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INTRODUCTION

1 EURIPIDES

Hellenistic and Byzantine sources’ place Euripides’ birth either in 485/4,
also the year of Aeschylus’ first victory,? or more usually in 480/%9, the
year of the Greek victory at Salamis; the explicit synchronicity with other
significant events in Athenian dramatic and political history enjoins cau-
tion, but neither date is inherently implausible and neither is likely to
be very far wrong. We are also told that Euripides first competed in the
tragic contest in 455 and won his first victory in 442/1. Biographical
sources report that, late in life (probably 40%7), he accepted an invitation
to the court of King Archelaos in Macedonia, and he died there after a
relatively brief stay; modern scholarship is divided as to the credit to be
given to these accounts.? At any event, Aristophanes’ Frogs, produced at
the Lenaian festival in winter 405, suggests that Euripides’ death was very
recent, as was Sophocles’ (406). The Bacchae and the Iphigeneia at Aulis
appear to have been staged posthumously in Athens by Euripides’ son.+
The Frogs also attests to Euripides’ stature as a tragic poet, as does
an ancient anecdote that, after news of Euripides’ death, Sophocles
appeared at the next ceremonial proagon (presumably in 406) dressed
in a dark cloak of mourning, his actors and choreuts did not wear gar-
lands as was normal, and this scene caused the people to weep.5 The
preserved information, which will go back eventually to the public dra-
matic records or didaskaliai, that Euripides was granted a chorus, i.e.
allowed to compete in the dramatic contests, twenty-two times between
455 and his move to Macedonia, confirms his public stature. It is much
harder to know what conclusions to draw from the fact that during his
life he won first prize at the City Dionysia only four times (Sophocles

' The sources are most conveniently collected in Vol. I of Kannicht’s edition of
the fragments in 7rGF and (with English translation) in Kovacs 1994: 2-141. Par-
ticularly important for later sources may have been the On Euripides of Philochorus
(c. 340—-260 BC), cf. FGrHist 328 F 217—-22 (with Jacoby’s commentary).

* So very probably the earliest independent witness, the Marmor Parium, Eur. T
10a.

3 For the sceptical case cf. Scullion 2003; for the importance of Macedonia to
Euripides’ Nachleben in the fourth and third centuries cf. Hanink 2008.

4 The evidence is a scholium to Ar. Frogs 67 = DID C 22 Snell; cf. below p. 46.

5 The proagon appears to have been a ceremonial appearance of the competitors
some days before the dramatic contest, at which the poets would announce the
subjects of the plays to be staged at the festival, cf. Pickard-Cambridge 1968: 67-8,
Csapo and Slater 1995: 109-10.
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had eighteen victories), particularly as dramatists were judged not for
single plays but for a group of three tragedies and a satyr-play (‘tetra-
logies’).® What we can say, however, is that a great deal of evidence points
to the ever-increasing popularity and influence of his dramas after his
death, both in reperformances all over the Greek world and as texts to
be read; as the very significant number of papyri of otherwise lost plays
of Euripides attests, the fourth century and beyond was the real period
of his ‘victory’.”

According to the preserved Lives of the poet, Alexandrian scholars
knew the titles of ninety-two plays of Euripides, texts of seventy-eight
of which had survived to be included in the Library. Three of these
were tragedies of debated authenticity, and the number will also have
included the surviving Rhesos, an all but certainly fourth-century play by
an unknown dramatist which had taken the place of the authentic (but
lost) Euripidean Rhesos. Of these seventy-eight, eight were satyr-dramas,
of which one, perhaps the Sisyphos, was of debated authenticity.® Given
that satyr-plays should have accounted for one-quarter of Euripides’
output (perhaps some seventeen plays in total), eight is a very small
number. In 438, the fourth play with which Euripides competed was
Alcestis, which is not a satyr-play; the author of the Alexandrian hypothesis
who described it as oatupikdTepov ‘because, unlike tragedies, it ends in
joy and pleasure ... which is more appropriate to comedy’ may perhaps
have felt that the fact that Euripides did not include a satyr-play in his
tetralogy of that year called for comment.'* Whatever the implications
of this ancient judgement, it has led modern scholars regularly to seek a

& Cf. further below p. 24. We use the unqualified term ‘tetralogy’ to refer to such
groups of four plays, regardless of whether or not they dealt with parts of the same
story.

7r¥n 387/6, the performance (out of competition) of an ‘old drama’ was added
to the City Dionysia; the chance preservation of an inscription (IGII* 2320, Millis
and Olson 2012: 61-go) shows that in three successive years (341, 340, 339) the
‘old tragedy’ which was chosen for reperformance was Euripidean.

8 Kannicht concludes that the eight satyr-plays extant in Alexandria were
Autolykos 1, Autolykos 11, Bousiris, Eurystheus, Cyclops, Sisyphos, Skiron, and Syleus; oth-
ers have held that there was only one satyric Autolykos (cf., e.g., Pechstein 19g8:
33—40). Another of the uncertainties concerns the title Epe(i)os, which is preserved
only on the so-called Marmor Albanum from Rome (T 6); Kannicht regards this
either as a simple error or as the title of a satyr-play which had not reached Alex-
andria. Cf. further below p. 3, and for more detailed discussion cf. Kannicht 1996,
Jouan and Van Looy 1998: xi—xvi, Pechstein 1998: 19-34.

9 Cf. below pp. 3—4.

' Whether this sentence of the hypothesis goes back to Aristophanes of Byzantium
is disputed among modern scholars, but there is a similar observation in the hypoth-
esis to the Orestes: 16 Sp&pa kwuikwTépav Exel THY katacTpogry. This parallel has led
to doubt as to whether the observation about the ‘satyric’ nature of the Alcestis has



1 EURIPIDES 3

‘satyric’ flavour for that play in the role of Heracles and, in particular, the
servant’s description of his drunken feasting and Heracles’ subsequent
expressions of a hedonist carpe diem view of life (Alcestis 747-802); both
these motifs find parallels in the behaviour of the Cyclops in Cyclops.'!
Even so, the satyrless Alcestis is not a satyr-drama, and there is at least no
good reason to think that the pattern of Euripides’ four plays in 438
was a regular occurrence. Unless it was, however, the case that Euripides
wrote far fewer satyr-dramas than was to be expected, there seem to be
two possible explanations for the very low attested figure for his satyric
output.

The attested numbers of satyr-plays for Aeschylus and Sophocles are also
considerably smaller than expected, and here a good case can be made
for believing that more of the attested titles for these dramatists were in
fact satyr-plays than is recorded;'? unlike the case with Euripides, however,
there are no surviving notices which record knowledge of Aeschylean or
Sophoclean plays which never reached Alexandria. The standard way of
referring to a satyr-play in, say, a list of titles was to add o&tupol or oaTtupikés
- -6v (uel sim.) to the title, and this addition could easily get dropped in
transmission; we can in fact see this process at work in several instances.
This does not, however, seem very probable for the rather different sit-
uation of Euripides’ surviving titles, and it is perhaps more likely that
another explanation should be sought. The most obvious is that satyr-dra-
mas formed the lion’s share of the fourteen or so plays which did not
reach Alexandria; we know that was the case with the Theristai, the satyr-
drama which was staged with Medea (according to the hypothesis).'3 If so,
a number of factors may have contributed. One may have been the very
popularity of some of Euripides’ tragedies, now regularly reperformed as
single plays without the accompanying satyr-plays, some of which perhaps
gradually faded into such obscurity that texts were no longer available to
be deposited in the public archives under Lycurgus and from there to be
transmitted to Alexandria. Interest in satyr-play more generally seems to

anything to do with the fact that the play was performed in fourth place, cf,, e.g.,
Fantuzzi 2014: 227.

"' In Euripides’ satyric Syleus Heracles was sold as a slave to Syleus, a monstrous
son of Poseidon, whom he killed after dining on his cattle and drinking copiously
of his wine, cf. the evidence for the play in TrGF, Laemmle 2013: 252 n. 16. In
his summary of the play (Eur. T 221b) Tzetzes associates such behaviour with the
nature of satyr-drama, cf. below p. 49 n.167.

'2 Cf. Radt 1982: 190—4.

'3 Kirchhoff’s suggestion that the title of a satyr-play is recorded as ‘not pre-
served’ in the fragmentary Aristophanean hypothesis of Phoinissai is attractive. Two
other possibilities are the Epe(i)os (cf. above n. 8) and the Lamia (see Kannicht’s
introduction to fr. 472m).
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have waned for a variety of reasons in the course of the fourth century,'4
and those aspects of Euripidean tragedy most responsible for the dram-
atist’s fame - the plotting, the monologues and monodies for actors, the
pathos — would inevitably be less prominent in satyr-drama than in tragedy.

2 THE CYCLOPS ON STAGE

The first performance of Cyclops was certainly not the first dramatisation
of the events of Odyssey g, and not even the first satyric dramatisation.'5
Whereas we can trace in close detail Euripides’ engagement with the
Homeric text, we may take it as certain that Cyclops also alludes to, and
makes use of, previous dramatisations of the Cyclops-story, which will have
been more or less familiar to at least some of the audience; in this case,
however, our appreciation of such inter-dramatic play is restricted by the
wretchedly few fragments of such other plays that have survived, and we
must rely far too often on speculation and assessments of probability.

Aristias of Phlious, whose father Pratinas was identified in antiquity as
the ‘first inventor’ of satyr-play (TrGF I 4 T1), staged a satyric Cyclops at
Athens in (roughly) the middle part of the fifth century. The one surviv-
ing fragment of interest well illustrates some of the difficulties we face in
piecing together how Euripides has used the dramatic tradition. In fr. 4,
the Cyclops says to Odysseus &mwdAsoas TOv olvov émiyéas Udwp, ‘you ruined
the wine by pouring in water’, which strongly suggests that already in that
play the ruse by which Odysseus makes the Cyclops drunk had been rep-
resented in terms of contemporary sympotic practice, a theme which is so
prominent in Euripides’ play (cf. further 558n.). That fragment is cited
by Athenaeus, whose predilection for passages concerning dining and
drinking means that it is difficult to draw large-scale conclusions from this
isolated verse.

Much the same is true of the three one-verse fragments of the comic
Cyclops of Epicharmus of Syracuse, the earliest dramatic representation of
the story of which we know. Drinking and dining seem to have played an
important part in that play also,'® and this may remind us of the impor-
tance of the reputation of Sicilian cuisine and cooking to Euripides’ sat-
yric presentation of the Cyclops. Fr. 72 of Epicharmus’ play, ¢ép’ éyxéas &
T6 okUgos, suggests a sympotic scene very like that which we find in Cyclops
(cf. 568n.), and it is an attractive suggestion that fr. 71, xopdai Te &5U, vai

4+ Cf. Laemmle 2014: g26—g, below pp. 34-5; by at least 341/0 only one sa-
tyr-play was performed, and outside the contest proper, at the Great Dionysia.

'5 For a helpful survey of ‘the Cyclops on stage’ cf. Mastromarco 1998.

16 Cf. nn. on ggo-1, 568.
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p& Aia, x& kwheds, ‘the sausages are delicious, by Zeus, as is the haunch’,
was spoken by the Cyclops about his cannibal meals; if so, Epicharmus’
Cyclops anticipated both Euripides’ Polyphemos and representations by
Athenian comic poets who turned the Homeric monster into something of
a discerning gourmet.'7 It is, however, only a guess that Polyphemos is the
speaker, and the context is entirely unknown. Nevertheless, Epicharmus’
importance cannot be judged only on the scraps of his play which have
survived or on the near certainty that the Syracusan poet set his play, as
Euripides was to do, in the region of Mount Etna.'® However influential
Epicharmus’ comedy may have been at Athens,'? the fragments as a whole
display a persistent parodic engagement with the authority of Homer,*®
and it is not improbable (to say no more) that Epicharmus preceded (and
presumably influenced) Euripides in the presentation of a version that
undercut Odysseus’ self-serving Homeric narration. Drinking and dining
are also the subjects of the very scanty fragments of Callias’ comic Cyclopes
(434 BC), again preserved largely in Athenaeus;*' there thus seems to
have been a particular and persistent mode in which comedy presented
the events of Odyssey g, and Euripides will have been the heir of this.
Perhaps the most important comic version of the events of Odyssey 9
to appear on the Athenian stage, and certainly the one from which the
most intriguing fragments survive, is the ‘O8uvcofis (literally, ‘Odysseuses’)
of Cratinus, perhaps roughly contemporary with Callias’ Cyclopes.** The
fragments reveal again the comic penchant for representing the events
of Odyssey g through the lens of contemporary sympotic performance,
but we now have the chance to identify specific elements of the travestied
Homeric model, and several of the fragments find striking analogies in
Cyclops. In one fragment (fr. 145), Tf viv 7k AaBov 1idn, kai Tolvopa
eUBUs épcoTa, ‘Here now, take this and drink it, and straightaway ask me my
name’, we see Odysseus forcing the Cyclops to follow the Homeric script;
in Homer, as in Euripides (wv. 548-9), the Cyclops, unprompted, asks
Odysseus his name. As in Euripides (cf. 141-gn.), however, Maron, the
Homeric priest of Apollo, is used as a metonymy for the wine itself, per-
haps by the Cyclops (fr. 146). In one fragment (fr. 147) the Cyclops asks

'7Cf., e.g., Mastromarco 1998: 34.

'8 Thucyd. 6.2.1 identifies the Cyclopes as early dwellers in a part of Sicily, cf. 20n.

'9 For a recent suggestive account cf. Willi 2015.

* Cf., e.g., Willi 2012b. On the language of Epicharmus and its relation to Hom-
er see also Cassio 2002, esp. 70-3.

' Cf. Imperio 1998: 204-17.

2 On Cratinus’ comedy see esp. Bakola 2010: 235—46; earlier bibliography is list-
ed in Kassel and Austin’s introductory note to the fragments in PCG. Kaibel 1895
has been particularly influential, but is now rather out of date.
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Odysseus where he saw ‘the man, the dear son of Laertes’; like Euripides’
Silenos, Cratinus’ Cyclops apparently knows the opening verse of the
Odyssey (cf. 104n.). We may speculate that this fragment derives from
a scene, not like those at the end of the Homeric episode and Cyclops,
where the now-blinded Cyclops learns Odysseus’ real name and is forced
to remember the long-buried prophecy of Telemos, but rather one in
which ‘No man’ claims to have seen Odysseus on his travels, just as the
Homeric hero tells Eumaeus and Penelope of his alleged sightings of
Odysseus. As in Euripides, the Homeric monster has also become some-
thing of a cook and gourmet (fr. 150), but what is very striking is that
the Cyclops speaks some verses at least in hexameters (fr. 150, perhaps
fr. 149) and with some decidedly epic phraseology (note the sarcastic
épinpas étalpous, fr. 150.1);?% Cratinus’ comic form thus allowed a greater
openness and flexibility than do the relatively strict scenic structures of
Euripidean drama. Another fragment, oi & dAuok&{ouow UTd Tais KAwiow,
‘and they seek to hide under the couches’ (fr. 148), suggests perhaps a
messenger-speech (by Odysseus?) telling of the Cyclops’ attack on some
of his comrades;?*¢ if so, then Odysseus’ speech at Cyclops 382—436 (cf. esp.
407-8) had at least one comic precedent, and it may be that the cave of
Cratinus’ Cyclops too had many more ‘mod cons’ than did his Homeric
predecessor.2s

Even more striking than these comic reworkings of Homeric scenes
seems to have been the opening of Cratinus’ play in which Odysseus and
his comrades, who probably formed the chorus,?® seem to have entered the
theatre in a boat, driven on to the Cyclops’ land by an approaching storm,
described in suitably Homeric terms (vépos obpdviov, fr. 143); whether
or not the storm itself was somehow represented, or merely described,
we cannot say, but this must have been a notable dramaturgical stroke.
It is tempting to think that there was some kind of visual echo of the

23 Cf. 3777-8n. on ¢frous étaipous.

*¢There is perhaps here a memory of Od. 9.457 (the Cyclops to his ram) eimeiv
OTTTIINL KETvos Eudy pévos NAaokalel.

5 Cf., e.g., Mastromarco 1998: 38-40. &Avoxdalew is another item from the Ho-
meric lexicon.

* The fact that in Cyclops Odysseus and his men enter immediately after the par-
odos reinforces our sense that the satyrs are here ‘out of place’, in a story to which
they do not belong and for which there was an obvious alternative chorus. In Hom-
er, Odysseus took 12 crew members with him (Od. g.1g95), and if he entered at Cycl.
96 with roughly that number, this too would suggest how they have been displaced
from their choral role, regardless of whether the satyr-chorus consisted of 12 or
15 choreuts, cf. below pp. 28-9. Cratinus’ chorus presumably numbered 24, as was
apparently normal for Old Comedy.
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ship-cart which was such a noteworthy feature of Dionysiac ritual.?” The
representation (however minimalist) of a Homeric storm must have been
a remarkable experiment in turning even the most apparently intracta-
ble elements of Homeric narrative into drama, and it was one which was
to have a rich Nachleben in ancient theatre (cf., e.g., Plautus, Rudens). In
Homer, Odysseus and his men are not driven by a storm to take shel-
ter on the Cyclops’ island; rather, they beach smoothly on nearby ‘Goat
Island’ without even noticing that they are approaching land (g.146-50).
In Cyclops Odysseus claims that he and his men were driven to the Cyclops’
island by storm-winds (&vépcwv 8UeAAar 109, cf. n. ad loc.), and although he
there clearly evokes the Homeric ‘bag of winds’, there is perhaps also a
memory of the motif of Cratinus’ comedy.

No doubt other plays too made use of scenes and motifs drawn from
Odyssey 9 and its dramatic progeny. If we only had a play-title and brief
plotsummary, we would, for example, never guess that Aristophanes’
Wasps contains a relatively extended reworking of the escape of Odysseus
and his men from the cave.?® Philocleon, desperate to escape from the
house despite the watchful eye of his son Bdelycleon, hides under a don-
key which he claims should be sold, and the scene in which he enters the
stage (w. 17g—96) replays the escape of Odysseus and his men, ‘No-man’
joke and all, in farcical mode; thus, for example, Bdelycleon’s concerned
query to the donkey, ‘Dear donkey, why are you weeping? Is it because you
will be sold today ...?" (vv. 179-81), picks up the Cyclops’ famous address
to his ram at Od. g.447-60, xpit wémov kTA. Of perhaps greater interest
with regard to Cyclops is the play with the language of food in w. 193-5 (‘a
belly-cut of well-aged juryman’); Philocleon presents his son as not merely
a cannibal Cyclops, but also (perhaps) as one with a refined interest in the
quality and nature of his meals.* It is tempting to think that we catch here
an echo of what seems to have been, well before the production of Wasps,
the standard presentation of the events of Odyssey g: the Cyclops as cook
and gourmet, an image which was to play an important role in Cyclops.

The story of the Cyclops was not the only one of Odysseus’ adven-
tures which was dramatised in all three dramatic forms, Sicilian comedy,
Athenian satyr-play and comedy; the hero’s encounter with Circe seems to
have been another such episode.3° The story of the Cyclops did, however,

*7 Wilamowitz 1920: 15 assumes that Dionysos’ ship was actually used (as perhaps
it was) for the entrance and exit of the chorus.

**To the standard commentaries add Davies 19go; for further parallels with
Wasps cf. 492-3n.

*9 Cf. Biles and Olson 2015 n. on w. 193-5.

% Aeschylus, Deinolochus (Epicharmus’ son, pupil or rival, according to vari-
ous testimonia), and the fourth-century comic poets Anaxilas and Ephippus, all
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also enjoy another, semi-dramatic existence in the world of lyric poetry
and performance at the end of the fifth century and the beginning of
the fourth.3' Timotheus of Miletus, perhaps the greatest exponent of the
so-called ‘New Music’, composed (and presumably performed) a ‘Cyclops’
nome (PMG 780-3), which seems to have involved not just narrative, but
also impersonated direct speech (PMG %781); Timotheus’ nome may have
been roughly contemporary with Euripides’ Cyclops. The only surviving
fragment of any length suggests that here again sympotic themes were
prominent:

Eyxeve 8’ &v pév démas kioowov pedaivas
oTayovos auppoTas appddt Bpualov,
gikoow B¢ pétp’ évéxeu’, avémoye

8’ aipa Bakyiou veoppuToiow

Saxpuoior Nupgav
Timotheus, PMG 780

He poured in a single ivy-wood cup brimming with the foam of
dark, ambrosial drops, and also poured twenty measures over it,
and mixed the blood of the Bacchic one with the newly shed tears
of the Nympbhs.

Whether this is a description of Odysseus mixing wine for the Cyclops or
of Maron’s habitual practice,3* it stays quite close to the Homeric text,
here transposed to the ‘dithyrambic’ idiom of contemporary lyric,3? and
perhaps suggests an audience (or at least part of one) who do know the
detail of Odyssey g well.

Of great interest also in the context of Cyclops is Cyclops or Galateia of
Philoxenus of Cythera, although this composition certainly postdated
Cyclops; this dithyramb, the narrative of which was set, like Cyclops, on
Sicily, became particularly famous for its presentation of the Cyclops’ love
for the nymph Galateia.34 To judge from a quasi-parody in Aristophanes’

wrote Circe dramas. It is instructive about our difficultes in this area that the one
fragment of Ephippus’ play (fr. 11), preserved in Athenaeus, concerns the ratio
of water to be mixed with the wine; it is easy enough to guess that Circe is here
entertaining Odysseus, but the fragment would be perfectly at home in a Cyclops
comedy.

» Foxy what follows cf. particularly Power 2013.

32 Cf. Hordern: 2002: 110; kicowov would seem to point to the Cyclops (cf. ggo—
1n.), but that is not a completely decisive indication.

33 Cf. Hunter 1983: 19-20, LeVen 2014: 160-78, esp. 176-8.

34 On Philoxenus’ dithyramb cf. 475n., 503-10n., Hunter 1999: 216-17, Power
2013: 250-6, LeVen 2014: 233—42.
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Wealth 290—301, in one part of the dithyramb Philoxenus represented the
Cyclops holding a modern kithara and imitating the sound of its strings
by the exclamation 8pettavedo. The parody in Wealth suggests a ‘bucolic’
song, as the Cyclops serenaded his flocks; there is no good reason to
think of any influence from the parodos of Cyclops in either Philoxenus or
Aristophanes,® but these songs might, conversely, point us towards some
of the lyric tradition which actually lies behind the Euripidean parodos.
It is very likely that Philoxenus’ dithyramb was an important influence
on fourth-century comedies by Antiphanes, Nicochares and Alexis con-
cerned with the love of the Cyclops for Galateia.

3 THE ODYSSEY AND THE CYCLOPS

Odysseus’ narration of his encounter with the Cyclops near the begin-
ning of the apologoi was in antiquity one of the most familiar episodes of
the Odyssey and it has remained to this day one of the episodes, perhaps
indeed the episode, which defines the epic and its hero ‘of much pfimis’. It
was, however, also one of Odysseus’ tales which, along with, for example,
the nekuia of Book 11, earned Odysseus a reputation as an archetypal liar
and boaster, an &\alwv.2® In On the Sublime Longinus characterises parts
of the Odyssey (and particularly Odysseus’ narrative to the Phaeacians)
as puBmdn kai &mota, ‘full of muthos and unbelievable’ (Subl. 9.13), and
Cyclops itself bears witness to this tradition when Odysseus describes the
events in the cave almost identically as o¥ mioT&, uibois €ikéT 008 Epyors
Bpotév (v. 376, cf. nn. ad loc.).8” Homer himself seems to anticipate
this negative reception for the apologoi when he has Alcinous declare to
Odysseus that the Phaeacians do not consider him a liar and a deceiver,
because of the manner of his telling:

ool 8’ #m pév popen) éméwv, Evi 8¢ ppéves éoBhai,

uBov &’ s 8T’ &o18ds EmioTapévws KaTéAsEas
Homer, Odyssey 11.367-8

There is a shapeliness in your words and excellent sense, and you
tell your story (muthos) with understanding, like a bard

% Cf., however, 475n. for a possible borrowing by Philoxenus from Cyclops.

® Cf. Montiglio 2011: 125. The ‘facts’ of the cannibalism and subsequent
blinding of the Cyclops were, however, usually exempted from this criticism, as
they are validated in the poem by the narrator and the gods.

37 At Tristia 1.5. 49—50 Ovid, echoing Od. 1.4, claims that his sufferings will not be
believed: multaque credibili tulimus maiora ratamque,/ quamuis acciderint, non habitura
fidem.
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For Alcinous, the way in which Odysseus tells his story guarantees the truth
of the extraordinary adventures he relates. Here, however, was the very
nub of the matter for the post-Homeric tradition: in Homer, Odysseus’
tale is indeed just that, a tale told in the first person (all other potential
witnesses are either dead or uncontactable), and it is Odysseus alone upon
whom we must rely for much of the detail of ‘what actually happened’.
Euripides’ Cyclops both bears witness to, and was very likely formative for,
an exegetical tradition which persistently wondered whether Odysseus was
telling the truth and how things might ‘really’ have happened, if we had
reports which did not emanate from the hero himself. Most of our evidence
for that tradition comes from much later in antiquity and the Byzantine
period - the Greek literature of the Roman empire, the scholia on Homer
and the Homeric commentaries of Eustathius — but Euripides’ satyr-drama
is itself in part a wry commentary on the events of Odyssey g, and one whose
spirit finds some of its closest parallels in that later tradition.

Despite Odysseus’ apparent admission that in not following the advice
of his comrades simply to rob the Cyclops’ cave and retreat to the boat he
had made a bad mistake (Od. 9.224—9), both ancient and modern audi-
ences have found it easy enough to identify aspects of Odysseus’ narration
in Odyssey g which seem designed to cast Odysseus in a good light and/
or at least stretch credulity. Odysseus reports, for example, that when his
comrades drew lots as to which of them would assist with the blinding, the
four were chosen by lot ‘whom I myself would have wanted to choose’ and
that he himself joined them as a fifth (vv. §31-5).3® The scene clearly led
to discussion in antiquity. The scholium on v. §31 reports criticism that
it was inappropriate to entrust such a matter to the chances of the lot, a
criticism apparently answered (the text of the scholium is lacunose) by
the observation that no one would in fact willingly undertake such a task.
Someone who did, however, do just that was Odysseus. The scholium on
V. $35 draws our attention to how Odysseus puts himself ‘in harm’s way’
‘without thinking (aUtopdTws) and without hesitation’; here, then, some
ancient readers did not fail to see the real ‘hero’ of this tale. In Cyclops, by
contrast, the satyrs make much of the question as to which of them will
handle the fiery torch together with Odysseus (vv. 4836, 630—45); here
there is no talk of the lot — it is just assumed that Odysseus will give the
command. In the end, of course, no satyr comes anywhere near the ‘seri-
ous action’, but it is at least worth asking whether Euripides’ employment

8 Plato seems to have fun with this scene at Rep. 10.620c3—d2: Odysseus in
the Underworld is allotted the very last choice of soul, finds that of a humble
&mpdypwy, and says that this is what he would have chosen, even if the lot had given
him first choice.
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of the motif implicitly recognises the improbability of Odysseus’ Homeric
narration that his comrades drew lots for this ‘privilege’ and that the lot
produced just the result that Odysseus would have chosen anyway. In his
discussion of the Homeric scene, Eustathius (below p.49) finds Odysseus’
account an excellent one - the lot was the only possible method, as a
choice imposed by Odysseus would have created resentment and division
among the comrades - but he also notes the operation of luck (edTuxés ...
eUTUXET), not just in how the lot turned out, but also in the fact that none
of the comrades chosen by lot were included in the Cyclops’ immediately
following meal (Hom. 1631.16—21). Behind Eustathius’ praise of the nar-
rative we sense that other reactions to Odysseus’ story were possible.

Eustathius sees the operation of chance elsewhere in the narrative also.
It was extraordinarily lucky for the Greeks that the Cyclops decided to bring
all the sheep, including the rams, into the cave on the fateful night, and
Odysseus’ explanation for this action, ‘he either had some foreboding, or
a god ordered him to do it’ (9.339), is in fact an expression of Odysseus’
wonderment at his own good fortune, for he was ‘amazingly fortunate’ in
being able to use the sheep to escape (8aupdoas T6 Tiis TUXNS ... EUTUXIOE ...
8eomréoov, Hom. 1691.49-52). Here, too, we sense that other inferences
from Odysseus’ narrative were both possible and had in fact been drawn;
Euripides, whose Cyclops inhabits a steading with rather different spatial
arrangements, does not need to draw attention to this particular detail,
though he does have fun with the Homeric motif of the sheep tied together
(cf. below pp. 14-15). Less striking from our point of view may be Eustathius’
subsequent observation that Odysseus was also lucky in that the drunken
Cyclops collapsed on his back (v. §71), thus making him an easy target for
the blinding, although drunks usually collapse face first (Hom. 1635.15—
18) .39 Even if Eustathius is here to some extent the victim of his own reading
of ancient texts, it is another example of an attitude to Odysseus’ narra-
tion which looks to the probability of its crucial moments; the defenders
of Odysseus’ truthfulness know that they had their work cut out, and the
operation of chance was an extremely useful explanatory resource.

If some aspects of the Homeric Odysseus’ narration have stretched the
credulity of many readers, ancient and modern, some other aspects of his
narration might seem to have been refashioned in the light of what he
claims actually happened, as some of the ‘ethnographical’ detail of the
early part of the tale evidently is (e.g., 9.106-15, 187—92).4°In w. 213-15,
for example, Odysseus says that he took with him a bag of supplies and a

39 Cf. Arist. frt. 666, 671 Gigon, Ath. 1.34a-b, 10.447a-b.
*(Cf,, e.g., de Jong 2001: 232, 237.
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large skin of Maron’s powerful wine, ‘as my manly heart suspected from
the first (a¥Tika) that it would encounter a man clothed in great might,
a wild man, who knew neither justice nor ordinances’. Odysseus’ alleged
foresight here is in fact only explicable in the light of how events actu-
ally unfold: the wine is needed to make the Cyclops drunk. The scholia
preserve traces of ancient readings which perhaps reflect some unease
at this narrative fissure: food and wine are, so we are told, the natural
things to take for dealings with ‘shepherds and uncivilised men’ (scho-
lia on Od. 9.195—6). Scholia often preserve readings which seek to find
familiar, ‘naturalistic’ explanations for epic behaviour, but here we may
sense a reading of ‘what really happened’ which seeks to make allow-
ance for Odysseus’ self-glorification. It is not that there is a deep factual
divide between the explanations of Odysseus and the scholia; rather, the
explanations of the latter draw our attention to the self-congratulatory
language in which Odysseus clothes his decisions.

In Cyclops Odysseus and his men come to the cave because they are
looking for fresh water and supplies, and the wine they bring with them
is intended as exchange goods (v. 139). The pattern may remind us of
very many narratives of colonisation and the confrontation with ‘other’
societies,' but it is also close enough to the explanations of the scholia to
make us wonder whether the difference from the Odyssey draws attention
precisely to the exaggerated expression of Odysseus’ alleged motivation.
‘What might really have happened between Odysseus and the Cyclops?’
is the question which Cyclops sets out to dramatise, and it can do this
with a generous dose of irony because we are no longer at the mercy of
Odysseus’ own narration. Much of the fun of Cyclops is that all the char-
acters, including even the Cyclops, know ‘the Homeric script’ and appar-
ently allude to it with great freedom, but just as important for the spirit
of the play is the (alternative) reality which it opposes to the Homeric
Odysseus’ narration.

Nowhere is this seen so clearly as in the passage which formally
comes closest to the Homeric first-person narration, namely Odysseus’
‘messenger-speech’ at Cyclops 382—436. In Homer, the Cyclops collapses
stretched out after his first meal of Odysseus’ companions, and Odysseus
claims that his first impulse was the heroic one:

4 The Greeks introduce wine to a land which did not know it before, just as
Europeans brought alcohol (and unknown diseases) to the ‘new worlds’ of the
Americas and Australia. There seems, however, little warrant for describing the
Odysseus of Cyclops as ‘the representative of imperialism’ (von Reden 1995: 141).

4 Cf. Kassel 1991: 191-8, Hunter 2009: 59-63, Laemmle 2013: 335-50, citing
earlier bibliography.
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TOV pév éyc PouAeuca kaTd peyalfiTopa Buudy

&ooov iwv, §ipos 66U Epuco&uevos TTapd unpod, 300
oUTdpevan Tpods oTiifos, dth ppéves Arap Exouot,

xeip’ émpaoodpevos: ETepos B¢ pe Bupds Epukev.

aUToU ydp Ke kai &upes ATwASued’ aiiv AeBpov-

oU ydp kev SuvdpesBa Bupdwv UynAdewv

xepoiv arwoactan Albov 8Ppipov, dv Tpootdnkev. 305

s TOTe piv oTevdyovTes éueivapey "Hd diav.
Homer, Odyssey 9.299-306

In my greatness of spirit I planned to draw my sharp sword from
my side, and coming close to him to stab him in the chest, feeling
with my hand for where the midriff conceals the liver. A second
thought however held me back, for we too would have perished
in certain death there and then; we would not have been able
to use our hands to heave back the huge stone from the lofty
entrance where he had placed it. Thus at that time we lamented
and waited for glorious dawn.

On the following day, after two more of his comrades have been devoured,
Odysseus hatches his plan (BouAn, 9.318) to make the Cyclops drunk and
to blind him. The scholia comment on how the narration foregrounds the
hero’s peyatoyuyxia and edtoApia (scholia on Od. 9.317, 345). In Cyclops,
however, things are somewhat different. In the first place, there is no
great door-stone to prevent Odysseus and his men escaping; Odysseus can
apparently come and go more or less as he pleases.# It is often thought
that this difference from Homer, together with the apparent awkward-
ness it necessitates (‘Why don’t the Greeks and the satyrs just escape?’),
was imposed upon Euripides by the practicalities of drama; there may be
some truth in this, but if so, Euripides has made a positive virtue out of
the necessity.# The absence of the door-stone allows several aspects of the
Homeric narration to be called into question; one result is that there is no

43 The Homeric scholia are interested in how the doorstone operates in the nar-
rative: the Cyclops does not normally close his cave during the day because he
knows that no other Cyclops is going to steal from him, and this is a sign of the
Swkaioouvn of Cyclopean society (schol. on g. 225). The scholia on v. 240 apparent-
ly reflect an objection to Homer’s narrative: why does the Cyclops leave the cave
open when it is empty, but closes the door when he is inside (i.e. at night)? One
answer seems to reflect Odysseus’ narrative — to keep the Greeks trapped — and
another the ‘normal’ Cyclopean situation - to keep the rams from coming in to
get at the ewes.

#The play in fact leaves unclear what has prevented the satyrs from escaping
before now; perhaps our familiarity with the motif of ‘satyrs in servitude’ (cf,, e.g.,
Seaford 1984: 336, Laemmle 2013: 436) distracts us from asking this question.
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equivalent in Cyclops for the heroic impulse of Od. 9.299—306, an impulse
for which of course the Homeric Odysseus is the sole witness. In Cyclops
Odysseus, as in Homer (Od. 9.345-6), does claim that he stood closer to
the Cyclops than did his terrified companions, but his actions seem any-
thing but ‘heroic’:

gy 8’ 6 TAfjuwY 8&kpu’ &’ dPBaAuGY Yéwv
expTTOPNY KUkAwm k&diraxkdvouy.
Euripides, Cyclops 405—6

There had not been a word of such demeaning ‘service’ in Homer,
although it is true that the Euripidean monster has a much greater need
of a sous-chef than does his Homeric counterpart, for whom cooking plays
no part in his dining practices. In Cyclops the idea of getting the Cyclops
drunk comes to Odysseus as 11 8¢iov, ‘a god-sent impulse’ (411), whereas
in Homer it is said to be the result of the hero’s plotting for revenge (Od.
9.316). Odysseus’ plan is still of course a cunning one (cf. 449, 476), but
the drama gives far less prominence to the hero’s pfjtis than does the hero
himself in Homer, in part because the characters and the audience know
(roughly) what is going to happen.

Perhaps no part of the Homeric Cyclops-episode was as familiar in
antiquity as the escape from the cave clinging to the bellies of sheep which
had been strapped together. This was very much Odysseus’ planning:

115e 8¢ por kata Bupodv &pioTn eaiveto Pouln:

&poeves Bies ioav EUTpepées daoUpaliol, 425
kool Te peydhor Te, iodveis elpos Exoves:

TNis &kéwv guvéepyov EUOTPEPEETTl AUyoloTl,

Tijis #m KUkAwy e0de méAwp, dBepioTia €153,

oUVTPEIS aivUpEvos: O pév év péowt Avdpa PEPETKE,

TR & éTépw éxdTepBey TNy oovTes éTalpous.
Homer, Odyssey 9.424-30

To my spirit the best plan seemed as follows. There were some
rams there, sturdy, thick-fleeced animals, handsome and large,
with dark wool; in silence I began to tie them together with the
plaited withies on which the monstrous and lawless Cyclops used
to sleep. I bound them in threes, so that the one in the middle
would carry a man, whereas the two on either side would keep my
comrades safe.

No such subterfuge is necessary in Cyclops, but Euripides nevertheless
finds a pointed re-use for this Homeric scene. When Silenos re-emerges
from the cave with the sheep and cheese which he is going to exchange
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for Odysseus’ wine, the sheep are ‘bound together’ just as in Homer. In
case we miss the point, the Cyclops is made to remark on it when he
appears:

Spd yé To1 ToUod’ &pvas € GvTpwv Eudv
OTPETTAIS AUYOI01 COUA CUUTTETTAEYHEVOUS
Euripides, Cyclops 224-5

There is humorous irony in the fact that it is the Cyclops who echoes the
words of the scheming Odysseus in Homer, but the re-use of the motif
again suggests that perhaps not everything ‘really happened’ as Odysseus
reports in Odyssey g (cf. 225n.). The Cyclops’ sheep - or, at least, his lambs -
were indeed tied together, but just to make their transport to the ships
easier, not as part of a fantastical escape-plot. Once again, there is a sug-
gestion that Homer’s Odysseus is somewhat cavalier in his handling of
the truth.

Cyclops also exploits the apparent loose ends in the Homeric episode.
In introducing the Cyclopes, the Homeric Odysseus had stressed their
solitariness and lack of community:

Toiow &’ oUT’ &yopai PouAnedpor oUTe BépioTes,
&\’ of Y’ UynA&dv dpéwv vaiouot k&pnva
v oTréect yAagupoial, BepioTelel d¢ ExaoTos
Taidwv 718’ dAdYwv, oUd’ dAMAwY dAéyouot.
Homer, Odyssey 9.112-15

They have no gatherings which make plans nor ordinances, but
they dwell on the peaks of lofty mountains in hollow caves; each
man governs his children and wife, and they give no thought to
each other.

Itis at least somewhat surprising, then, that immediately after the blinding
the Cyclops shouts loudly for his fellow-Cyclopes who instantly come to his
aid in the belief that he is being robbed or attacked (Od. 9.399—406);
even more surprising might be the fact that, when he answers their que-
ries, the Cyclops addresses them with & ¢idor (v. 408). Apart from the
play with pijTis, Odysseus’ feigned name OUTis only makes sense in fact in
anticipation precisely of such a scene in which the other Cyclopes come
to Polyphemos’ aid. In Cyclops Silenos paints a picture of Cyclops-society
which is, in this respect, not very different from the Homeric Odysseus’
account:

03. Tives &’ Exouo yaiav; Ty Bnpddv yévos;
21 Kukwes, &vtp’ ExovTes, ob oTéyas Sduwv.
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05. Tivos KAUovTES; 7| SedfjueuTan kp&TOS;
J1. Movades-45 dkousl 8’ oUdtv oUbels oUdevis.
Euripides, Cyclops 117-20

It is not strictly inconsistent with this picture that the first thing that the
drunken Polyphemos wants to do is to go on a komos ‘to his brother-
Cyclopes’ (445—6) and that he wants to share the wine so as to be ‘more
useful to his philo? (533, cf. 532—-3n.), but the Cyclops’ surprisingly
communal instincts once again call attention to implausibilities in the
Homeric narrative. Nothing in fact is more implausible than the conver-
sation which the Homeric Cyclops holds (through the closed cave-door)
with the colleagues who have come to help him:

Tous 8’ aUT’ ¢§ &vTpou Tpooéen kpaTepds MoAuenuos:

“& gitot, OUtis pe kTelver 56Awr 0UBE Pingv.”

oi &’ &maueiPduevor Emea TEPdEVT’ &y dpeuov:

“ei pév B7 p1 Tis ot Pir&leTon olov édvTa, 410
voUodv y’ ol Trws éoTi A1ds peydiou dAéacda,

&M\& o Y’ ebxeo Tratpi Mooeaid&wwt &vakTti.”
Homer, Odyssey 9.407-124

Mighty Polyphemos addressed them from within the cave: ‘My
friends, No-one is killing me through guile, not through force.’
They answered him with winged words: ‘If then no one is doing
you violence and you are alone, there is no way to escape an illness
of great Zeus; you must pray to your father, Lord Poseidon’.

Euripides both avoids and points to this implausibility by putting his ver-
sion of this exchange at the end of the play, where the chorus, who are
in on the scheme, take the role of the Homeric Cyclopes (wv. 672-5); the
only one who is fooled is the Cyclops himself. The OUtis-scheme is there-
fore much less important in Cyclops than in Homer - it is almost included
just because any version of the Cyclops-story would have to have it; this
is in keeping with the general tendency of the drama to downplay the
planning and stratagems which dominate the Homeric narrative.4? Wine
is all you need.

45 For povades rather than the transmitted voudades cf. 120n.

4 The scholia on g.410 observe that the Cyclops does well (gixéTws) not to an-
swer his fellow-Cyclopes, as he would have had to point out that OUmis was in fact
the name of the man who had attacked him.

47(f., e.g., Konstan 1ggo: 222.
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Cyclops offers a recasting of the Homeric story which amounts in fact
to an interpretation, a ‘critical reading’, of it. The complete absence of
wine from Cyclops-society, a striking difference from Odyssey 9, means
that its introduction and destructive effect upon the Cyclops become,
more sharply, another variation on the very familiar narrative and dra-
matic theme of the introduction of Dionysos’ rites to a land or city which
did not practise them before.# The theme is most familiar to us from
Euripides’ Bacchae, but many versions survive; the narrative structure is
already present in the Homeric Hymn to Dionysos and in Dionysos’ earliest
appearance in extant Greek literature, the story of Lycurgus’ opposition
to the god at Iliad 6.130-40.4° As the Homeric Hymn makes clear, the theme
is intimately linked to the persistent idea of Dionysos as a latecomer, a god
who intrudes into a world where a divine pantheon is already established.
If satyr-drama restores a proper place for the god in the dramatic perfor-
mances over which he presides,s® Cyclops also puts the god back into the
Homeric story where his wine apparently had had pride of place, but even
that had been associated with Apollo, rather than Dionysos (Od. 9.196—
201, cf. 141-gn.). Some later readers of Homer found this fact puzzling
(cf. scholia on Od. 9.198). Whether or not this puzzlement had already
been expressed in Euripides’ day we do not know, but the very small place
given to Dionysos in the Homeric poems has been a subject of consider-
able interest to modern scholarship.5' Cyclops shows that the god in whose
honour the drama is performed played in fact a central (if unacknowl-
edged) role in one of Homer’s most famous stories.

The relationship between ‘ordinary’ sympotic pleasures of wine-
drinking and the ecstatic, maenadic worship of the god is central to any
consideration of the place of Dionysos in Greek culture; it occupies,
for example, an important place in Euripides’ Bacchae (e.g. w. 375-85,
769-74). If the satyrs carry with them a (slightly faded) resonance of
the Dionysiac komos and of ecstatic worship in the mountains (cf. §8-40,
68-72), it is the pleasures of the symposium which are the form of
‘Dionysiac rite’ which takes centre-stage in Cyclops.>* The emphasis upon
wine as itself ‘the god’ (521-7) and upon the need for the Cyclops to
learn how to conduct the god’s rites, i.e. the symposium, makes clear

4 Cf. esp. Rossi 1971a, Hunter 200q: 65—7, below p. 45.

49 ]t is striking that Zeus first punished Lycurgus with blindness (/.. 6.139), as the
Cyclops is to be punished.

52 Cf. below p. 26.

5 The name of Dionysos makes just five appearances (in four passages) in Hom-
er: Il 6.132-7, 14.325, Od. 11.325, 24.74; for discussion cf. Privitera 1970, Burkert
1985: 162-3, Seaford 1993: 142-6, Davies 2000, Schlesier 2011a.

52 For sympotic scenes in comedy cf. Bowie 1997.
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that it is indeed the ‘worship’ of the god which is being introduced to
the land of the Cyclops. The sad presence of satyrs in a land without wine
and dancing (123—4) is a visual symbol of what this land needs; in Cyclops,
no less than in Bacchae, Dionysos will become upavts Saipwv (Ba. 22)
through the introduction of his rites. Just as Pentheus in Bacchae must be
educated in the god’s rites and become a perverted imitation of a mae-
nad as part of the god’s plan to make him the vehicle through which the
god demonstrates his power, so the Cyclops is taught some of the prac-
tices of the symposium, but he is made by Odysseus and Silenos to deny
its true, communal essence by drinking alone;58 that misuse is to prove
his undoing, as he becomes another in the long line of 8eéuayo1 whose
opposition to the god brings disastrous results. His apparent knowledge
of Dionysiac cult and terminology at Cyclops 204-5 (and cf. 445-6), a
knowledge perhaps gleaned from the captive satyrs, might seem to sit
strangely with the ignorance of 521—9, but this brings the narrative pat-
tern of the play into sharp relief: Odysseus and Silenos put his opposition
to Dionysos on display and he is punished in a way singularly appropriate
to that god. As for the satyrs, the familiar motif of their joyless servitude
and ultimate liberation54 here reinforces this pattern of the introduction
of Dionysos: at the end of the play they escape to serve him as he wishes
to be served.

At the level of verbal detail, Euripides echoes Homeric terminology
and verses, and not just those of Odyssey 9, throughout Cyclops.55 The
Homeric flavour of the language reinforces the sense that we are watch-
ing events which are very familiar to us; in particular, the Cyclops’ grue-
some meals and his subsequent blinding call forth close reworkings of
the Homeric model.’® Far from seeking to conceal the Homeric nar-
rative which underlies his drama, Euripides revels in the knowledge
shared by characters and audience of that model.5? When Silenos teases
Odysseus upon learning of his identity with an echo of the opening word
of the Odyssey (104n.), he plays in part the role of a ‘typical’ (Athenian)
spectator, who knows not only the Odyssey but also Odysseus’ subsequent,
and less glorious, portrayals on the Attic stage. Silenos’ perspective here

58 Cf. Seaford 1981: 272—4, Voelke 2001: 201-2, Hunter 2006: 76.

54 Cf. above 13 n. 44.

55 The commentary records all significant instances; cf. also Wetzel 1965. One
notable feature of the ‘Homeric texture’ of Cyclops is the number of words found
in the play which occur only once in Homer (so-called ‘Homeric hapax legomena’),
cf. Laemmle 2013: 6g—70 (with earlier literature); here Cyclops anticipates another
way in which later Greek poetry engaged with Homer.

6 Cf., e.g., 410, 456, 460—4 nn.

57For Cyclops as ‘palimpsestic’ drama cf., e.g., Napolitano 2005.
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in some way resembles that of Dionysos during the tragic contest in
Aristophanes’ Frogs.5® Silenos had already ‘announced’ his familiarity
with the Homeric text in the prologue, when he follows his risibly ficti-
tious account of his ‘heroic’ exploits in the Gigantomachy (5—g) with a
tale of how the satyrs reached Sicily, which appropriates (and flagrantly
predates) Odysseus’ own account of his return in Odyssey g (cf. 18n.).
Old Silenos is here the repository not just of dramatic memory (cf.
1-10n., 38—gn.) but also of its epic forebear.

The existence of a Homeric ‘script’ allows foreknowledge of dramatic
events. Thus, for example, when the time for action arrives, Odysseus
knows what will happen:

08. &ye d1, Aiovioou Traides, eUyevi] Tékva,
gvdov pév avip: T 8’ UTrvwt Trapeipévos
Tay’ £§ dvandols p&puyos dbfoer kpéa.
Euripides, Cyclops 590-2

He knows that this will happen because it happened in Homer (Od. 9.371—
4). The most remarkable example of such foreknowledge is Odysseus’
simile to describe his future blinding of the Cyclops (460-4) which offers
a close rewriting, with significant variations,’ of the famous ship-build-
ing simile with which the Homeric Odysseus recalls how he blinded the
Cyclops in the past (Od. 9.383—90). Odysseus will follow the Homeric
script, but if he can imagine this as future action, is there also a suggestion
that in Odyssey g it was just as imaginary? The Homeric Odysseus is never
more like a bard than in the two successive similes with which he describes
the Cyclops’ blinding (Od. 9.384-6, 391-3). Similes do not merely make
actions more vivid and imaginable (through évépyeia), they (perhaps para-
doxically) carry conviction and have m8avév T, as a Greek critic might
say, or are an ‘effect of the real’, in more modern terms; if something can
be elaborately described in such a way, it must have happened.® To use
this mode to describe something which has not yet happened inverts the
poetic mode; when there is also a famous model-simile lying behind it,
the self-consciousness of this trope is very strongly marked. In Cyclops in
fact the Cyclops is blinded offstage and we are none the wiser as to what
has actually happened; perhaps the satyrs’ Orphic spell (646-8) really did
make the stake act on its own.

58 Silenos resembles the Aristophanic Dionysos in other ways, too: deceitfulness
(262—-9), cowardice (cf. also Soph. Ichn. 205—g) and a certain buffoonishness also
fit the comic god.

59 Cf. 460—4n. 6 Cf. further Hunter 2006: chapter 3.
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If play with the Homeric script is one way in which temporal levels
become blurred in the course of Cyclops, so also is the strong admixture
of elements which clearly look to post-Homeric cultural phenomena.
Odysseus borrows from a rhetoric born of the Persian Wars to seek to per-
suade the Cyclops that the Trojan War was worth fighting (cf. 2go-1n.),
and many of the audience will have realised the ‘chronological impossi-
bility’ of a Cyclops trained to sing in the language and metre of Anacreon
(cf. 484-518n.). Some of those elements involve what comes close to a
kind of Euripidean self-parody, which exploits the audience’s knowledge
of themes of Euripidean drama. When the satyrs ask Odysseus whether the
Greek leaders took it in turns to ‘bang’ Helen and abuse her as a traitor, the
audience will recognise a satyric version of themes familiar in the mouth of
Euripidean characters (cf. 181-6n.); Euripides may even exploit his comic
persona as a misogynist (cf. 186—7n.). Such themes belong not just to a
world ‘after Homer’ (irrespective of how the cyclic epic poems which told
of the fall of Troy were viewed), but are also familiar as ‘epic themes’ treated
in a ‘contemporary’ manner. The dramatisation of an entire episode from
the Homeric poems — of which Cyclops is the only certain Euripidean exam-
ple® — is a particularly marked way of exposing the relationship between
epic and drama and between Homer and the tragic poets. We are made to
see the analogy between the relationship of Cyclops to that of Odyssey g and
of Euripides to Homer; Euripides invests both with a wry humour.

Nowhere is the mixing of temporal levels and the rewriting of Homer
in a more contemporary mode clearer than in the depiction of the
Cyclops. Euripides’ Cyclops is not only something of a ‘foodie’ (cf., e.g.,
218, 2446, 403—4), with an interest in cooking appropriate to his Sicilian
homeland, but his view of his position in the world, expressed in answer
to Odysseus’ pleas (316—47), draws, as has long been recognised, not just
on contemporary ideas and stage-representations of tyrants, but also on
arguments against convention most familiar to us from Plato’s later repre-
sentation of figures such as Callicles in the Gorgias.*® The speech has also
more than a little in common with the famous (and roughly contempo-
rary) speech of Sisyphos, very probably from a satyr-play, about human
progress and the invention of gods as a weapon of social control (7rGF
43 F 19); Sisyphos, however, was notoriously clever (cf. 104n.), whereas

& Cf., e.g., Radt 1982: 197-8; the extant Rhesos is here regarded as the fourth-
century work of an unknown dramatist. It is very unfortunate that we are in no
position to compare Euripides’ adaptation of the Cyclops-story with, say, one of the
Circedramas (above p. 77) or the Proteus of Aeschylus, the satyr-play of the Oresteia,
if indeed that play dealt with the Homeric version of the return of Menelaos, cf.
Griffith 2015: 57-70.

62 Cf. 338—9gn., Konstan 1ggo: 215, Hunter 2009: 67-71.
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the Homeric Cyclops, at least, was no intellectual. In broad terms, the
Euripidean speech may be seen as a Cyclopean version, typically self-
centred in its orientation, of fifth-century accounts of the development of
human civilisation and of cultural progress, such as those of Prometheus
in the Aeschylean Prometheus Bound (vv. 442-71) and of Theseus in
Euripides, Supplices 195—218; in the Cyclops’ own eye, there is no develop-
ment and no divine assistance, merely a perpetual order of things in which
he has all he will ever need. The Cyclops preaches selfsufficiency based
on wealth (315-17%) and the exploitation of inevitable, natural processes,
such as the fact that ‘grass grows’ (332-3); this self-sufficiency permits
scorn for the gods and for human vépor (338-9) as unnecessary com-
plications and restraints upon the indulgence of desires by ‘the strong-
est’. This speech not only allows the Cyclops to mouth some very modern
sentiments, but also wryly draws out how close those sentiments can be
made to seem to Homer’s picture of the monster. In Homer, the Cyclops
is governed (so he claims) solely by his bodily desires and his 8upés (Od.
9.278), and it is this which allows him to ignore Zeus and the conven-
tional protection which the god is said to offer to suppliants. By ‘translat-
ing’ this Homeric picture into a more modern and sophisticated idiom,
Euripides anticipates later allegorical readings of the Cyclops-episode as
a clash between reason and the appetites and/or passions;®® whether or
not Cyclops also reflects late fifth-century discussion and interpretation of
the Homeric Cyclops-episode our evidence does not allow us to say, but it
hardly seems unlikely.

4 CYCLOPS AND SATYR-PLAY

Cyclops is the only satyr-play which survives in full; papyri have, however,
yielded significant fragments of satyr-dramas of Aeschylus (Diktyoulkot,
Theoroi) and Sophocles (Inachos and, above all, Ichneutai), and we are able
to grasp something of the range and possibilities of the genre, even if its
detailed history inevitably remains beyond our grasp.

Part at least of ancient tradition regarded Aeschylus as the finest com-
poser of satyr-dramas, along with the alleged ‘first inventor’ of the genre,
Pratinas of Phleious (near Corinth) and his son Aristias (cf. Paus. 2.13.6
= Aesch. T 125b); these names push the alleged heyday of satyr-drama
back to the very beginning of the fifth or even to the late sixth century:
whatever the date of Cyclops (below pp. 39—48), satyr-drama had a very

% Cf., e.g., Hunter 2009: 53-4, citing ‘Heraclitus’, Hom. Probl. 70 and Eustathius
Hom. 1622.56-64.
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long history (and presumably evolution) before this play was produced.
When, sometime near the middle of the fifth century, dramatic contests
were introduced at the Lenaian festival in Athens (held in mid-winter),
there was no room found for satyr-drama; this may be a sign that it was
already then recognised as a survival from an earlier set of circumstances.
However that may be, the origin of the form presumably lay in the second
half of the sixth century, but beyond that all is very largely speculation. No
ancient text has given rise to more of that speculation in this context than
Aristotle’s laconic statements about the early history of tragedy:

Aeschylus innovated by raising the number of actors from one to
two, reduced the choral parts and made speech play the leading
role. Three actors and scene-painting came with Sophocles. A fur-
ther factor was grandeur (uéye8os): after a period of slight plots and
laughable diction, owing to a development from a satyric ethos
(1& 16 ¢k caTupkolU peTaPodeiv), it was at a late stage that tragedy
acquired dignity, and its metre became the iambic trimeter instead
of the trochaic tetrameter. To begin with they used the tetrameter
because the poetry was satyric and more associated with dancing
(81& 16 gaTupikyy Kai dpxnoTIKWTEpa elven THY Toinov), but when spo-
ken dialogue was introduced, tragedy’s own nature discovered the
appropriate metre.
Aristotle, Poetics 1449a16-24 (trans. S. Halliwell, adapted)

Although there is no other mention of satyr-drama in the Poetics, Aristotle’s
two uses of oaTupikds are most naturally taken to mean ‘in the manner of
satyr-play’, which Aristotle perhaps connected with the dithyrambic per-
formances to which he traced the origin of tragedy (1449a10). It is signifi-
cant that Aristotle states that ‘something satyric’ was present at the earliest
days of tragedy and then was gradually left behind, for ancient theorising
(in the wake of Aristotle) about the history of the dramatic genres seems
to have seen in satyr-drama a way of keeping ‘something about Dionysos’
in the tragic festivals:

Originally when writing in honour of Dionysos they competed with
pieces which were called satyric (catupik&). Later they changed to
the writing of tragedies and gradually turned to plots and stories
(uUBo1 kai ioTopiar) and no longer made mention of Dionysos. This is
the origin of the saying ‘Nothing to do with Dionysos’. Chamaileon
writes similarly in his work On Thespis.

Suda o 806 = Chamaileon fr. 38 W2 (trans. Pickard-Cambridge, adapted)®

% Cf. Pickard-Cambridge 1962: 124-6.
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‘Nothing to do with Dionysos’. When, the choruses being accus-
tomed from the beginning to sing the dithyramb to Dionysos, later
the poets abandoned this custom and began to write Ajaxes and
Centaurs. Therefore the spectators said in mockery, ‘Nothing to do
with Dionysos’. For this reason they decided later to introduce satyr-
plays (oi c&tupor) as a prelude (wpoeicdyew),® in order that they
might not seem to be forgetting the god.
Zenobius 5.40 (trans. Pickard-Cambridge)

Whatever credit one might wish to give Chamaileon, a pupil of Aristotle,
and the other sources which lie behind these notices about early dithy-
ramb and drama, at least one important ‘fact’ about satyr-drama emerges
from them. Satyrs of the classical period are Dionysiac creatures — they
appear in the god’s retinue, the Dionysiac thiasos (cf. Cycl. 39—40),
throughout classical literature and art — and as long as the satyric chorus
performs at the City Dionysia, then the god will always have a very explicit
place in performed drama, and one which was both fixed in its regularity
and formed the culmination of each tragic offering.% It is, however, a pre-
carious place, one that draws attention both to the god and to the god’s
absence, and that paradox goes, as we shall see, to the heart of satyr-play.®’

The defining generic characteristic of satyr-play is the chorus of
eponymous satyrs, oi cdtupo,®® the equine but largely anthropomor-
phic creatures, at home in the wilds of nature and ever in pursuit of
wine and nymphs. This dramatic chorus presumably grew out of earlier

% This may refer to the later practice, attested for the Great Dionysia at least for
342/1, of producing a single satyr-play ‘out of competition’ before the tragedies
(cf. below p. 24), but the matter is disputed, cf., e.g., Sansone 2015: 10-11.

% Cf., e.g., Easterling 19977b: 38; for satyr-drama in the fourth place cf. below n.
7o0.
67 What follows derives in part from Laemmle 2019a. When Eur.’s son presented
Iphigeneia at Aulis, Alkmaion and Bacchae at the City Dionysia after his father’s death
(cf. above p. 1), there was no satyr-play; very many reasons could be offered for
this, but it is at least worth noting that after a performance of Bacchae there was
no need to seek to re-introduce Dionysos to his own festival through satyr-play, cf.
Laemmle 2013: g50. For the similarities of Bacchae and Cyclops cf. below p. 46.

% oi g&Tupor is also the best-attested name for the genre: the title of the only
known ancient monograph on satyr-play, by Chamaileon, was TMepi satipwv (fr. 37
Wz2). Cf. further Ar. Thesm. 157, Diog. Laert. 2.133, 140, 9.110, Laemmle 2013:
20 n. 3. It is generally accepted that, by the classical period at least, there was no
clear distinction between cé&tupor and oiAnvoi; the former word seems to derive
originally from the Doric Peloponnese, the latter from Attica. For Silenos, the ‘fa-
ther’ of the satyrs, see below p. 33. Satyrs do sometimes seem to have formed the
chorus of comedy, most famously for us in Cratinus’ Dionysalexandros, which must
have allowed for much ‘cross-generic play’, cf. Bakola 2010: 82-11%, Storey 2005,
Laemmle 2013: 44-6.
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semi-dramatic performances in which men dressed as satyrs, but whatever
the origins of the form, it seems that, with some exceptions,® throughout
the fifth century at least, each of the three tragedians who were granted
a chorus competed at the Great Dionysia with three tragedies and a (rel-
atively short) satyr-drama.”” Whereas for Aeschylus the production of
tetralogies on the same story (e.g. the Oresteia) was very common, though
not by any means a fixed rule, this does not seem to have been the case
for Sophocles and Euripides, just as they did not regularly present three
tragedies from the same myth. We may suspect that satyr-plays sometimes
picked up themes and dramatic patterns, even perhaps individual words,
from the tragedies with which they were presented, even when the plots
had nothing to do with each other,” but our evidence is simply not suffi-
cient to allow any clear picture to emerge. What is clear, however, is that
the permanent identity of the chorus, presenting itself as both a single
entity and a collective,’ marks a crucial difference of satyr-play from both
tragedy and comedy; in the other two dramatic genres the chorus repre-
sents groups relevant to the story being performed: elders of Argos, the
Danaids, captive Trojan women, birds, clouds, Odysseus’ comrades,’
women celebrating the Thesmophoria, etc. The contrasting perma-
nent identity of the satyric chorus marks the shared ground between all

% Cf. above pp. 2-3 on the Alcestis.

7 The hard evidence that the satyr-play was always performed in fourth position
is in fact very thin, and Sansone 2015 argues for a radical revision of the received
wisdom; there are, however, no compelling reasons (beyond normal caution) to
adopt Sansone’s scepticism. The fact that, in the connected tetralogies of which
we know, the satyr-play often dealt with events which were chronologically prior
to those of the tragedies is certainly open to other explanations, cf. Coo 2019.
Although the case cannot carry probative weight, the fact that Alcibiades’ ‘satyric
and silenic drama’ in Pl. Symp. (222bg-4) comes last of the speeches and offers a
very different tone from the speeches which have preceded carries at least a very
powerful suggestive force; with Alcibiades, Dionysos, who had earlier been margin-
alised from the symposium over which he is supposed to reign (176bi-e10), re-
turns with unmissable force, just as satyr-drama seems to have restored the god to
his rightful place after tragedies supposedly performed in his honour, but which
were, if not ‘nothing to do with Dionysos’, at least not obviously dramatisations of
Dionysiac myth. So, too, Dionysos only explicitly enters Xenophon’s Symposium
at the very end (with the Ariadne-mime). Austin and Olson 2004: Ixiv suggest
that the final scene of escape from the Scythian archer in Ar. Thesm. ‘could ... be
read as the satyr play that rounds out the set of three explicit tragic parodies that
precede it’, cf. below pp. 40-1.

7 Cf. below pp. 43-4 on possible evocations of the Hypsipyle in the opening of
Cycl.

72 Cf. 187n. One marker of this doubleness is the rapid alternation of singular
and plural verbs with reference to the chorus, cf. 212-13, 427-8, 465, 643—4.

3 Cf. above pp. 5—7 on Cratinus’ Odysseis.
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satyr-plays, which constitute a series to which every tragedian contributes:
every single satyr-play offers a new adventure of the Dionysiac thiasos in a
chain which never seems to end. Just as Silenos at the beginning of Cyclops
links and contrasts the present plight of the satyrs with their past adven-
tures and service to the god, so at the very end the chorus escape to con-
tinue that service, i.e. to reappear as the satyr-chorus in the next satyr-play.

In Cyclops the chorus are cut off both from their god and his wine, at
least until Odysseus arrives; their servitude to the Cyclops forbids normal
Dionysiac activity. This was in fact a standard scenario of satyr-play, which
never quite offers the Dionysiac revelry and merriment associated with
the god’s thiasos. The satyrs of the Athenian stage are adventurous wayfar-
ers, hapless castaways, captives, or disloyal deserters; they are separated
from (or even abandon) their god, but they are never quite without him.
Dionysos’ presence looms large in the plots of satyr-play, as both prom-
ise and threat, but it is never fully realised. That the god for whom the
satyrs long is both present and absent seems to have been a recurrent,
almost a defining, idea of the genre. As such, satyr-play seems to capture
and indeed dramatise the ambivalence about the god’s presence which
accounts of the genre’s early history seem to be designed to explain (cf.
above pp. 22-3). The story of Odysseus and the Cyclops fits this model
perfectly: already in Homer, wine was central to the story of Odyssey g, but
Dionysos himself was nowhere to be seen.7

The satyrs of Greek myth and iconography sing and dance in the
mountains and the countryside, surrounded by wild animals and plants;
they drink wine, wear fawnskins and are crowned with ivy; in their hands,
they carry the thyrsos or musical instruments; they chase nymphs, dance
with them, and praise their god, Dionysos. In satyr-play, as far as we can
tell, they do not. Their ‘normal condition’, this happy rustic, Dionysiac
freedom, is constantly evoked in the plays, but it is invariably addressed
as a problem. What satyrs normally do (or what they should be doing)
is in satyr-play impossible, endangered, or forbidden; they still perform
vigorous, mimetic dances (cf. g7n.), rush around individually or in small
groups suggestive of ‘freedom’, and can never keep quiet or still, but even
this nervous energy is always short-lived and repressed — it is a pale shadow
of ‘the real thing’ and seen to be that. Instead of their accustomed pur-
suits, the satyrs of the Attic stage are standardly compelled to adopt ‘new
roles’, often under the sway of a master other than Dionysos, and in myth-
ological settings to which satyrs do not traditionally belong: the satyrs may
become athletes, bridegrooms, labourers of various kinds (particularly

74 Cf. above p. 17.
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painful for these workshy creatures), or fishermen,’s but they are rarely
successful in these new activities. The shepherd-satyrs of Cyclops conform
to this standard pattern very well.

This repeated plot of satyr-drama must be seen within the context of
a structural pattern that underlies the most prominent Dionysiac myths.
From the myth of Lycurgus, which is present already in the Ifiad (6.130-
40), to the establishment of the god’s cult in Thebes against the resistance
of Pentheus dramatised in Euripides’ Bacchae, Dionysiac mythology is dom-
inated by ‘myths of resistance’: the god is met with resistance, which he
eventually overcomes by establishing his cult and demonstrating that he is
a full part of a system that has at first tried to deny and exclude him. Here,
too, as we have already noted,” Cyclops fits a typical Dionysiac, as well as saty-
ric, pattern. The alienation from Dionysos that animates the plots of satyr-
drama adopts and enacts this basic trope of Dionysiac mythology, while at
the same time satyr-drama playfully imitates and re-enacts the tendency
written in the history of tragedy to exclude or marginalise the god; in the
long run, however, the god is not to be denied, and every satyr-drama rein-
states him both to the tetralogy (connected or unconnected) of which it is
a part and to the dramatic festival in his honour in a wider sense.?”

Satyr-play very probably reinstated the god to his festival in another
quite visible manner.” Although it cannot be proved, it seems overwhelm-
ingly likely that the same Athenian citizens who had performed as the
choruses of the preceding tragedies took the role of the satyr-chorus;
the human choreuts thus physically embodied the return of the god to the
dramas in his honour. Later sources report that Sophocles first increased
the number of the tragic chorus from 12 to 15 (Soph. T1.4, T2), and it
is a reasonable inference from this that the chorus of Cyclops consisted
of 15 members, one of whom acted as kopugaios and spoke the trimeters
assigned to the chorus. So too, it is often speculated that Sophocles’ intro-
duction of the third actor (cf. Arist. Poetics 1449218, cited above) allowed
Silenos, the father of the satyrs and presumably originally their leader
and spokes-satyr, to distance himself from the chorus and essentially to
become a third actor in satyr-drama, to match the actors now available to
tragedy. In Cyclops there is no doubt that he plays such a role, both con-
nected to, but set apart from, the chorus; he is on stage before they are,

5 For a fuller list cf. Laemmle 2013: 207-9, and for the relevant iconography
Lissarrague 2013: 210-15, Heinemann 2016: 325-425.

% Cf. above p. 17. 77 Cf. Laemmle 2007 and 2013: chapter 4.

® Throughout this book we assume that Cycl. was first performed at the Athen-
ian Great Dionysia; this is, however, an unprovable assumption. Pat Easterling has
rightly suggested that the possibility of a (? first) performance in Sicily cannot be
ruled out, cf. Easterling 1994: 79-80.
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exchanges sharp words with the xopugaios (268—72), and disappears from
the play (589) long before they do. Here too, then, an actor who had
played a ‘non-Dionysiac’ role in the tragedies which preceded reappeared
in the closing satyr-drama in very obvious Dionysiac guise.

One piece of evidence for these (as for very many satyric) questions
is particularly intriguing, namely the famous ‘Pronomos Vase’ (Plate 1),
an Attic red-figure krater of c. 400 which was discovered in southern Italy
and is preserved in the National Archaeological Museum in Naples;? the
vase takes its name from the celebrated Theban aulos-player Pronomos
who is shown on it. The Pronomos Vase depicts (on the so-called A-side)
figures involved in a satyr play production; much remains disputed, but it
is all but certain that these figures include 10 choreuts and a kopugaios,
as well as Silenos, who is very clearly distinguished from the choreuts by
position and dress.®' This vase has been used to argue that at the end
of the century the satyr-chorus numbered 12 (including Silenos); never-
theless on the vase at least, Silenos is separated from the choreuts, and
therefore we must perhaps acknowledge that the vase cannot shed any
precise light on the size of the satyr-chorus. There is, however, a scene of
Dionysiac celebration in the wild on the so-called B-side of the vase; this
shows four naked satyrs — not humans dressed as satyrs for a theatrical
performance, but ‘real’ satyrs, such as are so common in vase-painting.
Much has been written about the links between the two sides, but it is
very tempting to take the four ‘natural’ satyrs as making the number of
the depicted satyr-chorus up to 15; the Dionysiac scene in the wild will be
a visualised satyric ‘choral projection’:®? the depicted sides of Dionysiac
energy, of music, dance, and erotics will be, as it were, what is always miss-
ing for the chorus of satyr-drama. This is what the satyrs of the chorus long
to be doing, but never are. The ‘Pronomos Vase’ cannot prove that the
satyr-chorus at the end of the fifth century consisted of 12 members, but it
may well be thought to strengthen the case for 15 in very suggestive ways.

The ‘Pronomos Vase’ is also our most important piece of evidence for
the costume of satyr-drama.’8 The choreuts on the vase, all apparently
beardless young men, carry (or in one case wear) satyr-masks: the dark

9 On the ‘Pronomos Vase’ see above all Taplin and Wyles 2010; there is a helpful
brief account in Pickard-Cambridge 1968: 1867, with Fig. 49.

82 The koryphaios wears a short chiton and not shorts like the other choreuts (cf.
further below pp. 2g-30), but he otherwise shares their physical attributes and is,
like they, holding a satyr mask in his hand.

81 Cf. below p. g0.

82 For a full discussion cf. Laemmle 2019, picking up a suggestion of Seiden-
sticker 2010: 213 n.; cf. also 679—8on. For choral self-consciousness in satyr-drama
more generally cf. also Easterling 19g97b: 42-3.

8 Full bibliography in KPS 53-5 and Laemmle 2013: 57-61.
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Plate 1a Attic red-figure volute-krater, c. 400 BC, the ‘Pronomos Vase’,
‘A-side’. National Archaeological Museum of Naples H g240

hair of the masks is pushed back, the hairline recedes, the ears are small
and pointed, the snub nose is clearly marked in comparison with the
noses of the choreuts themselves, as is the thick beard which adorns the
mask. With two exceptions, the choreuts are portrayed as naked but for a
pair of shorts,? which are covered with fur, presumably representing the
shaggy hair of an animal (perhaps a goat),* and to which are attached
a relatively short horse’s tail and a (? leather) representation of human
male genitalia of ordinary size with the penis erect; the contrast with
the grotesque phalloi of Old Comedy is very clear.?® One choreut wears
smooth pants, which are decorated with geometric designs, as well as
the tail and genitalia; other vase-paintings suggest that this was the ear-
lier style which was gradually replaced by the shaggy pants in the course

% This is conventionally referred to as a mepi{wpa on the basis of Dion. Hal. AR
7.72.10, a description of a Roman imitation of a Greek wopts, where choruses of
oatupiotai danced the sikin(n)is (cf. 37n.) and wore ‘wepi{dpata and goatskins’;
mepilwpa is the standard noun for any kind of shorts or apron worn around the
waist, but there does not seem to be any other text in which it is used for the
satyrs’ pants. This passage of Dion. Hal. is also the only occurrence of the term
oatupioTai, ‘men acting as satyrs’.

% On the associations of stage-satyrs with goats, despite their equine features, cf.
41-62n., Laemmle 2014: 440.

% In some other representations in vase-painting, men costumed as satyrs have
larger and more conspicuous genitalia than do the choreuts on the ‘Pronomos
Vase’; different painters presumably gave different levels of attention to the mat-
ter. For a painting of an (otherwise naked) female wearing the satyric perizoma cf.
Lissarrague 2013: 31 Fig. 8.
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Plate 1b. ‘Pronomos Vase’, ‘B-side’

of the fifth century. The other apparent exception is another beardless
figure carrying a satyr-mask, but otherwise dressed in a richly decorated
robe which reaches to his knees and a mantle thrown over his shoul-
der. It is very probable that he is to be identified as the xopugaios. It
seems likely that the chorus of Cyclops looked very like the choreuts of
the ‘Pronomos Vase’, but for the fact that they wore goatskin cloaks on
top (cf. 8on.).

An actor playing Silenos, the father of the satyrs, is also depicted on
the ‘Pronomos Vase’. Unlike the choreuts, he is bearded and seems
to be older than the men dressed as satyrs. He carries a mask which is
clearly that of an old man, with straggly white beard and wrinkled fore-
head (cf. 227n.). He wears a tight-fitting, one-piece outfit which reaches
to his wrists and ankles and is covered all over with tufts of white, and he
carries a staff and a leopard-skin thrown over his shoulder;*” the strange
tufted costume (now conventionally called a poaAAwTds X1TMV)* is found in
other representations of silenoi from a relatively early date. The Silenos of
Cyclops may well have looked like this; it is unclear whether he changed his
mask to indicate the alleged beating by Odysseus at vv. 226—go0. As for the

%7 Silenos’ costume seems also to be equipped with a phallos of ‘lifelike’ size, but -
in contrast with those of the satyr-choreuts - it is not erect, cf. 2n. On some other

representations of silenoi wearing a tufted costume (cf. next n.) they are grossly
erect.

% The term occurs only at Dion. Hal. AR7.72.10, cf. above n. 84, Laemmle 2013:
61 n.g9. In the procession described by Dion. Hal. this was worn by men dressed
as Silenoi, rather than as satyrs, and Dion. Hal. tells us that another name for this
outfit was xopTaios, cf. Hesych. x 649-51, Pollux 4.118.
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other actors in Cyclops, vase-paintings suggest that the non-satyric charac-
ters of satyr-drama were costumed in the grand, highly decorated manner
which was normal for tragic characters. This may well have been true for
Odysseus, though the fact that he and his crew have been at sea for a long
time and that he asks the Cyclops for wémAo1 (301) might suggest that he
and his crew were in fact costumed rather less grandly than many tragic
characters;® given that elsewhere in Cyclops Euripides seems to play with
familiar themes of his tragedies, some of which had been mocked in com-
edy, it is tempting to think that he did not miss the chance in Cyclops to
bring on an Odysseus whose costume (or lack of it) betrayed the long sea
voyages he had endured and which gestured towards Euripides’ comic
reputation for characters in rags. As for the Cyclops, we must admit that
we have no idea how he was costumed,® nor how his single eye was pre-
cisely represented on a mask; the effects of the blinding must have been
represented on his mask from 663 until the end of the play, as presuma-
bly also with Oedipus in Sophocles, Oedipus Tyrannus and Polymestor in
Hecuba, but the details can only be guessed.

Finally, one choreut on the ‘Pronomos Vase’ has put on his mask and
is dancing (or practising dance-steps) (Plate 1a); the exaggerated move-
ments of his left arm and leg and the fact that his right foot breaks the
border of the depiction are all suggestive of the energy of choral satyric
dancing (cf. g/7n.); so, too, the fact that this one choreut is dancing while
his colleagues chat and relax is indicative of the looseness and freedom
of the satyric, as opposed to the tragic, chorus, in which choreuts often
go their own way and there is no strict unity as in tragedy. What is also
important, however, is that the dance-steps of the choreut are in part ech-
oed by and in part quite distinct in their formality from the movements
of the ‘real’ satyrs pursuing women on the other part of the vase, just as
the pants worn by the choreuts proclaim them to be part of a theatrical
performance, whereas the ‘real’ satyrs on the vase are naked - their erect
penises are certainly their own. Satyr-drama is a very self-conscious and
stylised theatrical form: the satyrs of the chorus are both like and unlike
the satyrs of the mythic and iconographic imaginaire.

‘What then was satyr play for?’s' Pat Easterling’s question has been
answered in an extraordinary variety of ways,% in part because it is not

% On the Lucanian krater (below pp. 46—7) Odysseus is distinguished from his
naked crew by a cloak around the neck and one arm, but this can tell us nothing
about Euripides’ production.

9°On the apparent reference to a wémwAos in g2%7 cf. n. ad loc.

9 Easterling 1997b: g8.

92 For a summary of those answers cf. Laemmle 2013: 93—9.
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just a historical question about the origins of the form, but also a question
about what kept that form going as a central part of the Great Dionysia
for (as far as we can tell) well over a century.? Particular attention has
recently been paid both to the central importance of the satyr-play in
ensuring a proper place for Dionysos at a dramatic festival in his honour
(cf. above pp. 22-3), and also to how the Athenian mass (male) audience
related to the satyrs they saw on stage year in and year out. In keeping
with the dominant trends of dramatic criticism of the last few decades,
answers have tended to concern how drama consolidated and repre-
sented Athenian identity and the relation between what was seen on the
stage and Athenian social ideology.

Francois Lissarrague influentially argued that satyr-drama produced a
distorted representation of Athenian cultural norms and behaviours (he
used the image of a ‘fun-house mirror’); the satyrs are ‘antitypes of the
Athenian male citizenry’ and satyr-drama presents the spectators with a
‘negative anthropology’, which (so we are to infer) helps to define Athenian
culture by marking out the boundaries beyond which only satyrs may go.%4
For Mark Griffith, satyr-drama co-operates with tragedy in offering the spec-
tators a set of ‘split and shifting subject positions’, which amount to ‘two
kinds of male fantasy, one high, the other low’ which ‘create and reinforce’
Athenian identity.% Alongside such approaches, many scholars have seen
in satyr-drama a kind of release for the spectators from the psychological
pressures and anxieties of watching tragedy. One version of this which has
proved influential is Edith Hall’s view that ‘satyr play functioned to affirm a
group identity founded in homosocial laughter and the libidinal awareness
of its male, citizen audience’;®® the tragedies which preceded satyr-plays
had encouraged the audience to ‘identify with female characters and react
with emotions often socially constructed as “feminine™, and the relent-
lessly male gender focus of satyr-play, a focus which (inter alia) espoused
a particular brand of humour targeted at women and which encouraged
sexual aggression, allowed the male citizens to leave the theatre once again
comfortable with their own maleness. It has often been pointed out, how-
ever, that the satyrs of satyr-play seem singularly unsuccessful in their pur-
suit of sex and other satisfactions, and so are not obviously ‘role models’
for men who need to shed dangerous ‘feminising’ emotions.?” All the more
so, in fact, as the satyrs variously display character traits, perform activities

9 Cf. below p. 34.

94 Lissarrague 19go: 234-6.

9 Griffith 2015: go—2 (originally published in 2005).

% Hall 2006: 10; the following quotation comes from p. 143
97 Cf., e.g., Griffith 2015: g4-5.
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or assume roles which are marked, in more or less emphatic terms, as fem-
inine.%® In Cyclops, already in the very first lines of his prologue, Silenos re-
minisces about his role as the paidotrophos of young Dionysos (cf. 3—4n.)
and he is, not long afterwards, recalling how he cradled the baby Maron
in his arms (cf. 141-3n.);% his professed duty of keeping the master’s cave
clean is reminiscent of Electra’s resolve to welcome her husband into a
tidy home in the Electra (cf. 35n.). At the end of the prologue, Silenos
comments on the satyrs’ entry on the stage in words suggesting they are
dancing with a female swagger in their hips (cf. 40n. on cauloUpevor); a
feminised ‘waggling of the buttocks’ may in fact have been a characteristic
movement of the sikin(n)is, the satyr-play dance par excellence (cf. 36-8n.).'>
Gender fluidity is another manifestation of the interstitial world which the
satyrs inhabit.

There are, of course, also many examples in satyr-play of the satyrs
and Silenos displaying virile if not hyper-virile energies, harassing women
or fantasising about them: ool ptv yaueioBon poépoipov, yopeiv 8’ éuol says
someone in Aeschylus’ Amymone fr. 13, no doubt Silenos or a satyr (if not
the entire chorus) addressing Amymone; in Sophocles’ Ichneutai, Silenos
brags about his sexual exploits (‘lying in caves with nymphs’, 155), in
Achaios’ Moirai it is presumably again Silenos, who exclaims Bofai Bapadi,
Bricopan yuvaikas (TrGF 20 F 28),'** and not even Danae’s threat that she
will hang herself should she be handed over to ‘such beasts’ (Aeschylus,
Diktyoulkoi fr. 47.775) stops the satyrs from preparing their collective
wedding with her. It is hardly to be doubted that females were routinely
exposed to unwanted sexual advances in satyr-play, whether from the
satyrs or from other males (under the satyrs’ admiring eyes).'°* In Cyclops,
too, we witness both Silenos (16g—71) and the satyrs (179-81) fantasis-

98 Cf., in particular, Voelke 2001: chapter 3.3 on the satyrs’ intermediary status
‘entre masculin et féminin’. Fragments in the tragic corpus have been denied to
satyr-drama simply because they are attributed to plays with feminine plural titles
(e.g., Aesch. Phorkides, Aristias Keres, Achaios Moirai); it is, however, likely that at
least some of these plays were indeed satyr-plays and featured the chorus in femi-
nine roles, cf. Laemmle 2013: g6-7 n. 21.

9 In Aesch. Diktyoulkoi fr. 47a, Silenos, noting that Perseus is looking at him
‘as at a venerable nanny’, paiav ds yepaopiav, 770, invites the baby into his ‘child-
rearing hands’ (... maidoTpdpouc duéc / ... xépac, 807), before then envisaging him-
self as father (811) or ‘papa’ (wémas, 812) for the boy.

1o Cf. Bing 2014: 44.

to! Silenos is presumably also the vupugedpas of Achaios, TrGF 20 F 52.

2 E.g. Cyllene in Soph. Ichn. 366-8, Xenodike in Eur. Syleus (cf. fr. 694 with
KPS 472); Soph. Inachos fr. 26ga has someone report in shock how a stranger ‘put
his arm around the girl’ who subsequently metamorphosed into a cow. In Soph.
Achilleos Erastai fr. 153 it is perhaps Achilles disguised as a girl who is the object of
the satyrs’ lust, cf. 583—4n.
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ing about sex, but in contrast to what we know of other satyr-plays, there
are no women in the Cyclops. Apart from mother sheep, the world of the
Cyclops is monochromatically male. For the satyrs and Silenos, sex is a
distant memory (cf. §8-40, 68—72) and it is unclear whether the Cyclops
has ever even met a female: in contrast to the Odyssey (9.115), there is no
mention of wives or children, just of ‘brother-Cyclopes’ (445-6, 531). So
too, the silence of any reference to the satyrs’ mother(s) is striking — not
just in comparison with other satyr-plays,'*® but also in the light of the
frequent references to the father—son relationship between Silenos and
the satyrs. Wine in the Cyclops, as in real life, is a sexual stimulant and, for
Silenos, prompts excited visions of male and female body-parts (16g—71)
and, for the Cyclops, hallucinations of flirtatious Graces (581), but this
only highlights the absence of females in the play: the Cyclops finds the
object of his desire in Silenos. When the satyrs wish for a world in which
there are no women, except those reserved for satyrs (186—7n.), half at
least of their wish has been fulfilled.

If Cyclops is indeed, then, a homosocial fantasy, it is one of a pointedly
nuanced kind. The marked self-<consciousness and almost paradoxical
formality of satyr-drama work, in fact, against any simple model of ‘iden-
tification’ (even inverse identification) between the satyr-chorus and the
male citizens. Neither chorus nor audience ever forget that this is, in Pat
Easterling’s words, ‘a show for Dionysos’, which is very differently con-
structed from the distance between performers and audience which trag-
edy imposes.'*t The fact that the satyrs are always placed in settings and
stories (such as that of the Cyclops) where they do not ‘naturally’ belong,
together with the sense of repetition and seriality which is built into satyr-
drama more than into tragedy or comedy (cf., e.g., 1-10n.), increase
our sense that it is indeed a ‘show’ that we are watching, a performance
where repetitiveness and familiarity are, as with ritual, sources of power.
In the case of Cyclops, the audience’s knowingness, shared with the actors
and chorus-members, of ‘the script’ of Odyssey 9 merely strengthens such
self-conscious spectatorship. No doubt this familiarity and shared knowl-
edge did encourage a sense of bonded communality in the audience,
one based in the closural marking that the satyr-play brought to a set of
tragedies, but there is no good reason to imagine that this communality
was founded on audience identification (positive or negative) with the
satyr-chorus, let alone that any particular aspect of the makeup of the
audience, such as gender or political ideology, was paramount here.

‘o3 Contrast e.g. Aesch. Theoroi fr. 13-17; Soph. fr. 1130.7 (‘We are the sons of

nymphs’).
'4 On this satyric distance cf. Lissarrague 1g9go: 236.
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Scholars have tended to stress the changes in satyr-play which we can
dimly perceive over the course of the fifth century; at least as important
must have been the manner in which the repeated familiarity of satyr-play
masked changes in the nature of tragedy in the course of the century: as
long as ‘the satyrs’ danced, what we had just witnessed was indeed tragedy
and it was in the god’s honour. As for satyr-play itself, literary histories often
point to its relatively rapid decline — at some point before 341 poets began
to compete with just three tragedies and only one satyr-play for the whole
festival was performed outside the competition'*s — but the longevity of
the form also deserves notice. There is abundant literary and epigraphical
evidence for the performance of satyr-play through the Hellenistic and
imperial periods,'* whatever weight one wants to give to Horace’s interest
in the genre in the Ars Poetica (vv. 2209-31). Satyr-drama was closely tied
to a particular social and cultural context, but its appreciation did not
depend upon that context; here too, satyr-drama followed after tragedy.

5 LANGUAGE AND METRE

The language and metre of Cyclops and, as far as we can tell, of satyr-drama
more generally, are essentially those of tragedy; the differences, which will
be briefly outlined here, include features which satyr-play shares with Old
Comedy, but the linguistic and metrical style of satyr-drama remain far
closer to tragedy than to comedy, and this is very important for judging
how satyr-drama resonated in performance.'*” The story that the language
of Cyclops tells is thus essentially the same as that of the dramatic structure
of the play: prologue, parodos, episodes and choral songs, framed by the
entrance and exit of characters,’*® follow one another as in a Euripidean
tragedy, but with enough difference to mark satyr-play as something spe-
cial.'? In stressing the general closeness of satyric style to that of tragedy, we
must not forget that the overall effect and mood of satyr-drama must have
been very different indeed.

to5 JGII* 2820, cf. Millis and Olson 2012: 61—9.

106 Cf. Laemmle 2014: 929-31.

°7For the links between satyr-play and comedy see Shaw 2014, citing earlier
bibliography.

'°8 An exception here is the anacreontic performance of the chorus and the Cy-
clops at 495-518.

'°9 On the nature of the lyric verse in Cyclops cf. below p. 38. Some critics have
seen the fact that the structure of Cyclops is, in broad terms, very similar to that of
tragedy as a sign of the play’s lateness, as there is some evidence that the struc-
ture of earlier satyr-play was rather looser, i.e. the separation between spoken parts
and lyric performances of the chorus was not so neatly defined by the exits and
entrances of the actors, cf. Taplin 1977a: 57-8, KPS 3,14-15. The difference may
be correctly observed, but great caution is needed in seeking to draw chronologi-
cal conclusions from it.
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The principal difference between the language of Cyclops and that of
the tragedies of Euripides lies in the admission of a more pronounced
colloquial or conversational stratum than found in tragedy.''° Such fea-
tures include colloquial turns of phrase and words,''* words describing
physical processes which do not occur in tragedy,''* exclamations and
interjections,''s and the use of diminutives''¢ and deictic -i."'5 There are,
however, no basic obscenities (Bweiv, etc.), with which, by contrast, Old
Comedy is replete, and sexual matters are generally described through
euphemism and innuendo;''® Touti T’ 4pBbv &avioTtdven (169, an erec-
tion) and adTiv Siekpothoatr’ (180, ‘you gave her a thorough banging’,
with reference to the hated Helen) are to some extent exceptions. The
picture is not fundamentally different in our remains of other satyr-play;
satyrs are always interested in bodily processes and in sex, but the lan-
guage to describe it tends towards the coy and/or allusive, even when the
subject is perfectly clear.’'” So too, satyr-drama shows lively forms of dis-
course which are more closely paralleled in Old Comedy than in tragedy,

> The most helpful guide to the language and metre of Euripides’ tragedies is
Mastronarde 2002: 81-108; on the language of satyr-play see esp. Laemmle 2013;:
6476, Griffith 2015: 81-6.

"' For the former cf., e.g., ¢ép’ 18w (8), o p& A’ (9, 555, 558, 560), eimé por
(138), kAaiew keAevew and related forms (174, 340, 701), &mwoleis (558); for the
latter, cf., e.g., Sichadeiv (175, cf. AadicTaTos 315), SiakpoTeiv (180), éobiew (233),
vy (646).

n:(Cf., e.g., ¢puyydvw (523), dropaxTtéov/&mopukTéov (561), oxapdapiooew (626),
xpéumrrecBan (626); the last two are spoken by Odysseus as he lays down the law to
the satyrs.

13(Cf, e.g., of (51) mamoi and related forms (110, 153, 503, 572), Papai (156),
ioU iol (464, 576), i i (656); yutTa (49) is drawn from pastoral life.

''4 ypuoiov (161), &vBpomov (185), KukAdmiov (266, in an almost farcical con-
text), decmoTiokos (267), dvBpwtioke (316), kpdviov (647, 683).

"5 touTi (169, Silenos’ penis).

16 Cf. 171, 582-9; weioopan in 587 is euphemistic, though its physical sense is
clear. On wv. 327-8 see n. ad loc. Lines 439—40 may contain a euphemistic refer-
ence to the penis, but the text is too corrupt for certainty.

17 Aeschylus’ Diktyoulkoi yields widtémpemrrov gaaxpév (fr. 47a.788, ‘bright-red
smoothness’, perhaps a reference to Silenos’ phallos) and oo8ogiAiis (fr. 47a.795,
‘prick-loving’ of a baby). Of particular interest is the relatively well-preserved fr.
472.824—92 (anapaests) in which the satyrs celebrate the fact that Danae will be
keen to have sex with all of them, because she has been without sex all the time
she drifted on the sea. The meaning is very plain, but the language is euphemistic:
Ths fueTépas/ PrAdTnTos &Sy kopécacba (vv. 827-8, ‘fill herself to repletion with our
loving’) is particularly telling (contrast Cycl 180). In Sophocles’ Ichneutai one may
point to géAnTes (151) and perhaps a reference to masturbation in v. 368; other
alleged instances in the remains of that play are textually uncertain. The fragments
of Sophocles yield a few more instances of blunt language, such as &vaoTtiya (fr.
421) and &mwookéAutrte (fr. 428), and a few possible references to farting, etc., cf.
Laemmle 2013: 72—4.
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but these never predominate; in Cyclops one may, for example, point to
self-correction (8) and surprise twists (aprosdoketa, cf. 1867, 269, 2772).''®

In Cyclops the language of Odysseus is all but entirely free of the most
colloquial features just listed; the most obvious exception (though a
rather mild one) is his triumphant retort to the Cyclops at the very end
of the play, kAaiew ¢’ &vwya (701, where see n. ad loc.). The language of
Odysseus in Cyclops ranges from the familiar plain diction of Euripidean
trimeters to rather grandiose passages where we may suspect a touch
of knowing self-parody by the poet. Odysseus, a hero predominantly of
epic and tragedy, has indeed landed in a new country, a ‘city of Bromios’
(99), where the inhabitants speak a recognisable, but also recognisably
different language; the relationship of similarity and difference between
satyr-play and tragedy appears to have been linguistically marked.

Very similar conclusions may be drawn from a consideration of metri-
cal practice in the spoken trimeters of Cyclops.''9 Whereas the trimeters
spoken by the Cyclops, Silenos and the chorus-leader exhibit certain mild
differences from tragic trimeters, those of Odysseus, with a few disputed
exceptions,'** do not. The principal differences concern admitted forms
and sequences of resolution and substitution and ‘Porson’s Law’. It is per-
haps hardly surprising that tragedy offers no exact parallel to 203 and
210, two verses from the Cyclops’ entrance speech which begin with three
tribrachs, i.e. nine successive short syllables.'** More significant is the role
allowed to anapaests in the trimeter. Whereas tragedy normally allows
only the first anceps of the verse to be substituted by two short syllables,
with occasional exceptions to accommodate difficult proper names,'** the
Cyclops allows such substitution for any anceps or short syllable (except
the last); the result is that anapaests (~ ~ - ) may appear in any foot
except the last, though the great majority of cases beyond the first foot
occur in the second foot."*3 Thus, for example, in 232 an anapaest replaces
v — in the fourth foot:

'8 Sophocles, Ichn. 83—5 has been taken as a case of audience-address, cf. Zagagi
1999: 197-8. On satyric audience-address cf. Laemmle 2013: 39 n. 49.

19 In addition to Mastronarde (above n. 110), see also Descroix 1931: 194-221,
West 1982: 81-8.

120 Cf. 260n.

12! For a comic example cf. Ar. Ach. 1054. None of the few tragic verses which
exhibit three resolutions have nine successive short syllables; for eight cf. Soph. OT
967 with Finglass’ n.

22 For such ‘second-foot anapaests’ in Euripides cf. Jon 21, Or. 1314, 1655, Dig-
gle 1981: 47-8; for the fourth foot cf. Or. 65.

'23 Cf. Descroix 1931: 200, Ussher 1978: 208—g.
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EAeyov Eyd TS’ - ol §’ Epdpouv T& yphuaTta

In this regard, however, Euripides’ metrical practice in Cyclops falls far
short of the freedom and extent of anapaestic substitution found in Old
Comedy, though our very scanty evidence allows the suspicion that Cyclops
is in fact somewhat freer than at least some earlier satyr-play.'*¢ As for
Odysseus, the transmitted text has him using an anapaest in the second
foot in 260, which may be easily emended, but otherwise his trimeters
do not fall outside tragic practice in this regard.'*s It also seems clear
that satyr-play does not generally follow comedy in permitting ‘split ana-
paests’, that is word division within the anapaest.'*® The three cases in
Cyclops which seem certain all concern the formulaic oath p& Af’ as the
short syllables of a fourth-foot anapaest (154, 558, 560); all are spoken
by Silenos. There are, however, four further possible examples (235, 265,
334, 343), the first two spoken by Silenos, the second two by the Cyclops,
all of which could be removed by emendation, but which suggest that
Euripides occasionally permitted this licence in satyr-drama.

‘Porson’s Law’ refers to the shape of the end of the trimeter: ‘the
rhythm — — | — v — ||, where the syllables — — belong to one word and the
syllables — v to one word or word-group is avoided at the end of the trime-
ter’;'*7 this is sometimes referred to as ‘the law of the final cretic’, because
‘if the final “cretic” (— < —) of the line is realized in a trisyllabic word, the
preceding syllable must be short (unless it is a monosyllable)’.*2® Whereas
the Law has no effect in comedy, tragedy admits very few apparent excep-
tions,'*9 and Cyclops too, like what we can tell of satyr-drama more gener-
ally, seems very discreet in its breaches of the Law: in three cases, spoken
by the Cyclops and the chorus-leader (210, 681, 682), the ‘final cretic’ is
formed by the definite article and a disyllabic noun, and in 120 (cf. also
6+772) Silenos’ oUdtv oUdeis oudevds offers a breach which has parallels even
in tragedy (cf. Alc. 671, with Parker’s n.), and the amusing triple denial
is a certain defence of the text. One transmitted case, however, concerns
Odysseus. In 304 éxnpwo’ ‘EAA&GSa at the end of the trimeter would appear
to breach the Law; emendation seems out of the question, but there are
also a small number of apparent breaches in tragedy involving elision

'24 There appear to be fourth-foot anapaests in Aesch. fr. 205 and Soph. frr. 120
and 671 (both very uncertain), and in Ichn. 128; even from our limited evidence
base, this is a very small haul.

'#5 The second-foot anapaest in 590 accommodates the proper name Aiovicou.

126 Cf. West 1g82: go, Hunter 1983: 92-3, 95.

127 West 1982: 84-5. 128 Mastronarde 2002: 102. 29 Cf. West 1982: 85.
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before the ‘final cretic’,'3° and this instance, particularly within Odysseus’
patriotic rhetoric, hardly lowers the seriousness of his general mode of
speech.

The overall picture seems very clear: in both verbal style and the met-
rical style of the trimeters Cyclops sits very close to Euripidean tragedy,
but far enough away to make the small differences noticeable. ‘Same, but
different’ seems in fact a reasonable characterisation of satyr-play’s rela-
tion to tragedy in very many respects. More different than same, how-
ever, might be a better description of the structure of the relatively very
short choral songs in Cyclops. The parodos consists of a single triad of
strophe-antistrophe—epode, but the corresponding strophes are sepa-
rated by a metrically distinct mesode, which may have been performed
by a single choreut; the same structure, without the epode, informs the
first choral song (356-74), whereas the last two songs (608-23, 656-62)
are astrophic. The simplicity of these structures seems far removed from
the elaborate high manner of the lyrics of Euripidean tragedy. The place
of the third choral song is taken by an anacreontic exchange between
the chorus and the Cyclops (495-518), introduced by a short anapaestic
song; the exchange evokes the simple stanzas of sympotic lyrics exchanged
between guests enjoying wine. What evidence we have, notably Aeschylus,
Diktyoulkoi and Sophocles, Ichneutai, suggests that in earlier satyr-play cho-
ral songs may have been less structurally simple and more integrated into
the principal dramatic action than they are in Cyclops; if so, this would be
one aspect of earlier satyr-play which resembled Old Comedy more than
tragedy. In Cyclops the metrical simplicity remains, but the structure of the
play as a whole has been assimilated to that of Euripidean tragedy.

6 THE DATE OF CYCLOPS

In this edition it will be assumed that Cyclopsis a late work of Euripides, very
likely first produced in Athens in 408 BC. The reasons for this assumption
are of very unequal weight, but the cumulative case seems very strong.
There is no external evidence, such as the ancient hypotheseis which sur-
vive for the ‘non-alphabetic’ plays (below p. 48), which sheds light on the
date of the first performance of Cyclops. The principal method for the rel-
ative dating of Euripides’ tragedies, in default of clear external evidence
deriving ultimately from the official Athenian records, is the well-estab-
lished fact that the freedom with which Euripides permitted and employed

'3 Cf. Soph. Aj. 1101 (with Finglass’ n.), Phil. 22 (with Schein’s n.).
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resolutions in the iambic trimeter increased as his career progressed; to
simplify considerably, the remarkable shift in his metrical practice can be
seen from the fact that whereas in Medea (431 BC) and Hippolytus (428
BC) the ratio of resolutions to trimeters is (on average) some 6-7%, in
Bacchae (c. 405 BC) it is about 44% and in Orestes (408 BC) nearly 50%.'3’
These figures can, of course, only establish a loose relative chronology for
plays or groups of plays, but the overall picture which emerges is clear and
relatively consistent. Modern scholars disagree, however, as to whether
this statistical method is applicable to satyr-drama, which otherwise shows
some differences from tragedy in the treatment of the trimeter (cf. above
pPp- 36—7). Nevertheless, the language and metrical practice of Odysseus,
clearly the least satyric character of Cyclops are, with a few minor excep-
tions,'s? in keeping with tragic practice, and the rate of resolution in the
trimeters spoken by him (some 37%)'% would, in a tragedy, strongly point
to a date no earlier than the Helen of 412.'3 Whether or not chronolog-
ical conclusions can be drawn from the metrical practice of particular
characters in a satyr-play is likely always to remain a matter of contention,
particularly as we have so few other trimeters which certainly derive from
Euripidean satyr-drama. Nevertheless, the chronology suggested by this
metrical criterion may be supported by arguments (of varying cogency)
drawn from possible links between Cyclops and other dramas.

The Cyclops’ exclamation on seeing the Greeks outside his cave (222)

Ea- Tiv’ 8xAov TOVE® 6pd TTpds aviois;

is very like Aristophanes, Thesmophoriazousai 1105 & Tiv' x8ov TOVS® 6p&d
kai mwapbévov; from the parody of Euripides’ Andromeda. The parodied
verse spoken by Perseus ran o Tiv’ 8x8ov T6v8” 6p&d mepippuTtov; (fr. 125.1).
Andromedawas produced, along with Helen, in 412 and Aristophanes’ com-
edy followed in 411.'35 The structure and rhythm of such an exclamation

'3t Cf. Cropp and Fick 1985: 5. 132 Cf. 260, 304, 701nn.

133 This is our calculation. Uncertainties arise from possible textual corruption
and authenticity, questions of speaker distribution in stichomythia, trimeters divid-
ed between two speakers, etc. If vw. 480—2 are retained, the figure becomes some
36%.

'3¢ The standard study of metrical criteria for dating Cyclops is Seaford 1982,
which should be consulted for a much more detailed analysis.

135 Austin and Olson 2004: Ixiv (and n. on Ar. Thesm. 1216—26, cf. also Ussher
1978: 204) also call attention to the similarity between the sport the satyrs have
with the blinded Cyclops in w. 675-88 and the fooling of the Scythian archer at
the end of Thesmophoriazousai, while conceding that this similarity does not prove
a connection between the plays.
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are common enough to enjoin caution,’s® but some connection between
these three verses seems very likely. Several scholars have suggested that
Cyclops was staged in 412 with Helen and Andromeda,'s” in which case
Cyclops 222 would be a kind of ‘satyric’ echo of what was obviously a prom-
inent scene in one of the tragedies with which Cyclops was produced; it
is not unlikely that such echoes occurred with some frequency between
satyr-plays and the tragedies which preceded them, although we nor-
mally do not have the evidence to confirm (or dismiss) the suspicion.
If this was the case with Cyclops 222, then Aristophanes’ parody would
perhaps not merely pick up the tragic verse, but also acknowledge that
Euripides himself had used it as a kind of signature by repeating it in
Cyclops. Nevertheless, another apparent echo of tragedy in Cyclops casts
doubt upon the idea that it was first performed in 412.

In the Philoctetes of 409 BC Sophocles colours the picture of the soli-
tary hero, abandoned for years on an island, with touches reminiscent of
the wild solitariness of the Homeric Cyclops.'3® The similarities of situation
and plot (both are visited, robbed and plotted against by Odysseus) make
these evocations unsurprising, but also naturally give rise to consideration
of whether there are any links between Sophocles’ play and Cyclops.'3® One
striking possibility is the Cyclops’ final speech of the play, in which he says
that he will go to higher ground &’ &ugitpfiTos Tiicde (7707)'4° in order to
hurl rocks down on the fleeing Greeks; it has long been noted that the
only other occurrence of &ugitpfis is at Sophocles, Philoctetes 19 in Odysseus’
description of Philoctetes’ cave, &1’ &ugiTpiiTos atAiou. As this is the only ref-
erence to the second entrance to the Cyclops’ cave in Cyclops, and it has of
course no counterpart in the Homeric tale,'¢' whereas the idea is repeatedly
noted in Sophocles’ play (cf. 707n.), it is very tempting to see here a passing
allusion by Euripides to Sophocles’ play, and perhaps even to the apparent
absence of any dramatic function for the motif in Sophocles. This would
also make a production of Cyclops in 408 (with Orestes) very probable.'4

136 Cf., e.g., Battezzato 1995: 134—5.

'37 The suggestion seems to go back to Marquart 1912; cf. also Grégoire 1948
(‘le plus probable’), Austin and Olson 2004: Ixiii-iv. Wright 2005: 54—5 and 2006
argued that the four plays staged by Euripides in 412 were Helen, Andromeda, Iphi-
geneia among the Taurians, and Cyclops, but the Iphigeneia is almost certainly to be
placed a few years earlier, cf. esp. Parker 2016: Ixxvi-Ixxx.

138 Cf., e.g., Schein 2013: 17-18.

'39]t is striking that these are the only two plays of the tragic corpus without
female characters.

'4° For the difficulties of this expression and the text of the verse cf. the n. ad loc.

‘4 Cf. above pp. 13-14.

4 Cf. Dale 1969: 129, Seaford 1982: 171. Miiller 1997: g7-110, however, sug-
gests that both Philoctetes and Cyclops are indebted to Euripides’ Philoctetes and that
therefore v. 707 does not show that Cyclops postdated Philoctetes.
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If an allusion to Sophocles’ Philoctetes be accepted, then the rela-
tionship between Cyclops and Andromeda cannot quite be as sketched
above. Milman Parry suggested that in Cyclops Euripides responded
to Aristophanes’ parody of his earlier verse with a kind of defiant self-
parody, and this view has been widely accepted.'4 Nevertheless, whereas
the Andromeda is very clearly the object of Aristophanes’ parody, we must
remember that Cyclops 222 may have nothing to do with either play and
that, some three years after Aristophanes’ Thesmophoriazousai, the simi-
larity would carry no great significance for the poet, let alone the audi-
ence. Here we are, as often, hindered by the fact that, since so much
of fifth-century drama is lost, inferences about verbal and visual allu-
sion between plays must always be expressed cautiously; we are, more-
over, largely ignorant of how knowledge of earlier plays was preserved,
whether through reperformances outside Athens, comic parody or the
memory of the spectators and performers.'# No doubt, also, playwrights
sometimes (or indeed often) evoked earlier performances in ways
which would not necessarily have been obvious to mass audiences. Some
instances may be considered ‘special cases’, such as the apparent evo-
cation of Agamemnon’s death cries in Aeschylus’ Agamemnon at Cyclops
663-5; the Oresteia (458 BC) seems to have been very well known in late
fifth-century Athens. A more difficult, but perhaps more typical, case is
Silenos’ sweeping of the Cyclops’ cave with an iron rake while he delivers
the prologue of Cyclops.'45 It is perhaps here difficult for a modern reader
not to be reminded of Ion’s sweeping of the temple of Apollo while sing-
ing the monody to the god which immediately follows the prologue of
Ion, and the similarities could easily be emphasised by stage action.'4®
The young, pious and naive devotee of Apollo and the salacious old
follower of Dionysos in all his manifestations make no less an amusing
contrast than do the riches and ornamental art of the Delphic shrine
and a rustic cave surrounded by animal pens. The date of the Ion is,
however, disputed; it is usually placed in the period 415-413 BC,'47 but
one recent editor opts for a date after 412.#® If the prologue of Cyclops

'43 Parry 1971: §1g—20, cf. Seaford 1982: 170-1.

'#4 For discussion and bibliography on the reperformance of tragedies in the
fifth century cf. Lamari 2015, Hunter and Uhlig 201%.

145 Cf. ggn. for the difficulties of &pméyn in this context.

146 One might even speculate that the same actor played both Ion and Silenos,
which would give a dramaturgical joke probably appreciated by more than just the
poet and actor.

'47 We are not aware that it has ever been suggested that Cyclops was the satyr-play
produced together with Jon.

'4#8 Martin 2018: 24-32.
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evokes the Ion, then we shall probably not want to date Cyclops too many
years after that. But how many? Even to ask the question shows up the
precariousness of debates of this kind: we simply do not know enough
about Athenian dramatic culture (including the role of reperformances
both in Athens and elsewhere) to rule out verbal and visual evocations
across a considerable stretch of time. Aristophanes’ parodies, though to
some extent different in kind from evocations of tragedy in tragedy or of
tragedy and satyr-play in satyr-play, nevertheless show that plays did not
have to be ‘recent’ to be exploitable on the Athenian stage.

The situation is both complicated and made more intriguing by pos-
sible links between Cyclops and the (now fragmentary) Hypsipyle, which
is dated to the period 411-408 BC by a scholium on Aristophanes
(Hypsipyle T ii), a date which fits the metrical style of the extant tri-
meters. Hypsipyle is the grand-daughter of Dionysos, a queen who has
become, like the satyrs, a slave in a distant land. The first word of her
prologue-speech is Aibvuoos (fr. 752.1), whereas Silenos begins with an
address & Bpduie; in a monody Hypsipyle contrasts the lullabies she is
now forced to sing to the baby she cares for with the worksongs of her
previous life:

oU Ta&de THvag, ou TAdE Kepkidog
ioToTovou TTapauUtia Afjuvia
MoiUoa 8éAs1 pe kpéke, & T1 &’ eis Umrvov
i x&pw fj BepaTretpaTa TPdoPopa
] oudi wpérer veapddn
T&Be peAw1dods avdd.
Eur. Hypsipyle fr. 752.9-14

These are not Lemnian songs, relieving the labour of weft-thread
and web-stretching shuttle, that the Muse desires me to sing, but
what serves for a tender young boy, to lull him or charm him or
tend to his needs - this is the song I tunefully sing. (trans. Collard
and Cropp)

The similarity to the complaints of the satyrs in the parodos of Cyclops is
obvious:

oU T&de Bpopios, ob Tade yopoi
Baxyat Te Bupoogdpot,
oU TupTdvwv dAaAaypol, 65
ouk oivou xAwpai oTaydves 67
kpfivaus wap’ UdpoyUTols.
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The chorus of Hypsipyle then enter and ask Hypsipyle what she is doing
outside the house:

Ti oU Tap& Tpobipors, eiAa;
méTEpa ddpaTos eilcddous
oaipels, 7| Spodoov i mEdw1
B&AAs1s oi& Te SoUAa;
Eur. Hypsipyle fr. 752£.15-18

Why are you here at the doorway, dear friend? Are you sweeping
the house’s entrance, or sprinkling water on the ground as a
slave-woman will? (trans. Collard and Cropp)

Sweeping and washing the ground recall not just Ion’s monody, but
(again) Silenos and the prologue of Cyclops. What is to be done with these
‘parallels’? If we knew that Cyclops was the satyr-play which followed a
group of tragedies including Hypsipyle, then it would be attractive to see
here further satyric ‘echoes’ of a preceding tragedy, but of course we do
not know that. What must, however, be stressed is that there is no reason
to assume that ‘performative allusion’ in a satyr-play must necessarily be
to a tragedy of the same tetralogy.

One further set of apparently verbal and visual ‘parallels’ is even
harder to judge. The Hecuba seems to have been produced in the period
424418 BC, perhaps rather in the earlier part of that period.'# In that
tragedy, Polymestor is blinded in revenge by Hecuba, and his cries, which
are verbally very like those of the Euripidean Cyclops, are heard, as are
Polyphemos’, from within the skené (vv. 1035—41); Polymestor is taunted
by Hecuba and then appears, staggering on all fours and groping to find
his tormentors. He even expresses a desire to eat his fill of their ‘flesh
and bones’, thus exacting a cannibal revenge upon them (vv. 1070—4).
The similarity of name, Polymestor ~ Polyphemos, has added to the sense
that there must be a direct connection between these scenes, whether
it be that Cyclops was performed with Hecuba or many years later.'5° If

149 Cf. Battezzato 2018: 2—4.

'5° Sutton 1980: 114—20 argues for the former position. Seaford 1982: 169 sug-
gests that this similarity between Cyclops and Hecuba in fact goes back to a drama-
tisation of the Cyclops story preceding Hecuba. It is typical of much discussion of
dramatic ‘intertextuality’ that this suggestion is assumed to ‘solve’ the issue of the
relation between Hecuba and Cyclops; of course it does not, as a ‘common ancestor’
does not stop poets from creating or audiences from constructing and appreciat-
ing a relationship between two descendants.
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Cyclops was performed as the satyr-play following Hecuba, then the dra-
matic effect of the similarity would undoubtedly have been different
than if the two plays were separated by, say, fifteen years, if we ignore the
possible effects of reperformances of Hecuba in the intervening years.
Given the other indications, however, it seems very unlikely that Cyclops
could have been produced as early as Hecuba. The similarity between
the two may have been recognised (and even discussed) by some ‘the-
atrical experts’ in Athens, but more important is the fact that the scene
in Hecuba confirms, as do the apparent echoes of the death-cries of the
Aeschylean Agamemnon, that the final scene of Cyclops mimics tragic
structures, but plays them out in a ‘lower’, partly humorous mode appro-
priate to satyr-drama. Here, if anywhere, we can see what Demetrius,
On Style 169 meant by suggesting that satyr-drama was ‘tragedy at play’
(Tpaywidia Tailovoa).'s!

Of the other arguments which have been adduced to date Cyclops, the
most persistent in recent times has been a desire to associate the Sicilian
setting in some way with the Athenian expedition to Sicily in 415—4193
and/or its disastrous outcome.'s* Here again, however, no such connec-
tion is in fact necessary to explain the play or anything in it, though no
doubt all things Sicilian carried a particularly grim resonance for some
years after the expedition. Whether or not a performance of Cyclops after
the failure of the expedition and to an audience familiar with stories
of the terrible sufferings of the Greek prisoners in the stone-quarries at
Syracuse (Thucyd. 7.87) would have been welcomed at Athens may be
debated,'s® and here again we feel our ignorance of how Athenian dra-
matic culture actually ‘worked’ in its interaction with historical events.
How many of a post-expedition audience would see Cyclops as a kind of
dramatic allegory for what had happened to the Athenians in Sicily?
‘Reminding the Athenians of misfortunes which were personal to them’

5! The context in Demetrius (? late second century BC) is the difference
between y&pites and yéAws; comedy and satyr-play need both, whereas tragedy
welcomes the former but is hostile to the latter. The game of ‘blind man’s buft’
which the satyrs play with the Cyclops (cf. 679—gon.) presumably produced much
laughter (cf. 687 ofuot yeAdpa). In the third century AD, the Christian Origen of
Alexandria knew that the satyr-dramas which tragedians wrote aimed at &oepvor
yéAwTes (Contra Celsum 17.6); it is perhaps unlikely that his knowledge was based on
first-hand evidence, and somewhere in the background may lie Aristotle, Poetics
1449a19-21.

152 Cf., e.g., Grégoire 1948, Paganelli 1979, Worman 2008: 122-3, 136.

'53 Cf. Seaford 1982: 1771—2, pointing out that the Athenians had taken revenge
by imprisoning some Syracusans in quarries in Peiraeus (Xen. Hell 1.2.14).
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had done the tragedian Phrynichus no good many decades before (Hdt.
6.21.2), but Attic comedy shows that the boundaries of the permissible
Were capacious.

What is, however, not in doubt is that there is a significant body of
evidence attesting to the connections between Euripides and Sicily and
the popularity of the poet’s plays with Sicilian audiences.'5¢ A passage of
Aristotle’s Rhetoric (2. 1384b11-16 = Euripides T g6) may even suggest
that Euripides was at some time sent by the Athenians on an embassy
to Syracuse; the passage has been emended or explained as referring
to a different politician of that name,'55 but even if a reference to the
tragedian were accepted, the date of this remarkable incident is entirely
unclear,’s® and the temptation to assume that it was somehow connected
with the aftermath of the Sicilian expedition should probably be resisted.
Whatever the truth, it remains unclear whether and where Cyclops fits into
this pattern of Euripidean relations with Sicily.

The similarities between Cyclops and Bacchae (posthumously produced,
perhaps in 405 BC) are a fragile basis for chronological conclusions of
any kind, but they are also very striking in several respects.'5? Both plays
concern - as, of course, did other Athenian dramas — the introduction of
Dionysiac rites and revelry to a land which had not embraced them before
and the punishment of those who stood in the way, although the nature
of those ‘rites’ differs in the two plays (ecstatic cult worship in Bacchae,
wine-drinking and sympotic practice in Cyclops). In both plays the charac-
ter who blocks the god is, through a kind of education, ‘initiated’ into the
god’s rites, but in such a way as to mark their earlier opposition: Pentheus
becomes a ‘male maenad’ who spies on the rites rather than joining the
thiasos, and the Cyclops’ sympotic instincts are restrained so that he drinks
alone; individual scenes or passages — the parodos of Bacchae and the
makarismos of Cyclops 496-502, the visions of the drunken Cyclops and
of Pentheus in the god’s power - also seem strongly reminiscent of each
other. Just how significant these similarities are may be debated, and they
certainly do not demand that the plays were composed (or performed)
within a short time of each other. Nevertheless, the similarity of the nar-

'5¢ Cf. Csapo and Wilson 2019: 369—75. The apparent passion for Euripides of
Dionysius I of Syracuse is particularly worthy of note, cf. Eur. T 1 III 4, Wilson
2017: 11-14.

155 Cf., e.g., Davies 1971: 202—4.

156 Cf., e.g., Jameson 1971: 543-5, Wilson 2017: 5-6.

'57 Cf., e.g., Seaford 1981: 2772—4, Hunter 2006: 74-6, 2009: 66—7.
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rative pattern does seem to go beyond what might plausibly be explained
by any shared debt to Dionysiac myth, and it would not, at the very least,
be a surprise to learn that they were in fact composed relatively near to
each other in time. If that were indeed the case, then the last decade of
the century would have been marked by at least three plays, Euripides’
Cyclops and Bacchae and Aristophanes’ Frogs, all with Dionysos very much
at their heart; in these perilous years the city perhaps felt a special need
to emphasise the continuing and consequential presence of the god who
presided over their greatest cultural achievement.

One final consideration, which is equally uncertain, cannot be left
entirely out of account. A famous krater from southern Italy in the British
Museum (inv. 1947.7-14.18, Plate 2) shows three of Odysseus’ men lift-
ing up a (? sharpened) tree-trunk in preparation for blinding the Cyclops
who lies in a drunken stupor on the ground; Odysseus is apparently direct-
ing operations rather than physically helping with the blinding. Beside
the Cyclops are a drinking-cup and a near-empty wineskin hanging from a
small branch. The scene is framed on one side by two more of Odysseus’
companions with torches and, on the other, by two satyrs apparently run-
ning or dancing in pleasure towards the scene; the action of one at least
of the satyrs may easily be interpreted as showing the leg-movements of a
dance such as the siki(n)nis (cf. $6-8n.). The krater must be dated within
the last quarter of the fifth century, and expert opinion tends towards
the penultimate decade of the century.'s® Although, if we disregard the
dance-movements as inconclusive, there is no explicit indication, such
as in the dress of the satyrs, that this scene is intended to evoke, or was
inspired by, drama, most modern critics — with varying degrees of con-
fidence - have associated this scene with Euripides’ play, as the easiest
explanation for the proximity of satyrs to the blinding;'5° that these satyrs
are both excited at what is happening and keep themselves at a safe dis-
tance from the real action has been linked to the behaviour of the chorus
in Cyclops 632-62.

158 Cf. Trendall 1967: 25—7, Trendall and Webster 1971: 6 (‘can hardly be ...
later than, if indeed as late as, 410 B.C.’).

'59 The strongest claim of a link is probably that of Fellmann 1972: 32-3; most
other scholars prefer a cautious ‘probably’, ‘méglicherweise’. The principal ex-
ception is Taplin 2007: 272—3 who notes that the kratér ‘may well be earlier than
Euripides’ play’ and concludes that ‘only a dedicated philodramatist would put
money on this one’, i.e. as being a representation of the satyr-drama. It is perhaps
worth mentioning the possibility that the extraordinary size of the tree-trunk with
which the Cyclops is to be blinded on the kratér has something to do with the ‘spell
of Orpheus’ which the satyrs promise at Cycl. 646; Orpheus was notorious for per-
suading trees, as well as other parts of nature, to follow his music.
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Plate 2 Lucanian red-figure calyx-krater, late fifth century BC. British
Museum inv. 1947.7-14.18

If this vase was inspired by a satyric version of the Cyclops-story, then
Aristias’ play (above p. 4) must also be taken into account; Euripides
is not the only possible source of that inspiration. Secondly, however,
it may be questioned just how precisely the vase can be dated: is the
period 410-400 BC really impossible? It would be very dangerous to
reject a late date for Cyclops on the basis of this vase alone. On balance,
therefore, we favour a date for Cyclops in the latter part of Euripides’
career and consider 408 BC the most likely absolute date to have been
proposed.
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7 TEXT AND TRANSMISSION

Cyclops is one of nine extant plays of Euripides for the complete text of
which we have only one independent witness, a manuscript written in the
early fourteenth century at Thessaloniki and preserved in the Laurentian
library in Florence, hence its standard designation as L (Laurentianus
plut. g2.2).% The titles of all these nine plays begin with E, H, I or K
and the group is thus regularly referred to as the ‘alphabetic’ plays,'®* to
distinguish them from the other ten extant plays (including the spurious
Rhesos) which survive in a richer manuscript tradition and which emerged
gradually during antiquity as the corpus of Euripides most familiar to
both scholars and performers; that there are no scholia in L to the alpha-
betic plays is another sign of how these plays were for centuries essen-
tially ‘unknown’ to the grammatical tradition. There is also to date only
one known ancient papyrus containing verses of Cyclops; this is POxy 4545
(fourth century AD) preserving parts of w. 455—71, 479-81, 484—96.

The survival of the ‘alphabetic plays’, and hence, in Cyclops, of our only
complete ancient satyr-drama, was a very close-run thing.'®* The evidence
for first-hand knowledge of these plays becomes increasingly sparse in
later antiquity, and we simply do not have enough evidence to try to write
the history of how and why they all but disappeared. It has been argued
that a sixth-century AD chronicler, John Malalas from Antioch, still had
direct knowledge of some of the alphabetic plays, but the matter is far
from certain.'%

The alphabetic principle of arrangement goes back to the Alexandrian
edition of Euripides’ plays which was probably prepared by Aristophanes
of Byzantium, who was Head of the Alexandrian Library in the early sec-
ond century BC.*®*t The nine ‘alphabetic plays’ do not present a contin-

16° L is best accessible at http://mss.bmlonline.it/ catalogo.aspx?Collection=Plu-
tei&Shelfmark=Plut.g2.2. The Euripidean part of L is reproduced in facsimile in
Spranger 1921.

161 The others are Helen, Electra, Heraclidae, Heracles, Supplices (in Greek ‘Hiket-
ides’), Iphigeneia at Aulis, Iphigeneia in Tauris, Ion.

152 The brief account which follows is very heavily indebted to Turyn 1957, Zuntz
1955: 146-52 and Zuntz 1g65; it should be stressed that a very great deal still
remains controversial, and the present account is intended merely as an introduc-
tion to the subject. All information about textual readings which appears in the
apparatus is based on Diggle’s edition.

193 Cf. Hunter 2020, citing earlier bibliography.

164 For initial guidance on the history of the text of Euripides in antiquity cf.
Zuntz 1965: chapter 6, Mastronarde 2017. The evidence for alphabetical arrange-
ment is based both upon knowledge of the use of this principle elsewhere in Alex-
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uous alphabetic sequence (there are known plays missing) and so the
origin of this grouping must to some extent remain guesswork,'®s but it is
clear that the papyrus rolls on which they survived must have been copied
in late antiquity or the early Byzantine period into a single codex which
survived by lucky chance, very likely in Constantinople. The rhetorician
and theologian Eustathius, best known to classicists for his commentaries
on Homer, worked in Constantinople in the twelfth century and cites at
least from the Ion, apparently from first-hand knowledge. In his note on
Odyssey 18.955 Eustathius (Hom. 1850.35) discusses the nature of satyr-
drama and refers to 6 péxp1 viv eiproxduevos Eiprmideios KukAwy; this is the
earliest certain reference to the play since antiquity,'®® and suggests both
that Cyclops was the only satyr-play known to Eustathius and perhaps that
it had only recently been rediscovered.'®’

In 1175 Eustathius left Constantinople to become Archbishop of
Thessaloniki. It is (another) reasonable speculation that it was Eustathius
who brought the text of the alphabetic plays to Thessaloniki where it
was copied into miniscule, unless Eustathius himself had already seen to
that in Constantinople, and then became, some two centuries later, the
ancestor of L. L itself, which contains, as well as Hesiod’s Works and Days
and plays of Aeschylus and Sophocles, all the extant plays of Euripides
except Troades and the second half of Bacchae, was produced in the cir-
cle of the scholar Demetrius Triclinius, quite probably indeed under
Triclinius’ supervision.'®® What is certain is that, very soon after L had
been produced, Triclinius corrected and revised it, very probably using

andrian scholarship and on surviving papyri of Euripidean hkypotheseis and lists of
titles (cf. POxy 2455—6, Eur. T 6-8).

155 Snell 1935 ingeniously argued that the choice of nine plays goes back to the
fact that papyrus rolls were held in boxes each containing five rolls and that Hecuba
was omitted when the ‘alphabetic plays’ were copied, as it was already known from
elsewhere.

166 Magnelli 2003 has argued for a reworking of Cycl. 683—4 in Eustathius’ old-
er Constantinopolitan contemporary Theodoros Prodromos; the case is attractive
but uncertain.

'67 Eustathius’ older contemporary John Tzetzes claims to have read ‘many
satyr-plays of Euripides’ (cf. Kaibel 1899: g0, Prolegomena de comoedia XIa 152-6
Koster), which, if there is any substance to this claim, may be a reference to the
Cyclops in the same copy which Eustathius knew. For the evidence cf. Eur. T 221a—,
Autolykos T iv, Syleus T iiia; for discussion cf. Wilson 1966: 338, Masciadri 1987,
Luppe 1996: 219-21, Pechstein 1998: 51-5, Kannicht on Eur. T 221a—c.

158 On Triclinius’ Euripidean activities cf., in addition to Turyn 1957 and Zuntz
1965, Wilson 1984: 249-56 and Reynolds and Wilson 2014: 76—7; Meriani 1999
discusses his treatment of two lyric passages of Cycl.
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not just his scholarly knowledge but also the manuscript from which L
had been copied.

After Triclinius’ first round of corrections, the alphabetic plays were
copied from L into another early fourteenth-century manuscript, stand-
ardly designated P. This manuscript is now divided into two; the part con-
taining Cyclops is Palatinus gr. 287, preserved in the Vatican Library; a
folio containing w. 244—851 has dropped out.’®® The value of P lies in
the fact that, after it was produced, Triclinius subsequently corrected and
emended L again (with particular attention to the colometry of the lyrics),
but in a much more radical way which has in many places left the orig-
inal reading of L unclear and turned what was already a difficult manu-
script to read into a very challenging one; in those places, therefore, P is
a crucial witness to what was originally in L or at least in L after Triclinius’
first revision. P also sometimes offers obvious corrections of minor slips in
L. There are three further later copies of all or part of L which are some-
times helpful in establishing L'’s reading or a subsequent emendation; one
of these is cited in the apparatus, following Diggle, as apogr. Par.'’° The
first printed edition (‘Aldina’) of the ‘alphabetic plays’ was produced by
Aldus Manutius at Venice in 1503.'7*

The ‘indirect tradition’ of Cyclops, i.e. quotations in ancient authors,
anthologists and grammarians, is relatively meagre, but may help to track
knowledge of the play in later antiquity, although citations in grammari-
ans and compilatory authors such as Athenaeus do not necessarily imply
firsthand knowledge of the play, rather than the use of earlier compila-
tions and anthologies. The following is a list of ancient citations (unless
otherwise indicated, all citations are explicitly ascribed to Euripides,

Cyclops):

98 Photius, Lexicon o 31 Theodoridis glosses 6&fican as dvficacfa
and gives two illustrations from Euripides, fr. 113 (Alope) and
Cycl. g8.

102—4 Cited by Schol. Sophocles, Ajax 1go for the identification of
Sisyphos as Odysseus’ father, cf. 104 n.

104 According to Eustathius (Hom. 1455.34), Aristophanes of
Byzantium (fr. 31 Slater) noted that Euripides used Spiut with
the meaning ouvetév; the reference is probably to Cyclops 104, cf.
n. ad loc.

136 Cited by Athenaeus 14.658c for the cheese called étrias.

1% P is best accessed at: https://digi.vatlib.it/view/MSS_Pal.gr.287. P is also re-
produced in facsimile in Spranger 1939—46.
'7° See ‘Sigla’ p. 53 for details of this manuscript. '7* Cf. Sicherl 1975,
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154-5 The use of yeieoB of smell (émi ToU dogpaiveaan) is ascribed to
Euripides’ Cyclops in Antiatticist y 3o Valente, cf. 153—4n.

219 Cited from Euripides without play-titte by Choeroboscus I
272.33—4 Hilgard (= GG IV 1.272.33—4) and Anecdota Par. IV
194.8-10 Cramer (= Cramer 1841: 194) for the short iota in

*Wpiwva,

332-5 $32-3 are cited by Plutarch, Mor. 435b for the dangers of replac-
ing explanations for prophecy based on the divine by appeals to
natural phenomena, and by Athenagoras, Legatio 25.2 (without
ascription to poet or play) for God’s care for mankind.'”* 334-5
are then in part paraphrased and in part quoted in the same
passage of Plutarch.

394 Tahoupou kKAGSwt is cited by Athenaeus 14.650a for aioupos.

410 Cited by Athenaeus 1.23e for the verb dvamimrew.

514 Axva as a neuter noun is illustrated from Euripides’ Cyclops by
Antiatticist A 6 Valente. This is the only citation from a passage of
lyric verse.

534 Cited from Euripides without play-title by Athenaeus 2.36d on
the effects of drink, cf. n. ad loc.

654 Cited by Schol. Plato, Laches 187b and Schol. Plato, Euthydemus
285 for the proverb év tén Kapi kivduvelew.

With the exceptions of 332-5 and 534, all these quotations may be
described as grammatical or lexicographical. The citation of 332-5 in
two different imperial authors and the possibility that this speech of the
Cyclops is also echoed in Roman poetry'7 suggest that this speech may
have been anthologised and/or raided in various citational traditions,
thus making it better known than much of the play; both the subject-mat-
ter of the speech and the fact that it is delivered by the supposedly &uafg
Cyclops must have made it a prime candidate for anthologising.'74

172 Athenagoras was a Christian apologist of the later second century AD. Imme-
diately before the citation of Cycl. 332-3, Euripides fr. go1 and Trag. Adesp. g9 K-S
are cited.

'73 Cf. Catullus g2.10-11 ~ Cycl. 326-8 and Ovid, Met. 13.857-8 ~ Cycl. 320-1.
In the former case, this would suggest that Catullus read mémwAov/xpolw in the
Cycl. passage, which should almost certainly be emended (see n. ad loc.), but the
corruption may well have occurred before Catullus; satur supinus would be a very
pointed marker of the allusion. The Ovidian Cyclops’ speech is replete with ech-
oes of both Homer and Theocritus, and the Euripidean Cyclops would be a plau-
sible further literary predecessor in the mix.

'74 The context of the citation in Athenagoras at least allows the question of
whether Aristotle might already have cited these verses (cf. Arist. fr. 796 Gigon);
the matter is, however, very uncertain.
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In seeking to move beyond these explicit citations to less specific allu-
sions to Cyclops, we must always bear in mind that allusions to, or evoca-
tions of, the story of Odysseus and the Cyclops in ancient authors will
almost inevitably refer in the first instance to the Homeric account, or be
taken as so referring; the paucity of specific references to Euripides’ play
does not, by itself, therefore necessarily mean that it was all but ignored
from a relatively early date.'7s

'75 For possible allusions to or borrowings from Cyclops at an early date cf. 283—4,
475, 503—10NN.
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yuvaikos égemAeucaT’ és yoiav Ppuyddv.
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ikétas déxecBon wovrious épBapuévous 300
Eénid Te Solvan kai TémAous érapkéoal,
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COMMENTARY

HYPOTHESIS

As also for Her., L preserves only the first part of a hypothesis (‘plot sum-
mary’) to Cycl. which goes back eventually to a collection of such ‘tales
from Euripides’ probably composed in the first or second century AD;
they were not for those who intended to read the plays, but rather offered
easy and simple access to Euripidean myths. Nevertheless, it is clear that
the author of the Aypothesis knew Cycl. well. The geography, which elides
all of the Homeric Odysseus’ travels before reaching the land of the
Cyclopes, is that of Euripides, not Homer, and may derive from 106-7 (cf.
109n.). The Sicilian setting is assumed, and what remains of the plot sum-
mary is clearly indebted to the opening scenes between Silenos, Odysseus
and the Cyclops, notably the idea that Odysseus and his men were going
to steal lambs (cf. 22gn.); the late word éxgépnais was very likely suggested
by Tols T’ &pvas é§epopoivTo in 234 (cf. also 137, 162, 232).

The hypothesis refers to 6 TloAUgnuos, as though the Homeric story were
well known, which is indeed an important assumption of Euripides’ play
(cf. 24-5n., above p. 19); in the list of dramatis personae which he added
in L, Triclinius refers instead to KixAwy, as the title-figure of the play.
For further discussion of Euripidean hypotheseis cf. Zuntz 1955: 134—46,
Rusten 1982, Rossum-Steenbeek 1998: 1-32, Diggle 2005.

1-40 PROLOGUE

Silenos probably enters from the central door of the skene, which repre-
sents the cave of the Cyclops, Polyphemos; he is holding some kind of
metal rake (39n.), and the actor may have gone through a ‘raking’ rou-
tine before he begins to speak; Silenos explains how it is that he and the
satyrs have come to be the slaves of the Cyclops. On the similarities to
Ion’s monody cf. above pp. 41—2 and 1, §3nn., and on the possible links
to the Hypsipyle above pp. 42—3. For Silenos’ appearance and costume
cf. above p. 29.

1-10 Euripidean prologues often begin with an exclamatory address
or prayer, cf. Alc., Andr, Ph. (with Mastronarde on wv. 3—4), Suppl,
Schadewaldt 1926: gg—101; earlier stages of the form are visible in the
openings of Aesch. Suppl. and Ch. Comedy parodied the form (cf. esp. Ar.
Eccl. 1-18), and Silenos’ complaints have more than a tinge of the ‘mock-
tragic’ (or ‘mock-epic’). Euripides’ satyric Skiron, another play in which

81
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the satyrs were enslaved to a monster, began with a prayer-style address
by (very probably) Silenos to Hermes (fr. 674a), and the satyric Bousiris
may have begun & &aiuov (fr. 312b). Here Silenos recalls past labours on
the god’s behalf which pale beside the trouble he is now facing. Such a
paratactic structure, the so-called ‘priamel’, which leads up to and gives
particular emphasis to the final item in the series, i.e. the immediate sit-
uation, finds a close parallel in the opening monologue of Ar. Ach., in
which Dicaeopolis contrasts his past experiences with his current distress,
cf. Davies 1999, Compton-Engle 2001. Some, if not all, of Dicaeopolis’
past experiences are drawn from the world of theatre and musical perfor-
mance, and it is tempting to think that Silenos’ past wévo: also had been
the subject of satyr-dramas familiar to the audience (so Waltz 1931, cf.
further g—4n.).

Although the narratives of w. 3—4 and 5—q are very elliptical, the
implicit ‘message’ seems clear: Silenos has helped Dionysos in the past,
and now the god should repay and rescue him (cf. Pulleyn 1997: 17-38
on this rhetoric of prayer); the point will have come with greater force if
the actor directly addressed the statue of the god in the theatre (Pickard-
Cambridge 1968: 60).

1 ¢ Bpdéuie: Bromios, later at least understood as the ‘Thunderer’ or
‘Roarer’ from Ppépev (cf. Diod. Sic. 4.5.1), is one of the most common
titles by which Dionysos is addressed in Ba. and Cycl. (g9, 112, etc.); in the
Homeric Hymn (77) the god introduces himself at the end as Aiévuoos épippo-
pos (v. 56). The name evokes the noise with which Dionysiac cult was filled,
cf. Pratinas, PMG %708.g éuds uds 6 Bpdpios, éué et kehadeiv, Eué Bel moarayeiv,
Ba. 156 BapuPpdpwv Uéd TupTrdvewy, Cat. 64.251-64, 8n. on Eyxéradov. For
Silenos, however, that raucous noise is now a distant memory. It is almost
impossible to identify rules for the difference in tone between vocative
addresses to gods with and without &; here, the interjection may either
mark Silenos’ proximity to the god, or it may be a touch of high prayer-
style, like &1& o¢ which follows, cf. Ba. 584 & Bpduie Bpdue (an impassioned
plea from the chorus), Ion 125-7 (Ion to Apollo), Ar. Eccl. 1 & Aapmpodv
Sppa ToU TpoxnA&Tou AUxvou kTA., Scott 19o5: 34—9, McClure 1995: 50-5,
Dickey 1996: 19g—206.

81& o¢ evokes the style of prayers of gratitude to and praise of a
god, both serious and parodic, cf. Ar. Birds 1546 (with Dunbar’s n.),
Pl 145-83, Eccl. 9775 81& To1 ot Twévous Exw (a young man appealing to
his beloved), Timocreon, PMG 7731.3. Here the language of gratitude,
which is immediately undercut by pupious &xw Tévous, carries an implicit
reproof of the god. Gods themselves have no wévoi, because they accom-
plish everything ‘with ease’, cf. Ar. Frogs 402 (Iakkhos), Ba. 194, 614
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(Dionysos). Ba. 618—-22 powerfully illustrates the gap between human
wévor and divine fouyia.

Mupious ... mévous: Silenos presents himself as a great hero such as
Heracles, cf. Her 12756, 1353 Tévwv 8% pupiwv éyevocduny, Laemmle
2013: 165 n.35. In view, however, of the self-fashioning to follow, we may
also hear a claim to the woAA& &Ayea of Odysseus (Od. 1.4), appropriately
placed at the very beginning of Silenos’ ‘epic’, cf. Hunter 2009: 60, above
P 19. évos in the service of a god should be a pleasure (cf. e.g. Ba. 66
Bpouiw: wévov fi8Uv/x&uatdv T elkdparov, Soph. Ichn. 223-8, where Cyllene
describes the satyrs’ ecstatic revelry with Dionysos as wévoi), but Silenos
now sees things differently. The pleasure of labour (mévoi, uéx8o1) for the
god is a persistent motif in the young Ion’s monody while sweeping the
temple of Apollo at Delphi, cf. Jon 102—3, 128, 131, 133, 181, and the old
Silenos’ sweeping may perhaps evoke that scene, cf. above pp. 41-2; if so,
we may have here a Dionysiac ‘subversion’ of a very Apolline scene.

2 X7 év fipm ToUpdv niodévea Séuas ‘and when in my prime my body had
its full strength’. Like Nestor (cf., e.g., Il 7.157, 11.670) or Aristophanic
choruses of old men (Ach. 210-18, Wasps 230—41, Lys. 271-85), Silenos
likes to reminisce about the exploits of his youth, but it is likely that, for
the audience, the Silenos of satyr-drama had no youth; he is in fact eter-
nally old. Aristotle says of old men that ‘they live in their memories’ and
‘take pleasure in remembering’ (Rhet. 2.1390a6, 10), and Horace might
almost have had Silenos in mind in his description of the old man, diffici-
lis, querulus, laudator temporis acti/se puero, castigator censorque minorum (AP
173—4), even if Silenos is certainly not the only old man whose account
of his youth is a wishful fiction. Silenos perhaps here gestures (or looks
sadly) towards his genitals (cf. 169), as sex is one area where he claims
former prowess, cf. Soph. Ichn. 154-5 o0 TWOAX' é¢° fipns wipat’ &vdpeias
Umo kTA. (apparently of past sexual ‘conquests’), Ar. Wasps 1062-3 (the
chorus of old men lament that once they were kot aiTtéd ToUTO péVOV/
&vdpes dAkipwTartor). Sépas euphemistically suggests ‘penis’ at Plato Com.
fr. 189.10, in a high-style hexameter parody of Philoxenus, and could no
doubt, like fipn itself (Aesch. Dikt. fr. 47a.830, Ar. Clouds 9776, Theopomp.
Com. g7.2), take on that resonance from the context; Silenos’ use of the
term ‘body’ is similarly suggestive, rather than explicit, as he has (inter
alia) military exploits in mind.

nuodévar: there is no inscriptional evidence to indicate whether verbs
compounded with &0 took the augment at this period, and eu- and nu-
would not have been distinguished in the old Attic alphabet; the evidence
of ancient grammarians and MSS is divided, and on balance there is no
good reason to deny the augment, cf. Mastronarde 1989, Rijksbaron
1991: 133—5. ebobeveiv and eUBeveiv, ‘flourish’, are standardly confused in
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MSS; L. Dindorf proposed nuééver here, but the existence of eUoBeveiv
seems sufficiently established.

3—4 Silenos recalls an episode in which Dionysos had been sent mad
by Hera, presumably (as with Heracles) because he was one of Zeus’s bas-
tard children. In the Iliad, Diomedes alludes to a story in which Lycurgus
‘chased off the nurses of maddened Dionysos down holy Nysa’ and the
god himself ‘dived in fright into the waves of the sea, and Thetis received
the terrified god in her bosom’ (6.130—7). This seems to be an episode
from the god’s childhood, and it would make rhetorical sense for Silenos
to begin with a memory which showed that he had been serving the god
‘from the beginning’ or, at least, since his earliest appearance in epic
poetry. Silenos is often depicted with the divine baby in both satyr-drama
(cf., e.g., Soph. Dionysiskos fr. 171) and art, cf. LIMCss.v. Dionysos no. 686.
Apollodorus g.5.1, however, seems to place this story later in the god’s
life (cf. Nonnus, Dion. 32.98-150), but also has Lycurgus taking prisoner
‘the Bacchants and the crowd of satyrs who followed the god’; this evokes
a familiar ‘enslavement’ narrative of satyr-drama, of which Cyclops itself is
an example. Aeschylus wrote a satyric Lycurgus (fir. 124—6, Laemmle 2013:
129-32), but very little can be said with certainty of its plot. Cycl. 3—4 is the
earliest testimony to Hera’s role in the madness, but at Pl. Laws 2.642b
the Athenian reports a story that in revenge for Hera ‘destroying his soul’s
judgement’ the god introduced Bacchic rites and frenzied (pavikfy) danc-
ing. Much later sources report a story that, sent mad by Hera, Dionysos
fled west, hoping to consult the oracle at Dodona, and was helped across
a flooded marsh by an ass which was subsequently placed among the
stars out of gratitude (cf. Hyginus, Astr. 2.23, Robert 1878: go-1); one
source attributes this story to Philiscus, perhaps the Alexandrian tragedian
and priest of Dionysos (cf. TrGF 104 T1). It is intriguing that this story is
found in connection with another ‘ass-story’ about the Gigantomachy (cf.
5—9n.), but there is no necessary link to w. g—4. If vw. 3—4 do refer to a satyr-
drama, then we can only speculate as to its identity: Aesch. Lycurgus (cf.
O’Sullivan 2005: 130), Aesch. Trophoi (cf. Laemmle 2013: 132—40) and
Soph. Dionysiskos (cf. Sutton 1974) have all been suggested. For possible
iconographic depictions of the god’s madness cf. Carpenter 1997: 36-8.

Umro: when a disyllabic preposition follows its noun (‘anastrophe’), the
accent is recessive, i.e. moves to the first syllable, cf. Smyth §175.

Nupgas ... Tpogous ‘you went off (dixou, 2nd pers. sing. imperfect
ofxopa), leaving behind the mountain Nymphs, your nurses’. At HHymn
26.3-5 Dionysos’ nurses are ‘fair-tressed nymphs in the glades of Nysa’ (cf.
Il. 6.133, Diod. Sic. 4.2.3-5, Hedreen 1994: 49-50), and Hes. fr. 10a.17-
18 makes the satyrs siblings of ‘the goddess Nymphs of the mountains’.
Vase-painting often depicts the baby god being handed over to or reared
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by nymphs, cf. LIMC s.v. Dionysos nos. 682-5, 696—700, Heydemann
1885: 18-25. The ‘nurses’ (mibfiven) of Il. 6.132 seem to correspond to
what would later be called Maenads, and at Soph. OC 680 the god is
accompanied by his ‘divine nurses’. In another version the god was raised
by nymphs on Naxos, cf. Diod. Sic. 5.52, Hunter on Ap. Rhod. Arg. 4.425.
A later rationalising account explained that the nymphs were said to be
Dionysos’ ‘nurses’ because they make the god (i.e. wine) expand and
cause him to be healthful, cf. Phanodemus, FGrHist 325 F12, Philochorus,
FGrHist 328 Fra; viugn is a common term for water (LS] s.v. II 2).

5—9 Silenos’ second memory is of the Gigantomachy, in which the
Olympians put down a revolt of the Giants; Dionysos’ role in the battle
is very frequently recorded in literature and art, including on the east
metope of the Parthenon and the north frieze of the Siphnian Treasury
at Delphi, cf. Jon 216-18 (probably evoking the Siphnian Treasury, cf.
Simon 1984), Mayer 1887: 31g-28, LIMC s.v. Dionysos nos. 609-63,
Carpenter 1997: chapter 2. Vase-painting of the later fifth century shows
Dionysos attended or ‘assisted’ at the Gigantomachy by Maenads and
satyrs, including satyrs of the theatrical type (cf. LIMC s.v. Silenoi nos.
129—40), and it has often been guessed that art has here been influenced
by a satyr-drama; unsurprisingly, however, nothing as heroic as Silenos’
memory here is depicted. Eratosthenes, Catasterismoi 11 (cf. Hyginus, Astr.
2.23.9, Pamias i Massana and Zucker 2013: 35, Robert 1878: g2-3) tells
how the braying of the asses (very Dionysiac-satyric animals) on which
Dionysos, Hephaistos and the satyrs rode to the Gigantomachy put the
Giants to flight, and this was the origin of the star group of Asses; the story
has excellent potential to be a satyr-drama (cf. Laemmle 2013: 184-5,
Pamias i Massana and Zucker 2013: 183), but, as with the story of the
god’s nurses, there is no clear testimony for such a fifth-century play.

5 iraT& y’: ye emphasises éweita and draws attention to the grandeur
and importance of this memory: the Gigantomachy gets five verses,
whereas Dionysos’ nurses had only two. éraita 8 would be the more com-
mon form of connective (Davies 1999: 428 n.4), and several editors adopt
Heath’s emendation.

&u@i ynyevij paxnv Sopés: lit. ‘at the earthborn spear-battle’, i.e. ‘at the
battle with the Earthborn Giants’; Silenos’ style rises with his epic preten-
sions. The exact nuance of &uei is uncertain: temporal, ‘at the time of” (cf.
LS]J s.v. CII), or spatial ‘on the fringes of’ (LSJ s.v. CI 1—2), with a vague-
ness which suits Silenos’ imaginative reconstruction? The Giants were the
children of Earth and Ouranos, and yiyas and ynyeviis were linked from
an early date, cf. Ph. 1141 (with Mastronarde’s n.), Soph. Tr 10589,
Orphicafr. 188 Bernabé. For payn Sopds cf. fr. 360.24, Soph. fr. 1130.g-10,
Fraenkel on Aesch. Ag. 439.
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6 lit. ‘... taking my stand as a shield-bearer on the right side of your
foot’. Silenos imagines himself (anachronistically) as a hoplite, standing
in the line with Dionysos; the gods and the Giants are both armed as hop-
lites in some representations of the battle, such as the Siphnian frieze at
Delphi. Hoplites held their shields on their left arm and so the relatively
unprotected right side was defended by the left side of the shield of the
man on the right (cf. Thucyd. 5.71.1, with the caution of Van Wees 2004:
185-6). Silenos, a miles truly gloriosus (cf. Soph. Ichn. 158 for his alleged
feats with the spear), thus arrogates to himself a position of crucial impor-
tance as the god’s ‘right-hand man’, cf. El. 886 (Pylades to Orestes); later,
Plautus’ Pyrgopolinices perhaps claims to have saved Mars himself in bat-
tle (Plaut. MG 13-15). In Lucian’s comic account of the god’s Indian
wars, Silenos commands the prestigious right wing (Bacch. 4). Satyrs are
often depicted on vases as light-armed peltasts (cf. Heinemann 2016:
367-73), but for a hoplite satyr cf., e.g., Lissarrague 2013: fig. 153, and
below 38—9n.; on a red-figure vase of the early fifth century Dionysos
arms himself while a satyr stands beside him holding the armour (LIMC
s.v. Dionysos n. 60g).

TapaomioThs Pepws: the noun is found only in Eur. For Bepcs cf. Ph.
1078—4 oU Tap &oTida/PéPnkas aiel Tolepicov eipywv BéAn, Suppl. 885 v
pdym PBepods; the participle also suggests the brave soldier ‘standing firm’,
cf. Archil. fr. 114.4 W &opoéws BePnras rooai, L] s.v. Baive A2. The trans-
mitted yeycs, defended by Biehl 1986: 5-8, gives the much less colourful
‘being your shield-neighbour ...’

7 As he relives his (imagined) aristeia, Silenos probably makes thrusting
gestures with his rake to illustrate his achievement. His mime may remind
the audience of armed dances such as the pyrrhiche (cf. further 36-8n.,
Laemmle 2013: 186-8); vase-paintings from c. 500 show armed satyrs
dancing with spears at the ready, cf. Ceccarelli 2004: 108-11, Heinemann
2016: g7o0.

’EyxéAadov: one of the best known Giants, usually said to have been
killed by Athena (Her. go8, Ion 209-11, LIMC s.v.). Silenos chooses to
claim Enkelados as his victim for various reasons. First, simply because of
this Giant’s prominence in the Athenian version of the Gigantomachy —
Silenos amusingly takes the place of the city’s patron goddess; secondly,
the name, ‘he who has the xéAados’, suggests the loud noise often found in
contexts of Dionysiac cult, cf. Pratinas, PMG 708.3 (cited in 1n.), Melero
1984, Laemmle 2013: 180-1; we should perhaps here recall the story of
the braying asses at the Gigantomachy (5—gn.). That this etymology of
‘EyxéAados was felt is supported by the fact that another Giant-victim of
Athena on the frieze of the Siphnian Treasury was EpixtuTos, cf. LIMC
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s.v. Thirdly, some later versions name Enkelados, rather than Typhoeus
(Pind. Pyth. 1.16, etc.), as the Giant trapped beneath Mt Etna, cf. Call. fr.
1.35—6 (with Hunter and Laemmle 2019), Virg. Aen. 3.578-82, Laemmle
2013: 186 n.144; Apollodorus 1.6.2 reports that, as Enkelados fled from
the battle, Athena threw Sicily on top of him. How early this version arose
we do not know, but it is tempting to think that Silenos here takes pleasure
in prancing quite literally ‘on top of’ his alleged victim, cf. further gn.

itéav és péonv: iTéav is scanned as two long syllables with synizesis, cf.
Diggle 1994: 314. To strike the middle of an opponent’s shield or body
is a further mark of the epic hero, cf. e.g. Il 7.258, 13.438, 646, 22.290,
etc. As some of these epic examples show, however, striking the middle of
the shield can be very different from actually ‘killing’; Silenos’ expression
‘striking Enkelados on the middle of his shield’ is again teasingly ambigu-
ous: Silenos may simply have made a racket by banging on the shield, cf.
Call. HDelos 136-7;.

fevev: strong aor. participle of 8eivew, cf. Hcld. 271 Beveiv.

8 ixtawva is in emphatic enjambment, so emphatic in fact that the
improbability even brings Silenos up short.

¢ép’ iSw, ‘ah, let me see ...’, a colloquialism common in comedy, but
found in this form only here in Eur, cf. Collard 2018: g5—6 (~ Stevens
19776: 42); there are a few instances of @épe or pépe 87 with the subjunctive,
cf. 492, 557, Her. 529, Ion 544, and ¢ép’... 18w at Hipp. 864—5 more closely
resembles them than it does the expression here. The contrast with the
epic grandeur which has preceded is bathetic. The repetition ¢ép’ 13w,
ToUT’ i8v shows the ‘formulaic’ character of ¢ép’ i5w, in which 8w carries
no necessary sense of vision.

ToUT’ i8v dvap Aéyw; ‘Am I recounting this after seeing it in a dream?’;
for adverbial 8vap cf. IT 518, Her. 495, LS] s.v. IL. For similar ‘did I dream
it?’ by-play at the expense of Dionysos himself, also in a context of military
exploits, cf. Ar. Frogs 49-51.

9 The switch to the third person Baxyiw: (contrast oém odi in 6 and the
second persons of the following narrative) shows that Silenos’ musings are
half addressed to himself. What precisely he means by ‘I showed Dionysos
the spoils’ is unclear. Homeric warriors regularly strip the armour from
their dead opponents, and its display can bring the victor péya xAéos
(cf. Il. 17.130-1); Silenos might even mean that he put on Enkelados’
armour (after Athena had killed the Giant?), as Hector put on Patroclus’.
‘I showed’ can hardly mean ‘I dedicated’; Silenos’ action is more that of
a proud child. Laemmle 2013: 182 suggests that Silenos’ ‘showing’ was
in fact a Dionysiac dance full of kéAados (cf. 7n.), once ’Ey-kéAabos was
vanquished.
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ovU p& Ai’: a comic and colloquial oath, not found in Euripides outside
Cycl., cf. 154, 560 (always spoken by Silenos).

kai: probably ‘in fact’ (GF* 297), rather than ‘also’.

10 éavtAd: lit. ‘I drain to the full’, i.e. ‘I endure, suffer’, cf. 110, 282, fr.
454-.2-3 (Merope) pupiar / T6v alitdv EEfyTAncav dos €y Biov.

11-1%7 This is the only evidence for a role for Hera in the story of
Dionysos’ abduction by pirates, most familiar to us (and perhaps also
the audience) from the Homeric Hymn to Dionysos (7), and the only tex-
tual evidence for the satyrs searching for him after that incident, though
iconography often depicts them sharing the god’s adventure; on the frieze
of the Monument of Lysicrates in Athens (dated to §34), satyrs fight the
pirates while the god watches from a distance (LIMC VIII s.v. Silenoi, no.
205), and in some later versions they were with Dionysos when the pirates
struck, cf. Philostr. Imag. 1.19. There is no evidence for a satyr-play on this
subject, although the narrative almost calls out for satyric treatment, and
it is often guessed that Silenos is here (again) referring to an earlier play
(Waltz 1931: 28g—92). There is also no evidence that the satyric Cyclops
of Aristias, son of Pratinas, involved the pirate-story, cf. Introduction p. 4.
Iconography suggests that at this date there was in fact no ‘canonical’ ver-
sion of Dionysos’ encounter with the pirates, cf. Csapo 2003.

11 yévog suggests that all “Tyrrhenians’ are pirates; there is no need to
explain the present expression as involving a transferred epithet (‘enal-
lage’) for 16 Tév Tuponvik@y AMoTédY yévos.

Tuponvixév: cf. HHDion. 7-8. Tuppnvoi referred either to an early peo-
ple of the northern Aegean, sometimes connected or identified with the
Pelasgians and particularly associated with Lemnos (Hdt. 5.26, 6.137—
40, Thucyd. 4.109.4, Soph. fr. 270.4), or to a people of the west, later
identified as the Etruscans (Hcld. 830, Ph. 18%777-8 of the ‘Etruscan trum-
pet’), who became notorious for piracy (Strabo 5.2.2, etc.). It has been
argued that the setting of the play on Sicily points towards these latter
‘western Tuppnvoi’, and that identification for the pirates who abducted
Dionysos, which became explicit in later antiquity (e.g. Hyg. Fab. 134), is
assumed in much modern scholarship, but the case is far from conclusive.
(i) Silenos may simply be recalling the story of the Homeric Hymn; (ii)
although at 112 he tells Odysseus that they were ‘pursuing’ (Siokew) the
pirates, the narrative of the prologue strongly suggests that they went off
in ‘search’ (14, 17) of the god, without any idea of where he had gone;
(iii) they were blown off course by an east wind (19-20), which suggests
that they were not deliberately heading west after the pirates. Cf. further
18n. Euripides’ audience are likely first to have associated ‘Tyrrhenian’
with the traditional story represented for us by the Homeric Hymn and to
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have interpreted the term here in whatever way they understood it in the
Hymn. In Apollod. 3.5.8 (cf. Ov. Met. 3.636—7, Hyg. Astr. 2.1%7, Fab. 134)
the god hires a ‘Tyrrhenian pirate trireme’ to take him from Ikaria to
Naxos, and the pirates plan to sell him ‘in Asia’.

12 étdpoev ‘roused up’ (éwépvupt). The verb occurs nowhere else in
Euripides, but is used in Od. of divinely sent obstacles placed in the way of
the hero’s travels (5.109, 7.271, 9.6%7); Silenos thus emphasises the epic
nature of the events. Hera’s role is analogous to that of Poseidon in Od.

&g 68nbeing paxpav ‘so that you would be sold far away’; 63av, lit. ‘put on
the road (636s)’, is a very rare verb (cf. fr. 113) which occurs four times
in Cycl. (98, 133, and in the compound 2§o08&v at 267), cf. g8n., Konstan
1990: 213-14. Adverbial paxpév without a noun to be supplied is a com-
mon idiom (IT 629, Fraenkel on Aesch. Ag. 916), but here, with 65n6¢in,
6845 itself may well resonate. In HHDion. the god is threatened with a
journey ‘to Egypt or Cyprus or the Hyperboreans or further’ (w. 28—g).

13 (#yw) suits Silenos’ self-aggrandisement and his claims of extraordi-
nary services to the god. Diggle proposed <ei8Us>, which would also stress
Silenos’ devotion.

téxvoior: one of Silenos’ standard designations for the satyrs, cf. 16 (wai-
Bes), above p. 33.

vauotoA® ‘I set sail’; the present tense is intended to impress the god
with its urgency.

14-15 {ATnow: the noun does not otherwise occur in Euripides and
perhaps sounds rather selfimportant, cf. the -oi1s nouns in the satyrs’
boasts at Soph. fr. **1133.15-16 (with Laemmle 2018: 55).

év rpupvm & &xpar/alTos PePos nUbuvov &ugfipes 86pu ‘I stood myself
on the high point of the stern and steered the double-sided ship’. Silenos
sees himself (again) as an epic hero, or rather as Odysseus himself;
in both texts and images the steersman normally sits at the stern, at a
level higher than the seated rowers, but Silenos misses no opportunity
for selfimportance, cf. Virg. Aen. 8.680 (Augustus) stans celsa in puppi,
Lucian, Bis acc. 2 (Zeus) UynAds ... émi Tiis wpupvns éotnka. The transmit-
ted AaPcov is very difficult to construe, as 86pu must be the ship, not the
rudder (cf., e.g., Hel. 1610-11, Aesch. Pers. 411). When AaPcov is very weak
or almost ‘pleonastic’, the object is standardly either expressed or easily
understood (Stinton 1975: 84, K-G II 8%), but Silenos did not ‘take’ the
ship ‘on the high point of the stern’; contrast Od. 15.269 ét&pous Te AaPcov
kai vija péAavav (Telemachos reporting his search for Od.). Befds or oTa-
8eis both mend the sense and give a suitable contrast between Silenos and
the seated satyrs (16), to whom he assigns a ‘lower’ role in every sense. Cf.
further Diggle 1994: 5—6, Napolitano 19g2.
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&uopfipes was, at least later, understood as ‘rowed (#péooev) on both
sides’ (Hesych. « 3936), i.e. rowers sat on both sides of the boat; Thucyd.
4.67.9 uses the form &uenpikév of a small boat which is ‘sculled’. Here the
audience may have heard an epic-sounding compound (cf. the Homeric
vijas ... &ugieMlooas, e.g. Il 2.165) without giving a very specific meaning
to the second element.

16-17 (in’) épeTpois fjuevor ‘sitting at the oars’. The corresponding
expression in Homer is ¢ épetp& (Od. 12.171, with the comic by-play
of Ar. Frogs 197-200), whereas Homer standardly uses the dative for the
action of the oars in the water, as in the formulaic verses Od. 9.179-80
¢t kKAniol kabilov,/EEfis & Eélodpevor oAy &Aa TUTrToV épeTpois; these verses
occur four times in Od. g (also 103—4, 471-2, 563—4) and the echo here
strengthens Silenos’ epic claims. The Homeric construction, however,
leads some to understand #peTpois ... pobBioior without a preposition as
‘(whitening the grey sea) with their splashing oars’, but this leaves fjuevor
awkwardly unqualified, and a pointed contrast between ‘standing on the
high point of the stern’ and ‘sitting at the oars’ suits Silenos’ sense of the
order of things. ¢petpois fijuevor without a preposition can hardly give the
required sense ‘sitting at the oars’.

yAaukiv is already an epithet of the sea at Il 16.34 (where see Janko’s
n.), and here adds to the epic colour of Silenos’ report, cf. Hel. 400-1
(Menelaos’ ‘Odyssean’ monologue) é¢yc 8 &’ oldua wévTIoV YAaukiis &Ads /
TAfpwv dAdpar. The meaning of the term has been much debated (cf.
Maxwell-Stuart 1981, Potscher 1998, LfgrE s.v.), but here, set against
AsukaivovTeg, it is probably ‘blueish/grey’, pointing to the apparent gleam
that the sea contains within itself, cf. Hel. 1501—-3 (where there is some
doubt about the text) yAauxdv ¢ oldy” &Aov/kuavdxpod Te kupdTwy/ podtha
Toh& BoA&ooas. At Pl. Tim. 68c6—7 yAauxév is described as kuavod ... Asukédn
KEPQAVVUMEVOU.

pobioion Aeukaivovtes ‘whitening (the grey sea) with their splashing’.
The noise of oars in water is usually p680os, but & pé6iax seems also to have
been used in this sense, cf. IT 407, LY] s.v. I, Diggle on Phacethon 80. For
the ‘epic’ nature of the scene cf. Od. 12.1%71-2 (Odysseus’ crew) oi & ém’
¢peTud/ Elopevor AsUkatvov Udwp EeoTijio” EA&Tniow.

18 Cape Malea at the south-eastern tip of the Peloponnese was notorious
for dangerous winds, cf. Od. 3.287, 4.514, 19.187, Hdt. 4.179.2, 7.168.4,
and Strabo 8.6.20 cites the proverb ‘when you have rounded Malea, forget
what is at home’; most famously of all, it was where the Homeric Odysseus’
real adventures began, &AA& pe kUpa pdos Te TepryvuTTovTa MdAeiav/ kad
Bopéns &réwoe kTA. (Od. 9.80-1), cf. 109n. Silenos’ ‘Odyssean’ pretensions
here reach their height, cf. Hunter 2009: 60—1. Odysseus was rounding
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Malea from east to west when he was blown south, but Silenos merely
says that he and the satyrs ‘had already sailed near Malea’; this studied
vagueness both allows the crucial name of Malea to resonate and also
leaves quite unclear where the satyrs were and in what direction they were
sailing, cf. 11n. It is not impossible that we are to understand that they
were making for the southern Peloponnese, with which various traditions
associated Silenos himself (Paus. 3.25.2—3, citing Pind. fr. 156 M); n
8¢, suggesting a sense of safety, would fit such a scenario, cf. Od. 10.29 T
SexaTm 8 1181 &vegaiveto TaTpis &poupa (followed by a disastrous release of
the winds), Ap. Rhod. A7g. 4.1228—g. Cf. further 109n.

19 &mnAioTns: an Ionic term for the east wind, the wind ‘from the sun’;
Attic retains the Ionic form without aspirate (&mw- rather than é&¢-), cf.
Thucyd. g.23.5, Gomme 1948: 12. This is the term’s only occurrence in
poetry: Silenos is perhaps showing off his nautical knowledge.

éutrvevoas: perhaps a touch borrowed from HHDion. 33 éumveucev & &ve-
pos péoov ioTiov.

20 The localisation of the Cyclopes in Sicily was not Euripides’ inven-
tion, cf. Thucyd. 6.2.1, where the Cyclopes and the Laistrygonians ‘are
said to have lived in a certain part [of Sicily] in very ancient times’ (cf.
Hornblower ad loc.); Epicharmus’ Cyclops was presumably set on Sicily
(cf. PCG1 49, above p. 5). Cycl. is the earliest surviving attestation for
the localisation around Mount Etna, but it seems very likely also for
Philoxenus’ dithyrambic Cyclops or Galateia (cf. PMG 817), and Etna may
well have been the setting for Epicharmus’ comedyj; it is later assumed in
Theocritus 11.

THvd’: such deictics are very common at the start of plays. One wonders
whether the actor gestured jokingly towards the Acropolis towering over
the theatre, as Etna towers over that part of Sicily.

21 pov@dres: that the Cyclopes are one-eyed (cf. 79, 174) is implied
by the Homeric story and made explicit already at Hes. Theog. 144-5
(see next note); Cratinus seems to have used povépuaros of the Cyclops
(fr. 156). The Cyclops often, however, seems to have two eyes in archaic
iconography, cf. LIMC s.v. Kyklops, Kyklopes, Snodgrass 1998: go-8,
although the artist’s conception of the Cyclops may be uncertain when
the monster is portrayed in profile.

22 KukAwmres: closeness to poviytes perhaps evokes the same etymology
as at Hes. Theog. 144—5, ‘because a circular (kukAoTept|s) single eye (d¢8or-
nos) is set in their forehead’.

&vtp’ épnu’ does not just suggest Silenos’ disgust at his current surround-
ings, but evokes the whole ‘Cyclopean’ ethnography of Od. g.112-15,
‘they have neither assemblies where decisions are made nor ordinances,
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but they dwell in hollow caves on the tops of lofty mountains, and each
one governs his own children and wives, and they take no thought for one
another’, cf. Od. 9.399—400 and 122n. below.

év8poxTédvor foreshadows the plot of the play.

23—4 ‘We live in captivity in the house of one of them as slaves’.

ToUuTwy évés colours both 8épois and doldor and is moved to emphatic
‘topical’ position at the head of the sentence: this ‘one’ is now where our
attention is directed.

An@BévTes éopév: lit. ‘we are in a state of having been captured’, i.e. we
were captured and remain so, cf. 381n., K-G I 38—g.

8épois has a wry tinge after ‘deserted caves’, cf. 33, 118, Buxton 1994:
104-8 on the imaginaire of caves which are ‘both like and notlike a house’.

8oUo1 is placed in emphatic enjambment at the head of the trimeter.
There is no sign in Homer that the ‘self-sufficient’ Cyclopes have slaves,
and Euripides’ Polyphemos entirely elides the issue in his boasts at 320-
41; the slavery of the satyrs is a very common dramatic motif, cf., e.g.,
Voelke 2001: 72-83, Griffith 2015: chapter 1, above p. 13 n.44, Laemmle
2017.

24-5 auTév is often thought to suggest ‘the master’, as in the Pythago-
rean autds épa (cf. Dover on Ar. Clouds 219, Diggle on Theophr. Char.
2.5), as ToUtov might otherwise have been expected; adtés in that sense
is, however, not normally followed by a relative clause, and aitév is better
here taken as emphatic, ‘this very one’ (K-G1654).

Aatpevopev: for Ion this verb denoted a very positive activity (lon 124,
129, 152), for Silenos it is hateful; as 25—6 make clear, Polyphemos has
replaced Dionysos as ‘the one whom Silenos and the satyrs serve’, cf.
76-81. deomdTns of the Cyclops at g4 and go makes the same point. LS]
distinguish the ‘religious’ sense of Aatpetew, ‘serve’, from the secular, ‘be
enslaved to’, but usage defies such simple dichotomies.

kahoUotr ... TToAUgnuov suggests an etymology of the Cyclops’ name,
‘much famed’; he is ‘much famed’ precisely because of the Od., which
Silenos almost invites the audience to remember, cf. 8g—ggn. Silenos
again uses the name Polyphemos in the third person at g1, but other-
wise the monster is always ‘(the) Cyclops’; in Odysseus’ narrative in
Od. g he always calls him ‘(the) Cyclops’ until he has heard the other
Cyclopes use the name ‘Polyphemos’ (cf. Schol. on Od. g.403). The name
first appears in Od. at 1.69—72, where Zeus reports Poseidon’s contin-
ued anger about ‘the Cyclops, whose eye [Odysseus] blinded, godlike
Polyphemos, whose strength is the greatest of all the Cyclopes’. KixAwy
might there have momentarily been understood as a name. Memory of
that passage shows how serious Silenos’ plight really is. Cf. further Hunter
on Theocritus 11.72.
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256 é&vti & eUiwv PaxkyxeupdTtwv ‘instead of (performing) ecstatic
Bacchic rites ...’; for this somewhat loose use of é&vti cf. Andr. 164-6,
Soph. OT 1490-1. elos is derived from the ritual cry eboi and is not lim-
ited to Dionysiac cult (cf. T+. 451), though usually found in such contexts,
cf. 495, Soph. Ichn. 227; in Ba. it is used as a cult name for Dionysos
(566, 579) and at 157 he is 6 elios 8eds, cf. PMG 1003, Bremmer 2006:
37-8. The fact of ‘no more Dionysos’ is expressed in different modes by
Silenos here and then subsequently by the chorus (63-5) and the Cyclops
(203-5).

&voaiov points to the Cyclops’ eating of human flesh, cf. 31.

Toipvas ... woipaivopev might be thought particularly ‘degrading’, as
shepherding has nothing to do with more violent maenadic and Dionysiac
activities. There is perhaps a pun (or an actor could make one) in
Towaivouev: this is (alas) the only ‘madness’ now on offer. The Cyclops was
almost certainly not the only play in which the satyrs appeared in a pasto-
ral role, cf. Laemmle 2013: 1%72.

27 pév oUv introduces a self-correction (GP* 478-g): the satyrs are
doing the shepherding, whereas Silenos himself has different tasks.
Others, however, understand that Silenos now turns from the general
situation to the immediate present, with yév oUv marking the transition
(GP 470—4).

KAaTUwy év éoxaTois ‘on the furthest parts of the hills’. The phrase
evokes éoyaTiai, marginal land far from farm buildings where flocks
graze, often under the control of young boys (28), cf. Od. 14.104, Theocr.
13.25-6 (with Gow’s n.). Such marginal spaces are often the setting of
satyr-drama, cf. Voelke 2001: 37-44. In Od. Polyphemos’ cave itself is éw
¢goxamijt (9.182), though he does not see it in that way (9.280).

28 véa véor need not imply that the satyrs are only looking after lambs,
presumably in spring/early summer, cf. 57-8; the emphatic doubling
of véos emphasises the satyrs’ youth (from Silenos’ perspective). Such
juxtapositions of different forms of the same adjective are a common
Euripidean mannerism (Denniston on El 337, Diggle on Phaethon
94); for examples with véos cf. Alc. 4771, Her. 128. The relevance of the
repeated adjective to the two nouns with which it is associated may vary
considerably.

29 Two alliterative phrases express Silenos’ disgust at the tasks he must
perform; Silenos almost spits out his distaste for what he is doing. This
emphatic alliteration is continued in vv. go-1 with T and & sounds.

wiorpa ‘drinking-troughs’; a feminine form is used in 47. Later, the
form ToTioTpa occurs (Call. 4. 3.50). Drawing water for animals seems
even more ‘degrading’ than doing it for humans (cf. Electra’s explana-
tion at El 55-6).
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caipeiv otéyas: sweeping can be represented as a very ‘low’ activity, par-
ticularly for those used to higher things, cf. Andr. 166, Hec. 363, and g5n.;
for possible visual allusion here to Ion and Hypsipyle cf. above pp. 41-3.
otéya is very common in Euripides for ‘dwelling, palace’, but here too
there is probably a touch of distaste, cf. 118. In tragedy the term need not
denote grandeur and is used, in both singular and plural, for Philoctetes’
cave, cf. Soph. Phil. 286 (with Schein’s n.), 298, 1262, above p. 40.

30-1 pévwv ‘remaining behind’.

Tén8e: for &3¢ used of someone not visible but ‘present to the mind’ cf.
Hel. 100, Soph. El. 540, Hunter 1983: 106, K-G I 644. For the juxtaposi-
tion of two forms of 85¢, here separated by a break in the syntax, cf. Soph.
Tr. 716 &x 8¢ ToUS’ 8Be.

SuooePei ... avooiwv: there is here no real difference of meaning:
both the Cyclops and his meals offend the gods, cf. Dover 1974: 247-8,
Mikalson 1991: 157-8.

81akovog can be a pejorative term, ‘lackey’ (cf. [Aesch.] PV g42), and
Silenos clearly finds not just the Cyclops’ meals but also his own subordi-
nate position distasteful, cf. 406. A papyrus hypothesis to the satyric Skiron
(TrGF 5.2, 660) apparently describes Silenos as that monster’s Si&xovos
Tiis UPpews.

32 T& mpooraxféivr’ ‘with respect to the orders I have been given’, a
‘programmatic’ appositional accusative phrase which gives the subject of
the utterance to follow, cf. Aesch. Ag. 550 T6 odv 51), 830 T& & & TS obV
opévnua, K-G I 285; the phrase picks up téraypar in 30. &vaykaics Exe,
lit. “there is a situation of necessity’, is regularly followed by the infinitive
(Her. 502, Hel. 1399-1401, etc.).

33 o1dnpé: the feminine dat. sing. of the contracted Attic form c18npous
-& -oUv.

&pméaym is here apparently used of some kind of rake, whereas it most
naturally means a ‘hook’, whether a meat-hook or a hook for drawing a
water-bucket up from a well, as the later lexicographers claim is its mean-
ing, cf. Gomme and Sandbach on Men. Dysk. 599-600, Kassel and Austin
on Men. fr. 421. It is puzzling that Silenos should use this word in an
apparently unexampled sense, when he would indeed need a ‘hook’ to
help him draw water for the drinking-troughs (29), but there seems no
obvious way of postulating a textual lacuna to explain this difficulty.

Sopous: cf. 23—4n.

34 Seomwomv: cf. 24—5n.; at Soph. Ichn. 224 the satyrs’ SeowéTns is most
likely Dionysos; ‘my absent master’ here almost cries out for the supple-
ment ‘Dionysos’, but KikAwt’ shows the harsh new reality, cf. 76-7, 435-6,
708—9. deoméTns is the standard word both for a slave’s master and the
‘master of the house’.
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35 Silenos has to ‘receive’ both the Cyclops and the flocks, which pre-
sumably are the cause of most of what needs sweeping up (cf. Od. 9.329—
go for the dung in the cave), in a clean (lit. ‘pure’) cave; the phrase is
tinged with bitter sarcasm. It is again tempting to think of the very differ-
ent kaBapeiétng, both literal and metaphorical, which is prominent in Ion’s
monody (lon g6, 105). Silenos is here forced to behave like a ‘model wife’,
cf. EL. 73-6 (Electra to her farmer husband) ‘You have enough to do out-
side. I must look after things inside the house. It is pleasant for a workman
when he returns home to find things inside neat and tidy’, above p. 32.

g36—40 Silenos announces the arrival of the chorus in a structure which
eventually led to the ‘formulaic’ announcement of the chorus at the end
of the first act of Menander’s comedies, cf. Hipp. 51-7, Ph. 193—201 (with
Mastronarde’s n.), Arnott on Alexis fr. 112. The choruses of New Comedy
often seem to have been comastic revellers, cf. Alexis fr. 112 where there
is also a reference to very vigorous dancing, and excessive intake of alco-
hol is often imputed to them (Men. Aspis 247-8, Epitrep. 169—70, Perik.
191—2); here the satyrs enter dancing (g7n.), but alcohol has — alas —
nothing to do with it. The chorus of xwpwidia always remained both a
k&dpos and a xopds, such as we also have here.

The satyrs enter probably dancing the sikinis (36-8n.) and Silenos
expresses his surprise that they still dance ‘as in the old days’, despite
their current joyless situation. The satyr-chorus’ habitual noisy dancing
to some extent works amusingly against Silenos’ complaints, and g7-40
remind us, as also does the end of the play, of the repetitiveness of sat-
yric performance: they may be captives of the Cyclops, but this is still the
same satyr-chorus which we know and love. Silenos’ strong reactions to
the movements of the satyrs seem to be a recurrent motif of satyr-play, cf.
Soph. Ichn. 124-52 (Silenos’ failure to understand the chorus’ ‘tracking’
and subsequent abuse of them, with Ti TaiTa; in v. 129).

368 The sequence of thought will be ‘I have to get the house ready —
here come the flocks already, which means that the Cyclops too will soon
be returning’. For the time-scheme of the play cf. 213, 353-5nn.

Taidas poovipovTas ticopd / Troiuvas ‘I see my children driving the
flocks in this direction’, cf. Od. 9.233 (the Cyclops) éwijA8e vépcov.

Ti TabTa; is not restricted to satyr-play and comedy, cf. Andr. 548, Ph.
362, Collard 2018: 75 (~ Stevens 1976: g1).

M@V kpoTOS TIKIVISWY /SpoTog UiV viv Te XD Te kTA. ‘the thumping of your
sikinis-dances is not, is it, the same now as when ...?" u&v here expresses
surprise (cf. K=G II 525, Barrett on Hipp. 794), but without apparent
irony (contrast 158, 377). In the freedom with which characters com-
ment upon the mode of choral performance, satyr-drama is clearly distin-
guished from tragedy. An alternative scenario would be that the satyrs do



g6 COMMENTARY g8

not in fact here dance as they normally do (cf. 63-5, Easterling 19g7b:
43), but merely drive flocks, and Silenos’ comment is a wry observation
about their current plight, with pév, as regularly, expecting a negative
answer: there are in fact no sikinis-dances. However, the surprise expressed
in 7i TaUTa; favours the first explanation, as also does the parallel reaction
of the Cyclops at 208-5.

xpdTog most naturally refers to the thumping of feet in a vigorous dance,
cf. Hcld. 783, Tr. 546, Soph. Ichn. 217-20, 237.

awwidwv: ancient scholars identified the sikinis as the satyric dance par
excellence, cf. Aristoxenos fr. 104 W2, Aristocles in Ath. 14.630b—c; both
oikivig and the more common oikiwvvis are attested — and both spellings are
found as names for satyrs on vases (Kossatz-Deissmann 1gg1: 168) —but as
the length of the second vowel is unknown, we have retained the spelling
with single v. This is the earliest attestation of the term, although cixivw]v
is plausibly restored at Soph. fr. 7772. Ancient (and fanciful) etymologies
connecting the term with etieofa1 and kivnois (Ath. loc. cit.) point to lively
movement as a hallmark of the dance, and fifth-century vase-painting
shows actors in satyr costume performing oxfjuata (cf. 221) involving kicks
and exaggerated arm movements, cf. above pp. 27-30 (the ‘Pronomos
Vase’), Seidensticker 2010; the chorus of Soph. Ichn. 218-19 announce
that they will make the ground ring mmdfjpactv kpeumvoiot kai AakTiopa-
ow, and this is almost certainly a reference to the sikinis, cf. also Pratinas,
PMG 708.14 &8¢ oor 8e618s kal modds Siappigd. There seem to have been
similarities between the sikinis and the armed pyrrhiche, cf. 7n., Pl. Laws
7.815b—c, Ath. 14.630d, Ceccarelli 1998: 218-15, Voelke 2001: 14951,
Laemmle 2013: 193-201, D’Alessio 2020. It is probable that, unlike the
choral dancing of tragedy, the sikinis was not reliant on choral uniformity
and syncopated movement: individual satyrs could ‘do their own thing’;
our evidence suggests that the satyr-chorus often did break up into indi-
viduals or factions, cf. below p. 233.

38—9 viv Te xdTe: the echo and repetition from v. 2 marks Silenos’
recurrent obsession with the past.

Baxkyxiwi/xduos cuvacmrilovTes: lit. ‘bearing your shields side-by-side as a
k&pos with the Bacchic one ...’ , i.e. escorting Dionysos as a band of revel-
lers. ké&pos is a collective singular, here expressed with a plural verb, cf. Tr.
614, Ba. 56, Smyth §950; the transmitted x&uot is impossible, as the satyrs
form a single k&pos, and the singular could easily have been corrupted
to the plural. Several editors adopt kwuw! ouvacTilovtes, ‘escorted (the
Bacchic one) in a revel’, but the juxtaposed datives are unconvincing.
As they revel to Althaia’s house, the satyrs form a ké&pos which is both
the Dionysiac cultic revel and also the ‘secular’ erotic x&uos familiar from
Hellenistic and Roman poetry (Headlam on Hds. 2.34—7), which is to play
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such a significant role later in the play. Silenos is thus made to foreshadow
important elements of the play to come. The satyrs here play the role of
the friends who regularly accompany the lover in later literary xépo, cf.,
e.g., Theocr. 2.119. The imagined scene is thus very close to Cat. 64.251—
65 where the god, cum thiaso Satyrorum et Nysigenis Silenis, appears in revel
to find his new bride Ariadne. K&pos is a well-attested satyr-name on vases,
cf. RE 11.1298—9, Kossatz-Deissmann 19g1: 15%-9, Curbera 2019: 121-2,
and it has often been guessed that the chorus of Epicharmus’ KewuaoTai i
‘AgaigTos were satyrs.

ouvaomrilovTes: the verb occurs only here before Hellenistic prose;
Xenophon uses ouvacmdoiv (Hell. 3.5.11, 7.4.23). In suggesting that the
erotic k&dpos was like a hoplite formation, Silenos transfers military language
to the erotic and sympotic sphere, as was to become very familiar in Roman
poetry, cf. Spies 1930, McKeown on Ov. Am. 1.9 (militat omnis amans ...).
Other early foreshadowings of this metaphorical system include Hipp. 527,
Sappho fr.1.28 oUppayos éooo (addressed to Aphrodite), Pratinas, PMG
708.8—9 (also a comastic context), Soph. Ant. 781; at Ph. 790 a destructive
army is a k@pos &vavAétatos. As, however, certain types of drinking-bowl
could resemble or even be called ‘shields’ (Arist. Poet. 1457b20~2, Rhet.
3.140%726, Anaxandrides fr. 110, Aristophon fr. 13.2, Paus. 5.10.4, Gagné
2016: 228—9), ouvaoTilovtes, ‘those who bear the shield together’, might
be a sympotic term applied by groups of drinking-partners to one another,
or at least suggestive of such terms. We may perhaps compare the use of
8wpnyBeis and related terms to mean ‘drunk’, cf. Soph. fr. 173 (Dionysiskos),
Diphilus fr. 45.2, LS] s.v. 8wpfioow II, and at Antipater Thess., APL 184.1 (=
GP 239) Dionysos is a ouvacmoTis of ‘Italian Piso’. There is also here an
echo of the very rare TapacmoTis in 6.

AABaias Sépous is the ‘accusative of motion towards’ with wpooijit’.
According to later sources (Satyros, F 28 fr. 1 col. II Schorn, Apollod.
1.8.1, Hyginus, Fab. 129), Dionysos slept with Althaia, the wife of Oineus
(‘Mr Wine’), when the latter entertained the god in his house. The result
of the union was Deianeira, Heracles’ later wife, and Oineus was taught
the art of viticulture in return. The story seems perfect for satyr-drama
(Waltz 1931: 292—3), but no such play can be identified. Oineus tragedies
were written by Philocles, Eur. (frt. 558-70) and Chaeremon, and cf. also
Adesp. Trag. 625; none may, however, have dealt with the story of Dionysos
and Althaia (Eur.’s tragedy certainly did not). Soph. fr. 1130 may come
from a satyric Oineus (cf. Laemmle 2018), but this too will not be the story
of Althaia.

40 &oi8ais PapPiTwv cavloupevor ‘waggling your buttocks to songs to
the accompaniment of lyres’. For &oi18ais BapBitwv cf. Med. 424—5 Apas ...
&o18av; the genitive is hard to characterise, but easy to understand, and
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&o181) is almost never used of purely instrumental music (Bacchyl. 18.4
uses it of the sound of a odAmy§). pappiTor were lyres which were narrower
and longer than Alpai, and thus had a lower pitch; they were particularly
associated with Dionysiac and comastic revelry (cf. Alc. 343—7, Alcaeus fr.
70.3-5) and with poets such as Anacreon (cf. 495-518n.), and they were
believed to have come to Athens from the (effeminate) east. Satyrs with
B&pPrtor are often depicted on vases, cf. Maas and Snyder 1989: chapter
5, Voelke 2001: 97-103, Lissarrague 2013: Figures 53, 116, Austin and
Olson on Ar. Thesm. 137-8. Dionysos might have carried a B&ppitos in
Aeschylus’ Edonoi (cf. fr. 61). Cf. further 443—4n.

gauvloupevor suggests exaggerated movements of the buttocks which,
depending on context, may be self-conscious or effeminate or lewd or
some combination of these, cf. Anacreon, PMG 458, 411 (Aovioou oadia
Baocoapides), Ar. Wasps 1173 (cavdompwknidv), Voelke 2001: 66-8, 1767,
Bing 2014: 44, Thomas 2015. Here the word presumably indicates one
feature of the sikin(n)is, cf. 36-8n.

41-81 PARODOS

The chorus of satyrs enters driving a flock of sheep, perhaps in scattered
groups, or even singly, rather than in closely knit choral formation, cf.
36-8n., Seidensticker 2010: 227-8. Whether in the original production
the sheep were real or human extras dressed as sheep or both or whether
the entire matter was left to the audience’s imagination we shall never
know. The song falls into two parts. Lines 41-62 consist of two correspond-
ing strophes separated by a metrically distinct mesode (cf. the structure of
356—74); these verses seek by enticements and threats to make the sheep
return to the fold. Lines 63-81 form an epode in which the satyrs pick
up Silenos’ laments for their current situation and their separation from
Dionysos. The suggestion that the mesode (49-54), which interrupts the
sequence of cajoling blandishments in the surrounding strophes, was
sung by a single chorus-member (so Wilamowitz 1921: 224), who, like
the errant sheep, breaks off from the main group, is very attractive, but
cannot be regarded as proven.

Metre. The strophe and antistrophe are formed from two simple aeolic
lengths, one of which may be seen as an ‘acephalous’ version of the other:

00—X—=0uu-—

x—x—vu_

The longer form is given various names in modern scholarship, ‘cho-
riambic dimeter’, ‘anaclastic glyconic’, ‘wilamowitzian’ (w:l); this last
is adopted here. The shorter form will be referred to as an ‘aeolic
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heptasyllable’ (hept). On these forms, of which Euripides makes great
use, see Wilamowitz 1921: 210-44, Itsumi 1982, Lourengo 2011: 108-
11. § indicates that a word runs into the next colon by one syllable
(‘dovetailing’).

Some of the resonance of these choriambic forms is with simple and
popular song, and that is certainly appropriate to the present case; the
parodos of the Phaethon, for example, begins with two responding stro-
phes composed in this length and describing the coming of daylight and
the impetus it gives to shepherds and hunters (vw. 63-78 Diggle). The
pattern of the strophe and antistrophe is as follows:

- - —m —m= v u - wil
Tal yevvaiov pév maTépwy 41
- - = —v v - hept
yevvaiwv 8’ &k Tok&dwv,
- - - —m —m v v - wil
a1 81) pot viom okoTéAous;
- - u=—vu - hept§
oU T&1d’ UTrfvepos al-
-_—_ e_— - vy - wil
pa kai TToinp& PoTtdva, 45
_——_——  — = VU - wil
Sivaév 8’ Udwp ToTaudY
- - = - = vy - wil§
év ioTpais keITan wEAQS &v-
- - = == vu-— wil
Tpwv, oU ot PAaxai Texkéwv; 48
OTOapY®VTAs HaoTOUS XAAQCOV*
_—— __— v - hept
8égan BnAaior Tpopds 56
- - = = = v uv - wil
oUs Agitreis &pvédv BaAduois.
VvV = v = v v = hept§
mofoloi o’ &uepdkor-
- - - = = vu- wil
Tol PAayai opIKpOV TEKEWY.
- - = v wil (presumably)
eis aUAdv éT’ TépeBaivest 60
_—— - v =—uv v - wil
Troimpous Atrrrolioa vopous
_——— —— v u- wil

Ailtvalwv giocw okoéAwy;
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The strong preference for long syllables, suggestive of deliberate move-
ment, in the first part of the verse perhaps suggests a contrast between the
satyrs’ movments with the sheep and the lively movements of the sikinis,
cf. 36-8n.

Analysis of the mesode is complicated in the second half by textual and
colometric uncertainty; the details are discussed in the appropriate place
in the commentary. The anapaestic rhythm of the first half is, however,
unmistakeable. In the uncertain second half, Diggle’s text (reproduced
below) gives a length, ‘diomedean’ (cf. Lourenco 2011: 75), which fits
easily into anapaestic and dactylic contexts; the pattern of ‘diomedean’
followed by paroemiac (catalectic anapaestic dimeter) is also found at
Alc. 457-8.

- - - - anap
WuTT’ - 0¥ T&S’, oU;

- —mv V= == vuv - 2 anap
oU T&de veputii kKAe1TUV Spocepdv; 50
—_— e, = - vV - 2 anap
o1, plyw TéTpov TAXa Gou-
vy —vu = v— = diom
Umay’ @ Uay’ & kepdoTa

- —vu—- vu—- paroemiac

<TpOs> unAoPoéTa oTACIWPOV

v — v vu - hept
KixAwtros &ypopdaTa.

Textual problems also affect part of the epode, but it is nevertheless clear
that this to some extent continued the rhythms of the earlier part of the
song. 65 is a relatively rare, though well attested, choriambic length which
Lourenco 2011: 102 calls a ‘pendent aeolic octosyllable’ (oct); it may also
be thought of as an anaclastic version of the hagesichorean (x — v v -
—--).

Diggle’s colometry is reproduced below:

oU T&de Bpduios, oU T&de yopol

- - v - vy - hept

Baxyan Te Bupoogdpor,

- - U=mvu= - oct

oU TupTrdvawv dAaAaypol, 65
- —.= - = v Y- wil

oUk oivou xAwpai oTaryoves 67
- = v = Vv - hept

kpfvaus wap’ USpoxUToIS: 66
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- - - - v - hept§
oud’ &v NUoai peté Nup- 68
— vV v - glyconic§
av Taxyov Takyov dn-

- - = - = vu- wil§

d&1 péATre Tpds Tav Agpodi- 70
- m —- - v - wil

Tav, &v fnpelwv TeTOPAY
- - - —vu- hept
Bdaxyais aUv Aeukdtroov.
T& piros & pide Bakyele
Trol oioTroAels

EavBdv yaltav oeleis;t 75
v v - vuu - hept
gy 8’ 6 obs TpdTONOS
v o— v —= = ia sp
KukAwm éntevnd
- v v - - -y v-—- 2 anap
T povodépkTan dolUAos dAaivwy
- —vuv = = =y uv- 2 anap
oUv Taide Tpdyou yAaivan peAécn 8o
- —— v u- ? anap -
ods xwpis piAias.

Labelling of the closural final verse is uncertain, cf. Lourengo 2011: 48,
111.An aeolic analysis, perhaps as a ‘reversed’ form of dodrans (= vv—-v-),
is possible; Willink 2001: 529 suggested that it may be a ‘doubly acepha-
lous’ wil.

41-62 These verses form ‘the earliest extant pastoral song’ (Seaford
1984: 106). Euripides here transposes into choral dramatic action the
strong pastoral flavour of Od. g; the Homeric Cyclops was a fearsome
monster, but he was also a skilled pastoralist who cared for his animals and
felt closely attached to at least one of them (Od. 9.183-8, 21g-23, 287-
49, 44'7-60, below p. 103). It can hardly be a coincidence that this song
occurs in a play set on Sicily. Later, Theocritus of Syracuse was to evoke
traditions of popular ‘bucolic’ singing in Sicily and southern Italy and to
fashion the young Sicilian Cyclops as a bucolic singer and lover avant la
lettre; Sicily is always central to accounts of the invention of bucolic and to
the story of the bucolic ‘hero’ Daphnis (cf. Hunter 1999: 63-7, 217-19).
Some striking similarities of technique and motif between the parodos
of Cycl. and Theocritean bucolic (cf. 44-8, 49-54nn.) suggest that both
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draw upon pre-existing forms of song. Theocritus makes rich use of the
Sicilian poetic heritage (Stesichorus, Sophron, Epicharmus, cf., e.g., Willi
2012a: 285-8), and it is likely enough that his ‘bucolic’ poems as a group
are highly sophisticated ‘re-imaginings’ of (real or believed) traditions
of work-songs and song-exchanges, such as have been identified from
rural communities all over the Mediterranean. Athenaeus reports that a
Sicilian cowherd called Diomos was the ‘first inventor’ of poukoAiaouds,
a song for ‘those leading flocks’, and that Epicharmus mentioned him
in two plays (Ath. 14.619a-b, Epicharmus frt. 4, 104, cf. Hunter 1999:
9-10); it is quite possible that Epicharmus’ Cyclops (cf. above pp. 4-5) also
contained a bucolic element. The parody at Ar. Wealth 29o-315 strongly
suggests that Philoxenus too exploited Sicilian traditions of bucolic or
pastoral song in his Cyclops or Galateia (above pp. 8—9). The generic and
local resonances of the parodos will thus probably have been strongly felt
by at least some of Euripides’ audience.

A striking feature of these verses is the verbal repetition between stro-
phe and antistrophe, which goes well beyond the echoing which is often
found between corresponding stanzas: ckomwélous ~ okoméAwv, ToNP&
BoT&va ~ Trompous ... vopous, PAaxai Tekéwv ~ PAaxal oukpdv Tekéwv (and
cf. also 44n.). This may be imitative of a real or believed feature of such
popular ‘work songs’; it is not, however, the verbal poverty of such songs
which is here the poet’s target, so much as the paradoxical humour to be
derived from the satyrs’ new occupation.

In his account of Dionysos, Diodorus Siculus reports that the satyrs in
the god’s retinue ‘afforded him delight and great pleasure through their
dances and their tpaywidica’ (4.5.3). This claim may be a product of a
period when satyrs had become more closely associated with, and were
imagined to resemble, goats than they were in the classical period, but it
does serve as a reminder that satyr-play was a part of ‘tragic’ performance
and that, at least later, Tpaywidia (first attested in Ar. Ach.) was under-
stood to mean ‘goat-song’ (cf., e.g., Pickard-Cambridge 1962: 112-24).
The only explicit reference to goats in Cycl. is the satyrs’ complaint about
the ‘wretched goatskin cloak’ which they have to wear (8on.); whereas
the Homeric Cyclops is said explicitly to keep goats as well as sheep (Od.
9.220, 239), in Euripides it is the satyrs who are the closest thing to goats
on Sicily. An entry of the satyrs with a pastoral song of ‘popular’ generic
affiliations and a striking mixture of ‘low’ subject-matter and high style
may suggest one view of the relation between and historical development
of satyr-plays and the tragedies which preceded them; the parodos may
thus gesture not just to Sicilian song-traditions, but also to the generic
place of the dramatic form we are currently witnessing. For further discus-
sion cf. Hunter 2009: 58—9, Laemmle 2013: 242-3. It is not unlikely that
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the satyrs had performed similar tasks in earlier plays, but we can point to
no certain case; it is often thought that they looked after cattle in Soph.
Inachos, and if Soph. Poimenes were satyric, then this might be a case of pas-
toralist satyrs. In the third century, Sositheus’ Daphnis or Lityerses had an
agricultural context, and Euripides may have dramatised the same story
in the satyric Theristai (‘Harvesters’).

A further question of structure concerns the animals addressed in these
verses. The antistrophe is certainly addressed to one or more ewes and the
mesode to a ram (though Willink 2001: 517-18 emends to make it too
addressed to a ewe). The indications for the strophe are mixed. It is now
normally assumed that the grand opening address of 41—2 must, particu-
larly for an audience whose minds have been directed to Od. g, evoke the
famous ram of Od. 9.447-60, which will then be the subject of attention
right through to the end of the mesode, cf. Kassel 1991: 192—4, 53n. on
ogtaciwpdy; there will be a wry humour in the fact that the ram which in
Homer was always ‘first out and first back’, perhaps as the xtiAos or sheep
that led the flock (so Eustath. Hom. 1638.60, Thompson 1932), here
proves disobedient and reluctant to return. Others doubt that a reference
to the bleating lambs (48) would carry much weight with a ram, and thus
the strophe, like the antistrophe, must be addressed to a maternal ewe
(cf., e.g. Serrao 1969: 58-60, Voelke 2001: 176). It is perhaps the noble
address of 41-2 (where see n.) which makes the strongest argument: the
ram which was always first out to graze the tépev’ &vbea oins (Od. 9.449)
must here be lured by the womp& Botéva rather nearer home.

41-2 A high-style, almost paratragic address to a sheep, cf. 286, Ion 262—
3, Soph. El. 129, Phil. g6. Theocritus j similarly begins with an address by
Komatas to his goats, telling them to avoid a nearby shepherd.

yevvaiwv, ‘noble’, is standardly used of excellent ‘pedigree’ animals, as
well as of high-born or virtuous human beings (cf. Xen. Oec. 15.4, LS] s.v.
I1, Arnott 1972: 27), and as such draws attention to the amusing ‘human-
isation’ of the sheep, particularly in the mouth of the satyrs. It is less
important that (ancient and modern) shepherds may, like dog-owners,
talk to their animals in ‘human’ terms than that this perhaps recalls the
shared feeling which the Homeric Cyclops imputes to his ram, whom he
also addresses incongruously as & kpit wéwov (Od. 9.447).

TaTtépwy ‘male ancestors’.

&: the transmitted T’ would give an unparalleled case of uév ... Te linking
two instances of a word repeated in anaphora.

éx maygovern both nouns, cf. Hec. 144, IT 886-7, K-G I 550, 0r yevvaicwv ...
Tatépwv depends upon mad.

Tok&Swv ‘female ancestors’. This word is standardly used of animals
which have recently given birth (Med. 187, Od. 14.16 (Eumaeus’ pigs)),



104 COMMENTARY 43-44

but here it is a poeticism for ‘mothers’ (cf. Hipp. 560), thus creating a
similar mixed effect to yevvaiwv.

43 & 81 pot viom oxotrédous; ‘by what route, may I ask, are you heading
for the boulders?’

81 is common in surprised questions, cf. Med. 516, Hec. 118, GP* 210-11.

potr: the so-called ‘ethic’ dative, in which a pronoun conveys the speak-
er’s involvement in what is said; it is often best translated as ‘tell me,
please’, cf. 206, 543, CGCG 30.53. The usage is notably polite (or ironic)
when addressed to an animal.

viom is here present (followed by a simple accusative of motion, Smyth
§1588), but probably future at Ph. 1234 (cf. Mastronarde on Ph. 1233-5).

44-8 The chorus try to lure the sheep home by describing the steading
in terms of a locus amoenus (cf. Nisbet and Hubbard 1978: 52—3, Hunter
1999: 12-17): lush grass and running water are standard elements of
such descriptions. In Theocritus too such descriptions are regularly used
to entice a (human) character to choose one place over another, cf.
1.106-7, 5.31—4, 45—9, 11.45-8 (the Cyclops to Galateia). Eur. may here
have borrowed (and mildly parodied) a convention known to him from
Sicilian traditions.

44-5 oU T&n®’ ... ‘Are there not this way ...?’

Umrijvepos abpa: breezes are a regular part of the locus amoenus (Med. 837-
9, Pl. Phdr. 2g0c1 (16 edmrvouv), Hor. C. 3.4.8, etc.), and it is amusing that
the satyrs try to lure a sheep with something that humans might enjoy but
which is unlikely to matter much to a woolly quadruped. Moreover, it is a
little strained (even for the satyrs) to claim that there is a breeze in one spot
but not in another which cannot be that far away from the first. The epi-
thet, however, is very difficult. dmvepos normally means ‘sheltered from the
wind’, and this seems a very awkward way to describe a ‘gentle breeze’ (the
now standard interpretation); no good parallel has been adduced (&vep-
éecoa ... aUpa at Soph. Trach. g4 does not help). edfvepos might perhaps
offer an easier combination; 7H8Utvoos would be perfect, but the corruption
very hard to explain. An alternative approach is offered by Musgrave’s con-
jecture auAd: the satyrs offer the sheep a ‘fold out of the wind’. If correct,
this would then give another case of verbal repetition between strophe and
antistrophe (cf. 60, above p. 102). That the antistrophe seems to place the
auA& and the availability of grass in separate realms is not a decisive argu-
ment against placing them together here; at 541 Odysseus claims, perhaps
untruthfully, that there is lush growth in front of the cave.

Tomp& Potéava: the lushness of the locus amoenus is amusingly here not
an invitation to lie upon it but rather (as at [Theocr.] 8.67-8) to eat it,
cf. Pl. Phdr. 230cg—5 (Socrates showing that he can do a rhetorical locus
amoenus) ‘the best thing of all is the grass (16 Tfis wéas) — you can lay your
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head on the gentle slope and it’s wonderful’. The Homeric model is Od.
9-449 (cf. 41-62n.).

46-8 Some editors place a question mark after 45 and, with Wecklein’s
& for &', make 46-8 a statement rather than part of the question; it seems
better, however, to keep all the delights which the chorus offer to the
sheep as part of one syntactical unit. Cool, often running, water is another
standard element of the locus amoenus, but here the water is in drink-
ing-troughs; so, too, caves often feature in such descriptions or them-
selves can be the subject of them (cf. Theocr. 11.44-8 (the Cyclops’ cave),
Hor. C. 1.5.3), but the delights on offer in the Cyclops’ cave are at least
mixed, even for sheep. Od. 13.103-12 describes the marvellous ‘cave of
the nymphs’ which has two entrances, as does — so we shall learn at 707 -
the Cyclops’ cave, cf. above p. 40.

Swvaev is a common epithet of rivers in Homer, but here the water swirls
(if it does) because it has been emptied into the troughs (cf. 29); to
understand the epithet solely with Totauév by transference (‘enallage’) is
to miss the humour of this satyric (and satiric) locus amoenus. Somewhere
behind these verses may lie Od. 6.8g—9o, where Nausicaa and her atten-
dants allow their mules rotaudv Tapd Sivhevta / Tpwyev &ypwoTiv pehindéa.

miorpaus: cf. 2gn.

oU, ‘where’, seems far more natural than o, which offers a reversion to
the question-style of 44.

49-54 The satyrs, or perhaps one satyr (cf. above p. 98), turn from
enticements to threat, or — if these verses refer to a different sheep than
the strophe — break off to deal with a particularly recalcitrant ram. There
is a somewhat similar sequence at Theocr. 4.45—9, also marked by citTa,
where Komatas breaks off his conversation with Battos to threaten his
cows if they do not move in the desired direction, cf. Serrao 1969: 59-60.

49-50 Cf. Theocr. 5.100-1 ‘Hey (oitT’)! Away from the olive, you kids!
Graze here where the ground slopes down and there are tamarisks’.

yutT’, and elsewhere oitTa, represents a whistling noise to attract the
animals’ attention, cf. Theocr. 4.45 (with Gow’s n.), 5.3, 100, 8.69, Rossi
1971b: 7—q; wé is attested perhaps as a shepherd’s call from Soph. Poimenes
(fr. 521, cf. above p. 35).

ou t&1d’, oU; ‘Won’t you <come> this way, won’t you?’ For such a verb-
less command to grazing animals cf. Theocr. 5.8 oUx &mwé T&s kpavas; oiTT,
&uvides.

oU T&i8e vepit xKAarTuv Spooepav; ‘Will you not graze the dewy slope over
here?’ Such questions expressed with the future tense amount to com-
mands; K-G I 176 describe the form as ‘polite’, but there is no need to
take it as such here. Cf. Ion 174 o0 weiony; (Ion to one of the birds nesting
in the temple).
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xAaTuv: this epigraphically attested spelling is, as here, standardly
replaced in MSS by khits, cf. Wackernagel 1916: 74-5.

51 oou: the genitive marks the direction or target aimed at, cf. Ba. 1096,
1099—1100, Smyth §1349, K-G I g51; the usage may be compared to the
genitive following verbs of desire and striving.

52 Umay’ ‘move along’; for this intransitive use cf. Ar. Wasps 290 Umay’,
& od, Umaye, Clouds 1298, LS s.v. BII 1.

kep&ota: cf. Theocr. 5.145 oiyes &uai ... kepouxides, 8.51 18, d kdAe. It
is possible that Kep&otns, ‘Mr Horns’, is to be understood as the ram’s
name; Arist. HA 6.573b27 reports that the animals which lead the flock
are trained to answer to their name. Thompson 1932 suggested that this
word lived on in the Sicilian crastu for a leading sheep, but that word is
much more likely to be a dialect form of castrone.

53—4 otaciwpdv: this noun should mean ‘guardian of the steading’;
for otdois in this sense cf. fr. 442, Serrao 1969g: 53-7. The standard
term in Homer for ‘homestead’, whether of the Cyclops or Eumaeus,
is otabués. The ‘guardian of the Cyclops’ steading’ could be either
Silenos (cf. 29-35) or, given the Homeric background, the ram; the
latter would be a flattering half-untruth, but hardly an impossible one:
the presence of a large, horned ram can still be a deterrent to tres-
passers. If Silenos is understood as the guardian (so, e.g., Serrao 1969:
61-2, Diggle 1994: 36—7), then a preposition such as <wpés> must be
added. It is, however, at least unexpected for the satyrs to tell the ram
to return ‘to Silenos’: ‘it gives him a prominence ... he does not clearly
deserve’ (Kovacs 1994: 145). A vocative addressed to the ram is an
attractive alternative. This problem cannot, however be divorced from
the apparent accumulation of epithets for the Cyclops: unopéTa ...
&ypopd&ra. This is not impossible, cf. El. 16g-70 yahaktowdTtas &vip/
Muknvaios oupipatas, Tr. 436—7 (without asyndeton) dpoPpds T dpeipa-
s/ KikAwy, but the proximity of two adjectives close in both meaning
and sound is at least awkward. Some have tried deleting one or other
of the epithets (Wilamowitz 1921: 224, Willink 2001: 518-19), or we
might read uniopara, ‘flock-mounting’, as a vocative addressed to the
ram; at [Theocr.] 8.49 a goatherd addresses a he-goat as T&v Aeuxav
aiy@v &vep. The mating drive of animals is one motif very familiar from
later bucolic which is otherwise missing from the parodos and might be
thought dear to the satyrs’ interests; in a satyr-play of Achaios, Silenos
was called vuugépas (fr. 52). Pan is aiyipérns, and ps.-Oppian, Cyn.
1.388 uses pynAoPateiv of rams; unroPéara otaciwpé would be a suitably
honorific form of address for the noble ram. If this is correct, the two
epithets in -B&rng with different implications would play off amusingly
against each other.
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pundopéTa: if sound, this will be a Doric genitive of unAopétns, ‘shep-
herd’; at 660 the Cyclops is called Tév Aftvas pnAovépov.

&ypopara ‘who treads the open spaces’, seems a certain correction, cf.
Tr. 436 (cited above), Soph. Phil. 214 oty &ypoPaTas (where &ypopdTtas
is in a minority of MSS).

55—7 The description of the Maenads suckling animals at Ba. 6gg—702
seems to rework these verses, ‘Some held a young deer or wild wolf-cubs in
their arms and gave them white milk — those who had recently given birth
and left their babies with their breasts still full’ (ai 8’ &yx&Aouor dopkad’
fi okUpvous AUkwv/&yplous Exouoan Asukdv €diBocav ydha,/Scais veoTdkolg
paoTds fiv orapydsv ET1/ Ppéen Mirovoais), cf. above pp. 45—6. The Homeric
model is Od. 9.438-9, where the blinded Cyclops’ ewes have not been
milked and so are bleating, oU8ata y&p opapayeivTo.

MaoTous: paotds is found elsewhere of an animal’s teat, but here it is part
of the ‘personification’ of the ewes, as the satyrs appeal to their mater-
nal instincts: 8oAdpois, Tofolor and ouikpédv Tekéwv all belong to the same
discourse.

56—7 ‘Receive with your teats the young lambs (lit. the nurslings of
lambs) which you leave behind in their chambers’.

Tpo@ds ... &pvidv: cf. 18gn. The transmitted 8nAaiot cropds would mean
very much the same, but is metrically faulty (- - - v - for - - vv -); the cor-
ruption is hard to explain, but Tpopés keeps the preciosity of expression
which is part of the satyrs’ wheedling tone. Diggle accepts Broadhead’s
8nA&s Tmopicac’ ... ‘receive those of the lambs (partitive gen., cf. Suppl.
201-2, Her. 283, IT 736) which [oUs Diggle: &s] you leave behind in their
chambers, providing your teats’.

faAdpors continues the appeal to the ewe’s maternal instinct, cf. 55—7n.;
in Homer the lambs have onkoi (Od. 9.219, 439).

58—9 &uepdxor-/Tor PAaxai opikpdv Texéwv ‘day-sleeping bleatings of
the little children’, i.e. ‘your bleating little children who sleep during the
day’, another precious, amusingly silly phrase: the lambs will be bleating
now, because they are hungry, but will not have been during the day, when
asleep. Some of the preciosity may be removed by invoking ‘enallage’ again
(cf. 46mn.), so that auepdrortor ‘really’ belongs with Tekéwv, but here style is
what matters most. Among the terrible sounds of the city at war at Aesch.
Sept. 348-51 are PAaxai & aipardesoo/ TV EmpacTidiwy/&pTiTpeqeis; the
phrasing is perhaps not close enough to make a convincing case for par-
ody here (Bers 1974: 40, 67).

&uepoxor-/rou: cf. Hes. WD 605 where ‘day-sleeping’ is a ‘kenning’ for
a thief.

60—2 t&ugipaivast is both unmetrical (a choriamb is required) and with-
out meaning, but no conjectured verb (including Triclinius’ &uiBaieis)
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has any plausibility; for various attempts cf. Jackson 1955: 134-5, Willink
2001: 520. A common alternative is to seek an appropriate epithet for
avAdv: appraefi (Hartung), &ueibupov (Seaford), &ugiporov (Eden 1ggo:
26-7). With such an approach, it is then assumed either that there will be
a further ellipse of a verb (cf. 49, though the present case would be much
more difficult) or that eiocw should be replaced by Seidler’s eiger ‘will you
enter?’

Aitvaiwy tiocw oxotrédwy: if, as seems likely, the sheep are imagined to
graze on the foothills of Etna (cf. 27), then their pastures are not unrea-
sonably described as ‘within the boulders of Etna’.

63-81 The satyrs regret the lost pleasures of the Dionysiac life; such
wishful projection to an imagined world of choral freedom was very prob-
ably a common motif in satyr-play. Cyllene offers a similar account of the
satyrs’ habitual activities at Soph. Ichn. 225-8. The epode begins with an
iambic dimeter with three resolutions; the short syllables and asyndetic
parataxis produce an effect analogous to the opening of Pratinas, PMG
708 (almost certainly satyric) Tis 6 86puPos 83e; Ti T&de T& XopeUpaTa;/Tis
UBp1s EpoAev étri Arovuoidda roAuTdTaya Bupéhav;/Euds éuds &6 Bpdmos, Eud Bel
kehadeiv, eué Sel watayeiv kTA. For further discussion cf. Laemmle 2019a,
above p. 25.

63 T&de ... Téde: cf. 204, Hypsipyle fr. 752f.0-10 oU T&Se Tivas, ob Téde
kepkios/ioToTévou kTA. (discussed above pp. 42—-3). The use of plural pro-
nouns such as TaiTta or &8¢ to refer to single situations in their entirety is
common, cf. K-G 1 67-8.

Bpdpuios: cf. 1n.

xopoi: cf. 124. The constant moving and dancing of the satyr-chorus
which represents the perpetual movement of the Dionysiac xdpos is
opposed to the pastoral (and relatively sedentary) drudgery to which the
chorus finds itself bound, cf. 36-8n., Laemmle 2013: 234. The chorus’
complaint may also be understood as ‘there are no choruses here’; this is
not just wrily self-referential, but makes the point that, without Dionysos,
there is no theatre, even as we are watching a play set in a land without
the god, cf. further 204n.

64 Wilamowitz proposed pakygiai, ‘Bacchic rites’, as following more nat-
urally upon xopoi, but ‘Bacchants’ belong to any satyric imagining, and
the repetition in 72 is not at all awkward; Bé&xya is also a more natural
noun for 8upcogdpor.

fupoogopor: in the classical period the thyrsus is normally depicted as
a long, thin fennel rod, with ivy leaves at the tip, cf. Dodds on Ba. 113;
Bupcogopeiv is used of the god at Ba. 557, and cf. Hypsipylefr. 752 Aidvuoos,

Ss BUpoorot kai vePpddv Sopais/xabamrTds KTA.
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65 TupTravwy: cf. 205N,

&AaAaypoi ‘loud soundings’, cf. Hel. 1352 (of the alAds, also in a context
of ecstatic rites), Ba. 592 Bpéuios ... &Aa-/A&leTan, Aesch. fr. 7.7 (ecstatic
rites) waAuds 8 &AoAdler. At Ba. 156 such drums are called papuppopa.

67-6 Retention of the transmitted order and the carrying of the final
syllable of &AaAarypoi into the following verse would produce a very regular
pattern of hept wil wil (so Wilamowitz 1921: 224), but Hermann’s transpo-
sition is very attractive. The combination of wine and water evokes a rural
and uncontrolled version of the symposium, an institution which will
become very important later in the play; the wine is still being crushed,
just as the water is still flowing in springs. There seems, however, no reason
to accept the suggestion of Biehl 1986: 177-82 that the verses refer to the
Athenian Pithoigia festival and the cult of Dionysos ‘in the Marshes’. So,
too, the transposition creates an effective crescendo as the satyrs’ vision of
the life they have lost verges on the dithyrambic (‘by streams gushing with
water’). For otayéves in such a context cf. Timotheus, PMG 780.1-2 (from
Cyclops), Antiphanes fr. 1772.3 describing a drinking-cup full tfis Tpugepss
amo AéoPou oeuvoyodvou oTaydvos.

XAwpai suggests the fresh power and vital life within the grape, just as
the god himself is in the wine (519-20n.), cf. Clarke 2004. xAwpds, which
is standardly translated ‘fresh, green, vigorous’, is commonly used of
liquids; Plutarch reports that Greeks considered Dionysos to be responsi-
ble for and the source of ‘all which is naturally moist’ (w&oa Uyp& guots,
Mor. 365a).

USpoxuTois occurs only here in Greek literature.

68—70 The colometry adopted here, with three successive overruns,
evokes the breathless speed of the satyrs’ pursuit in the open spaces (71).
Willink 2001: 522 n.14 prefers to remove the glyconic of 69, a length not
otherwise found in Cycl.

68 NUoai: Nysa was very early associated with Dionysos, but there was no
agreement as to where this place was, cf. Il. 6.132, HHDion. (1) fr. A g-10
West, Dodds on Eur. Ba. 556—9. Hesych. v 742 notes that it is ‘a moun-
tain, not in any one place’ and enumerates 15 Nysas in various locations;
Dionysiac cults all over the Greek world presumably tended to identify a
‘Mount Nysa’ in their own local area.

Nup-/@év: cf. 4n. Although the differences between nymphs and
Bacchant women may be blurred in both literature (cf. Soph. Ant. 1129
vupgpar Bakyides) and iconography, here the audience very likely felt a dis-
tinction between these nymphs and the Baxyau of 772, cf. Hedreen 1994.

69—70 ‘Nor ... do I celebrate in song Iacchos Iacchos to Aphrodite ...’
The text is not secure. The transmitted iakyov én18&v is very hard to parallel
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in the sense ‘song for Iacchos’ or ‘Iacchic song’; “lakyos is the name either
of the god (see below) or of the song in his honour (Hdt. 8.65.1, Ar. Frogs
320, etc.). Moreover, the repetition must evoke the ritual cry in honour of
the god (cf. Ar. Frogs 316-17, 325, etc.). énd&, which is palaeographically
easier than éndais, would in this context very easily have become &n184v;
cf. Antiope fr. 228.121 péhtmrew 8eols andaiow, Ar. Thesm. 988—g, Delphic
Paean (CA p. 141) 3 iva ®oifov indaiot pédynte. Textual disturbance may,
however, go deeper than this. The satyrs sing ‘to Aphrodite’ whom they
pursue; there is no difficulty with Aphrodite’s link to Dionysiac celebra-
tion (see below), but it is awkward that they should sing the Iacchos-song
‘to her’ and also pursue her. Wecklein deleted mpés, with the result that
the satyrs celebrate Aphrodite, and celebrating and pursuing Aphrodite
would give a clear metonymic description of the satyrs’ sexual activities;
retention of wpds produces a possibly awkward mixture of metonymy and
the ‘real’ goddess. If something along these lines is correct, “lakyov “lakyov
perhaps conceals a version of the ritual cry "loky’ & “laxxe inserted paren-
thetically; c18&v might then easily have entered the text from a marginal
note explaining the cry.

“laxxov: Iacchos, whose name derives from the ecstatic shout iakye, was
a god connected with the Eleusinian Mysteries, and his image was carried
in the Eleusinian procession; well before Cycl., however, he had been asso-
ciated and/or identified with Dionysos, cf. Soph. Ant. 11524, Ar. Frogs
316—20, Dodds on Ba. %725, Graf 1974: 51-66, Ford 2011.

T&v Agpodi-/Tav: Aphrodite is often celebrated alongside Dionysos, cf.,
e.g., Ba. 402-8 (with Dodds on 402-16), Anacreon, PMG 357 (Dionysos
accompanied by Eros, the nymphs and Aphrodite in the mountains), Pl.
Crat. 406b77—d2; the two are also often conjoined in sympotic contexts
(cf., e.g., Panyassis fr. 17.2—4 Bernabé). For Aphrodite in satyr-play more
generally cf. Griffith 2015: 146-69. More banally, it is a common idea that
wine is a sexual stimulant (Pl. Laws 1.645d6-8, etc.).

71 fnpevwv: the satyrs ‘hunt/chase’ Aphrodite, i.e. they try (usually
unsuccessfully) to catch nymphs or maenads for sex, cf. Ba. 459, 688.
Hunting-imagery is very common in erotic contexts.

werdpav: the imperfect (here without augment) poignantly expresses
the satyrs’ nostalgia for their past life; for the speed of Dionysiac movement
cf. Ba. 166, 748-50, 1090 (with Dodds’s n.). As many modern languages
do, Greek uses ‘fly’ to depict rapid movement, cf., e.g., Ar. Lys. 55, 321.

72 Aevkémroov: the Bacchants are barefoot (cf. Ba. 863), thus revealing
the desirable whiteness of female flesh, cf. Irwin 1974: 123-6.

73—-5 The metre is apparently anapaestic, but & ¢idos & ¢ide seems
impossible and Bakyeios, as opposed to Béaxxios, is never used by itself to
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refer to the god, only as an adjective with an appropriate noun (cf. Ar.
Thesm. 988-9, Soph. OT 1105, etc.). & ¢iAe is very likely a gloss on & ¢itos
(cf. Andr. 510, 530, etc.), a form of address with the nominative which
perhaps conveys the deep emotional attachment of the satyrs to their god,
cf. West 1966: 140. The second problem is usually solved by the addition
of a noun: Kovacs proposed & ¢fAos dova Bakyeie and Willink (after Diggle)
@fhos & Bakyele ... dvag; for other proposals cf. Diggle 1971: 44-5. One
of the two transmitted verbs should probably be a participle (oiomwoAé&v
Nauck, oeicov Tr?), unless Troi (or wol, Conradt) be repeated, thus creating
two emotional questions addressed to the god: ‘Where do you wander?
<Where> do you shake your hair?’, a perfectly believable sequence. <mwoi>
gavBav xaitav oeleis; would give an excellent paroemiac closure to the
address to the god. At Ba. 556—75 the chorus wonder where their god is
and imagine the places where he might currently be celebrating his rites.
Paley’s < &> after ot in 74 avoids correption of the monosyllable (cf. 358,
360); for postponed &¢ in questions cf. GP* 174.

oioTroAeis ‘wander alone’; the corresponding adjective is used in Homer
of lonely, isolated places (e.g. Il 13.473, Od. 11.574). The satyrs proj-
ect their loneliness on to the god: without them, he is alone. oiomoAsiv is
found elsewhere only at Leonidas, AP%7.657.1 (= HE 2062) of TaTtnv 8peos
paxv olooAsite, and perhaps the satyrs here fantasise not only that their
god is alone, but that, like them, he is forced to herd animals; oioméAos
seems later to have been understood as both ‘alone’ and ‘sheep-tending’,
cf. Hunter on Ap. Rhod. Arg. 4.1322, 1412-14.

favBav xaitav otieis: the throwing back of the head and shaking of the
hair are standard features of the fifth-century iconography of Bacchants,
and cf. Ba. 1845 ot 8¢i ... kp&Ta oeioan wohidv;, Ar. Lys. 1312-13, Dodds
on Ba. 862-5. In the Homeric Hymn the young god’s hair shakes around
him as he appears, but the hair is kuavea, ‘dark’ (HHDion. 4-5); here the
god is given the heroic hair-colour which, as at Ba. 235, carries an erotic
charge.

7681 It is not unusual for choruses to close with reflection of their own
situation or emotions, cf. 620—3, Kranz 1933: 120-3, 298.

76 éyd 8 6 0og TrpéTrodos: cf. Soph. fr. 1130.7, the satyrs’ self-presenta-
tion as Bakyiou ... Umnpétar. pdéwodos is regular for the servants or minis-
ters of a god, cf. Hel. 5770, LS] s.v. I 2. Such ‘glorious’ service (cf. 23—4n.) is
here contrasted with the menial drudgery of éntevew (Al. 6, Od. 11.489).
Strabo 10.3.7 numbers satyrs and silens among Saipoves f} TpdTrodor Beddv.

77 KuxkAwm OnTeves: for ia spin Euripidean lyrics cf. Ale. 401~ 413, Suppl.
781 ~ 789, Diggle 1994: 38. Stinton 1977: 137-8 proposed the deletion
of KukAwm and Willink 2001: 529 8ntevw KikAwm <mikpdds>, another wil.
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78 povodépkTan appears only here (cf. 21n.), a strange word for a strange
condition.

éAaivwv suggests the wandering of the exile, cf. Denniston on El 204-5.

80 The satyrs are wearing the goatskin cloak of shepherds and impov-
erished peasants, cf. Ar. Clouds 72, Men. Dysk. 415, Epitr. 229, Theocr.
7.15-16. Despite Tp&you (contrast aiyid: at §60), there is no strong reason
to see a reference to the default costume (or lack of it) of the chorus, if
at least the depiction on the ‘Pronomos Vase’ (above pp. 27—9) is not
entirely misleading, cf. Wilamowitz 1920: 19. Rather, in view of what has
preceded, there is probably an implicit contrast with the fawnskins worn
in ecstatic rites, cf. fr. 752 (above 64n.), Soph. Ichn. 225-6. Cf. further
above p. 102 on the relation between the parodos and Tpaywibia.

81 The satyrs view their relationship with Dionysos as ¢iMia, cf. Soph.
Ichn. 76 8eds 6 gidos. The sentiment that nothing is possible or successful
and no one happy without (xwpis) the gods is very common (cf,, e.g., frr.
391.1, 617a.1, PMG 813.10, Norden 1913: 157—9), but the satyrs’ lament
is a pathetic complaint, not a theological claim.

82-g55 FIRST EPISODE

Silenos sees some Greeks approaching who are clearly in need of sup-
plies. Odysseus engages him in conversation, identifies himself, and is
instructed by Silenos about Cyclopean society. Odysseus and Silenos agree
to an exchange of food for wine, and Silenos goes into the cave to get sup-
plies for his visitors. While he is away, the satyrs question Odysseus about
Helen. No sooner has Silenos returned than the approach of the Cyclops
is spotted with alarm. When the Cyclops sees some of his lambs assembled
outside the cave, Silenos pretends that Odysseus beat him up while he was
trying to stop the Greeks stealing the lambs and claims that the Greeks
made outrageous threats against the Cyclops. Odysseus and Silenos com-
pete in trying to persuade the Cyclops of ‘what really happened’ before
Odysseus and the Cyclops exchange long speeches, the former claiming
that the service which they performed for Greece at Troy deserves a bet-
ter fate than being eaten, whereas the Cyclops explains why he is entirely
self-sufficient and has no need of vépor or other moral constraints. He
drives the Greeks into the cave to prepare his cannibal feast.

82—9gp Silenos sees Odysseus and his men approaching; he assumes
from what they are carrying that they are seeking food and water and
expresses pity for them in their ignorance of the Cyclops’ love for human
flesh. The audience will not need to be told who the visitors are. Such
lengthy entry-announcements as new characters proceed into the acting
area, whether essentially monologic (as here) or in dialogue (cf., e.g., EL
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962-87) or even in lyric (Soph. Phil. 201-18), are familiar from tragedy
of all periods (cf. Taplin 19%77a: 297—9), and can serve to create dramatic
tension; here the fact that the audience know who these Greek sailors are
builds expectation as to how the meeting of Odysseus with Silenos and the
satyrs is to be played out.

82 oryfoar’: cf. 476n.

wetpnpefi ‘rock-roofed’, cf. Jon 1400 (the cave where Ion was exposed),
[Aesch.] PV 3001 (the caves of Okeanos). wétpa is used for the cave at
195, 197, as also for Philoctetes’ cave (Soph. Phil. 16).

83 &Bpoioan with £ suggests ‘collect the sheep and drive them into the
cave’.

TrpooTréAovs: it is common in tragedy for characters to give orders to
‘attendants’, whether visible to the audience or hidden behind the skene,
to carry objects ‘inside’ (e.g. El 393—4, Hel. 1169—70), open doors, etc.;
these mute attendants are the ancient equivalent of ‘silent extras’ or stage-
hands, cf. Stanley-Porter 1973, Bain 1981, Mastronarde 1979: 105-13
and 2002: 42—4. It is usually assumed that here the ‘attendants’, who are
never mentioned again (but see 241-3n.), entered with the satyrs during
the parodos, ‘to look after the sheep while the chorus dance’ (Seaford); if
correct, this would lessen the sense of a breaking of the dramatic illusion
(cf., e.g., Ar. Peace 72g—-31), but in fact unusual attention is called to the
‘attendants’ (whenever they in fact entered) by Silenos telling the satyrs
to tell them what to do, rather than just doing it himself. The effect of this
by-play is to direct attention to the conditions of theatrical performance
in a way which we would not expect in tragedy.

84 Tiva ... ooudnyv éxas; ‘What <cause for> haste do you have?’ Others
understand ‘What <cause for> anxiety do you have?’ (cf. Al. 778, 1014);
owoudn allows both senses to resonate, but the satyrs are most surprised at
the need for urgency.

85 Trpods axTais may be ‘on the beach’ or ‘beside the shore’. In Homer
ships could be run ashore bow first (as at ‘Goat Island’, Od. 9.147-50)
or moored stern first with cables (wpupviiowa) attaching the ship to land
(e.g. Od. 10.126—7); ‘beaching’, usually stern first, was still very common
with classical triremes, cf. Morrison and Williams 1968: 311, Casson 1971:
8g—9o.

vads ‘ENA&Sos oxéagos ‘hull of a Greek ship’, cf. 362, 467, 702, Tr. 686.
The Doric form vaés, equivalent to epic vnés, is a metrically convenient
alternative to Attic vews (144, 255, 467); vnds is transmitted at 239 and IT
1385, but epic forms are not usually found in dramatic dialogue. EAA&Sos
in such phrases (cf. IT 1292, Soph. Phil. 223) is usually taken adjectivally,
‘Greek’ (cf. LY] s.v. II, K-G II 2#2), rather than as the noun ‘of Greece’,
though if and how strongly speakers felt this distinction may be doubted.
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Silenos, like Philoctetes, is likely to be more interested in Greek visitors
than in those of any other nationality, but we should not ask too closely
how he knows that the ship is Greek (contrast Philoctetes’ recognition of
Greek clothing at Soph. Phil. 223-4).

86 xcmrns ... &vaxras ‘lords of the oar’, cf. Aesch. Pers. 378. Arist. Rhet.
3.1405a29~31 criticises komns &véoowv from Eur. Telephos (fr. 705.1) as
&mpemés, because the verb is ‘too great’ (ueilov) for what is described and
the metaphor is therefore ‘not concealed’, i.e. obvious; for related expres-
sions cf. Alc. 498, IA 1260, Hel. 1039—40 (with Allan’s n.), West 1997:
545—6. Silenos’ slightly portentous periphrases (cf. &vtpa ... weTpnpeoi,
vads ‘ENA&Bos okdgos) add to the suspenseful theatricality of Odysseus’
entrance. In Homer Odysseus took 12 crew-members with him to the
Cyclops’ cave (9.195); we need not assume that that number enters here,
but the Cyclops’ relatively empty space is about to get very crowded -
satyrs, sheep, stage attendants, Greek sailors.

oTpaTnA&Tn Twi teases the audience with their knowledge of Homer;
the noun is a touch grand for someone in charge of one ship (cf. previous
n.), but we all know who this really is.

87 In Od. Odysseus and his men do indeed head purposefully for the
cave which they had noted even before landing (9.181-3); Silenos’ claim
that the Greeks are ‘heading towards this cave’ is ‘natural’ from his point
of view, but also betrays the Homeric background.

&uei 8 avyéow: presumably by means of some kind of yoke or carry-
ing-pole, such as are still very common in rural societies. Silenos’ words
act as a stage-direction for the benefit of the audience.

88 TeUxn ... xevé could be a natural inference from the way the pots
are being carried, but (again) we should not press the source of Silenos’
knowledge too closely.

epépovtai: the middle voice suggests ‘they are carrying (for their own
use)’, cf. 191, Ba. 1280 (with Dodds’s n.), Men. Dysk. 448, K-G I 109.

Bopds xexpnuévor: Bopd& can, as here, g9, and 254, be used neutrally for
‘food’ (cf. Aesch. Pers. 490), but often denotes animal food or food which
is tainted, like the Cyclops’ cannibal diet, cf. 249, 367, 409, 416. In Od,,
the visit to the Cyclops is prompted by Odysseus’ curiosity (9.174-6, 229),
as ‘Goat Island’ offers the Greeks an abundant supply of water (9.140-1)
and food (g.152-65); when his men urge Odysseus to steal some cheeses
and animals, this is opportunistic (sailors restock where they can), not
driven by need. Here, Odysseus is just like any other traveller, and his
intellectual curiosity and pfiTis are both downplayed, cf. Hunter 20009:
63—4, above p. 14.

89 xpwoooUs ... USpnAous ‘pitchers for water’, another rather over-
blown phrase. U8pnAds, like G8pnpds (Sophron fr. 4.46, Diogenes, TrGF 88
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F7.6), otherwise means ‘moist, composed of water’; its only occurrence
in Homer is Od. g9.133 (the meadows on ‘Goat Island’), and that passage
is perhaps lurking in the background here. In Aesch. fr. g6 the citing
sources differ between kpwoooUs ... Udpnpols and kpwooous ... Udatnpous.

89—93 ‘They do not know the character of my master Polyphemos, and
that this land on which they tread is inhospitable and that, to their cost,
they have arrived at the man-eating Cyclopean jaw’. Silenos’ apparent pity
is very close to Iphigeneia’s expression of sympathy (/T 479-81) for the
Greek strangers who, like Odysseus and his men, seem destined to die
in an inhospitable land, ‘Where on earth have you come from, wretched
strangers? You have sailed a very long way to this land, and you will be
away from your homes for a long time beneath the earth’. Cf. further
below on &evov Te yijv. The contrast between Silenos’ apparent regret and
his teasing of (and later betrayal of) Odysseus is not simply the inconsis-
tency appropriate to this character; it also recalls how, in the prologue,
Silenos posed as an Odysseus-figure: the real hero will now appear to
steal his thunder. FJ. Williams suggested that go—3 should be a question
‘Do they not know ...7’; this is attractive, but in fact only someone who
did not know about the Cyclops would indeed approach his cave, and
cf. Hipp. 56—7 (Aphrodite announcing Hippolytus’ approach) o0 yé&p oi&’
&vewrypévas TUAas/ “‘Aidou, pdos 8¢ Aoictiov PAéwv T6Se. Silenos is here given
some of the foreshadowing function often performed by divine prologists.

oUk ioao1 SeoréTnv/TToAUpnpov kTA.: whether as a statement or a ques-
tion (see previous n.), Silenos’ words are tantamount to ‘do they not know
the Odyssey?’, and allow an etymology of IMoAUgnuos as ‘very famous, much
renowned’ to resonate again, cf. 24—5n. In Od., the Cyclops observes that
Odysseus must either be a fool or have come from far away not to know
that the Cyclopes take no notice of gods (9.273-6); the monster’s sense of
self-importance has, by Euripides’ time, been confirmed: everyone does
know about the Cyclopes.

SeomwéTnv: cf. g4n.

&evov Te yijv: the adj. is predicative (see translation above). The Greeks’
ignorance evokes the concern of the Homeric Odysseus with the gidogevia
of the lands he visits, cf. 125n., Od. 6.120-1, 175-6 (the Cyclops). Eight
of the 15 occurrences of &evos in Eur. are in IT, set on the shores of the
‘(In)hospitable Sea’; like Odysseus, Orestes arrives &yvwoTov & yfijv &§evov
(IT 94), cf. Wright 2006: 32. The transmitted &fevov otéynv weakens the
force of Silenos’ forebodings as there would only be one thing which the
Greeks ‘do not know’, namely the character of the Cyclops, and éppepdTes
normally means ‘stepping on to’, not ‘entering’; the parallels with IT help
to confirm Jacobs’ conjecture. For a survey of the inhospitable environ-
ments in which the satyrs often find themselves cf. Voelke 2001: go1-13.
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KukAwTriav yvafov: elsewhere in Euripides ‘Cyclopean’ refers to the
monumental architecture of Mycenae (e.g. Her. 15, Tr. 1088), cf. our
‘Cyclopean walls’, and so here we must envisage a jaw which really is huge;
Silenos’ pity is tinged with verbal humour as he re-literalises the metaphor
latent in the epithet. Any mention of the Cyclops’ jaw will recall the hor-
rific Homeric description of his eating (Od. 9.292-3).

T™v &vdpoPpdTa is preferable to THvd &vdp-, as in this case the ‘jaw’
is not really already ‘present to the mind’ (cf. go-1n.). For the adj. cf.
Moschion, TrGF g7 F 6.14—-15 (the life of early man) Bopai 8¢ capkoPpddTes
&AnAokTévous/ TTapeixov aUTols Saitas.

94-5 The instruction to keep quiet is entirely ‘natural’, but fiouyia is
not the satyrs’ natural mode: they are always dancing around (cf. 220-1),
and the prospect of the arrival of strangers has presumably led to renewed
excitement and dancing, cf. 204-5, 476n.

Tépeior with an accusative implies ‘(arrive at and then) be present at’,
cf. 106, Ba. 5, EL 1278.

AiTvaiov Tréayov serves as an emphatic announcement of where the new-
comers have reached, cf. fr. g60.9 Aitvas ... Téyov and 114n.

96-100 are an example of a common Euripidean technique by which an
entering character at first sees some, but not all, of the scene which con-
fronts him on stage, cf., e.g., Hel. 68—74, Bain 1977: 61-6, Mastronarde
1979: 22-6. Odysseus sees a group of people in front of him and addresses
them (g6-8), but only when he gets closer does he realise that they are
satyrs, cf. ggn. The entry of the Cyclops at 203-23 uses this technique of
‘partial vision’ somewhat differently.

96 §évor picks up &evév Te yiiv (91): Odysseus is in for a surprise.

ppaoart’ &v: the optative with &v expresses a polite request, cf. IT 513,
Smyth §1830, K-G I 233—4.

vapa Trotauiov: Odysseus’ politeness leads him to adopt an amusingly
high style, marked also by the postponement of wé8ev, cf. the parodic
Bakyiou Te vapatos at Ar. Eccl. 14 and vapa Nupgdv at Men. Dysk. g47. The
connection between vapa and véw is probably felt here, as drinking-water
is normally drawn from a flowing spring, but elsewhere the link is weak or
apparently non-existent (Ph. 126, Wilamowitz on Her. 625).

97 Siyns &xog is in apposition to vaua ToT&uov; such an apposition is
itself a feature of high style. For the ‘remedying’ of thirst cf. Il. 22.2 (lit-
eral), Pind. Pyth. 9.103—4 (metaphorical).

98 Bopév ... kexpnuévors: cf. 88n. Odysseus confirms Silenos’ surmise, in
appealing to a universal recognition of shared human need.

é8fjoan: Photios, Lex. o g1 cites this form from Cycl. and Alope (fr. 113).
Of the four occurrences of the verb in Cycl (cf. 12n.), two (98, 133) are
spoken by Odysseus. At Od. 8.163—4 Euryalos had taunted Odysseus as
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g¢miokoTros ... 68aiwv/kepdéwv 8 &pmodéwv. The meaning of 65aia has been
much debated (cf. Garvie on Od. 8.163, LfgrE s.v.), but the word associates
Odysseus with unheroic mercantile trade and thus foreshadows an impor-
tant aspect of his representation in Cycl, cf. above pp. 14-15. The repeated
verb perhaps evokes a current (comic?) etymology of Odysseus’ name.

g9 fa, often but not always extra metrum, is a standard feature of such
Euripidean entrances (96—100n.), as the entrant realises something that
he had not at first seen, cf. Suppl. 87-92, Hel. 68—777, 1165-79. Its reason-
able insertion here makes the current scene conform to this pattern. i
Xpfiua; is also standard in such scenes (Kassel 19g1: 201). Such a sequence
from Eur. Andromeda (frr. 124~5) is parodied at Ar. Thesm. 1098-1106, cf.
222n., above pp. 39—41. When Odysseus catches sight of the satyrs, the
style of his language drops appropriately, and a verse with two resolutions
(the first since his opening verse) marks his surprise. Odysseus enters as
though he were in a tragedy, but suddenly realises he is in a different
dramatic genre.

Bpopiou TréAv: cf. 1n. The name Bpduios is not found in Homer (cf. above
p. 17), but the god and Odysseus’ knowledge of him have moved on since
then; Cycl. puts Dionysos back into Homer, as satyr-drama puts Dionysos
back into tragedy, cf. above pp. 22—-3, Hunter 2009: 64. Later at least, there
were eastern cities called Dionysopolis (RE 5.1008-10), but there is no
obvious fifth-century ‘Bromiopolis’ to which Odysseus may be alluding.

forypev is an Attic syncopated form of 2oixauev, cf. Hcld. 681, Soph. Ichn.
101.

éopadeiv ‘to have fallen upon/entered’, here constructed with a simple
accusative, cf. Hipp. 1198, Andr. 968, LS] s.v. II 1.

100 T6v8’ Suidov is not necessarily impolite (as in ‘this rabble’); dutog
occurs only twice in Old Comedy, both in polite contexts (Ar. Peace g20,
Crat. fr. 360.1). The deictic is standard in such utterances cf. Alc. 24, Andr.
494-5, Diggle 1994: 171-3.

101 xaipew...yepaitarov: lit. ‘I first bid the most reverend one to fare
well’, i.e. ‘I bid good day to ..." The greeting itself would be Tév yepaitaTov
xoipew, with an imperatival infinitive in which the sense of ellipse of a
verb of speaking was no longer felt, cf. Pl. Jon 530a1 Tév “lova xaipew (with
Rijksbaron 2007: g8), Theocr. 14.1 xaipew ToAA& TOV &vdpa Oudvixov. The
so-called instantaneous aorist (cf. 266), here a performative marker of
politeness, does not differ in meaning from the present tenses at, e.g.,
El 552, Soph. Tr. 227-8, cf. Smyth §1937, Lloyd 1999: 34, Bary 2012.
Ar. seems to have recognised this aorist as a tragic idiom, cf. Ach. 266-7,
4885, Peace 528 (all paratragic). First-person eira does not certainly occur
in Attic texts before the fourth century, though second-person eimras is
common (e.g. 148), and many editors adopt wpooeimov here.
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Tov yepaitarov ‘oldest’, but also ‘most revered’, a comically formal and
ingratiating mode of address, particularly given what is to come, cf. Ar.
Ach. 286 (Dicaiopolis’ first encounter with the hostile chorus) oyapvéwv
yepaitaror; for the definite article in such situations cf. passages cited in
n. on xaipew wpooeiwa.

102 Silenos wastes no time on the niceties of epic hospitality, but gets
straight down to asking the question familiar from Homer, cf. Od. 1.17o0,
9.252-F5 (the Cyclops to Odysseus). Odysseus is the epic §évos par excellence,
cf. 510, 548, Od. 8.461 (Nausicaa to Odysseus) yoipe, §eiv’ KTA.

103 Odysseus announces himself in a manner similar to his self-
presentation to the Phaeacians at Od. g9.19-21, cf. Hunter 2009: 60.
Whereas, however, in Od. Odysseus does everything to conceal his name
and identity both on Scherie and then on Ithaca, in Cycl. he immediately
reveals the truth to Silenos and the satyrs; they use his name freely in
the scene which follows (cf. 132, 175, 18g), but never once the Cyclops
has entered. As in Homer, then, the Cyclops does not hear the name of
Odysseus until it is too late (6go—2). Silenos’ silence about the stranger’s
name in his confrontation with Odysseus in 228—72 is particularly nota-
ble; the Homeric motif is there given a new spin.

“I8axos: for the form cf. Ar. Wasps 185 (with the n. of Biles and Olson).
Homer uses ‘l8axfioios, as does Odysseus at 277. Tr. 277 begins 18&kng
‘Oduooevs, and in the citation of the present verse at Schol. Soph. Aj.
1god the transmission is split between “l18akos and 18&kng, but there are no
grounds for change here.

viis KepaAAfjvewv &vaé: in the Iliad (e.g. 2.631—7) and the Ithacan books
of the Odyssey (e.g. 20.210, 24.355), Homer uses ‘Cephallenians’ to
refer to those from Ithaca and nearby islands who were under Odysseus’
command. Odysseus speaks with a certain pride, but at Soph. Phil. 264,
791 Philoctetes mocks him as ‘Cephallenian’, and Silenos too certainly
remains unimpressed. Paganelli 1979: 128-31 suggests that Cephallenia
is here evoked because of that island’s loyalty to Athens during the Sicilian
campaign, but that seems very unlikely. Like Silenos, the Sophoclean
Philoctetes also speaks scornfully of Odysseus as ‘son of Sisyphos’ (v.
417), cf. 104n. For links between Cycl. and Soph. Phil. see Introduction
PP- 40-1.

104 oi8 &vdpa suggests that Silenos knows Od. 1.1 (&vdpa por Evvere,
Moioa, ToAuTpoTrov kTA.), but he instantly shows his command of another
representation of Odysseus; the satyric version (104) replaces the epic
(103). A rather similar play with Od. 1.1 may have occurred in Cratinus’
Odysseis in which the Cyclops seems (the text is uncertain) to have asked
Odysseus ol ot €idés por TOV &vdpa, Taida Aaépta gidov; (fr. 147.1), cf.
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above p. 6. At Ar. Ach. 430, however, Euripides tells Dicaeopolis o158’ &vdpa,
Muodv ThAegov; the second phrase is drawn from Eur. Telephos (fr. 704),
but it is unclear whether the first is paratragic.

xpdtadov Spwuvu ‘a clever chatterer’. kpdtadov, lit. ‘castanet/clapper’
(an instrument of Dionysiac cult and thus very familiar to Silenos, cf.
205N.), is twice used in Ar. Clouds (260, 448) of the kind of speciously
clever and deceitful talker who is the typical product of Socrates’ school.
Words derived from kpoteiv seem early to have acquired the resonance
‘wily, cunning’; at Hes. fr. 198.22 (= 154c.22 Most) Odysseus is ToAUkpoTa
pfiBea ids, and at some point roAUukpoTov replaced ToAuTpoTov in Od. 1.1,
cf. Harder 2012: 2.550-1. kpéTnua, lit. ‘something hammered together’,
is also applied to Odysseus at Rhes. 498—9 and Soph. fr. 913 wéavoogov
kpo6TNUa, AaépTou yévos (Where see the notes of Pearson and Radt). Spiuds,
lit. ‘sharp, bitter, pungent’, occurs only here in Eur.; it was used of peo-
ple to mean ‘shrewd, clever’ (LS] s.v. III), usually with a negative reso-
nance, cf. Pl. Tht. 173a1-g (describing the ‘Odyssean’ lawyer/politician)
‘they are keen and shrewd (&vrovor kai 8piuels) and know how to flatter
their master with their words and worm their way into his favour with
their deeds’, Arist. Top. 8.156bg6-7, Clements 2013: 78. Aristophanes of
Byzantium (fr. g1 Slater) noted that Euripides used 5piu to mean ouvetdv,
very likely with reference to Cycl. 104, and Dio Chrysostom describes the
Odysseus of Aeschylus’ Philoctetes as Spiuiv kai 56Mov and ascribes 16 &xpiés
kai Sp1py kai ToMiTikéy to the same figure in Euripides’ version of that story
(52.15). In a letter of Synesius (late fourth century AD), the Cyclops tells
Odysseus that he seems to be a dpipdTartov &vBpdmov (cf. $16), but even
so he will not escape; this passage (PMG 818) is normally thought to par-
aphrase Philoxenus’ Cyclops or Galateia (cf. above pp. 8—9, Fongoni 2014:
106, LeVen 2014: 235-7).

Ziougou yévos ‘son of Sisyphos’. For yévos in this sense cf., e.g., Soph.
Ant. 1117, LS] s.v. II; yévov in the scholium on Soph. Aj. 1go (cf. IA 1362)
is a common form of simplification. The story that Odysseus was the
son of Sisyphos, because his mother Antikleia was already pregnant by
Sisyphos when she married Laertes, is first attested in Aesch. fr. 175 and
Soph. Aj. 189 and from the fifth century on is commonly used to mock
the hero. Sisyphos was a paradigm of the cunning, untrustworthy trickster
who even talked his way out of the Underworld where, however, he finally
met his eternal punishment, cf. Il 6.153, Od. 11.593-600, Theognis 701~
12, Olson on Ar. Ach. g91-2. Hes fr. 10a.26 calls Sisyphos aiolopfjtns, and
such an epithet might easily be applied to Odysseus. Sisyphos was a famil-
iar figure in satyr-play (cf. Critias, TrGF 43 F 19, Laemmle 2013: 306);
Aeschylus, Euripides and perhaps Sophocles (fr. 545) all wrote Sisyphos
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satyr-plays, and Sisyphos also played an important role in at least one of
Euripides’ satyr-dramas entitled Autolycus. Silenos’ view of Odysseus is
thus appropriately satyric.

105 éxeivos autos eipr ‘I am that very man’. ékeivos aités and the more
common aUTds ékeivos are found with both first- and third-person refer-
ence, whereas the transmitted éxeivos oUTos is third-person, cf. Headlam on
Herodas 1.3, K-G 1650, Janko 1985. The first-person is also expressed by
&8 ... txeivos, cf. Soph. Phil. 261, OC 138.

Ao186per 8¢ pn, ‘but do not abuse me’, amounts to ‘no need for the jokes’;
this Odysseus knows how others see him.

106 Zikehiav Thv8e ‘Sicily here’, cf. 2on.

wépe cf. g4-5n.

107 £§ Tiov picks up the first word of Odysseus’ narrative to the
Phaeacians, Thié8ev, Od. 9.39.

ye is commonly found in answers to open questions, cf. GP* 133.

Tewikdv mwévww: cf. 282, 347, 603, Soph. Phil. 247-8, Hunter 2020.
Odysseus here clearly uses the phrase with pride, and Hdt. g.27.4 suggests
that it might have had some currency in the rhetorical memorialisation of
the Greek past, cf. Paganelli 1979: 65-6.

108 TopBudv ... watpwias xbovés ‘the passage/route to your native
land’; for the genitive cf. IT 1066 yiis Tatpdias véoTos. Silenos’ incredu-
lous (and mocking) question and his choice of rop8uds (‘strait’) are per-
haps influenced by his knowledge of the relatively short distance between
the east coast of Sicily and Ithaca.

109 Odysseus cannot mention Cape Malea (18n.), because — in the real
geography now assumed by the play — adverse winds there would not have
blown him off course to Sicily; he is therefore made to recall Od. 10.48—9
(the bag of the winds) instead, Tous 8’ ady’ dpTré€aca pépev TéVTOVSE BUeNa/
kAaiovtas. Apart from possible hints in 264, 348 and 700 (where see nn.),
Cycl. passes in silence over all Odysseus’ adventures except the meeting
with the Cyclops.

110 Tarai here expresses ironic surprise, cf. 18n.; Odysseus is of course
here the model for Silenos’ daimon, so surprise is hardly in place.

Tov auTdv Saipov’: the pattern of our lives can be our 3aiuwv, and so
here ‘the same set of events, the same fate’, cf. Or. 504, Soph. OC 1337,
Men. Dysk. 281-2. There seems no reason to sense Dionysos behind the
phrase (pace Griffith 2015: 26 n.gg, who suggests that we are to realise
that Dionysos is responsible for Odysseus’ ‘fortuitous’ arrival).

é§avTAeis: cf. 10n.

111 é&meoraAns ‘were driven, sent off course’; &mwooTéAAeoBan is more
commonly used of a deliberate ‘sending away’ (e.g. IT 1409), but cf. Hel.
660 (Menelaos to Helen) 8épwv més Tév Euddv &meoTdAns;
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112 Silenos now offers a more heroic version than that of the prologue,
cf. 11n. Sivkwv <y’ > would add a welcome ‘yes’ to Silenos’ reply and may
well be correct.

113 Odysseus’ first question might seem already to have been answered
(106); xdpa might mean ‘region’, rather than ‘(large) country’ (cf. 114),
but having established how the satyrs got to Sicily, Odysseus now goes
directly into a version of the questions he always ponders in the Odyssey:
where am I and what are the people like? tis 8’ i8¢ xpa; is the beginning
of the ‘ethnographical excursus’, which translates Odysseus’ Homeric
account of the Cyclopes (Od. 9.106-15) into a ‘modern’ idiom and form
(stichomythia).

114 8xfos, ‘hill’, might seem to understate the manner in which Etna
looms over the eastern Sicilian landscape (cf. g5 T&yov), butitis elsewhere
used of the Athenian Acropolis (Jon 12), and so does in fact emphasise
the visibility of the mountain. Silenos seems comically proud of what has
become ‘his’ mountain, in the manner of a tourist guide; how he knows
that it is the highest mountain in Sicily is something we should probably
not ask, and his pomposity may be an attempt to conceal his failure to
answer Odysseus’ second question. Etna is considerably higher and more
prominent than Mount Olympus.

115 The Homeric Odysseus may ask after wéAeis (cf. Od. 6.175—9 to
Nausicaa), but here in his Euripidean incarnation he seems surprised:
like many in the Athenian audience, he knows that eastern Sicily is inhab-
ited and fortified. In response to 114, there may be an allusion to the city
of Aitna, founded by Hieron I, cf. Hunter 2009: 63. 1eixn and wupycdpara
can be virtually synonymous (7%. 1174, IT 133—4), so Odysseus’ question
responds in kind to Silenos’ pomposity.

116 io7’: cf. 207—9n.; walls and towers are thought of as a single feature
of a landscape, and the singular verb is expected with the neuter plural
subject.

mp&ves here probably refers to the land between Etna and the sea,
rather than strictly to ‘headlands’.

11% This may seem an odd question after 116; Odysseus may infer from
what he sees around him that the land is indeed inhabited by some liv-
ing creatures — if not &vépwmoi, then 8ijpes — but when in ‘ethnographical
investigation’ mode, Odysseus ploughs through his questions in sequence:
after the location, the nature of the inhabitants. Cf. further 11gn.

fnpdv yévos may be an ironic hit back at Silenos and the satyrs, cf. 624;
Cyllene calls the satyrs 8fjpes at Soph. Ichn. 221, cf. Laemmle 2013: 437—
40. For the Cyclops as a 81p cf. 602, 658.

118 Cyclopes are neither man nor beast, cf. Konstan 1ggo: 212; as sons
of Poseidon (21), they are as close to gods as to either of these other
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categories. Previously the Cyclops’ cave has been both a cave (22, 82,
87) and his otéyon or 8éuor (23, 29, 33); as this verse makes clear, the
former is Silenos’ view of the matter, the latter has the Cyclops himself
as ‘implied focaliser’ — he does indeed regard the cave as ‘home’. That,
before the crucial step of the development of poleis (cf. Pl. Prt. 322a—c),
mankind lived in ‘sunless caves’ is a familiar idea of Greek anthropology
(cf. [Aesch.] PV 453, Moschion, TrGF g7 Fr).

119 We might have expected Odysseus to ask after the nature of
Cyclopes, if they are not men, but after the identity of the inhabitants
comes their political system, as Odysseus goes through the sequence of his
questioning. Odysseus’ alternatives amount to ‘monarchy or democracy?’,
cf. Oedipus’ question about the inhabitants of Kolonos in somewhat sim-
ilar circumstances, Soph. OC 66 &pyer Tis auTé®V, fi "W T TAHBE Aoyds;
The noun dnpokpatia and the associated verb first appear in Hdt., but
Euripides not infrequently makes his characters speak anachronistically
of contemporary political systems and ideas (most notoriously Suppl. 429—
55); here Odysseus knows about democracy, as he knows about satyrs and
the city of Aitna (cf. 115n.). For the general issues involved cf. Easterling
1985, esp. 2-3.

Sednpeutar xpartos ‘Is the power divided among the demos?’ nuedew is
normally ‘to confiscate, make public property’, but cf. Pl. Phlb. 14d4-5 T&
Bednpeuvpéva TéY Baupaotddv, ‘wonders which belong to everyone’.

120 A strong rewriting of Od. 9.114~15 8egpoTele 8¢ Exaotos/ Taidwv 1S’
&Sy wv, oU8 dAMHAwY &Aéyouat, cf. above pp. 15-16.

povdades ‘(they are) solitary’; the abruptness suggests Silenos’ disgust for
such non-sociability, which reflects both the Homeric model and more
recent speculation about ‘primitive’ man, cf. Pl. Prt. g22b1, ‘in the begin-
ning men lived omop&dny’, Laws §.680d7-8 early man lived ‘scattered in
single households and clans’. The transmitted vopédes (from vépew) poses
two problems: it is not an answer to Odysseus’ question, and the Cyclopes
are not ‘nomads’, but pastoralists. Accounts of pastoral and/or nomadic
life do indeed contain much that recalls Cyclopean society, and ‘nomads’
tended towards the same anarchic political structure as the Cyclopes, cf.
Hdt. 4.46, 106 (Scythian nomads called AvSpogdyor), Paganelli 1978/9:
197—200, Shaw 1982/4: 21-3. In the fourth century Dicaearchus theo-
rised 6 vouadikos Bios as the second stage of human development, between
the Golden Age and the settled agricultural life (fr. 56A Fortenbaugh and
Schiitrumpf), but this shows how absurd Odysseus’ question in 121 would
be if he had just been told that the Cyclopes were vouédes. The error may
have arisen from a mixture of ‘anagrammatism’ and the fact that this
exchange might indeed make anyone think of accounts of vou&des, cf.
Schmidt 1975.
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&xoUer &8 oUSiv oudeis oU8evés ‘no one obeys anyone in any respect’;
Silenos’ bitter experience of the Cyclops leads to a humorously emphatic
triple negative; for such collocations cf. Smyth §2761, K-G II 204. The
end of the verse appears to infringe Porson’s Law, but o0U8eis in this posi-
tion is involved in other apparent breaches in tragedy, cf. Ph. 747, West
1982: 85, above p. 37.

121-2 After the (absence of) power structure comes ‘How do the
inhabitants feed themselves?’ In Homer, the Cyclopes had no agriculture
as such, but nature itself bore ‘wheat and barley and vines’ for them (Od.
9.107-11, 357-8); here, however, the Cyclopean diet is entirely meat and
dairy products, and again Euripides will reflect fifth-century speculation
about the place of agriculture in the development of human culture,
cf. Suppl. 205-6. In some accounts, the coming of agriculture, whether
‘invented’ by mankind or a gift from the gods, was the first step forward
towards human survival and civilisation, cf. Pl. Prt. g22a7-8, Plt. 2/74d1,
Isocr. Paneg. 28a (Demeter’s gift of xapmoi is responsible for the fact that
Athenians do not live énpwdés), SGO 01/19/05, Guthrie 1969: 60-84.
Pl. Laws 3.680e—1a links the coming of agriculture to the building of walls
and common dwellings (and cf. Moschion, TrGF g7 F 6.23—).

fi Té {&o1; ‘or by what means (tén = tiv1) do they live?’; for the paren-
thetic question cf. Tr. 299, Hel. 1579, Diggle 1981: 115-16. The effect is
somewhat softened here as omeipoust does not in fact require an object
(Hes. WD g91, etc.).

AnpnTpos oréyuv is a common type of locution in high poetry, cf. the
epic Anufitepos &xThi; the manner of Odysseus’ question, however, allows
the godlessness of the Cyclopes to resonate in the background. Prodicus
of Ceos argued that early man considered grain and wine as gods because
of the benefit they brought to human life and therefore identified them
with Demeter and Dionysos (fr. 5 D-K = 74 Mayhew), cf. Ba. 274-85,
123n. below. The absence of the ‘grain of Demeter’ from Sicily would be,
for Euripides’ audience, particularly notable as Demeter was one of the
island’s principal deities (Hinz 1998), and Sicily was also believed to be a
very rich source of grain; at Thucyd. 6.20.4 Nicias tells the Athenians that
the Sicilians are self-sufficient in grain. That the Cyclopes do not appar-
ently eat bread is a striking indication that Demeter, too, like Dionysos,
is absent from their island, cf. 12gn. Dionysos and Demeter may have
worked together in the satyric Aithon of Achaios, cf. Laemmle 2013:
143—4-.

y&AakTi: Greeks associated milk-drinking with shepherds and barbari-
ans, cf. IL 13.5-6, Hdt. 1.216.4, etc.

Tupoio: Sicily was a noted source of excellent cheese in Athens, cf. Ar.
Wasps 838, Hermippos fr. 63.9, Antiphanes fr. 233.4. At Theocr. 11.36—7
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the Cyclops tells Galateia that his cheese-racks are laden all year round,
and at Antiphanes fr. 131 his wedding-feast will include six different types
of cheese.

pfhAwv Pop&: it was normally assumed that pastoralists on occasion
enjoyed the meat of their animals, as well as the dairy products, cf. 325,
Od. 4.86—9, Hdt. 4.186.1. In Pl. Laws g, the earliest men (after recovery
from cosmic catastrophe) were pastoralists and ‘were in no way lacking
in milk and meat, and hunting also provided them with food which was
both excellent and plentiful’ (679a2—4); Euripides’ Cyclops is in some
respects a version of such ‘primitives’, and Plato explicitly compares his
vision of a just form of early man to the Homeric Cyclopes (68ob—c cit-
ing Od. 9.112-15, cf. Schopsdau 1994: 354—71, Prauscello 201%7). In
Homer, there is no sign that the Cyclopes eat their flocks, but it is not
explicitly excluded, and the pile of wood which he brings with him ‘to
use for dinner’ (Od. 9.233—4) might even suggest this; both ancient (cf.
scholia ad loc., Eustath. Hom. 1626.51) and modern scholars have had to
invent other explanations. The view that the normal diet of the Cyclops
in Homer was ‘strictly vegetarian’ (Bakker 2013: 57) requires caution; in
Euripides there is no doubt that the Cyclops is a carnivore.

123 A question about wine follows naturally upon the enquiry into
food, cf. Moschion, T¥GF g7 F 6.9—-13. Demeter and Dionysos (Bromios)
standardly ‘travel together’ in accounts of cultural development, cf. esp.
Ba. 2775-80 (279 BéTpuos Uypdv rdY’, 280 dutrédou pofis), and are very often
paired in various contexts (cf. Call. k. 6.70-1).

&uTrédov pods ‘streams of the vine’, a rather grandiloquent apposition to
Bpopiou ... wédW’, cf. 415.

124 For Silenos, wine means dancing; for the ironic relation between
the complaints of Silenos and the chorus and the dancing within the play,
cf. above p. 25. It is tempting to understand &yopov as both ‘without danc-
ing’ and ‘without choruses’, cf. 6gn.

fixiora, ‘not at all’, has a colloquial flavour (cf. 220, Collard 2018: 46
(~ Stevens 19776: 14)), but is not uncommon in Soph. and Eur.

Torydp ‘as a consequence’.

125 From the internal arrangements of Cyclopean society, Odysseus
moves to relationships with outsiders, always a matter of the greatest
interest for Odysseus, cf. Od. 6.119-21, 9.1%74-6, verses which echo in
Odysseus’ question here.

mepi §ivous ‘towards/in the matter of strangers’, cf. Alc. 1148 eUoéPer wepi
&évous, Suppl. 367, LS] s.v. mepi C I 5.

126 Silenos evokes a society of hunters who discuss the relative merits of
the meat of their prey: for these ‘connoisseur’ hunters it is (human) §évor
who are really the rare catch.
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T& xpéa: kpéas appears six times in Cycl. (and xpeavépos in 245), but oth-
erwise in Eur. only in fr. go77 describing Heracles eating (play unknown,
but probably satyric). In Aeschylus the simple noun appears only three
times, all in Ag. to describe Thyestes eating his children: Ag. 1220 xeipas
kpedv TARBovTes, oikelas Bopds catches the horror (cf. 88n., Fraenkel on Ag.
1592); whether or not kpéas appears at all in Sophocles is unclear. The
word is brutal, simple and un-poetic.

gopeiv may just mean ‘have, possess’ (LS] s.v. I g), but there is perhaps
a suggestion that men ‘wear’ (LS] s.v. I 2) flesh, which can be stripped off
them, like clothes.

1277 Popdt ... &vBpwmroktéven ‘food derived from the killing of men’,
cf. Moschion, TrGF g7 F 6.14-15 (cited in 8g—ggn.). &vBpwmékTovos, the
adjective used here, is to be distinguished from &v8pwmokTévos, ‘murder-
ous, man-killing’ (IT 38g).

128 ‘(There is) no one who has not been slaughtered after coming
here’. At this stage the audience will not be concerned with the fact that
the satyrs have not been eaten (cf. 220-1).

129 Silenos has not explicitly mentioned ‘his’ Cyclops, ‘the Cyclops
himself’, and though Odysseus may be able to infer the exact situation
from what he has seen and heard, he here draws on his ‘knowledge’ of
Od., cf. above p. 19, Laemmle 2013: 340. So, too, in 131 Odysseus assumes
that the satyrs will want to escape with him. Odysseus’ question, ‘Where is
the Cyclops himself?’, is also our question, as we sit in the theatre waiting
to see how Euripides will portray the monster.

130 Cf. Hel. 153—4 (another murderous ruler whom Greek visitors
should avoid) &meom 8¢ / xuoiv Tero18ds év povais BnpoxTdvois.

mpods Aitvm ‘near Etna’, presumably in the foothills, but Reiske’s wpds
Altvny is attractive.

xvoiv ‘with his dogs’, a dative of accompaniment or perhaps of the
‘forces’ with which he is hunting (Smyth §1524, 1526). For hunting with
dogs as a pastime of the leisured rich cf. Solon fr. 23 West, Xen. Cyn.
passim, Men. Sam. 14 (with Sommerstein’s n.). Philip Thess., AP11.321.6
(= GP 3038) cites ‘whether the Cyclops had dogs’ as a typically point-
less question pursued by pedantic grammarians; this seems more likely
to derive from Homer’s silence on the subject, which is what makes the
‘problem’ so completely absurd, than from other texts where he does
have a dog or dogs, cf. Hunter on Theocr. 6.9.

131 oic®’ oUv & Sp&oov ‘Do you know what you have to do ...?’°, an idio-
matic combination of a question and an imperative, cf. Hec. 225, Ion
1029, Collard 2018: 84 (~ Stevens 19776: 36), Diggle 1994: 500, Kannicht
on Hel. g315. Corruption to 8pdoeis occurs elsewhere also (Hec. 225, Ar.
Birds 80). Odysseus now switches from the inquisitive mode of his early
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questions to much more rapid and lively planning, cf. Mureddu 1993:
596—7; he wants to make the most of the Cyclops’ absence.

&maipwpev ‘we may depart from, sail off from’; the original ellipse of
vatv ‘launch a boat from’, is no longer felt, cf. Med. 938, IA 664, LS] s.v.
&rradpow 11 2.

132 Spawinpev: the plural very probably includes the satyrs.

133 85noow: cf. 12n.

134-6 play with stichomythic form: Silenos requires two verses to repeat
the substance of 122, but the form demands that the ‘menu’ be inter-
rupted by an observation from Odysseus. Silenos also teases Odysseus:
the latter asks for oiros, probably in the general sense ‘food’ (LS] s.v. g),
but Silenos answers as if he has been asked for ‘bread’, an impossibility
as there is no grain. Already in Homer the Cyclops ‘did not resemble a
grain-eating (c1Topéywit) man’ (Od. 9.1go-1), and Silenos here pushes
the Homeric epithet to its literal extreme.

xai T68¢ ‘this also’, rather than ‘even this’.

715U Aol ... oxeThpiov ‘(is) a pleasant remedy against hunger’. oxetf-
plov appears otherwise only in the medical writer Oribasios (fourth cen-
tury AD), but does not seem to have a particular technical nuance here,
cf. diyns &xos in g7.

Tupds émrias ‘cheese made with milk curdled with émés (vegetable juice)’;
the setting-agent in question was usually fig-juice, cf. Ath. 14.658e, IL
5.902-3, Empedocles fr. 33 D-K (= D72 Laks-Most), Arist. HA g.522b2—
5. Ath. describes such cheese as piis, ‘sharp’. émias could also be used
on its own, without tupds, cf. Ar. Wasps 353.

Bods ydha: for the Cyclops’ cattle cf. 218, g25, 389; the possession of
cattle herds, which was generally rare in classical antiquity, is a mark of
the Euripidean Cyclops’ wealth, cf. Pl. Tht. 174d5-6, Bakker 2013: 48-9.
For the milking of cows in various parts of the ancient world cf. Arist. HA
3.522b12-25.

137 éxpépee is addressed to Silenos and the satyrs, cf. Odysseus’ open-
ing words at g6—101 and above p. 113; members of the chorus would
not normally enter the skené (cf. 635—41n.), but Odysseus’ instruction is
natural, given that it is clear from g6-101 that Silenos and the satyrs are
standing very close together. If the instruction was addressed to otherwise
mute stage-attendants (83n.), we would expect it to be carried out at once
(cf. Bain 1981), but this plainly does not happen, cf. 162.

Pds yap ipmroAnuaotv wpémra ‘daylight is appropriate for (viewing) goods
for sale’; Odysseus’ ‘nose for business’, here expressed in what sounds
like a piece of proverbial wisdom, is part of his kepSaAéos (in both senses)
nature, cf. g8n. For the thought cf. Eubulus fr. 677.3 (in a brothel you can
observe the girls pés T6v fihiov), Hor. Sat. 1.2.83—93.
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138 eimé por: a colloquial parenthesis, very common in Aristophanes
but found only here in the tragedians (Soph. OT 157 is very different);
Silenos is now getting down to serious bargaining. His interest in gold is
also on show in Soph. Ichn. (51, 78, 208), where he and Apollo settle a
deal for the return of the god’s lost cattle (cf. Zagagi 1999: 181-8), and in
the satyric Skiron he appears to set variable prices for different prostitutes
(fr. 675).

139 In Od. Maron had given Odysseus not only the wonderful wine, but
also a large amount of gold (g.202), which he had presumably left on his
ship when he set out for the Cyclops’ cave (cf. 144); if we remember this,
we may suspect that Odysseus does indeed have gold to offer, but he is too
good a tradesman to reveal that. pépw may be strictly true, ‘I am not at this
moment carrying gold’, but it allows Silenos to understand ‘I have no gold
on my ship’, as in the English ‘we are not carrying ... Cf. further 160n.

140 & @idtar’ eiwrcov ‘Ah! You have spoken music to my ears (lit. “the
dearest things”)’, cf, Jon 1488, Soph. Phil. 129o.

oU: i.e. Tipa.

owmavifouev: the repetition of Odysseus’ verb (133) shows that both
sides badly need this deal.

141-3 In Od. Maron was a priest of Apollo at Ismaros in Thrace (9.197-
201); his father’s name was Euanthes, ‘Mr Fair Flower’, which could easily
be given a Dionysiac resonance (cf. oivos &v8oopias). Already Hesiod, how-
ever, made him grandson of Oinopion, ‘Mr Wine’, and great-grandson
of Dionysos himself (fr. 238 = 180 Most), and the Homeric scholia reveal
that some ancient scholars were puzzled by the fact that Homer connected
him with Apollo, rather than with Dionysos. Maron later had a cult with
Zeus and Dionysos at Thracian ‘Maroneia’ and Samothrace (RE14.1911—
12), and various later traditions made him the child or grandchild of
Dionysos and Ariadne (cf. Alexis fr. 113, Satyrus, FGrHist 631 F1 =fr. 29.25
Schorn, Schol. Ap. Rhod. Arg. §.997-1004); Nonnus makes him a son of
Silenos (Dion. 14.99), perhaps following these verses of Cycl., and Maron
is attested as a satyr-name on two late mosaics (Kossatz-Deissmann 199g1:
160-1) and as an attendant of the god (e.g. Philostratus, Imag. 1.192). At
412 and 616 ‘Maron’ is used, as ‘Dionysos’ could be, as a metonymy for
wine, cf. Cratinus fr. 146. Whether or not Odysseus here improvises with
the claim that Maron was the god’s son, the claim is clearly designed to
strike home with Silenos, just as the Homeric Odysseus’ account of Maron
pointedly suggests to the listening Phaeacians both Odysseus’ piety and
the need for proper hospitality and gift-giving.

xai uiv ‘and moreover’, an emphatic progression, cf. 151, G 351-2.

év must be Maron, not Dionysos; it is often thought that, if he too is
not just matching Odysseus’ improvisation, Silenos is again evoking here
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an earlier satyr-drama involving Maron. The motif of wadoTpogia is very
familiar in satyr-drama (Soph. Dionysiskos, etc.), though no evidence for
such a play involving Maron can be adduced. De Falco 1935/6 takes év
to refer to the god and argues that Silenos is here trying to understand
Odysseus’ claim against the background of his own (and the audience’s)
knowledge of Homer, and that confusion over the reference of év is the
source of later traditions about Maron. Line 143, in which é Bakyiou mais
spells out ais 6e00 more clearly, would, however, then be a very odd con-
tinuation, and there are good reasons for thinking (see above) that the
Dionysiac traditions for Maron go back long before Cycl.

Taiod’ ... &yk&hAais: Silenos presumably accompanies this with a suitable
cradling gesture. Hypsipyle describes her care for the baby Opheltes in
very similar terms at fr. 757.841-3, cf. above p. 42.

144 oédpaowv vews ‘the planking of the ship’, i.e. the deck, cf. 506,
rather than a mere periphrasis for ‘the ship’ (Or. 242). vews is scanned
as a single syllable with synizesis, cf. Diggle 1981: 93. The transmitted
oé\uaot creates a tribrach with word-division after the second syllable, a
comic licence found nowhere else in tragedy or satyr-play.

145 68’ &oxos s keubear viv “This is the skin which contains/concealsit ...’
Odysseus now holds up the wineskin, presumably dangling it seductively
in front of Silenos.

146 In Homer the skin is ‘large’ (Od. g.212), but Silenos is too good a
bargainer to be impressed by the first offer he is made. Satyrs were asso-
ciated with drinking prodigious amounts of wine, cf. Soph. Ichn. 225 and
the images in Lissarrague 2013: Figures 118-22; in Figure 120 a satyr
dives head first into a jar of wine.

pév implies an unstated comparison with a larger skin, cf. Suppl g39,
G~ 381.

147 As transmitted, this cannot be an answer to 146 (at the very least
there would need to be a yép, which Murray in fact suggested). Most
likely, two verses have accidentally dropped out; in the lacuna Odysseus
may have claimed (another improvisation?) that the skin magically re-fills
itself with double the amount, like a spring (cf. 148); such a motif would
be appropriate to satyr-play and would suggest to Silenos that he will
never again run out of wine. Others emend vai to vau, ‘flows’, which is
either a claim that one gets twice as much wine as comes out of the skin
or (so Cerri 1976) a reference to the need to mix the wine with water (in
the very strong proportion of 1:1, if &is Téoov is taken literally), in which
case there will be twice as much to drink as there is wine in the skin. In
Homer this wine required 20 parts of water (Od. 9.209-10, cf. 557n.). It
is, however, absurd to think that Silenos needs any instruction in the pro-
tocols of wine-drinking, whereas a self-refilling skin might well draw forth
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the admiration of 148. On balance, we think that positing a lacuna is the
best solution to a difficult passage.

8ig Tooov ... doov &v ... ‘twice as much as whatever ...’, cf. Hec. 392, Med.
1134-5, 1047.

pufii: aorist subjunctive, passive in form (éppUny), of péw, cf. Hipp. 443.

148 sirag ‘you have described’, cf. 101n.

149 ‘Do you want me to give you first a taste of the wine unmixed?’ The
paratactic construction of the aorist subjunctive following directly on a
verb of wishing wuel sim., is colloquial, but not uncommon in Euripides (Hel.
1427, Or. 218, etc.) and Sophocles (Phil. 761, etc.), cf. Collard 2018: 128 (~
Stevens 19776: 60-1), K-G I 221—2. For yeUew with a double accusative, ‘give
someone a taste of something’, cf. Eubulus fr. 136, Theopomp. Com. fr. 66.

&xpaTov pédu: it was no doubt normal ‘business practice’ for a potential
buyer to taste wine ‘unmixed’ before purchase; otherwise, unmixed wine
was only normally used for libations, though satyrs had their own rules,
cf. Achaios fr. g, Voelke 2001: 1946, Laemmle 2013: 441—3. There is no
reason to think that the specification ‘unmixed’ relates to whatever was
said in the missing verses after 146.

150 1} y&p introduces the explanation of why Odysseus’ offer is ‘fair’, cf.
GP* 284; ‘a taste invites a sale’ again sounds proverbial, cf. 137n. Silenos
here reflects that Odysseus’ offer is not purely altruistic.

151 kai pAv: cf. 151n.

épéAkaw: lit. ‘I drag along’, like one boat towing another, cf. Her 631-2;
the cup may be attached to the skin or to Odysseus’ belt. At Leonidas, AP
7.67.5 (= HE 2335) the Cynic Diogenes describes his flask and staff as his
¢poAxia, ‘what he brings with him’.

ToTiip’: woThp, rather than the standard diminutive woTt#piov, is found
only here and Al. 756 (Heracles), but there is no good reason to think
that it indicates an unusually large cup.

152 éxmaragov: lit. ‘knock it out’, apparently a vivid synonym of éxyeiv.
The frequently accepted emendation &yxé&vagov (cf. 158) derives from
Ar. Knights 105—6 16 vuv, &xpatov &ykdvafév por oAUv/oTovdtiy, where
the scholia gloss the term as £kyeov and explain that it refers to the noise
(xavayxt)) made by the poured wine. All things Dionysiac and satyric are
full of words denoting loud sounds, and although éxwaragov is from
éxaTdoow, it might suggest also the w&rayos of pouring wine, cf. 7n.,
Laemmle 2013: 183—4.

s &vapvnodd v suggests both ‘so that I can remember what drinking
is like’ and ‘so that while I am drinking my memories will come back’. For
the ‘coincident’ use of the aorist participle cf. Barrett on Hipp. 28g—92.

153—5 present problems of interpretation and perhaps text, but the
division of both verses (‘antilabe , cf. 546, 669—gonn.) makes clear Silenos’
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impatient anticipation of getting a taste of the wine.The standard inter-
pretation is that Odysseus pours a drop into the cup, but in such a way
that Silenos cannot see the wine, or that at least Silenos reacts before he
can possibly have seen the ‘taster’ (cf. 154); when Odysseus then asks in
apparent surprise ‘Did you see it?’, he is reacting to Silenos’ use of the
word xoAf to refer to an aroma, whereas \5¢ia is the standard term, as
in the model passage at Od. 9.210-11. Although ‘smell’ is occasionally
described as ‘seen’ (Ar. Birds 1771516, Alexis fr. 224.3—4, Theocr. 1.149,
Arnott 19g6: 642), this seems a very lame exchange. Alternatively, some
understand &id¢s ... ; as ‘Did you notice it?’, with Silenos then taking eiSes
more literally as ‘see’; this too is not particularly witty. The verses have not
yet been satisfactorily explained. Kovacs replaced éopfiv by xpoidv, ‘com-
plexion, colour’ (1994: 147-8), explaining that the error may have arisen
from an anticipation of the following verse. This would certainly account
for Odysseus’ surprised question, if he knows that Silenos cannot yet have
seen the wine; wine-tasting may have been (as today) a synaesthetic activ-
ity in which colour and aroma were often discussed together, and cf. the
exchange at Ar. Pl 1020-1 in which an old woman is reminiscing about
her young lover, 'p. 8Lew Te Tiis Xpoi&s Epaokev H15U pou./ Xp. el O&oiov évéxers,
eikéTws ye vi) Ala. The Antiatticist Lexicon (y g0 Valente, cf. above p. 51)
explains that yeieoBon (155) is used émi ToU doppaivecfar; this seems to be
a misunderstanding, but it is a pity that we do not know more of what lies
behind this note.

i8ou: a colloquial indicator, very common in Euripides and Aristophanes,
that a request has been carried out, cf. 188, 544, Collard 2018: 82 (~
Stevens 1976: 35).

wamran&§, only here in Euripides, expresses a mixture of pleasure and
surprise, cf. Ar. Lys. 924, Kinesias’ reaction to Myrrhine’s grant of a kiss
(delivered with an idov).

y&p marks a surprised question, cf. 585, 686, Soph. Phil. 248, GP* 78—q.

oU pa Ai’: cf. gn. p& Ai’, &\’ forms a ‘split anapaest’ (above p. 37) ata
very comic moment.

yeUoa: aor. mid. imperative.

rauvijis: i.e. émawvfiis, an instance of ‘prodelision’, which may occur
when a word ending in a long vowel or diphthong is followed by a word
beginning with a short vowel and which is very common in drama. Cf.
187, K-B I 241, Platnauer 196o0.

156 A drop of wine brings the spring back into Silenos’ step and sets
him dancing, cf. 123—4, 171, Theocr. 7.151-3, Od. 14.463-6, Ar. Wasps
1476—9 (Philocleon dances all night long after, like Silenos, first tasting
wine ‘after a long break’).
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Bapai ... & & &: like comedy, satyr-drama was probably full of such repre-
sentations of expressive noise, cf. Tarad&§ in 153, Soph. Ichn. 66-7, 176,
Laemmle 2013: 67.

158 ‘Did it gurgle pleasantly through your throat?’ or perhaps ‘Did it
make your throat gurgle pleasantly?’. The compound 8iakav&oow occurs
only here, though the noun xavay# is not uncommon, cf. 152n.

u@v here indicates feigned surprise, cf. 377, K-G II 525.

159 ‘Yes, it reached my very extremities!’, cf. Rhianus, AP 12.93.10 ké&s
vedTous ék kopu@fis dvuyas.

160 pévror introduces a further item in a sequence, cf. GP* 407.

vépopa: Odysseus’ offer of ‘coinage’ is perhaps to be understood as a
‘step down’ from Silenos’ request for gold (138n.); the ‘anachronism’
(Easterling 19g85: 6—7) is in part softened by the context of bargaining
which has preceded. The deal between Odysseus and Silenos is set both
in the distant world of story and the more familiar world of fifth-century
commercial exchange, cf. von Reden 1995: 138, Dougherty 1999: 329.

161 x&Aa probably means ‘loosen’, i.e. ‘make slack’, by emptying wine
out of the now full, and therefore ‘tight’, skin, cf. 55, LS] s.v. I 1 and
the late sixth-century depiction of a satyr emptying wine from a skin into
a mixing-bowl, Osborne 1998: 17-18, Figure 5. The standard term for
‘opening’ a wineskin is Avgw.

pévov: cf. 219, 568.

{a 16 xpuoiov ‘Forget the money!’, cf. the equally impatient Kinesias at
Ar. Lys. 945 &x a0T, & Scapovia. The diminutive xpuoiov is not uncommon,
even in formal contexts, but here it expresses Silenos’ scorn: money is
no substitute for wine. Silenos expresses a lack of interest in gold also at
Soph. Ichn. 208, though there not because his mind is on wine.

162 Odysseus requests ‘cheese or meat’, although one might have
expected ‘cheese and meat’ (Wilamowitz suggested TUpeupa kai); the
point, however, is presumably ‘I’ve shown you what I have (wine), now
you show me (some of) what you have to offer’.

ixgépeTe: cf. 137n.

MhAwv Téxov is a slightly absurd periphrasis in the circumstances.

163 ye gives emphasis, as frequently in such a participial clause.

SeoroTdv may just be plural for singular (cf. 477, Hec. 1287), but it is
difficult not to feel some resonance of ‘my masters’, i.e. the Cyclopes as a
group (cf. 165), with the Cyclops then specified in 173—4.

164—7 ‘[? My desire would be] to drain just one cup, in return for the
flocks of all the Cyclopes, and <then> to throw myself into the sea from
the Leucadian rock, when I had once got drunk and let my hair [lit.
brows] down’; a difficult passage with considerable textual uncertainty,



132 COMMENTARY 164

cf. Di Marco 2013: 239-51. Silenos appears to be saying ‘After just one
drink of this wine I would die happy’ (cf. Kassel 1991: 203—4), and Paley’s
x&v, ‘even’, which is frequently found with ‘one’ (Soph. OT 615, Eubulus
fr. g2.1, LS] s.v. x&v I g), is very attractive. The transmitted pawoiunv can
hardly be followed by an infinitive (despite the corrupt Aelian fr. 122
Hercher); Schmidt’s peoipny, ‘I would long to, search to’, would have
been very easily corrupted to powoiuny in this Dionysiac context, but
parvoipnv might conceal another verb altogether (the Aldine edition cut
the knot by replacing powvoipny with poudoipny), and paieofai is not other-
wise found in Euripides. If pavoiuny (no longer with &v) is retained (and
paivetan in 168 suggests as much), perhaps as a wish ‘May I go crazy (by
drinking)’, cf. PMG go2 8éAw paivesBau, etc. for the pleasures of sympotic
‘madness’, then the infinitives must be replaced by Kirchhoff’s partici-
ples, with the aorists ‘coincident’ (cf. 152n.); the resultant text seems,
however, over-burdened with participles. At Theocr. 5.15-16 a shepherd
declares that, if he is not telling the truth, ‘May I go crazy and leap into
the Krathis from that rock’, but that seems to be a different kind of mad-
ness. Other editors follow Hartung in reading ékmcv y’ &v ... pawoipny ...
<pn> &vmidous, ‘After drinking just one cup, I would be crazy if I did not
offer in return ...’

&s ... y’ explains the statement of 163, cf. 247, 336, GP* 143.

piav / évTwv: a pointed juxtaposition.

piyan: for this intransitive use cf. Ale. 8977, Hel. 1325, Theognis 175-6 (a
similar context), Men. fr. 258.3 K-T (Sappho’s leap from the Leucadian
rock), LSJ s.v. VII.

Aceukados Trétpas ‘rock of Leukas’. Strabo reports that criminals were
thrown from the beetling cliffs of Leukas in a kind of scapegoat ritual
(10.2.9), but the leap from the ‘Leukadian rock’ is found from an early
date as a metaphor for various states of supreme happiness. Of particular
interest is Anacreon, PMG 376 &pfeis dnUT &md Acukddos/ wéTpng & Tohidy
kUpa koAupuBéd peBuwv EpwTi: Anacreon is very important to a later scene
(cf. 495-518n.), and here Silenos echoes these anacreontic verses and
makes the metaphor of drunkenness completely literal, cf. 495-518n.,
Bing 2014: 42 n.45. When the first hope for a real drink is raised, Silenos’
language naturally reaches for the sympotic poet par excellence, Anacreon.
Later, the ‘rock of Leukas’ was particularly associated with Sappho’s leap
to cure herself of her love for Phaon.

peduodeis: cf. 538n.

kataPadwv Te Tas 69pUs ‘and letting down my brows’, i.e. relaxing and
having a good time, cf. LSJ s.v. kataf&AAw II 1. Raised or ‘knitted’ brows
can be a sign of worry (Ar. Ach. 1069, Lys. 8) or of a sense of arrogant
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self-importance, such as philosophers can have, cf. Arnott 19g96: gg, 101.
The standard verbs for ‘raising’ the brows are dvaoméav, éraipev and &véa-
ke, and for ‘relaxing’ them Avew (Hipp. 290) and pebiévan (1A 648). Giving
in to such ordinary pleasures as enjoying a party is an important element
of the Dionysiac spirit, cf. Ba. 399—402, 427-33; at Alc. 800—2 Heracles
accompanies his instruction to the servant to drink and enjoy himself with
the observation ‘all those who are haughty and whose brows are knitted
(Tois ye oepvois kai ocuvwepuwpévors) have a life which is not a life, but a
disaster’. It is tempting to think that there may here also be a metathe-
atrical reference to Silenos’ mask; on the ‘Pronomos Vase’ (above pp.
27-30), the mask is characterised by prominent brows and wrinkles sug-
gestive of old age and serious worries, cf. Di Marco 2014: 246-51.

168 Real ‘madness’ consists in not taking pleasure in drinking, i.e. in
not giving in to the proper ‘madness’ of Dionysos. For such statements
condemning the ‘madness’ of a class of people cf. Amphis fr. 26; the form
of expression is quite likely colloquial.

16g—73 Silenos now explains the pleasures which accompany drink-

ing; ’, ‘where’, means ‘when there is drinking going on’, virtually ‘at
symposia’.

éori might at first seem to mean ‘it is possible’, with the following infin-
itive, but unless there is textual disturbance, such as a lacuna, it must be
‘there is ...” with ¢aviotévar and yaioa as nominal infinitives without the
article, cf. Tr. 637, Fraenkel on Aesch. Ag. 584, K-G II 3—4. Alternatively,
Silenos’ mounting excitement at the prospect of alcohol perhaps reveals
itself in broken syntax.

TouTi T’ 6pBov éfavioTavan ‘raising this up straight’; the affective deictic
in - is not found in tragedy, cf. Soph. Ichn. 120. Silenos gestures towards
his (currently flaccid) phallus, cf. Ar. Lys. 937 émfiptan Toutoyi, Wasps 1062
ayTo ToUTO.

paoTol Te Spayuds ‘fondling of a breast’; this is virtually the only occur-
rence of dpaypds (< Spdooopar) in Greek literature. paotds is more com-
mon in the context of breastfeeding than of erotic play (where nitéiov
is regular). One might think of reading pactév, though vase-painting
normally shows men touching or reaching for one of a woman’s breasts,
and as women’s tunics were normally pinned at the shoulder, one breast
would be revealed before the other when the tunic was unclasped; at Anadr.
629 Menelaos is said to have dropped his sword when he saw Helen’s
breast (singular).

trapeoxevacpévout ... Aeiudvos: ‘meadow’ is obviously a reference to the
female pubic hair and genitalia; kfjros is more common in this sense, cf.
Archilochus fr. 1g6a.23—4 West, Archippos fr. 50.2—3, Henderson 1991:
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135—6. The comparison of a woman to a meadow became a common
topos of later sophistic prose, cf. Aristaen. 2.1.44-52 Mazal, Drago 2007:
433—4. The transmitted ‘prepared, made ready’ is often understood as
‘groomed’ i.e. depilated, cf. Ar. Thesm. 590-1, Lys. 89, Herodas 2.6g—70,
Kilmer 1993: 133-59, but this seems a remarkably coy way for Silenos to
express himself; OSC suggest a reference to ‘lubrication, natural or oth-
erwise’, cf. 516, but that seems even less easy to understand from the text.

épxnotus ‘dancing’, an Ionic form occurring only here between early
epic and later prose (Lucian, Timon 55). There may be a pun, perhaps
made clear by a gesture, with &pyes, ‘testicles’, cf. Hdt. 6.129.4, Soph.
fr. 1130.15, Laemmle 2018: 55. For dancing as the natural reaction to
drinking cf. 156n.

xak@dv Tt Ajois: cf. Ba. 278-83, 381, 423, Ar. Frogs 346, etc. Death, as
well as drinking or Dionysiac revel, can of course be a ‘forgetfulness of
troubles’, cf. Astydamas, 7rGF 60 F 5.

172—4 The rehearsal of the pleasures of drinking leads Silenos to only
one possible conclusion as to what he should do. The verses may be
addressed to no one in particular — almost certainly not the chorus who
would be very keen to share Silenos’ good fortune — but the audience will
feel themselves addressed, cf. above p. 36 n.118.

eir’ introduces a ‘logical’ conclusion to what has gone before, cf. Al.
957, Andr. 666, LS] s.v. I1.

¢y (o) is scanned as two syllables with ‘synaloephe’, cf. 272, 334; this
was perhaps a factor in the omission of the negative.

(o) xuvgopar ‘Will I not kiss ...?" In many depictions of satyrs drinking
from wine-jars, it might seem as though they were ‘kissing’ the jar or the
wine, cf. Lissarrague 2013: 144, Figure 119; even copulation with a wine-
jar is not uncommon, cf. Kilmer 1993: Figures R126, R148, Voelke 2001:
204-6; in 553 Silenos claims that the wine kissed him, and the analogy
between drinking and kissing later became a commonplace, cf. Gow on
Theocr. 7.70. Nevertheless, (oU)x dvhgoua deserves to be taken very seri-
ously, even though it would be contextually more obvious (and perhaps
less amusing) than {oU) xuvfioopan.

apabiav, like oxkaidtns (cf. 49on.), covers behaviour and attitudes which
are considered ‘unlearned, uncultured, boorish, stupid’; here there is a
particular stress on ‘uncultured’ or indeed ‘uninitiated’ because ‘un-
Dionysiac’, and the same charge is brought against Pentheus, cf. Ba. 480,
490. In Epigr. 46.2 Callimachus, principally in reaction to Theocr. 11,
declares that the Cyclops was ok &uabis because he found a way to lessen
the effects of love. Elsewhere, &uadia can denote lack of delicacy or human
sympathy (EL 294-5) or an arrogant complacency: ‘when one who is nei-
ther fine and good (xaAdv k&yaB6v) nor intelligent thinks himself sufficient
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(ixavov)’, Pl. Symp. 204a4-5, certainly suits the Cyclops. Cf. further Dover
1974: 122—3, Bond on Her. 3477. The phrase tiv KUxAwos duadiav has some-
thing of the flavour of periphrases such as the epic ‘the might of Heracles’
for ‘mighty Heracles’ (cf. Ph. 56, Od.11.601, etc.), but Silenos really is bid-
ding farewell to the ‘uncultured lifestyle’ which the Cyclops represents.

KAaiav kedevwy: lit. ‘telling X to weep’, i.e. ‘saying good riddance to X',
cf. 319, 340, 7701; such expressions are very common in comedy (Olson
on Ar. Ach. 1131), but never found in tragedy. The second object for the
expression, ‘the eye in the middle’, comes as a surprise, as it almost liter-
alises the standard colloquialism: eyes really can weep. The « alliteration,
with KUxAwos in the previous verse, lends vehemence to the utterance.

175-87 While Silenos is in the cave getting provisions to exchange for
the wine, the satyrs, speaking through the chorus-leader, take the oppor-
tunity to question Odysseus on a subject which interests them greatly.

175 SicAhaAfowpév Ti oot ‘let us talk something over with you’, ‘let’s have
a natter ...", a polite request expressed through the ‘hortatory’ aorist
subjunctive; iaAaleiv, which occurs only here in the classical period, is
probably a comic—satyric equivalent of SiaAéyeoBar. Aceiv is not certainly
found in tragedy (Aakeiv is probably correct at Soph. Phil. 110); Eur. else-
where has Adhos (Suppl. 462, fr. 1032) and perhaps AdAnpa (Andr. 937, del.
Nauck) and Soph. AéAnpa (Ant. §20) and in satyr-drama perhaps AaAio-
Tatos (Ichn. 135) and AéAnois (fr. 1150.16). In Ar. Frogs Euripides is associ-
ated with AaAelv, cf. w. 954, 1069, Laemmle 2018: 51-6.

176 xai pfv expresses polite consent, cf. El. 669—70, GP* 353—4, and ye
gives emphasis to the declaration of ¢iAia (GP* 120).

mpoogipeade ‘you are approaching’, cf. Pl. Phdr. 252d5, Xen. Anab.
5.5.19 o0 y&p & gidor wpooepépovto, LS s.v. B1 4.

1777-8 Cf. the exchange between Helen herself and Teucer at Helen 105—
6: NABes yap, & §v’, Thiou kAewhy TdA;/ kai §Uv ye Tépoas aliTds AVTATTWASUNY.

1777 ‘Did you seize Troy and get your hands on Helen?’ Cf. Peleus’ accu-
sations against Menelaos at Andr. 6277-31: when he had captured Troy, he
did not kill his wife, xeipiav Aapcv, but allowed himself to be won over by
her erotic charms, wpod4Tiv aik&AAwv kUva, cf. 182.

178 Cf. 278. Odysseus’ self-satisfaction echoes Od. 1.2; TrroAiTropBos and
TToMrdphios are standard epithets of Odysseus (and of no other figure) in
Od., including the boastful g.504.

xai ... y’ ‘Yes, and ..., cf. 640.

1779 oUxouv here introduces what is not a real question, but rather a
statement of the satyrs’ belief or fantasy, cf. Barrett on Hipp. 331—2, GP*
431.

v veaviv eidete: Helen was hardly a veavis when Troy fell, but the satyrs’
sexual fantasy needs her to be as attractive and arousing as possible. eiAete
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alludes to an etymology of Helen’s name most familiar from Aesch. Ag.
687—90, éAévaus EAavdpos éAétrTolis, cf. Hec. 442-9 (del. Dindorf), T 8g1-
2, 1214, Hel. 115. The allusion to the etymology is in keeping with the
play with tragic motifs in this speech, cf. 181-6n.

180 The satyrs fantasise that Helen was punished by being raped by
each of the Greek commanders in turn; for such a pattern of ‘group sex’
among the satyrs cf. Aesch. Dikt. fr. 47a. 821-32, Hall 2006: 148, Griffith
2015: 107, Laemmle forthcoming. [Heraclitus], Tepi &mioTwv 25 associ-
ates such behaviour with ‘Pans and satyrs’. Helen may have appeared with
a satyric chorus in various fifth-century plays, such as Soph., Marriage of
Helen, and certainly did so in Cratinus’ comic Dionysalexandros. According
to Stesichorus (fr. 106 Finglass), Helen was saved by her beauty from
being stoned, and in the Little Iliad (fr. 18 Bernabé) it was the sight of
her breasts which caused Menelaos to drop his sword (cf. Andr. 627-31,
Ibycus, PMG 296, Ar. Lys. 155-6, Davies and Finglass 2014: 436-8).

authv Siekpotioat’ ‘gave her a thorough banging’; xpouw and its com-
pounds are more common than kpotéw in this sense, cf. Ar. Eccl. ggo,
1017-21, Henderson 1991: 171.

181-6 Euripidean characters often attack Helen’s morals and the dam-
age she did to Greece, cf. El 213-14, IT 525, Wright 2005: 117. Closest
to the present passage is 77. g91-7 (Hecuba claims that Helen was excited
by fancy-pants Paris’ barbarian clothes and luxury), and there is an amus-
ingly Euripidean flavour to Euripides’ satyrs here. The theme of Helen’s
attraction to Paris’ gorgeous clothes may ultimately go back to the Cypria
(and cf. Il 3.392), and it is common in vase-paintings of the meeting of
Paris and Helen, at least from the fourth century on, for Paris to be repre-
sented in richly decorated Phrygian costume, cf. Ghali-Kahil 1955: 1687,
with Plates xix—xxx. Similar, highly decorated clothes are commonly worn
by Paris in depictions of the Judgement, cf. LIMC's.v. Paridis iudicium.

181 Myth told of ‘marriages’ of Helen to Menelaos, Paris and (after
Paris’ death) Deiphobos (cf. Tr. g59—60), but when young she had also
been carried off by Theseus; it is possible that the Cypria related an erotic
encounter between Achilles and Helen, cf. Arg. Cypr. 11. Stesichorus (fr. 85
Finglass = PMG 223) told how Aphrodite punished Tyndareos for forget-
ting her at a sacrifice by making his daughters s1yé&pous e kai Tprydpous .../
kai Mimecdvopas, and at Andr. 229 Andromache sarcastically refers to
Helen’s gidavdpia, cf. Laemmle 201gb. The middle yopeio8a is standard
of a woman, with the man she marries, as here, in the dative, but the satyr-
leader also exploits (and perhaps illustrates with gestures) youeiv/yauei-
ofa in the less formal sense, ‘have sex with’ (cf. Aesch. fr. 13): Helen both
had many marriages and took pleasure in ‘sex with many men’, hence the
sarcastic fantasy of gang-rape.
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182-5 ‘... the traitor, who, when she saw <him> wearing the deco-
rated sacks around his legs and the golden collar around the middle of
his neck, lost her mind ...’; 8uA&kous ToUs Toixkidous, which depends upon
gopolvTa, is moved to the head of the clause for emphasis. Alternatively,
iSoUoa governs both 8uAdxous and <viv understood> gopoivTa, ‘seeing the
sacks ... and him wearing ...’, but the parallel (and no doubt contemp-
tuous) details of ‘around his legs’ (cf. Hdt. 2.81.1, 7.61.1) and ‘around
his neck’ favour the former interpretation. Some (e.g. Henderson 1g9g1:
27, Hall 2006: 148—-9g) posit an elaborate sexual pun in 182—4, on the
basis of adxfv suggesting ‘penis’ at Ar. Lys. 681 (which itself is very far
from even probable) and 6UAaxos suggesting 8uAdkn ‘scrotum’; kAwidv is
not explained in this reading. This seems unproved and unnecessary.

Thv mpoSéTiv: the satyrs speak as Greeks, cf. Tr. 630 and Helen’s own
account at Hel. g26—-31; calling women ‘traitors’ is one of the charges
brought against Euripides at Ar. Thesm. 393.

fulaxous ‘sacks’, a contemptuous (Ar. Wasps 1087 with Biles and Olson’s
n.) term for &vagupides, ‘trousers’, which fifth-century Greeks imagined
to be standard dress for contemporary Persians of high stock, cf. Hdt.
5-49.3—4, 7.61.1, Miller 1997: 184-5, with Figures 110-11. Xen. Anab.
1.5.8 combines these trousers (toUs mwoikidas avaupidas) with necklaces,
as here. To Greek male taste, these trousers were feminising, but it was
assumed that women found them sexy, just as in Ba. Pentheus assumes
that women are attracted to the stranger from the east who has arrived
in Thebes.

Toiv okedoiv: the dual is common in comedy, but absent from tragedy,
and may have a colloquial flavour. okéAos itself is a ‘low’ word (Janko on Il
16.313-15, Laemmle forthcoming) expressive of the chorus’ distaste; the
only other occurrence in Euripides is Ph. 1400 (a special military phrase).

KAwi6v: a pejorative term (it is used for collars for dogs, criminals, etc.)
for otpetrroi, cf. Hdt. g.20.1 (gifts from Cambyses include xpuceov oTpe-
TV Tepravyéviov), 9.80, Pl. Rep. 7.553c7, Xen. Cyr. 1.3.2 (regarded as
typically Median).

égerronfn ‘went all aflutter’, cf. Tr. 992 &epopywdns pévas, IA 585-6
(the chorus apostrophise Paris about Helen, &pwi ... érronfns), Sappho
fr. 22.13-14, Alcaeus fr. 283.3. See further next n. The satyrs present
Helen as the reverse image of a model Athenian wife, cf. a husband’s
praise for his dead wife on CEG 73 (fourth century) ‘She did not admire
(2¢8avpacev) clothes or gold while alive, but [loved] her husband and chas-
tity (cwepoouvny)’.

185—6 The sight of Paris set Helen aflutter, and she left Menelaos after
this; égeronén does not then refer merely to her first emotional reaction,
but to the whole state of excitement in which she followed Paris to Troy.
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The verses inevitably suggest Sappho fr. 16.7—9 ‘Helen left behind the very
best of husbands (tév &vdpa Toév [... &pJiocTov) and sailed off to Troy’,
and cf. also Alcaeus fr. 283.7-8. An echo of Sappho is here not improba-
ble, cf. Paganelli 1978/9: 200-1, Di Marco 1980a [= 2013: 231-7]; this
satyr amusingly knows his lyric poetry, as well as his Euripides, cf. 164-7n.

évlpwmiov: the diminutive is often derogatory (cf. fr. 282a (&vdpiov),
Xen. Mem. 2.3.16, Cyr. 5.1.14, Dem. 18.242), like &v8pwioxe at 16, but
here it is rather pitying or affectionate, cf. Ar. Peace 263; the effect, which
in part confirms and in part undercuts the description of Menelaos as
‘the best’, is humorously paradoxical, as Menelaos very rarely gets a good
press in drama.

186—7 are a kind of parody of a familiar Euripidean topos, the denunci-
ation of women, cf. Med. 5735, Hipp. 616-68; the cursing of the whole
yévos is typical of this mode, cf. fr. 498 AW Tfis Texovons Bfidu &Y wod
yévos. Irrespective of the date of Cycl. (cf. above pp. 38-47), Euripides may
here be playing with his comic persona as a misogynist. At Od. 14.68—9
Eumaeus curses the whole ‘EAévns @Udov, but the principal impetus for
the theme is Hesiodic, cf. esp. Theog. 585—612: the yévos yuvoukdv is a
kaAdv kakdv (585) and a wijpa péya (592), but without a good wife a man
endures a horrible old age. The present verses express a satyric version of
that ambivalence; the comic twist at the end of 187 was perhaps accom-
panied by gestures appropriate to how satyrs think women should be
treated. The language of pndauol ... ¢Uvar suggests also that there may
here be a further satyric and gendered twist on the ‘wisdom of Silenos’
that the best thing is never to have been born, cf. Theognis 425-8, Soph.
OC 1224, Arist. fr. 65 Gigon, Easterling 2013.

ei un ’poi pévwr expresses a fundamental paradox of satyr-drama: the
koryphaios speaks for the satyrs as a group, but that group can present itself
as a single individual, cf. Soph. fr. 1130 with Laemmle forthcoming.

188 Silenos returns from the cave with (probably) lambs and cheese.
In Od. Odysseus is urged by his men to carry off cheeses, kids and lambs
(9.224-7), but instead they eat some cheeses and wait (g.232).

iSoU: cf. 153—4n.

Toipévwy Pookfuara ‘animals reared by shepherds’, an absurd peri-
phrasis, but one matched by the grandiosity of 18g—go. Silenos is put-
ting the best possible face on his side of the bargain. Scaliger’s ropviwy,
‘creatures from the flocks’, would give a slightly more regular phrasing,
cf. El 4945 fixw @épwv oot TGV éuddv PooknuaTwv/moiuvns veoyvodv Bpéuy’
Umoordoas T6de, Ba. 677-8 &yehdia ... Bookfpar ... péoxwv, and would
be more closely parallel to 189; in this repetitious style, however, sense
cannot be the only consideration. Silenos’ language is reminiscent of the
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‘dithyrambic’ style in which food is often described in Middle Comedy, cf.
Hunter 1984: 19—20, Nesselrath 1ggo: 241-66.

189 &va§ ‘'O8uoo:l: Silenos is very polite, now that possession of the wine
is very close; &vaf is the title he also gave to Dionysos (17).

punxadwv &pvdv Tpogai is usually understood as ‘nurslings/objects of
rearing of the bleating sheep’, a very strained phrase; for Tpog in this
sense cf. (probably) Soph. OT 1. If this is correct, then &pves will here be
‘sheep’ rather than ‘lambs’ (224, 234, 256), although Euripides seems
elsewhere to reserve that usage for the sheep/lamb with the golden fleece
(ElL 705,719, 196). Alternatively, ‘rearings (consisting in) bleating lambs’
would not be out of place in this style and would allow &pves its regular
sense, cf. 56 (with Wieseler’s tpogds), Pl. Laws 7.79od1 T& veoyevij Traibwv
8péppara, Smyth §§1323—4. Jebb on Soph. OT 1 understands &pvév Tpogai
as a periphrasis for &pves éxteBpapuévan. Homer uses unkés only of goats
(three times in Od. g and nowhere else in Od.), but pnx&ofai for both
sheep and goats (Il. 4.435, Od. 9.439).

190 TxToU ‘curdled’ (< mhyvum), cf. 134-6n., Gow on Theocr. 11.20.

7’ in third position is well attested for tragedy also, cf. GP* 517, Fraenkel
on Aesch. Ag. 229f.

o oavia: the emphatic litotes, ‘not few’ i.e. many, is again the patter
of a salesman.

191 @épeode ‘Take them (away)’, cf. 88n. The following asyndeton points
to the urgency of the situation.

192 eviou: cf. 25-6n.

193 L gives this verse to Odysseus, which is not impossible, particularly
if yép is retained in 194, but it seems to make for a better scene if Silenos
sees his master coming. Hermann’s division of the verse has its attractions
(cf. 153—4n.), but on balance the question seems to be a further sign of
Silenos’ panic.

194 Odysseus’ initial reaction is very different from the heroic pose
he strikes when he has had time to pull himself together (198-202), cf.
198n.

y’ &p’: if all of 193 is spoken by Silenos, then yé&p is much less likely than
Y &p’, marking an emphatic inference from information just learned, cf.
Lowe 1973. T&p’, i.€. To1 &pa, would make much the same point, cf. G 555.
An alternative (proposed by Desrousseaux, cf. Paganelli 1g80: 426—7),
regardless of the attribution of 193, would be to give &moAdAapev yép to
Silenos and the rest of the verse to Odysseus; & yépov seems however to
come better after, than before, the relevant utterance.

195—7 play with our, and the characters’, knowledge of the Homeric
story, cf. Laemmle 2013: 348; Silenos is doubtless as uncertain as anyone
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that the Greeks will be able ‘to escape notice’ in the cave, and his ye has
a certain malicious irony about it. In Od. Odysseus and his men rush &
puxdv &vtpou at the Cyclops’ appearance, from where they watch him milk-
ing the animals; as soon as he has lit a fire, however, he catches sight of
them (9.236-51). It is very likely that Silenos fled into the cave at 197
(which would make a splendid exit-verse), to reappear only at some point
before 228; more than one staging can be imagined here.

168’ looks forward, cf. IT 1201.

&pxUwv poAeiv éow has a proverbial ring, though there is no very close
parallel in surviving collections of proverbs, cf. El. 965 &pkuv & péony, Ba.
451-2 (part of a long sequence of hunting-imagery), 848, etc.

xatapuyai ‘places to hide’.

198-202 The pompous change from 194 (where see n.) is comical -
there is no reason to insist on perfect ‘consistency’ in Odysseus’ charac-
ter; Odysseus suddenly realises (again) ‘who he is’ and in what story he
finds himself (201-2n.) and thus he strikes a suitably epic pose. In Od.
also, it was his decision to face the Cyclops rather than fleeing with some
booty (9.224—9).

198 ov &fjT’ expresses strong denial or refusal ‘to obey a command or
follow a suggestion’ (GF* 275), in this case, despite 194, the idea of hid-
ing, cf. 704. For the idea that a subsequent act of cowardice will besmirch
the glory of victory at Troy cf. El. 336-8, Hel. g48—9, Denniston on EL
184—9.

T&v ... oTévol: i.e. To1 &v ... oTévol, ‘would indeed groan’. At Hdt. 7.159
the Spartan envoy reacts to Gelon’s claim to command of the force resist-
ing Persia in similar terms: ‘Greatly indeed would Agamemnon son of
Pelops groan (7 ke péy’ oipdéeie), were he to learn that the Spartiates had
been deprived of the command by Gelon and Syracusans’.

19g—200 In Od. the Cyclops is an &viip TeAdpios (9.187), who in no
way resembles a ‘grain-eating man’ (9.19go-1), but Odysseus is here very
much in heroic mode: his meeting with the Cyclops is to be a kind of epic
duel or aristeia. The ‘teeming hordes’ of the ‘Phrygians’ assimilates the
Trojans to the ‘Persian hordes’ which were so central to Athenian cultural
memory after the Persian Wars, cf. Hall 1988, 198g: 38—9. Odysseus here
carves for himself a role not just as epic hero (cf. next n.) but also as the
embodiment and champion of Greek values.

ToAA&xis brings Odysseus uncomfortably close to the fantasies of Silenos
in the prologue (cf. Voelke 2001: 345—7), despite IL 11.401-75, in which
he is cut off and does indeed fight ‘alone’ against the Trojans. His words
here seem to evoke vv. 404—-10 of that scene: ‘Alas, what is to become
of me? It is a great disgrace to flee the multitude (wAn8uv) in fear, but it
would be worse if I were taken alone. The son of Kronos has put the rest
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of the Danaans to flight. But why does my own heart speak to me like this?
I know that cowards (xaxoi) avoid warfare, but he who would be finest
in battle (&8s 8¢ k* &proTeinot uaxm évi) must boldly stand his ground and
either be struck or strike another’.

201-2 For such resolutions cf. Or. 11512, Il. 11.404~-10 (previous n.),
Il. 22.304-5 (Hector) pt) p&v &omoudel ye kai &xAelws &rodoluny, / dAA& péya
pégas T1 kai éooopévoiat TuBéoBai, Soph. Ajax 479-80 &N’ i kaA&s {fiv f) kaAdds
TeBunkévan /Tdv ebyevii xpi).

aivov TOV Tr&pos cuoawoopev ‘...we shall preserve (together with our life)
the glorious story/reputation we had before’. The text must be regarded
as uncertain. The transmitted wé&pos €U odoopev is unmetrical, and may be
mended in various ways (see apparatus, and Nauck suggested mé&pos ye
odoopev). Wieseler’s mapévt(a), ‘the one I have/present with me’ (cf. Od.
9.19g-20, etc.) would, if correct, bring out the ambivalence of aivov: not
just ‘reputation’ (LS]J s.v. II), but also ‘tale, story’: were Odysseus to flee,
we would not have the ‘story’ of the confrontation with the Cyclops so
familiar from Homer, cf. Wright 2006: 34, Hunter 2009: 59.

203 begins with three successive tribrachs (i.e. nine short syllables)
expressive of the Cyclops’ imperious urgency, cf. 210; this licence is not
found in the ordinary trimeters of tragedy, cf. Descroix 1931: 152-5,
above p. 36.

&vexe wapexe: the meaning and origin of the phrase are unclear. The
same words are shouted by the drunken Philocleon at his entrance at Ar.
Wasps 1326 and are often taken to mean ‘Get out of the way!’, cf. Wasps
949 wapey’ éxmwodwv. Tr. 308, IA 732-3 and Ar. Birds 1720 (where see
Dunbar’s n.) perhaps suggest an origin in a wedding-procession passing
through the streets. &véxewv may have an intransitive sense ‘stop’ (LS]
s.v. B 4-5). It seems clear that the Cyclops (not Silenos, as L) shouts
the words as he enters and realises that something unusual is happen-
ing; it is less clear whether the words are addressed to the satyrs or to
otherwise silent ‘extras’, representing other slaves of the Cyclops (cf.
23—4n.), who return from the hunt with their master (cf. 83n.) and are
told to ‘get out of the way’.

pabupia ‘relaxation’, ‘levity’ i.e. the satyrs are not paying due attention
to their tasks, as 206—9 make clear. The word can imply ‘partying’ (cf.
Theopompus, FGrHist 115 F 139) and there is some of that resonance in
the Cyclops’ use here. Clement of Alexandria (Paed. 1.7.55.1-2) reports
that the slave of Themistocles called Sikinnos, who carried the treacher-
ous message to the Persians (Hdt. 8.75, Garvie on Aesch. Pers. 355-6)
and was later credited with the invention of the satyric sikin(n)is dance
(cf. 36-8n.), was an oikétns p&Bupos: ‘they say that he used to dance and
invented the sikinnis’.
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204 Ti paxyi&ler’;s ‘What'’s all this Bacchic nonsense?’ Cf. 63—6, where
the tone is very different, Ba. g31 (Pentheus in the grip of Dionysos),
Soph. Ichn. 133 i ToTe Paxyevels Exwv;, ‘Why are you in a Bacchic frenzy?’
The Cyclops’ approach very probably led the chorus to nervous and agi-
tated dancing (cf. §6-8n., g4n., Seidensticker 2010: 215), but his ques-
tion, like the claim which immediately follows, points to a central paradox
of satyr-play: Dionysos is always both absent and very much present, cf.
Laemmle 2019ga, above pp. 25-6. On the Cyclops’ knowledge of Dionysiac
cult and use of Dionysiac terminology cf. above p. 18.

oUxi A1évuoog Ta8e: lit. ‘this situation is not Dionysos ...’, cf. Andr. 168—9
(Hermione to Andromache) o0 yép é08 “Extwp T&de xTA. From another
point of view, the satyr-play we are watching is very much ‘Dionysos’, cf.
63n. The transmitted Aibvuoos is an epic form (also in L contrary to metre
in 590), and the peremptory oUxi Aiévuoos is more forceful than Porson’s
ouy 6 Abvuoos.

205 ‘... nor clappers of bronze and beatings on drums’. The chiastic
shape of the verse emphasises kpéToAa as a word of sound (< kpoTéw) par-
allel to &pé&ypata (< dpdoow); it is almost as though kpéToda is kpéTos, and
the sense is ‘rattlings of bronze ...°, cf. Theocr. 2.36 with Gow’s n.

kpéTala are small percussion instruments, ‘cymbals’, of metal or shell,
said by Schol. Ar. Clouds 260 to be mounted on split reeds, cf. Michaelides
1978: 179, West 19g2: 125; vase-painting frequently depicts satyrs or mae-
nads with kpétada, cf. LIMC VIII. 1.107%, 107a, Osborne 19g8: Figure 81,
Voelke 2001: 109—7. Like drums, they are associated with the cult of the
Great Mother, as well as with Dionysos, cf. 17n., Hel. 1308, HHymn 14.3,
Pind. fr. 70b.g-10 M, Laemmle 2013: 191-3. For bronze kpétoAa cf. Call.
fr. 761, Antipater of Sidon, AP 9.603.6 (= HE 597), PMG 955 xpéupaia
XoAkoTdpaia.

Tupmravwy: cf. 65, Ba. 59, 124-5, etc. These ‘drums’ consisted of skin
stretched over a small circular frame (Hel 1847 TUmava ... BupooTevij); the
drums were usually held in the left hand and ‘beaten’ with the right, cf.
West 1992: 124. Maenads and satyrs are often depicted with these instru-
ments, cf. Boardman 1989: Figures 177, 229, Voelke 2001: 107-11.

206 po1is the so-called ‘ethic’ dative, expressing the Cyclops’ concern in
the matter, cf. 4gn. There is an ellipse of &¢xouo1, ‘How are my lambs ... ?’

vedyova PAacThuaTa: an absurdly grandiose description of lambs, cf.
Hcld. 1006 &x8pol Aéovtos Suopevii PAaoThuaTa.

20%7—9 The Cyclops asks whether the milking, which happens before the
lambs are allowed to feed, has been completed and whether the milk has
been set aside for cheese-making, cf. Od. 9.244~9. In Homer, the Cyclops
did all these tasks himself. Whether the lambs are feeding is the important
question and so is placed first, before the chronologically prior ‘running
under their mothers’ flanks’.
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f) introduces a ‘follow-up’ question, as often (GFP* 283). The transmitted
ye lacks point, whereas Te introduces a series of demands.

eior ... Tpéxouoi: when a plural verb is used with a neuter plural subject,
the effect is usually (as here) to stress the plurality of individual (animate)
items which make up the subject, cf. K-G I 65-6; the lambs are thought of
as living beings, not as an undifferentiated group.

oxowivois T’ év Teuxeow ‘in wicker containers’. The Homeric Cyclops
has Tapooi, which are also called wAskToi TéAapor, ‘plaited baskets’, where
curdled milk was placed to set into cheese (Od. g9.219, 247, cf. Theocr.
11.35-7, Gow on Theocr. 5.86); Euripides’ phrase varies the mAskToi
TéAapol.

TAfpwHa ... éfnuedypévor: lit. ‘the milked complement of cheeses’;
the Cyclops asks whether the cheese-making is completed. &- reinforces
mwMpwpa: he is concerned that all the milk for cheese has been extracted.

210 For the rhythm cf. 20gn.; there is an infringement of Porson’s Law,
cf. 681-2, West 1982: 85, above p. 37.

Té1 {UAen presumably refers to a club or staff the Cyclops is carrying and
evokes the great pémadov with which he is blinded (45563, Od. 9.319);
for depictions of Polyphemos with a club cf. LIMCVIIIL.1 s.v. Polyphemos
I, 40-3, 46. Threats of physical violence were probably very common in
satyr-play, as they are in comedy, and were perhaps particularly associated
with Heracles, the most famous ‘club-wielding’ hero (cf. Her. 568—70), cf.
following n.; at Soph. Ichn. 168 Silenos threatens the satyrs, kKAaiovtes a¥Tfit
deidion WoorioeTe.

211 PAémeT’ &vo xai pf) x&rw: the satyrs are looking down out of embar-
rassment and fear and perhaps also protecting their faces from the swish-
ing club. The gesture may convey a wide range of nuance in both epic and
drama, cf. Muecke 1984, Diggle 2004: 448—9. This scene perhaps evokes
another satyric scene involving Heracles and his club or even a repeated
scene of satyr-drama, cf. Ael. Arist. 3.672 ‘Once one of the stage satyrs
cursed Heracles and then looked down (Zkuyev ... x&tw) when Heracles
approached’, Radt on Soph. fr. 756.

212-19 L makes Silenos the interlocutor of the Cyclops, but he is very
likely no longer on stage (cf. 195—7n.), and certainly he does not speak
again until 228; itis the chorus-leader who must answer the Cyclops’ ques-
tions, cf. Introduction pp. 26—7.

idou: cf. 153—4n.

Trpds auTov Tov AP’ avakexUpauev: the perfect indicates that the satyrs
have already done as commanded and are now ‘looking up’. xUmrewv and
its compounds are not found in tragedy; such body-movements belong
rather to satyr-play and comedy. ‘Zeus himself’ refers both to the sky and
(flatteringly) to the Cyclops, who certainly considers himself the equal of
Zeus (320—41).
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213 The satyrs claim that they are looking fixedly &vw towards heaven
and the stars (cf. Thales at Pl. Tht. 174a4-5). This need not necessarily
mean that night has now arrived (cf. 214, 353—4nn.): the satyrs’ claim to
be looking at Orion is an improvised piece of flattery in an attempt to avoid
punishment; the variant T& T &oTpa, if construed with wpés, would weaken
the force of their gambit. oUpavoi/pérpnos is one of the skills claimed by
the satyrs at Soph. fr. 1130.14~15. The constellation of the ‘mighty’ Orion
(e.g. Il 18.486) was, like Polyphemos, a hunter, the carrier of a club and
a son of Poseidon; in various versions he was also blinded and/or suffered
eternal punishment in the Underworld, cf. Hes. fr. 148a = 244 Most, Od.
11.572-5, Erat. Catast. 32, Pamias i Massana 2013: 98—9, 284-8, LIMCs.v.
The satyrs flatter Polyphemos with the comparison - this is the Orion they
are looking at, but some at least of the audience will have understood the
implicit warning in their words, cf. O’Sullivan 2005: 129. Sophocles’ saty-
ric Kedalion may have dealt with parts of the Orion story, but the matter is
very uncertain, cf. KPS g44-8.

214 &piorov: like a good hunter (cf. Xen. Cyr. 1.6.39—40, Ap. Rhod. Arg.
4.109-13, with Hunter’s n. on vv. 112-13), the Cyclops will have made
an early start and now has a sharp appetite. His meal is in fact standing
in front of him, though he has not seen them yet. In classical literature,
&piotov normally indicates any meal taken before the break in the day,
so in other contexts ‘breakfast’ is often a more appropriate translation;
the evening meal was normally 5¢imvov. Here, it has been thought that
Euripides’ time-scheme for Cycl. is incoherent as the flock has already
returned from grazing, and so it should be the end of the working day, or
at least afternoon (cf. Arnott 1961: 168—9); the sense of the ending of the
day also suits the late, fourth position in which satyr-plays were performed
(above p. 24). It may be that Euripides did not worry over-much about the
chronology within the rapid action and short narrative space of Cycl. (cf.
previous n.), but it seems very unlikely that he would write as carelessly
as has been supposed. As was observed by Aristarchus (Schol. Il. 24.124),
&piotov appears only once in each of the Homeric poems (Il. 24.124, Od.
16.2); in Homer, ¢imrvov is the standard term for any meal taken before
the end of the day, with 86pmov as the term for the evening meal. The
terms for Homeric meals and whether the heroes had two meals a day
or three was the subject of lively discussion in Hellenistic scholarship (cf.
Plut. Mor.726c—d, Ath. 1.11b—f, Schmidt 1976: 191-47, Schironi 2018:
2%78), and it may be that Euripides’ striking use of &piotov here points to a
classical anticipation of that debate; Homer calls the Cyclops’ ‘breakfast’
detrvov (Od. 9.311), so here Euripides pointedly reverses that and uses
&piotov for the meal which the audience would have called &¢irvov.

eU ‘properly’.
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215 ¢apuyé appears four times in Cycl., but never in tragedy (or other
satyr-play); we will remember Od. 9.373—4 ¢&puyos & é§éoouTo oivos/ ywuol
T &vdpdueol.

216 xpaTijpes: words more usually connected with wine appear regularly
in Cycl. in connection with milk, cf. 217, 218n., 327, 388; in Homer, the
Cyclops’ milk is stored in &yyea (Od. g.222, 248). Such language might
come more naturally to satyrs than to the Cyclops, but it is one of the ways
in which the absence of wine and the Cyclops’ rejection of Dionysos are
marked, cf. 123—4, 204-5, Voelke 2001: 185-9, above pp. 17-18. The
conceit perhaps took its cue from Od. 9.297, where the Cyclops is said
to drink ‘unmixed’ (&kpntov) milk; in Homer it was the substitution of
unmixed wine for milk which was to prove his undoing. For an extended
comic use of the substitution of milk for wine cf. Lucian, VH 2.3.

2147 There is enough milk to fill a storage-jar; at 327 the Cyclops claims
to wash down his dinner with an ‘amphora’ of milk. Art represents satyrs
as drinking wine straight from the jar (e.g. Lissarrague 2014: Figure 120),
and at Sositheus, TrGF g9 F 2.7-8, Lityerses, another monstrous figure of
satyr-play, is said to drink Tév ekdpgopov Trifov, cf. 388.

218-19 The Cyclops is not just a gourmet, but also a ‘connoisseur’ of
milk; ‘mixed’ would normally be kexpapévov, used of the mixing of wine
with water before drinking, but here peperypévov is used of a ‘blend’ of two
types of milk. If the Homeric Cyclops had wanted ‘mixed’ milk, this would
have to have been sheep’s and goats’ milk; the possibility of milk from
cows draws attention to how far Euripides’ Cyclops is from his Homeric
predecessor. The three adjectives more naturally refer back to yéAa in
216, but the antecedent of év at the head of 219 must be miov; the prob-
lem is removed by év (Kaibel) or 6 y’ (Porson). For verses of the shape of
218 cf. [Aesch.] PV 116 (85pd) BedouTos A PpdTeios A kekpapévn, which 218
is sometimes thought to parody, Eubulus fr. 6.1 8eppdtepov fi kpaupdtepov A
péows Exov, Alexis fr. 1777.1—2 (with Arnott 1996: 518-19).

ov &v 8éAms: the nearrepetition from 21% marks the satyrs’ obsequious
eagerness to please the Cyclops.

pévov: for this colloquial usage cf. 161, 568.

220-1 Repetition of &v, particularly when it is placed near the beginning
of the sentence and then repeated with an optative verb, is very common,
cf. K-G I 2467, Smyth §1765. Seaford suggested &mwei té&v ; for 1é&v =
To1 &v in such sentences cf. 198.

T&v oxnuatwv ‘dance-steps’, ‘positions’, cf. Ar. Wasps 1485, Peace 321-
36 (often thought to evoke satyric choruses), Hdt. 6.129.3 (oxnuéma of
Hippocleides), Plut. Mor. 74%c; for satyric dancing and the perpetual
movement of the satyrs cf. §7n., g4-5, above p. g6. The image is perhaps
of babies ‘kicking’ in the womb.
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222 Cf. g6-100n., ggn. Ar. Thesm. 1105 Ea Tiv' 8xBov TOVE Spd kai
TapBévov; kTA. parodies a verse of Perseus’ entrance-monologue from
Eur. Andromeda (412 BC), £ Tiv’ &xBov T6v8 Spd mepipputov (fr. 125.1);
Euripides may here be responding to the parody by using a very similar
line again, cf. Parry 19771: 319-20, Laemmle 2013: 328-9, and (against)
Battezzato 1995: 134-5, Wright 2005: 54-5, 2006: 24-5. On the implica-
tions of this for the date of Cycl. cf. above pp. 39—41.

Tpés avAiors ‘by the sheep-folds’.

223 AMorai: cf. Od. 9.254 (in the Cyclops’ opening questions).

katéoxov ... x8éva ‘put in to land’, cf. Hel. 1206, LSJ s.v. katéxw B2. At
348—9 this sense of the verb is used with ¢ and an accusative.

xA&res ‘thieves’, who might come from the local area, whereas Aniorai
suggests, as in Homer, ‘raiders’ who travel by ship; the difference need
not, however, be very great, cf. Alc. 766. In Od. Odysseus and his men did
indeed ‘steal’ from the Cyclops, but here a proper exchange has been
done, though not with the rightful owner.

224 yt¢ To1 introduces the explanation for the supposition of 223, cf.
Phoen. 730, GP* 55o0.

225 ‘... their bodies bound together with twisted withies’, a variation
on Od. g.42%7 where Odysseus ties the rams together (cuvéepyov) in threes
éuoTpegéeaol AUyorot; in Homer, the purpose was so that they could carry
a man suspended beneath them, whereas here they are packed up for
simple ease of transport, cf. Laemmle 2013: 337, above pp. 14-15. odpa is
acc. of respect; the plural would be more regular (K-G I 316), but cf. Her.
703. Blaydes suggested copar’ épmemAeypévous, and Seaford 1982: 170-1
wonders whether the bound sheep continue an allusion to the Euripidean
Andromeda tethered to a rock, cf. Ar. Thesm. 1031-2 (= Eur. fr. 122.4).

226 ouppiyfi ‘jumbled up’.

227 ‘... his bald head swollen with blows’. pérwtmov gataxpdv (acc. of
respect) is a perfect description of the receding hair line and bald patch
on top of the head which is standard in depictions of Silenos and silenoi,
cf. Soph. fr. 171.3 (almost certainly Silenos), LIMC VIII s.v. Silenoi nos.
433, 54, 88, etc. mpéowtov and pétwov are elsewhere exchanged in trans-
mission, and it is his forehead, not his face, which is bald. Nevertheless,
problems remain. If Silenos has been beaten up, rather than, say, hit with
a club (cf. 229g), then it is his Tpécwov, ‘face’, which one would expect
to be swollen, not his forehead, cf. Theocr. 22.101 oiéficavtos ... Tpo-
omTou, 110-11 TAnyails/m&v cuvépupe Tpéowtov (Amycus); word-order
would, however, seem to rule out taking paAaxpév with yépovta, a solution
which would cut the knot. It may be that Euripides has rather loosely
called Silenos’ face, rather than his head, ‘bald’, and that the transmitted
reading is correct. Some commentators, however, understand mwpéowmov
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as ‘mask’ (cf. perhaps Aesch. Eum. ggo) and explain that Silenos has
changed his mask (to one showing marks of a fight) after entering the
skene at the arrival of the Cyclops (cf. 197n.); Silenos’ ‘mask’ would also
indicate his baldness. What the Cyclops actually interprets as the effect
of a beating is in fact very difficult to decide. Traditionally, it has been
thought that Silenos is flushed (cf. 228) after his first taste of wine for a
long time, or perhaps after drinking more from the wineskin while inside
the cave (cf. Virg. Ecl. 6.15, Martial 5.4.4), and the Cyclops interprets this
redness as the result of blows; it seems, however, very hard to see how
the audience could understand that. Perhaps Silenos is somehow sport-
ing injuries which the audience have seen him inflict upon himself; at
any event, our difficulties here are a good illustration of the fact that we
must not assume that all important stage-action in satyr-drama is made
explicit in the text. At Aesch. Dikt. fr. 47a.788 Mmrapdv/ wAtémpenTov pada-
kp6v may refer to Silenos’ phallus (cf. also Soph. Ichn. 368, Dettori 2016:
139-43), and Seaford 1987 interprets the current passage similarly (cf.
also Slenders 2005: 43-6).

228 It is unclear whether Silenos now takes his cue from the Cyclops’
misapprehension, or whether his scheming has fooled the Cyclops, see
previous n. Arnott 19%72: 2g—30 suggests a play with cuyxkot as a medical
term, cf. LS] s.v. III. On Silenos’ silence about the allegedly wicked strang-
er’s name cf. 103n.

230 oux eiwv: ‘I was not allowing’ amounts to ‘I tried to prevent’, cf. 233.

231 Bedv is scanned as a single syllable by synizesis (cf. 286, 605, 624,
679), whereas 8e6v is here disyllabic; for such effects cf. Andr. 1258, Tr.
1280, Gygli-Wyss 1966: 127, Diggle 1994: 129—36, Battezzato 2000. For
the shape of this verse cf. Alc. 6777 olk oloBa Oeoocadv ue k&md Oeoootol
KTA.

feddv &mo: in Homer, the Cyclops is the son of Poseidon and the sea-
nymph Thoosa, a daughter of Phorkys (Od. 1.6g-73).

232 épopouv, ‘they tried to carry off’, hardly differs in meaning from
é€epopoUvTo in 234. Blaydes proposed &pepov, cf. 230. For the scansion
here cf. above pp. 36-7.

T& XphuaTa is suitably vague; we should not ask too closely what ‘prop-
erty’ this is, cf. 268, 270.

233 Silenos’ lies are here helped by a memory of Od. g.232, where the
Greeks do eat some of the Cyclops’ cheeses; in one sense these Greeks
have indeed eaten his cheese, but in the Homeric version of the story
which is here rewritten.

T6v ye Tupdv: Markland’s Té&v ye Tup&dv would be a partitive genitive,
‘some of the cheeses’, cf. Od. 9.232.

oUk é@vTos: sc. ¢uol, cf. Smyth § 2072 for the ellipse.
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fiodov: in Eur. obiev and its compounds occur only in Cyel. (cf. 341)
and fr. go7 (a probably satyric description of Heracles eating), whereas
Bowaofan (cf. 248, 550) is common, cf. Arist. Poet. 1458b1g-24 citing fr.
792 and Aesch. fr. 253.

2384 ifsgopolvro: cf. 232 n. Musgrave proposed &eppoiivro (< &gpéw, cf.
Barrett on Hipp. 866—7), ‘they were letting out (for their own purposes)’,
which would also remove a third-foot anapaest, cf. above p. 37.

234-6 ‘They said that they would bind you in a threecubit collar and
forcibly draw your guts out through your central eye’. The threats which
the Greeks are alleged to have made against the Cyclops are a kind of
satyric equivalent of Antinoos’ horrific threats to the beggar Iros at Od.
18.84~7. We might also recall the Philistines’ treatment of Samson: ‘they
cut out his eyes ... and bound him in bronze fetters and he was set to
grind in the prison’ (Jfudges 16.21).

xAw1dd Torteiyst: ‘collars’ were worn both by criminals (Xen. Hell. g.5.11,
Eupolis fr. 172.16), especially when they were to be flogged, and dogs (Ar.
Wasps 897, with Biles and Olson’s n., Xen, Hell 2.4.41); Plut. Solon 24.1
reports that Solon enacted that vicious dogs were to be restrained xAoiit
Tpirfixey, i.e. by a ‘three-cubit collar’ which allowed them to be held at a
safe distance. The Cyclops’ teeth, like those of an angry dog, are certainly
something to be avoided.

xar& TOV 6plaipdv picov ‘out through your central eye’; for this mean-
ing of xav& cf., e.g., Ar. Wasps 140-1, Clouds 158-9g. This vivid interpreta-
tion (Gargiulo 1994, following Barnes) is much more horrible, and thus
much more likely, than ‘right in front of your central eye’ (cf. EL g1o0,
Rh. 421), as most recent commentators understand the preposition. The
transmitted v&ra produces a split anapaest in the fourth foot (cf. above
P- $7), and no other proposal (cf. Biehl 1977: 170-1, Gargiulo 1994) is
remotely satisfactory.

{§apfiotodar ‘will draw out’, cf. LS] s.v. &péw B, and the threat of the
female chorus to their male counterparts at Ar. Lys. 367 t&vrep’ tapficw;
it is not necessary to give the verb the special nuance ‘harvest’, as, e.g.,
Voelke 2001: 188.

237 &rohbyav ‘will strip (the skin) off’; the simple Aéwew is used in com-
edy as a word for ‘thrash’, ‘whip’, cf. Pl. Com. fr. 12, Timocles fr. g1.3, LS]
s.v. II. Silenos’ grim fiction may be suitably satyric, if it evokes the fate of
the satyr Marsyas, who was flayed alive by Apollo after losing to the god
in a musical contest, cf. Hdt. 7.26, Xen. Anab. 1.2.8, etc.; it has often
been suggested that this story was treated in satyr-drama (cf. Trag. Adesp.
$81). The transmitted &mrofAiyew would be an image from the squeezing
of grapes and seems less vivid.

238 ouvbfioavres ‘tying you up’.
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fadwa: i.e. T& EddMia, the quarter-deck at the stern of the ship, cf. Hel.
1571, Soph. Aj. 1277 (with Finglass’ n.). It is likely enough that it is there
where the pirates are imagined to have tried to keep Dionysos chained
(HHDion. 11-15). Others understand ‘rowing-benches’, but that seems
much less probable.

239 vaés: cf. 85n.

239—40 ‘... (they said that) they would sell you to someone to heave
up rocks or would throw you into the mill’. katafodeiv is the last future
infinitive in the series.

&modwaeaiv: the middle is regular in the meaning ‘sell’, but cf. Thucyd.
6.62.4 (with Dover’s n.).

TéTpous poxAevev: it is a suitably absurd fancy that the now ‘gutless’
Cyclops will be set to the back-breaking task of heaving up boulders, per-
haps to build Cyclopean walls. The Homeric Cyclops, we will recall, was
very good atheaving up rocks, cf. Od. 9.313, 481-2. Itis unclear whether we
should here sense a reference to the notorious stone-quarries of Syracuse
in which Athenian soldiers and later, by repute, the poet Philoxenus were
imprisoned, cf. Phaenias fr. 13 Wehrli = PMG 816, Hunter 1999: 216-17,
Duncan 2012: 138-g, above p. 44.

puA&va: work grinding in a mill was one of the hardest punishments
which could be inflicted on a slave, cf. Lys. 1.18 (with Todd’s n.), Men.
Aspis 245, Heros 2—3, Apul. Met. 9.12, V. Hunter 1994: 171-2. The trans-
mitted TuAdva kataBaieiv could only be in parallel with wétpous uoxAeverv,
with kataBaleiv as an aorist infinitive, but it is very hard to see what this
threat would amount to, even if it brings to mind the scene of the Homeric
Cyclops’ cave (Laemmle 2013: 341 n.45).

241-3 The Cyclops’ instructions are more probably addressed to mute
attendants (cf. 83n.) than to Silenos; when the Cyclops enters the cave
he does some of these tasks himself (382-7), but such inconsistency and
repetition are hardly worrying in a play of this kind, and we might assume
that the attendants do depart to do the Cyclops’ bidding, but then the
whole thing is forgotten, cf. 383—4n., Bain 1981: 2.

&Anbes; is often ironic in comedy (Collard 2018: 61 (~ Stevens 1976:
23)), but here there is no reason to doubt that the Cyclops believes
Silenos: ‘Did they really?’ In this usage the accent is thrown back to the
first syllable; the standard neuter sing. is d\nfés.

xoTridas is normally a noun, ‘cleavers’, but here, unless there is textual
disturbance, it functions as an adjective with paxaipas, ‘knives for chop-
ping’; komidas is, however, placed emphatically at the head of the sen-
tence, because ‘chopping’ is what matters here. There is something of
the comic cook about the Cyclops, as might already have been the case in
Epicharmus and Cratinus (cf. above pp. 4-6), cf. 3g97n., Cratinus fr. 150,
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Ar. Peace 1017-18, fr. 143 komidi Tév payeipikddv, Plaut. MG 1397 (a threat-
ened castration) wuide ut istic tibi sit acutus, Cario, culter probe, Wilkins 2000:
chapter 8, Worman 2008: chapter 3. xowi8es are often depicted in art, cf.,
e.g., Sparkes 1975: Plate XVI a-b.

péyav @axedov Eudwv: cf. Od. 9.2393—4 eépe & 8Ppipov &yBos / UAns &lahéns,
fva ol ToTIBOp IOV €N,

avayes, like dvéxauoe in 83 and 383, probably means ‘get the fire going’,
by putting fresh wood on it, rather than ‘light the fire’ in our sense; any
home, even a cave-home, will have had a hearth with some heat day and
night, cf. Od. 9.308, 328, 375-6, 378—.

243-6 The Cyclops will ‘sacrifice’ the Greeks by himself and to himself
(cf. 334-5), and will then alone enjoy the standard meal which follows
sacrifice; dais (245, 247), lit. ‘a divided/shared meal’ (< 8aiopat), sharply
marks the paradox, cf. 3§61, Worman 2008: 137-8. The ‘hospitality’ which
he will offer is like a bizarre parody of the opening of Od. 3 in which
Telemachos and his colleagues are invited to share the sacrifice and feast-
ing of Nestor and his family. When Telemachos arrives, the cwAdyxva are
already being eaten while the rest of the meat is spitted and roasted (cf.
e.g. Il. 2.421—9); Telemachos and his colleagues are then invited to join
as §etvor (40). It was standard practice at a sacrifice that the omAdyyva were
grilled and eaten immediately (cf. perhaps adTika in 243), with a part set
aside for the gods; some meat will then have been grilled on spits over
coals and eaten (cf. &n’ &vBpakos 244, 402-3, Od. 14.75-7), with the rest
set to boil (cf. 246, 404) or taken away for boiling. The Cyclops’ planned
meal evokes aspects of sacrificial practice, but it does not follow that prac-
tice step by step; whether or not Euripides is here indebted to speculation
about the contribution of animal sacrifice and hence of the grilling of
meat to the human abandonment of cannibalism (as illustrated much
later in Athenion fr. 1) is difficult to establish, but it is amusingly paradox-
ical that the Cyclops is now keen on cooking and haute cuisine, whereas in
Homer Odysseus’ companions were eaten raw, cf. above p. 7. For sacrifi-
cial practices in general cf. Denniston on El. 7g1ff., Meuli 1946: 261-73,
Burkert 1983: 5—7, Dunbar on Ar. Birds 518-19, von Straten 1995, Hitch
and Rutherford 2017%.

&g introduces the reason for the Cyclops’ instructions.

TAfioouat vnSuv Thv éunv: cf. Od. 9.296 abTdp 2mrel KUkAwy peydAny éumAn-
oato vduv kTA., the only instance of vndus in Od. The Cyclops’ foretelling
has already been fulfilled in Homer.

8186vTeg is a very attractive emendation, though an element of uncer-
tainty about the text must remain; &5ovTos, sc. éuol, seems very weak after
244 and makes tén kpeavépwn difficult to construe.
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T xpeavépwt ‘to the distributor of meat’, i.e. to the Cyclops himself.
A sacrifice would be followed by a distribution of meat (xpeavopia) to
the participants, cf., e.g., IL g.21%, Sokolowski 1969: nos. 10A.4, 13.26,
33B.24-5, Theocr. 26.24 (the Dionysiac dismembering of Pentheus), but
here the only recipient will be the sacrificer himself, cf., e.g., 356-67;
paradoxically, those participating will, like sacrificial animals, supply the
meat themselves.

T& 8 éx AépnTos kTA. is either a second object after 5:186vTes or we must
supply otan or something similar, ‘the rest will be boiled ...’

& xai TernkéTa ‘boiled and made tender (lit. “melted”)’, cf.
Antiphanes fr. 1.4 mikT& Takep& unx&dwv péAn, Athenion fr. 1.30 épigiov
¢taxépwoe; for the tenderising effects of boiling, as opposed to roasting, cf.
Philochorus, FGrHist 328 F 173, Arist. Meteor. 4.381a23-b1g, Ekroth 2017:
46. Regulations for a sacred association in Hellenistic Miletus prescribe
&mnots omA&yxvwy kpedv éynols among the required duties (Sokolowski
1955: no. 50, line g4).

247 ixmAews ‘full and over-full’; at 416 the sense is simply ‘stuffed full’.
s ... ye explains the preceding statement, cf. 439.

248 ‘Enough of lions in my feasts (lit. ‘for me feasting’) ...” Lions belong
to the classical memory of the Bronze Age, and regularly appear in myth;
whether or not there ever were lions in Sicily (cf. Hunter on Theocr. 1.72)
is not really relevant. In Homer the Cyclops ate ‘like a mountain-reared
lion’ (Od. 9.292); here he absurdly claims that lions formed part of the
food he hunted ‘on the mountains’.

fovwpuévwr suggests a certain pompous self-consciousness about his din-
ing habits: he does not just have a meal, he ‘feasts’, cf. 233n.

249 Cf. Or. 485 BePapPdpwoa, xpdvios Qv év BapPBépois. The verse wrily
evokes the gap in time between Homer and Euripides, cf. 251-2n.

Bopas: cf. 88n. &’ dvBpcorwv Bopds might be expected to mean ‘without
the food which men eat’; here the meaning is, more gruesomely, ‘without
the food consisting of men’.

250 Cf. Or. 234 petaPoli wavtwv yAuky, ‘variety is the spice of life’; for
the opposition between kaiwés and #8&s cf. Andr. 818-19, Ar. Eccl. 584-5.

Yy’ ‘yes indeed’, ‘certainly’ (GF*130).

éx ‘coming after’, ‘in place of’, cf. Or. 2179 ¢k kupdTwV Y&p adbis ab yarhy’
op, L] s.v. II 2.

251-2 again evoke the familiarity of the Homeric story: we should
understand that the last such gvoi were in fact Odysseus and his men
in the Homeric version. Such play with the relationship between liter-
ary model and copy (‘not recently’) was to become very common in
Hellenistic and Roman poetry.
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yé&p ouv ‘For it is certainly a fact that ...’, cf. GP* 445-6. a0 makes no
comparable sense.

goucaikovTo, i.e. oo éoagikovto with ‘synaloephe’ (cf. 288, 561, Ba.
12567 vouBetnTéos, TaTep, / colotiv [Kirchhoff: ool 1" ¢otiv], Soph. Phil.
812), mends the faulty metre of L, but some uncertainty remains. Wieseler
proposed &vtpa T& o’ Eécagikovro, and Kovacs accepts Heimsoeth’s radical
Tpods oikous oous &eikovTo.

253 &xouoov ‘in Euripides usually expresses a (polite) request, a plea or
a prayer, rather than an order’ and is regularly used ‘where the speaker
is in no position to simply give orders to his addressee’ (Rijksbaron 1991:
34, contrasting the use of the present imperative).

év péper evokes the flavour of a rhetorical &yav, cf., e.g., Hec. 1130, Hcld.
182.

254-60 Odysseus’ account is basically true to what we have seen; in
Homer Odysseus’ first speech to the Cyclops (9.259—71) is also broadly
in keeping with what the poet and the hero himself have led us to accept,
though much more rhetorically elaborated than Odysseus’ brief narra-
tive here. Cf. above pp. g—10 on Euripides’ exploitation of the ‘truth’ of
Odysseus’ Homeric narrative.

254 Bop&s xpmlovTes éutroAnv Aapeiv: lit. ‘wishing to get a trade of food’,
i.e. ‘wishing to receive food in exchange (for other goods)’; éumwoAn is ‘traf-
fic, trade’, cf. IT 1111, LSJ s.v. IL.

256 oxugou: the implication of (the textually uncertain) 145—7 was that
Odysseus was going to give Silenos the whole wineskin in exchange; ‘a
cup of wine’ is thus pointed: Silenos would have sold the lambs for just a
cup of wine, cf. 164—5. As transmitted, oxigos is here masculine (cf. 556,
Alc. 798, El. 499), but in other passages neuter (390, 411, fr. 146); several
of those passages, as this one, could be emended to give the other pos-
sible gender. The variation in gender was discussed in antiquity, cf. Ath.
11.498a—gb.

257 amnuméAa Te k&diSou ‘he agreed to sell and was handing over’;
&mnumoéAa is the third pers. sing. imperfect of &mwepmoAdw. The echo of
éuoMv in 254 is intended to lend plausibility to Odysseus’ narrative; for
the Odysseus of Cycl. as a mercantile trader cf. g8n.

mieiv AaPodv ‘receiving (in return) a drink’; for the epexegetic infinitive
cf. 404, 520, 561, Xen. Hell. 7.2.9, K-G II 16, Smyth §2008.

258 éxcv éxolor: a common type of emphatic polyptoton, cf. Hipp. 319,
fr. goga.2, Od. 3.g72; it may here have a legal flavour, thus enforcing
Odysseus’ claims to tell the truth, cf. Dem. 21.44, ‘if someone takes one
or two or talents by agreement (¢kcv Tap’ éxévtos) and misappropriates
them ...’
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Toutwv ‘of these things’, i.e. ‘of the events I have recounted’. The trans-
mitted ToUTtw (1) could only refer to Silenos, ‘nothing which happened to
him was by violence’, but ToUTtw: Bicn would be stylistically very awkward.

259 ‘There is not a single sound word in what he says ..., a very
emphatic form of expression.

Uyits oUdév: cf. Ar. Thesm. 636, Pl 274, Collard 2018: 65 (~ Stevens
1976: 25-6), L] s.v. II g.

enow Aéye: for such variation cf. Soph. Tr. 3467 avip 88’ 0Udtv dov EAegev
&pTics/ powvel Bikng &g dpBov.

260 éAqeln ‘he has been caught’, cf. Hipp. 955, IT 100-1, Med. 381-
2. The transmitted xateAnpdn (cf. Pl. Apol. 22b1-2) would give the only
instance of Odysseus using a ‘comic anapaest’ (above pp. $6—7); Odysseus’
speech in 253-60 is otherwise entirely ‘tragic’ and contains only a single
resolution (in 259).

261 This is the only case in Cycl. of verse-division between speakers
(‘antilabe’) that is neither embedded in a stichomythia nor occurs in close
proximity to one (cf. 546, 66g—gonn.). Silenos bursts in at 261 because
he realises the danger to him which Odysseus’ accusation poses, and
Odysseus immediately ‘barks back’.

y’ &’ marks ‘an exclamatory comment on something said by the previ-
ous speaker’ (Lowe 1973: 45); it may be that y’ &p’ should be read in such
cases, cf. Ar. Birds 1358.

ei yeuSopan plays on the fact that, in swearing an oath, it was standard
to wish for self-destruction if the oath were ever broken or the declara-
tion proved false, cf. 268—gn.; for such ‘self-cursing’ cf., e.g., Hipp. 1025-
31, Med. 755, Ar. Frogs 5868, Dem. 54.41, Konstantinidou 2014: 30—7.
el <ye> yeudopan would make the point somewhat clearer, but would be
unmetrical, and the unclarity led Denniston 1ggo: 215 to retain y&p and
give the whole verse to Odysseus (but for ¢yc;). Such buffoonish jesting
seems however quite out of character with Odysseus here; this Odysseus
really is honest: whatever happened to the &viip ToAUTpoTTos?

262—5 Oaths by multiple deities are common in perfectly serious con-
texts, but are also a frequent source of humour, cf. Ar. Clouds 627, Birds
194 (with Dunbar’s n.), Antiphanes fr. 288, Men. Dysk. 666—7. Fletcher
2012: 149-54 suggests that the audience would later understand that
Silenos is punished for his ‘perjury’ by being raped by the Cyclops; noth-
ing in the text supports this. Dover on Ar. Clouds 1234 notes that trios of
divinities regularly appear in oaths, and here too Silenos’ control over his
oath seems to run out after the first three invocations.

Tov péyav Tpitwva: a son of Poseidon, and hence half-brother to the
Cyclops; Hes. Theog. 9g30—3 calls him Tpiteov elpuping ... péyas and a ewds Beds.
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Nnpéa: ‘the old man of the sea’, a son of Pontos, cf. West on Hes. Theog.
293; Hesiod characterises Nereus as &yeudts kai &Anéns and as an upholder
of justice (Theog. 233-6), but here he is used in the service of deceit.

KaAuyd: Silenos is now scratching around for any marine divinity he
can think of; the encounter with Calypso lies in the future for the listen-
ing Odysseus, but also in his past (qua Homeric character). In Homer
Calypso is a daughter of Atlas, but in the Theogonyshe is an Oceanid (359)
and has two sons by Odysseus with the suitably nautical names Nausithoos
and Nausinoos (101%7-18); Apollodorus 1.2.7 lists a Calypso among the
Nereids, which is also the company she keeps here.

Té&s Te Nnpéws xépas: Silenos needs as many marine names as he can
find, and archaic epic presents two catalogues of the Nereids, Il. 18.39-49,
Hes. Theog. 243—-62; Silenos will not go through them all, but he knows
that there are a lot of them.

p& faiepd xUpat’ ‘by the holy waves’; 8aiep& = T& iep&. There is a second-
foot split anapaest in which the short syllables are the final syllables of a
polysyllabic word, cf. (probably) 334, Ar. Birds 1022, 1363, White 1g12:
46, above p. 37. As Silenos searches for anything watery to throw into his
oath, so his metre wobbles. L’s text is anomalous as repeated p& seems
always to be used in asyndeton, and Hermann’s t& 6 iep& deserves consid-
eration: it avoids the anapaest and has Silenos simply piling as many things
as possible in at the end. ‘Holy’ is a very common epithet of springs and
other sources of water, but ‘waves’ seems a ludicrous distortion, brought
on by the mention of sea gods, of the habit of swearing by springs and
rivers, cf. Il. 3.278, Dittenberger 1915: no. 527 (an ephebic oath from
Hellenistic Crete), Dunbar on Ar. Birds 194.

ix0Uwv Te Tr&v yévos: an absurd version of the attempt of oaths at inclu-
sivity, cf. Med. 7467 6edv 1e ... &mwav yévos, Ar. Thesm. 2174 Suvum Toivuy
TéavTas &pdnv Tous Beous.

266 Silenos’ pleading reaches truly comic levels, cf. Ar. Ach. 475,
Knights 726, Clouds 746, etc. At Achaios, TrGF 20 F 26 (satyric) Heracles is
addressed as & k&AhioTov ‘HpakAeidiov, and in another unknown satyr-play
he was called by the diminutive “HpuAos ( Trag. Adesp. 590).

érmrapoc’: a performative or instantaneous aorist (cf. 101n.), not uncom-
mon with verbs of swearing, cf. Hel. 330 (with Kannicht’s n.), Soph. Phil.
1289 (with Schein’s n.).

2677 é€odav ‘sell off’, cf. 12n.; the present infinitive implies ‘trying to sell
off, in the process of selling off’.

268—9 Silenos pointedly does not involve himself in his curse, as
Odysseus has just done (261). Those swearing oaths regularly invoked
destruction upon themselves and their children, cf. Lys. 12.10 ‘When he
had sworn, invoking complete destruction upon himself and his children,
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that he would save me in return for a talent ...’, Hdt. 6.86, Dem. 25.67-8,
477.70. There is perhaps a similarly wry imprecation from Silenos at Aesch.
Dikt. fr. 46a.800, 8MorTo AixTus.

Kakd®s ... kakoi: a very common locution in Eur. and comedy, cf. Med.
805, 1386, etc.; it need imply no more than ‘May they perish miserably ...!",
but here the adjective xakoi is felt with ironically full force: ‘May these
wretched sons of mine perish wretchedly ...!" In the Cretan ephebic oath
(262-5n.), the ephebes invoke destruction kakioTwi 6Aé8pwt upon them-
selves, and cf. Suppl. 1195.

oUs pdMior’ éyd @iA&: Silenos can be less complimentary about the
satyrs, cf. Soph. Ichn. 145-64.

2770 avtos i’ ‘Keep that yourself!’, i.e. ‘Save that curse for yourself’, cf.
&s kepaAt ooi, Ar. Peace 1063, Pl 526.

fywye is both emphatic (‘I personally ...’) and explanatory (GP* 144),
cf. 2779. It is tempting to think that these verses were spoken in unison
by the whole chorus (cf. &i pf) "poi péven in 18%, where see n.), though
it is normally assumed that trimeters were delivered by the koryphaios
alone.

2771 mrepvavTa ‘selling’, masc. sing. acc. participle of wépynu.

272 The satyrs return Silenos’ curse like-forlike; the comic surprise is
perhaps reinforced by the second-foot anapaest. uf &3ike: is scanned as
three syllables with ‘synaloephe’, cf. 172, 334, Hec. 1249, Hel. 832.

Tous Eévous 8¢ um &dixer seems addressed to the Cyclops, who now re-
enters the conversation, rather than to Silenos. The theme of ‘wronging
gévor’ is central to the Cyclops-story (cf. Od. 9.269—71), and to tell the
Cyclops not to do this is comically absurd, in light of what the satyrs know
about his dietary habits.

273—4 ‘You're lying! I trust this man [Silenos] more than Rhadamanthys
and consider [him] juster [than Rhadamanthys]’.

yeudeod’ - Eywye: the Cyclops decides against Odysseus and all the satyrs,
and sides with Silenos; the verb casts Odysseus’ words in 261 back at him,
and #ywye mockingly echoes the chorus at 2770 (where see n.).

ToU ‘Padap&vbuos/udArov stands for p&Adov #) 11 PadapavBin by a
common type of compression, and then the genitive of comparison is
normal with dikaudtepov. The transmitted ToUde ToU PadaudvBuos, ‘this
Rhadamanthys here’ (i.e. Silenos), could stand as a comic designation,
if the unmetrical ToAA& in 274 concealed a lacuna or deeper corruption,
but &ikecuéTepov makes the text printed here very probable. The Cretan
Rhadamanthys was a son of Zeus and early established as &ixaiétaros and
as a judge in the Underworld, cf. Od. 4.564, Pind. Ol 2.75, Pyth. 2.73—4,
Pl. Gorgias 523e8-4ap, Laws 1.624b. At Od. 7.322-6 Alcinous recalls the
Phaeacians conveying Rhadamanthys to Euboea as a precedent for the
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voyage home they will offer to Odysseus; in the Cyclops’ judgement, how-
ever, the two could not be more different.

275—6 Cf. Od. g.252 & eivor, Tives EoTé; TOBev TAETE Uyp& kéAeuba;

Tig Upas éferaidevoev TroMis;: a very unexpected question: the &mwaideutos
Cyclops (493) is right up-to-date with ideas about the relationship between
individual and community and the role of education, cf. Pind. fr.1g8a M,
Thucyd. 2.41.1 (Athens as a waideuais to Greece). Later, however, he will
reject all communal values as they apply to himself and preach a radical
‘self-sufficiency’ (316—41).

277-9 A rewriting of Odysseus’ response to the Cyclops at Od. 9.259—
71. The most striking omissions here from the Homeric response are the
boastful reference to Agamemnon’s péyiotov Umoupdviov kAéos, the size
of the city which they had sacked and Zeus’s role in their arrival on the
Cyclops’ island (he is replaced by ‘sea winds’); Odysseus here also makes
no immediate appeal to his ‘rights’ under the protection of Zeus &évios.
This Odysseus is not just a diminished character by comparison with his
Homeric model, but he has also learned from Od. g not to provoke the
Cyclops unnecessarily, cf. Hunter 2009: 62-3.

T0axnoron cf. 10gn. In Homer, Odysseus concealed his homeland and
referred to himself and his men as ‘Axaioi (Od. 9.259).

mépoavTes Goru: cf. 178n., Od. 1.2, 9.265-6.

éwobévTes ‘driven off course’, cf. é¢Batev in 20, LS] s.v. é§wbéw II.

280—4 The Cyclops’ paradoxical familiarity with the Trojan War in
a notably Euripidean version (cf. 181-6n., 283—4n., Andr. 602-6, Tr.
368—73) is part of the humorous mixing of temporal levels, cf. above pp.
19—20, as well as part of the self-conscious play with tragic (and particu-
larly Euripidean) traditions.

280 1) ... of pet)A8e0’ ... ‘Are you the ones who went to punish ...?’
peThABe8’ is here constructed with two accusatives, &pmayds and TAiou wéAw,
cf. Or. 423, Aesch. Ch. g88—9, LS] s.v. IV 2. Line 280 momentarily suggests
that the sense is simply ‘went in pursuit of’, but 281 makes the meaning
more specific.

kaxions: cf. Andr. 595 Tacdv kaxkioTny (Helen).

281 suggests that the Cyclops also has a knowledge of the geography of
the Troad, presumably derived from the Iliad; his knowledge of the Trojan
river is perhaps appropriate to a son of Poseidon (cf. esp. Il. 12.17-29).

282 oUto1 ‘The very ones’, cf. K-G I 645.

Tévov Tov Sawvov énvtAnkdTes: cf. 10n., 107n. By dewdév Odysseus pre-
sumably means ‘involving terrible effort’, but the adjective gives the
Cyclops his opening to reinterpret 8ewdv, cf. next n.

283—4 A familiar idea, cf. Tr. 780—1 T&Aawa Tpoia, pupious &wdAsoas/ mds
yuvaikds kai Aéxous otuyvol xapw, Hel. 52-3, 109, Paganelli 1979: g2-5,
Wright 2006: 35.
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aloxpdv oTpaTivpd v’, oitives ... ‘A shameful expedition indeed, given
that you ...’; the apparent anacoluthon is very easy, as orp&reupa implies
the same people as are the subject of the oirwes clause, cf. K-G I 55. ye
here is in third position, despite the fact that it primarily refers to aioxpév,
cf. GP? 150. There is perhaps a comic echo of these verses at Eubulus fr.
118.6-8 mikpav orpareiav & [y’ Hunter] €ldov, ofrives wéhv / plav AaPdvres
KTA.

®puydv: cf. 296, 19g-200n. This designation for the Trojans is stan-
dard in Euripides (Hel g9, 42, etc.), but still paradoxical in the mouth of
the Cyclops.

285—346 Odysseus and the Cyclops now exchange speeches in the man-
ner of a Euripidean agon (cf. 285n.). Odysseus’ speech is an amusingly
inept attempt to appeal to the Cyclops’ ‘better nature’ and his sense of
Greek piety and cultural values; for assessments of the speech as a whole
cf. above pp. 20-1, Peigney 2015,

285 is in part a way of saying ‘we are not going to have a rhetorical agon
(in the manner of 7%) about the blame to be attached to Helen and/or
Paris’; Gorgias’ Encomium of Helen was designed to release Helen from
atria (2). That the Trojan War was caused by the gods evokes the premise
of the Cypria that Zeus brought it about to relieve the over-population
of the earth (fr. 1), and cf. Il 3.164—5 (Priam to Helen), Hel 36—41, Or.
1639—42, etc. The close of Lachesis’ speech in Plato’s ‘Myth of Er’, aitia
éAopévou: Beds avaitios (Rep. 10.617e4-5), later became quasi-proverbial,
and may already have been so for Plato; it is possible that Odysseus here
dismisses the subject of the cause of the Trojan War with a twist on pro-
verbial wisdom.

286 Odysseus’ wheedling flattery perhaps picks up the Cyclops’ pride
in his ancestry which Odysseus heard him express at 2g1. That Poseidon
is the Cyclops’ father he will have heard at 262, and (of course) this
Odysseus knows his Odyssey.

80U is scanned as a single syllable with synizesis, cf. 2g1n.

287 ‘We beseech you and we speak freely [about your plans for us]’;
Odysseus introduces his speech by singling out its two principal modes
and thus suggesting that he recognises that neither supplication nor
argument will suffice. The sentence seems somewhat clumsy (contrast
the Homeric model in Od. 9.266-7), and Kovacs substituted yéyopev for
Aéyopev (Kovacs 19g4: 149-50), arguing that te kai implies that the second
verb should govern oe as well; yéyopev seems, however, far too harsh a
verb, and oo is very easy to read out of oe.

288 un TAfis, ‘Do not bring yourself to ...’, implies a very negative view
of the action about to be recounted.

coucaiyptvous: cf. 251-2n. The transmitted gous dotypévous ¢ious
seems to throw unnecessary specificity upon the claim and draw
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attention to the implausibility of ¢ious (see next n.). Several editors adopt
Heimsoeth’s conjecture oikous for &vtpa, which attaches cous to a noun
other than giAous.

gilous introduces the argument which is to follow and which will explain
the Greeks’ (absurd) claims to ¢iAia; a change to &vous (Kirchhoff) is
unnecessary.

289 Bopév Te Suooepfi 8écbar yvadors ‘and to make [the ¢idor] an unholy
meal for your jaws’, cf. go-1.

2901 ‘Master, we preserved your father in his possession of the seats
of temples at the furthest points of the Greek land’. éppuocéueaba, a verb
which can elsewhere be followed by an infinitive (Her. 197, Or. 599), here
functions almost as a variation on ‘we allowed’. This argument, which
finds its alleged justification in the verses which follow, implies that the
Trojan War prevented a Trojan invasion of Greece (and Sicily), cf. 295-6;
this is an absurd transposition to the Bronze Age of the rhetoric of the
memory of the Persian Wars, cf. esp. Aesch. Pers. 403-5, é\euBepoiTe ..
Beddv Te Tarpdiwv £6m. The Athenian claim to have defended the whole of
Greece against the barbarians by the victory at Marathon is particularly
evoked, cf. Thucyd. 6.83 (to a Sicilian audience), Lys. 2.20-6, Pl. Menex.
240c—e, Thomas 1989: 221-2.

&va§ may simply address the Cyclops as ‘master’ of the dwelling where
they are now, but it is a regular address to a god (cf. 189gn.), and so here
too Odysseus tries to play to the Cyclops’ grandiose self-image.

vadv é8pag ‘seats of temples’, i.e. temples in which your father can
dwell, cf. Andr. 303 Tupdvvwy ... 8épwv €dpas. The simple &5pa is often used
of shrines (Andr. 135, Ion 130, LS] s.v. I 2), and the present circumlocu-
tion is perhaps a sign of Odysseus’ embarrassment.

puxois: the four places which Odysseus proceeds to mention are at the
tips of promontories, which are naturally associated with Poseidon, in
the southern Peloponnese, Attica and Euboea; it seems best, therefore,
to understand puyoi as ‘furthest points’, as the puxés of a house is the
‘furthest’, deepest part (cf. 407, 480), but we should not push Odysseus’
vague language too hard. A further implication is that these promonto-
ries would be most vulnerable to Trojan invasion because they are the
first places at which an army coming from the east would make landfall.
Plut. Mor. 601a suggests that Sounion and Tainaron could be thought
of as bounding Greece to the east and the south, and Paus. 1.1.1 pres-
ents Sounion as the first piece of the Greek mainland jutting out into
the Aegean. In Nestor’s narrative at Od. §.276—92, he and Menelaos first
reached ‘holy Sounion, the furthest cape (&xpov) of Athens’, the next
landmark named is Malea, and Geraistos had already been mentioned
at g.177; Strabo 10.1.7 notes that in that passage ‘Homer makes clear
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that Geraistos, which is close to Sounion, is conveniently located for those
crossing from Asia to Attica’.

292 For Poseidon’s important cult at Tainaron (Cape Matapan), the
southernmost tip of the central Peloponnese, cf. PMG g39, Strabo 8.5.1,
Paus. 3.25.4-8, Wide 1893: 33-5, 40-5. It was believed that there was an
entrance to the Underworld there, and the worship of Poseidon was asso-
ciated with a sacred cave. Mythical genealogy created a link between the
founders of the cults at Tainaron and Geraistos (295), cf. Steph. Byz. s.v.
Tainaros, Schumacher 1993.

iep&s: cf. Pind. Pyth. 4.44 Taivapov €is iepdv (in the context of Euphamos,
a son of Poseidon).

&bpauotos ... Mipfv: Odysseus must mean ‘the shrine with adjacent
harbour remains undestroyed’, but here again the weakness of his argu-
ment is revealed in strained language. The harbour for Tainaron was at
Psamathos, just around the promontory to the east.

293 Malias T’ &xpas keuBudves ‘the hiding-places at Cape Malea’; the
notorious reputation of Malea among sailors (18n.) made it natural to
associate the promontory with Poseidon, cf. Paus. 3.23.2, ‘near the cape
of Malea (Tt &xpav Tfis Madéas) there is a harbour called Nymphaion and
an upright image of Poseidon and a cave very close to the sea’. keuBudves
might refer to that cave, but more likely to ‘hiding-places’, perhaps at
Nymphaion, where one could wait for the adverse winds to abate. For
MaAéas &xpas, ‘the headland of Malea’, cf. also Pind. Pyth. 4.1774 &’ &xpas
Tawépou, Soph. Tr. 788 E¥Poias T° &xpar, LS] s.v. &kpa 1.

293—4 ‘... and the rock of Sounion with silver beneath it, which belongs
to divine Athena, is safe’. The cult of Poseidon at Attic Sounion, famous
today because of the remains of the temple, stretched back for centuries
before Euripides, cf. Travlos 1988: 404-29; Athena too was worshipped
nearby as Athena Sounias, in a temple built in the second half of the fifth
century. Poseidon’s temple had in fact been rebuilt after being destroyed
by the Persians (as many of Euripides’ audience will presumably have
known); in 413/12 Sounion had been fortified against the Spartans occu-
pying Decelea.

Sias Abavas: cf. Hcld. 850, Ph. 666. Poseidon and Athena had com-
peted over possession of Athens, and Odysseus’ reference here is singu-
larly inept if the aim is to persuade a son of Poseidon. Pausanias 1.1.1
mistakenly took the famous temple on Cape Sounion to be Athena’s; it
seems unlikely that Cycl. 293—4 was his source, and there is no reason to
think that Odysseus here identifies the temple as hers.

Umrapyvpos: cf. Rhes. g'70, Xen. Poroi 1.5, 4.2 of Attica. Even if Poseidon’s
temple was ‘safe’ at the time of the play, the silver mines at Laurion were
certainly not, since the Spartan occupation of Decelea, cf. Thucyd. 6.91.7,
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7.27.5, 8.4, Conophagos 1980: 104—-8. Odysseus’ geography is in fact nos-
talgic, as well as unconvincing, cf. above p. 158.

295 lepaioTioi Te xaTaguyai ‘the refuges at Geraistos’, the promon-
tory at the southern tip of Euboea, which was a regular stopping-point
for ships sailing in either direction across the Aegean (cf. 2go—-1n. on
puxois). kataguyai may be essentially synonymous here with keuBudves, i.e.
‘places to escape’ from the weather (the harbour is at modern Kastri),
but Schumacher 1993: 77-80 argues that the sanctuary to Poseidon of
Geraistos was specifically a ‘refuge’ (&oulov) which offered sanctuary to
those fleeing persecution or prosecution, cf. Suppl. 267-8, éxe1 y&p koata-
puyny Bnp pév TéTpav,/Solhos 8¢ Pwpous Beddv. Strabo calls the shrine of
Poseidon at Geraistos émonuétaTov (10.1.7), cf. Od. §.177—9, Ar. Knights
560-1 (Poseidon as lord of Sounion and Geraistos), Wide 1893: 43—4.

295—6 The text is completely uncertain: Hermann’s proposal of alacuna
after 295 is attractive, though it is not necessary to assume that the lost
text concerned Zeus, cf. 320—1n. With or without a lacuna, the unmetrical
and barely comprehensible Suogpov’ éveidn cannot stand. Many assume a
parenthetic accusative ‘we did not hand over to the Trojans the things of
Greece — [which would have been] a terrible disgrace’; hence dUogopé y’
dveidn of apogr. Par. and Diggle’s 8Uogopov SveiSos. Seaford proposed t&
8’ ‘EAA&Sos,/dUogopov Sveildos Pputiv, éfeowoapev (1975: 203—7). duogopov
is certainly an appropriate adjective, cf. Soph. OT 783—4 oi 8¢ Sucedpws/
ToUveros fryov KTA.

29’7 ®v Kkai oU kotvol ‘You too share in these things’ makes more rhetor-
ical sense, inept though it is, than the transmitted kowoU ‘Share in these
things!” What precisely ‘these things’ are is partly concealed by corruption
in the preceding verses. At Hdt. 7.157.2 the Greeks appeal to Gelon of
Syracuse for help against the Persians and claim that ‘in ruling Sicily [he]
has not the least share of Greece (uoipa ... Tfis EAA&Sos ouk EAaxioTn)’.

viis y&p ‘EAA&Sos puxous picks up 291 to reinforce Odysseus’ point
that the Cyclops is ‘involved’ in what he has been talking about, but what
Odysseus actually means by puyoi here is anything but clear. He may wish
to suggest that eastern Sicily is ‘the very heartland of Greece’ (cf. perhaps
the formulaic puxé "Apyeos itmopéroro, IL 6.152, Od. 3.263), but that is
unlikely to convince either the Cyclops or an Athenian audience with pain-
ful memories of Sicily; on the other hand, to tell the Cyclops that he lives
‘in the far reaches of Greece’ (Kovacs) would be less than sensible. No won-
der Odysseus changes tack in 299: he has more than exhausted geography.

298 Thucyd. 3.116 reports an eruption in 425, but Euripides may have
in mind the famous description of Etna at Pind. Pyth. 1.21—4 (cf. Peigney
2015: 108): Typhos is also U’ Atrvm, though even more literally than the
Cyclops (cf. 7n.), and in v. 22 Pindar uses puyoi of the depths of Etna.
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ut’ Aitvmi: Hermann'’s Aitvng may be correct, but the transmitted dative,
with resulting apposition, seems unproblematic.

TruploTakTwt TéTpar is perhaps intended to pick up Uwépyupos TéTpa
(294), again to reinforce the Cyclops’ links with mainland Greece. tupi-
oTtakTos occurs only here in Greek literature.

299—303 Odysseus moves to universally recognised cultural norms, from
specific arguments appealing to shared Greekness to appeals to shared
humanity; it is not, however, obvious why the Cyclops should be moved by
an appeal to the customs of 8vntoi. The Homeric model is Od. 9.266-71,
in which Odysseus appeals to the protecting power of Zeus &eivios.

299 ¢i Adyous &rrooTpépm ‘if you turn away from arguments’, cf. Suppl.
159 16 B¢efov ... &meoTp&ons;, L] s.v. &mwooTtpépw B II 1. There is no reason
to assume that the Cyclops has literally turned away while Odysseus has
been speaking, though the verb commonly indicates that (Hel 78, Ar.
Peace 683, etc.). The distinction between vépos and Aéyor is a mild form of
the contemporary vépos/guots distinction, so central to, e.g., the humour
of Ar. Clouds; the distinction between ‘persuasion’ and what is allegedly
universal and self-evident can of course itself be a trope for persuasion.

300 ixétag 8éxeodau ‘receive as suppliants’.

TrovTious épBapuévous most naturally suggests ‘shipwrecked’, cf. IT 276,
Aesch. Pers. 451, though the verb can also more broadly suggest suffering
and/or wandering (Denniston on EL 234); 301 also suits ‘shipwrecked’ bet-
ter than any other sense, and a universal vépos is more likely to be devised
for the shipwrecked than for those ‘driven off course’ (so LS]J s.v. ¢8eipw I1
4) or those ‘physically wasted by their time at sea’ (Seaford). Odysseus and
his men have not been ‘shipwrecked’, but his rhetoric takes its own course.
The misrepresentation in fact repeats the lie he had told the Cyclops in
the Homeric narrative (Od. 9.281-6); there Odysseus presented his deceit
as a mark of his superior intelligence, but here the rhetorical weakness is
evident. Epicharmus wrote a comedy entitled ‘O8ucoets vauayds.

go1 §éivia at Od. 9.267 were a mark of hospitality, but here Odysseus
pleads that they are required for survival.

métrious: elsewhere émapkeiv, ‘supply with’, always takes the accusative of
the thing supplied, cf. LS] s.v. II.

g302-3 ‘... and not that they [i.e. the shipwrecked], their limbs skewered
on ox-piercing spits, should fill your belly and your jaw’. The construc-
tion changes after 3o1 (‘anacoluthon’), but it is very easy to follow, and
it is hardly surprising that this emotional appeal leads to some syntactic
incoherence. Kassel 1991: 204 posited a lacuna to mitigate the anacolu-
thon. Odysseus here picks up the Cyclops’ words at 243—9; although the
Cyclops did not mention spits, Odysseus is very familiar with Greek sacri-
ficial and culinary practice, cf. 243-6n., 393.
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BouTtrépoiot ... dPedoion: the spits are ‘ox-piercing’, because it is often
beef which is cooked, as modern souviaki, cf. Hdt. 2.135.4, Xen. Anab.
7.8.14, Sparkes 1962: 129. The Cyclops would be treating the Greeks like
animals (which is precisely his plan).

mnx8évTas: aor. pass. participle of wiyvuu.

MéAn: acc. of respect.

304 &g picks up 248, as the previous verses picked up 244-5.

ixnpwo’ ‘EAA&Sa ‘emptied Greece of men’, ‘created widows in Greece’,
cf. Il. 5.642 xHpwoe & &yuids (Heracles laying waste to Troy). The theme
is common in Eur, cf. Andr. 307-8, 611-13, Hec. 322-5, etc., but 3o4-7
may contain a memory of the herald’s prayer to Apollo and Hermes at
Aesch. Ag. 511-17 (511 &\is ... 517 TOV Aehsippévov Sopds). Exfipwo’ EANGS«
involves a breach of Porson’s Law, cf. Seaford 1982: 162, above pp. §7-8,
but one which does not seem to disturb the flow of Odysseus’ (slightly
absurd) rhetoric.

305 miolioa SopirreTii @ovow: lit. ‘drinking the spear-fallen slaughter ...’,
i.e. ‘drinking the blood shed by the spear ...” opimeTtiis occurs three times
in Euripides (cf. Andr. 653, Tr. 1003) and otherwise only in a Hellenistic
list of poetic adjectives (SH 991.95); it is intended to sound epic and
‘grand’. For ¢évos as ‘blood, gore’ cf. LS] s.v. I 4. The image here is of
Death, or the dead, drinking libations of blood (as in Od. 11), cf. Alc.
843-5, Hec. 535-8, Aesch. Pers. 735—-6.

go6—7 Lit. ‘... and [Troy] has destroyed wives without husbands and old
women and grey-haired old fathers without children’. Odysseus clearly
means ‘and [Troy] has made wives husbandless and old women and grey-
haired old fathers childless’, cf. the very similar Andr. 612-13g, but the
use of the emotionally powerful verb &dAcoev, properly applicable to the
soldiers rather than to their wives and parents, instead of, e.g., &Tioe
(Kayser), destroys the coherence of the rhetoric. Others understand
&vévdpous and &raudas as indeed proleptic, ‘has destroyed them <so that
they are> husbandless and childless’, cf. Med. 436—7 (with the nn. of Page
and Mastronarde), but in this context dAecev can hardly be other than
‘killed’. Odysseus here mixes up more than one trope about the pity of
war, and although &mraibas applies to both ypais and Tohwous ... Tatépas,
the rhetorical effect of giving each noun an adjective has added to the
confusion of his appeal.

ToUs AeAeippévous, if taken literally, suggests that Odysseus and his men
are the last survivors of the expedition to Troy; the Cyclops knows his
Homer well enough to know that that is not true.

308 ocuptrupwoas ‘burning all together’; the compound reinforces
the implication that the Cyclops may make the only Greek men left all
disappear.
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8ait’ dvadwoes mxpév ‘you will consume a bitter feast’; the verb also
suggests ‘waste’, ‘make no proper use of’, given that it is the ‘survivors’
whom the Cyclops will destroy. A 8ais mikp& should normally be ‘bitter,
hateful’ for the eater, not — as here - for the eaten.

309 Troi TpéyeTai Tis; is a colloquial expression of horror at the thought
of an act, cf. Hcld. 595. Here it is mildly absurd, since if all the remaining
survivors are eaten, there will be no Tis to turn anywhere.

&N’ époi mBolU: dAA& marks ‘a transition from arguments for action
to a statement of the action required’ (GP? 14), cf. Ba. 309 (Teiresias
pleading for the acceptance of Dionysiac cult) &AA’ &uol, TTevBel, mbo0, fr.
188.1 (Zethos to Amphion). Rijksbaron 19g1: 52-3 notes that in such
contexts the aorist imperative is regularly used by a subordinate to a
superior.

310 pépyov is already used of the belly in Homer (Od. 18.2 of Iros),
and cf. the compound yaoTpipapyia (Pind. OL 1.52, Pl. Phd. 81e5). Aesch.
has papywons yvébou of the starving Phineus (fr. 258), and Phrynichus
pépyors ... yvabors of fire (TrGF g F 5.4).

311-12 offers a closing gnome, as is very common at the end of mono-
logues, cf. Ercolani 2000: 143-77. The thought is a commonplace, cf.
Hes. WD g52, Soph. Ant. 326, fr. 807, Alexis fr. 68, Men. Monostich. 422
Jaekel képdos movnpdv {nuiav &ei géper, and here seems to carry a veiled
warning to the Cyclops: retribution will follow.

xép8n is here not so much ‘profit’ as the short-term pursuit of one’s own
desires in opposition to the shared values of a community, cf. Cozzo 1988:
58—71. For {nuia and kép8os as ‘opposites’, cf. Arist. EN 5.1132a10-19.

fiueiyaro, ‘produce in return’, gnomic aorist (Smyth §1931).

313-15 A buffoonish intervention by Silenos takes the place of the brief
observations of the chorus-leader which regularly divide pairs of speeches
in tragedy. What he has heard has merely confirmed his view of Odysseus,
cf. 104.

yé&p, after ‘an expression denoting the giving or receiving of informa-
tion’ (GP” 59), introduces the details of that information, cf., e.g., Soph.
Phil. 1325-6.

8¢ marks the continuation of Silenos’ thought and would be much more
regular than the transmitted e, cf., e.g., Hel. 479.

v yA&ooav plays with the very widespread belief in many cultures that
one can acquire the properties of what one eats. The joke also continues
the sacrificial imagery that runs throughout this passage: the tongue of
the sacrificed animal had a special place in ritual and was regularly set
aside for the god or the priest (the Cyclops is both), and might there-
fore often be ‘left over’, cf. Ar. Peace 1060 (with Olson’s n.), Birds 1074-5
(with Dunbar’s n.). Ar. Pl. 1110 suggests a special link between the tongue
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and Hermes, the god presiding over communication of all kinds, and this
would be appropriate in the present context.

xopyés is commonly used in a derogatory way of a ‘clever’ speaker, cf.
Suppl. 426, fr. 188.5 (Zethos urges Amphion to abandon té& kopyé ... cogi-
opata), Chantraine 1945, LS s.v. I 2.

AalioraTos also occurs at Men. fr. 129.1, Lucian, Dion. 7 (a Dionysiac
context) and very probably at Soph. Ichn. 135 (Silenos about the satyrs);
the comparative is found at Ar. Frogs 91 and Alexis fr. 96.1. Cf. Mastronarde
2010: 207 n.1, and for the related Aodeiv cf. 175n.

316-46 For general assessments of the Cyclops’ speech cf. Paganelli
1979: 21-60, O’Sullivan 2005, Hunter 200q: 677-7%7, above pp. 20-1.

316-17 The Cyclops shares a fifth-century habit, fostered by the cul-
tural speculations of Prodicus and the sophists, for the divinising of
abstract notions, cf. Ph. 506, 531-2, 782-3, Or. 213-14, Kannicht on
Hel. 559—60. The divinisation of wealth here, as that of the belly at g35—
8, takes that trope to a comic extreme. Perhaps some twenty years after
Cycl. (above pp. 38—47), personified Ploutos was the eponymous central
figure of Ar. Wealth, a daipwv (vv. 123, 230) whose power was shown to
be far greater than Zeus’s (vv. 127—201), just as the Cyclops too claims
in this speech. Euripides’ audience, however, are here given no reason
to hear M\oUTtos rather than mAoUTtos, and the Cyclops offers extrava-
gant praise of wealth/property, rather than recognising a rival ‘god’ to
himself, let alone wasting any time on the temples which Odysseus had
made central to his claim. For him wAoUTos is what promotes the radical
self-sufficiency which he claims, cf. Hunter 2009: 74; like xép8os, with
which Odysseus finished his speech (311-12n.), personal AouTos is in
such contexts opposed to any sense of shared communal values. Wealth
is in fact what allows the unchecked indulgence of the physical appetites
on which the Cyclops prides himself (334-8), cf. Pl. Laws 8.831d—e, von
Reden 1995: 140-1, O’Sullivan 2005: 135-6. For related praise and cen-
sure of money and wealth cf. Ph. 439—40, fr. 20 p1) TAoUTOV lmTmis oUXi
Baupalw Bedv,/dv X& kaxioTos padics ékThoaro, Pind. Isth. 2.11, Soph. fr.
88, etc.

avBpwTrioxe: for the dismissive diminutive cf. Ar. Peace 751, Pl. Phdr.
243a1, and the Cyclops’ description of Odysseus as dpyuTatov &vBpdiov
in PMG 818 (cf. 104n.). For the use of diminutives in satyr-play cf. above
P- 35, 185-6n., 266n.

xéumor ‘fine words’, ‘selfserving rhetoric’. In Alexis fr. 25 a slave
declares the stomach to be ‘father and mother’, whereas holding high
office as an ambassador or general is merely képtor kevoi; at Ar. Clouds §65,
Socrates declares that the Clouds are the only gods, TéA\a 8¢ TwévT éoi
PAUapOsS.
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Adywv eUpop@ia is essentially synonymous with képtro, cf. Thucyd. 2.41.2,
the opposition between Adywv ... kéutros and Zpywv &Andeia. ‘Beautiful’
words are almost inevitably untrue, cf. fr. 206, Pl. Apol. 17bg-10, Dem.
18.149 Adyo1 ebrpdowTol. The transmitted edpopgicn is not impossible, but
the singular seems much more natural; the error was an easy one in a
verse full of plurals.

318-19 &xpas ... keheVw ‘I care nothing for the sea-girt headlands on
which my father is established’; the transmitted & would necessitate
‘established’ for xa8idputan (cf. L] s.v. 2), but the passive form would be
unwelcome and ‘establish’ is not something one does to headlands.

xaipeiv xedevw: for such brusque phrases of dismissal cf. 340, 172—4n.,
Hipp. 113, El 400, Collard 2018: 65-6 (~ Stevens 1g76: 26).

T48e, ‘these matters’, suggests that the Cyclops is thinking of Odysseus’
arguments more generally, not just the headlands, though a masculine or
feminine noun denoting non-living objects is often picked up by a neuter
demonstrative (K-G I 60-1). Cf. the not dissimilar rhetoric of Lykos at
Her. 151-6.

TpoucThow Adyou ‘did you put at the head of your speech’, a refer-
ence to Odysseus’ plea at 2go—6, cf. Dem. 18.15, Barrett 2007: 484. The
transmitted dative would mean ‘did you bring forward in your speech’
i.e. ‘gave prominence to in your speech’, and seems more awkward than
the genitive. There is perhaps an amusing suggestion that the Cyclops
criticises the ordering of Odysseus’ speech with the judgement of a skilled
rhetorician.

320-1 have been taken to show that a passage has dropped out from
Odysseus’ speech in which he referred to Zeus and warned the Cyclops
of the consequences of his actions. The Cyclops’ retort may, however, be
seen as a response to Odysseus’ closing verses, and in any case he reacts
not just to the speech he has heard, but also to Odysseus’ appeal to Zeus
in the Homeric model (Od. g.270-1); lines 320-1 rewrite Od. 9.275-6,
the Cyclops’ dismissal of Zeus and the gods in response to Odysseus, cf.
Hunter 2009: 62—3. The verses fashion the Cyclops as a boastful 8eépa-
xos in the mould of Capaneus (cf. Ph. 1180-6, hit by a lightning-bolt,
Aesch. Sept. 425 his xépmos), Typhoeus (cf. [Aesch.] PV g58-61, g372) or
Salmoneus (cf. 328n.). There may be an echo of these verses at Ovid, Met.
13.857-8 (Cyclops to Galateia) quique Iouem et caelum sperno et penetrabile
Jfulmen, /Nerei, te ueneror ..., cf. above p. 51 n.173. For a comic version of
such claims cf. Ar. Wasps 619—-g0.

kepauvov: despite 332-8, the Cyclops is here not eliminating Zeus
altogether by claiming that the lightning-bolt is no more than a natural
phenomenon (cf. Critias, TYGF 43 F 19.12-15, Ar. Clouds §66—40%7, with
Dover’s n. on 404—47 for such fifth-century speculation); rather, he puts
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himself forward as rivalling, or surpassing, Zeus in power. The inconsis-
tencies of the speech allow him both boastful self-aggrandisement and
persuasive arguments.

ppicow may convey a sense of religious awe or fear (cf. ppiktés), and that
is appropriate here.

oU8’ 018’ 871 ZeUg kTA.: 0Ud’ 015’ has an understated, almost ironic tone ‘I
am not aware ..." Several editors prefer 8 71 ‘in what respect’, but cf. Suppl.
518-19 ouk oi8” ¢y Kpéovta deomdlovT éuol/oudt oBévovta peilov.

322 ol po1 péAer 76 Aorwrév: the Cyclops is presumably saying something
similar to Prometheus’ challenge at [Aesch.] PV 938 uoi 8 &éAaccov Znvodg
fj undév péAe, but the exact text and sense are uncertain. ‘The future does
not concern me’ makes excellent sense (cf. also gg1n., Anacreontea 8.9—
10 West 16 ofipepov péAer pol,/Td 8 alpiov Tis oidev;), and may be thought
to respond to Odysseus’ closing warning, but 16 Aorédv is almost always
adverbial in Euripides (e.g. 709), and so the words more likely mean ‘I
have no concern for Zeus in the future’ or (cf. LS] s.v. Aoiés 4) ‘T have no
concern for Zeus in other respects’, with either péAe1 impersonal (cf. gg1)
and ToU Aiés understood by an easy process after §20-1, or with Zeus as the
subject of péher (cf. Hipp. 104); this also suits the fact that Zeus is the unex-
pressed subject of the étav clause in g23. Cf. further Diggle forthcoming.

323—31 The Cyclops’ account of how the weather does not affect him has
something in common with Bdelycleon’s offer to his father of the chance
for jury-service at home, regardless of the weather and with food laid on
(Ar. Wasps 771-8). Accounts of human progress regularly made protection
against the elements and the cold an important step in human progress, cf.
Suppl. 207-8, Pl. Prt. g21a3—6 (animal skins against the cold), Xen. Mem.
4.3.7, but the Cyclops sees himself as quite immune from such discomforts.

323 éxxém: sc. 6 Zeus.

324-5 Many editors prefer &xw ... kai uyéoxov kTA., but the accumulation
of participles suggests the very number of the Cyclops’ ‘pleasures’,and fj ...
1} comically evokes the discernment of a connoisseur.

otéyv’ ... oxnvapara ‘water-tight cover’. Tragedy uses the form oteyavés.

péoxov émrrév: ‘roasted calf’ (cf. 3§89, 121—2n.) would be a rare treat for
most of the audience, but the Cyclops has such pleasures ready to hand.

fnpeiov Saxog ‘a wild beast’, the result of the Cyclops’ hunting; cf. Hipp.
646—7 déxn/npdov.

326-8 have produced an extraordinary array of emendations and inter-
pretations, usually involving flatulence and/or masturbation; cf. the sur-
veys in Di Marco 2013: 253-63 and Diggle forthcoming. For the corrupt
év oTéyovTi, a corruption stemming from otéyv’ Ewv in 324, Reiske’s €U
Téyywv Te is very attractive, cf. 574, Alcaeus fr. §47.1 Téyye TAeUpovas oiver,
Petr. Sat. 34.7, 73.6 tangomenas faciamus; for further possible echoes of
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Alcaeus cf. g31n. No other plausible suggestion has been made: éTeiveov
Te (Faehse) is perhaps the next best, cf. Od. 9.298. yaoTép’ Umrrtiav suggests
that he is now lying on his back, cf. Od. 9.371 (the Cyclops after drink-
ing), Hor. Sat. 1.5.85 uentremque supinum; this is not the obvious posture
in which to drink, even for the Cyclops, but the slight awkwardness is
outweighed by the attractions of Reiske’s conjecture. Others have tried
to introduce a finite verb (éumimAnm Kovacs 1994: 151, cf. Od. g.296).
The evocation of Od. 9.371 shows that this Cyclops claims to surpass his
Homeric model; Virgil’s Cyclops similarly kills and eats Odysseus’ men
medio resupinus in antro (Aen. 3.624).

éexmov yahaxtos &ugopéa ‘drinking completely (éx) an amphora
of milk after/on top of (é¢wi) [my meal]’, cf. Od. g.297 é¢n’ &xpnTov yéAa
Tiveov.

g¢mexrive occurs only here (Musgrave conjectured it ékmicov, cf. 563);
éxmivew occurs five times in Cycl. and nowhere else in Euripides. For the
language of wine transferred to milk cf. 216n.; the size of amphorae var-
ied considerably, but the Cyclops is probably claiming to drink at least 25,
litres of milk, cf. further 388.

TéSov/xpouw is most plausibly explained by Diggle forthcoming: while
lying on his back the Cyclops beats the ground, presumably with both
hands and feet, to make an earthly thunder to rival that of Zeus. The
Cyclops’ father Poseidon was standardly associated with the ‘thunder’ of
earthquakes, though in satyr-play it was probably the chorus which reg-
ularly thumped upon the earth (cf. Soph. Ichn. 217-20). The transmit-
ted mwémAov/kpoUw offers no plausible interpretation (despite Catullus
32.10—-11 nam pransus iaceo et satur supinus/pertundo tunicamque palliumque,
cf. above p. 51 n.173); it would also be surprising (despite go1) to find
the Cyclops claiming to wear a wémhos, which, in tragedy at least, normally
refers to a woven high-status robe. For the Cyclops’ costume cf. above p. go.

Arog PpovTaioy eis épiv xkTumdv ‘crashing in rivalry with the thunderings
of Zeus’. The Cyclops here presents himself as a 8e6payos who seeks to rival
Zeus, but his claims specifically evoke the Aeolid Salmoneus, who used a
machine to imitate thunder and lightning and was put down by Zeus, cf.
Diod. Sic. 6.6.4-7.4 (Salmoneus was &oeBtis and claimed to surpass Zeus,
and he mocked the gods and would not sacrifice to them), Virg. Aen.
6.586—94; Hes. fr. 30.2g perhaps (text uncertain) says that Salmoneus was
sent to Tartarus so that no other mortal ‘might rival Zeus (épifo1 Znvi &va-
kT1)’. Sophocles wrote a satyr-play about Salmoneus (frr. 537—41a), and
Poseidon was said to have slept with Salmoneus’ daughter, Tyro, so that
this 8edpayos is already within the orbit of the Cyclops.

329 The north wind is associated with snowy Thrace from the earliest
period, cf. Il 9.5, Hes. WD 553, Ibycus, PMG 286.9; it is perhaps tempting
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to understand Bopéas, rather than Bopéas, as this would be one more divin-
ity who can do no harm to the Cyclops.

330 Cf. the preventative measures at Hes. WD 543-53.

331 The anacoluthon (nominative participles and then an impersonal
construction with poi) is of a familiar type, cf. Hipp. 22-g (with Barrett’s
n.), IT 9g47-8, K-G II 105-6. Burzacchini 1979 suggests a memory here
of Alcaeus 338 in which a fire, good wine and a soft pillow are the poet’s
remedy for Zeus’s bitter winter storm; yi16vos oU8év por puéAer would be a
variation for the Alcaean k&pparAe To6v xelpwy’; Horace c. 1.9 reworks the
Alcaean poem as a lesson about avoiding unnecessary care about the
future (quid sit futurum cras fuge quaerere) and enjoying the present; this
too is an attitude the Cyclops would share (cf. 322 and Anacreontea 8
West).

332—3 represent a ‘contemporary’ version of the ‘Golden Age’ descrip-
tion of the Cyclopes at Od. 9.107-11. &véykn, the necessity of nature, of
just ‘what happens’, had an important place in Presocratic science, cf.
Tr. 886, where &véykn guoeos is one ‘modern’ name for Zeus, Ar. Clouds
3177 (with Dover’s n.), 405, Paganelli 1979: 36. Understood in this way,
&vaykn also had an important role in the debates around vépos and quois,
cf. Antiphon B 44 A I DK = fr. 44 (a) Pendrick. Earth itself could be
considered a goddess, but here all is simply a matter of natural process,
and the divine has nothing to do with the benefits which the earth bestows
(contrast, e.g., Xen. Mem. 4.3.5); Plutarch in fact cites these verses as an
example of how overreliance on physical explanation can lessen respect
for the divine (Mor. 435D, cf. above p. 51).

k&v BéAm x&v un) 8éAm: cf. Suppl. 499, Aesch. Sept. 42'7-8, both with refer-
ence to Capaneus.

TixTousa: TixTew is not uncommon of such natural processes, cf. fr.
839.5, Aesch. fr. 44.4 (in both of these passages the ‘birth’ metaphor is
still active), Aesch. Ch. 127%.

334 For the Cyclops eating is making ‘sacrifice’ to himself and his
stomach.

&yo: i.e. & ¢yd; the antecedent is Boté.

ay® oUmivi 8U- forms the first metron, with ‘synaloephe’ of -w ou- (cf.
172, 272, Soph. OT 332, OC 939, Ichn. g) and a split anapaest in the sec-
ond foot, cf. 262-5n., above p. 37. Hermann proposed oV, ‘in no way at
all’, which would remove the metrical anomaly.

335 Cf. 316—17n. Odysseus, if anyone, should know about yaoTfp, cf.
Od. 7.216-18, 17.228, 286—9, 4734, etc.; a character in Eupolis used the
term kothio8aipwv (‘with stomach as god’) of kéAakes (fr. 187). The Cyclops
is, in part, a brutal representative of the views put in Callicles’ mouth in
Pl. Gorgias. ‘the person who would live properly should allow his appetites
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to grow as powerful as possible (s peyioras) and should not check them,
should serve them when they are at their height through manliness
and intelligence, and should satisfy them as they arise’ (491e8-2ag), cf.
Hunter 2009: 68-9. A slave in Alexis’ Galateia relates how his master, very
probably Polyphemos, was in his youth a student of Aristippos of Cyrene,
renowned as a carefree hedonist (fr. 7).

336 Toupmieiv: i.e. T6 dumely, ‘enjoying a drink’, ‘being able to drink’, cf.
Ar. Peace 1143, 1156, Renehan 1976: 20, Arnott 19g6: 763—4; this com-
pound is more urbane and suitable here than Touxmeiv (Heath, Paganelli
1978/9: 201—2). The definite article colours also gayeiv and AuTeiv; the
transmitted genitive would have no syntactical construction.

Tou@’ fipépav, i.e. 16 ép” fipépav, adverbial, ‘each day, on a daily basis’,
cf. fr. 835.1. The need of and pleasure in having enough to get through
each day without trouble is a richly attested piece of popular wisdom, cf.
Alc. 788—9 (Heracles) Tive, Tdv ka8’ fuépav/Piov Aoyllou odv, T& & &Ma Tiis
TUXNs, Aesch. Pers. 840-2, Bond on Her. 503—5. There is an important
overlap with elements of Dionysiac lore presented in Ba., cf. Ba. 417-25
(Tépyw &AuTrov), 11 T6 8¢ kaT fAuap STwi BloTos/ eldaipwy, paxapilew.

337 Toio1 cw@pociv makes the claim particularly paradoxical; a charac-
ter in Alexis fr. 279 regards drinking, eating and sex as the three pleasures
which make life complete, and it is these which 6 ckepwv should pursue.
More commonly, of course, cwepocivn could be associated with denial of
such pleasure, cf. Ar. Clouds 1060-2, 1071—4.

338 Aumdv 8¢ pndiv aUTév continues the traditional theme of 336.
Antiphon is said to have devised a Téxvn &AuTias, but if there is anything
to this report (87 A6 D-K = T 6(a) Pendrick), the téxvn is likely to have
concerned relief from grieving and had little to do with what the Cyclops
has in mind here, cf. Pendrick 2002: 241.

3389 oi 5¢ ‘As for those who ...” ‘Speaking against nomo:’ is one of
the pleasures of the Lesser Argument in Ar. Clouds, cf. v. 1040, and in
Pl. Gorgias Callicles attacks the self-serving motives of those who make
nomoi to restrict the freedom of the strong (48gb—d). In such passages the
distinction between vépos as ‘law’ and véuos as ‘convention’ breaks down;
both are covered. Sisyphos offers a different view of the pointlessness of
vépor at Critias, TrGF 43 F 19.5-8, cf. above pp. 20-1.

TrokiAdovTes ‘complicating’, ‘adding fancy bits to ...’, cf. Pl. Gorgias
492c6-8, ‘All these other embellishments (kaAAwTriopata, i.e. justice and
owgpoouvn), namely the agreements which men make contrary to nature,
are worthless nonsense’. Life should be simple, not woxidov; the Homeric
Cyclopes had no &yopai BouAngdpor and no 8éuotes (Od. 9.112), and the
Euripidean monster would like to get back to that ‘Golden Age’. Toikilov
and related words often carry a negative charge, cf. Collard on Suppl. 187.
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340 xAaiav &vwya: cf. 172—4n., 318-1gn. Here the high-style &vowya
(cf. 701) adds an amusing pomposity to the Cyclops’ brusque, colloquial
dismissal; &vwya never occurs in comedy.

v (8”) #ufv yuxnv: emphatic asyndeton here is possible (K-G II g42),
but 8¢ offers a contrast between ‘those who introduce vépor’ and ‘my
wuxn’, which here stands on the side of ¢Uois. ‘Bringing pleasure to the
yux®’ is another element of popular wisdom which the Cyclops takes to
extremes, cf. Aesch. Pers. 841 (with Garvie’s n.), Simonides fr. 8.13-14
West, Theocr. 16.24 (with Gow’s n.), GVI 1368. Arist. Pol. 5.1311a4-5
notes that ‘pleasure’ (16 $5u), supported by the accumulation of wealth,
is the aim of tyrants, whereas kings aim at 16 kaAdv; for Polyphemos as in
part a depiction of the tyrant cf. O’Sullivan 2005, above p. 20. vépor (cf.
338) have no place in a tyranny, cf. Suppl. 430-1.

341 xaveoBiwv ye oé: cf. 233n.; with shocking surprise, the Cyclops
reverts from generalities to Odysseus, who has not been explicitly men-
tioned since g2o.

342 Cf. 550-1, Od. 9.369—70.

T0148’ looks forward, ‘the following ...°, cf. 196 165"

s &uepTrros : never let it be said that the Cyclops failed in his respon-
sibilities as host; he will in fact pay heed to the vépos to which Odysseus
appealed (299-301).

343 The transmitted TwaTpddiov Tévde AépnTd ¥’ offers an anapaest in the
fourth foot split after the first short syllable (cf. above p. 37) and a super-
fluous ye; Jackson 1955: g1-2 cut the knot by assuming that Aépnta was
originally a gloss for xaAxév, which is used by itself in Homer to refer to
a cauldron (Od. 8.426, 13.19), and that ye, as often, was added to mend
the metre. This attractive solution, which we adopt with some hesitation,
assumes that the cauldron is currently visible on stage (Tévde) and is car-
ried into the cave at the end of the scene, probably by the Cyclops him-
self; there would be a certain comic grimness in Odysseus being shown
the ‘guest-gift’ in which he will be cooked. There would also be the
added irony that cauldrons and tripods are indeed offered as guest-gifts
in the Homeric poems (cf., e.g., Od. 13.13). Tatpdiov inevitably suggests
Poseidon; the Cyclops is apparently boasting of the value of the gift which
he is offering. Others have wanted to introduce a reference to water into
the verse (e.g. Tatp&diov 165¢ Aépnta 6 Hermann), as this too will be part
of Odysseus’ guest-gifts when he is boiled, and water may be more appro-
priate to atpdiov than a cauldron, cf. Kovacs 1994: 154-5.

344 No convincing substitute for the meaningless SuocgdpnTov has been
suggested. Scaliger’s SiapdpnTov, ‘torn in pieces’ (cf. Siagopeiv at Ba. 739,
746, 1210), is not otherwise attested; Seaford suggests SuogdpnTos, ‘hard
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to wear’, with a grim joke on Odysseus’ apparent request for clothes at
go1, reinforced by &ueéger ‘will clothe’. Corruption may, however, conceal
an adjectival expression, perhaps used predicatively, meaning ‘softened/
made tender’, cf. 246; &ueé§er need not be as specific as ‘clothe’, but
merely ‘contain’, ‘offer space for’.

xaA&s, ‘nicely’, has a colloquial ring, cf. 631, Collard 2018: 119 (~
Stevens 1976: 55).

345—6 ToU xat’ adMiov 8eoU ‘[the altar] of the god of the stall’; the trans-
mitted dative ‘in honour of (?) the god of the stall’, is very awkward. The
Cyclops makes another joke about his divine standing and about the
meal he is to enjoy as a ‘sacrifice’: the altar he has in mind is simply a
blazing cauldron, here taking the place of a real altar, such as that to
Zeus épkeios inside houses (Her. 922, Od. 22.334~-5, etc.). The verses per-
haps evoke tragic scenes in which those who are to be killed are urged to
enter the house to share in sacrifice, cf. Aesch. Ag. 1035—9 (Clytemestra
to Cassandra). Others understand aUiov as ‘cave’, cf. 593, Soph. Phil. 19,
954, but the fact that the ‘altar’ will be inside the cave does not require
that meaning for the Cyclops’ humour here. There is evidence from east-
ern Thrace and Phrygia for cults of Zeus évatios and £§ aUAfis, where the
epithet seems to refer to ‘the stall’ (rather than ‘the cave’) and to be
connected to the fertility of flocks (Robert 1955: 33-7); this too does not
prove the meaning here, but it would be typical of the Cyclops to play with
his position as an alternative ‘Zeus’.

au@i Bwpodv oravres may echo the formal language of cult to describe
those sharing in sacrifice, cf. EL 792.

eUwxfiTé pue: another grim joke. ‘Entertain me splendidly’ would nor-
mally mean ‘offer me (your guest) a splendid meal’; here it is the ‘guests’
(§évor) who will offer the host a meal. A feast (ebwyia) regularly followed
a sacrifice.

347 Tévous ... Tpwikovus: cf. 107n.

umre§éduv ‘I escaped from, slipped out from’; construction of such a
verb with the accusative is attested (K-G I g300), though the genitive is
more common. The verb perhaps varies Uékgpuyov at Od. 9.286 (Odysseus
lying to the Cyclops about his ‘escape’ from shipwreck), but it does not
offer a heroic picture of Odysseus’ survival, cf. Hdt. 1.10.2 (Gyges in the
bedroom), Men. Epitr. go4. Plutarch, Mor. 642b uses Umekdidpdoxew of
Odysseus’ escape from the Cyclops.

348 fadaooious Te evokes Od. 1.4; Odysseus’ ‘troubles at sea’ in Homer
in fact came about because of what he did to the Cyclops. This is thus
another instance where Euripides positions his play both before and after
Homer.
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349 opnv: the Cyclops has a ‘savage’ heart, lacking all civilised feeling,
cf. Pl. Laws 4.718dg, dudév opposed to fiuepcdTepdv Te ... kai elpevéoTepov,
LSJ s.v. II. Although the Cyclops will cook the Greeks, it is hard not to feel
also the sense ‘raw’: the Homeric Cyclops eats his victims raw, and cf. the
Dionysiac dpogayia. The transmitted yvopny is very weak in comparison.

katéoxov ‘I have putin at’, cf. 223n.

éhigevov ‘without a harbour’, i.e. ‘inhospitable’, continues the meta-
phor of kxatéoyov; there is a milder metaphorical use at Hec. 1025,

350—5 Such end-of-scene prayers, which also offer a challenge to divin-
ity, are common in Euripides’ later plays, cf. 599—-60%, Hel. 1093-1106, Ph.
84~7, Dale 1969: 183-4. They have some of the force of a ‘cliff-hanger’, by
focusing attention and expectation on what will happen at the next stage.

350—1 A formal, high-style address. At Od. 9.317 Odysseus involves
Athena in his plotting, & Trws Tioaiuny, Soin 8¢ po1 elxos Abtvn, but she does
not otherwise appear in that book, and at 13.318-21 he tells her that she
was nowhere to be seen during his &\yea; ‘now’ is her chance to make up
for her Homeric absence.

vUv viv: an emphatic, urgent repetition, cf. Ph. 190 pfyrote pfjoTe in a
prayer to Artemis.

351—2 Odysseus is now facing his toughest hour, just like Silenos (10).

xivduvou Babpa, ‘the base/foundations of danger’, is both striking and
hard to understand (Musgrave proposed P&fn). Many assume a refer-
ence to the base of an altar, next to which the sacrificial victims would be
placed, but the image is perhaps rather of the foundations of a wall or a
city (cf. Her. 944 KuxAdmaov Bébpa, Suppl. 1198), which are the most solid
part and the hardest to destroy: this is ‘as dangerous as it gets’.

353-5 The appeal to Zeus who dwells in the stars to ‘see’ what is hap-
pening suggests the familiar notion of the stars as Zeus’s eyes and as
preservers of justice, cf. Plautus, Rudens 1-82, Plut. Mor. 161e—f, Hunter
2008: 175-81. What Odysseus and his men are about to suffer is so outra-
geous that a Zeus who does not ‘see’ it is no Zeus at all. The current verses
may, but need not, imply that the stars are now visible, cf. 213, 214n.

gaevvés offers a higher, more solemn style than the transmitted geni-
tive, cf. El 726, Ph. 84.

&\Aws ... 8eds You are considered a god in vain, Zeus, when you are
nothing’; 8e4s is best taken with vopi{ni, rather than with 16 pndév &v, ‘being
nothing/worthless’, cf. EL 370, Barrett on Hipp. 638—9. The transmitted
Zeus could be taken either with vopilm, e.g. ‘in vain are you considered
Zeus, when you are a worthless god’, or with what follows, so (Kovacs)
‘men mistakenly worship you as a god, when you are in fact Zeus the
worthless’. For the thought cf. Hec. 488—g1, Her. 339—47.
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356-74 FIRST STASIMON

The Cyclops’ deadly meal is covered by a lively song, and presumably
much dancing and miming, by the chorus. The song falls broadly into
two parts. A strophic pair imagines and foreshadows the dreadful events
off-stage which Odysseus is soon to relate; there is particular empha-
sis upon the Cyclops’ brutal munching on human flesh. The dramatic
pattern resembles that of Ba. g777-1028 where the chorus in lyric song
evoke (and wish for) the terrible fate of Pentheus, which will be narrated
immediately afterwards by a messenger. In both these plays Euripides
seems to be experimenting with the interplay between narrative or epic
modes and dramatic song, cf. Laemmle and Scheidegger Laemmle
2012: 150-2.

The strophic pair is separated by a mesode, or non-corresponding
stanza (cf., e.g., 49-54, ElL 125-6, 150-6), in which the chorus expresses
its horror at the Cyclops’ sacrifice and its wish to have nothing to do with
it. Some critics believe that the mesode was repeated after the antistrophe
(one verse is certainly missing at the end of the antistrophe), but has
been completely lost. This is not impossible, but only the lacuna at the
end of the antistrophe suggests it; there is no reason to think that, in the
mode of satyr-drama and in the marked speed of this play, the brevity of
the song is insufficient for the action which Odysseus will describe in the
following scene.

The song is textually and metrically very uncertain; any reconstruction
will need to depart significantly from the transmitted text. Despite these
difficulties, there are enough clear signs of responsion between g56-60
and 370—4 to make all but certain that those stanzas correspond metri-
cally, as they do significantly in language and ideas. The principal metrical
and textual problem of the song concerns the opening (356-7 ~ 370-1)
of the strophic pair, and this needs to be considered first. Our discussion
is based on Diggle’s colometry. Cf. further Cerbo 2015: 78-g, g6-7.

In 356 the transmitted text is

_— - [\ [

eupeias p&puyyos, & KukAwy

which may be read as an iambic trimeter with syncopation in the first two
metra, or as sp lek; as 357 and §71 seem certainly to be iambic trimeters,
this is attractive. Elsewhere, however, ¢p&puyos is the metrically guaranteed
genitive (410, 592), and the same is true in other texts; p&puyyos stand-
ardly replaces p&puyos in MSS. With Hermann’s correction, therefore, we
have
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— —— L S S - v —

eUpelas pépuyos, & KixAwy

which may be read as sp ¢r (with resolution) c¢r or perhaps as an iambic
trimeter with double syncopation in the first two metra. The difficulty of
this analysis led Seaford (followed by Kovacs) to suggest Adpuyyos in place
of ¢&puyyos, but elsewhere the Cyclops’ greedy throat is always ¢&puy§
(contrast 158 of Silenos). It may be worth noting that deletion of & would
produce a glyconic.

As transmitted g0 reads

T O R . ¥ 2

VAT & TA&Uov doTis SwudTwy

This may be read as mol lek or as a spondee followed by an iambic dim-
eter (an iambic trimeter with double syncopation in the first metron).
Deletion of & (Wecklein) would allow analysis as sp followed by a catalectic
trochaic dimeter. This is close to 356, but not close enough, and we have
therefore retained Diggle’s obeli. Among attempts to heal the verse are:

(a) Kovacs adopts deletion of & and replaces éoTis by 8oe:

[ — -_— A e T = e

VNATs TA&poV é0Te BwudTwy

This gives perfect responsion with the text of 356, but does not solve the
problems there.
(b) Seaford offers an analysis of §56—7 ~ 370-1 as syncopated trochaic
dimeters.

This has some attractions, but it depends upon retention of ¢&puyyos
(or Adpuyyos or the replacement of oTis by 45) and the deletion of &:

eUpeiag A&puyyos,
® KixkAwy, dvaoctédpou T6
XETAos: s ETo1ud CO!L

vNATs TAGpov 8oTig
SdwpdaTtwv épeoTious ikT-
fipas éxBuel Efvous.

(c) Willink 2001: 523-5 seeks to bring the strophic pair closer to the
rhythm of the mesode by deleting KikAwy and (with Murray) SwpdTwv,
and accepting Diggle’s 65 ¥’ in g70:

eupelas p&puyos, @
VNATs & TAGpov & Y’
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The result is mol crin both places, but the first deletion in particular fails
to convince. The address to the Cyclops perfectly prepares for co1 which
immediately follows.

The other principal difficulty lies in 365, but we assume that the cor-
rect text (whatever that was) was an anapaestic dimeter. The pattern of
the whole song is therefore as follows:

eUpelas pdpuyos, & Kixiwy, ? sp 2 cretics 356
&vaoTdpou TO XETAog: (s ETOud oo1 ia trim

9B kad dTrTd kai dvBparids &mo (Bepud) 5 da

Xvauve Ppukev sp sp

K;:OK(;TE;V :0\1'—1 §;rco: tr dim cat (lekythion)
S;Jo:p;?\h;l ;v a_iy:S\: K;w:p\e'lv;l. anap dim 360
p'r‘_] ’p;i pt_‘] m:ocS\iJSo:- ia dim (molossus cretic)

;6vc:s p;v;l ;ép:(:w;pep\;S;s O'K;q;s. ia trim

xo;p:'r; va m_'ﬂu: &_8:, tr dim

x;lp;ro: Séueljp;'rm: tr dim cat (lekythion)

v ou-—uu < >

&rmropdptos T&v Exer Buoiavt ? anap dim 365
K_l'JK?\m\_p A—i'rv;’i;g §:v:«'b_v wil

Kp:(;'): x:x;pp:v;s B:pa—t. ia dim

TvnAns & TA&uov doTis SwpdTwvt ? 370
;qae;'ri:u-g i-KT%p;S é—xe;e-l §:vo;s ia trim 371
é—qﬁdu'r: Sa;t;pe:o; p:o;po;o: T ;80501: 5da 373

KOTITWV PpUKkwV sp sp 372
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Bépp’ &’ &vBpdxwv kpéa tr dim cat (lekythion) 374
< >

356—7 ‘Throat’, ‘mouth’ and ‘lips’ are combined in a vision of what is to
come: the Cyclops has become ‘all mouth’.

eUpeiag pdpuyos: p&puy§ is here feminine, as more regularly; contrast
215.

évaotoépou: the verb is first found here and (presumably earlier) at Callias fr.
24 (Callias happens to have written a comic KixkAwres, cf. above p. 5). Wilamowitz
proposed the middle dvaoTopod, but the active seems perfectly in order.

358 For the Cyclops’ varied methods of cooking cf. 243-6n., 4034,
Cratinus fr. 150 ¢pUfas xayhoas k&ravBpakicas komThoas kTA. (cf. above
pp- 5—7 on Cratinus’ play).

émrra& may refer to the use of spits (cf. 303, 393) rather than placing the
meat directly over the coals on a griddle; Posidonius reported that the
Celts ate kpéa ... ToAAG &v UBaT: kai 6T kai T &vBpdkwy fi dPeAiokwy (fr. 67
Edelstein and Kidd).

(8epuc) is not strictly necessary for sense, but is so for responsion with
379, and is strongly suggested by 245 and, above all, 374.

358—9 The infinitives depend upon étowua, ‘ready for the munchingetc.’,
but by the time we reach péAn §éveov we may well think of that phrase as the
object, rather than the subject.

xvavev, ‘to munch on’, is otherwise restricted to comedy.

Bpukeiv ‘to bite on, tear with the teeth’, cf. g72.

kpeokoTreiv looks back to the chopping-knives and meat-distribution of
241-5 (cf. 241-3n.) and forward to the image of the Cyclops as p&yeipos
at 397. The verb is found only here and at Aesch. Pers. 463 (slaughter of
the Persians) waiouot kpeokotolor SuoTiivev péAn; despite péAn, a deliberate
echo of Aesch. here (so, e.g., Citti 1994: 131—2) is far from certain.

360 ‘... as you recline <dressed> in a thick-fleeced goatskin’ picks up
the Cyclops’ own claim at 330 to keep himself warm with animal skins;
the grotesque mixture of primitive savagery and refinement (‘reclining’,
cf. 543) suits the atmosphere of absurdity which Euripides creates. Haupt
proposed ¢ aiyid1, so that the Cyclops is reclining ‘on’ a goatskin, and
this sense — despite 386—7 — is still worth considering, with or without
Haupt’s emendation; it is not the most natural meaning of the transmit-
ted év aiyid (cf. Diggle 1994: 39), but hardly seems impossible for that
preposition. On the Lucanian krater (above pp. 46—7) the drunk Cyclops
seems to have a skin under him as he sprawls on the ground. Archilochus
fr. 2.2 West mrivw & év Sopi kexhipévos is only superficially similar.
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SacupdMwi is found elsewhere only at Od. g.425 of the Cyclops’ sheep,
cf. above p. 18 n.55; Euripides has transferred this rare epithet to his goat-
skin. Hes. WD 516-18 observes that goats are in fact less protected against
cold wind than sheep, which have thicker fleeces; goatskin too probably
keeps wearers less warm than sheepskin.

xAwvopévat is an all but certain emendation. Diggle 1994: 39—40 tenta-
tively suggested xAwépevos, which would give a syntactical anacoluthon of a
familiar kind (cf. 331n.) and would mean that if, as Haupt suggested, 360
was repeated after 374, it would require no textual change at all.

361 Trpoodisouv ‘give me a share’, cf. 531n. ‘Sharing’ is exactly what one
would expect at the meal following a sacrifice, cf. 243-6n. At Ba. 1184 the
horrified chorus refuse to share in Agaue’s 8oiva.

362 ‘By yourself cram the hull of your own boat!’

Mévos pévwr: juxtaposed forms of uévos are a common mode of empha-
sis, but the two forms usually refer to different persons, cf. Finglass on
Soph. Aj. 466-8. The satyrs’ rejection of the Cyclops is thus very emphatic.

yéple opBuiSos oxagos ‘load up the hull of your vessel’, i.e. fill your
stomach, cf. Worman 2008: 144. The Cyclops himself picks up the cho-
rus’ imagery at 505-6, which also makes yéuile, the uox propria for loading
a ship (cf. L§] s.v.), a certain emendation here. For nautical imagery in
Euripides more generally cf. Breitenbach 1934: 145-50. As 505 makes
clear, op8uis must refer to a merchant-vessel or ‘freighter’, rather than to
a passenger-boat or ferry, the expected sense of the term (cf. Hipp. 753,
IT 355, Hel. 1061); emendation to goptidos or 6Ak&dos carries no con-
viction. The image depends both upon the use to which merchant-ships
were put, as large containers, and the much more rounded hull that was
typical of them in comparison to a warship (cf. Casson 1971: 65-8), thus
allowing the likeness to ‘bellies’; cf. the term yaido1, ‘pots’, for certain
types of eastern merchant-ships. Large drinking-cups could also be com-
pared to both merchant-ships and bellies, cf. Pherecrates fr. 152.4-5 and
perhaps Cratinus fr. 202 (Pytine). Later at least, yaotfp or ydoTtpa was a
standard term for the hold of a ship below the waterline (and is used in
this way in modern Greek), cf. Rhet. 3.208.26, 247.5 Spengel, Schol. Od.
5.249, Schol. Thucyd. 1.50, Eustath. Hom. 1532.61; lines 362 and 505-6
suggest that the term may have been current in classical times. Homer
already uses y&oTpn for the ‘belly’ of a tripod (Il 18.348), just as ‘cooking
pot’ is another standard meaning of y&otpa in modern Greek. A specula-
tive reconstruction might be that the description of the Cyclops’ staff at
Od. 9.322-3 as like the mast ‘of a broad merchant-ship’ (popTiSos eUpeing)
either itself led Euripides to this image or reminded him of Od. 5.249-50,
where Odysseus constructing the raft is compared to a man crafting ‘the
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bottom of a broad merchant-ship’; édagos ... popTidos eUpeins was, as the
scholia explain, the y&otpa/yaothp of the ship, at least in later times.

363 For pév ... 8¢ linking balanced verbs in anaphora cf. Rhes. go6-7,
Aesch. Pers. 694-5, Diggle 1981: 55-6.

avlis ‘lodging, stall’, a suitably dismissive way to refer to where the satyrs
are now forced to live. The term picks up the Cyclops’ reference at g45
(Tol kat’ ahov Beol), just as the following verse picks up 346.

364—5 No textual restoration can be more than plausible. 8up&Tov ...
fuoiov might raise the suspicion that 8uciav is a gloss, but the grammatical
tradition explains &mwopduios (found only here) as a reference to sacrifices
not conducted at an altar and thus, by extension, unholy (cf. Ar. Byz. fr.
48C Slater, Hesych. a 6269), and this suggests that 8uciav is not lightly
to be removed. Rhythmically, the transmission is only one syllable short
of an anapaestic dimeter, which can easily be restored by emending éxa
to, e.g., &véxer (Spengel), though ‘uphold, preserve’ (cf. Ar. Thesm. g48)
is not quite right here, or &véya (Jackson), which is the standard verb in
Hdt. for ‘conducting’ a sacrifice, cf. LS] s.v. I 5. If this is on the right lines,
then &mwopduios ... Buciav may be the subject of xapéTw 8¢, with the noun
attracted into the accusative from its place in a dependent relative clause
(cf. perhaps Soph. EL 160-3), but Hartung proposed 6ucia. The sense of
the whole would then be ‘and farewell to the unholy sacrificing of victims
which the Cyclops ... conducts’.

366 fevikov refers primarily to ‘[the meat] of strangers’, but it is tempt-
ing to hear also ‘strange, exotic [meat]’, which would suit this connois-
seur of a Cyclops. §evikév is used of ‘foreign’ wine at Alexis frr. 232.5,
292.1, Diphilus fr. g1.27.

367 popdu: cf. 88n.

370 On the metrical problems of this verse cf. above p. 174.

vnAns, ‘pitiless’, is a repeated epithet for the Cyclops in Od,, cf. 9.272,
287, 368.

& TAdGpov: as transmitted, this must be addressed to the Cyclops, with
TAfuwv in its rarer negative sense ‘outrageous’, cf. 288 u# TAfis xTA., Hec.
775 (Agamemnon’s reaction to learning what Polymestor has done) &
TAfjpov, LS] s.v. TAfjpcov I 2.

371 é@eoTious ixTiipas ... évous ‘suppliant strangers at the hearth’,
which was a special place of protection for suppliants, cf. Gould 1973:
97-8, Hunter on Ap. Rhod. Arg. 4.693—4. &vous cannot be counted a
certain emendation, but either dwp&Ttwv or déuwv has to go and dépwv
may easily have arisen from a gloss or paraphrase, particularly after §evi-
kous had entered the text; §évous increases the outrageousness of what the
Cyclops does, and the theme is insistent throughout the play, cf. 89, g1,
126, 301, 342, 610, 658.
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373 uvoapoiow: Eur. is fond of this adjective, ‘abominable’, which sug-
gests religious defilement (cf. uboos); it is often used of abhorrent blood-
shed, cf., e.g., Med. 1393, IT 1224, Or. 1624.

372 xémrrwv picks up xpeokoteiv (359) and suits 68oUow better than
would yvatwv. Haupt’s suggestion (cf. g6on.) that g60, with kAwduevos,
was repeated after 372 has been adopted by many recent critics.

375—482 SECOND EPISODE

Odysseus re-emerges from the cave (there is no boulder blocking the
entrance, cf. above pp. 13—-14). He reports to the chorus on the death of
two of his comrades, and explains his plan for revenge and escape by mak-
ing the Cyclops drunk. Odysseus’ role in this scene contains elements both
of a tragic messenger (cf. 375-6, 377-8, 379-80, 382, 407-8 nn.) and of the
cunning plotter most familiar from the slaves of New Comedy, particularly
Plautus. It is striking that Odysseus’ narration of what has happened off-stage
out of our sight is as close to the Homeric model as anything in the play;
when the play, however, allows us to see events, we realise that the Homeric
version was indeed very much Odysseus’ version, cf. above pp. g-10.

375—-6 play with the familiarity and status of the Cyclops story, cf.
Laemmle 2013: 336—7, above pp. g—10. The Homeric story has indeed
become a pibos BpoTddyv, ‘a story which men tell’; the opposition between
pBos and #pyov involves a developing sense of what we call ‘fictionality’.
For ‘metamythology’ more generally in Euripides cf. Wright 2005: 133-
57. Just as the messenger of Ba. comes to report of the women of Thebes
s dewd dpdron BaupdTwv Te Kpelogova (Ba. 667), using language evocative of
Dionysiac cult, so here 376 evokes what was to become a standard rhetor-
ical and critical classification of poetic ‘myth’ as opposed to ‘truth’. By o0
motd Odysseus means ‘<real, but so terrible that they are> beyond belief’,
but the audience will understand that the events are ‘beyond belief’ in
another sense. For a very similar allusive technique in a different genre
cf. Clitophon’s declaration at Ach. Tat. 1.2.2 oufivos &veyeipeis ... Adywv' T&
yép éud uibois oike. Messengers often have ‘incredible’ events to relate,
and Odysseus is here already ‘playing the messenger’, cf. the chorus’ reac-
tion to the reunion of Orestes and Iphigeneia at IT goo-1, ‘I myself have
seen these things which are wondrous and surpass myth (év Toio1 8aupa-
oToiol kai pUbwv Tépa) and I did not hear them from messengers’. There is
little sign that satyr-play used ‘messenger-speeches’ by minor characters in
the manner familiar from tragedy, cf. Griffith 2015: 25, 48.

@ Zeu: Odysseus’ last words before he entered the cave (354-5) were
a challenge to Zeus’s wisdom and divinity; the exclamation now suggests
that Zeus has not met that challenge.
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koU mioT& ... Ppordv ‘and not to be believed, like myths, not <like>
deeds of mortals’; the asyndeton is expressive of Odysseus’ shock (Dawe
proposed pUBois <& >). oudé here ‘holds apart incompatibles’ (GP? 191).

377-8 pdv ... Kukdwy ‘The most unholy Cyclops hasn’t feasted on your
“dear comrades”, has he?’

uav indicates feigned surprise, cf. 36-8n., 158, K-G II 525; the satyrs
know exactly what will have happened in the cave (cf. the previous ode),
but — more importantly — they too, like the audience, know the Homeric
script. The effect is something like ‘You’re not going to tell us that ...?’
Odysseus ‘plays the messenger’, but the gist of what he will say is already
very well known.

teBoivaran: the Cyclops’ wish of 248 has come true.

@idous étaipous picks up a Homeric phrase which occurs repeatedly in
the apologoi of Od. g—12 (and only there) and always in the context of
the loss of Odysseus’ companions, cf. Od. 9.63, 566, 10.134, 12.309. The
satyrs continue to exploit their knowledge of Homer.

37980 Like a good messenger, Odysseus briefly summarises the news
he brings before yielding to a request (381) to tell the story in detail. In
Homer, the Cyclops’ first meal was also of two men (Od. 9.289, rewritten in
Cycl. 397-8), but they were apparently chosen at random; the Euripidean
Cyclops is too much of a gourmet to leave such things to chance.

Yy’ Yes, hedid ...’

&Bpnoas ‘inspecting’. The verb is found elsewhere of ‘inspecting’ the
entrails of sacrificial animals (EL 8267, 839), and it is tempting to sense
that resonance here; in IG XII 1,694 (fourth-century Rhodes) &fpeiv T&
iep& is used in a description of sacred activity. For y’ &8pficas Pierson sug-
gested otaBunoas, ‘measuring, checking the weight of’.

k&mpaoTtéoas xepoiv ‘and by hands-on examination’, cf. Od. 21.405
(Odysseus checks the bow), Soph. Phil. 657, Fraenkel on Aesch. Ag. §5;
the compound with ém- occurs only here. At Ar. Ach. 766 the Megarian
invites Dikaiopolis to test his ‘pigs’, cs axela kai koA,

euTpagéioTarov: euTpag- and elTpep- are standardly confused in MSS;
both are possible here, but the MSS of Euripides regularly present the
-tpag- form (cf. IT 304), and ebTpagécTaTtov perhaps carries a more expert
resonance (cf. LS] s.v.), thus reinforcing the idea of the Cyclops as a con-
noisseur. At Od. g.425 Odysseus calls the Cyclops’ rams éutpepées.

méyos occurs only here in Euripides and never in Aeschylus (who has
Tayuvew, Suppl. 618, Sept. 7:70) or Sophocles; wayus is also entirely absent
from tragedy. The only Homeric occurrence of wéyos is Od. 9.324 (the
Cyclops’ staff), cf. above p.18 n.55.

381 ‘How, wretched man, did you (plural) come to suffer these things?’
fiTe T&oxovTes is a periphrastic form for éwéoyete, cf. 23, 636, Hec. 1179,
Aesch. Ag. 1179, Smyth §1961, K-G I 38—9.
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382 érei is the first word of very many Euripidean messenger-speeches,
cf, e.g., El. 774, IT 260, 1327, Ba. 1043.

tx86vat: Musgrave’s otéyny is often printed (cf. 2gn.), but there are
other possibilities. The corruption perhaps arose from the familiarity
of forms of x8cv at verse-end, as in Ba. 1043 (the opening verse of the
messenger-speech).

383-4 Cf. Od. 9.233-5, 308. Dramatic staging allows the audience to
feel a mismatch between Odysseus’ reports of the deeds of what must
be a giant of superhuman strength and the Cyclops they have actually
seen on stage; the effect is humorously to cast doubt at least upon the
rhetorical elaboration of Odysseus’ narratives both here and in Od. g, cf.
Laemmle 2013: 436, above pp. g—10. On the other hand, the familiar-
ity of the Homeric version smooths over any inconsistency between the
Cyclops’ preparations in 383—g and the fact that milk and fire should
both be ready for him (216-19, 241-3), cf. 241-gn.

&véxavoe: cf. 241-gn.

pév will be answered by éwerta (386), cf. 3—5, GP* 376—7.

UynAfis ... PaAwv ém ‘throwing logs from a tall oak on to the broad
hearth’; the adjectives create a grand ‘epic’ style, appropriate to the
Cyclops. For the availability of oaks to the Cyclops cf. Od. 9.186. 8piUs may
be used more generally for any tree (cf. 615, LS] s.v. II, Bond on Her.
241), but Odysseus’ speech is full of lively and specific detail.

385 ‘... roughly a portable weight for three wagons’, in apposition
to koppoUs. At Od. g.241—2 Odysseus says that ‘twenty-two strong, four-
wheeled wagons’ could not have lifted the Cyclops’ door-stone, whereas
the amount of firewood which the monster brings is simply &Bpipov &yx8os
(9.233), of which &ydywov Bapos may be a kind of verbal echo. The
Homeric Odysseus also uses 8ppipov of the door-stone (g9.241), and here
Euripides picks up that link between firewood and door-stone by transfer-
ring the wagon-comparison to the Cyclops’ firewood (there is no longer a
door-stone). Such allusive rewriting of a model was to become very com-
mon in Hellenistic and Roman poetry.

&uafdv: cf. 473; the noun does not appear in tragedy (except for the
very doubtful Aesch. fr. 214), though Euripides has &uagnpns (Or. 1251),
auagités (EL 775), and &uagomindis (Ph. 1158).

&g, ‘about, approximately’, is common in prose with numerals (LSJ s.v.
E), but the usage seems confined in poetry to Cycl. (cf. 388), except per-
haps for Stesichorus fr. 22.1 Finglass.

&yayov is never found in tragedy.

392 Where this verse is transmitted, éwéleoev would also govern éBeAous
(393), which is impossible, unless another verb or a lacuna is concealed
in the corrupt 3495. The verse is plausibly placed either here or after 394
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or 395; the homoioteleuton with 393 (mwupi) may have originally caused
the displacement. It makes sense for the Cyclops to ‘put the cauldron on’
early in his preparations, as the water will take some time to boil, cf. EL
801-2.

émrélecev ‘set to boil’, a very rare transitive use (cf. Parker on IT g8%);
&valeiv is transitive at Hippocr. Acut. 21, but transitive {¢iv does not occur
before Hellenistic poetry (Campbell on Ap. Rhod. Arg. 3.273). Lobeck
proposed éwéoTnoev.

386—7 The Cyclops’ couch of leaves suggests a peaceful idyll, quite in
contrast to the violence we are about to witness, cf. Pl. Rep. 2.372bg-5,
Theocr. 18.32-5, Ap. Rhod. Arg. 1.453-5; he will drink (milk) by the fire,
as others took pleasure in drinking wine, cf. Alcaeus fr. 338, Xenophanes
fr. 22 D-K (= D4 Laks—Most), Ar. Ach. 751-2.

éAativew: the silverfir (cf. Theophr. HP 3.9.6-8) perhaps takes the
place of the pines of Od. 9.186.

xauartrerii ‘on the ground’, cf. Tr. 507 oTIP&da ... xauareTdi (for a slave).

388 xpariipa: cf. 216n.

&g ‘about’, cf. 385n.

Sexapgopov: cf. 326—-8n. Another ‘satyric’ monster, Lityerses, is described
as drinking a Sex&ugopos TiBos of wine (Sositheos, TrGFgg F 2.8).

389 péoxous cf. 325, Ba. 736.

Aeukov ... yéAa: cf. Arist. Rhet. 3.1406a12-19 ‘In poetry it is appropriate
to call milk white, in prose it is less so’; for an example cf. Empedocles fr.
33 D-K (= D72 Laks—Most). Odysseus tells his story in a relatively ornate
style, in which nouns are given adjectives, even when they are hardly
‘necessary’.

toxéas: this compound is very rare, and &yyéas (cf. 556, 568) may be
correct.

3901 oxUQos ... kioooU: cf. 256n. At Alc. 756 Heracles drinks woTfipa ...
kioowov AaPdv (cf. Parker ad loc.). Whatever the real etymology of the
xiooUPiov in which Odysseus served wine to the Cyclops (Od. 9.346, cf.
Timotheus, PMG %780.1), by Euripides’ time the explanation ‘a bowl made
of ivy-wood’ was certainly current, cf. fr. 146 (rustics bring along yé&AoxTog
kioowov ... oxugos), Dale 1969: g8—102, Halperin 1984: 167—74, Hunter
on Theocr. 1.27. Cf. further 620n.

tis eUpos ... épaiveTo ‘measuring three cubits with regard to breadth,
and it seemed <to be> four cubits in depth’. There is no real differ-
ence between understanding B&8os as an accusative of respect or as <eis>
BaBos; for the genitives of measure cf. Smyth §1g325. Odysseus’ amus-
ing concern for estimating sizes (cf. 385) suggests the implausibility of
the whole narrative (cf. 375-6n.), but also varies his Homeric counter-
part’s description of the Cyclops’ staff, which was like ‘the mast of a
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twenty-oared ship, a broad (eipeins) merchantman’ (Od. g.322); the
Homeric Odysseus deals in pfixos and wéyxos (9.324), rather than eUpog
and Bd&Bos, but there too we have an estimate of size to the naked eye.
Triixewv varies the Homeric 8pyuiav, as mapéBet’ picks up mapédny’ (Od.
9.326); in Od. 9.346 there is no indication of the size of the cup, but
the Euripidean Odysseus exaggerates the ‘gigantic’ narrative. There is
no reason to think that Euripides is here parodying the Homeric ‘cup
of Nestor’ (Il 11.632-7), as OSC suggest, but Epicharmus fr. 70 from
the Cyclops, vai Tov TToTe1d&v, ko1AéTepos Aol oAU, may also describe the
Cyclops’ oversize drinking-cup.

393—4 ‘... and <he set out> spits, made of branches of thorn-tree,
burned at their tips in the fire, and the rest smoothed off with a scythe’.
For the transposition of gg2 cf. gg2n. (after 38xn.). Just as Odysseus’
description of the Cyclops’ bowl reworked the Homeric description of
his staff (390-1n.), so these spits (presciently foreshadowed by Odysseus
at go2-3) recall the immediately following Homeric verses, in which
Odysseus orders his men to smooth the staff while he sharpens the tip
and hardens it in the fire (Od. 9.326-8). Those Homeric verses are more
directly recalled at 456-7.

&xpous pév ... T&AAa: a mannered chiasmus in keeping with the preten-
sions of the narrative, cf. 38gn.

éyxexaupévous: this compound appears nowhere else in classical poetry;
it is largely confined to Hellenistic prose.

Spemréven is more probably a ‘scythe’ (cf. Od. 18.368) than a ‘prun-
ing-hook’, as befitting the monstrous size of everything connected with
the Cyclops.

mahovpov ‘of Christ’s thorn’, ‘an extremely spiny shrub with zig-zag
branches’ (Polunin and Huxley 1965: 122), and therefore certainly in
need of planing; Theophrastus calls it ToAUkAados and &xavBddns (HP
1.3.1, 1.5.3), and cf. Virg. Ecl. .39 spinis surgit paliurus acutis.

xAadwv ‘made of branches ...°, although kA&Sous, in apposition to
éBeMous, is attractive, if palacographically more difficult.

395 is corrupt beyond convincing restoration and may also conceal
a lacuna; Diggle prefers to delete the verse entirely. As transmitted,
‘Aitnaian sacrificial bowls’ would be another object with Tapééer’ (390),
but ‘for the jaws of axes’ makes no obvious sense. Seaford suggests that
Aitvaia ogayeia is a ‘grim periphrasis’ for the cauldron, but a further ref-
erence to the cauldron (cf. 392) is unnecessary.

Airvaia: if sound, this presumably means both ‘of Etna’ (near where the
play is set) and ‘monstrously large’, cf. Ar. Peace’73 Aitvaiov péyiotov kévla-
pov, a reference to the belief that Mount Etna was home to huge beetles,
cf. Olson’s note ad loc., Epicharmus fr. 65, Laemmle 2013: 418-22.
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oqaysla are bowls for catching the blood of sacrificial victims, cf. EL
8oo0, IT 335.

396 8tooTuyd ‘hated by the gods’, cf. 602, Tr. 1213 (Hecuba about
Helen), Or. 1g-20 Ty Beofs oTruyoupévny ... ‘EAévny; Beols ¢xBpds is the more
common expression, cf. Soph. OT'1345-6, Ar. Clouds 581, Biles and Olson
on Ar. Wasps 418, Orth 2009: 262-3.

397 "Adov payspw ‘cook from hell’, cf. 241—gn., T'TGFg F 3, “Aiou Tpa-
welevs. “AiSou is commonly added to nouns in this derogatory manner, cf.
Hec. 1076, Her. 562, 1119, Fraenkel on Aesch. Ag. 1235. p&yeipos occurs
nowhere in tragedy (except for the very doubtful Soph. fr. 1122).

397-402 rewrite Od. 9.288-go, &X' & y’ &vaifas ETdpoid” Erl xelpas TaAle,/
aguv &t 8Yw papyas b Te oxvAakas ot yaln/xémr™ ik & Eyképaros xapddis
pie, Sele B¢ yalav, cf. Virg. Aen. 3.623-6 uidi egomet duo de numero cum cor-
pora nostro/prensa manu magna medio resupinus in antro/ frangeret ad saxum,
sanieque aspersa natarent/limina. cuppdpwrrew appears in Od. only in this pas-
sage and the repetition at 9.g11 and 3§44, and in drama only here.

The text of this passage remains very uncertain; it seems to describe one
of Odysseus’ comrades sacrificed either by being thrown into the boiling
cauldron or by having his throat cut so that the blood runs into the caul-
dron, whereas the brains of a second comrade are smashed out against
a rock. We have tentatively adopted Diggle’s lacuna after §gg, in which
the action of throwing the first comrade into the cauldron will have been
made clear; the imperfect ¢opal’ will mean ‘set about the sacrifice/began
to slaughter’. Seaford proposed transposing 398 and ggg, but this would
seem to require the aorist éogaf and leaves éralpwv Tdv tpdv awkwardly
misplaced. There can be no confidence that the correct solution has been
identified.

398 Thudud anit: both text and meaning are uncertain. ‘With a cer-
tain rhythm’ might perhaps refer to the practised skill (admired even
by Odysseus) with which the Cyclops sacrifices one of the Greeks; there
would then be a pointed contrast between this act of a skilful pé&yepos
and the ‘primitive’ brutality with which the second Greek is killed, and
that contrast would reflect one of the central paradoxes of Euripides’
portrayal of the monster. Cf. Theocr. 26.23 Adtovéas pubpds wiTés in
the dismemberment of Pentheus. On this reading, pufués comes near
in sense to edpubuia (cf. 563, Ar. Wasps 1210 eboxnpévews); Plut. Mor.
67e-f notes that when a doctor is cutting into flesh his work should be
marked by ebpubpla Tis and xaBaperétng (cf. also Hippocr. Decorum 8).
Nevertheless, pufpan T is difficult to construe (cf. Diggle 1994: 40-2)
and Wilamowitz’s puBuén & évi, ‘with a single movement’, is very attrac-
tive, cf. Aesch. Pers. 462, g75. For a survey of interpretations of the
phrase cf. Laemmle 2013: 289.
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399 AépnTos és xUTos xaAkhAaTov ‘into the bronze-hammered hollow of
the cauldron’, a grandiose circumlocution for a cooking utensil, cf. Ba.
799, Soph. fr. 3778, Ar. Frogs 929 (parody of Aeschylus).

400 TévovTos &pTréoas &xpou Trodés ‘snatching [him] by the tendon at
the end of the foot’, i.e. the heel. The genitive is regular for the part of
the body by which someone is seized, cf. Il. 1.591, Soph. Tr. 779 (u&pyas
Tod6s viv, Heracles killing Lichas), Smyth §1546.

401 otévuxa, ‘sharp point’, cf. Hesych. 6192%. The noun appears only
here before Hellenistic poetry; Ap. Rhod. Arg. 4.1679g uses it of a jagged
rock, and Lyc. Alex. of a boar’s tusk (486), a spear-point (795) and a taper-
ing promontory (1181).

metpaiou AiBou: cf. fr. 176.g meTpaiov oxkémedov. The ‘redundant’ adjec-
tive perhaps intensifies the Cyclops’ brutality, as does the emotional elab-
oration on the simple moti yain: of Od. 9.289.

402 éyképalov éféppave: ékpaivew is certainly found elsewhere only at
Soph. Tr. 781 kéuns 8¢ Aeukdv puehdv éxpaiver (Heracles’ very similar killing
of Lichas, which some commentators think is echoed by Euripides here,
cf. Garner 1990: 155).

txabapmracast presumably conceals a verb meaning ‘cutting, slicing,
chopping’, cf. Od. 9.291 Tous 8¢ S1& peAsioTi Taucv dmAicoaTto déptov, Hdt.
1.119.3 (Astyages) ocpaas a¥TOV kai kaTd péAea Siehcov T& pév OTTNOE, T& B¢
fiynoe Tév kpeddv; Paley suggested Siapméoas or Sioptapdv. Other attempted
remedies keep xaBapmdoas, perhaps ‘grabbing hold of’, and change
payaipal to the accusative, with A&Bpwr referring to the fire (Meurig Davies
1949) or changed also to A&ppov (Ussher); word-order seems decisively
against the first.

403—4 The Cyclops now carries out his earlier threat, cf. 243-6n.

A&ppun ‘cruel, pitiless’.

épeodan ‘to be boiled’; for such epexegetic infinitives cf. 257n.

405 For Odysseus’ tears cf. Od. 9.294.

éyo 8 6 TAMuwv might sound almost comically self-regarding, when we
consider the fate of his two comrades, but having to help the Cyclops (as
Silenos had done, 30—1) meant that Odysseus really was ‘wretched’, ‘miser-
able’, not that his fate was worse than those who were eaten. At Od. g.345—6
Odysseus tells the Phaeacians that he ‘stood near to’ the Cyclops to offer
him the marvellous wine, and the scholia comment on Odysseus’ bravery
in getting close to the monster who had eaten his comrades. Odysseus’ tell-
ing here allows the Homeric &yx: mapacTtés to suggest the behaviour of a
servile wine-pourer; Silenos is soon to be the Cyclops’ Ganymede (582—).

40%7-8 A brief simile imitates a feature of messengerspeeches, in which
such comparisons, often drawn from the animal world, are common, cf.
Andr. 1140-1, IT 297, Ba. 748-9, de Jong 1991: 87—94; for the present
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simile cf. Her. 974 (the killing of the children) &\os 8¢ Beopdv 8pvig &g
gmrtng Umo, Finglass on Soph. Aj. 171. Odysseus’ comparison certainly
does not cast his comrades in a good light. Cratinus fr. 148 oi 8 dAvok&{ou-
ow Ut Tals kAwviow perhaps derives from a similar account in the Odysseis,
cf. above p. 6.

év puxois TréTpas varies Od. 9.286 s puxov &vtpov, cf. 1g5—7n.

mhfavTes eixov ‘stayed cowering’; the periphrasis ‘emphasises the per-
manence of the result’ (Smyth §1963), cf. Med. 33, Hipp. 932, Bentein
2016: 118-25.

aipa 8 oUx évijv xpoi: paleness, here understood to reflect a lack of
blood, is a marker of fear from Homer onwards, cf. Suppl. 599, Aesch.
Suppl. 566, LS] s.v. xAwpds II 2. The almost identical half-verse at Med.
1175 refers not to fear but to the effect of Medea’s poison.

409 Cf. Od. 9.296-7.

Bopds: cf. 88n.

410 begins with two tribrachs, cf. 436; the transmitted later form ¢&puy-
yos would produce a ‘split anapaest’ in the second foot, which is very
unlikely in the style of Odysseus’ speech, cf. 262-5, 334nn.

p&puyos aifiép’ éfaveis Papuv ‘sending up from his throata blast of air from
the deep’, i.e. he belched vigorously. aiétip is virtually unparalleled in this
sense. The principal Homeric model is Od. 9.371—4 (the Cyclops drunk)
fl, kai &vaxAwbeis méoev UmTios, aUThp EmeiTa/kelT &modoxpdoas TayUv
aUyéva, k&b 8¢ uwv Utrvos/ fiipel TavBapdTwp: papuyos 8’ éEécouTto olvos/ ywpoi
T’ &vdpdpeor- 6 8’ EpelyeTo oivoPapeicwv.

é§aveis: a ‘coincident’ aorist participle, cf. 152n. éavinum, the compound
found (though in the present participle) in Athenaeus’ citation of this
verse, is appropriate for this action; contrast Ba. 1122 (the crazed Agaue)
&oppdv tisica. Athenaeus’ &avieis (present participle) would create a fifth-
foot anapaest in Odysseus’ verse (cf. above p. §6).

411 In Homer the idea of making the Cyclops drunk is the result of
Odysseus’ plotting and pfitis (Od. 9.316-18), as the bringing of the wine
to the cave was the result of his forethought (g9.213-14). These themes are
played down in Cycl. (cf. 88n., above p. 14), but the idea of ‘divine inspi-
ration’ is found in the Homeric Cyclops’ decision to bring all the sheep
into the cave at night, fj 11 dic&uevos ) kai Beds s éxédevev (9.339); that
is immediately before Odysseus offers him wine, and this motivation has
here been transferred from the Cyclops to Odysseus. Anything to do with
wine is 8e¢iov because of Dionysos’ identification with the liquid (cf. the
echo of this verse in 415), but any suggestion that we are to understand
Dionysos as behind Odysseus’ ‘bright idea’ here (cf., e.g., Konstan 1ggo:
224) is very faint. For the verbal expression cf. EL 619 &pTi yép |’ ¢o1iA8¢ T1.
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oxugos: cf. 256n.

412 Mépwvos ... ToUde ‘of this Maron here’, cf. 141-gn.; apparently
Odysseus is still carrying the wineskin, cf. 446.

maeiv: cf. 257n.

413-15 Quotations of direct speech are very common in messenger-
speeches (cf. de Jong 1991: 131—-g, who notes that the average length of
such quotations in Euripides is two verses), but it is very rare for messen-
gers, who normally have no other role in the action, to quote their own
words: Hec. 532—3 (del. Battezzato) and Or. 875-6 are the nearest paral-
lels. Odysseus in Cycl. is a very experimental messenger.

413 W ... Kuxdwy: for the omission of mai in such addresses cf., e.g., IT
1230, Ion 1619. Odysseus here reprises the wheedling tone of 286.

414 Cf. Od. 9.348—9 (Odysseus to Cyclops) &¢p’ £idfjis olév T1 TOoTOV TESE
vnUs éxexelBer / fueTépn.

415 O¢ov ... w@dua: the ‘divinity’ of the wine is over-determined. It
comes from the priest Maron, is associated with (or in fact is (cf. 521-7))
Dionysos, and is ‘marvellous’ enough to be drunk by the son of a god such
as the Cyclops. In Od. Odysseus says that he has brought the wine as a ‘liba-
tion’ for the Cyclops (9.349), and after tasting it the monster describes it
as &uppooing kai vékTapos ... &woppd§ (9.359).

xopiler ‘provides, produces’.

Arovioou yavos ‘the delight of/from Dionysos’. y&vos probably origi-
nally referred to the bright glitter of wine (cf. Beekes s.v. y&vupai), and
the noun is commonly found in connection with wine, cf., e.g., Ba. 261,
382—3, Ar. Frogs 1320.

416 essentially repeats 409, but behind this lies Od. 9.347, where
Odysseus suggests to the Cyclops that, having eaten human flesh, he
should now taste the wine brought by the ship which (though Odysseus
does not spell this out) had also brought the men who provided the
Cyclops’ meal. In classical Greece wine-drinking habitually followed
rather than accompanied the consumption of food.

417 iomaciv (T’) &uuomv éAkUoas ‘he gulped it down, draining it in one
go’, an elaboration of the simple Homeric é&xmev (Od. 9.353, 361). Both
omdv and &xew are common expressions for rapid and deep drinking, cf.
571, Ar. Knights 107, Alexis frr. 5, 88.3, Eubulus fr. 56.7, Clem. Alex. Paed.
2.2.31 (the denunciation of drunkenness) &dnv ocwdoavtas ... &puoTi EAko-
vras UTrd dkpacias. EAkuoas is a ‘coincident’ aorist, cf. 410n.

&uuomiv is an adverbial accusative ‘in one long draught’, cf. 565, Ar.
Ach. 1229, Anacreon, PMG gib6a.2, Antiphanes fr. 75.14 &keav &mvevoTi,
Harder 2012: 2.96g—70, Hunter 201%: 194. &uuoTis is also used as a term
for a large drinking-cup, cf., e.g., Ameipsias fr. 21.3.
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418 &pag xsTpa: there is Roman evidence for raising the hand as a ges-
ture of admiration (Cic. Acad. 2.63, Ad fam. 7.5.2, Cat. 53.4), but no clear
Greek literary evidence, although similar gestures in vase painting are
sometimes interpreted in this way, cf. Wilson 2010: 210-12; Sittl 18go:
13 takes the current passage as marking admiration and surprise. Others
understand that the Cyclops holds up the cup for another drink.

®iAtaTe §ivwv: an amusing extension of the Cyclops’ sarcastic humour
at Od. 9.355-6.

419 ‘... excellent <is> the drink <which> you offer on top of an excel-
lent meal’.

420 fhodivra: cf. 446, Od. 9.353~4 fioaro & alvids/HBU ToTdY Trive.

421-2 Odysseus now asserts the controlling power of his intelligence,
cf. 411n.

Tpwos: cf. Od. 21.293 (Antinoos to Odysseus) olvés oe Tpder peAndis.
xavdév in the following Homeric verse has here been replaced by &uuorwv
in 417. Od. 21.293-4 are also evoked in 524, where see n.

oivos = 6 olvos.

Sixnv Swoa: cf. 441-2n.

423 xai 81 adds a vivid immediacy (cf. 488), almost proving correct
Odysseus’ prediction of the previous verse, cf. GP* 248.

Trpos andas eipw’: cf. Hel 916 &5 wolov éptreig puBov f) Trapaiveawv;, Ion 1177
s avAoUs fixov.

tweyxtwy ‘pouring in after/on top of another’.

424 omAdyyv’ téippawov wortan: cf. Ale. 758—-g (Heracles) Ews 20¢puny’
auTév aupiBaoa gASE/ oivou, Hor. Sat. 2.1.24-5 saltat Milonius, ut semel icto/
accessit feruor capiti, Anacreontea 50.1—4, the poet’s heart, ‘warmed’ by wine,
turns to song. Doctors indeed believed that too much wine increased
body-temperature, cf., e.g., [Hippocr.] Epidemics .4, 5, 16, Pl. Tim. 60as,
At Ar. Frogs 844 Dionysos tells Aeschylus pf) wpég dpytiv omAdyxva Bepphivms
kdTw1, and the current verse increases the likelihood that Ar. there echoes
a verse of Aesch. (= fr. ¥*468 Radt). Ancient literary gossip also reported
that Aesch. composed his plays when ‘warmed’ with wine (T117e-f Radt).
Euripides’ parody here (if that is what it is) suits the sympotic jollity of
what is being described; citations and distortions of well-known verses
were a regular feature of symposia.

425-6 Cf. 488-go. At Alc. 755-64 there is a very similar description of
Heracles drinking and &pouc’ GAaxtév (cf. also fr. go7), while Admetus’
servants silently weep for Alcestis; cf. also Theognis 1041-2, 1217-18,
Xen. Cyr. 1.3.10 (the young Cyrus reproves the Median court for sing-
ing pé&Aa yedolws when drunk). Singing (then as now) can be a ‘natural’
result of too much alcohol (cf. Od. 14.464-5), and drunken singing may
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have been something of a satyric topos; in Tzetzes’ summary of Eur. Syleus
(Eur. T 221b), Heracles is described as ‘singing while he ate and drank’.
The switch to present-tense verbs emphasises the contrast and cunning of
Odysseus’ silent exit.

KAaiouou: cf. Od. g.294 (after the first deaths of Odysseus’ crew) fiueis 5¢
kAaiovTes KTA.

&uouo’ is of a piece with the Cyclops’ duabia, cf. 172—4n., 4gon.; the
great majority of fifth-century examples of &uouoos occur in Euripides, cf.
Halliwell 2012.

427-36 Odysseus addresses the koryphaios (o¢, cf. 434-5, 442), but
he clearly means to save all the satyrs (cf. the plural verbs in 428); they
could all just run away now, but that would leave Silenos and some of
Odysseus’ comrades behind and also spoil the fun. Throughout these
verses, Odysseus envisages a future for the satyrs (countryside, nymphs,
their ‘old friend’ Dionysos rather than the Cyclops, etc.) as though he has
heard their longing in the epode of the parodos (or been to a satyr-play).

429-30 &ueaixtov ‘savage’, cf. Her. 393 (the monstrous Kyknos), Soph.
Tr. 1095 (Centaurs), Anaxilas fr. 22.3 (a dpdaxava); the satyrs may well also
hear the resonance ‘unsociable’, which is reinforced by what Odysseus
proceeds to add and by 436.

T& Bakyiou ... pédaBpa ‘the halls of the Bacchic one’, i.e. the open
countryside, where satyrs might hope to find ‘Naiad nymphs’. Naiads
are, strictly speaking, nymphs of streams and rivers, but neat distinctions
between types of nymph constantly break down, cf. 6g—72, Pratinas, PMG
708.9—4 &pt Bel TaToryeiv &v' pea oupevov petd Narddwv, Aesch. fr.2o4b.4-8,
Larson 2001. For péhafpa cf. 491n.

432 &N’ &ofeviys yép ‘but he <is> weak and therefore ...’; yép shows that
this explains what follows, cf. 434, GF* 98—9.

xé&trokepSaivwy ToToU ‘and getting enjoyment from the drinking’; the
compound verb allows the simple genitive, whereas kepSaivew is normally
followed by £« or &mé.

433-4 ‘... having been caught (perf. pass. participle of Aaupdvew) by the
cup as if by bird-lime, he struggles with his wings’, a marvellous picture of
Silenos ‘flapping’ with the exciting nearness of alcohol. Sticky bird-lime
was usually made from mistletoe or oaK—-Gum which was smeared on rods
which were then brought into contact with birds; the birds which had
been thus rendered immobile would then be seized by hand or with nets,
cf. Dionysius, Ixeutika 1.1, 3.1 Garzya, Longus, D&C .5—6, Butler 1ggo:
184-91. Metaphors and similes are often drawn from this activity, partic-
ularly in erotic contexts, cf. Meleager, AP 5.96.1 (= HE 4296), 12.132a.2
(= HE 4105), LS] s.v. i¢6s II 2.
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Trépuyas: accusative of respect, cf. fr. g08.7—8 olk &pkei piav/yuxhv &AU-
ew. Others understand the accusative with AeAnuuévos, ‘caught by the wings
is beside himself’.

veavias y&p ei: all satyrs are young in comparison with Silenos, cf. above
Pp- 27-30.

435 Tov &pyaiov gidov ‘your philos of former days’, cf. 73, 81, Xen. Mem.
2.8.1 &\ov &¢ TroTe dpyaiov éTaipov Bid xpdvou idcow kTA.

436 o0 KuxAwm mpoogepii: a kind of litotes: the Cyclops could not be
less like Dionysos. Negatived adjectives are often used in this way, cf. Hipp.
1, Hel. 16, Ph. 425, Smyth §2694.

43%7-8 For such wishes cf., e.g., Or. 1100, Rhes. 464-5, Ar. Peace 346. y&p
marks assent to the previous speaker, cf. GP* g2-3.

T™vd’ ... Auépav ‘the day you mention’.

KuxAwros ... &véaiov képa: a very common type of periphrasis, cf. Tr.
661, LS] s.v. képa 3. At Or. 481 Tyndareos refers to Orestes as &véoiov képa.

43940 The text is corrupt beyond probable restoration. The first sylla-
ble of gipwv, ‘siphon/hose’, for drawing off wine, etc., seems to have been
long (cf. Ar. Thesm. 557, Meleager, APr.151.2 (= HE 416%7)), but as trans-
mitted here it is short. It is standardly understood here as a euphemism
for the penis, either as the object of ynpelouev, a construction nowhere
attested, or as an accusative of respect (cf. Alc. 108g). Biehl and Kovacs
1994: 156 take oipwv as either an affectionate term for Dionysos or as
actually a name for him, and Scaliger suggested 8npebouev for xnpebopev;
that the only Homeric instance of xnpeuew is used of the lush island near
the Cyclopes (Od. g.124) is, however, one further reason for retaining it.
Cf. further Di Marco 2013: 265-75.

g 81& pakpol ye ‘It has — you see — been a long time that ...”; ds ... ye
explains the preceding statement, cf. 24%7. For 8i& poxpoU [sc. xpévou],
‘after a long interval’ or ‘after a long time’, cf. Hec. 320, IT 480, Ph. 1069
(with Mastronarde’s n.). At Ar. Lys. go4 Kinesias begs Myrrhine to sleep
with him &i& xpévou.

441-2 In Od. the blinding of the Cyclops is not explicitly ‘punishment’,
though it certainly is within the moral frame of the narrative, but here the
theme is given prominence (cf. 422, 6g3n.) because Odysseus and the
satyrs could just escape at this very moment; that, however, would leave
the Cyclops ‘unpunished’, as the Dionysiac pattern of the play demands
he must be. The theme of ‘the monster punished’ was a recurrent trope
of satyr-play, cf. fr. 678 (Skiron) ‘it is a fine thing to punish the wicked’,
Laemmle 2013: 266-72.

Tipwpiav ... uyfv: chiasmus marks Odysseus’ pride in his plan. The
two nouns function as shorthand for ‘<plan for> punishment’ and ‘<plan
for> your escape’.



fnpos: cf. 602, 658.

Tavoupyov, ‘rascally, wicked’, has a colloquial ring, cf. Alc. 766 Tavoip-
yov kA&Ta of Heracles, Hec. 1257, Ion 12%79; the use is very common in
comedy. There is also an ironic resonance: Odysseus himself was often por-
trayed in drama and elsewhere as ravoUpyos, lit. ‘willing to do anything’.

Souleiag puynv: in another sense, the satyrs will never escape from slav-
ery, cf. 709, 23—4n.

443—4 ‘Tell me, as I would not listen to the sound of the Asian cithara
with greater pleasure than to (news of) the Cyclops’ death’.

Adados ... xi8apas: the kithara is frequently designated ‘Asian’, and such
eastern associations are appropriate for Dionysiac cult, cf. Hyps. fr. 752g.9—
10, 759a.1622, Austin and Olson on Ar. Thesm. 120, Cassio 2000: 105-10;
Plut. Mor. 1133c explains that the kithara was called ‘Asian’ because it was
used by ‘the kitharodes of Lesbos, who live beside Asia’. The kithara nor-
mally had seven strings, but the word is used for a variety of types, cf. Maas
and Snyder 1989: 53—78, West 1992: 50-6, Power 2010. For paintings of
satyrs playing the kithara cf. Maas and Snyder 198¢: 72 Figure 3, 75 Figure
12, Taplin and Wyles 2010: Figure 12.6. Power 2018: 358—9 suggests an
allusion here back to the invention of the lyre in Soph. Ichn.

KuxAwm’ éAwAdéTa ‘(the news of) the Cyclops’ death’.

4456 raise the possibility that Odysseus is going to encounter a large
group of Cyclopes. That the Cyclops’ first thought is to share the wine with
his brothers (contrast 2436, 316—-17nn.) both illustrates the communal
force of Dionysiac wine and reminds us that already in Homer the Cyclopes
were not quite as anti-social as Odysseus had made them out to be (g.112-
15). The Homeric motif of the group coming to help their neighbour (a poy,
9.399—413) is here rewritten as the possibility that the single Cyclops will go
to the group (a xéuos); that the Homeric Cyclopes spoke to Polyphemos
through a closed door-(stone) perhaps activates the reworking as a képos.

émi xdpov épmraw is a standard phrase for ‘go on a komos’ (cf. 508) and
gmi ... pds is not awkward; Wecklein proposed émikwpos (cf. Aristias, 7rGF
9 F 3). On the Cyclops’ apparently paradoxical knowledge of sympotic
practice (cf. 53%7) cf. above p. 18.

fiofeis Té18e Baxyiov ot cf. 420n.

447-8 The satyrs’ assumption that Odysseus wants to ambush the
Cyclops probably draws, not just on Odysseus’ own reputation (cf., e.g.,
Il. 10, Od. 13.268), but also on familiar themes of satyr-play, cf. Laemmle
2013: 288—go. Euripides’ satyric Skiron concerned a monster who threw
passers-by over a cliff to be eaten by a giant turtle, only himself then to be
killed by Theseus in identical fashion; the same play (cf. fr. 679) may have
mentioned Sinis/Pityokamptes, ‘The Pinebender’, who killed his victims
in wooded areas, cf. Barrett on Hipp. g76-80.
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Spupoiot: the transmitted pubpoiot or pubudn vt (Dobree) / opdfar would
pick up the textually problematic 398 (where see n.) and suggest that
there was to be ‘poetic justice’ in the Cyclops’ fate; the idea of a recurring
pubuds in such violent acts is attractive (cf. Laemmle loc. cit.), but Spupoiot
forms a neat pair with wetpév, and we print it with some hesitation. Kassel
suggested ¢pnuofs ... Spupoiot, cf. Soph. fr. 581.10 and the setting of Eur.
Skiron described as épnuia (T iia.12).

o@&far: presumably with a sword or axe (we should not enquire too
closely as to how the satyrs imagine that Odysseus will be able to over-
power the Cyclops). Their fantasised scenario is not unlike the treacher-
ous killing of Apsyrtus on a lonely island at Ap. Rhod. Arg. 4.456-70.

TeTp&V ... k&Ta ‘down from rocks’, cf. IT 1429-30, Pl. Phdr. 229c7-8;
the recessive accent on k&ra is regular when disyllabic prepositions follow
their noun (‘anastrophe’). The transmitted k&tw as a preposition means
‘under, below’, cf. Al. 45, EL 677.

449 86Miog 1) TrpoBupia ‘my intention is cunning’, cf. Her. 310 mwpéBupds
¢oTw, f) Tpobupia 8 &ppwv. For mpobupia, a very common Euripidean word,
in this sense cf. Alc. 51, 1107. The transmitted émupia is perhaps not
impossible, but the noun is not certainly found in drama (Andr. 1281
being the only other possible case).

450 is a rather politer version of Silenos’ retort at 104 (where see n.).
Odysseus is of course known as both 86Mios and cogds principally from Od.
(cf. esp. 9.1g—20), and there is here again the suggestion that this is the
source of the satyrs’ knowledge, cf. Wright 2006: 36.

Tdds Sais: the particle expresses surprise and/or curiosity after a rejected
suggestion, cf. Hel 1246, Ar. Wasps 1212, GP* 263, Collard 2018: 101-3
(~ Stevens 1976: 45-6).

Tot ‘you know’, ‘let me tell you’, cf. GP* 540-1.

451 ‘<My intention is> to remove him from this <idea of> a revel’, i.e.
I will make him give up the idea. In the passive &raMd&ooewv can mean
‘give up/be released from’, cf. Ar. Pl 316 T&v okwppdTwy &rarayéves.
At Theognis 1351-2 the poet seeks to dissuade a young man from going
on a revel (oUtor kwudlew cupgopov &vdpi véwt), but presumably for very
different reasons.

452-3 Odysseus’ plan will play on the Cyclops’ previous sense of superi-
ority and self-sufficiency, cf. 532—-gn.

454 Umtvaocom ‘gets drowsy’, ‘wants to sleep’, pres. subj. of Umvdooew,
cf. Or. 173 (with Willink’s n.), Aesch. Eum. 121. dmrvéoom would be the aor.
subj. of Umvolv, a verb not otherwise found in Euripides. The Homeric
model is Od. 9.372-3.

Baxyiov vikwpevos: the god will triumph over his adversary (cf. above pp.
18, 26), but we should not seek to draw a clear distinction here between
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the god and his wine, cf. 519-20n. The construction is parallel to that of
frtadobo followed by the genitive, cf. Med. 315, Tr. 23, Smyth §1402, K-G
I 392; this is usually explained as a genitive of comparison.

455—82 Vestiges of the ends of 455-71 and of the beginnings of 479—
81, together with more substantial parts of 484-96, survive on POxy 4545
(=T1T"), the only papyrus of Cycl. yet known, cf. above p. 48.

455 The syntax does not follow 454, but such an anacoluthon, imitative
of everyday speech, is very easy. The olive-branch derives from Od. g.320,
382.

456 dv ... éarofUvas &xpov ‘after sharpening its tip’, cf. Od. 9.382 4§uv &’
&xpwt. As transmitted, the verse is a syllable short. é§amwog§ivew is unattested
elsewhere, but éx- regularly forms compounds to denote the completeness
of an act (cf. 3277, Bond on Her. 18); Zuntz 1965: 54 noted that the rar-
ity and appropriateness of this double compound suggest that Triclinius
derived it from the manuscript from which L was copied, rather than by
emendation. Murray suggested gacy&vwi <yo>. At Od. 9.326—7 Odysseus
tells his comrades &mwo§Uven the great staff, and then ‘they made it smooth,
while I beside them sharpened (¢86woa) the tip (&xpov)’. This suggests
that &mwo§uve, which should mean (as here) ‘sharpen to a point’, is in the
Homeric model used to mean ‘plane’ (as it must also at Od. 6.269g); for
this reason some modern editors accept &mwo§ioon (from &mo§uw) at Od.
9.326. Euripides’ Odysseus has removed any uncertainty: there is no men-
tion of a role for Odysseus’ comrades (thus putting all the emphasis upon
Odysseus himself), but the verb which was used for what they did in Od.
is now given its ‘natural’ meaning in reference to Odysseus’ own action.
Such attention to the meaning of Homeric words strikingly foreshadows
the ‘philological’ poetry of the Hellenistic age.

paoyd&ven Té8’: that Odysseus is carrying a sword has not previously
been mentioned, but cf. Od. g.300.

457 Cf. Od. 9.328 émupéxTeov &v Trupt knAéwi, 9.378—9. The repeated
k-sounds in this verse are perhaps a memory of Od. 9.329 kai T6 uév €U
KaTéfnka kaTakpuyas UTTd KOTpwI.

xexavpévov ‘scorched’.

458—9 Although the plural is elsewhere used of the Cyclops’ eye (cf.
463, 470, 611), &pas ... BaAwv would be a very awkward asyndeton (much
more so than, e.g., 238—9), and Pierson’s reconstruction is very attractive.
The plural BAépap’ &ugi kai dppUas of the Cyclops at Od. 9.389 attracted the
attention of keen-eyed grammarians (cf. Schol. Od. 9.383).

dyw, ‘vision’, is more abstract than ‘face’ or ‘eyes’, cf. 463, 595, 62/7-8 Sppo-
Tos/8yis, LS] s.v. II c2. Supa here is the physical ‘eye’, cf. d¢Bouds at Od. 9.397.

éxthfw ‘I shall melt <the eye>’; for the rare use of the active in a literal
sense, cf. Ar. Clouds 772.
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456-64 Five future tense verbs (xaffiow, Pod®d, ékTHSW, KukA®OwW,
ouvauvav®) draw on the certainty which the Homeric script gives to the
action.

460—4 ‘Just as a man who puts together the construction of a ship moves
the drill like an oar by means of two straps, so I will rotate the torch in
the light-bearing eyes of the Cyclops and wither his eyeball’, a remarka-
ble reworking of Odysseus’ account of the blinding of the Cyclops (Od.
9.383-90):

gy &’ epUTrepBev éperoBeis
Siveov, ws &Te TiIs TpUTEL SSpU Viov &viip
TpUTTAVWI, oi 8¢ T’ EvepBev UTroooeiouot ipdvT 385
qydapevor éxaTepBe, TO ¢ Tpéxel upeves aiei:
s ToU &v 6pBaAudd Trupifxea poXAOY EASVTES
Siwéouey, TOV 8’ alpa Trepippee Bepudv éévta.
TavTa 8¢ oi PAépap’ &uei kai dppuas edoev AUTPT
YAfvns katopévns: ogapayelvTo 8¢ oi Tupi pilar.

The shared elements (ship-building, mis ... &vfp, drilling, the strap or
straps) do not conceal an important difference: the Euripidean Odysseus
offers no role for his comrades but envisages acting alone. Both here
and in Homer the craft simile stresses Odysseus’ pride in his superiority
to the Cyclopes, who have no ships or carpenters (Od. g.125—9). At Od.
5.250 (the building of the raft) Odysseus is compared to a man ‘who is
a master carpenter’ (e eidds Textoouvdwy); the idea is picked up in 477.
A simile describing a prospective act in the future is itself very remark-
able (cf. 46g-71n., 475), and seems to have only one Homeric prece-
dent (Od. 4.335—40, cited verbatim at 17.126-31). In Cycl., however, the
action is both future and past, because it is already in the Homeric text,
and Euripides’ play with the narrative of his drama as both post- and
pre-Homeric is here at its most overt. Later at least, similes were to be very
marked sites of poetic and intertextual display, as assertions (and disavow-
als) of ‘likeness’ suggest relations between texts within a mimetic literary
practice (cf., e.g., Hunter 2006: chapter 3), and we sense something of
that spirit already here.

460 vautrnyiav 8 doti ... avip would in prose be ds &viip Tis vautrnyds;
the slightly awkward expression, ‘puts together the construction of a ship’,
stresses the skill (Téxvn) involved in what Odysseus will do. Others under-
stand vautmyia here as simply ‘ship’ (cf. vaukAnpia at Hel. 1519, where see
Kannicht’s n.), but that does not do justice to the resonance of Odysseus’
language. The specific reference of the simile is perhaps to the drilling
of holes for the cords which held the planks together, cf. Morrison and
Williams 1968: 199.
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461 S1rAoiv xaAwvoiv: xalivés may be used of anything which ties or binds
(LSJ s.v. I 2), and so ‘strap, thong’ is not a difficult extension. In Homer,
Odysseus’ comrades power the drill by pulling on a strap on either side
(iudvr/ ... éx&TepBe, here varied by SimAoiv), but Odysseus apparently
envisages operation by a single craftsman, unless he has simply elided the
necessary role of helpers for the shipwright.

xwtnAaTel introduces into the simile a further image from the nauti-
cal world, cf. 484. The movement of the straps in and out, which gives
the drill its rotational power, is compared to the rhythmical backwards
and forwards movement of a rower. The ancient variant TpoynAarei, ‘drive,
cause to wheel around’, introduces a common Euripidean word (EL 1253,
Or. 36, Ph. 39, etc.) and a much less striking image.

462 xukAdow varies the Homeric Siveov ... Swvéopev (Od. 9.384, 388).
The etymological play with KikAwy (cf. Hes. Theog. 144—5) carries a sav-
age relish; there is perhaps a suggestion in 463 that KikAwy is formed
from xUkAos + Syis.

pacopopwi: cf. 611 pwopdpous SAeT kdpas, 486 Aautpay Syw, 669 dpbal-
poU oéAas; a torch which normally brings light will here bring eternal
darkness to the Cyclops. Pl. Tim. 45bg has ewoeédpa ... ppata as the first
organ constructed by the gods, and Plato explains that our eyes are the
organ through which pure inner fire streams out into the light of day,
thus enabling vision. Behind Plato lies Empedocles, whose hexameter
account of the construction of the eye has several features suggestive of
the present passage. Aphrodite ‘constructed’ (&¢wngev, cf. vaunnyia) the
eye using yéugol, ‘pegs’ (fr. 86—7 D-K = D213-14 Laks—Most), a standard
term of ship-building (already at Od. 5.248, the building of the raft), and
Empedocles describes the eye through the simile of a lamp which sends its
light out into the darkness (fr. 84 D-K = D215 Laks-Most, cf. Lloyd 1966:
325—7); most strikingly in this last passage, Empedocles has both fire and
water within the eye (cf. also A86 D-K = D218 Laks-Most), which he
calls xUxAoma xoUpnyv. It would be typical of Euripides to ‘update’ Homer’s
Odysseus by the evocation of much more recent scientific speculation,
and no one would better suit Cycl. than the Sicilian Empedocles, cf. 663n.,
D’Alfonso 2006: 22-3. Rashed 2007: g33-5 argues that Empedocles’
description of Aphrodite’s construction of the eye is in turn indebted to
Od. 5.247-59 (the building of the raft). Presocratic science, and perhaps
Empedocles, lies behind the comic Euripides’ é¢8oAudv &vrippov fidiou
Tpoxé at Ar. Thesm. 17, cf. Clements 2014: 25-6.

463 ouvavavd ‘I shall wither, cause to dry up completely’; the choice of
verb perhaps reflects theories about the moisture of the eye (cf. previous
n.), although scientific speculation is not needed to link eyes with mois-
ture (cf. Od. 19.204—9, etc.).
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xépas: cf. 458—gn.

464 ioU iou: the satyrs presumably dance a jig of celebratory pleasure
here. At Clouds 5438 Aristophanes implies that this exclamation is typical
of lowbrow comedy. Later grammarians sought to distinguish joyful o0
from ioV of lamentation (Schol. Ar. Peace 317, Suda 1 42%7), but it is quite
uncertain whether classical authors recognised the distinction.

465 The asyndeton (cf. Mastronarde on Ph. 1193) is here a marker of
enthusiasm. Mastronarde notes that in such cases ‘the two verbs are often
synonymous, or the second is more specific and colourful than the first’;
this verse fits that pattern. For the change from singular to plural cf,, e.g.,
212-13, 427-8, 643—4, above p. 24. Both verbs may be constructed with
the simple dative, although the dative is more natural after povépeofa;
this meaning (as in colloquial English ‘to be crazy about’) is not unusual,
but paivecBar is a good Dionysiac word for the chorus to use, cf. 1647,
168nn.

eupfuaotv: the implication is both ‘We love your devisings!’ and ‘We love
inventions!’, which seems to have been a regular theme of satyr-drama;
the chorus again suggests its metatheatrical consciousness, cf. Laemmle
2013: 371-80. This rather surprising word may also reinforce the sugges-
tion of a modern ‘scientific’ flavour to Odysseus’ proposal (cf. 460-4n.).
It is wrily ironic that Odysseus has ‘invented’ nothing here — he is simply
following the Homeric script.

466 o¢: by a familiar convention, all the chorus-members are covered by
the singular address to the koryphaios.

gidous: i.e. Odysseus’ ‘dear comrades’ (377-8n.), cf. 650-3.

4677 vers pedaivng koihov ... oxagos ‘the hollow hull of (my) black ship’;
although oxé&gos is not a Homeric term, Odysseus is here at his most epic.
koihos and péAawa are both standard Homeric epithets for ships, some-
times found, as here, together (cf., e.g., Od. 4.731).

iupoas, ‘causing to embark upon’ (cf. LS] s.v. éuBaivw II), takes a dou-
ble accusative, cf. Hcld. 844—5, IT '742.

468 &1mrAaior kdmais, ‘with double [banks of] oars’, presumably means
‘with all possible speed’; in the classical period warships of the heroic age
were assumed to have been penteconters with two banks of oars, cf. IT
1124, Hel 1412, Thucyd. 1.14.1, Morrison and Williams 1968: 194-5,
309-10.

&mootedd ‘I shall get <all of us> away from ...’; as parallels for an intran-
sitive active, ‘I shall set off’, are lacking, it is better to understand &mrooTeAd
as transitive, with the persons of 466 as the objects of both Zupficas and
the verb.

469—71 are difficult and disputed verses. As transmitted, the satyrs ask
to ‘touch the torch, as after a libation’. In preparation for a sacrifice, a
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burning torch was dipped into water (xépviy), which was then sprinkled
over the participants, hence making them sharers in the ritual act, cf. Her.
928-9, Ar. Peace 959 with scholia, Lys. 1129~30; as this act did not take
place after libations, Reiske here proposed dbotep év omwovdais. Although
there is no evidence that the ritual act involved a shared touching of the
torch, we need not demand absolute ritual accuracy from the satyrs; they
claim to want a share in the act, just as Electra asserts that she too had
her hand on the sword which killed Clytemestra (EL 1225, Or. 1235). An
allusion to the dousing of a torch in water evokes Odysseus’ second simile
for the blinding of the Cyclops at Od. 9.391—4:

o5 8’ 8T’ &viip xaAkeUs TTéAekuv péyav fii oxémapvov
giv Udam yuypddt B&mTm peydAa iayovta
pappdocwy: T6 yap auTe o1dfpou ye kpd&Tos éaTiv:
&g ToU oil’ 6pBaAuds EAaivéwt Tepi poxAddI.

If 469-70 evoke these verses, then the rewriting is utterly different in
kind from the preceding simile of ship-building; our memory is activated
by the expectation raised by the Homeric passage, not by specific verbal
clues in Cycl.

If the reference is not to the dipping of a torch into ritual water, then
the most likely alternative is that the satyrs ask for a role as helpers com-
parable to that of those who share in the pouring of libations together,
often in connection with the swearing of an oath, cf. Ph. 1240-1, Aesch.
Sept. 428, Ar. Peace 431-58 (Trygaios and the chorus), Lys. 195—7, 209—
11, where all members of a group touch the blood of a victim or a large
drinking bowl in making an oath, Torrance 2014: 14%7-8. With this inter-
pretation, Reiske’s dotrepei mends the syntax and provides the satyrs with a
suitably secondary role, cf. Aeschines 2.84 ToUs doTrep cuvepatrTopévous Tois
oTévSouot TV iep&dv, Dio Chrys. §4.34 oi owovdiis fryydvovres. We hesitantly
adopt this text and interpretation, but the matter remains uncertain.

o’ oUv 8rews &v ... ‘Is there some way that I might ...?’, cf. Ale. 52 (with-
out &v), Smyth §2552, K-G II 375.

SupaTa: cf. 458—9n.

poévou: the satyrs want the Cyclops dead and so exaggerate wishfully,
‘bloodletting’; there is no need to understand gévou either as ‘gore’ (Hec.
241, LS] s.v.14) or as areference to sacrificial killing (Seaford 1981: 273—4,
citing Porphyry, De abst. 2.29.5 on the sharing of responsibility for sacrifice,
kowwvfiocouot ToU ovou). Nauck’s révou deserves serious consideration, cf.
Ion 331 &i wévou por EUAAGPor kTA., Laemmle 2014: 164 n. 28.

472 861 yoUv Yes, you must!’, cf. GP* 454.

péyas yap Sadés: cf. Od. 9.319—26 KixkAwTros yép Exkerto péya pémoiov KTA.
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oU §uMnTrréiov ‘which we must take up together’, cf. Ar. Peace 437, LS]
s.v. couMapfdvw II 1a. The transmitted dv §uMnmrTéov would be ‘which we
must stop/grab’.

473 os ‘<Be assured> that ...’, cf. Smyth §3001, Diggle 1981: 88.

apafdv ixatév: cf. 385n. Hyperbole is the satyrs’ natural mode of
speech, as well as Odysseus’.

épaipnv: aor. mid. opt. aipew, cf. Ar. Frogs 1406 80’ ok &v &pawT’ 008’
ékatov AlyuTmTion

474 ToU xaxds éAovpivou ‘cursed, who will come to a bad end’, cf. Hcld.
874-5. This colloquial expression (never in Aeschylus or Sophocles) is
very common in comedy, which however prefers the compound &mwoou-
pevos; the simple verb ‘may make the phrase slightly less colloquial’
(Collard 2018: 49 (~ Stevens 1976: 15)).

475 éx8uyopev ‘we will smoke out’, the future of the rare éxtipw; for
the simple verb cf. 655, 659. Smoke was regularly used to clear bee-hives
and wasps’ nests, cf. Ar. Wasps 457 (with the n. of Biles and Olson), Lys.
475, Ap. Rhod. Arg. 2.130—4. The very lively image suits the rustic, comic
imagination of satyrs. The transmitted éx8pUyopev (an unattested com-
pound), ‘we will shatter’, is much inferior. It is at least curious that at
Ar. Wealth 301 (the parody of Philoxenus’ Cyclops, cf. above pp. 8—g) the
chorus threaten to catch the Cyclops and péyav Aopédvres fiupévov opni-
okov ékTupAddoal. ognkiokos, which occurs only in that passage in this sense,
apparently (cf. the scholia) refers to a piece of wood sharpened like a
wasp’s sting. Philoxenus perhaps echoed and varied Cycl. in this detail, or
perhaps both were indebted to an earlier version; éktugAoUv is in sound
very close to ékTugew.

476 ovy&re: a brief allusion to the familiar tragic motif whereby a char-
acter asks the chorus to keep silent about a plot which is being hatched
(Barrett on Hipp. 710-12, Mastronarde on Med. 263). The allusion is
humorous as silence never comes easily to a group of satyrs, but satyr-
drama is characterised by constant threats to the Dionysiac life, includ-
ing choral dancing and noise, cf. Laemmle 201ga. Odysseus is the only
character in Homer who uses the imperative ciya (Il. 14.90, Od. 14.493
(Odysseus making up a story about Odysseus), 19.42, 486 (Odysseus to
Eurycleia) ), and such an instruction may be seen as characteristic of him,
cf. 624n.; the closest early parallel is the young Hermes, a god who stands
very close to Odysseus, at HHHermes 3. For the alternation of singular
and plural verbs cf. 427-8, 465, above p. 24.

477 Toiow &pyitéxtoov: i.e. Odysseus himself, a rather grandiose plu-
ral for singular. For this metaphorical use, which looks forward to the
self-aggrandisement of scheming Plautine slaves, cf. Ar. Peace 305, Dem.
50.11 Tén dpyitékTon Tiis 8Ang émiPBoudiis, Arnott 1996: 450-1; the simple
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TéxTwv is often used metaphorically, cf. Med. 409, Aesch. Ag. 153, LS] s.v.
3—4. Odysseus here continues the language of ship-building from 460-1
(cf. Arist. Ath. Pol. 46.1, publicly elected naval &pyiTéxToves), cf. 460—4n.
At least somewhat later, however, the Theatre of Dionysos and other thea-
tres had &pyitéktoves, who leased the theatre and were then in charge
of seating, ticket prices, etc., cf. Dem. 18.28 (with Wankel’s n.), Pickard-
Cambridge 1968: 266 n.g, Csapo and Slater 1995: 288—9, Diggle 2004:
509. How early this system was in operation we do not know, but it is
tempting to see a theatrical joke here as well. Torrance 2014: 257 inter-
prets the metaphor as casting Odysseus as a master-poet.

478-9 Cf. Pylades’ sentiments at IT 676—9. The Homeric Odysseus
always presented himself as concerned with the fate of his comrades (Od.
9.421, 430, 10.383—7, etc.). o¥ pévos cwhficopcnr would make a stirring clo-
sure to the scene, cf. next n.

4802 are a very puzzling repetition of 478-g, although they do not
appear to be a simple alternative for them, as they are three complete
trimeters and kaitot hooks them to what has preceded as an objection
raised by the speaker himself, cf. GP* 556—7. The repetition might make
Odysseus look absurd in his efforts to appear heroic (cf. Laemmle 2013:
346—7), but it is perhaps better to see a post-Euripidean attempt to draw
explicit attention to (and make theatrical capital out of) the un-Homeric
ease with which Odysseus can come and go from the cave, cf. Zwierlein
1967: 451-2.

euyo’ &v ‘I could flee’, potential optative.

x&xPépnk’ ‘and I have come out from ...’; we might rather have expected
a verb meaning ‘I have slipped out from ...’, cf. 347n.

&vrpou pux@v: in 407 Odysseus’ comrades are cowering év puyois TéTpas
while he serves the Cyclops; here again Odysseus distinguishes himself
from them.

483-518 SECOND STASIMON AND SONG EXCHANGE

The chorus react to Odysseus’ plan by imagining, and probably miming
out, the blinding to come (483-6), in verses which rework Odysseus’ fore-
shadowing at 460—3. The sound of the Cyclops’ singing alerts them, how-
ever, to the fact that the monster is about to set off on his komos (cf. 445-6)
and so they decide to ‘educate’ him in such sympotic practice by singing
an appropriate song (488—94). The two stanzas of their song (494-502,
511-18) are separated by a metrically identical strophe sung by the inebri-
ated Cyclops who has emerged from the cave, probably wearing a wreath
(cf. 517-18n.) and followed by Silenos carrying a mixing-bowl (cf. 545)
and Odysseus with the wineskin.
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483-94 form an anapaestic system which may be performed either by
the koryphaios (cf. Garvie on Aesch. Pers. 532—9%7) or, more probably, the
entire chorus; ofya oiya in 488 has been taken as a sign that the two sec-
tions of the anapaests are performed by two half-choruses, but the sin-
gular imperative is more likely self-admonition by the entire chorus (cf,,
e.g., Suppl. 2771, Her. 819, Tr. 1285). The choral pattern of anapaests intro-
ducing lyrics is familiar from Aesch. (cf., e.g., Pers. 532—47, 623-32, Sept.
822-31), and there, as here, the anapaests serve in part as a self-conscious
introduction to what follows: the chorus announce the plan to ‘educate’
the Cyclops, and the lyrics which follow are part of that education. The
initial resonance of the anapaests may be comically martial: the inevitably
unwarlike satyrs imagine themselves ‘drawn up’ to fight, cf. Lissarrague
2013: 183—9 for images of soldiersatyrs. For such anapaestic systems
in satyr-drama cf. Aesch. Dikt. fr. 47a.821-32, Cerbo 2015: 72—7; in
Aeschylus too the suggestion of semi-choruses has been made (cf. Dettori
2016: 186). In Cratinus’ Odysseis (cf. above pp. 5—7), the chorus of sailors
seem to have introduced themselves in stichic paroemiacs (fr. 151): oiya
vuv Trés, Exe olya,/kai Tévta Adyov Téya Tevon'/fuiv 8 I8&kn watpls éoT,/
TAéopev & &’ 'Oducaé Beicon.

The anapaests here are, as is conventional, divided into dimeters.
The first section and the system as a whole are concluded (486, 494)
by catalectic dimeters (‘paroemiacs’) of identical shape: - - - - vv - —,
The utterance immediately before the close (492—3) forms three metra,
rather than the expected multiple of two, and this suggests the colometry
adopted here, a dimeter followed by a monometer; exactly the same pat-
tern closes an anapaestic sequence at Med. 1114-15. IT* offers a different
colometry (monometer followed by dimeter):

PEPE VIV KWUOIS
TadeUowpey [Tov &raideutov-
TavTws péMet [ruphds eivan.

In performance hardly any difference would be felt, but it makes sense to
give special emphasis to Tév &mraideuTov as in the colometry adopted here.

483—4 On the difference from Od., in which Odysseus orders his men to
draw lots for a role in the blinding, cf. above p. 10, 632—4n.

Tig & émi wpw Tt ‘who after/in sequence to the first ...’; for this, perhaps
martial, sense of the preposition cf. Xen. Cyr. 8.3.16-18 (177 émi 8¢ ToUTo1s...
TeTaypévot). 8¢ is not uncommon in the second limb of an anaphoric
sequence, without preceding pév, cf. GP* 163, Diggle 1981: 55-6.

8ol kaTrNY, ‘the oar of the torch’, picks up Odysseus’ nautical image
at 460-1. kawn primarily means ‘handle, grip’, as of a sword, etc., but in
the present context ‘oar’ is unavoidable.



COMMENTARY 485-490 201

éxpaoa ‘to grip firmly’, dependent upon Tay8eis, cf. AaBévrtas in 633.
The transmitted participle is not impossible — for such sequences of
participles in asyndeton cf. K-G II 104 — but the infinitive provides a
clearer sequence.

485-6 recall both 462—-g and Od. 9.389—9o.

BAepapwv: for the plural with reference to the one-eyed Cyclops cf. 458-
gn., Od. 9.389 PAépap’ &pei kai dpplas.

Siakvaioar ‘will destroy utterly’, lit. ‘will grind/scrape thoroughly’, cf.
El 1307, Med. 164.

4877 cndn Evbobev ‘singing within (the skené)’ is a surviving stage-direction
(Trapemrypagt)); the indentation in the text matches that in I'. For exam-
ples in satyr-play cf. (probably) wowmuouds at Aesch. Dikt. fr. 47a.790, 803.
Close to the current example are instances such as Ar. Birds 222 auUlej,
Frogs 11 aUlei Tis EvBobBev. Such stage-directions may have entered written
texts at a relatively early date, but it is unlikely that many, if indeed any, are
contemporary with the poet, although that question raises the very com-
plex issue of how dramatists actually scripted their plays. Most, but not all,
such wapemrypagai are readily inferrable from the text itself; in the present
case reference has already been made to the Cyclops’ singing (425), and
489—9o pick up the description of 425-6. Cf. further Taplin 1977b.

488 oiya giya picks up Odysseus’ instruction at 476, where see n.

xai 81 marks the arrival of a new character, cf. Med. 1118, Ar. Birds 268,
GF 251.

489 &xaptv kéhadov pouoilduevos is a mocking paradox: music, particu-
larly in the manner of Anacreon (cf, e.g., Anacreon T 13 Campbell),
should be full of yépss, just as the Graces (Xé&pites) and the Muses together
form the ‘sweetest company’ (Her. 675). The effect is something like
‘making music which is a graceless din’, a variant of 425—6 &ba ...
&uouc’. kéhados (cf. 7n.) here bears its negative sense, though it can also
be used of tuneful melody (cf., e.g., IT 1129). The mockery is heightened
by the verb poucilecbor, which is found only here before Theocr. 11.81
(the Cyclops again) and 8.38, both active, rather than middle; perhaps
Euripides coined a strange verb to describe a very strange sound (and
Theocritus noticed).

490 oxaids, lit. ‘on the left’, i.e. ‘clumsy’, ‘gauche’, like &uabtis (cf. 172—
4n.) and &poucos (cf. 426), covers a broad range of intellectual, cultural
and social ineptitude (cf. Halliwell 2012: 20-1); the chorus see them-
selves as sophisticated judges of song (cf. Pratinas’ angry chorus, in all
likelihood satyrs, at PMG %708), and the Cyclops here falls well short. At Ar.
Wasps 118 the exasperated son addresses his reprobate father as & okmt
k&maideute, Socrates sees Strepsiades as okaids (Ar. Clouds 629), and at PL.
Rep. 3.411d77—e2 the voracious athlete who has no interest in pouoiki) kai
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p1hocopia is &uoucos and lives év &pabiocn xai oxadTnNTI peTd &ppubpias Te kai
axopiotias (cf. &xapw in 489).

&rmrwndés may be understood as an adjective, ‘singing unmusically’, or a
one-off noun ‘non-singer’ (Halliwell 2012: 21), another lexical rarity to
match the unmatched awfulness of the Cyclops’ singing. The term does
not re-appear before Hellenistic and imperial prose.

kai KAavgdpevos ‘and who will come to a sorry end’; for this colloquial
use of kAaiew cf. 172—4, 554nn. The third and least expected member of
the crescendo is given emphasis both by kai and by the switch to the future
tense; the certainty of the Cyclops’ suffering is written in the Homeric
script. A certain awkwardness remains, however, which some have sought
to remove by emendation: xatakAauodpevos (Hermann), although xata-
kAaieiv does not seem to occur in this sense, Tdxa kAauodpevos (Fix). One
might consider interchanging 490 and 491, to give 490 even greater sur-
prise effect.

491 Tetpivey ... peddBpwv: a mockingly high-style variant for métpa,
although péAaBpa is used by Electra’s husband of his hut (EL 78) and by
Philoctetes of his cave (Soph. Phil. 1453); in Cycl. it appears also at 430,
‘the halls of the Bacchic one’, a grand phrase to tempt the satyrs, and 512
which picks up the current verse in a lyric context. In Ar. it occurs only in
paratragedy (Birds 1247, Thesm. 41, 874).

492-3 For the theme of the Cyclops’ education cf. above p. 18. Part
of turning the &poucos into a poucikds is to teach him to perform lyric
verse. There is a close analogy in the education into sympotic practice of
Philocleon in Ar. Wasps. For other links between Cycl. and Wasps cf. 156,
203, 320-1, 32331, 475, 490, 492-3, 543 Nn.

@épe vuv: the transmitted viv would be picked up by tév &maideutov, ‘him ...
the boorish one’; such a pattern is common (K-G I 658), though it can-
not be exactly paralleled in Euripides. The urgency of ¢épe vuv (cf,, e.g.,
Or. 1281), however, well suits the situation.

xwpois ‘with revel-songs’, to be taken with waidebowpev, cf. Ar. Thesm.
988—9, LS] s.v. II; this song is in fact to be about the x&pos.

émaideutov: both ‘uneducated’ and ‘boorish, stupid’, cf. 4gon., LS]
s.v.; at Jon 247 oUx &mwadeUtws refers to the proper sensitivity of a decent
person. The Cyclops is probably the character referred to in Nicochares
frr. 4-5 (from the Galateia) as ‘more uneducated’ (&mwadeutdTepos) than
a notoriously stupid person and also described as ‘illiterate’ (tév dvaAgd-
pnTov). Despite the satyrs’ scorn, Euripides’ Cyclops is in fact surprisingly
‘well educated’, cf. 275-6n., 316-46, etc.

494 TavTws ‘at any rate, at all events’. The implication seems to be
that educating the Cyclops in komastic practice will not have any harmful
effects, despite Odysseus’ plan to dissuade him from the komos (451-2),
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because the blinding is a certainty; one of the reasons they (and we) know
that is because we all know the Homeric script. This interpretation has
important implications for the song which follows, cf. 495-502n.

495-518 The ‘revelsong’ consists of three metrically identical stanzas
(cf. 510n.), two performed by the chorus and one by the Cyclops; such
a structure is very rare in drama and is probably resonant not just of the
poetry of Anacreon, but also more generally of popular and sympotic
song-culture, in which guests took turns to recite small snatches of song.
On the song in general cf. esp. Rossi 1g71a: 11-23, Bing 2014.

The metrical form of the stanzas falls broadly into two parts:

(i) Each stanza begins with six pure ‘anacreontics’:

[\ R .

The ‘anacreontic’ may be seen as an ‘anaclastic’ version of the ionic
dimeter, v v —— v v ——; ‘anaclasis’ refers to the redistribution of syl-
lables. In the present case - — replaces — v in positions 4 and 5.

(ii) The six anacreontics are followed by three ionics (v v ——vv ——vv ——)

and then the closural sequence v v — v — — —, Different interpretations
of this cluster are possible (cf. Willink 2001: 526), but most probably
we have:
v —— vy —— 2ion
vu—— v - ion anacr (syncopated)
The closural sequence vv — v — — — occurs also at Ba. 72, where it is

preceded by an ionic dimeter. In Anacreon, PMG 395, eleven anacreontics
are followed by an ionic dimeter and then a further anacreontic.

Ionic rhythms are particularly associated with ritual and cultic con-
texts, most notably Ba. 64-134 and Ar. Frogs 323-53 (cf. Dodds 1960:
72-3), but the principal resonance here will be with the sympotic songs
of Anacreon of Teos, although the name ‘anacreontic’ for this verse form
goes back only to much later metricians. Athenian tradition recorded that
Anacreon had been brought to Athens by Peisistratos’ son Hipparchos
([PL] Hipparchos 228c1—2, Arist. Ath. Pol. 18.1) and that he had written
poetry for elite families (Pl. Charm. 157€6, cf. Schol. [Aesch.] PV 128);
it is not unlikely that he influenced some of Aesch.’s lyrics. Pausanias
(1.25.1) records a statue of the poet on the Acropolis in which he was
represented like ‘a man singing while drunk’, but both the date of this
statue and the reliability of Pausanias’ report are disputed (cf. jog-10n.,
Rosenmeyer 19g2: 277—9). Comedy shows that both the poet’s name and
some at least of his verses would have been recognised by a late fifth-cen-
tury audience (cf. Ar. Ach. 850, Birds 1372—4, Thesm. 161); in Ar. fr. 235
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(Daitaleis) a character asks someone to sing him a skolion of Alcaeus or
Anacreon, and 495-502 would well fit such a request. A good notion of
the ‘idea of Anacreon’ in late fifth-century Athens can be gained from
a hexameter poem about him by the oligarchic politician Critias (fr. 1
D-K = PMG ro00): Anacreon is depicted precisely as a poet of love and
wine, a pioP&ppitos whose fame will last as long as do sympotic practices.
The satyrs too are creatures given to wine and the pursuit of sex and are
also players of the Bappitos (cf. 40n.); it is no wonder that Anacreon, like
them a ‘servant of Dionysos’ (Leonidas, APl 306.10 (= HE 2160)), was
one of their favourite poets. Later rhetorical and stylistic theory identi-
fied ‘simplicity’ (&péAeia) as characteristic of Anacreon, cf. Hermogenes
g322-3 Rabe; this stylistic feature suited ‘innocent, childish natures’, such
as Theocritus’ herdsmen (the Cyclops of Idyll 11 is a paradigmatic exam-
ple of such ‘simplicity’), and here too we may see an affinity between the
lyric poet and his satyric fans. Anacreon is depicted and named on three
Attic vases of the late sixth century, on one of which he appears to be
taking part in a komos, which is the context of the current performance.
On Anacreon’s reputation at Athens cf. Rosenmeyer 1992: 15-33 (with
Plate II), Yatromanolakis 2007: 110—43 (with Figures 8-10), Bing 2014,
Bernsdorff 2016, and for Athenian knowledge of archaic lyric more gen-
erally cf. Carey 2011: 447-54, D’Alessio 2016.

495-502 The chorus perform a song describing the pleasures and pur-
pose of the komos; for this theme in early lyric cf. Alcaeus fr. 374 and perhaps
Anacreon, PMG 442. Antipater of Sidon later called Anacreon 6 Awwvioou
pepeAnuévos ebdot kwpors (AP 7.26.5 = HE 256), and an epigram ascribed
to Simonides calls him giAéxwpos (AP 7.24.5 = FGE g60). In Alc. Heracles’
drunkenness is likened to a x&pos, cf. 804, 815, and the messenger in Jon
likens the doves who interrupt the celebration in the tent to a képos burst-
ing into a house (1196-7). We should imagine, however, the ‘real’ anal-
ogies of such a song being performed at a symposium, rather than by a
komast already on his way through the streets. Textual corruption in 499
and difficulties of interpretation enjoin caution, but there is no reason to
believe, as commonly argued (e.g. Voelke 2001: g5-6), that the purpose
of the song is to make the Cyclops realise that he has available already all
that he needs and so deter him from the komos; rather, the satyrs ‘educate’
him, in the certain knowledge of his fate (cf. 494n.). Odysseus’ plan is
then enacted at 530—44. The principal difficulty arises from uncertainty as
to whether the song describes someone on his way to the beloved’s house
or someone, together with appropriate company, still at the symposium, or
whether both situations are somehow evoked and combined.

The language and themes of the first stanza are not obviously parodic
of extant anacreontic or sympotic song more generally; the humorous
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incongruity rather arises from the disjunction between the makarismos of
a happily drunken komast and the actual situation of the Cyclops.

495 The generalising assertion of blessedness or happiness, ‘lucky the
man who ...°, the so-called makarismos, is frequently found in contexts
of cult and the mysteries, cf. Ba. 72-4 & pdxap, omis ebbal-/pwv Teherds
Bedv el-/ Bos kTA., go2—4 (with Dodds 1960: 75, Richardson 1974: g13).In
describing the ‘blessedness’ of the happy komast, this form therefore sug-
gests how easily obtainable ‘blessedness’ is. The satyrs begin with a formu-
lation, pé&xap 8oig edn&ler, which would be perfectly at home in the mouths
of the chorus of Ba., but they soon move away to a different vision; theirs
is a Dionysiac kduos, but not that in which the chorus of Ba. long to take
part. This is one of the passages which make the relationship between Ba.
and Cycl particularly intriguing, cf. above pp. 45-6. Makarismos is also a
familiar form in wedding-songs (Diggle on Phaethon 240, Hunter 198g;:
195), and as such the formula here may look forward to the third stanza;
a number of motifs are shared with the comic makarismos of a bride in
Eubulus fr. 102.

siéga ‘shouts the Bacchic cry’, cf. 25-6n., Ba. 67, 104, Soph. Ichn. 227.
The more common form is ed&Zew.

496 Borpiwv ¢lAmicr wayafs most likely depends upon éxweraodeis;
¢fAcion is presumably focalised both by the komast and by the perform-
ing satyrs. Choice between Attic/Ionic and Doric forms is difficult in this
ode, cf. 500, 504, 515. In a poem resonant of Anacreon, it may seem
mistaken to seek to eliminate Attic/Ionic forms, but Doric vipea (515)
seems unlikely to have been introduced by error, and Doric forms have
thus been accepted throughout.

497-8 ‘... spread out (< &xwerdvvup) for the revel, his arms around a
dear friend’. Interpretation is disputed. ‘Spread out’ may refer to the sails
of a ship, with the ‘dear grape-streams’ taking the place of the breeze (cf.
Anacreontea 50.10-12); if so, the image of the drunken komast as a ship
fits with a familiar and recurrent pattern of imagery, which the Cyclops
also picks up in the next stanza, cf. 362n. For the emotional elation sug-
gested by &xweraofels cf. perhaps Od. 18.160-1 (Penelope) &wws wer&oeie
pdAhioTa/Bupdv pwmothpwv (with Steiner’s n.). If the xduos is already
under way, irayxoAi{wv will mean ‘embracing for support’, rather than
the more erotic sense, ‘cuddling’, which the verb might otherwise sug-
gest; at Pl. Symp. 212d6 an aulos-player brings in the drunken Alcibiades
UmoAafoloav, ‘supporting him’. On balance, this interpretation seems the
most natural. Wilamowitz (on Her. 8go) read twikwpos and took the par-
ticiple as an image from wrestling (cf. 678n.), ‘overcome (bezwungen) by
the wine’, though he did not think that the komast was here depicted as
lying on the ground; as a wrestling term, however, éxweraofels could hardly
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mean anything other than that the komast was flat on his back (in a k&pa
rather than a x&pos). Others understand that he is indeed ‘spread out’,
but on a dining-couch rather than the ground; this, however, makes &i
x&pov very difficult to construe (‘ready for a revel’ OSC, cf. Voelke 2001:
94-6).

499-500 499 is unmetrical as te §avB6v gives — — — in place of v — -
Several of the many suggestions (cf. Di Marco 1g80b) seek to find some
form of &véos behind §av86v: émi Sepviowsi T’ &vBos (Meineke), ‘[having]
on the bed the flower of a voluptuous companion ..., émi Seyviowsi 7
&vBéwv/xMdavay Exwv étalpav (Seaford), ‘having a voluptuous compan-
ion on a bed of flowers’. If this is a description of a xé&uos already under
way (cf. 497-8n.), then &wv will mean ‘having [i.e. waiting for him, in
prospect]’, which is an awkward extension, unless the corruption in 499
conceals a wording which made that sense easier. If, however, the verses
refer to a reclining symposiast, then comprehension is admittedly easier,
cf. Anacreontea 50.17-20, 8T Eyc Tiw TOV oivov,/ulpwt eUdder TéyEas/dépas,
&yrdhoas 8¢ koUpny/kaTéxwv, Kimpw &eidw, behind which may lie poetry of
Anacreon (cf. PMG 444).

XM8avds occurs only here in Euripides, although xMi&1 is not uncom-
mon. Sappho seems to have used the adjective (fr. 60.8), and there may
be archaic lyric lying behind the use here. For the Doric form cf. 496n.

501 Men used perfume, like garlands, most notably at symposia and
weddings, cf. Ar. Peace 862 (with Olson’s n.), Blech 1982: 63-81, Laemmle
2013: 354-8.

nupdxproTov Mitrapéds is perhaps to be preferred to pupdypioTtos Mirapév
(Scaliger), as giving a more stylised word-order.

502 The komast calls out to be admitted when he has reached the house
of the beloved; as with the Cyclops’ imitation in 510, there may be specific
lyric models (? Anacreon) behind this verse, cf. Alcaeus fr. 74 5é§cn pe
kwpdodovTa, 8¢§at, Aicoopai o€, Aicoopar. Such songs outside the door of the
beloved, familiar above all from Hellenistic epigram and Roman elegy,
are usually given the generic name paraklausithyron (from Plut. Amatorius
753b), cf. Headlam on Herodas 2.34—7, Copley 1956, Hunter 1999: 107-8.
There may here be a sexual double entendre, with 8Upa suggesting the
female genitalia, cf. Ar. Eccl. 962, ggo where both literal and metaphorical
senses occur in a short space, Archilochus fr. 1g6a.21 West wiAa ‘gates’,
although nothing else in this song prepares for such coarseness, which
seems different in kind from the allusiveness of songs such as Anacreon,
PMG 417. Those who see these verses describing a sympotic rather than
a komastic scene explain that the reclining symposiast uses the komastic
phrase to issue a sexual invitation to his companion (or companions).
In either case, the conventional question calls amusing attention to the
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fact that the Cyclops’ cave has no door which could be locked against (or
opened for) a lover.

503-10 The Cyclops’ song takes its cue from the chorus’ stanza: such
an amoeboean technique is a familiar part of sympotic song-making. The
Cyclops’ song is typically about himself (cf. 322-38), but he is a comic
version of the ‘blessed’ komast whom the chorus has just invoked; his
‘anacreontic’ performance foreshadows the standard representation of
Anacreon in Hellenistic epigram as swaying under the influence of drink,
cf. Gutzwiller 2014, and Most 2014 for the subsequent history of such
mimesis. The Cyclops’ performance may conceivably have recalled for the
audience representations of Anacreon in art (cf. 495-518n.). The imag-
ery of the Cyclops’ song is more obvious and coarse than is normal in
sympotic lyric, but that is just what we would expect; the Cyclops’ first ana-
creontic begins in fact with a very down-to-earth and inarticulate exclama-
tion. In Philoxenus’ dithyrambic Cyclops (cf. above pp. 8—9g), the Cyclops
danced and imitated lyre-playing (Ar. PL 29o-5, PMG 819, Theocr.
7.153), and here too the Cyclops may have performed some drunken
dance-steps while singing. At Hor. Sat. 1.5.60—4 an ugly clown is asked ‘to
dance (the part of) the shepherd Cyclops’ and the context is dramatic (cf.
Gowers on v. 63). A scholium on Theocr. 7.153 reports that Theocritus
‘took over (petfiveyxe) from Euripides the fact that the Cyclops danced’;
as the Cyclops does not dance in Od. g, grammarians needed to find an
alternative origin for Theocritus’ reference. The scholium can hardly be
other than a reference to this passage (hardly to Silenos’ dance at 156);
it may just be ‘a guess’ (Seaford), but it would be a remarkable dramatur-
gical observation, given that there is no explicit reference in the text to
dancing. EupiiSou may, however, be a slip for ®Moévou or ApioTopdvous.

503 mamawai: cf. 153, 572, Ar. Thesm. 1191 (a cry of pleasure from the
Scythian archer).

mAéws piv oivou: for the common omission of the verb ‘to be’ cf. El. g7
with Denniston’s n., K-G I 40~1, Smyth §945.

504 yévupar (8¢) Sarros fipar ‘I rejoice in the merriment of the feast’;
for the Doric form cf. 496n. fipn is very hard to illustrate in this sense,
but cf. Pind. Pyth. 4.295 Buudv ékdécbar Tpds fipav, ‘give the spirit over to
youthful merriment’ (in a sympotic context). Stephanus proposed 1idn,
but one might consider #5& or &de from fdos, ‘I delight in the pleasure
of the feast’, cf. Il. 1.575-6 (= Od. 18.403—4) oUd¢ T dntds/EcbAiis Eooe-
Tar fidos; the Cyclops’ feast has been anything but ‘pleasurable’ by ordi-
nary standards. Some have wanted to see in the transmitted text puns on
Ganymede and Hebe, cf. Ambrose 2005: 23.

505—6 ‘... stuffed in my hull (ox&gos) like a merchant-ship up to the
deck at the top of my belly’; the Cyclops pictures himself as a ship so
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crammed with merchandise, presumably amphorae of wine, that it fills
the whole hold below deck-level, cf. 362n. The vividly explicit and almost
repetitious detail, continued in ¢dpTos in the next verse, is a hallmark of
Cyclopean lyric.

507 Umaya ‘leads on’, almost ‘entices me to ...", cf. Andr. 428, LS] s.v.
III.

6 gépros egppwv ‘the cargo of delight’, cf. Il 3.246 oivov 2Ugpova,
Xenophanes fr. 1.4 West xpntiip ... peotds éuppooivng, Fraenkel on Aesch.
Ag. 806. eugpoouvn is a key ingredient of the proper symposium, cf. Od.
9.6, Hunter 2018: 103, 106.

508 fpos dpais: springtime may perhaps evoke both the time of the orig-
inal performance at the Great Dionysia (in the month of Elaphebolion,
i.e. late March) and the opening of the sailing season, when very many
merchant-vessels were indeed launched after the winter pause; the two
events are linked at Theophr. Char. 3.3 (where see Diggle’s n.). It is pos-
sible also that there was a tradition linking symposia and sympotic song
to springtime, cf. Alcaeus fr. §6, Hor. c. 1.4. Wecklein proposed émixwpov,
‘me ... revelling’ (cf. 497-8n.), but cf. 445.

509 étri KuxAwtras &Sedgovs: cf. 445-6n.

510 The Cyclops concludes with a direct address, as had the chorus. It
is very likely that there are specific verses of Anacreon in the background
here, cf. PMG g56a &yt 5% ¢ép’ fiuiv & wai/kedéPny xTA., 396 ¢ép’ GBwp ¢ép’
olvov & Tal ¢épe & &vBepdevtas fpiv/otepdvous kTA. The reference to the
wineskin lowers the tone appropriately. Triclinius’ emendation restores
exact responsion with 502 and 518, in place of the anaclastic sequence
offered by <L>P. Exact responsion seems to offer a funnier performance
by the newly trained Cyclops, but some retain the MS reading as either a
licence or a marker of the Cyclops’ imperfect metrical control, cf. Zuntz
1965: 53—4, Meriani 1999: 164-8.

§ive: cf. 102n.

¢vbog po1 ‘pass me’, ‘put into my hands’, cf. IT 167.

511-18 The chorus now depict the Cyclops with hymeneal motifs obvi-
ously designed to mock him; after the k&pos comes the longed-for union.
Textual corruption and loss make the stanza extremely difficult to inter-
pret, but it seems certain that the chorus allude riddlingly to the coming
blinding, in portraying the Cyclops as a bridegroom about to lie with a
‘tender bride within dewy caves’. As with the chorus’ first stanza, there
is no reason to think that these verses are designed to deter the Cyclops
from going on his x&pos, cf. 495-502n. Bing 2014: 43—4 attractively sug-
gests that this stanza is modelled on hymeneal poetry written by Anacreon
for female choruses, cf. Critias fr. 1.8 D-K (PMG 500) mavvuyidas 8" iepés
OnAsts xopol augiémworv; Dioscorides, AP %7.31.2 (= HE 15%76) addresses
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Anacreon as kopou kai éaons koipave Tavwuyidos. There is, however, very
little evidence for any such compositions by Anacreon.

511 The material gathered in 553n. suggests that there may be specific
forebears for this verse in archaic lyric; Leonidas of Tarentum describes
the drunken Anacreon as Uyp& 8edopkedxs (APL. 306.3 (= HE2153)). Praise
of the beauty of both bride and groom was of course conventional in
hymeneal contexts, cf., e.g., Fedeli 1983: 122—4.

dupaciv: the conventional reference to ‘eyes’ (plural, cf. 458-9)
reminds us that the one-eyed Cyclops is not like the bridegrooms nor-
mally celebrated in song.

512 picks up the announcement of the Cyclops’ entry at 491; it does
not necessarily suggest that the Cyclops enters at this point — he may well
have been on stage since the anacreontic song began. The second half
of the stanza will address him in the second person, but there is no need
for éxmepdus (Heath) or éxmépa (Scaliger). The verse may in fact draw on
hymeneal poetry describing the appearance of bride and/or groom for
the wedding-procession, cf. Sappho frr. 111.5 ydpppos tépxetan icos Apeurt,
112, Ar. Birds 1709 trpocépyetan, Cat. 61.91-100, 176-88.

513 The lacuna at the start of the verse leaves its interpretation entirely
uncertain, whether we read Tis or Tis. Diggle (1972: 345) suggested a par-
ticiple such as keAadév, ‘crying out’, but why the Cyclops (or any komast
or bridegroom) should be depicted shouting ‘Who/someone loves me’
remains unclear, even in the context of the familiar banter and jesting
associated with weddings. We might consider something like a simple
kahds ¢v; Hermann proposed gidos éov.

514-15 are corrupt beyond even plausible restoration; for surveys of
attempted solutions cf. Diggle 1972, Stinton 1977: 138—9. ‘Torches’ suit
the hymeneal context and perhaps also evoke the firebrand which awaits
the Cyclops (many have sought to connect daia with 8ais, ‘torch’); Seaford
proposed AUxva o’ fippéy’ &ppéver kai/podoxpws Tépewva vupga, where the epi-
thet would indeed suit a hymeneal context (cf. Theocr. 18.31, Hunter
1983: 126). Several suggestions find xpds concealed within the transmit-
ted xds. Comparisons and similes are very common in hymeneal contexts
(cf., e.g., Sappho fr. 115, the bridegroom compared to a ‘slender branch’,
Feeney 2013), and corruption here may conceal such a ‘likeness’. The ‘ten-
der bride’ may evoke the tree-branch which has become a red-hot stake.

&ppéver i.e. avapéver with apocope of the disyllabic prefix; the verb can
be used of both pleasant and very unpleasant things in store, cf. Hec. 1281
povia douTpé o” dppével. It is obviously tempting to see an allusion to Alcaeus
fr. 346.1 wovwpey: T T& AUxV dupévopev; dakTulos duépa, but no reconstruc-
tion yet suggested offers a plausible text or purpose for such an allusion.

wuga: cf. 496n.
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516 ‘Dewy caves’ suggests both a locus amoenus for love-making (perhaps
again evocative of Anacreon, cf. Dioscorides, AP 7.31.8 (= HE 1582)),
and (ironically) the blood-spattered cave of the Cyclops, cf. IT 443 8pboov
aipatnpdv, Aesch. Ag. 1390. There may again be a sexual double entendre
(cf. 16g—73, 502nn.), but despite all that has been written about the rela-
tionship of women and caves in the Greek male imagination (Calypso,
Theocr. g etc.), such a usage here would be hard to parallel.

517-18 Lit. ‘no single colour of garlands around your head will soon
keep you company’; é&omAfioet is very remarkable, but ‘no remotely plausi-
ble substitute has been suggested’ (Diggle 1972: 345). Bridegrooms, like
symposiasts, wore garlands, and garlands are a constant theme in sym-
potic poetry, cf., e.g. Anacreon, PMG 410, 434, Blech 1982: 63-74; the
meaning seems to be that, whatever wreath the Cyclops is currently wear-
ing, it will soon be joined by another ‘crown’ of blood-red. There is no
good evidence, as sometimes asserted, that bridegrooms were particularly
indicated by wreaths of several colours or of one.

519-60% THIRD EPISODE

In a long stichomythic exchange, Odysseus and Silenos seek to educate
the Cyclops about wine, while dissuading him from going on a ké&pos to his
brother-Cyclopes; Silenos uses the occasion to drink as much as he can.
The wine goes to the Cyclops’ head, and he chooses Silenos as the appro-
priate sexual partner to complete the party. They disappear into the cave
(Silenos never to return), and Odysseus seeks to strengthen the chorus’
resolve and prays for divine help.

519—20 &xouoov: cf. 253n.

s ‘[You should listen to me] because ...’

ToU Baxyiou: the identity of the god and his wine, which forms the basis
for the interchange of 51929, is very familiar, cf. 454, IT'953, Ba. 284 oUtos
Beoior omévdeTon Beds yeyws (with Dodds’s n.); in Timotheus’ Cyclops (PMG
780.4) wine is aipa Bakyiou, cf. Obbink 1993, above pp. 17-18 and 521-2n.

Tpipwv ‘an old hand with’, ‘very experienced in’, cf. Med. 686, Ba. '717;
the term is not found in Aeschylus or Sophocles and probably has a collo-
quial flavour, cf. Collard 2018: 112-13 (~ Stevens 1976: 50-1), Biles and
Olson on Ar. Wasps 1429. Odysseus never needs a particular reason to
claim expertise in any sphere of activity, but it is the Odyssey and, above all,
the Cyclops-story of Book g which have demonstrated his knowledge of
wine; here again (and cf. 567) Odysseus perhaps teases the Cyclops with
the well known Homeric story.

mieiv: cf. 257n.

521—2 The Cyclops’ awkward (and somewhat unexpected) questions
call attention to the potential ambiguity of 519—20: is Odysseus referring
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to the ‘Bacchic one’ qua wine or qua divine figure? It is tempting for
us to translate this into a difference between pé&xyios and Béxkyios, but
that distinction is naturally blurred in oral performance (cf., e.g., &paws
and “Epws). Despite 204-5, the Cyclops seems not to have made the
link between the ‘Bacchic one’ and the wine he has been drinking; in
his reported conversation with the Cyclops within the cave, Odysseus
used only the name ‘Dionysos’ (415). The awkwardness of taking 521
as a single question is overcome by Nauck’s punctuation into two halves
(cf. Med. 701 for strong punctuation at the centre of the trimeter),
but 8eds vopileTon; remains an unexpected question for the Cyclops to
ask (Hermann suggested 8eoU for toUtou in 520 to explain the ques-
tion). Some editors follow Wieseler in giving these words (and 522) to
Odysseus; the absence of any assenting particle in 522, Yes, he is ..., is
indeed surprising (cf. K-G II 541).

péyioros ... piou: cf. Ba. 278-83, 4219 (oivou Tépyw &Autrov), 76974,
Il. 14.325, etc.

523 épuyyavw never occurs in high poetry, which restricts itself to épety-
ouai, the verb used of the Cyclops in Od. 9.374; neither verb appears in
tragedy.

yoUv confirms Odysseus’ claim, cf. GP* 451-2; the pleasure (f3¢ws) the
Cyclops takes in vomiting is an example of the god’s contribution to Tépyis
Biou.

524 A flat contradiction, not just of what every audience-member knew
(cf. Ba. 860—1), but also of Od. 21.293—4, spoken by Antinoos to Odysseus,
olvds ot Tpwel peAindis, ds Te kai &Aous/PAdTrTel, 85 &v pv xavddv EAm pund’
afowa vy, cf. 421-2n. In instructing the Cyclops about wine, Odysseus
is as economical with the truth as ever.

525 & expresses the Cyclops’ surprise, cf. G 175. The Cyclops is still
confused by the notion that the wine is (also) the god. For a rather similar
joke cf. Plaut. Amph. 341 quo ambulas tu, qui Volcanum in cornu conclusum
geris?

526 eUmreThs, ‘easy-going, unperturbed’, lit. ‘falling well’ (probably a
metaphor from dicing), refers both to Dionysos’ familiar smiling calm
(cf. Ba. 43960, 622, etc.), and to the liquidity of wine, which will ‘hap-
pily’ sit in any space into which it is poured; Odysseus is again teasing the
ignorant Cyclops.

527 However familiar the Cyclops may be with animal-skins, he, like
many of Euripides’ audience, regards them as the dress of poor rustics
and thus ill befitting gods, cf. Ar. Clouds 772; he is perhaps thinking partic-
ularly of goat-skins, cf. 8on. Whether or not gods had ‘bodies’ and what
they looked like had long been debated by intellectuals, cf. Xenophanes
fr. 23 D-K = D16 Laks—Most ‘one god, the greatest (uéyioros) among gods
and men, alike to mortals neither in form (8épas) nor thought’, Osborne
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2011: chapter 7; the Cyclops is, however, somewhat theologically chal-
lenged. odp’ Exew in this sense is an unusual phrase, and Pierson sug-
gested 8y’ Exew, which would have the Cyclops continuing his line of
thought from g25.

528 7i & ...; ‘Whyso ...?", cf. Hipp. 784, Hec. 886, Barrett on Hipp. 608.

529 The Cyclops probably takes another drink before or after this verse.
The point seems to be that the now childlike Cyclops thinks that it is the
wineskin which is keeping him from the wine and placing a constraint
upon the god; he does not understand that, without the skin, he would
have nothing to drink.

530 xeuBuper ‘and have a good time’. elBupia, ‘good cheer’, is appro-
priate to the symposium, cf. Aesch. Ag. 1592 (with Fraenkel’s n.), Ion fr.
26.14 West, Dionysos addressed as es8upwv cuptrosicwv TpdTtan, Philemon
fr. 98.4; Pindar personifies EG8upia and connects her with the Muses (fr.
155 M). In such contexts, the meaning is very close to edgppooivn, cf. Od.
9.6, Xenophanes fr. 1.4 West, 507n.

531 TpooSolven ‘give a share of’, cf. 361, Hel. 700, Ar. Knights 1222.

532-3 show Odysseus and the Cyclops involved in a kind of sympotic
capping (mimTepos is capped by xpnowdTepos), cf. 536—7, 538n., Collins
2004: 44-8. Odysseus appeals to the epic and aristocratic motive of Ti:
the possession of valued goods, such as wine would be in a country which
has not known it before, will increase the prestige of an individual; in
the only occurrence of tipos in Homer, Odysseus’ men grumble that
Odysseus is w&o1 ¢idos kai Tipos, to judge by the gifts and property he
collects, whereas they are returning home empty-handed (Od. 10.38).
Against this, the Cyclops sets the communal, ‘democratic’ virtue of being
xpfioipos (or xpnoTds) to one’s ¢pidor (or indeed one’s fellow-Cyclopes) by
helping them materially, cf. Suppl. 887, Or. g10-11, Eupolis fr. 129, Dem.
42.22 ‘those who are well off should show themselves xpficipor to the citi-
zens’, Men. Sam. 15-16. The clash of social motives, and the positioning
of the Cyclops on the side of communal values (contrast Od. 9.114-15,
‘[the Cyclopes] have no concern with one another’), is a witty updating
and revision of the Homeric text.

534 Athenaeus 2.36d, which survives only in epitome, cites the verse
TANYds 6 k&dpos Aoidopdv § UPpw géper from Euripides, and it is perhaps
more likely that this is a variant version of 534 than a verse from another
play. The changes might have arisen from slips in quotation from mem-
ory or may rather be an ‘acting’ version which has at some time been
taken into written texts; the verse may have become quasi-proverbial.
The epitome cites the verse within a nest of passages on the effects
of wine and, in particular, on UBpis resulting from excessive drinking;
Athenaeus’ source cannot here be identified, but the variant version
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would seem to have arisen at a relatively early date. It is not impossi-
ble that Euripides’ verse originally contained elements of both versions.
The bad effects of excessive drinking and rowdy revelling is a common
theme of literature, notably comedy, cf. Epicharmus fr. 146, Ar. Wasps
1253-5, Eubulus fr. g3, from the Semele or Dionysos (with Hunter 1983:
187—9), Alexis fr. 160.

Tuyu&s is more colourful than wAnyds, better suits the Cyclops’ reply,
and picks up the theme of 229; cf. further Pratinas, PMG %708.8 kduw1
pévov Bupapdyors Te Tuypaxioot véwv, Ar. Wasps 1386 iwcoma, Eubulus fr.
93.8 (on the worsening effects of each additional bowl of wine) &xtos &¢
Kdpwvy, EBdopos & Urwmicwv. For mAnyés, which may be inflicted by a staff as
well as by fists, cf. esp. Ar. Wasps 1298, 1323-5, 1422, etc.

AoiSopév T Epv: cf. Alexis fr. 160.5, Ao18opeicBan as a stage (before vio-
lence) in drunken behaviour. The alternative to #pis, Uppis, which can
cover both insulting words and violence, is very frequently cited in such
contexts, cf. Panyassis fr. 17-18 Bernabé (= 20, 22 West), Ar. Wasps 1303,
1319, Eubulus fr. gg.7, [Arist.]. Probl. 30.953b4; if L read Aoidopév 6 Uppv
and the text of Ath. AoiSopév T’ Epwv, the former would certainly be the
standard text of this verse.

eiAei: cf. 537, IA 1000-1 oTpatds yap &bBpdos ... / Aoxas Tovnpds kai
kakooTépous giAel, Pind. Nem. 9.48 fiouxia 8¢ giAei/pév oupmdoiov. In such
statements ¢iAeiv amounts to ‘is characterised by’; ¢iAeiv followed by an
infinitive is also common in generalisations of this kind.

535 ‘Yes, I am drunk, but nevertheless no one [or ‘No one’] would lay a
hand on me!’. No one (in their right mind) would presumably ever pick a
fist-fight with the Cyclops, but — in keeping with the pattern of this whole
scene — he is now characterised by the reckless bravado of the very drunk.
So too, the confession of drunkenness is a familiar part of the literary por-
trayal of those under the influence, cf., e.g., Pl. Symp. 212¢ (Alcibiades),
Eubulus fr. 123.

épmras ‘all the same, nevertheless’, cf. LS] s.v. II.

oUmig will presumably have reminded some of the audience at least of
Odysseus’ trick in Od. 9, cf. 549-50; once again, the Cyclops’ words echo
and foreshadow the familiar Homeric material.

536 Odysseus speaks as the Cyclops’ teacher and there is no need to
see, with, e.g., Rossi 1g71a: 3o n.6%, a distortion of the proverbial oiko
pévew xpt TOv koGS ebdaipova (Aesch. fr. 317, Soph. fr. 934).

@ Tt&v: this common address (of unknown etymology) here character-
ises ‘friendly’ advice, cf. Hcld. 321, 688, Dodds on Ba. 802, Collard 2018:
97-8 (~ Stevens 1976: 42—3), Dickey 19g6: 158-60; in other contexts it
may suggest impatience or frustration. At Soph. Ichn. 104 it is used by one
member of the satyr-chorus to another.
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537 The Cyclops caps Odysseus’ generalisation with a matching quasi-
proverbial utterance; the monster already knows some sympotic ‘rules’,
cf. 532-gn.

fAidiog with the meaning ‘stupid’ occurs only here in Euripides and not
in Aeschylus or Sophocles; [Aesch.] PV 1061 gives the only extant exam-
ple of the verb fi6i00v.

538 Cf. 708, GP* 153 for 8¢ ... ye in ‘retorts and lively rejoinders’.
Odysseus trumps the Cyclops’ claim, with copds emphatically placed at
verse-end to surpass fHAibios, in what amounts to another mini-demonstra-
tion of sympotic ‘capping’, cf. 532-3n. Odysseus’ success is marked by the
first signs of hesitation from the Cyclops.

MeBuobeis: aor. pass. participle of peBioxew, cf. 16%7; the passive is used
like intransitive pefucw.

539—40 Silenos’ advice is driven as much by a desire not to have to
share the wine as by a wish to aid Odysseus’ plot. An exchange between
individual satyrs at Soph. Ichn. 1045 is verbally very close to these verses:
Ti SpdUEY ... /TS Bokel; Bokel Tdvu.

Ti Sp&duev ...; amusingly suggests the crisis of a tragic moment, cf. Hipp.
782, IT g6, EL 967, etc.; however different the mood (cf. Soph. Ichn. 104),
this decision will indeed determine the Cyclops’ wretched future.

541 Odysseus now adds a further reason for staying put — the grass
outside the cave offers a splendid setting for drinking; xai v indicates
assent to what has just been said and adds a further argument, cf. Ar. Lys.
206, G 353—4. Odysseus’ words evoke the pleasures of an outdoor drink-
ing-party, often described in literature and depicted in art, cf. Pl. Rep.
2.372bg, Theocr. 7.133-55, Ap. Rhod. Arg. 1.453—9, Lucian, VH 2.14,
Cazzato 2016. 543 shows that the verse cannot be spoken by the Cyclops
as a reason to invite his colleagues to join him, with ‘adversative’ xai pfv
(GP” 357, so Masarrachia 19g4: 60—2); if spoken by the Cyclops, the verse
could only mark agreement with Silenos and show that the Cyclops is
yielding to the pressure (so, e.g., Rossi 1971a: 31).

Aaxvddes Toudas &vinpds xAdns ‘the ground is thick/shaggy with flow-
ering greenery’. The genitive, regular with verbs meaning ‘be full of’
(Smyth §1369), probably depends upon Aaxvéades, cf. Soph. EL 8956
TePIoTEQT ... GvBéwv, OT 83 ToAuoTeptys ... 8&gvns, rather than upon ToUdas,
‘the ground of flowering greenery is thick’. Kirchhoff’s &vénpai xAém: sim-
plifies the construction, but is unnecessary.

ToUSas: i.e. TO oUdas, cf. Hipponax fr. 118.5 West ToUs, i.e. 16 oUs. kai
pfv is, however, very often reinforced by ye, and Porson’s y’ oU8as may be
correct.

542 That it is pleasant to drink in the sun is not a strong reason not to
invite the other Cyclopes to join him or to go on a k&uos; he presumably
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means that the Cyclops should stay and enjoy the sun before it gets dark.
For the time-setting of the play cf. 214n.

Tpos ... B&ATros fiAiov ‘in (lit. facing) the warmth of the sun’; the sim-
ple wpds Tov fjliov is more common. Just as the sympotic instruction of
the Cyclops has elements in common with the similar lessons offered to
Philocleon in Ar. Wasps (cf. next n.), so here we may compare Bdelycleon
urging upon his father the pleasures, including judging in the sunshine,
of having his own court at home (Wasps 771-5).

543 Bdelycleon similarly teaches his father how gentlemen recline at Ar.
Wasps 1208-13. Later scholars knew that, in the time of Homer, heroes
sat, rather than reclined, on festive occasions (cf. Ath. 1.17f, Fraenkel
1g50: III 754), but the humour here resides in turning the Cyclops into
an Athenian gentleman, not in the anachronism per se. In the satyric Syleus,
Heracles invites the eponymous monster to some heavy drinking, kAifnm
kai Tiwpev v TouTw 8¢ pou/ T TeElpav eUBUs AduPav’ ei kpeioowv Eom (fr. 6g1).

pot: ‘ethic’ dative, here best translated ‘please’, cf. 43n.

544 idou: cf. 153—4n.

545 8fita ‘then’, i.e. now that I am lying like this ..., cf. Andr. 84, Hcld.
667, GP* 269. The mixing-bowl should be ‘in the middle’ (547), in the
centre of the drinkers’ field of vision.

546 Silenos’ excuse is comically absurd: who is likely to be ‘passing by’?
Here again (cf. 153—4, 669—gonn.) excitement at the prospect of drink-
ing wine is expressed by verse-division (‘antilabe’). The lively, almost slap-
stick action of the ‘symposium’ of Silenos, the Cyclops, who is worried that
Silenos is drinking too much of the wine, and an increasingly impatient
Odysseus is brought out by four further antilabai at 558, 560, 565, 568.

xatapaAm ‘knock over’.

547 xAérrrwy is often used of doing something on the sly, cf. 552 A&bpan,
LS]J s.v. IV, but here ‘stealing’, an important theme of the play (cf. above
p- 81. on the hypothesis, 223n.), is just as appropriate.

xatdes: i.e. katdbes, with apocope of the disyllabic prefix, as often.

és uéoov: the positioning of the mixing-bowl ‘in the middle’, in full view
of all the symposiasts, was an important element, and manifestation, of
the principles of equality and openness — the symposiasts too spoke ‘into
the middle’ (Theognis 495, etc.) — which were central to sympotic ideol-
ogy, cf., e.g., Ford 2002: 39—45.

548 Cf. Od. 9.355—6 565 por &1 TPdPpwv kai pot Tedv olvopa et/ alTika
viv. The Cyclops, however, now also behaves like a ‘modern’ symposiast
in asking the identity of his fellow ‘guests’, cf. Critias fr. 6.1-7 West, Call.
fr. 178.14.

xpf kaAsiv: according to the Homeric script, the Cyclops ‘has to’ call
Odysseus ‘No Man’, cf. 194.
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549 x&ptv 8¢ Tiva Aapwv o’ ématvigw; ‘What favour will I obtain and thank
you [for obtaining it]?; éwewéow is more likely to be future indicative
than aorist subjunctive. Odysseus’ reply virtually completes the Homeric
reworking which 548 had begun, cf. Od. 9.356 va To1 8& Eelviov &t ke oU
xadpmis; it is as though the Euripidean Odysseus insists on going through
every important move of the Homeric script. In Cratinus’ version (above
PP- 5—7), Odysseus seems also to have forced the Cyclops to follow the
Homeric script, cf. fr. 145 1 vOv 716 AaPdov 18n, kai ToUvoud i edBUs épdTa.

550 Cf. Od. 9.369-70 OUTwv ¢yc> TipaTov Edopan peté oo’ étdpoiot,/Tous
&’ &AMous TTpdobev.

Uotepov: comparative and superlative forms are often interchanged
in MSS, and Hermann’s dotatov (cf. the Homeric woparov) may well be
correct.

fowvéoopan: cf. 233n.

551 Silenos’ sarcasm, delivered presumably from beside the mix-
ing-bowl behind the Cyclops, draws the Cyclops’ attention to what he is
up to.

552 oUtos, when used as a vocative, is a peremptory form of address,
‘Hey!’, often to an inferior, cf. Alc. 773 (Heracles to a slave), Collard
2018: 86 (~ Stevens 1976: 377-8), Dickey 19g6: 154-8. It is very common
in comedy.

553 The second metron consists of two tribrachs, perhaps suggestive of
Silenos’ embarrassment and/or haste.

oUTos, i.e. the wine, amusingly corrects the Cyclops’ rather different use
of the same word in 552. Silenos is probably drinking straight from the
mixing-bowl, as satyrs are not infrequently depicted in vase-painting.

txuaev: cf. 172—4n. In the satyric Omphale of Achaios (TrGF 20 F g3.1),
the chorus-leader or one of the satyrs declares 6 8¢ okUgos pe ToU 8eol Koel
TaAal.

kaAdv BAétrew ‘I have a lovely look in my eyes’, not (as many translators) ‘I
looklovely, Ilook handsome’, cf. 511, Hes. Theog. 911 (the Graces) xaddv ...
SepridwvTal, Anacreon, PMG 360.1 & mal apBéviov PAétrwv, Praxilla, PMG
754 © 81 TGV Bupidwv koAdv éupAéoica/opbive, LS] s.v. PAéww II, K-G
I 3og. The implication, however, which will soon be elaborated, is that
Silenos is indeed both kaAés and a suitable sexual partner (épcouevos). The
satyrs’ deluded belief in their own sexual attractiveness is a familiar motif
of satyr-play, cf. Laemmle 2013: 399—402.

554 The newly civilised Cyclops understands the need for reciprocity
in erotic relationships, cf., e.g., Sappho fr. 1, Theognis §52, 1094, Xen.
Symp. 9.6, CEG 530.2 dolvta &vrigidoloa Tov &vSpa ‘Oviioiuov. Full erotic
reciprocity is not usually associated with paederastic relationships (and
the aroused Cyclops will shortly have no interest in Silenos’ emotional
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consent), but the classical construction of paederasty certainly encour-
aged the épopevos to feel pidia for the épaoths, cf. Dover 1978: 49-54.
Silenos does indeed love wine, he is gidowos, cf. Theognis 873-4 (an
address to wine) oudé¢ oe wauav/olTe ToT éXBaipev oUTe PiAeiv SUvapal.

xAavom You’ll be sorry’, a warning, accompanied by a veiled threat of
violence, to Silenos to desist from what he is doing, rather than (as Silenos
takes it, cf. next n.) an observation about relationships, ‘It will end in tears
when you show love to someone who does not love you’. For this colloqui-
alism, common in Cycl., cf. Andr. 57777, Hcld. 270, LY] s.v. kAaiw I 2, Collard
2018: 4g-50 (~ Stevens 1976: 15-16).

@A&v picks up Silenos’ é&kuoev and thus means ‘kissing’, though the
ambiguity opens the way to Silenos’ response.

oU g1holvta ot specifically denies Silenos’ claim that the wine had kissed
him: no, it was Silenos doing the kissing, cf. 172—4n.

555 oU p& Ai’: Silenos amusingly takes the Cyclops’ threat (kAavomt) lit-
erally: ‘No by Zeus, this will not bring me the tears [of an abandoned
lover], because ...” The transmitted vai u& Ai” would mean ‘Yes by Zeus,
the wine does giAsiv me, because it desires (¢p&v) me’, which would either
be a restatement of the claim that the wine kisses (giAiv) Silenos or a kind
of comic a fortiori argument, in which Silenos would (pretend to) under-
stand the Cyclops’ oU pidoivta o¢ not as ‘which does not kiss you’ but as
‘which does not love you’; the denial with Diggle’s o seems much more
pointed.

épav: the ‘desire’ of the lover is often opposed to the ‘love’ which both
parties may feel, cf. 554n., Pl. Phdr. 255e1-2, Xen. Hiero 11.11.

évTtog xahol: according to Silenos, the wine makes the classic declara-
tion of the épaoTis to his beloved, ‘Boy, you are xoés’, cf. Theognis 1259,
Call. Epigr. 28.5 (= HE 1045), Dover 1978: 111-24.

556 The Cyclops warns Silenos that when the latter passes him the cup
it has to be full, i.e. Silenos should not have sampled it first. As oivoxdos
(560), one of Silenos’ tasks is to fill the cups from the mixing-bowl.
Epicharmus fr. 72 (from Cyclops) suggests a very similar scene ¢ép’ éyxéas
&5 TO OKUQOS.

557 Silenos bends over the mixing-bowl again to drink, although osten-
sibly to check that the mixture is as ordered.

&S ... kéxpatal; ‘In what proportions [lit. how] is it mixed?’ Common
strengths, water to wine, were 2:1, :2, 5:2 and §:1, cf. Plut. Mor. 657c,
Ath. 10.426b-7¢c, Page 1955: 308, Hobden 201 3: 48; satyrs of course pre-
ferred their wine neat or, at least, very strong, cf., e.g., Achaios, TrGF 20 F
9, Laemmle 2013: 441-3. In Od. the wine which Odysseus received from
Maron was to be drunk in the mixture 20:1 (Od. 9.208-10); Cycl. draws a
veil of silence over such an improbable detail.



218 COMMENTARY 558561

oUv marks a new stage in the action, i.e. ‘Given that I will pass you a full
cup,  must inspect ...", GP? 426.

eépe: cf. 8n.

558 &moAeis You’ll kill [me]!’, a common comic exclamation, cf. Ar.
Ach. 4770 (the exasperated Euripides), Eccl. 775, Pl. ggo. With the Cyclops’
growing impatience for a drink, caused by Silenos’ deliberate delays, we
may compare Kinesias’ sexual frustration, caused by the apparently end-
less excuses of his teasing wife Myrrhine, in Ar. Lys., cf. 936 &vBpcwros émi-
Tpiyer pe, 952 &oAdAekév pe k&mTéTpigey fi yuvh. In Aristias, TrGF g F 4,
from the satyric Cyclops, the Cyclops says to Odysseus &mwAeoas TOV oivov
¢myéas USwp, a verse that later at least became proverbial. This has led to
claims both that Euripides is here indebted to Aristias and that, by &roAeis,
the Cyclops means (or also means) ‘you will destroy [the wine by mixing
water with it]’, cf., e.g., Rossi 1g971a: §6—7; it would be difficult for the
audience to appreciate this, given how commonly the exclamation &moAeis
is used.

oUtws ‘without further ado’, cf. Ale. 680, LS] s.v. IV.

oU p& Ai’: like Myrrhine in Ar. Lys., Silenos finds another reason for
delay: as a proper symposiast, the Cyclops requires a garland. The trans-
mitted vai p& Af’, ‘Yes [I shall give you the wine], not before ..." seems less
witty than Silenos’ fussy negatives, but doubts about the true text remain.
Diggle suggested vi) A’ o piv and Blaydes o0 p& Aia wpiv.

559 yevowpai Té T1 ‘and I get a taste’ seems more knowingly ironic (cf.
153-5n.) than yevowpai T’ 11 ‘and I taste some more’, but either interpre-
tation of the transmitted text is possible.

560 The second metron contains a split ‘comic’ anapaest (above p. 37),
again in Silenos’ mouth.

oivoxéos &ikos ‘The wine-pourer is unjust!’; the third-person exclama-
tion seems more pointed than & oivoxéos &Sikos. In a ‘real’ symposium
such an exclamation would presumably be intended for the ears of fel-
low-symposiasts, and &ikos might well have been the sympotic mot juste
for (real or believed) misbehaviour by the wine-pourer; for criticism of
wine-pourers cf. Call. fr. 178.18-1q.

<oU> p& Ai’: it seems funnier for Silenos to deny the charge, and hence
to repeat the beginning of his preceding intervention at 558, but <vai> p&
Af’ is not impossible.

561 &mwopaxTtiov 8¢ coUariv ‘But you must wipe your mouth’ (during
which time Silenos presumably drinks again). It may well have been
normal practice to wipe food remnants off the mouth and beard before
drinking (&mopd&oow also gave rise to the noun &mopaydadia, bits of bread
on which symposiasts wiped their hands), but this may have been particu-
larly necessary in the case of the Cyclops, given the nature of his recent
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meal. The transmitted &mwopukTtéov, ‘you must wipe your nose’, need not
mean that the Cyclops actually has a runny nose (cf. Plaut. Asin. 796-8)
— it could simply be another of Silenos’ absurd delaying tactics — and is
not impossible here. Clem. Alex. Paed. 2.2.21 (cf. 2.7.60) lists ‘constant
spitting and blowing your nose (&mwoptcoecfar) and rushing off to relieve
yourself® as symptoms of sympotic excess (he perhaps remembers Xen.
Cyr. 1.2.16, 8.8.8). In a summary of one of Euripides’ satyric Autolykos-
plays Tzetzes describes Silenos as ‘snub-nosed, toothless, bald and with a
runny nose (uu§®ddes)’ (Autolykos T iv Kannicht, cf. Laemmle 2014: 120—
1); the theme may therefore have had some topicality in satyr-play.
govoTiv: i.e. ool éoTiv, cf. 251-2n.

ws AMym misiv: cf. 257n. For &g with the future indicative in a purpose
clause cf. Ba. 784, Smyth §2203.

562 i8ou: cf. 153—4n.

xadapév: the Cyclops’ lips and beard may be ‘clean’, but they are any-
thing but ‘pure’ (cf. already 35); xaBapév is often found in cultic con-
texts for ‘ritual purity’. The term appears three times in 14 verses in
Xenophanes’ famous description of an ideal symposium (fr. 1 West), and
it may have a sympotic resonance here.

563 Bés vuv Tov &yxdV’ eUpUBuws ‘Now place your elbow elegantly ...’
The Cyclops has been lying down since 543, but now Silenos teaches him
to prop himself on one elbow in the approved sympotic manner, cf. Call.
fr. 191.48 podhis & émdpas ds TOTNS T &ykdva.

tUpUBuws evokes the ethos of the elite symposium in which the symposi-
asts themselves are ‘on display’, cf. Ar. Wasps 1210 edoxnuévws, Pl. Com. fr.
47, an instruction to play the kottabos-game eUpUBucws.

éxme: an aorist imperative, cf. Od. 9.347 Kixdwy, Tfj, Tie olvov, Men. fr.
138 K-T; the alternative form, é&xmé: with long second syllable, is used in
570. The indicative #xmev is used of the Cyclops at Od. 9.353, 361.

564 Text and interpretation are disputed. It is clear that, up to the cae-
sura, Silenos takes another drink, and it is often assumed that the point
of the second half of the verse is that he has drained the cup, so that he
is no longer actually drinking; hence Nauck’s oUkéti. This interpretation,
however, hardly suits the Cyclops’ reaction in 565. Others assume that the
difference between the two halves of the verse is that, during or after the
verse, Silenos hides his head while drinking, either within the cup or mix-
ing-bowl (Diggle 1994: 6-7), which would make for an almost slapstick
scene of visual and acoustic effects, or behind it (Kovacs); it is clear from
the Cyclops’ alarm that Silenos has not finished drinking at the end of
564. This is one of a number of instances in this scene where uncertain-
ties of text and stage-action go together. Other proposals include oUyi ue
(Seaford) and yé&oTrep @ oy 6pdus (Austin and Reeve 1970: g).
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565 & &, Ti Sp&oes;: cf., e.g., Andr. 1076 (with Stevens’ n.). As that exam-
ple shows, the future tense does not mean that the person addressed
(here Silenos) is not already doing what has alarmed the speaker, cf. the
common Ti Aé€eis; (Med. 1310, Barrett on Hipp. 353), Radt 1985: 112.

fAiuvorioa ‘I knocked it back’, cf. 417n. For the antilabe see 546n.

566 A&p’: the implied object is either the drinking-cup (oxugos) or
the mixing-bowl itself. The transmitted participle is not impossible (cf.
14—-15n.), but ye has very little sense, and correction to Te imposes also the
imperative Aapé. The Cyclops’ words have the effect of getting the familiar
story back on track, after Silenos threatened to ruin it by drinking all the
wine.

567 Odysseus reacts to being put back in charge of drinking arrange-
ments, but the stage-action which led to this mysterious utterance can no
longer be reconstructed with certainty. Part of the meaning must be that
Odysseus knows very well the strength of this particular wine, cf. 557 n.
In 520 (where see n.). Odysseus claimed to be Tpipwv with wine, and this
verse seems to be a variation of that claim.

yoUv marks that assent to the Cyclops’ proposal is reasonable, cf. GP*
452-3.

&uTredog: i.e. ) &urelos.

568 ¢ép’ tyxedv vuv: cf. Epicharmus fr. 72 (the Cyclops) ¢ép’ tyxéas & 6
oxugos, above p. 4, 556n. For the antilabe see 546n.

oiya pévov ‘just be quiet!’, cf. 161, 219, 476n.

569 ‘That’s a difficult thing you’ve said [i.e. being silent], when one
drinks a lot [of wine]’. [Arist.], Probl. 30.953b2—3 notes that wine-drink-
ing makes men ‘more chatty’ (AaAicTepo1) and then even more wine turns
them into orators (pnTopikoi).

éoTis &v with the subjunctive is commonly not introduced by a pronom-
inal antecedent in generalising statements and is perhaps best translated
as ‘in a case where’, cf. EL 816-17%, Hel. g42—3, K-G II 441, Kannicht on
Hel. 267—72. There is no need to understand, e.g., <ékeivewr> 8oTis.

ToAUV: sc. oivov, cf. 579, Theocr. 18.11 with Gow’s n.

570 Odysseus now hands the Cyclops a cup of wine.

i8oU: cf. 153—4n.

undév Aitmg recalls Od. g.292 (the Cyclops’ first meal of Odysseus’ com-
rades) fiobie & &g Te Adwv dpeciTpogos, oUd’ &réAeimey.

571 ‘The drinker must expire along with the drink’. cuvBvioxew occurs
nowhere else and may be a ‘drinking term’ familiar to Euripides’ audi-
ence but not to us; although the Cyclops will not ‘die’ in the course of
the play, there is presumably ironic menace in Odysseus’ choice of word.
Odpysseus insists that the Cyclops drink the cup in one go; Greeks called
this ‘drinking é&mwveuoi’, lit. ‘without drawing breath’ (cf. 417n.), an
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expression which may have given rise to the notion of ‘death’. The later
Alexandrian scholar Didymus described the pentameter of an elegiac
couplet as unable to keep pace with the hexameter but ‘running out of
breath and being extinguished with’ (cuvektvéovTta kai cuvamrooBevvipevov)
the dead commemorated in elegy (cf. Brink 1971: 165).

orodvra: cf. 417n., 573.

572—7 The staging envisaged by the transmitted text is again disputed.
572 (TamaixkTA.) need not imply that the Cyclops has already started drink-
ing, as copdv is more naturally taken as a reaction to Odysseus’ ‘instruc-
tion’; 572 would in fact follow very well after 573-5 in which Odysseus has
explained the remarkable powers (the cogia ?) of wine, although wamai
is perhaps better separated from iou ioU. A plausible staging is that the
Cyclops starts drinking and drains the cup while Odysseus is speaking
5'73—5 or in a pause after 575.

572 Cf. previous n. for a possible transposition of this verse.

wawai: cf. 503, above p. 35.

76 EUlov Tiis &uTrédou: why the Cyclops uses this apparent periphrasis for
wine is unclear; Arnott 1972: 28 suggests that cuvex8aveiv leads him to play
on &UAov as a reference to wooden instruments of torture or execution
(LS] s.v. II 3). No easy emendation suggests itself: an expression with pot
would suit very well (cf. 123, Ba. 281), but the corruption would be very
difficult to explain.

573—4 Odysseus adapts his description to what he has heard from the
Cyclops at g23-31.

ye emphasises the claim of the pév clause, cf. GP* 159-60.

moAuv: cf. 569n.

téyfas &Suyov vnduv ‘soaking your stomach till its thirst is removed’, cf.
326-8n. &wyov, which is found in medical treatises, is here proleptic, cf.,
e.g., Aesch. Pers. 298 &vavdpov T&Ew fipfpou Bavav;

BaAei: the subject is wine, understood from woAUv in the previous verse,
rather than 6 Bakyuos in 575.

575 Odysseus’ forced antithesis between ‘the wet’ and ‘the dry’ plays
upon a traditional association of the former with good health and life and
the latter with weakness and death, cf., e.g., El. 239, Hes. WD 5868, Soph.
El 819, Phil 954, Lloyd 1966: 44—6. That ‘the Bacchic one’ could dry you
out is a paradox with which Odysseus teases the Cyclops (cf. Ba. 276-83);
the idea seems to be that, if you do not take your thirst away completely
by drinking everything you are offered, you will be punished by raging
thirst and wasting.

5’76 iou ioU: cf. 464n.

577 s éféivevoa poéyrs ‘How narrowly I swam out!’, i.e. I just man-
aged to drain the cup without expiring (cf. 571). éxveiv may be used
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metaphorically of safe escape (cf. Hipp. 470, IT 1186), but here the literal
idea of ‘swimming’ in the wine (‘the wine-dark sea’) is important, cf. 677,
Petr. Sat. 39.1 ‘hoc uinum’ inquit ‘uos oportet suaue faciatis. pisces natare opor-
tet. The Homeric Cyclopes have no ships and presumably cannot swim
(cf. Theocr. 11.60), but the Cyclops is now fully in the spirit of the sympo-
sium, where the language of seafaring was very much at home, cf. g62n.,
Slater 1976, Nunlist 1998: g17-25.

éxpatos: both the literal (cf. 149) and metaphorical uses of &xpatos
resonate, as also at 602; for the latter cf. Soph. fr. 941.4~5 fuepos/&xparos,
Pl. Laws 7.79g3a2-g T1év AUmns kai fiSoviis &kpdtou Biov. The xé&pis which
attends wine-drinking at the symposium is about to be transposed into a
drunken fantasy of the Xapites, cf. Dionysius Chalcus fr. 1.3 West Xapitowv
¢ykepdoas X&piTas.

578-80 The effect of drink on the Cyclops is a mixture of familiar expe-
rience (the sky reels) and of delusions appropriate to the Cyclops’ sense
of self-importance (heavenly visions), cf. Pentheus’ delusions at Ba. 18-
21, Seaford 1981: 2%73; for the blurred vision of drunkenness cf. Ar. Pi.
1047-8 ‘His experience is the opposite of [all] others: apparently, when
drunk, his vision is sharper’. The Cyclops is presumably still reclining on
the ground (cf. 586n.) and so he probably now stares up at the sky in a
drunken stupor.

6 & oUpavés ... pépeaban ‘I think the heavens are rushing along, mingled
with the earth’. Clement of Alexandria too notes that one of the effects of
drunkennessis that ‘everything seems towheel aroundinacircle’ (kUkAwt...
epipépecban, Paed. 2.2.24). The reeling sky is described in language which
evokes the idea of the (sexual) ‘mingling’ of heaven and earth both at the
beginning of time, cf. fr. 484, Hes. Theog. 132-3, Aesch. fr. 44, and in the
ordinary functioning of nature, cf. fr. 898.9-11, ‘the awesome heaven,
when filled with rain, is made by Aphrodite to desire to fall into the earth;
and when the two of them mingle (cupuix8fitov) in unity ...’

ToU A16s ... Tov 8povov: the Olympians sit upon 8pévor as early as Homer
(for Zeus cf. Il 1.536, 8.442), and the move to Ganymede in 582 might
suggest that the Cyclops’ fantasy is of all the Olympians feasting together
(as, e.g., at the end of Il 1). Nevertheless, some of Euripides’ audience
may have thought of Pheidias’ monumental Zeus at Olympia, where the
god sits on a lavishly decorated 8pévos (Call. fr. 196.23, Paus. 5.11.1), on
which are carved inter alia the three X&pites (Paus. 5.11.7). For the literary
evidence for Pheidias’ Olympian Zeus cf. DNO1I 221-7o0.

T6 W&V ... Sapdvwv &yvov oipas: cf. Soph. OT 830 8eiov &yvov oéPas, Phil.
1289 &yvév [Wakefield: &yvoi] Znvés byioTou oépas.

581 Just as the prospect of wine had instantly turned Silenos’ thoughts
to sex (169—71), so the tipsy Cyclops is immediately aroused. With a truly
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satyric delusion (cf. 553n.), the Cyclops fancies that (all!) the Graces are
flirting with him and that he has to beat off their advances, just as the
Theocritean (and sober) Cyclops claims that many girls are after him
(Theocr. 11.76-8); both sets of females are figments of the Cyclops’ imag-
ination. It may well be, however, that the drunken Cyclops here mistakes
the ugly satyrs for the beautiful Graces, just as old Silenos is about to play
the role of the young Ganymede; [Arist.], Probl. 30.953b16-18 observes
that someone who has been drinking will kiss people ‘whom no sober
person would kiss, whether because of their appearance or their age’. For
the satyrs in ‘feminine’ roles cf. above pp. 31-2.

oUk &v giAfjcany’- ‘I will not kiss [you]’, addressed to the Graces. Refusal
is regularly expressed by a negative with &v and the optative, cf. Ar. Frogs
830, K-G I 233—4, Smyth §1826. These words are often understood as a
question, ‘Shouldn’t I kiss them?’, but that seems far less funny than that
the Cyclops should address the figures of his delusions.

ai Xaprres weipddoi ue ‘The Graces are flirting with me’, addressed either
to Odysseus or to the audience or to no one in particular. Hesiod made
the Graces the daughters of Zeus and an Oceanid, and gave them the
names Aglaie, Euphrosune and Thalia (Theog. go'7—g); for other versions
of their parentage cf. Schol. Flor. on Call. fr. 7 (Harder 2012: 1.138).
Hesiod describes their highly seductive appearance: ‘From their eyes
limb-loosening desire flows down as they gaze; from under their brows
their look is lovely’ (Theog. g10-11); the Cyclops takes this eroticism as
directed at himself.

mepidor: a standard verb for unwanted sexual attention, more usually
applied to men ‘harassing’ women or boys, cf. Ar. Knights 5177, Peace 150,
Henderson 1991: 158, LS]s.v. AIV 2.

582-3 &hig: lit. ‘Enough!’, i.e. ‘Stop it!’, cf. Hel. 1581, Soph. Aj. 1402,
Collard 2018: 66—7. Various attempts have been made to integrate &
syntactically with what follows, but none convinces.

Favupndn ... Tés Xaprras ‘I shall take my rest/lie in bed with this Gany-
mede here more pleasantly than with the Graces’. The deluded Cyclops
takes a parting shot at the (imaginary) Graces: not only does he scorn
their advances, but he will have more fun anyway with a male sexual part-
ner. It was assumed from an early date, if not already in Homer (cf. Ii.
20.281-5, HHAphr. 202-6), that Zeus’s interest in his beautiful Phrygian
wine-pourer was paederastic, cf. Or 1392 Favupnideos ... Aids edvéta, IA
1049-50 A1ds/AékTpwv TpUgnua gidov, Dover 1978: 196-7.

583 It seems impossible that the Cyclops should swear by the rejected
Graces (i.e. vi) X&pitas) in affirming his preference for a ‘Ganymede’, and
the transmitted kéAMioTa vij presumably arose by correction after x&AAiov 7
had been falsely divided as k&0 vi).
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583—-4 A contrast or choice between paederastic and heterosexual
pleasures was to become a staple of Hellenistic and later literature (cf.
Asclepiades, AP12.17 (= HE988-g1), Meleager, AP 5.208 (= HE 4046—9),
Ovid, AA 2.683—4, Ach. Tat. 2.35-8, Ath. 13.601d-6b); for an earlier
period cf. Trag. Adesp. fr. 355.2-3 (satyric?) wpds 87jAu veuer p&Aov fj émri Tép-
oeva;/ 8oy Tpootit T6 k&dAAos, dugidégios, Cratinus fr. 168 woels yap mwavu Tés
yuvai-/ kas, Tpds Toudikd 8¢ Tpémm viv, Laemmle 2014: §83—91. Paederastic
themes presumably played a significant role in Sophocles’ satyric AxiAAécos
¢gpaoTai (cf. esp. fr. 153). According to one later biographical tradition,
Sophocles (T 75) was pidopeipag, whereas Euripides (T 107a-b) was gido-
yUvns. The Cyclops’ preference here, which in part is an amused rejection
of the choral foreshadowing at 511-18, is perhaps to be understood as in
keeping with the paederastic ideology of the elite symposium, cf. Dover
1978: 149-51, though how he exercises it lacks the sexual subtlety on
which elite symposiasts prided themselves, to judge by the sympotic lit-
erature which survives; what actually happened at elite symposia may of
course have been uncomfortably close to the Cyclops’ designs on Silenos.
Sympotic practice is one area in which Cycl. holds up a satyric mirror to
the audience.

mrws adds an ironic note of knowing choice; the sophisticated Cyclops
can now reflect upon his own sexual preferences.

Toig BnAeov: for the neuter cf. Her. 536, Trag. Adesp. fr. 355 (cited
above).

585 y&p marks Silenos’ question as ‘surprised and incredulous’ (GFP*
77), cf. 153—4n.

6 Ao ... Favuundns ‘Zeus’s Ganymede’; the meaning is obvious, but
the slightly unusual expression (which, by itself, might erroneously sug-
gest ‘G., son of Zeus’) is influenced by wadikoiot in the previous verse:
Ganymede was Zeus’s Tadik4, i.e. beloved boy (LSJ s.v. raudixés 111 2).

586 vai p& Ai’: the Cyclops’ oath throws Silenos’ incredulousness back
at him.

apmalw is the standard verb used in descriptions of abduction to be
followed by rape; for Ganymede cf., e.g., HHAphr. 203. The present tense
suggests that the Cyclops here stands up and grabs hold of Silenos.

’k tiis Aapdavou ‘from the [land/city] of Dardanos’, cf. Hcld. 140 &
Tfis époutol. Homer makes Dardanos Ganymede’s great-grandfather
(Il 20.219-35), cf. IA 1049 6 AopSavidas of Ganymede. The Cyclops’
behaviour now manifests his belief that he is the equal of Zeus in every
respect (cf. 320-31).

587 &mwéAwAa at the opening of the verse has a mock-tragic resonance,
cf. Soph. Phil. 742, 745, 923.
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oxéThia ... xak& ‘wretched misfortunes’, cf. Suppl.1074, El 1170, Ar. Pl
856. At Od. 9.295 oxéthia Epya are the eating of Odysseus’ comrades by
the Cyclops; the outrage here will be of a different kind.

meicopan ‘I shall suffer’; though the usage is rarely attested in the classi-
cal period, there is little doubt that w&oyew could suggest ‘be buggered,
be the “passive” partner in male anal intercourse’, and that sense reso-
nates here, cf. 597, Ar. Thesm. 201 (mwaffipara), Sandbach on Men. Dysk.
891.

588 pépent belongs to the language of erotic relationships, cf. Theocr.
2.9, Call. Epigr. 42.1 (= HE 1075, a comastic poem).

x&vTpuedis, i.e. kai évTpugdis, is somewhere between ‘come over all coy
with ...” and ‘act haughtily towards ...’; for similar uses of simple Tpugav
cf. L] s.v. I11.

mwerwxkoTt ‘because I am drunk’; the transmitted wewwkdédTa, to be taken
with épaoTifiv, would leave k&vtpugéus as a parenthesis, and this seems very
awkward. A lover’s drunkenness is likely to make the beloved more resis-
tant and with olding, because the lover is both less reticent about his des-
perate sexual need (cf. Pl. Phdr. 240e5-7) and less able to impose himself
physically.

589 ‘I/you shall see X bitter’ is a very common way of saying ‘The busi-
ness X will end up very badly for me/you’, with mxpév functioning as a
predicative adjective, cf. Alc. 258, Ba. 357, Hom. Od. 17.448, Kannicht on
Hel. 448, Austin and Olson on Ar. Thesm. 858. The superlative mxpéTaTov
here heightens the comic effect, cf. Ar. fr. 614 (context unknown)
TikpdTaTov oivov Thuepov Tim Téya. Silenos is the very last figure for whom
wine should be ‘bitter’, cf. 148-56; that earlier scene of pleasure is here
reversed.

5905 Now that the Cyclops and Silenos have entered the cave, Odysseus
turns to remind the satyrs of what they have to do; the style of address
is flattering. The speech is the structural equivalent of Od. 9.376-7:
‘I encouraged all my comrades with words, lest someone shrink back in
fear’.

590 AlovUoou Taides: the satyrs are ‘children of Dionysos’, in some-
thing of the same way that doctors are ‘children of Asclepios’ (Pl. Rep.
3.407e5—408a1). For L’s unmetrical Awwvioou cf. 204n.

eUyevij amusingly calls attention to the very obscurity of the satyrs’ yévos.

591 &vip: i.e. 6 &vrp, the Cyclops.

Tén & Umrvenr: the article may be another (cf. 592n.) evocation of the
Homeric story which the plot follows, ‘the sleep we are expecting’, cf.
454. There seems no reason for tén 8’ “Ywrvwr, as a reference to the god of
sleep (cf. 601), and Blaydes suggested tfii&’, ‘here’.
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mapeapévos ‘relaxed by’, ‘overcome by’, the perf. pass. participle of wap-
inw, cf. Her. 1043, Or. 881.

592 Odysseus knows what will happen ‘soon’ because it is in the Homeric
script, cf. Od. 9.373—4 (when the Cyclops has fallen asleep) ¢&puyos & ééo-
ouTo olvos/ ywpol T &vdpdueor.

593 t&0e has presumably intruded by mistake from the verse above
(d8hoer), and no restoration can be more than plausible. Diggle sug-
gested xaTmvov Tvéwy or Tvéwy katrvéy, Murray xamvoUuevos and Napolitano
kekaupévos (cf. 457).

594 TwapnuTpémoTal, ‘has been made ready’ (cf. IT 725), functions not
just as information for the satyrs, but also as dramatic anticipation for
the audience, cf. El. 1142 xavoiv & évijpktar kai Tebnypévn opayis. We can
imagine, if we wish, that Odysseus did what was necessary to prepare the
weapon (cf. 455—7) during the singing of 483-518. For the augment in
mapnu- cf. 2n.

xoU8év &Ao wAny ‘and [there is] nothing else [to do] except ...’, cf.
Andr. 746, Soph. OC 573. This ‘remaining act’ will, of course, prove too
much for the satyrs.

595 dyw: cf. 458—gn.

émws &vip €éom ‘Show yourself a man!’; exhortations are commonly
expressed by émws with the future, cf. 630, Xen. Anab. 1.7.3 8mws odv
EoeaBe &vdpes &S0t Tis EAeubepias, Smyth §1920, 2213. &vfp, like ‘man’ in
English, is often given the resonance of ‘real man’, ‘a man worthy of the
name’, cf. Ale. 957, El 693, Hdt. 7.210.2, LS] s.v. IV, Diggle 2004: 467;
addressed to a group of satyrs, who will in any case never ‘grow up’, the
exhortation is wrily amusing, cf. Soph. Ichn. 366-7.

596 Any claim by the notoriously cowardly and pleasure-loving satyrs to
be steadfast and dependable will not be believed by anyone.

wétpas: cf. Od. 17.463—4 (Odysseus when struck by a stool hurled at him
by Antinoos) ¢ & ¢oT&fn fiiTe wéTpn/EuTredov. In other contexts such lang-
uage refers to hard-heartedness and imperviousness to reason and pity,
rather than to steadfastness, cf. Med. 1277g-8o0, Il. 16.35.

k&S&pavros: i.e. kai &d&pavros. Poets use ‘adamant’ as a wondrously
hard metal like steel which is associated with gods, cf. Hes. WD 147, Theog.
239, Troxler 1964:1g—21, West on Theog. 161. Related terms appear three
times in [Aesch.] PV, but otherwise never in tragedy.

597-8 The satyrs are keen to get Odysseus back where the action is, but
they themselves will stay outside.

mabeiv: cf. 587n.

&rmahapvov ‘awful, unlawful, outrageous’, a word not otherwise found
in drama; the satyrs draw a discreet veil over what will happen to Silenos.
Arnott 1g72: 28 suggests a pun on the literal meaning ‘without hands’.
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&g cor T&vB&d’ éoTiv eUtpemrii ‘[Be assured] that things here [i.e. our
role] are ready’; the satyrs pick up Odysseus’ language of readiness (594)
to suggest that they will play their full part.

599-607 Cf. g350-5n. There is a similar invocation by a departing char-
acter at Phaethon fr. 781.268—9 (= 268—g Diggle).

599-600 &vaf Aitvaie: Hephaistos’ forge was sometimes said to be
under Etna (cf. [Aesch.] PV 366-7), but more commonly on the Lipari
islands off the north-east coast of Sicily or elsewhere on Sicily, cf. Call. A.
3.46—9, Hunter on Ap. Rhod. Arg. 4.761-2. At Pind. Pyth. 1.25 Typhos,
the giant buried beneath Etna, sends up AgaioTtotlo kpouvous.

yeitovos xaxoU goes both with dppa and with &mradAdx8né’, ‘be rid of .
On the perils of bad neighbours cf. Hes. WD 346-8, Call. k. 6.11%. There
is an amusing banalisation in urging the god to get rid of a troublesome
neighbour, as one might an acquaintance who lives locally.

AauTtrpév: cf. 486, 462 pacopdpot.

&mrag ‘once for all’.

601 Cf. Electra’s invocation to mwéTtvia NUE/UmrvoddTeipa TV TToAuTTdvwy
Bpotév at Or. 174-5; for an invocation to Sleep in very different circum-
stances cf. Soph. Phil. 827—31. Sleep, not necessarily personified, also
played a significant role in Odysseus’ blinding of the Cyclops in Od. (cf.
9.372-3)-

NukTés éxmaideupn’: Sleep is already a child of Night in Hesiod (Theog.
211-12, 758—-9). ékmaideupa, which occurs only here, lays emphasis upon
the child as an object of parental rearing, cf. 276, Pl. Crito 45c10; the sim-
ple waideupa is used both in this literal sense (Hipp. 11, El 886—7) and for
rather looser connections (Andr. 1100-1, fr. 24b.4).

602 &xparos: cf. 577n.

fnpi: the satyrs use this term for the Cyclops at 658.

BeooTuysi: cf. 3g6n.

603 Cf. 107n. Elsewhere, Odysseus is prepared to admit that the Trojan
War was not necessarily ‘most glorious’, cf. 280-5.

604 auTév Te vauTas T’ ... ‘Obuocia ‘Odysseus himself and his sailors’;
for the second object intervening between parts of the first cf. Her. 774-6,
Ar. Frogs 587-8, K-G I 80, Diggle 1994: 208. ‘Sailors’ assigns a very subor-
dinate role to the comrades, cf. g8n., Od. 8.162.

605 ‘Gods and men’ are very frequently paired in ‘polar expressions’
which seek to cover all eventualities (cf. Andr. 163, Hipp. 675), but here
there is point to the dichotomy. The Cyclops has no concern (cf. the
repeated o0 pot péder in g22, oudév por uéAer 331) with either god or man: he
blasphemes against one (cf. §16—-35) and eats the other.

U’ &vdpés ‘through the agency of a man’, cf. Med. 487. The expres-
sion amounts to ‘Do not allow ... to be destroyed by a man ...” Coming
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immediately after énpl T BeooTuysl, the designation of the Cyclops as ‘a
man’ shows up Odysseus’ rhetorical posturing for what it is.

8siov is scanned as a single syllable by synizesis, cf. 2g1n.

606—; Depending on the rhetorical context, Téxn and the gods may be
said either to work together or to be different, and sometimes compet-
ing, forces, cf. fr. go1 (‘does Tixn or dalpwv determine human affairse’),
Hec. 488-91 (‘does tixn or Zeus watch over human affairs?’), Dover
1974: 138-41, Mikalson 1983: 59-62, Battezzato on Hec. 488—9. In the
Hellenistic period Tuxn became a prominent literary theme and was also
the object of cult in very many places; its prominence in the later plays of
Euripides (e.g. fon 1512-15) foreshadows that rich afterlife. Already in
the classical period Tuxn is treated as a god when the emphasis is upon
the power she wields (cf. Aesch. Ag. 664); in Soph. Ichn. 7g-8o Silenos
prays to 8eds Tuxn xal Salpov iBuvthipie to allow him to succeed (Tuyelv) in
his current undertaking.

fi ‘or’, i.e. ‘otherwise’, cf. LS] s.v. A1 g; this may be the only such exam-
ple in drama.

T& Saapdvewv: ‘the affairs of the gods’ differs here very litde from ‘the

gods’, cf. Soph. OT g77 +& iis Tixns.

608-29 THIRD STASIMON

The chorus sing a lively trochaic and dactylic song of pleasure at what is
about to happen; at the end they express again their longing to escape
to Dionysos. Somewhat comparable is, again (cf. introductory n. on g56-
74), Ba. g77-1029 where the chorus take pleasure in imagining Pentheus’
punishment and also use a periphrastic style to describe the victim, like
gevoSarrupcv here (610), cf. 6ogn., Ba. g80-1, 9g5-6 = 1015-16.

The colometry of the song is uncertain (hence the disturbance in the
line-numbering), and we have printed Diggle’s distribution; for alterna-
tive arrangements cf. Meriani 1996, Cerbo 2015: 79-80:

-_— A = - Y -

Afpperan TOV TpdynAov tr dim (syncopaled) 608
;v-r;v;g; K;px\(’v;g tr dim cat (lekythion)
T;ﬁ E:vZSa:T:p;v:g- w:p: yd; "’;X; 4da 610
q>:>o¢;p;ug ;7\; x;pa; tr dim cat (lekythion)

— e - S - Y = Y e

1151 Sads fvBpaxwpévos sp lekythion
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1<_pk'i'rr'r:'r<; é_s c‘rr:;;xv, Sp:;s ;O'Tl':T:V 4da 615
;pv;g. ;7\7\’ ;T:) M;p;v, ﬂp;cc;-r_m, tr trim (syncopated)

ua;:p;vo; ’§:7;T—w B;éq;c:p;v da tetr cat (D?)

K_l'n(?\:m;s, ;s 11711_1 K;K(;)S. ta dim

Kéz_y; -r;v ;17\:K:co:¢;pc_>v Bp;.u:: da pent cat (sp D?) 620
w:(-)e_w;v :io\:Se;v 6;7\;, ta dim

K;ﬂ\;ﬂgg A:ﬂ;v ;p;p\-ila_v- sp lekythion

;p’ :s :00‘6—1)8’ &Uqﬁg:pc;; ta dim

608 Willink 2001: 528 suggested AfyeTai <ye> to produce unsyncopated
trochaics, but the emphatic particle is certainly not needed here.

609 évrovws ‘fiercely, vehemently’.

xapkivog, lit. ‘crab’, is a term for a kind of tongs or pincers used by
smiths and other metalworkers to grasp hot metal, cf. Philip, AP 6.92.3
(= GP 2716), Pancrates, AP 6.117.1, Ath. 10.456d—e. The non-metaphor-
ical term is up&ypa, and Hephaistos’ upéypn at Il 18.477 is glossed by
the A and D scholia as 6 xoAxeuTikds kapkivos. “The crab will seize the neck
of him who feasts on strangers’ is a vividly riddling image which suits the
fondness of satyrs (and satyr-drama) for riddles and oracular language, cf.
Laemmle 2013: 428-35. The satyrs here evoke the blacksmith simile of Od.
9.391—4 (cf. 469-71n.), but whereas there the smith dipped blazing metal
into cold water to temper it, here the satyrs imagine that the smith’s tongs
will grasp the Cyclops’ neck and (presumably) then hold his head in the
fire; in fact, it will be a red-hot brand which is drilled into the Cyclops’ eye.
The satyrs repeat their focus on the Cyclops’ head at 647. The cue for the
satyrs’ vivid image is Odysseus’ prayer to Hephaistos, the blacksmith god
of Etna (cf. 59g9—600n.), but they move from imagining the god himself at
work to treating ‘Hephaistos’ as a simple metonymy for ‘fire’, cf. 610; yép
effects the transition from one version of Hephaistos to another. For the
metonymy, which occurs as early as Il 2.426, cf. Arnott 1996: 455—6.

610-12 Téya and 81 are further temporal markers which remind us of
the Homeric script, cf. above pp. 19—20.

610 fevodarTupdvos: cf. 658 Bnpds Tol EevodaiTa.

611 pwodpous ... xdpas: cf. 462 with 460—4n.
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615 xputrTeTan és orodiav ‘is hidden in the ash’; the verb refers to a set-
tled state rather than to the act of being concealed, cf. Her. 263, Hel. 606.
és with the accusative here embraces both the previous motion into the
ash and the current position, cf. Suppl. 1206—7, K-G I 543, Smyth §1659.

8puéds: cf. 383—4n. The stake is olive-wood (455).

&omerov ‘huge, mighty’, cf. Od. 9.319-24, the description of the Cyclops’
massive staff. The adjective is suitably epic; the only other occurrence in
Euripides is Tr. 78 (also epic in resonance — the storm which will wreck
the Greek fleet).

616 itw Mépwv: the chorus urge the wine (141-3n.) to do its/their
work. Cf. Ba. 977 i1e 8oai AUooas kuves KTA., 992 iTw Sika pavepds KTA.

618 pavopévou: the Cyclops is ‘crazed’ not just because of his culinary
habits, but also (paradoxically) because he is an opponent of Dionysos, the
god of true pavia, cf. 168n., Ba. 399—400, 981, 999—1000, etc. At Pl. Laws
6.779d1 poavédpevos is used of unmixed wine (cf. Hunter 2012: 170-1),
and hence Meriani 1996 defends the transmission here; it is, however,
much more pointed for the satyrs to call the Cyclops ‘crazed’, as this
serves as justification for his punishment.

619 ¢ im xaxds ‘so that his drinking has a miserable end’; the mean-
ing is not very different from Silenos’ last desperate exclamation (589).

620—3: cf. 76-81n.

620 p1doxigoogépov ‘who loves to wear the ivy’; kicoopdpos is a standard
epithet of the god, cf. Pind. Ol 2.27, Ar. Thesm. 988 (with the n. of Austin
and Olson). Ivy is very closely associated with Dionysos and his worship-
pers in both art and literature, cf. 620, Ba. 1777, 205, HHDion. 40—1, Dodds
on Ba. 81, Blech 1982: 183—210, Laemmle 2014: 175-6. Kicods is found
as a satyr-name on vases cf. Kossatz-Deissmann 1gg1: 156-7.

Bpoutov: cf. 1n.

622 épnpiav: cf. 22, 116. For the satyrs, as for the Odysseus of Od., the
land of the Cyclops represents a negation of all sociability; it is the empti-
est (and driest) of deserts.

623 Tooévd: i.e. to the happy state described in the immediately pre-
ceding verses.

624-55 FOURTH EPISODE

Odysseus unexpectedly re-emerges from the cave to tell the satyrs to keep
quiet and that now is the time to help him with the blinding. The satyrs
make all kinds of absurd excuses for inaction, but finally offer to sing
an efficacious magical song instead of providing physical help; Odysseus
returns into the cave to carry out the blinding with his men.

624 Not dissimilar is Ar. Peace 310-18 (a scene which has often been
considered quasi-satyric) where Trygaios desperately tries to get the
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chorus of farmers to keep quiet so as not to attract Polemos’ attention.
At Hipp. r65-8 Phaedra, who is on stage, commands the chorus to keep
quiet (o1yfoat’, & yuvaikes) so that she can hear what is being said inside
the skeng, there too (cf. Cycl. 630-41) the plea for silence will be followed
by an exchange which exploits the fact that the chorus cannot leave the
orchestra to support the heroine (Hipp. 575-80). Davidson 2000: 26 sug-
gests that Odysseus’ command here is ‘the indirect offspring’ of places in
the second half of Od. where the hero needs to tell those who know his
identity not to give it away by excessive joy (e.g. Od. 21.226—9), cf. 476n.
8eédv is scanned as a single syllable by synizesis, cf. 2g1n.

ffjpes is not otherwise explicitly used of the satyrs in Cycl (cf. 117n.), but
cf. Soph. Ichn. 221 (also spoken by a character brought out by the satyrs’
noise); in that play Silenos calls the satyrs kéxiota 8npéyv évéia and kéxi-
ota fnplwv (147, 153). Cf. further Voelke 2001: 54—61, Laemmle 2013:
436—40.

625 &pbpa orépaTos ‘the joinings of your mouths’; &ppa (< &papiokev)
is where parts of the body ‘fit together’. Sophocles extends the idea by
referring to feet as &pfpa ... Todoiv and eyes as &pbpa ... kUkAwv (Soph. OT
718, 1270). The periphrasis here shows the high-status Odysseus seeking
to impose himself upon the noisy chorus. At Or. 183-5 Electra, protective
of the sleeping Orestes, begs the chorus, 6iya/olya pulacoopéva/oTépa T6
oov axéladov KTA.

oU8é ‘not even’, with ou ... o0d¢ then added in the following verse, cf.
GF? 194. Satyrs are the very last creatures one should try to keep quiet or
still (cf. 220-1).

626 oxapSapvooav ‘blink’, the most minimal of bodily movements.
[Arist.] Physiog. 813a20—1 observes that habitual eye-movers (ckopda-
pUkTar) are cowardly; this would certainly suit the satyrs, but we do not
know how familiar this piece of physiognomic lore was.

627-8 16 xaxév, ‘the monster’, ‘the pest’, is probably accompanied by a
gesture or glance towards the cave, cf. Ar. Birds 931 Touri ... 76 kaxév (the
wandering poet). Odysseus’ expression also allows the proverbial wisdom
to resonate that it is better not to ‘wake’ old troubles (‘let sleeping dogs
lie’), cf. Theognis 423, Soph. OC 510, Denniston on El 41-2.

fo1’ &v ... rupi ‘until the sight in the Cyclops’ eye has had its contest
with the fire’. The principal difficulty resides in ¢§ouAAngj;, which others
understand, though without good parallels (Or. 431 is very uncertain),
as ‘be rooted out’ or ‘be forced out’, with §- perhaps governing Sppatos,
‘forced out from the eye’, cf. fr. 752c.1 Tpds aibép’ E§apiNAnoar képas (with
Bond 1963: 5%7). It seems, however, best to understand the compound
verb as here differing very little in meaning from the simple &uAA&o8an.

629 The satyrs snap their mouths shut and are ‘all attention’. Despite
‘gulping down the air in our jaws’, the stress is on their silence, rather
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than on holding their breath; being satyrs, however, they require a whole
verse to profess their silence.

éyxaypavtes: the verb is otherwise restricted to comedy before the
Hellenistic period.

630 For this form of command cf. 595n.

&wyeobe ToU Sadol xepoiv ‘take the torch in your hands’. At Od. 9.379, the
Homeric equivalent of these verses, &yacfa is used of the stake itself and
means ‘catch alight’ (LS]J s.v. &wtw B I); such verbal play was to become a
staple of later poetry.

631 fow poldvTes: this is no more possible for the satyr-chorus than
for any tragic chorus, cf. 624n.; they will be kept in the orchestra by both
stage-convention and cowardice, cf., e.g., Arnott 1g72: 25-6, Laemmle
2013: 214-15. At Hec. 1042—3 the chorus briefly consider entering the
skene to help Hecuba; for the relation between that scene and Cycl. cf.
above pp. 43—4.

Siarrupos: cf. Od. 9.379 Biegaiveto 8 aivéds. Odysseus means of course that
the sharp end of the brand is now glowing hot (cf. 456-8), but it is wrily
amusing that he urges the satyrs to pick up something which is ‘glowing
hot’.

kaAds: cf. 344n.

632—4 replay 483-6, but any enthusiasm has long since passed; the
satyrs now seek to buy time. Cf. further 6g35—41n.

oUxouv ‘Why then don’tyou ...?°, cf. 241, GP? 431.

T&fais: at Od. g9.331-3 Odysseus orders his men to draw lots for who will
help him in the blinding, cf. above p. 10.

TpwTous probably means ‘at the front [of the stake]’, i.e. nearest the
Cyclops, rather than ‘first’ in time, cf. 483—4. These satyrs will be stationed
(cf. T&Ee15) ‘in the front rank’.

kautév, ‘burned’, cf. 457 kexaupévov; the adjective does not otherwise
appear before Aristotle, and the conjecture cannot be considered certain.

MoxAév has not previously been used of the stake, but it comes from
Homer, cf. Od. 9.332, 378.

Tiis TUxns ‘this success, the happy outcome’, cf. IT 1067 ¢ &v xai oU
xowavijis Tuxns, Hel. 1409, LS] s.v. III 1.

xowwpeba: cf. 471; there the satyrs ‘wanted’ to share in the blinding,
but it is really a share of the success which they want, cf. Laemmle 2013:
213.

635—41 Whereas 632—4 are most naturally given to the chorus-leader, it
is clear that these seven verses are spoken by at least two and perhaps more
individual choreuts, speaking either for themselves or as representatives
of small groups of satyrs (the plural pronouns allow both interpretations).
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Lines 635—6 and 637 are clearly spoken by different satyrs, and 638—g and
640b—41 are most likely spoken by the same satyr (kai ... ye in 640 almost
guarantees this). It is unclear whether these last verses are spoken by the
same satyr who spoke 6356, the arrangement which we have followed
here, or by a third party. If there are only two (A and B), then after B
has tried to outdo A by claiming lameness, A retorts that he too has that
complaint and, after Odysseus (or another satyr) has objected, A adds yet
another reason for incapacity (he cannot see). There is no certain way to
choose between assigning the verses to two or three (or more) speakers,
and the text allows more than one staging. The satyrs’ typical display of
cowardice was in any case presumably accompanied by lively movement in
the orchestra as they try to move as far away from the skene as possible. The
scene, moreover, offers a satyric take on the impossibility of the chorus leav-
ing the orchestra to take part in action behind the skéng, cf. Laemmle 2019a.

Individual satyrs also speak in a scene of very lively action at Soph. Ichn.
100-23, and cf. Inachos fr. 26gc.20—4. The most famous tragic instance of
such a breaking-up of the collective choral voice is the futile debate and
inaction of the chorus of old men at Aesch. Ag. 134871, as they hear the
king’s death-cries from within. For a very different use of multiple choral
voices cf. Alc. 77-112.

635—6 fueis pév ... &Oeiv ‘I/we are standing in front of the door too far
away to shove ...’

uév emphasises the preceding pronoun, ‘(I don’t know about you], but
I certainly ...°, cf. GP* 360. The second choreut or group then picks this
up in 637 with &¢.

MaxpoTépw ... WOV is an easily understood compression of poxpoTépw
<fj &do1e> wbetv, cf. K-G II 503—4, Smyth §2007; infinitives are very regu-
larly attached to positive adjectives to fill out the sense, cf. 678, Hcld. 744
kakods péve 8épu, K—G II 10. The comparative adverbial form pakpoTtépw is
otherwise first attested in Aristotle, and pakpoTépav (Cobet) or paxpdTtepov
(Musgrave) may be correct; the transmitted poaxpétepor cannot stand, as
pakpds used of people (or satyrs) means ‘tall’.

éopev ... éordTes: for this common periphrastic form cf. 381n., Smyth
§1961.

T&v Bupdv is not an absurd way to refer to the cave-entrance, but it
might thicken the metatheatrical play here: this satyr is a long way from
the central ‘double-door’ of the skene.

@Beiv és TOV dpBaAuodv T6 Tip is a down-to-earth variant of the Homeric
pOXASY ... dpBaduén évépeicav (Od. 9.382-3).

637 8¢ ... y’ marks a ‘retort and lively rejoinder’ (GP* 153), cf. 708:
‘[You might be too far away], but I ...’
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638—9 &p’ is inferential, ‘if that is the case, then ...’, cf. G 45.

Tous yé&p Trédas ... iomwaofnuev ‘from standing we have received a sprain
(lit. “have been wrenched, dislocated”] in our feet [acc. of respect]’, cf.
Hdt. 6.134.2 Tév pnpdv oracbijvar.

640 The incredulous question in the first half of the verse must be spo-
ken either by Odysseus (as in L, followed here) or perhaps by another
satyr, whether B or a third choreut; if it is spoken by a satyr, the point will
be to undermine a rival claim to be excused from service with Odysseus. It
is, however, far more likely that Odysseus should here express his incredu-
lity than that one satyr (or group of satyrs) should openly seek to under-
mine the claims of another.

kai ... y’ ‘Yes, and ...’ cf. 178.

641 fpiv offers a far more natural construction than the emphatic
genitive.

xdveos fi Téppas: the alternative is a mark of improvisation. -eos is a metri-
cally convenient genitive of nouns in -is which is not uncommon in drama,
cf. wéAeos (Ion 595, Or. 8g7), K-B 1 442.

Tofév varies oUk oid’ ¢§ 6tou (639), again indicative of improvisation.

642 ‘As allies, these men are worthless and nothing’. The verse, which
the satyrs (or at least the chorus-leader) clearly hear, is either addressed
to the audience or to no one in particular; in the latter case, the audience
may even so feel itself addressed, cf. above p.g6 n.118.

koUdév: cf. 355, 667, Andr. 700, Ar. Eccl. 144, LS] s.v. oUdeis II 2. Hesiod
already referred to the yévos oumidavidv Zatipwv kai &pnyxovoépywv (fr.
10a.18 = 10.18 Most). Others take oUdév with cUppayor, ‘allies in no way’.
For the common theme of the satyrs’ cowardice cf., e.g., Soph. Ichn. 148-
52, 168—72.

643-8 are presumably spoken by the chorus-leader, who resumes his
normal role as spokesperson.

643—4 The satyrs’ concern with what would happen to their backs per-
haps recalls the idea of the Cyclops as a cook with meat-cleavers and spits
(241-2, 302-3, 393, etc.). For the alternation of singular and plural verbs
cf. above p. 24 n.72.

6T this colloquial Attic form occurs nowhere in tragedy, if Aesch. fr.
281a.9 is satyric (cf. OSC 298-305).

éxpaieiv: Solon fr. 27.2 West uses this verb of ‘losing’ teeth naturally, but
here it suggests the idea of ‘spitting out’ broken teeth after a beating (cf.
Thphr. HP 4.8.4).

645 aUm refers to the substance of the éif) clause, but takes its gender
from mwovnpia, cf. K-G I 74.

646-8 In place of offering physical help, the satyrs offer an ‘Orphic
spell’ which will make the blazing torch leap into the Cyclops’ eye all
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by itself. There were very close and traditional links between Orpheus
and the satyrs’ god, Dionysos (cf., e.g., Hipp. 953—4, West 1983: 15-18,
24-6, Burkert 1985: 29g6—301), and Orpheus is obviously the right figure
to invoke to ask part of a tree (cf. 455) to move by itself, as trees, rocks
and animals followed in the wake of his music (Ba. 560-4, IA 1211-13,
Ap. Rhod. A7g. 1.23-31, etc.). A satyr is depicted listening to Orpheus’
music on Attic vases of the mid-fifth century (LIMC s.v. Orpheus nos.
22-5, KPS 65). Satyrs had long had close connections with magic and
supernatural powers (e.g. Aesch. fr. 281a.20, Soph. fr. 1130.12-14), and
tempting though it may be to take this claim as nothing more than one
more piece of satyric &\aloveia, there is no clear evidence that we should
do so. Lines 656—62 certainly do not look like an ‘Orphic spell’, but the
Cyclops’ immediate cry of 663 suggests that the satyrs’ ‘spell’ has indeed
played its part in the blinding, cf. Griffith 2015: 3. The scenario which
the satyrs imagine has something in common with such scenes of magic as
Medea’s destruction of the bronze giant Talos through incantations and
powerful emanations (Ap. Rhod. A7g. 4.1665-88) and the ‘Kiln’ song in
which ‘Homer’ shows how he will summon spirits and magic-workers such
as Circe to smash all the pottery inside a kiln if the potters do not pay him
for singing for them (OCT Homer, Vol. 5, pp. 264-5, West 2003: 391-3).
For a suggestive and speculative account of Cycl. 646-8 see Faraone 2008.
The satyr-chorus seem to express an interest in éwwidai also at Aesch. fr.
281a.20.

646 &N’ 018’ may itself evoke the style of magical incantation, cf. HHDem.
229—30, Faraone 2008: 136—7.

Erdny ... ayabnv mwavu: cf. Ar. fr. 29 Tedéer 8 &yabiy Emaoidry (a comic
oracle perhaps referring to a love-charm). Faraone 2008: 135-6 suggests
that ‘very good incantation’ is a variant of TeAeia o151, a phrase found
repeatedly in surviving incantations (cf., e.g., Brashear 1979: 2624,
268). It is presumably mere coincidence that the only Homeric example
of érao1dn occurs at Od. 19.45'7, where the sons of Autolykos staunch the
bleeding of Odysseus’ wound inflicted by the boar ‘with an incantation’;
here the satyrs will help Odysseus to cause terrible bleeding. wévu appears
only here in Euripides; although there are occasional tragic uses, it seems
to have been largely colloquial in tone, cf. Dettori 2016: 1956, Collard
2018: 54-5, and there are further satyric examples at Aesch. fr. 47a.825
and Soph. Ichn. 105.

647 &ov’ is the standard, and perhaps universal, conjunction to intro-
duce a consecutive infinitive in Euripides, cf. Diggle 1981: 8—g.

xpaviov, ‘skull’, a diminutive formed from ké&pa, does not occur in trag-
edy, cf. 683; the resonance is somewhat derogatory, cf. Il. 8.84 (a horse,
the only occurrence in Homer), Pind. Isthm. 4.54.
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648 UgarrTev probably just means ‘set ablaze’ (cf. Tr. 1274, Or. 1618,
Ba. 778), without the connotation of furtiveness often found in com-
pounds with UTro-.

povdma: cf. 21n.

Taida yiis: elsewhere in Cycl, the Cyclops is, as in Homer, a son of
Poseidon, but Hesiod made the Cyclopes the children of Gaia and Ouranos,
in a passage (Theog. 139—46) which, like the present verse, stresses their
single eye; for the links between the different Cyclopes known to mythol-
ogy cf. Fowler 2013: 53-6, Buxton 201%. By calling the Cyclops a ‘child
of earth’ the satyrs assimilate him to the Titans and the earthborn Giants
whose rebellion was crushed by Zeus. We might even think specifically
of Typhon, the giant buried beneath Mount Etna (cf.7n.): like him, the
Cyclops will be burned up (cf. 663); OSC on 65g—60 suggest that Tupéobw

.. TUget’ & evoke Typhon’s name (cf. Call. k. Delos 141), and Typhon
is described as kepauvén Znvos fvBpaxwpévos at [Aesch.] PV g72 (cf. Cycl
663). The ‘Orphic’ myth of Dionysos’ dismemberment by the Titans may
also be relevant, cf. Bernabé 2003, Faraone 2008: 139—41. The chthonic
connections of another opponent of Dionysos, Pentheus, are stressed in
Ba., cf. Dodds’s n. on 537-44-

649-50 Odysseus knows all about satyrs (cf. gg—100) and perhaps too
all about satyr-drama; this verse self-consciously points to the constant
character of the chorus. Now Odysseus has seen one further example to
confirm what he already knows.

oikeiols @ilois: i.e. the surviving men in the cave, cf. §78n. For the
thought cf. Andr. g85—6 16 ouyyevis y&p Sewdv, &v Te Tois kaxois/ouk EoTv
oUdtv kpeiooov oikelou pidou.

652—3 &N’ olv ... y’ ‘Well, then, at any rate ...’, after the rejection of
one possibility, cf. GP? 444.

étreyxédeve ‘cheer us on’. This compound occurs certainly only here (cf.
El 1224), but émkeAevew is well attested in this sense, cf. Ba. 1088, Xen.
Cyn. 6.20; this last passage shows that the corresponding noun is kéAeu(o)-
pa, cf. Soph. Ichn. 231 kéAevpa ... kuvnyeTOVY.

g euyuyiav ... ktnowpebda: lit. ‘so that by your encouragements, I may
acquire the courage of my comrades’, i.e. ‘so that your encouragements
will make my comrades edyuxor’, cf. Soph. Phil. 1281. Odysseus presum-
ably turns to re-enter the cave at this point and does not hear 654-5.

654 év Tén Kapi: a proverbial expression for allowing someone else to
take all the real risk, cf. Archilochus fr. 216 West, Cratinus fr. 18, Pl. Laches
187b, Euthyd. 285c, Philemon fr. 17. The proverb was variously explained
from the fact that Carians were the first mercenary soldiers and from
the general worthlessness of Carians (cf. Hesych. k 820); that the satyrs
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should refer this proverb to the ‘heroic’ Odysseus is in keeping with their
general attitude to him.

655 ‘As far as encouragements go, let the Cyclops smoulder’.

keAevopdTwy is often seen as a sign (and cf. 653) that the song which
follows imitates the rhythmical chanting of the xeAeuotfis who calls time
to the rowers on a boat, cf., e.g., fr. 752g.12, IT 1405, Aesch. Pers. 397,
Casson 1971: 3oo-2, Rossi 1971a: 22, Hamilton 1979: 291. The song
does in at least one point pick up the ship-making simile of 460~1 (cf.
661n.), and it is clearly related to work-songs more generally, but there is
no textual sign that the ‘orders’ of the keAeuoTiis are relevant here.

656-62 FOURTH STASIMON

While Odysseus and his men get to work, the chorus sing a short iambo-
choriambic song urging them on; the song was presumably accompanied
by miming of the actions involved. The song has links to what we know of
ancient work-songs, for which cf., e.g., Ar. Peace 459-69, 486—96, 517-19,
Lambin 1992: 131-80, Karanika 2014; the ship-building simile of Od.
9.382-6 (cf. 460—4n.) describes a situation during which a work-song
might have been sung. In the parallel scene of Hec. (cf. above pp. 43-4),
while Hecuba attacks Polymestor behind the skeng, the chorus sing a short
song celebrating the fact that he is to be justly punished.

The song is metrically, and to some extent textually, uncertain. We have
accepted a transposition by Diggle which gives clear metre at the head of
the song:

::o_tc:_ ia

;GE_TT: Y:VV;IZT;T;, ia choriamb (wil) 656
ow:(:S:-r’, ;(KG—iE:’ 6;p\‘1: N ia choriamb

e'r_]p;g -ro; §:v:8a:'r;. pherecratean

'r;cp:-r’ cI>_, K;i:-r’ o_'o 2 cretics

-r;v A;-rv;s ;nA;v;pc:v. ia" ch  (‘aeolic heptasyllable’)
T:Spv:u’ é';x:, p; o’ ;§;8:v;65i—g ia" pherecratean (?) 661
8;610'_111 -r:l p;-ra:o_v. reizianum
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In 657 Willink 2001: 529 keeps yevwaidétar’ @Beite as a ‘hypercatalectic
extension of the reizianum’, but Diggle’s transposition arguably gives bet-
ter word-order.

In 661, the suggested pattern does not seem impossible in this con-
text, but transposition of the imperatives would give an order which
both follows a general rule that, in such asyndetic pairs, the second
verb is at least as long as the first (Diggle 1994: g9—100, Willink 2001:
529-30) and also follows the order of sense (first ‘pull’ then ‘whirl’,
cf. 661-2n.):

-_— A = = \J - -_— A Y = -

EAxe TOpveve, ) o’ EEoduvnBeis tr pherecratean

In 661 Kovacs adopts the omission of ot found in apogr. Par.:

- -_—e—— Y e=m O\ I ==

Tépvey’ EAke, pt) “Eoduvr- wil
Beis dpdont T1 péronov. pherecratean

For further discussion cf. Dale 1g81: 69, Willink 2001: 529-30.

656 i® iw is a typical satyric shout, cf., e.g., Soph. Ichn. 88, 213, Inachos
fr. 26gc.25; a song of encouragement at Or. 1353 begins i id giAc.

yevvarétara ‘most bravely’, ‘like real heroes’.

657 6@puv: cf. Od. 9.389 TavTa 8¢ oi PAépap’ &ugi kai dppUas eloev &uTpr,
Theocr. 11.91-2.

658 8npos: cf. 6o2.

§evoSaita, which occurs nowhere else, is a variant of §evoSaitupdvos in
610; cf. Eewodaiktas of the monstrous Kyknos at Her. 391, Pind. fr. 140a.56,
Laemmle 2013: 286. -3aita is a Doric genitive of a noun in -as (i.e. -ns):
-0o contracts to -a.

659 TUPeT’ ©, kaiet’ &: the exclamatory & is to be taken with the preced-
ing imperative, cf. 52, Alc. 234, Fraenkel on Aesch. Ag. 22. As transmitted,
the third-person imperatives would lack an obvious subject.

kaiet’ bears the sense of the preceding compound ékkaieTe, as regularly,
cf. Renehan 1969g: 77-85, 1976: 11-27.

660 Tov AiTvas unrovépov ‘the herdsman of Etna’, perhaps also suggest-
ing the ‘Aitnaian (i.e. monstrous) herdsman’, cf. ggpn.

6612 Topvev’ éAxe ‘whirl <and> pull’. The satyrs recall the ship-building
image of 460-3. Topvetew, lit. ‘turn on a lathe’, here replaces xukAeiv in
463 and &weiv, the verb Homer uses twice of ‘whirling’ the stake in the
Cyclops’ eye (Od. 9.384, 388); that dweiv, divwTés, etc. could also be used
in connection with lathes (cf. Blaimner 1879: 333) perhaps suggested the
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substitution here, and cf. Od. 5.249-50 (Odysseus building the raft) écov
Tis T Edagos vnos TopvwaoeTal &vilp/ popTidos elpeins. EAke will refer to ‘pulling’
on the straps used to drive the drill (cf. 460—4n.). Others interpret the
two imperatives as a reference to pottery rather than ship-building; icono-
graphic evidence, however, suggests that the potter’s wheel was turned
manually by an assistant, and &Axew does not seem a natural verb with
which to describe such an action, cf., e.g., Noble 1988: 21 with Figure 6,
Sparkes 1991: 14-15, Williams 2009: Figures 2—3. Ba. 10667, a very dif-
ficult passage in which both tépvos and &xew occur, has been interpreted
as referring to the operation of a pole-lathe in which a spinning wheel
would ‘drag’ on a pole by means of a cord (cf. Palmer 1946, Willink 1966:
297—-9), but there is no explicit evidence for such a technique in classical
Athens, and such an interpretation of that passage seems very improba-
ble, cf. Diggle 1998. Willink 2001: 529 suggested tépveve <mas>/#Ake to
ease the transition to the second person singular; better perhaps (cf. the
metrical analysis above) would be &\ke Tépveue <més> (2¢7).

pn o’ éfoSuvnleis ...: E&§oSuvav occurs only here; the éx- has intensive force
to mark the extremity of the Cyclops’ pain, cf. Od. 9.415 KikAwy 8¢ oTeva-
Xwv Te kai @d3iveov 65uvmior kTA. ot is not strictly required, and its omission
gives identifiable metre (cf. 656-62 n.), but the satyrs’ expression of con-
cern is more pointed with it than without it, and the metrical argument is
not decisive here.

T1 p&rarov might seem rather mild for the Cyclops’ likely reaction to his
suffering, but péroios may be used of very serious actions or words (cf.,
e.g., Aesch. fr. 281a.19, Soph. Tr. 565, 587), so here ‘outrageous’, rather
than ‘empty, vain’.

663-709 FIFTH EPISODE

The blinded and screaming Cyclops is taunted by the chorus who play
a kind of ‘blind man’s buff’ with him, as he tries to lay his hands on the
Greeks. Odysseus joins in and reveals his true name to the Cyclops, who
then recalls an old prophecy he had once received about Odysseus. As the
Greeks and the satyrs escape, the Cyclops clambers up through his cave to
hurl rocks at his tormentors.

663-8 At some point during these verses the Cyclops appears at the
entrance to the cave; on the possible change to his mask at this point cf.
above p. go. It seems almost certain that 663 at least is delivered while the
Cyclops is still out of sight behind the skeng, for this allows a semi-parodic evo-
cation of tragic practice, most notably of Agamemnon’s death-cries at Aesch.
Ag. 1343-6 and perhaps also of the imitation of that scene at Hec. 1035—40.
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The similarities between Hec. and Cycl. are particularly striking (see esp. 663
~ Hec. 1085, 665 ~ Hec. 103'7, 666 ~ Hec. 1039) and have led to much specu-
lation about the relation between the two plays, cf. above p. 43—4.

663 offers a more articulate Cyclops than his Homeric predecessor, cf.
Od. 9.395 cuepdoréov 3¢ péy’ dpwsev, mepi & laxe wétpn. The cry clearly
evokes tragedy, and specifically Agamemnon’s cry at Aesch. Ag. 1343, dpor
TéTANYpa1 kaipiav ANy Eow.

xatnvipakwued’ ‘I have been reduced to ash’, cf. 648n. on Typhon; at
Soph. El. 58 this compound is used of a cremated corpse. Such a comi-
cally elaborate verb, emphasised by use of the poetic plural, comes close
to some Lucianic descriptions of Empedocles, cf., e.g., ITkaromen. 13
’EptredokAiis dvBpakias Tis ideiv xai omodol TAéws kai kaTwmTnuUévos, VH 2.21
"EpredoxkAiis ... weplepBos kai TO oddpa EAov dTnuévos, Peregrin. 1; the story of
Empedocles’ leap into Mount Etna is first attested for Heraclides Ponticus
(second half of fourth century, fr. g3—95A Schitrumpf = Empedocles P2g
Laks—-Most), but may have been extrapolated earlier from Empedocles’
own poems. The Sicilian philosopher might have offered Euripides
another link between the volcano and consumption by fire.

épfalpol oédas: accusative of respect; the remarkable expression (cf.
fr. 472e.14 of the fire in a beloved’s eyes) suggests the pathos of what has
happened.

664 The malicious request to the Cyclops to cry out again (with
Markland’s certain aU) plays on the tragic pattern where death-screams
are indeed repeated, cf. Aesch. Ag. 1345, Soph. El 1415-16 (also in imi-
tation of Aesch. Ag., cf. Finglass ad loc.). The satyrs and the audience
will both relish conformity to the tragic type; the sound of the Cyclops’
anguish is music to the satyrs’ ears, cf. 443—4.

6 mauav: one form of paean was a song celebrating victory (cf. Aesch.
Sept. 635, Ch. 343, Thucyd. 2.91.2, RE 18.2348, Rutherford 2001: 45-7),
and here the satyrs sarcastically describe the Cyclops’ cry of pain as a vic-
tory-song (for Odysseus and themselves). For choral pleasure at such cries
within the skené cf. Antiope fr. 223.47-55, Her. 749-56; both those scenes
thematise the workings of justice, as Odysseus is soon to do.

T6v8’ ‘that one you just sang’, cf. K-G I 644.

666 Cf. Hec. 1039 (Polymestor) &X' oUTi uf) @UynTe Acrynpddn odi.

oUT1 un @UynTe: oU ) with the aorist subjunctive expresses strong denial,
cf. Smyth §1804, 2755.

667 xaipovTes ‘scot-free’, lit. ‘rejoicing’, cf. Med. 398, Her. 258, Or. 1593,
LS]J s.v. II, Collard 2018: 66.

oUsiv dvtes: cf. 642n. At Od. g.515 (also after the blinding) the Cyclops
describes Odysseus as dAiyos Te kai ouTidavds kai &xikus; the D-scholia on
Il. 1.231 gloss oUmiBavés as oudevds Adyou &Sos, which is certainly how the
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Cyclops views Odysseus. Unfortunately for him, his tormentor was not
oUsév but OUTis.

667-8 ‘For standing at the gates of this cave I shall fit my hands <to
it>’. In Od. the blinded Cyclops sits down in the doorway (givi 8upnion)
of the cave and stretches out his arms (xeipe werdooas) in order to catch
any Greek who tries to escape (9.417-18); Euripides’ Cyclops tries a sim-
ilar stratagem, but standing rather than sitting. The difference is in part
driven by the fact that we see a human actor playing the Cyclops and are
not listening to Odysseus’ narrative of a monster the size of a mountain.

papayyos Tijod’: the deictic presumably accompanies the actual stretch-
ing out of his arms. The text is however uncertain. The transmitted t&c?8’,
‘these arms’, is very little different in performative effect to ‘this cave’;
other suggestions, which involve the paradox of a blind man’s deixis,
include 1aic8’ (Kirchhoff), ‘these gates ...” (which does not imply a refer-
ence to the other entrance, 707n.), and ¢&payyr Tiid’ (Seaford), ‘I shall
fit my hands to this cleft’.

669—90 The chorus’ dialogue with the blinded Cyclops is character-
ised by lively stage-action — parodic, cruel, and verging on slapstick. The
scene has thirteen instances of antilabe, i.e. division of a verse between
two or more speakers. This occurs as an intensifying device in all forms
of Greek dramatic dialogue, usually embedded in (or in close proximity
to) stichomythic exchanges, cf. 261n.; for exceptions cf., e.g., Andr. 1077,
Hec. 1127, Ba. 966—70, Soph. Phil. 54, 733. In Cycl, all such verses but one
(682n.) have a single change of speaker, as is normal in tragedy (Soph.
Phil. 753 and the satyric Ichn. 205 have three changes). Several tragedies
of Euripides have relatively long sequences of trochaic tetrameters divided
between different characters (lon 530-62, Or. 77498, IA 1345-68), but
the longest such trimeter sequence in Cycl. (681-6) is only six verses. It is,
however, the third in a series of snatches of dialogue marked by antilabe
and of increasing length (2 - 4 - 6 lines, 669—70, 672-5); such a for-
malised pattern might itself originate in, or point to, the game of ‘blind
man’s buff’ which is played out on stage (cf. 679—gon.).

669 Ti xpfin’ “‘Why ...?°, cf. Hcld. 646 i xpfi’ &utiis w&v 168" émAfion
otéyos, Alc. 512, El 831. For the use of ti xpfiua in place of i cf. Collard
2018: 60 (~ Stevens 1976: 22). The mocking satyrs here play the role of
the Cyclops’ fellow-Cyclopes in Homer, cf. 445-6n., Od. 9.403-6.

&uteis: a high-style verb (in Ar. only at Lys. 717 in paratragedy) with
the colloquial i xpfijpa; heightens the mockery. &uteiv is also used by the
chorus-leader in the Aeschylean scene which is in the background here
(Ag 1344, cf. 663n.).

670 aioxpés ye paivm You certainly look ugly!’; ye emphasises the adjec-
tive, cf. GP* 12%7. <&v> is, as often, to be supplied with gaivn.
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ké&Tri Toiodé y’ ‘And, moreover, on top of this ...°, cf. G 157.

672-3 replay the Homeric exchange between the Cyclops and the
other Cyclopes, Od. 9.407-12. The repeated inferential &p’, ‘in that case’,
mocks the Cyclops’ failure to understand what has happened.

érmrwles’: the transmitted &maoAecev offers a third-foot anapaest split
across change of speaker, cf. above p. 37.

f5ixe1: the imperfect indicates that the sense of wrong continues into
the present, ‘has been wronging you’.

Me Tu@Aoi PAépapov ‘blinds me in the eye’, the so-called ‘accusative of
part and whole’, cf. Ba. 619, Smyth §985. The present tense reworks Od.
9.408 OUTis pe kTelver

674 tés 81 out: the Cyclops presumably said something implying that
he was very certainly blind, but no suggested reconstruction is more than
possible: yeidm o (Diggle 1981: 38 n.1) is the most attractive suggestion
(s @ins ov;, Stinton 1977: 140); for a survey of earlier emendations cf.
Diggle 1971: 49. Dindorf suggested deleting the whole verse, but it is per-
haps better that the Cyclops should have a little longer to realise that he is
being mocked. Some have kept the transmitted text and understood that
a retort by the Cyclops is either interrupted (GF* 229) or ‘left incomplete
by aposiopesis’ (Mastronarde 1979: 64 n.g7).

675 oxamras: cf. Ar. Pl. 973, Men. Dysk. 54, etc.

6 8 OUTis, ‘that Mr No Man’, evokes the Homeric story, as does Odysseus’
corresponding question at 129.

676 6 §éivos: Odysseus has been & &évos par excellence ever since the
Phaeacian books of Od. The tables are truly turned: it used to be the
Cyclops who ‘destroyed’ &évou.

K &maAeoev: the position of the enclitic, third in the sentence after an
intervening subordinate clause, is very unusual, but cf. Andr. 551, Hipp.
1154.

6777 6 mapéds: a common comic term of abuse, cf. Ar. Frogs 466 xai mapt
kai Tappmapt kai pmapotate, Thesm. 649, Collard 2018: 154-5; for other
satyric instances cf. fr. 673.2, Soph. Ichn. 197.

xatékAuoev, ‘drowned, swamped’, continues the nautical language and
images to describe drinking, cf. 576n., Petr. Sat. 21.6 uino etiam Falerno
inundamur, Slater 1976; the Cyclops has been ‘sunk’, as was feared by the
drunken young men in a famous story told by Timaeus (FGrHist 566 F
149 = Ath. 2.37b—e). A character in Xenarchus fr. 2 describes himself as
a sailor who has (ironically) been ‘destroyed and sunk’ (&mwdAeoe ... kai
kaTemévTwoev) by too many toasts to ‘Zeus the Saviour’. There are many
examples of such language and imagery in the chapter on the dangers of
‘shipwreck from drinking’ (Paed. 2.2.22) by Clement of Alexandria (Paed.
2.2.19-34): ‘The heart is swamped (wepikAbleTon) by excessive drinking,
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the quantity of wine is like the menacing sea, in which the body has been
sunk (Bepudiouévov) like a ship and gone down to the depths of disorder,
overwhelmed by the huge waves of wine ...’ (Paed. 2.2.28).

678 is best understood as an ironically sympathetic observation by the
chorus.

TaAaieafan Bapus ‘hard to wrestle against, difficult to defeat in wrestling’,
cf. 635-6n. For wine as a tricky wrestler cf. Eubulus fr. gg.12, Plautus,
Pseud. 1250—-1. At Ba. 800 Pentheus exclaims &mwédpwt ye T&18e guptreTALy-
peba Eévenr; the verb is a ‘metaphor from wrestling’ (Dodds ad loc.), butitis
unclear how live that metaphor was: is Pentheus too wrestling with Wine?

679—9go This scene, in which the satyrs taunt the Cyclops by playing a
kind of ‘blind man’s buff’ with him, has obvious analogies to the taunting
of the blinded Polymestor in Hec., cf. above pp. 43—4; the fooling of the
Scythian archer at Ar. Thesm. 121%7-26, which is marked by lively antilabai
(1218, 1220) also has some similarities to this scene, cf. above p. 24 n. 770.
The closest Homeric analogy is Od. 9.456—7 where the blinded Cyclops
wishes that his ram could speak and tell him ‘where that man is hiding
from my strength’. ‘Blind man’s buff’ was called puivda or xahxfj puia,
‘bronze fly’, to make a connection with pusw, ‘to close the eyes’ (cf. Hesych.
u 1813). ‘They bind the eyes of one child with a sash; he spins around
(weproTpépeTan) and says “I shall hunt a bronze fly”. The others answer
“You will hunt, but you won’t catch”, and they beat him with whips made
of reed until he catches one of them’ (Pollux g.123, cf. 9.113, Herodas
fr. 12.1, Eustath. Hom. 1243.30—-3). oTépas Tfis xepds (681), év 8e§idn ocou
(682) and mpds TéproTepd (686) are presumably versions of phrases from
the game. We have followed L and most editors in assigning all the choral
utterances to the chorus-leader, but it cannot be ruled out that, in imita-
tion of the children’s game, different members of the chorus speak in 682
(perhaps two different choreuts), 684, 685, 686. Seidensticker 2010: 228
noted that from 669 to 688 there are fifteen choral remarks and attrac-
tively suggested that each was delivered by a different choreut, cf. above
p- 26. In a long poem on children published in 1806, the theologian
Friedrich Adolph Krummacher explicitly compared the blindfolded child
in ‘blind man’s buff’ to the blinded Polyphemos looking for the Greeks
(Krummacher 1806: 209, 280); his note does not refer to Euripides, but
it is hard to believe that he was unacquainted with Cycl.

679 Cf. Hec. 1064—5 (Polymestor) & katépoaTot,/Trol kai pe puydt mTeo-
oouat pUXQV;

8ziv is scanned as a single syllable by synizesis, cf. 231n.

680 émnAvya: probably ‘overhanging’, ‘screening’. The word appears
nowhere else, but érnAuyéalewv (or -ilewv) means ‘cover, overshadow’ and
the middle can denote (so LSJ) ‘use as a hiding-place’. Pollux g.114 notes
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that in the game of puivda (679—gon.) the other children ‘hide’ (kpug8év-
Tas) from the ‘blind man’.

681—2 The Cyclops’ frenzied distress leads to two successive breaches of
Porson’s Law (cf. above pp. 37-8).

681 AapévTes ‘occupying, taking possession of’, cf. Suppl. 652, IT g62.

ToTépas Tiis Xxepods;: a local genitive, cf. [Aesch.] PV 714, Hdt. 5.77.4,
Smyth §1448.

682 The only line in Cycl. with two antilaba;, cf., e.g., Alc. 391, 1119, Her.
1418, 1420, here perhaps marking the climax of a cluster of such verses
during ‘blind man’s buff’ (cf. 66g—gon.).

683—4 Exeais;: the simple verb without an expressed object allows the
Cyclops’ unexpected answer, cf. Suppl. 818, Soph. Aj. 875-6 (with Finglass’
n.).

xaxov ye pds xaxad ‘Yes, woe upon woe!’, cf. Hipp. 874, Soph. OC 595,

76 xpaviov/waicas katéaya ‘I struck my head and smashed it’; the noun
(cf. 647n.) goes both with the participle (as object) and with the verb (as
accusative of respect), cf. Alciphron g.18.1 Ti Saxpiw ... fi TéBev kaTéaya
T6 xpaviov kTA.; for the construction cf. Ar. Pl 545, Diggle on Theophr.
Char. 27.10. Blaydes suggested ToU kpaviou (cf. Ar. Ach. 1180, Wasps 1428,
Lucian, Timon 48, K-G I g45), but that is unnecessary. The phrases in
Lucian and Alciphron need not derive from this verse, but may do so. Cf.
further Magnelli 2003: 1967, above pp. 50-1.

xatéaya: this perfect from xar&yvu is active in form but standardly
passive in meaning. The penultimate vowel is long; the comic anapaest
perhaps suits the lively ‘low’ action.

xai o Siapevyovuoi ye: a belated and mocking answer to 679.

685 o0 THSE T, THS’ eimas; ‘Didn’t you say here somewhere, over
here?’, cf. Rhes. 68g. The text is not certain. West 1981: 68 suggested
punctuating o¥ Tiid¢ wm* TiHid’ elmwas; ‘Not anywhere this way — did you
mean this way?’

686 i yap; “‘Where then?’; for yép in a surprised question cf. 153—4n.

mepicyou: middle imperative; the compound does not appear in trag-
edy. This may well be another echo of actual phrases from the xaA«ij puia
game, cf. weproTpépetar in Pollux’ description (67g—gon.). Biehl suggests
that the verb puns on KukAwy, ‘Mr Circle’, and that 687 shows that the
Cyclops understands the joke.

687 oipor yeAdpan: there is a touch of paratragedy to the Cyclops’ lament,
cf. Aesch. Eum. 789, 819, Soph. Ant. 839 (Antigone cries oiuot yeAdpa, but
specific parody (so, e.g., Duchemin ad loc.) seems very improbable). For
the habitual Greek fear of being laughed at cf., e.g., Med. 797, 383, Soph.
Ant. 483, Ajax 382, Ar. Ach. 1081, Peace 1245,
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688 Odysseus and his men have now got safely away, but the taunting of
the blind man (oUos, cf. 168 6go) continues.

&N’ oUkiét’: cf. Hel 1229, where, with Jackson’s transposition, it is also
preceded by a complaint of kepTopia.

689 Cf. Hec. 1124 (Polymestor) f y&p &yyUs éoi ou;

& mayxaxiote: cf. Med. 465 (Medea to Jason), Hipp. 682 (Phaedra to the
Nurse), Suppl. 513; the address does not occur in Ar.

TAoU gébev: the last antilabe in the play, and perhaps Odysseus’ contri-
bution to ‘blind man’s buff’ (cf. 679—gon.).

690 puAakaiot ppoupd ‘I keep a watchful guard on’. Odysseus is now his
own bodyguard; the phrase is suggestive of military ‘guarding’, cf. Rhes.
764-5. puhakds guAdTTew is the more usual phrase (Xen. Anab. 2.6.10,
Dem. 7.14, etc.).

'O8voaiws: on the revelation of the name to the Cyclops cf. 10gn.

692 y’ drifts to the normal second position for an enclitic pronoun
(“Wackernagel’s Law’), even though it then precedes the participle gov-
erning it, cf. El 264, Ion 324. The transmitted ye would be assentient, ‘Yes,
the one which ...°, with <pe> understood, just as apogr. Par. felt compelled
to add it to the text.

@vépal’: the imperfect is idiomatic in such expressions, cf. Suppl. 1218,
Fraenkel on Aesch. Ag. 681.

'O8voaia: the hero proudly repeats his name, cf. Od. g.504~5 where he
gives the Cyclops ‘the full works’: ‘tell [anyone who asks who blinded you]
that it was Odysseus, sacker of cities, son of Laertes, who dwells on Ithaca’.
Kovacs 1994: 157-8, however, regards the repetition of the name as ‘sur-
prisingly weak’ and suggests that the text is corrupt.

693 The idea of vengeful punishment for the Cyclops is present in Od.
(cf. 9.317, 479), and picked up by Virgil (Aen. 3.638 laeti sociorum ulcis-
cimur umbras), but the motif is much more pronounced in Cycl. (and in
satyr-play more generally, cf. 441-2n.). In Hec., where there is no ‘escape-
plot’, the motif dominates the confrontation of Hecuba and Polymestor,
cf. 1024, 1052-3, 12534, 1258.

694 ‘Our burning of Troy would be a wretched thing ...’; for this use of
kakds cf. Held. 171, and for Odysseus’ appeal to the memory of the Trojan
War cf. 198-200. Dobree’s koA&ds would be ironical: ‘A fine thing would
be ...” Cobet suggested &\Aws, ‘in vain, pointless’.

Sierrupodoapev: this is the only occurrence of this compound before
Hellenistic prose. The verb, rather than, say, ‘we sacked’, is chosen
because of what has happened to the Cyclops; it is perhaps more likely
that it is a true plural and refers to ‘the Greeks’ as a whole (cf,, e.g., 178,
282, 286—96), rather than a poetic singular referring to Odysseus alone.
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The transmitted first-person singular middle would be in keeping with
Odysseus’ epic sense of his role at Troy (cf,, e.g., Od. 1.2, 8.494-5, 9.502—
5), and may be correct, but the error could easily have arisen from the
following verse.

695 iTipwpnoduny is followed by a double accusative, cf. Alc. 733. In
Homer Odysseus taunted the Cyclops with punishment from Zeus and
the other gods (Od. 9.479).

696-8 Cf. Od. 9.507-12. The Homeric prophet Telemos plays no part
here, presumably as Euripides is now bringing everything to a very swift
and hectic dramatic close. The motif here follows not just epic, but also
Euripidean tradition: the tragedies regularly contain prophecy of the
future as part of the dramatic closure, cf. Mastronarde 2010: 18%7-8.

aiai: cf. Od. 9.506—7 oipdas ... & wéTOI KTA.

waAaiés picks up the Homeric modaipoara (Od. 9.507, 13.172). The
adjective perhaps refers also to the fact that the oracle is now ‘old’ for the
time of the play, i.e. it belongs to the Homeric story, cf. Laemmle 2013:
344 &pxoios of the Cyclops at Theocr. 11.8 has a similar double sense.

éxmrepaivetan ‘is being fulfilled’, cf. Ion 785, Ph. 1703, Ar. Wasps 799.

Tpoias &popundivros: this is not explicitly stated in the Homeric proph-
ecy, and Euripides has perhaps been influenced by Hermes’ prediction to
Circe that she would be visited by Odysseus ¢k Tpoins dvidvta (Od. 10.332).

698700 In Od. the Cyclops prays to Poseidon to make Odysseus’
return both long delayed (éy¢) and wretched, 9.532-5; here the motif is
included within the oracle which the Cyclops claims to have received: he
and the audience all know of Odysseus’ wanderings at sea. In the back-
ground perhaps lies Teiresias’ very similar prophecy to Odysseus at Od.
11.100-17.

Tot ‘I warn you’, ‘believe me’, emphasising the certainty of the threat,
cf. Ba. 516, GP* 5377, 540.

Sixag Ugéfav: a standard phrase, also in prosaic legal language, cf. Hec.
1253, El 698, LS] s.v. Uméxw II g.

évaiwpoupevov ‘drifting on ...’, the only example of this compound out-
side medical prose; the simple verb can mean ‘hover’, ‘be in suspense’.

701 xAaiav o’ &vwya: cf. 172—4n., 318-19n., 340; Odysseus, who does
not normally stoop to comic or vulgar language (cf. above p. 36), throws
the Cyclops’ words back at him. &vwya raises the expression above the
purely colloquial, cf. g340n.

8édpay’ émep Aéyars ‘I have [already] done what you say <I will do>’,
namely drift on the sea for a long time. Odysseus thinks he is on the
home-leg, but he is in fact only at the beginning of his troubles (cf. Od.
9.82-106). 8¢5pay’ may, however, seem too positive and active a verb for
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‘drifting on the sea’ (cf. Hec. 1048), and others retain the transmitted
Myw, referring it either to Odysseus’ proclamation of vengeance in 695
or to kAaiew o’ &vwya: Odysseus has already made the Cyclops very sorry,
cf. Seaford 1982: 163,

702 veds oxkagos: cf. 85n.

703 fiow ‘I shall launch’, a very unusual use of the simple inu; Hdt. uses
&oinu in this sense at 5.42.2.

moévrov Zikeddv: the ‘Sicilian sea’ is that part of the Mediterranean east
of Sicily stretching towards Greece, cf. El. 1347, Zuntz 1955: 66—7. As
Ithaca might, on some reckonings, lie within that sea, Schumacher pro-
posed &is for & T’, but nothing seems to be gained by the change.

w&rpav: Odysseus’ last word in the play expresses what has always mat-
tered to him most, cf. 103, 277, Od. g.21, 505, etc.

704 ou &fjT’: cf. 198n.

Tijo8’ &moppnfas wétpas ‘breaking off a piece of this rock’, partitive geni-
tive, cf. Smyth §1341. The participle comes from Od. 9.481, but Euripides
has downsized considerably: in Homer, the Cyclops first breaks off the
peak of a mountain (9.481) and then ‘a much bigger rock’ (9.537).

705 avToicr cuvvauTtaiot ‘your fellow-sailors and all’, a common use of
datives with autés, cf. Med. 164, Smyth §1525, LS] s.v. abtés I 5.

BaAdov: cf. Od. 9.482, 539.

706 In Od. the Cyclops does not have to climb up to higher ground as
the cave is at the edge of the land, presumably overlooking the sea (Od.
9.182-3).

707 ‘... climbing on foot through this second entrance’. The Cyclops
now reveals that the cave has in fact an opening at the back, cf. Od.
13.103-12 (the ‘cave of the Nymphs’); Odysseus’ men could just have
escaped that way (cf. Zwierlein 1967: 453 n.2), but that would certainly
have spoiled the fun. &ugitpns is found only here and at Soph. Phil. 19
&1 dugrtpfitos adAiou of Philoctetes’ cave; it is impossible that the two
instances are unconnected, and it is normally assumed that Euripides
here imitates, for the comic delight of the audience, a device of a very
recent Sophoclean play, cf. above pp. 401, Marshall 2001: 236-8. Unlike
in Cycl., the two entrances of the cave are strongly thematised in Phil, cf.
Phil. 16, 19, 159, g52, which makes a borrowing by Sophocles from Cycl.
very unlikely. Philoctetes on the volcanic island of Lemnos is a further
model for the Cyclops on Sicily.

As transmitted, &ugitptis is here used as an elliptical noun, whereas it
is adjectival in Sophocles; Kirchhoff removed the anomaly by suggesting
étpas for wodi at verse-end, but wodi has excellent parallels (EL 48g9—go,
Hec. 1263, Schmidt 1975, Diggle 1981: 36—7) and its removal does not



248 COMMENTARY 708

carry conviction. The linguistic anomaly may perhaps calls attention to
the borrowing from Phil. (cf., e.g., Dale 1969: 129). Diggle’s lacuna after
this verse still deserves serious consideration.

TpooPaivwy ‘climbing’, cf. Beare 19o5: 70-2, LS] s.v. 2—-3.

708—9 The satyrs rush off to ‘hitch a lift’ with Odysseus and thus
exchange (they hope) servitude to the Cyclops for the blessed and famil-
iar servitude to Dionysos, cf. 23—4n., Hunter 2009: 5%7. We shall see their
future (16 Aorwév) next time we watch satyr-drama. Olson 1988 argues
that, in finding an Odysseus who has wine, the satyrs have indeed been
reunited with Dionysos, which had been the purpose of their quest (cf.
13—-14). It seems unlikely, however, that any member of the audience will
have worried about the fact that the satyrs have not found the abducted
god: he will, in any case, have long since freed himself, and if he wants to
be reunited with the satyrs, he will be.

8¢ ... ye marks a lively retort to the Cyclops, cf. 538n.: ‘We are no longer
your slaves ...’

ouvvaUtari: when we first heard of the satyrs, they were rowers com-
manded by Silenos (13-1%); as the play ends, they have swapped one
commander for another - but it is always Dionysos whom they really serve.

ToU8’ ‘'O8uociws: the final deictic mocks the blind Cyclops for the last
time, cf. 667-8n.

Baxyiwi: the play ends as it had begun with the god’s name, and both
play and tetralogy end with an acknowledgement (and perhaps gesture)
to the god whose image presides over the theatre.
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Agamemnon 156
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Alcaeus 166-8, 204, 209
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Iacchos 109-10
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Marsyas 148

Menelaos 133, 136-8
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paean 240
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pastoral poetry, see ‘bucolic poetry’
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Persian Wars 20, 140, 158—9

Pheidias 222
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102, 119, 149, 198, 207

Plato 20; Gorgias 169

Plautus 179, 198

Polyphemos, etymology of g2, 115

‘Porson’s Law’ 36-8, 123, 143, 162,
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Poseidon 167, 246; temples of
158-60

potter’s wheel, workings of 239

Pratinas 4,21
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Prodicus 123, 164

‘Pronomos Vase’ 27-30, 133
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Rhadamanthys 155
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196—7
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Sikinnos, slave of Themistocles 141
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Theatre of Dionysos 82, 199, 248
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Timotheus, lyric poet 8
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Typhoeus/Typhon 87, 165, 236
Tyro 167

Tyrrhenians 88—

Tzetzes, John g n.11, 49 n.167
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wedding-songs 205, 208-10

wind, north 167
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