (426)

Koipavog, -ov, O king, ruler

xottn, -ng, 1| bed, lying

xopilo carry, bring

koun&la boast

xov1g, -0V, 0 pole (for propelling a boat) (254)
KbpevpQ, -0t0G, 16 maidenhood, girlhood (178)
xopebdopo spend one’s maidenhood, pass one’s girlhood (313)
K6pn, -ng, N (k00pa) girl, daughter; Kore (Persephone)
K0pog, -0v, b enough, satiety (185)

€0p0g, -0v, b boy, young man (904)

koo poc, -ov, b adornment, accessories

KoVpa = k6pn

KoVPA, -ag, Ty cutting of the hair (as a sign of mourning)
xoVQog, -1, -ov light

kpoive bring about (1160)
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kpdg, kpatds, 6 (poetic form of xépa) head

Kpotéw have or get power over, rule

kpatove rule, hold dominion (596)

kpeiocwv, -ov (used as a comp. of dyalbs) better, stronger (965)

kpive judge (529)

Kp1TNg, -0V, O judge (801)

KkpOnTO, KpOYO, Ekpoyo. hide

ktdopat, fut. perf. mid. kextioopon possess, win (181)

KTelva, aor. xtovov kill

KTOROG, -0V, O noise

kvavavyne, -é¢ dark flashing (used of Hades’ eyebrows and of the sea)
(261)

KOKAOG, -00, O circle, cycle

Kokhoy, -wrog, 6 Cyclops (6)

Kbxvog, -ov, 6 Cycnus (503)

xuvéw kiss (183)

Kompig, -18og, ) Cypris, the Cyprian, a name for Aphrodite from her birth-
place on Cyprus (791)

kupém (k0pw), aor. Ekvpoo (+ gen.) happen, meet with

KOpLOG, -0, -ov having authority, authoritative, decisive

kowv, kuvog, 6/1 dog (360)

Kaxvtde, -09, 6 Kokytos/ Cocytus, a river in Hades, the River of Wailing
(458)

koMo prevent (897)

koualo revel, party

KouAMS, -ov, o villager (476)

kdUog, -ov, o revel, band of revelers

KRN, NG, N oar

AéBpa in secret (639)

Aoynpde, -6, -6v swift (494)

AapPéva, aor. Elofov take, get, receive

AowvBdve, perf. AMédabo. escape notice, go unnoticed, pass. forget
Aapwoa, -ng,  Larisa, a city in Thessaly (835)

AGokw, aor. Ehoxov sing (346)

Aéyo, Mo, E\elo speak (of), tell, talk of

AeiBw, aor. EAewya pour a libation
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Aein, Aeiyo, Elmov leave, mid. (+ gen.) be bereft of
Aéxtpov, -ov, 10 bed

Agvxdg, -0, -Ov white

Aedooo see

Aéxog, -ovg, 16 bed, marriage

Aéawv, -ovtog, 0 Lon (580)

AMipa, -atog, 16 spirit, temper

Anotig, -0, 6 robber (766)

Mov in excess, too much

AiPug (acc. Aipov) Libyan (346)

Auvn, g, 1 (Muva) lake

Mrapds, -o, -ov otly, shining, rich (452)

Aooopon pray, beg

Aoyilouon reason, calculate

Ady0g, -0v, b word, saying, argument, story, study
Aowwde, N, -6v left, remaining; ©O Aowrdv for the future
AotcOiog, -a, -ov last (417)

Aova, aor. Ehovea wash (160)

Aoxodog, -o, -ov of ambush (846)

Adyog, -ov, 6 ambush (1142)

MoYE, Avykde, 6 lynx (579)

Avddg, -0d, 6 Lydian (675)

Avxéav, -ovog, 0 Lykaon/ Lycaon, a son of Ares defeated by Heracles (502)
Avxia, -ag, ) Lycia, Lycian (114)

Mnéw cause pain or grief; mid. feel pain or grief
Aomn, -mg, N grief

Aompdg, -6, -Ov causing grief, painful

Aopa, -og, iy Iyre (430)

Abotg, -emg, Ty release (214)

Avtipiog, -o, -ov bringing release, liberating (224)
Mow release, undo, loose, pay, profit (628)

nodo mother; foster mother, midwife (393)
pdkop, pdxopo, pdxop blessed (1003)
norkpog, -G, -ov long

péo very (464)

poAdoow sofien
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néAoto most, especially

pG&AAov more

povBéve, aor. Eucbov understand, learn

popoive quench, wither

pdprnto, pdpyo, Euoapyo grab, seize

pootdc, -0b, 0 breast (639)

parny in vain (669)

wém, ng, 0 battle

néyag, peyaAn, uéyo big, great peyo. by far
nebopudlw, perf. mid./pass. pebnppoopon change (1157)
pe@inpa let go, hand over

pebiotnu remove; mid. and intrans. (+ gen.) leave
peBoppilm, nebopurd unmoor (798)

uébv, pébuog, 16 wine (757)

peilov, ueilov (comp. of péyog) bigger greater
petov, uetov (comp. of pikpdg or dAiyog) less (556)
ueloyyoitog black-haired (438)

pérabpov, -ov, 16 hall, palace

peAaprendog, -ov dressed in black, of black robes
wélog, péhava, péhav black

uérer (impersonal + dat.) it is a care to

REAA® be about to, intend, delay

néLog, -0vg, 10 song

péATo, pédyo sing (446)

néugouot blame

péuyc, -eac, i blame (1057)

név postpositive particle used to emphasize the first of two words,

phrases, or clauses in contrast
pévror however
péves, aor. Euewa stay, remain
uépog, -ove, 16 part, share, lot (474)
uécawAog, -ov inner, inside the courtyard (549)

pécog, -n, -ov middletd uéoov (the time) in between, the difference (914)

peta (+ gen) with, among (+ acc.) after
petokOpLog, -ov amid the waves (91)

uetaminto fall differently, undergo a change (913)
petépoog, -ov uplifted (963)
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petéxo (+ gen.) share (745)

uétpiog, -, -ov moderate (884)

uétpov, -ov, 16 measure (1063)

WA not; lest

undé and not, but not, not even

unkétt no longer

pnAoBbng, -ov, 6 sheep sacrificer (121)
uniovépag, -ov, 6 shepherd (572)

punv, unvde, 6 month

AV surely, indeed

unrote never

whTNp, untpde, \ mother

untpnad, -ag, i step-mother

unxovi, -fic, i device, means (221)

uio (see gig, pio, #v)

pioope, -otog, 10 pollution (22)

wkpdg, -d, -0v (oukpde) small, short
pypvioko, aor. Euvnoa; perf. uéuvnuan act. remind; mid./ pass. remember
pvnotevo court, woo (720)

uoyén toil (849)

uoipa, -0g, Ny shave, lot, Fate

uoA- (see #uolov)

MoAooooi Molossians (594)

poAmn, -fig, | music, song

uouen, fig, | blame (1009)

povaumvg, -vkog kaving one frontlet, running alone (428)
povémoug, -nodog having only one child; being an only child (906)
pévocg, -1, -ov only, alone

povéotohrog, -ov going alone (407)
povém, aor. pass. épovalny leave alone
uopog, -ov, 6 doom, death

udpoog, -ov destined, fated (939)
popon, -fig, 0 form

povoo, -ng, 1 Muse, music

povodmoAog, -ov serving the Muses (445)
udxBog, ov, 6 trouble

pdbog, -ov, 6 story (519)
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poktip, poktiipog, 6 nose pl. nostrils (493)

wopiog, -0, -ov countless

wopoivn, -ng, i) myrtle

udv question particle that expects the answer “no” fr. pn odv
popia, -oc, | foolishness, folly (1093)

udpog, -a, -ov foolish (552)

vai yes (1119)

vaio dwell in

vamn, -ng, N (vamae) glen, woodland valley (580)
vavkAnpia, -og, ) ship’s voyage

veaviag, -0v, 0 young man; as adj. young
vePpds, -0, 6 fawn (585)

vekponopnds, -Ov escorting the dead (441)
vekpog, -0d, b body, dead person, corpse
véxvg, -vog, O body, dead person, corpse
veohaio (fem adj.) young (103)

véopon come, go (737)

VEOG, -0, -0V New, young

veooodc, -0V, 0 young one (403)

vépBe (v) from below, in the Netherworld
vEpTEPOG, -0, -ov in or of the Netherworld
vebw, aor. Evevoa nod (to) (978)
vepéhn, -ng, N cloud (245)

ViKG® win

vikntiipilov, -ov, 10 prize of victory (1028)
viv her, him, them

vopilw think; pass. be customary

vépog, -ov, 6 law, custom

vocéw be sick (1047)

vbo0g, -0V, T Sickness

vootém return, come home (1023)
véoTipog, -ov of returning home (1153)
voooilo, vooeid 10b (43)

votepbe, -6, -6v wet (598)

VouQed® marry, attend the bride

vopen, ng, i bride
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vopepidiog, -o, -ov bridal

vov (enclitic particle) then
VOV now

vo&, voktde, 1) night

Eevilo entertain (a guest/guests)

Eéviog, -, -ov of guests; 0. Eévia gifts of hospitality (given by the host to the
guest) (754)

Eevodokém receive guests (into one’s home) (552)

Eévog (Eelvog), -ov, 6 and &évn, -ng, Ny stranger, guest-friend; also used as an
adjective

Eevow entertain, recetve as a guest (68)

Eevav, -vog, 6 Toom or suile for entertaining guests

Eeotdg, -1}, -Ov of cut stone (836)

Eigpog, -ovg, 16 sword (74)

Evv- (see ovv-)

Evpfixng, -eg shaved

0, M, 16 thedpév... 08¢ theone. . . the other

8¢, 1{9¢, ©0d¢ this tfide thus, in this way, here

084¢, -0V, 1y 70ad, way, journey

080vn, -ng, 1| pain, suffering (874)

80ev whence, from which (1028)

0Bveiog, (-ar), -ov strange, foreign

o0ovveka that, because (796)

"0Bpug, -vog, & Othrys, a mountain range in Thessaly (580)

ot where, to which

ofye (ofyvopr), aor. ptc. oi&ag open

oida, inf. £idévar; ptc. eiddg; imperatives. {061, {oto; plpf. fidewv (perfect
form with present meaning) know

oikelog, -a, -ov of the house (811, mss. reading)

otlxeteda live in (437)

oikémg, -ov, 0 servant, slave of the household

oixém, oixfion Lve (in)

olxog, -ov, 6 house

oixtipw pity

oiktpds, -G, -ov pitiful (264)
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oipot = ofopot

ofuou alas, ah me!

oipog, -ov, 0 road (835)

oivoc, -ov, & wine (759)

ofopon = oipon, impf. péunv think

olog, -a, -ov of what sort, such as, what a; olév e [#oti] it is possible

olotéog fr. ofcw (fut. of épw) of that which must be endured (739)

otxopon be gone

oxvéw shrink from, hesitate (180)

OABiw bless, call happy (919)

OABLog, -, -ov happy, prosperous

SAAvpt, OAD, BAeoa, 2 aor. @Aduny, 2 perf. SAwAio destroy, lose, mid. and
intrans. 2 aor. and 2 perf. perish SAwho. I am dead

ouURME, -1xog, 0/ companion of the same age (953)

Sunpog, -ov, 6 hostage (870)

owAia, -ag,  company (343)

Supa, -atog, w6 eye, face

opolwg alike

ouod together (901)

Snog all the same, nevertheless

dverdiCo blame, reproach (701)

8verdog, -ovg, 6 reproach (721)

dverpov, -ov, 16 (pl. in 3 decl. dveipata) dream (354)

ovnoug, -ewg, 1| enjoyment, profit (334)

ovivnu, perf. mid. Gdvnpon profit; mid. get enjoyment from (335)

&vopa, -atog, 10 name (351)

dmaddc, -0v, 6 attendant

omAilw, aor. drhico arm (35)

Snov where, to which (113)

Smovnep wherever (1092)

Snwg how, that, so that

opdw, Syopar, eidov (18-) see

Spyaive anger, enrage (1106)

opyn, fic, i lemper, natural impulse, anger (771)

dperog, -a, -ov of the mountains

6pB6g, N, -Ov straight, right

0pB6w make straight, lift up (388)
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opBag truly, rightly

oppdo, aor. pass. dppnbny set in motion, start, mid./pass. set out for (1040)
8pog, -ov, & border, boundary

oppavedo, aor. dpedvevoo take care of orphans
dpoavilw, aor. dpeavica/dpedvicco make someone an orphan, bereave
dpoavdg, -0v orphan, bereaved

"Opoeiog, -0, -ov Orphic, of Orpheus (968)
"Opoets, -¢wg, 6 Orpheus (357)

8¢, 1, 6 who, which

do10g, -, ov pious, holy

8o0¢, -0, -0V as great as, as many as, as much as
dooe (dat. 6ocoiot, dual) eyes (269)

o116, fitig, 0 11 anyone who, anything which, whoever, whatever
Stav whenever, when

Gte when

dtpdve urge (755)

09, ovk, oy not

obdoig, -e0g, 6 floor (947)

0038¢ and not, but not, not even, nor

00deig, oddepia, 00dév no one, nothing
odkétr no longer

olxovv then . . . not

odv then, therefore

obveko (+gen.) because, because of

oVrote never

obnw not yet

odpbviog, -a, -ov in the sky

odte noroine . .. obte neither. . . nor

ol in no way

odbtig no one

ovtol not, not indeed

ovtog, oibtn, Todto this

o¥1twg, obtw so, thus

0¢eihw, 2 aor. doelov owe, ought
dpBodndreykrog, -ov welling up with tears (184)
doMoxava incur (1093)

0opic, ~vog, I eyebrow (261)
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Bymua, -ortoc, 16 chariot (67)
OxAnpog, -, -Ov annoying, troublesome
dyng, -emg, 1y sight (861)

7t = nf) where (213)

naB- aorist stem of ndoyw

Houaw, -Gvog, 0 Paian, a name of Apollo as healer

Tadv, -0vog, 6 paian, hymn (to Apollo the healer) (424)
naig, nodos, /Y child, son, daughter

nalon long ago (421)

noAods, -&, -ov old (212)

noAwv again

navdnpog, -ov public, of the whole people (1026)

navvoxos, -ov allnight (451)

novodpyog, -ov criminal, ready to do anything (766)
nowvTolog, -a, -ov of every kind (747)

TavTeg in any case (650)

rovOotatov for the very last time

namal a cry of distress or surprise (226)

napd (+ gen.) from; (+ dat.) at, with, near; (+ acc.) to, by near, at
ndpa. (for napeot) it is possible

nopadidmp, aor. -é8wxa hand over (871)

roporvém give advice (1078)

rnopalo® release, undo

nopbrovog, -ov listless (399)

nopavtiko at once, immediately (13)

mopedpedo sit beside (746)

TAPELRL be present mépeo it is possible

napépyouat, aor. -fiABov bypass, go beyond (695)
ropbévelog, -ov maidenly, of an unmarried young woman (177)
Topinu, aor. pte. napeic, perf. mid./pass. ropsipot pass by, relax, be weakened
nopiomu, perf. napéomxo stand beside; intrans. be present
népole(v) (+gen.) before

nopo&ove stimulate, provoke (674)

napog (+ gen.) before

mapovsia, -og, 1y presence

nag, nooa, nov (navt-) all, every, the whole
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ndoyw, neioopor, Enobov, nénovBo suffer, be treated

nathp, notpds, O father

TaTPL0G, -0, -0V of Or belonging to one’s father (249)

TaTPROS, -0, -ov of or from one’s fathers

nav® stop; mid. cease (from)

nediov, -ov, 16 plain (591)

neledw go on foot, walk (869)

neilo, neiow, Eneico/Embov, nénoBo persuade, mid. obey, yield, heed; 2 perf.
be confident

nehalw, aor. inf. nehdooar draw near, approach (230)

TENVOG, -0v, 0 a thick liquid substance (offered to the gods and the dead)
(851)

TeMog, -ov, 6 Pelias, father of Alcestis

néAtn, -ng, 1 shield (498)

néuno, néuyo, Enepyoa send, conduct

nevBéw mourn (for)

névBuiog, -ov in mourning

névBoc, -ovg, 16 grief, mourning

nénA0g, -ov, O robe; pl. robes, clothing

nénpaton (perf. pass. of népw; see Enopov) it is fated nempopévog destined,
Sfated

nep enclitic particle used for emphasis (2)

népov (+ gen.) beyond (585)

nepl (+ gen.) about, for; (+ acc.) regarding, about

nep1éAdw, aor. -éBoadov throw around (847)

nepwviccopon come around, revolve (449)

nepintioccw fold around (350)

neplotéhhw dress, wrap up, lay out (a corpse) (664)

Mepoede, -fwg, 6 Perseus (509)

TevKn, -Ng, N pine, pine torch (915)

nf} = n& where? (213)

mnyalog, (-a), -ov of a spring (99)

mvyh, g, i spring (1068)

nnddAtov, -ov, 6 rudder, steering paddle (440)

nhiég of Mount Pelion (915)

[ThAov, -ov, t6 Pelion (596)

T, -atog, T trouble, misery
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nnpovi, -nG, | misery, calamity (514)

mélw crush (894)

mkpdg, -G, -Ov bitter

Rmive, niopon, nov drink

nintw, tecodpal, énecov, téntoka fall
motdc, -0, -Ov faithful, loyal

nitve (used for nintw) fall

nitvAog, -ov, O the sweep of oars, shower (798)
nAéBw approach (119)

TAgloT0G, -N, -ov (super. of ToAbdg) most
nAeiov, nAéov (comp. of moAic) more
nAevpdv, -0, 16 side

nhéag, -a, -ov full (727)

nAfiBog, -ovg, 16 fullness, abundance (548)
TAfiKTpOV, -0V, T6 something to strike with, bolt, weapon (129)
mAnppopic, -idog, 1 flood (184)

v (+gen.) except (17)

nAnpng, -e¢ full (134)

nAnoiov (+ gen.) near

nAoow strike

nhovoing richly (56)

Mobrev, -avog, 6 Pluto (360)

nvén breathe (493)

n00ev from what place?, from where?

n60oc, -ov, 0 longing (1087)

nol where?, to what place?

nolém, To1Hon, énoinca make, do
roucthoBpi&, -wkog with spotted hide (584)
nowaive herd sheep, flocks (579)

royuvitng, -ov of shepherds (577)

nolog, -0, -ov of what kind? (314)

TOAENLOG, -0, -0v hostile; as noun enemy (506)
noAéw move about (29)

moAdG, -6, -Ov gray

roAvdynTog, -ov = toAvnyntog noisy (918)
noAdunAog, -ov having many sheep (588)
noAbEgwvog, -ov hospitable, receiving many guests (569)
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noldmovog, -ov full of toil (971)

woAbg, ToAAR, mohd much, many

ndvog, -ov, 6 toil, labor

1ovTI06G, (-0t), -ov of the sea (595)

noped® act. carry, convey, mid./pass. go, travel
mopBuedc, -éag, o ferryman (253)

nopiw provide (a means)

n0pog, -0v, O passage, way, means

TOPGUV®, TOPSUVA, EROpGVVa. perform

nopow onward (910)

16016, 6 (no gen., voc. ndot, acc. néow) husband
notaptog, (-a), -ov of a river

n0Té ever

rétepov, mdtepo. whether

notp, nothipog, 0 drinking cup (756)

noti = npdg

noTHOG, -0, O fate (927)

notvio, 7| lady, a term of address to women and goddesses
mwov anywhere (199)

nod where?

nobg, moddg, O foot

npdrypo, -0tog, 10 affair

nPpaoow, tpilw, énpata, nénpaya, ténpoyuo, Enpoydnv do, make, fare
npéne appear, be conspicuous npénet it is fitting
npecPedw honor, put ahead (282)

npéoPug, -vog, 0 (acc. npésPuv, voc. mpésPu) old man
npiv before

npd (+ gen.) for, on behalf of

TPOGSTIOV, -0V, 10 suburb (836)

npoBaive, -Boouat, -Epnv go forward, lead
npodidwp,-Edwxa, -Edopev betray, forsake
npoBviioxw, -é0avov die for

npobupia, -0, i zeal, eagerness

npdBupov, -ov, 16 front door, porch (101)

npoxewwar lie before, lie in front (of one)

npoxhaion weep in advance (526)

npoxonte cut down in front, advance (1079)



268 VOCABULARY

npoAeinw leave

mpopndia, -ac, i forethought (1054)

npovole, -ag, 1) foresight, forethought (1061)

npovanng, -& leaning forward, with face down

npometng, -&¢ leaning toward, inclined to (909)

npdg (+ gen.) by, at the hands of, for, in favor of, (+ dat.) at, besides, near,
(+acc.) to, against

npocPoivae come to (480)

npooBaAdw cast upon, lay upon

npocdéyopon look for (131)

Tpocdokdw expect

Tpoceinov speak to

npootowsa, perf. mid./pass. mpootitypon resemble

npoceppnBn, aor. pass. be spoken to

npocépyopot, aor. -iAdov go to, approach

npooepd, fut. will speak to

npooebyopar, aor. -nuédunv pray (to) (171)

npootedyvo, perf. mid./pass. tpocélevyuan yoke to (482)

npdoBe(v) before

npdoxepon be added to (1039)

Tpd60d0g, -0v, | approach (861)

npocopdw, -Oyopar look upon

npoonétopot, aor. npocentauny fly toward, sweep over (421)

npooninte, -recodpon fall upon (350)

npoonitve fall upon

rpoonorém serve, be a servant (1024)

npdonolog, -ov attending; as noun servant, attendant

npootifnu, aor. -€0nka, -£0epev put upon, add (1048)

TpoSTPOmN, -fig, | supplication (1156)

TPOCTUYXGV®, A0T. -étuyov meet with, happen upon (754)

TPOGPOYUOL, -0T0G, TO sacrifice (845)

npoceBéyyopar, npoceBéyEopon speak to, address as (331)

TPOGPOPOg, -ov appropriate (148)

TPOCOMOVNLOL, -0T0G, TO Speech (1144)

TPOCOTOV, -0V, 0 face, mask

npocwgerém give added help to (41)

npoteivm, npovtewva siretch out
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npotifnu, -Bicw, -Onka put out, lay out
npoTdim honor

TPOPpwV, -ovog eager, kindly

npdrog, -1, -ov first

TepwTog, -1, -6v winged (261)

ntdpbog, -ov, 6 branch (172)

oYU, -fig, | boxing (1031)

166106, -a, -ov Pythian, referring to Apollo’s oracle at Delphi (570)
noxélw, aor. pass. énvkdoOny cover
noAa, -ng, | gate

Tdp, FOPOC, T fire

Topa, -G, 1| pyre

nhpyog, -ov, 6 tower (311)

TOAOG, -0, O horse

nwg somehow, in any way (1042)

ndg how?, why?

padiog, -a,, -ov (comp. pdwv, pgov) easy
péeBpov, -ov, 16 stream (458)

pelw, péEw do (262)

pinte, aor. Eppwyo fling

poouon, aor. éppusdunv save, deliver

cavic, -1dog, 1| tablet (967)

ooTOV, -fig yourself

caga. clearly, well

o£Bog, 16 object of reverence (999)

oéBw/otPouan revere

oeAqvn, NG, | moon

oeuvoe, -0, -0v solemn

oedopo, aor. pass. £c06ny rush (846)

onpeiov, -ov, 6 sign (717)

Z0évedog, -ov, O Sthenelos, father of Eurystheus, Heracles’ taskmaster
(1150)

o0éve have strength (267)

ovydw, aor. éciynoo; perf. mid./pass. ceciynuon be silent

oidnpog, -ov, 0 iron
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ottog, ov, b food (548)

cuondw be silent (93)

oKdPOG, -0vg, 10 boat (252)
oxAnpdc, -6, -6v hard (500)
oxotewdg, -0, -0v dark (385)
okot0¢, -0, -ov dark, shadowy
oxvBpands, -6v of gloomy expression
oKbQOg, -0V, O cup, winecup
opukpdc = uikpdsg (205)

odg, on, oov (singular) your
copla, -og, | wisdom (603)
609d¢, -, -Ov wise, clever
ondviog, -a, -ov scarce, rare (474)
EIrapt, -ng, N Sparta (449)

0 oneipog, father (1098)

oneipw, aor. foneipa sow, beget
onépyw hurry (256)

onAdyyvo, -av, 16 guts, heart (the seat of emotions) (1009)

onovdn, -fic, T Libation (1016)
onovd, -fig, N eagerness

otatilo post, place (89)

otéyn, -ng, | r00f; house, often in the plural of a single house

otéyog, -ovg, 16 = otéyn (736)
oteiym come, go
61éMw, aor. Eoteila. send (114)

oTEVOYROG, -0V, O keening, groaning, lamentation
o1evélo, aor. éotévalo lament, bewail

otéve mourn (for), groan

otepém, aor. pass. éotepnOnv deprive
oTEpVOV, -0V, 1O breast, chest (4)
otépovog, -0, 0 wreath, garland
01400, aor. ESTEYQ Crown

ool -fic, T clothing (427)

o6TOAUOG, -0V, O clothes

oT0pa, -atog, 16 mouth (403)

oTpeede turn about; mid. move about, move freely (1052)

6TVY£®, aor. pass. éotuyninv hate
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otvyvog, -1, -ov hateful

60, gen. ood, cov, 6ébev; dat. cot, coy; acc. o, oe (singular) you
ovyyevig, -& related by blood (532)

oVYYVOTOG, -0V forgivable (139)

ovykapve sympathize (614)

oOYKaGG, -106, O/ brother, sister (410)

ovykAve, fut. pass. svykhMbicopon lie beside (1090)
ovlebdyvout, aor. imper. obevlov yoke together

oblvyog, -ov (0LE, -vyoc) joined, married, as a noun husband, wife (921)
ovAAoyog (EdALoyog), -ov assembly (951)

cvpPailo, -Badd, -éBodov bring together, engage in
SUUNETPIG opportunely, at the right time (26)

ovpundg, -ov, o fellow drinker (343)

SLUEEP®, -o10w bear along with (370)

OVUPOPG, -G, T misfortune

ovv (+ dat.) with

ovvolyéw grieve with (633)

GUVATT®, AOT. CWAY® join, join in battle with

cuvdud, -4dog wedded (spouse) (473)

cOveyn be with (475)

GUVESTI0G, -0V sharing one’s home and hearth, guest (1151)
owviBng, -eg customary (40)

ouvdopog, -ov joined together; husband, wife (824)
ovvldnto, -8dyw bury with (149)

ouveotog (§uv-), 16 (fr. ouvieut) anxiety, contraction (of the brow) (797)
ovvvikdw win along with (1103)

cuvowkéw live with

cuvoppuiopon knit the eyebrows

ovvtAdw suffer with, endure with (411)

ovpilw play the pipe (576)

coayn, -fic, | cutting the throat (228)

oedylov, -ov, 0 sacrificial victim (975)

69dAw, aor. Esonho. trip up, deceive (34)

O Qe her, him, them

ooupdv, -0d, 16 ankle (586)

co@v (dat. dual) you two

ox£TA0g, -o, -ov suffering, miserable, cruel
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oxfua, -atog, 10 shape, form (912)
odla, chon, écwca, save

oduw, -0tog, 16 body, person
cwthp, satipog, 6 savior (667)
coPpwv, -ov modest, virtuous

TéA0G, TaAaVa, ThAov unhappy, miserable
thoow, perf. mid./pass. tétorypon appoint, assign (49)
16906, -0v, O grave, tomb, burial

18opog, -ov, 0 trench (898)

téyo perhaps; soon (1101)

o Ove hurry, speed (256)

te postpositive enclitic and

téyym wet, moisten (764)

1é0pinnog, -ov with four horses (428)

tetpo wear away (421)

texpaipopon conclude (240)

téxvov, -ov, 16 child

TEKT@V, -0VOC, O crafisman

tedevtdo, teevtiicn accomplish

teMéo, perf. mid./pass. tetéheopon, aor. pass. éteAéoBny end, bring to an end
téhog, -ovg, 16 end (413)

éuve, Tepd, Etepov cut

épopva, -ov, 16 halls (457)

TéppaL, -0tog, 10 end (643)

teprvog, -, -Ov pleasant, enjoyable

tépno enjoy, take delight

épyig, -ewc, W delight, enjoyment
Tetpapyio, -ag, fy letrarchy (1154)
TETPMPOG, -ov with four horses (483)

téxvn, -ng, T skill, art

mAK6de, -1de, -0vde of such an age (643)
tiOnp, Bfow, E0nka put, make

tikt®, aor. étexov bear, be mother or father
Tipéw honor

T, -fig, i honor

tiwog, -a, -ov valued (301)
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Tipwpée take vengeance on (733)

Tipovbrog, -, -ov Tyrinthian, of Tiryns

T at all

T1G, TL SOme, any, someone, something

ti¢, 1t who?, what?

tAdo, aor. EtAnv endure, have the heart to do
TAMpev (tAduov) enduring, suffering
TAntd¢, N, -6v to be endured (887)

To1 surely, you know

ToLYGp therefore

1010¢, -0, -0V Such

10100d¢, -Gde, dvde such

T010010g, ot TN, T01VT0 of such a kind
w0K%0¢, -00, O childbirth, bringing forth of children (318)
ToApd®, aor. &tdAunca dare, be brave, have the heart to
t6Aun, -ng, h daring (741)

topaiog, (-a), -ov cut (101)

to&hpng, -e¢ armed with a bow (35)

10&o0v, -ov, 16 bow; pl. bow and arrows (39)
T6mog, -ov, 0 place (67)

106009¢, T001 3¢, T0c6vde so great (539)
7060010, To0ADTN, T0C0VTO SO great

t0te then, at that time

tpénela, -ng, N table (2)

tpénw, tpéyo turn (943)

Tpégw, aor. EBpeyo. nourish, rear, keep

tpéyw, aor. Edpapov run (489)

Tpéw, aor. £tpeca fear, be afraid, flee

Tpitog, -1, -ov third

TpbmOG, -0, O way (61)

TOYXGV®, aoT. EToxov (+ ptc.) happen; (+ gen.) meet with, get
topPog, -ov, 6 tomb

Topavvic, -i8og, N royal power

TOpavvog, -ov, 6 king, tyrant; as adj. royal
oy, ne, N luck, fortune

WBpilw insult (679)
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V8wp, Bdatog, 16 water (159)

vAoktéon howl, wail (760)

buévatog, -ov, 6 wedding song

Buvog, -ov, 6 song

brokodw, aor. drfkovoo hear, answer (when called)

nép (+gen.) above, for; (+ acc.) over

onepadyéw grieve for (883)

bmepPdAilo, aor. brepéBatov; perf. mid./pass. drepBéPAnpon pass beyond,
exceed, surpass

brepBviiokm, aor. drepéBavov (+ gen.) die for

vrd (+ gen.) by; (+ dat.) under, from under; (+ acc.) under, down to

vmoBaAdw, aor. pass. dneBARONY put under in secret (639)

broppdnte stitch under, add, patch on (537)

vrootpéewm, aor. dréctpeyo return (1019)

brovpyéw, aor. bmodpymoo do a service for (842)

Yotarog, -n, -ov last (610)

voinut, perf. mid. ptc. boawpévog send down; mid. undertake (524)

Yeiomut, aor. dnéotny place under; intrans. undertake

vyixopog, -ov with high foliage

gaive, aor. pass. épdvny show; mid./pass. appear

9b&og (9ic), ©6 light

Qappakov, -ov, w6 drug

pdoxw say, assert (637)

pdopa, -atog, 16 phantom (1127)

patvn, -ng, | manger (496)

9éyyos, -ovg, 6 light (722)

geidopon, aor. épewoduny spare (288)

®epaiog, -a, -ov of Pherai/ Pherae, the city and land of which Admetus is
king

Dépnc, Dépnrog, 6 Pheres, Admetus’ father

9épw, olow, fiveykov carry, bear

¢ed exclamation of astonishment, grief, anger, admiration, ah/, oh/, alas!

pebym, perf. népevya flee, escape (957)

oNun, -ng, | uiterance (1005)

onui, pnow say
oB6vw get before, (+ ptc.) hurry and do something (662)
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¢0ivo, plpf. mid. used as aor. &gbto wither, perish, die

ob11ée, -0, 6v dead, deceased (100)

90B6vog, -ov, 6 envy

@Aém, aor. épidnca love

o\ia, -ag, i love

oihog, (-a), -ov loving

@AbEevog, -ov hospitable

¢ikog, -1, -ov (comp. ¢iAtepog, superl. piktatoc) dear, loved as noun, friend,
loved one

ourdm, PLrdcw, Epltevoa produce, beget

@ASE, proyd, N flame

goBéw frighten; mid. fear (1057)

4P, -ng, 1 hair, mane, foliage

®o1iBog, -0v, 6 Phoibos/ Phoebus, Apollo

Qotéw visit, move to and fro (355)

govele, -emq, O killer, murderer (730)

pdviog, (-a), -ov bloody, murderous (225)

opalo, aor. Eppoca tell (of)

PNV, epevic, 1| heart, spirit, sense

opovéw think, be disposed; (+ adv.) be in such and such frame of mind

opovtilm think, consider perf. ptc. neppovtikdg thoughiful, worried

opoddog, -n, -ov gone

ppovpéw watch (out for)

DpHE, Dpuyde, 6 Phrygian (675)

pvrdoow, poAago guard, watch for (844)

¢vpw, perf. pass. ptc. neguppévog mix (something dry with something
wet), defile

QOoIC, -E0G, T| nature

putebo beget, father (662)

¢V, 1 aor. Epuca produce, 6 phooug father, 2 aor. Eguv be born; perf. néguxa
be by nature

Q0¢, wtdg, 6 man

&g (9Gog), t6 light

xoipe hello, farewell

xoipo rejoice

xoitn, -ng, 1 hair

yoAvég, -00, o bit
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XdAvBog, -ov, 6 Chalybian, a people famous for ironwork
xdpa, -0, ﬁ ]03’

XGP1G, YoprToc, 7y thanks, favor, gratitude

Xdpawv, -wvog, 6 Charon, the ferryman of the dead
xeip, xewde, i (spelled xep- and yep-) hand
x&hvg, -vog, Ty tortoise, lyre (447)

xépviy, -1Pog, 1y special water (for ritual purification of the hands) (100)
ynpeve be without, be a widow or widower (1089)
xfipog, -o, -ov widowed

xB6viog, (-a), -ov of the Netherworld

x0dv, xBovéc, | earth

x0A0®, aor. pass. éxolabnv anger (5)

X0pEL®, xopevo, &xdpevoo. dance (582)

xopds, -09, 6 dance, chorus (1155)

X0pT0g, -0v, O food (495)

xpbopar (+ dat.) use (as) (801)

xpEloL, -0g, | need

xpE@V it is necessary

xpf, impf. xpfiv it is necessary, (one ought)

xpfina, -otog, ©6 thing; T xpfina why? (512)

xpNo16s, -0, -ov good (111)

xpodvog, -ov, O time

xPOS, xpwToc, 0 skin, flesh

xdue, -otog, ©6 mound (for burial) (997)

xopig (+ gen.) without, apart from

véyw blame, find fault with (670)

wevdie, -6 false (705)

yevdopat, aor. éwevoduny le

yoyoyayos, -9, & one bringing back souls from the dead, conjurer, necromancer
(1128)

woxh, -fi,  soul, breath of life

WOYOmOURoG, -Ov escorting the dead (361)

yoyoppoyéw breathe one’s last, let the soul break forth

yuypds, -6, -6v cold

oh!

o
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®d¢ in this way, thus (764)

opot ah me!

dpag, -1, -6v cruel (64)

dvéopan buy (59)

dpa, -ag, | hour, time, season (449)
Qopaiog, -o, -ov timely, ripe (516)

®g¢ so, thus, as though, so that, because
wornep as, just as

&o1e so that, so as to

dperéw benefit, help

SUMMARY OF GREEK PREFIXES

&-, &v- not, un-, -less

dugr- around

ava-, av- up, off

avTi- against

&mo-, &n-, G- from, away, utterly
dw- across, beyond, completely
dvo- bad, ill, hard

elo-, €o- into, upon

éx-, €€~ out, from, un-, completely
émi-, €n-, &9- in addition, on, upon, back
£v- good, well

Co- all, very

KorTa-, kot-, kab- down, utterly
peta-, uet-, peb- re-, amid, differently; also shows change, sharing
&ov-, ouv- with, sharing, together
napo- beyond, by, beside, over
nepL- around

npo- forward, for, in front of
rpoo- to, on, for, at

nep- for; beyond

vro-, bo- under, back, secretly
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Acastus, 137

Accusative: absolute, 98, 99, 146; in
apposition with the infinitive, 53;
extent of time, 140, 194; internal
object (cognate accusative), 96,
131, 140, 159; the part affected,
143; respect, 102; terminal, 53,
114

Acheron, 96, 114

Achilles, 49, 57, 66, 74, 135, 145,
196, 199, 208n.21

Actors, 8-10, 12, 63, 66, 144, 159,
174-75, 176, 216

Adjective: position, 51, b4; predicate,
140, 145; proleptic/anticipatory
use, 107

Admetus: and alpha privative,
115-16; and Apollo, 167-72,
191n.15, 194, 207; different views
of, 163-67; fragmented
understanding, 136, 153, 157,
165, 167, 193-94, 203-204, 206,
209, 219-20; and Heracles, 111,
190-95, 199-201, 206-16, 219,
225; illogicality, 122, 124, 129,

157, 165, 167, 197, 203-205, 208,
211, 220; loss of good sense, 82,
88, 109, 114; marital cross-
communication, 94, 179-82, 187,
221; mortal modality, 54, 170;
and Pheres, 55, 62, 81, 84, 106,
116, 122, 125, 127-37, 157, 167,
190, 196-201, 203-205, 207, 210;
promises, 164, 178-79, 186-90,
193, 214, 219, 220, 224;
protesting, 211-14; realization,
144-45, 202-207; recognizing
Alcestis, 209-10; reputation, 83,
150, 167, 179, 193, 203, 205, 207;
rhetoric, 102, 103, 136, 153-55,
203, 205, 209, 211-13, 220; role
reversal, 214-17

Aegisthus, 86, 98, 193, 223
Aeschylus, 4, 10, 95, 98; Agamemnon,

52, 95, 173-74, 220, 222;
Choephoroe (Libation Bearers), 74,
76, 139, 152, 223; Eumenides, 53,
54, 188, 160; Oresteia, 10, 51;
Persians, 74; Prometheus, 5; Seven

against Thebes, 7, 27-30, 151
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INDEX

Agamemnon, 56-57, 86, 98, 222-24

Age (old and young), 55, 62, 106,
132, 135-36, 171, 209-10

Aigeus, 192

Ajax, 177, 196, 208n.21

Alcestis: arete, 176; death of, 80, 98,
107, 167, 175, 179, 183-84, 190,
204; different views of, 166-67,
173, 182-84; heroism, 86, 167,
176, 179, 184, 194, 199, 225;
Maid’s tale, 79, 84, 169, 174-77,
200, 210; marital cross-
communication, 179-82, 187,
221; motivation, 167, 174, 176,
178, 185, 221-22; reputation,
11-13, 83, 136, 150, 173, 176,
179, 202, 205; speech, 99-100,
107; statue, 111, 177, 189,
219-20; veiling, 144, 158, 210

Alcmene, 9, 143

Alliteration, 103. See also Admetus,
rhetoric; Rhetorics

Alpha privative. See Admetus, alpha
privative

Anacoluthon, 78

Anastrophe, 61, 98

Anaxagoras, 94

Andromache, 131, 177, 202

Antigone, 98, 107, 167, 194-95

Antilochus, 201

Antistrophe, 68-69, 72, 77

Aphrodite, 86

Apollo. See Admetus, and Apollo

Apollodorus, 59, 117, 118, 120, 137,
222

Argo, 127

Aristophanes, 96; Frogs, 96, 139;
Wasps, 160

Aristotle, 82, 95, 181; Poetics, 4, 10,
82, 95, 217

Artemis, 75

Asclepius, 49-52, 62, 77-78, 92, 144,
150-51, 172, 174, 191n.15, 219

Athene, 49

Audience, 14, 88, 101, 103, 106,
108-109, 11617, 121, 12324,
152-53, 159, 166, 171, 176-77,
182n.5, 183-84, 186-89, 202-203,
209, 212-13, 217, 218n.33

Capaneus, 52

Cassandra, 95

Cerberus, 65, 74, 105, 191, 222

Characterization, 83, 86, 92, 95,
142, 168, 170-71, 175, 178, 183,
189-90

Charon, 56, 96, 113, 180

Children, 85, 87, 95, 97-101,
106-108, 111-12, 115, 120,
133-34, 137, 165, 176-82, 87,
197, 202, 204, 220-22, 226. See
also Fathers and sons

Chorus, 9-12, 50, 59, 68-69, 72,
74-75, 77-79, 91-92, 106-107,
111, 122, 129, 136, 138, 146, 163,
180, 183, 188, 190-93, 19799,
203-204, 209, 213n.26, 218-19,
223

Chryses, 56

Cleobis and Biton, 77

Clytemnestra, 98, 174, 191, 222-24

Cocytus, 114

Conditional sentences, 75, 78, 99,
104-105, 118-19, 123, 138, 189

Coronis, b1, 60

Costume, 56-57, 169, 170

Crasis, 60

Creon: in Antigone, 135, 195, 199; in
Phoenissae, 199

Cretheus, 120

Cyclopes, 52-53

Dark humor, 167-68, 188, 209-11,
213

Dative: possession, 102; respect, 97;
time, 58
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Death, 4, 7, 9, 50, 54, 56-57, 59-63,
66, 68, 78, 81, 89, 107, 117, 125,
134, 143, 151, 165, 169, 170,
172-74, 177, 186, 190, 191n.15,
192, 209-10, 213, 218, 225-26

Demeter, 105

Demetrius, 13

Dicaearchus, 6

Diodorus Siculus, 59, 137, 196

Diomedes, 49, 208

Diomedes of Thrace, 65, 115, 117

Dionysus, 96

Eccyclema, 92, 112

Echidna, 105

Ekphora, 75, 128-29, 204

Electra, 152, 191

Elision, 50

Ephialtes, 127

Episode, 9, 50

Eumelus, 9, 49

Euripides, 3-5, 80-83, 88, 92, 95,
100, 102, 115-16, 118, 120, 135,
152, 159, 167-68, 171, 175, 178,
180-81, 18384, 188-91, 194,
196-98, 218n.33, 221, 223,
225-26; Alcmaeon in Psophis, 6, 7;
Andromache, 160; Bacchae, 160;
Cretan Women, The, 6, 7; Cyclops, 7,
10, 139; Electra, 86, 152, 193n.17;
Hecabe, 194; Helen, 138, 168, 220;
Heracleidae, 195; Heracles, 191;
Hippolytus, 75, 81, 92, 131, 173,
177, 196; Iphigenia among the
Taurians, 152; Iphigenia at Aulis,
100, 135, 195; Medea, 10, 92, 94,
100, 103, 160, 173,177, 192;
Orestes, 225; Rhesus, 5; Telephus, 6, 7

Eurydice, 79, 104, 156, 189

Eurysaces, 196

Eurystheus 9, 64-65, 116, 159,
191n.15

Exodos, 9, 50, 66, 165

Fates/Fate. See Moirai

Fathers and sons, 4, 11, 49, 106, 115,
125, 128-37, 16568, 170-71, 185,
195-202, 214n.29, 220

Figura Etymologica, 103, 131-32,
154-55, 209, 212. See also
Rhetorics

Gaea, 52

Genitive: absolute, 62, 64, 74-75,
98, 157; cause, 52, 108;
comparison, 98, 110, 135;
defining, 145; description, 102;
objective, 103, 106, 140; partitive,
99, 154; predicate, 117, 141;
separation, 56, 143

Genre, 4-6, 16567

Glaucus, 52

Glauke, 100

Gorgons, 158, 186, 215n.30

Great Dionysia, 5, 201

Hades, 52, 56, 104, 112, 114, 144,
174, 180, 184, 189n.13. See also
Netherworld

Haemon, 194-95, 199

Hamartia, 82

Happy ending, 150-51, 160-61,
165, 170, 186, 206, 217-26

Hector, 131, 177

Helios, 220-21

Heracles: labors, 50, 64-65, 74,
115-17, 159, 190; rhetorics,
153, 209; and servant, 199-201,
218, 222, 224; and the woman,
206-16, 219, 222. See also
Admetus, and Heracles

Hermes, 137

Hermione, 225

Herodotus, 77,117, 126, 128

Hesiod, 158, 197; Shield of Heracles,
118; Works and Days, 125, 193,
196, 198
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Hesione, 196

Hippolytus, 52, 131, 190

Historical present, 53

Homer, 80, 83-85, 88, 119, 122, 130,
136, 145, 176, 181, 191n.15, 197,
208-209, 220; Iliad, 49, 57, 66,
74-75, 102, 127, 131, 169, 196,
208, 209n.21; Odyssey, 57, 58, 135,
212, 220

Hospitality, 11, 115, 123-24, 138,
142, 144, 170, 179, 192-94, 203,
204n.20, 208, 219, 22425

House, 51, 67, 71, 98, 108, 116,
123-25, 142, 144-45, 147,
178-75, 177, 191-92, 200-205,
207, 222-23

Hydra, 64

Hymenaus, 52

Hypotheses, 67, 210

Illogicality. See Senselessness

Indirect question, 119, 155. See also
Optative; Subjunctive

Indirect statement, 83-84, 94, 113,
119. See also Infinitive; Optative;
Participle; Subjunctive

Infinitive, 94; articular, 145

Iolaus, 64

Iphigenia, 135, 152

Jason, 59, 100, 103, 137

Kileos, 83, 136, 150. See also Admetus,
reputation; Alcestis, reputation
Kommos, 10, 50, 144, 164, 203, 221

Liminality, 80, 87, 107, 119, 159,
167, 173, 184, 192-95, 207

Linus, 139

Lycurgus, 52

Lyrica Graeca Selecta, 160

Macaria, 167, 190
Marriage, 4, 87, 93-94, 99-100, 102,

106, 108, 111, 114-16, 120-21,
130, 144, 157-58, 165, 175-82,
186~87, 195, 200, 202, 204

Masculine generic, 66, 80, 130, 202

Masks, 9, 11, 51, 66, 144, 174-75

Medea, 59, 92, 94, 100, 137, 166,
192

Medusa, 158

Meleager, 66

Menander, 123, 225

Menelaus, 220

Menoeceus, 167, 199

Meter, 12-14, 68-69, 76, 78, 94-95,
98, 180-82, 221

Metonymy, 103

Moirai, 4, 53-54, 63, 71-72, 78, 151,
171, 173, 188, 219, 224

Music, 3, 71, 111-13, 122-25, 128,
138-39, 153, 181, 188, 224, 226

Myth, 3, 52, 59, 62, 77, 120, 166,
171, 189n.13

Nestor, 201

Netherworld, 55-57, 62-63, 65, 74,
78, 96, 104-105, 135, 156, 170,
178, 184, 189, 191, 207, 219,
222-23. See also Hades

Odysseus, 57, 196, 208n.21, 211

Oedipus, 79, 166, 191

Olympus, 127

Optative, 119; in indirect question,
119; in indirect statement, 119;
potential, 87, 103, 118; purpose,
118; with verb of fearing, 119;
wish, 75, 97, 113-14, 118, 153. See
also Conditional sentences

Orchestra, 10, 68, 137

Orestes, 54, 76

Orion, 32

Orpheus, 74, 104, 111-12, 114,
123-25, 150, 156, 189, 191n.15,
202, 219

Orphism, 151
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Ossa, 127
Otus, 127
Ovid: Metamorphoses, 104

Paian, 75, 111, 172

Palindrome, 79

Parodoi, 10, 12

Parodos, 10, 50, 68-72, 74

Participle, 83-84, 87, 96, 113;
attributive, 62, 117;
circumstantial, 53; concessive, 51;
pathetic repetition, 96, 108;
supplementary, 53, 63, 132, 136

Patroclus, 49, 208

Pausanias, 189n.13

Peleus, 127

Pelias, 59, 120-21, 137

Pericles, 116

Peripeteia, 206

Persephone, 105, 144, 189n.13

Perseus, 158, 186n.10

Phaedra, 75, 92, 177

Pherai, 12, 49, 120, 143, 209

Pheres. See Admetus, and Pheres

Phineus: sons, 52

Phlegethon, 114

Phoenix, 66

Pindar, 139, 201

Plato, 189n.12; Apology, 58, 94; Crito,
71-72

Polydorus, 194

Polyxena, 167, 194

Poseidon, 120

Praxilla, 139, 160

Predicate nominative, 62

Prologue, 9, 10, 50, 77, 163, 171

Prosatyr play, 6

Proteus: daughters, 52

Prothesis, 128-29, 133

Pygmalion, 217

Pyriphlegethon, 114

Recognition scene, 152
Result clause, 105

Rhetorics, 102-103, 118, 135-36,

153-55, 187, 205, 211-14, 220
Rhyming, 103, 140. See also Rhetorics
Role reversal, 137, 214-17

Satyr play, 4, 5, 7, 166-67

Scholia/Scholiast, 52-53, 62, 68,
101, 122, 127, 136, 139-42, 147,
169, 189n.13

Semonides of Amorgos, 115

Seneca: Phaedra, 222

Senselessness, 60, 78, 109, 133,
13940, 144, 150-51, 156-57,
183, 197, 202-205, 208, 220, 225

Shaw, George Bernard, 217

Skene, 11-12, 51, 68, 92

Skolion (drinking song), 139, 160

Socrates, 72, 94

Sophocles, 4, 10, 98, 196, 218n.30;
Ajax, 138, 196; Antigone, 78, 98,
107, 132, 135, 194-95, 199;
Electra, 193; Oedipus Tyrannus, 79;
Philoctetes, 91, 196

Staging, 8, 10-11, 128, 138, 14041,
144, 155, 158-59, 163-64,
168-70, 174-75, 201, 208-11,
213, 215-17, 222n.41

Stasimon, 10-11, 60

Stepmother, 99-100, 131, 165, 185-87

Sthenelus, 9

Strophe, 68-69

Styx, 63, 103, 114, 145, 172

Subjunctive: deliberative, 90, 101,
145; hortatory, 101; prohibitive,
101, 107; purpose, 140. See also
Conditional sentences

Telamon, 196

Tetralogy, 5

Thanatos. See Death
Theocritus, 139

Theophrastus, 113

Thes/ Thetes, 51, 53, 58, 169, 200
Theseus, 74, 131, 222
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Thessaly, 12, 49, 72, 101, 126-27,
143, 160, 188

Thucydides, 116

Timing, 54, 58, 126, 144, 173, 199,
206

Tmesis, 84-85

Trilogy, b

Tyndareus, 52

Typhon, 105

Tyro, 120

Uranus, 52
Veiling, 144, 158, 209-10. See also

Alcestis, veiling
Vergil: Georgics, 104

Wedding. See Marriage

Wish contrary to fact, 121, 156

Women’s functions, 72, 83-84,
99-100, 130, 172-73, 175-76,
195n.18, 208-209, 223

Wordplay, 60, 102-103, 118-20, 153,
158, 186, 212

Xanthias, 96
Xenophon: Memorabilia, 58
Xerxes, 117, 128

Zeus, 9, 49-50, 52-53, 62, 89, 92,
144, 219-20



