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NOTE ON SPELLING

Greek names for the most part have been spelled in direct translitera-
tion rather than in latinate form. I make an exception for the most famil-
iar names only, mainly those of authors (Aeschylus, Sophocles). Thus, I
spell the heroine’s name Iphigeneia throughout, although the play’s title
remains in its usual Latin form Iphigenia in Tauris (= ‘Iphigeneia among
the Taurians’ or ‘Iphigeneia at Tauroi’; see Introduction p. 18).
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INTRODUCTION

1 EURIPIDES AND HIS CAREER

Euripides, youngest of the three great Attic tragedians, was probably born
around 485 BCE and died in 407/6. He was a younger contemporary of
Sophocles, against whom he competed during the entirety of his career.
Of his life little is known with certainty, since the biographical tradition
surrounding early and classical Greek writers is notoriously inaccurate
and has a tendency to fabricate episodes, sometimes of a fantastic nature,
on the basis of fictional suggestions in the writers’ works. It seems rea-
sonably secure that his father’s name was Mnesarchos or Mnesarchides
and that the family’s deme (ancestral area of Attica) was Phlya, near
modern Chalandri in the Mesogeia (inland region), not very far from
Athens itself. The ancient tradition also states that at the end of his life
he accepted an invitation from King Archelaos of Macedonia to remain
at his court, and that he wrote his last plays there, a supposition which is
usually accepted. But although he certainly wrote plays appropriate to the
Macedonian royal family (Archelaos, and probably Temenos and Temenidaz),
and may have made a trip to Macedonia to produce them, his death in
Macedonia is much less certain; it is noteworthy that Aristophanes, whose
Frogs is premised on the tragedian’s recent death, makes no reference to
that death occurring outside Athens.'

We must accept that apart from his productions we know almost noth-
ing of Euripides’ life, other than the supposition that even in democratic
Athens a poet was likely to come from a reasonably well-off family back-
ground® which would give him the leisure to study poetic texts in depth,
to associate with other literary figures, and to compose and produce his
own plays. But thanks to the didaskaliai, official records of productions at
the dramatic festivals of Athens, which ancient scholars were able to use
in full and so transmit their findings to us, we are much better informed
about his career as dramatist. From this source, we know that his first pro-
duction was in 455 and the first of his five victories in 441. Thus, some of
his extant plays can be dated with precision as follows (the date is that of
the production at the City Dionysia in spring):

' See especially Scullion 2003.

* The running joke in Aristophanes that E.’s mother was a market gardener who
sold vegetables publicly is a common comic ploy which may have some basis in the
origins of family wealth but cannot be taken literally as indicating class.



2 INTRODUCTION

458 Alcestis

451 Medea

428 Hippolytus®

415 Troades ( Trojan Women)

412 Helen

411 or later Phoenissae (Phoenician Women)

408 Orestes

€.405 Bacchae, Iphigeneia at Aulis (posthumous production)

The most important method for dating the remaining extant tragedies
(whether it can be applied to the satyr-play Cyclopsis less certaint) is a met-
rical criterion, namely the frequency and types of resolution of long syl-
lables in the iambic trimeter, the chief metre of spoken dialogue. Already
in the early nineteenth century Gottfried Hermann had noticed that the
substitution of two short for one long syllable in the basic metrical pat-
tern occurs with increasing frequency in the later plays of Euripides. This
observation was taken up and refined in the twentieth century by Zielinski
(1925), Ceadel (1941), Cropp and Fick (1985), and others. Though
it would be implausible to expect that the percentage of resolved feet,
including or (better) excluding proper names, would increase in a reg-
ular, linear fashion and hence allow us to pinpoint the exact year of a
play, it is apparent that Heraclidae ( Children of Herakles) belongs in an early
group with the datable Alcestis, Medea, and Hippolytus, while at the other
end the equally datable Orestes, Bacchae, and Iphigeneia at Aulis, all with
percentages over 33.9 per cent, stand out from the next highest figure
(27.5 per cent for Helen, in Ceadel’s calculation). It is therefore a reason-
able guess that the remaining plays, from Helen down to Andromache, with
11.9 per cent, should be dated in the twenty years between stretching
backwards from 408. We might want to subdivide this batch into an ear-
lier group comprising Andromache, Hecuba, Supplices (Suppliant Women),
and Electra (11.8-16.95 per cent) and a later one consisting of Troades
(dated to 415), Hercules Furens (Mad Herakles), Iphigenia in Tauris, Ion,
Helen (dated 412), and Phoenissae (later than Helen) (21.5—27.5 per cent).
A date of c.414 is often accepted for IT, based partly on the extensive sty-
listic analysis of K. Matthiessen,5 which would place it between Troades and
Ion. Metrical examination of the lyric sections seems to confirm that it is
earlier than Helen. Itsumi has shown that Euripides innovates considerably

s If the play we have is indeed the second play of this title which E. wrote; for
the alternative, see Gibert 1997, Hutchinson 2004 (contra, Cropp and Fick 2005).

1 Seaford 1982 argues that an analysis of resolution in Odysseus’ lines coheres
with a likely date of ¢.408; cf. the discussion in Hunter-Laemmle §8-47.

5 Matthiessen 1964.
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in his treatment of the metrical line known as ‘wilamowitzianum’ or ‘poly-
schematist’ in Helen and the plays known or safely assumed to follow
Helen, but not in Troades, HF, IT, or Ion.® Since after having introduced
such new forms there would be no reason to compose the lyric parts of a
whole tragedy without using them, it would seem that the composition (if
not necessarily the performance) of /7 should be before 412.

In total, ninety-two plays were attributed to Euripides by ancient schol-
ars; these included satyr-plays as well as tragedies, since the standard tra-
gedian’s production at the Dionysia consisted of three tragedies and a
concluding satyr-play. It is possible that some of the ninety-two were not
in fact Euripidean; such is likely to be the case with the surviving Rhesus.”
Conversely, a few plays might have been lost at an early date. Substantial
fragments exist of Hypsipyle, Antiope, Phaethon, and Erechtheus, and it is pos-
sible to reconstruct the rough outlines of many others.® The Athenian
records listed twenty-two separate productions by Euripides, but only five
of those (including the posthumous production of the trilogy? including
Bacchae and Iphigeneia at Aulis) won first prize. The method of judging the
winner was complex and might not reflect the popular view on any one
occasion,'® but over a whole career this relative lack of success may be
significant, especially compared with Aeschylus’ thirteen and Sophocles’
eighteen victories. It is tempting to link it with the mockery to which
Euripides was subjected by Aristophanes, who consistently portrays him
as a radical modernist, taking tragedy in inappropriate directions and lit-
tering his plays with obscure, pretentious verbiage, and to suppose that
this comic exaggeration reflected some real, more widespread perception
which adversely affected his popularity. Yet the twenty-two productions
must indicate that a good number of people thought well of him, since
otherwise he would not have been ‘granted a chorus’ as one of the three
tragedians who competed at each festival. It is possible that he was loved
and hated in equal measure.

5 Ttsumi 1982: 68—9; for possible implications, see below, p. g2.

7 Fries 22-38, Fantuzzi 16—48 (in agreement with other recent studies).

8 See for instance the reconstructions by Collard, Cropp, and Lee (1995);
Collard, Cropp, and Gibert (2004); Collard and Cropp (2008).

9 It seems from a didascalic fragment mentioned in the scholia to Aristophanes
(schol. vet. Ar. Ran. 677 = TrGF1 DID. C22), which lists A, Alkmaion in Corinth, and
Bacchae, but no satyr-play, that the production was indeed of a trilogy rather than
a tetralogy.

> Names of possible judges were selected from each of the ten Cleisthenic
tribes, and at the beginning of the contest the archon drew at random one name
from each of the ten. Each of those selected then wrote his view of the order of
merit of the three productions, and of these ten votes five were selected at random
to give the verdict, and the decision calculated on a majority basis of these five lists.
The testimonia are collected and discussed in Pickard-Cambridge 1968: g5—q.
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2 IPHIGENEIA IN GREEK CULTURE
(a) The Iphigeneia and Orestes stories

After a few early experiments in dramatising events from recent history,
of which Aeschylus’ Persae is the sole surviving example, tragedy settled
into a pattern of taking its plots from mythology, mainly that of the heroic
age, and the dramatists therefore usually had at their disposal a number of
earlier poetic treatments from which they could select material and against
which they could showcase their own version. The most important of these
earlier texts were the Homeric poems, along with the Cyclic epics narrating
events concerned with the Theban and Trojan wars; parts of the Hesiodic
corpus, mainly the Catalogue of Women and the Great Foiai; and the lyric
narrative of poets such as Simonides, Pindar, and above all Stesichorus. As
Aristotle pointed out (Poetics 14.1453b), giving the example of Klytaimestra
killed by Orestes, it was not possible for tragedy to alter basic mythological
‘facts’, but it was the dramatist’s job to use the transmitted material well;
this would include selecting and elaborating the most appropriate ver-
sions, and in practice a certain amount of invention was also permissible.
Stories of the descendants of Pelops were prominent in tragedy’s poetic
antecedents, the most often repeated being those of the power struggle
between the brothers Atreus and Thyestes, and the fortunes of Atreus’ son
Agamemnon at Troy and on his return. Yet Iphigeneia is nowhere men-
tioned in the liad or Odyssey. At Iliad 9.143-8, Agamemnon offers Achilles
any one of his three daughters Chrysothemis, Laodike, and Iphianassa,
which does not exclude the possibility that a fourth daughter Iphigeneia
had been sacrificed at the beginning of the war, but does not encourage
it either. However, the story of the (attempted) sacrifice of Iphigeneia is
found in other texts which predate Euripides, and the claim that she was
saved by Artemis from sacrifice, though not universal, is persistent. In the
Cypria, according to the summary in Proclus’ Chrestomathia,'' Artemis was
angered by Agamemnon’s boast that in killing a deer while hunting he
had surpassed the goddess herself; she caused storms which prevented
the Achaian fleet, assembled at Aulis, from embarking on its route to Troy.
The prophet Kalchas explained the cause of the problem, and further
declared that Artemis could be appeased by the sacrifice of Agamemnon’s
daughter Iphigeneia. She was brought to Aulis on the pretext of mar-
riage with Achilles, but on the point of being slaughtered she was saved
by Artemis, who substituted a deer and removed Iphigeneia to the land
of the Tauroi and made her immortal. A similar version appears in the

'* Procl. Chrest. ad Cypr. 42—q Bernabé, 55-69 Davies.
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Hesiodic Catalogue of Women or Eoiai (fr. 232 M-=W), where she is called
Iphimede, and again on the point of sacrifice she is saved and immor-
talised by Artemis, though the Tauroi are not mentioned; she becomes
known as Artemis Einodie. When given this epithet (¢vodia in Attic) the
goddess has a similar character to Hekate, and both Pausanias in report-
ing this passage (1.49.1) and Philodemus in reporting Stesichorus'*
represent the author as saying that Iphigeneia became Hekate. Her iden-
tification with the Taurian goddess known as Tap8¢vos, ‘Maiden’, is can-
vassed by Herodotus, according to whom (4.108) the Taurians themselves
say that the goddess for whom they perform human sacrifice is Iphigeneia
the daughter of Agamemnon (below, pp. 15-17). But Pindar, in Pythian
11 (22-3), and Aeschylus, in the parodos narrative of the Agamemnon
(218-49), leave little doubt that Iphigeneia was in fact put to death.'
Though Stesichorus’ Oresteia, like Aeschylus’ trilogy, included them
both, the stories relating to Iphigeneia and Orestes are distinct and have
only an indirect connexion. The story of Orestes and his vengeance on his
father’s murderer or murderers is well known to the author of the Odyssey,
where the return of Agamemnon and subsequent events form a running
motif paralleling (and contrasting with) the return of Odysseus. The poet
avoids saying in so many words that this vengeance included the murder
of Orestes’ mother Klytaimestra alongside her lover Aigisthos, but since
he (or rather his Agamemnon) is aware of Klytaimestra’s guilt (11.410,
24.199—202) he is almost certainly also aware of the tradition of the mat-
ricide. The Cyclic Nostoi was probably more explicit, since according to
Proclus it narrated the avenging of Agamemnon, who had been mur-
dered by Aigisthos and Klytaimestra, while the Catalogue of Women unam-
biguously states that Orestes killed his mother (fr. 23a.30 M—W). That his
subsequent persecution by the Erinyes was told in Stesichorus’ influential
Oresteia is suggested by the fact that he received a bow from Apollo in
that poem (fr. 181 Finglass), which must have been intended for defence
against their attacks. The tradition could be older; it is possible that local
Peloponnesian (especially Arcadian) cultic and mythic material con-
nected with Orestes't goes back to the early archaic period and suggests

'* Fr. 178 Finglass; De pietate N248 111, Gomperz p. 24.

'3 Cf. also Soph. El. 530-2, 571—4. But even in Agamemnon, t& & év8ev oUT €idov
oUT tvvémw (‘What happened next I did not see, nor do I speak of it’, 248) could
be thought to leave the door open for an unrecognised translation of Iphigeneia,
though it is also an effective way of treating the horror of the killing.

't Arcadia: Hdt. 1.67-8, Pherecydes, FGrH g 135 (= 135 Fowler), E. EL 1273-5,
Or. 1643-5, Paus. 8.94.1—4. Laconia: Paus. g.22.1; less clear for the early period,
but Pindar associates him with Amyklai at Nem. 11.34 (see Finglass 2007: 102-3).
Troizen: Paus. 2.91.4, 8-9, with Pucci 2016. Achaia: Paus. 7.25.7. See 79-81n.
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his hapless wanderings as he attempts to escape the pursuing Furies. The
story that he was finally saved from their attacks in Athens must surely be
of Athenian origin, whether or not it was invented by Aeschylus, whose ver-
sion in Fumenides (458 BCE) swiftly became canonical. According to this,
Orestes was tried at a proto-Areopagos homicide court, with the Erinyes
prosecuting and Apollo defending; the votes of the people of Athens were
equal or nearly so'> and Athena gave her vote for the defence, thus secur-
ing Orestes’ acquittal and the end of his persecution.

(b) Iphigeneia in cult

There is no unambiguous evidence for cult offered to Iphigeneia,
whether as heroine or goddess, before Euripides. However, the immor-
talisation of Agamemnon’s daughter Iphigeneia or Iphimede by Artemis
which is such a strong tradition in early poetry is very suggestive of a wide-
spread identification of Iphigeneia with an Artemis-like goddess or an
aspect of Artemis, perhaps with an epithet beginning Iphi-. Pausanias in
the second century CE knew a cult of Artemis Iphigeneia at Hermione or
Hermion in the Argolid (2.85.1); of course we cannot say how old this is
likely to have been. The same writer records other cults connected with
Iphigeneia: a hero-shrine at Megara (1.48.1), presumably her tomb since
the local story related that she died in Megara, and a temple of Artemis
at Aigeira in Achaia, served by a virgin priestess, which contained an
ancient statue identified locally as Iphigeneia daughter of Agamemnon
(7.26.5); Pausanias, who is acquainted with the tradition of the apotheosis
of Iphigeneia (1.45.1), conjectures that the temple was originally hers. In
connexion with the Megarian Aeroon, Pausanias also mentions an Arcadian
tradition, without further elaboration. For Attica, the existence of a cult
of Iphigeneia at the sanctuary of Artemis at Brauron on the east coast was
once generally accepted, but depends largely on taking the concluding
aetiology of Iphigenia in Tauris at face value (see below, pp. 13—14). Other
evidence for Iphigeneia at Brauron (from the Hellenistic poet Euphorion
and the scholia to Aristophanes)'® is later than Euripides, although it
seems to suggest an independent tradition. Euphorion refers to Brauron

'5 There is some dispute whether the original vote was to condemn Orestes
by a majority of one, with Athena’s vote making them equal and hence leading
to acquittal, or whether the original numbers were equal and Athena made the
casting vote for acquittal. The tendency recently has been to prefer the first option
(e.g. Sommerstein 222-6, Mitchell-Boyask 2009: 78-86), but the arguments of
Hester 1981 and Seaford 199y are also worth considering.

% Schol. Ar. Lys. 645a-b, in which is embedded the quotation from Euphorion
(fr. 95 Van Groningen).
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as the kevfipiov (empty grave monument) of Iphigeneia, which as the scholi-
ast sees should reflect a version where the interrupted sacrifice takes place
at Brauron rather than Aulis; it is expected that Iphigeneia will be buried
where she is killed, at Brauron, but she survives and her tomb is therefore
empty. This is quite different from Euripides, whose Athena declares that
Iphigeneia will die and be buried (for real) at Brauron (1464).

Fortunately we do have independent evidence, dated earlier than
Euripides’ play, for a connexion — at least in Greek minds — of Iphigeneia
with cultin the Tauric Chersonese. Herodotus (4.109) relates that the dai-
mon to whom the Taurians sacrifice Greeks and the victims of shipwreck,
whom he calls first simply wap8évos (a title confirmed by the evidence
of inscriptions),'7? is identified by the Taurians themselves as Iphigeneia
the daughter of Agamemnon. Clearly there is some connexion with the
account in the Cypria which has Artemis relocating Iphigeneia to live
among the Taurians (below, pp. 14-15), although there is no local evi-
dence for an identification of this goddess, known to her worshippers as
Parthenos, ‘Maiden’, with Iphigeneia (below, pp. 15-18).

Like the literary evidence, the majority of cults connect Iphigeneia with
Artemis, but the nature of the connexion is conceptualised in different
ways by our sources. Iphigeneia is variously an epithet of Artemis, a sharer
of her sanctuary or temple, or, in the case of the Taurian cult, an alter-
native identification of a local deity who could also be viewed as a form
of Artemis.’® And even in the case of any one particular cult, we cannot
be certain that the relationship between the two was always viewed in the
same way; identifications of cult entities are far from stable in Greek reli-
gion.'? The presence of these different Iphigeneias in different parts of
the Greek and extra-Greek world exists in a dynamic interplay with the
Iphigeneias of literature.

3 EURIPIDES AND HIS MATERIALS
(a) Story

All the tragedians select, discard, and manipulate myth, but Euripides is
perhaps the boldest in this respect. He may have invented Medea’s mur-
der of her children; he certainly diverged from the best-known versions
in keeping both Jocasta and Oedipus alive at the time of the war between
their sons’ armies (Phoenissae) and in portraying a chaste Helen who
spent the Trojan War years in Egypt (Helen). The storyline of Orestes is

'7 Guldager Bilde 2003. '8 Guldager Bilde 2009: §04-5.
9 See Versnel 2011, esp. 60-88.
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not incompatible with the usual version of the hero’s adventures, but it is
not known elsewhere and is generally thought to be Euripides’ invention.
What about Iphigenia in Tauris> We have seen that the tradition linking
Iphigeneia with the Tauric Chersonese is earlier than Euripides, but it
is by no means clear that the same is true of Orestes’ travels to that area.

Although Iphigeneia and Orestes were both known as children of
Agamemnon, so far as we can tell they are not otherwise brought together
in pre-Euripidean literature; Orestes was still a baby when Iphigeneia died
or was translated, as Euripides makes clear (230-5). To have them meet
in the land of the Taurians was quite possibly an invention of the play-
wright, inspired partly by stories of Orestes’ distant wanderings pursued
by the Erinyes and partly by the possibilities of cult aetiology and etymol-
ogy (below, pp. 11-15).

Complications are raised, however, by the existence of a further story
involving Iphigeneia, Orestes, and the Taurian king Thoas. The mythog-
rapher Hyginus (Fab. 121) relates a narrative involving the son of Chryseis
and Agamemnon, whose relationship is treated in the Iliad. Named
Chryses after his maternal grandfather (the priest of Iliad 1), the young
man took Orestes and Iphigeneia captive when they put in at Sminthe on
the return journey from the Tauric Chersonese, and was about to return
them to Thoas when he learned for the first time of his own paternity. On
discovering that the fugitives were his half-siblings, he joined Orestes in
killing Thoas instead. Hyginus does not give the origin of this story, but it
is a reasonable guess that it is the plot of Sophocles’ lost play Chryses (of
which the exiguous fragments supply no significant information). Chryses
has usually been dated before 414,* in which case, given the traditional
dating of IT'to ¢.414—413 (see above, pp. 2—9), we would have a source for
the Tauric adventures of Orestes and Iphigeneia which precedes our play.
But this seems unlikely; the plot given in Hyginus has the air of a sequel to
IT, taking the story one stage further. In fact, it stands in much the same
relation to the Euripidean story as the latter does to Aeschylus’ Eumenides:
it takes a story which had reached a satisfactory resolution (Orestes’
acquittal, the fugitives’ escape, both engineered by divine favour) and
interposes another, unexpected, hurdle which must be cleared before a
happy ending can be attained. In both cases, a slight modification must
be made to the story as told in the original. A splinter group of Erinyes
refused to be persuaded by Athena, while Thoas was not convinced by her
at all, or changed his mind about the escape with the statue. But at the

2 On Aristophanes, Birds 1240 (securely dated to 414), the scholiast comments
that the phrase poaxéAm Znvods égavacTpagiit is Sophoclean and taken from Chryses
(fr. 727, with an emendation v Xptom for yxptom).
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same time, each story builds on its predecessor, and can best be appre-
ciated by an audience who knows the earlier tale. If Hyginus 121 does
represent the Sophoclean Chryses, the easiest course is to reject the dating
given by the scholia to Aristophanes, and accept that Sophocles was fol-
lowing Euripides’ cue here — hardly an unthinkable possibility.*'

It seems likely, then, that Euripides took some pre-existing poetic tradi-
tions, combined and re-worked them, and came up with something quite
novel. We have seen that the Cypria and other poems made Iphigeneia
into a goddess among the Taurians, a motif so successful that Herodotus
can even state that the Taurians themselves give this account of their
Maiden goddess. This version would be anomalous in tragedy, where
apotheosis is very rare — but heroisation is another matter. Iphigeneia’s
death and subsequent cult status at Brauron in Attica are predicted in the
concluding aetiology, spoken by Athena, so that during the play’s action
she can be situated among the Taurians as a living human being —a much
more promising tragic scenario. Orestes’ torments could be continued
beyond the limits set by Aeschylus. Further, the conjunction of Orestes
and Iphigeneia raised possibilities of simultaneous innovation and allu-
sion, in a characteristically ingenious Euripidean way. Normally Orestes
is closely associated with his sister Elektra, a relationship explored by
Euripides himself in the two plays bearing their names, and at least from
Aeschylus onwards the dramatic core of the relationship was the recog-
nition scene between brother and sister consequent on Orestes’ return
home. In /7, the recognition is both protracted and central — but the par-
ticipants are Orestes and the ‘wrong’ sister. And where in the usual story
the recognition is linked to Orestes as kin-killer but is not necessary for
that killing to take place, here it is essential that the characters should rec-
ognise each other (or at least that Iphigeneia should recognise Orestes)
in order to avoid Orestes dying at the hands of another family member.

There are further features of the interaction between sister and brother
which may remind us of Orestes and Elektra. Elektra cannot know whether
her brother is dead or alive, and in Sophocles’ play she is convinced by a
false report that he is dead. Similarly in /7, Iphigeneia’s misinterpretation
of her dream leads her to believe that Orestes has died.** Both Elektra and

*' Marshall 2009 also sees Chryses (which he suggests could have been a satyr-
play) as a sequel to /7, but argues that the scholiast has reversed the relationship
between the two phrases (previous note): Sophocles is imitating Aristophanes,
who in turn is imitating Aeschylus (Ag. 525-6).

22 If the date of /T"is uncertain, the date of Sophocles’ Electra is even more so. If
there is direct influence from one play to the other, we cannot therefore be sure
which influenced which.
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Iphigeneia long for their brother’s arrival not only for his own sake but in
order to save them from an intolerable situation — Elektra from subordin-
ation (in one way or another) to her father’s murderers, Iphigeneia from
a distant, barbarian land where she is forced to sacrifice Greeks. Above
all, the recognition is effected by a series of tokens (Texufpia, 808, 822)
which recall, without exactly repeating, those of Aeschylus’ Choephori. In
Aeschylus, Orestes leaves physical objects at Agamemnon’s tomb, a lock of
his hair as an offering, and involuntarily his footprints; he then produces
a third Texunpiov to convince his sister of his identity, a piece of her own
weaving (the clothes he is wearing?). Euripides’ interest in the passage
is shown in his humorous*? re-working of the scene in Electra (509—44);
in I7, the allusion is more subtle. The tokens are not actually present
to the characters, but recalled, even at second hand (&xofji, 811) since
Orestes was too young to remember Iphigeneia. From Elektra he learned
of a piece of Iphigeneia’s weaving, depicting not a design of animals as
in Aeschylus, but an elaborate (and rather ill-omened) scene of family
history, the reversal of the sun’s course in response to Thyestes’ theft of
the throne from his brother Atreus. The funereal hair offering is ech-
oed in Orestes’ reference to the hair sent to her mother by Iphigeneia
in preparation for her wedding (820-1n.), which in the event could only
become a marker at her empty tomb. Orestes mentions also the purifica-
tory water which her mother sent to her at the same time, which might
distantly recall the liquid offerings which are the subject of the parodos
of Choephori, but the final token, the one which clinches the matter for
Iphigeneia, is his memory of the spear of Pelops, which used to be kept in
her bedroom. The tokens, then, do not rely on any shared physical char-
acteristics, as in Aeschylus, but rather on their shared knowledge of family
tradition, and reprise once more the themes of the deeds and sufferings
of the Pelopidai and the wedding-turned-sacrifice of Iphigeneia, both of
which have already shown themselves insistent motifs in the play.

As Euripides, compared with the other tragedians, seems to take the
most licence with pre-existing mythical and literary traditions, so too his
plays show the most frequent allusions to their status as constructs. Not
only is Aeschylus repeatedly recalled in /7, the characters’ treatment of

#3 The idea that E. might here be employing a critical parody of Aeschylus has
struck many readers as unpalatable, and the lines have often been regarded as an
interpolation, although the arguments are not compelling. See Davies 1998. An
alternative strategy denies or downplays any humorous intent in the passage, on
the basis that since Elektra is wrong to reject the Aeschylean tokens, there must be
a serious point about evidence and knowability — but this is not incompatible with
parody and lines played for laughs.
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their own past and that of other figures in the Trojan cycle often seems
to draw attention to the fact that they are characters in a story. The scene
in which Orestes brings Iphigeneia up to date on events in Greece (spe-
cifically, Greeks involved in the Trojan War) contains phrases such as cs
knpuooetal (527), ws Adyos (594), which are not out of place in Orestes’
reportage, but could also suggest the audience’s experience of the mytho-
logical tradition. Pylades’ later comment (670-1) that ‘everyone knows’
the misfortunes of the characters in the earlier conversation could be
taken the same way. Matthew Wright has termed this type of reference
‘metamythology’, which he defines as ‘a type of discourse which arises
when mythical characters ... are made to talk about themselves and their
own myths, or when myths are otherwise presented, in a deliberate and
self-conscious manner’.** If this idea is accepted, it is easy to see a con-
nexion with the overt questioning of myth which is a conspicuous fea-
ture of some Euripidean tragedies and which is exemplified in this play
by Iphigeneia’s disbelief in the Tantalos story (386-8), and also with the
adoption or invention of unfamiliar versions of familiar stories. The effect
is unsettling, and leaves the audience uncertain what to accept.

(b) Aetiology

Aetiology — that is, the explanation of a fact or custom in the present by
reference to an event in the past, usually set in the remote past of mytho-
logical time or given a strongly legendary colouring — is a staple of tragedy,
particularly noticeable in the plays of Euripides. Thirteen of his seventeen
surviving tragedies, including /7, include aetiologies in their final scenes,
and others can be detected in several of the fragmentary plays.*> Tragedy,
however, as it represents events of the past, reverses the pattern and, rather
than looking from the present into the past for an explanation, typically
predicts a future observance or institution as a consequence or commem-
oration of the (past) events which have just happened. In Euripides, the
aetiology most often occurs near the end of the play, as part of the speech
of the deus ex machina, in which the deity addresses the human characters,
commanding or predicting their personal futures as well as the remote
future (the time in which the performance takes place). But several plays
instead or in addition contain aetiological references at other points in
the drama, particularly in the prologue;*® since aetiologies look out from

*t Wright 2005: 135; discussed and exemplified in 135-57.

% See the discussion in Dunn 1996: 45-69 (with a somewhat restrictive defini-
tion of aetiology/aition).

% Hipp. 29-33, lon 15-26.
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the play into the world of the dramatist and the audience, a tragedy’s
beginning and its end are naturally appropriate settings.

The sanctuary setting and the ancient, sky-fallen statue of Artemis sug-
gest already in the prologue of IT that aetiological elements may have a
place in the drama, but the statue is not given a location in familiar Attic
cult until the play’s conclusion, when Athena instructs Orestes to establish
it at Halai Araphenides. Before we reach this point, however, Orestes has
already supplied an aetiology in a different context: at g47-60, recount-
ing his embarrassed reception as a matricide in Athens, he relates the
peculiar compromise his hosts resorted to (giving each participant a
separate portion of mixed wine and water, rather than pouring from a
common mixing-bowl), and even states that this method of sharing wine
has become an established annual custom. This explicit reference to the
origin of a custom familiar to the Athenian audience is unparalleled in
the middle of a play, and creates the effect of a brief pause in the action, as
well as anticipating the play’s strongly Athenian conclusion.*? Much more
in conformity with Euripides’ normal practice is the context of the aetiol-
ogy-cluster in Athena’s concluding speech: her commands respectively to
Orestes and Iphigeneia supply explanations for the ancient statue at Halai
on the east coast of Attica, with its title of Tauropolos and the associated
ritual of drawing blood, and for the practice of dedicating the clothes of
women who had died in childbirth to Iphigeneia, represented as buried
at the sanctuary of Artemis at nearby Brauron.

Tragic aetiologies have been termed ‘embedded’, inasmuch as they are
typically told to a local audience in connexion with familiar institutions
and without the distancing effect of intervening literary treatments (in
contrast to the ‘detached’ aetiologies more typical of Hellenistic poet-
ry).*® However, an influential school of thought maintains that Euripides’
aetiologies are in many cases poetic inventions. But while it is possible
(though unprovable) that the explanatory stories are indeed products
of the poet’s imagination,* it is going too far to assert that the same is
true of the rituals they purport to explain.3* To invent details referring
to real sanctuaries and cults within Attica, and hence within the direct
experience of many in the audience, would be a very strange procedure.

*7 On ‘Athenianisation’ of heroes in tragedy, see Kowalzig 2006; in relation to
ITand cult, Calame 2009.

# Asper 2013.

29 We could note, however, that later writers, such as the local historians of
Attica, often accept the Euripidean account as factual (within their myth-histori-
cal/early historical context). Braund 2018: 71-3 argues vigorously for a pre-Eurip-
idean connexion between Artemis in Attica and Taurians or Scythians.

% As is done notably in Scullion 199g—2000 and Dunn 2000 (cf. also Dunn
1996: 56—7). For a response, see Seaford 2009.
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To compare an example from our own culture, even very young readers
are aware that the story ‘How the leopard got his spots’ is fiction; but
the reader would reasonably feel puzzled by the whole story if leopards
were actually striped rather than spotted, or were merely a creation of
Kipling’s imagination. Specifically with regard to our play, it has been
argued that there is no trace of the cult of Iphigeneia at Brauron, in
contradiction to 1462—7, and that the ritual described for the festival of
Artemis Tauropolos at Halai (1458-61) is of a very different character
from that attested in the Epitrepontes of Menander.3' Yet a single festival —
for instance the Anthesteria — can contain several rituals of diverse char-
acter (among others, a drinking rite for men and secret ceremonies for
a small group of women, including a form of sacred marriage for the
wife of the basileus), and arguments from silence are treacherous given
the very fragmentary knowledge that we possess of Attic cult before the
fifth century.?* The same is true with regard to the archaeological evi-
dence from Brauron: we should not necessarily expect to find evidence
of Iphigeneia’s presence there, nor does the absence of any mention of
Iphigeneia in the Brauron clothing catalogues disprove the clothing ded-
ications mentioned by Euripides.?* We can agree with the sceptics that
it is not entirely safe to use Euripides as evidence for the detail of cult
practice, but we must conclude that it is equally unsafe to take the lack of
contemporary corroboration as evidence for pure invention.

Itis generally agreed that lines g49—60 give information about the con-
duct of the Choes, the men’s ritual on the second day of the Anthesteria,
largely because the evidence of Phanodemos, one of the local histori-
ans of Attica, gives further details which cohere with the general picture
without echoing it suspiciously closely.?* There is no such corroboration
for the practice of dedicating the clothes of women dying in childbirth
to Iphigeneia (1464-7), indeed no corroboration for Iphigeneia’s cul-
tic presence at Brauron, and in consequence this description has come
under suspicion; indeed, Ekroth has argued that the practice makes little
sense in the context of Greek offerings to the gods, which are normally
designed either to give thanks for a favour received or to procure a new
favour. And yet it is arguable that the more unusual features a cult act
has, the more its description is likely to be accurate; an invented ritual

3 Dunn 19g6: 63, 2000:18-23, Scullion 1999—2000: 226-8.

32 The evidence for the Anthesteria is collected and discussed in Hamilton 199z2.
For a plausible reconstruction of the Tauropolia, see Bathrellou 2012: 169-70.

3 For the clothing catalogues, see Cleland 2005. Scepticism on Iphigeneia at
Brauron: Ekroth 200g. Hollinshead 1985 rejects the identification of the ady-
ton of the Brauron temple as a shrine to Iphigeneia, but not her presence in the
Brauronian cult, perhaps as an original birth goddess.

3 See g58-bHon.
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would be likely to stick more closely to well-established lines. Rather than
imagining non-existent cult practice, it is much less implausible that
Euripides invented the connexion of Orestes with the Choes and that he
identified a pre-existing Brauronian cult recipient with Iphigeneia. But
even this cannot be regarded as certain, and the mythological links could
predate the play.

Not all tragic aetiologies are Athenian: that of Medea describes
Corinthian cult, Hippolytus Troizenian, and in Hecuba the eponymous
character’s tomb is predicted to be set up on the Thracian Chersonese.3>
But the majority have a connexion to Athens or Attica, and frequently, as
in our play, supply an Athenian dimension to well-known mythological
characters native to other Greek cities, sometimes even suggesting that
they acquire a quasi-Athenian citizenship: Orestes will return to rule in
Argos/Mycenae, but Iphigeneia will remain forever in Attica as the proto-
type of the priestess of Artemis at Brauron.® In /7, Athens occupies an
almost teleological role, as the place where the Taurian statue of Artemis
is destined to remain and mark the transition from barbarism to civilisa-
tion.37 The changed cult on Attic soil supplies the answer to the problem
of unacceptable sacrifice which plagues Iphigeneia (380-91). Euripides
here conforms to a tragic theme first (for us) expressed in Eumenides:
Athens is the place where, with the help of her patron goddess, seemingly
intractable difficulties are solved and at the same time a model is set up
for the future, which itself recalls the moment when proper civilised val-
ues were (in this respect at least) established. In both plays, too, as well as
in Euripides’ Ion, it is Athena who finally sorts out a difficulty which has
been brought about, and only partially solved, by the Delphic Apollo.

Again, not all aetiologies are delivered as predictions by gods, and not
all are concerned with cult, but a majority keep to this pattern. Aetiologies
often present cult practice as a kind of compensation; a character who
dies in the action of the play receives an honourable burial and implied
or stated cult as a hero.3® Medea and Hippolytus are quite explicit that the
cult is recompense for suffering (Med. 1383, dvti ToUde SucoeBols povou;
Hipp. 1423, dvti 16v8e 16w kaxv). In [T, the aetiology of the Tauropolia
ritual at Halai is also concerned with compensation, but in a different
way: here it is the goddess, the transplanted Taurian Artemis, who receives

% See also Andromache (Delphi, Molossia, and Leuke Akte, 1299-62), Electra
(Arcadia, 1279-F), Orestes (also Arcadia, 1643—7).

3¢ Kowalzig 2006.

37 On the Greek view that ‘savage’ rituals were a softening of rites practised by
‘savage’ peoples, particularly the Taurians, see Graf 1979.

% See Wolff 1992.
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compensation (&mowa, 1459) in the form of the blood-letting ritual for
the aborted sacrifice of Orestes and the discontinuation of human sac-
rifice in general. Both forms represent a transformation, in which the
original unpleasing event or situation is recalled, but in the tamer, safer
guise of regularly repeated religious worship, which has for its goal the
protection and prosperity of the individual and more especially the com-
munity. The same could be said of the unusually placed aetiology for the
Choes. Somewhat more difficult is the Brauronian aetiology which follows
on directly from the lines concerning the Tauropolia. Here Iphigeneia’s
heroisation and status as recipient of the clothes of women who die in
childbirth may be in the broadest of senses compensation for her near-
sacrifice and subsequent years of suffering among the Taurians, inasmuch
as becoming a hero (or heroine) is an extreme promotion from the nor-
mal human state. But the specific form of cult she is given — the offering of
clothes belonging to women who have died in childbirth —is less positive
than usual, and is made not to prevent an undesirable event, but only
after that event has happened. The reception of such gloomy offerings
transforms the outlandish, unacceptable custom of human sacrifice asso-
ciated with Iphigeneia’s life story into a more normal kind of death, but
death and sadness remain at the heart of her cult, just as she herself is
deprived of the outcome she wishes — a return to Argos and, presumably,
marriage and children.

Finally, aetiologies represent a form of memorialisation. The same is
true of tragedy itself, which even if it invents and selects details for its
own purposes still presents itself as repeating events in the lives of the
heroes of the distant past. A tragic aetiology therefore is in a sense a min-
iature version of the play itself, a kind of mise en abime, which reminds
the audience that — to the myth-historical sensibility of the Greeks — the
characters have a real existence outside the play and are commemorated
regularly in the course of the city’s religious practice, even if the connex-
ion has not previously been recognised. Since Euripidean aetiologies are
regularly repeated by later authors, one can only suppose that at least on
a literary level they were successful in establishing or propagating links
between myth and cult or other practice, and in commemorating their
heroic subjects.

(c) Ethnography and geography

As we have seen, the Cypria already located the immortalised Iphigeneia
in the land of the Taurians, if we can trust the epitome of Proclus, and
according to Herodotus (4.103) the contemporary Taurians themselves
identified their goddess the Maiden (TTop8évos) with Iphigeneia daughter
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of Agamemnon. For Herodotus, indeed, the cult of this goddess is the
most interesting thing about the Taurians, and seems characteristic of this
savage people whose livelihood comes from violence:

They sacrifice to the Maiden those who are shipwrecked, and any
Greeks they can capture through sea-raids, in the following manner:
they consecrate them and club them on the head. Then some say
that they throw the body off the cliff (the sanctuary is situated on
a cliff top) and place the head on a pole, while others, who agree
about the head, say that the body is not thrown off the cliff but bur-
ied in the ground. The Taurians themselves say that this goddess
to whom they sacrifice is Iphigeneia daughter of Agamemnon. The
enemies they defeat in battle they treat as follows: each man cut-
ting off a head carries it to his own house, then fastening it to a
large piece of wood places it high above the house, usually above the
chimney. They say that these are set aloft as guardians of the whole
house. They live by piracy and warfare.

Several details in this description suggest that Euripides used this mater-
ial for his imaginary portrait of the Taurians of the heroic age. Iphigeneia
informs Orestes (626 and n.) that his sacrificed body will be disposed of
by the holy fire and a chasm in the rock (of the cliff, presumably), which
recalls without quite echoing the disposal methods in Herodotus. Still fur-
ther changed is the context in 1429-30: when Thoas hears that the fugi-
tives are being held back by contrary winds, he demands that they should
be captured and either thrown from a cliff or crucified, thus using what
Herodotus presents as the treatment of the heads and decapitated bodies
of those killed in sacrifice in order to imagine appropriate methods of
punishment and execution. Many believe that Euripides has in mind this
description (or something like it) also when Orestes remarks on the oxiAx
hanging in the temple (74 with 72-5n.), and that these ‘spoils’ are the
severed heads of victims. Both authors also place an emphasis on Greeks
as particular victims of Taurian brutality (e.g. 72, $44-7).

Despite some exotic and unpleasant colouring, other details in
Euripides’ version of the Taurian cult seem more Greek. Decapitation is
not mentioned, nor is the fact that in Herodotus the kill is achieved by a
blow to the head rather than by slitting the throat with a knife (the usual
method of Greek animal sacrifice) or a sword (the pre-battle method of
slaughter generally imagined for human sacrifice). The disposal of the
bodies of sacrificial victims is given an exotic tinge (625-6), but in other
respects sacrificial customs are envisaged as being like those of Greek cults:
Iphigeneia performs the ‘beginning rite’ (xatdpyeobar) using water from
sacrificial basins (xépvipes), presumably just as she would in Greece, and
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Thoas mentions a sword as the sacrificial implement (1109). The temple,
too, is evidently constructed like a Greek temple, with columns all around
(405-6), a pediment and a frieze with triglyphs (113). The reason for this
may be not only the greater ease of imagining what is familiar. Part of the
horrific fascination of human sacrifice is the idea that the attention to
detail might be just the same as in normal cult, and this idea is exploited
in the play through the Taurians’ enthusiasm for their ancestral rites and
Iphigeneia’s careful performance of her duties, within a setting which
could be easily recognised and understood as a sanctuary of Artemis. The
mixture of the normal and the transgressive is an effective means of locat-
ing a religious tradition which belongs to a people imagined as the most
barbaric of barbarians, but which is also represented as the origin of a
venerable local cult of Attica.

The play’s geographical setting corresponds to that of Herodotus’
Taurians, the area known to antiquity as the Tauric Chersonese (Taupikn
Xepodvnoos), a name applied to the Crimean peninsula, or at least its
southern part. In Euripides’ day, the region was inhabited by peoples
whom the Greeks called Taurians and Scythians, but also by Greeks, who
from the seventh century onwards had established cities along the coast.
Chersonesos was the name of one of these cities also, where the chief deity
was called Parthenos; epigraphical sources confirm Herodotus’ statement,
and make it clear that this goddess was the city’s patron, protector, and
saviour.?¥ There is of course no indication of human sacrifice. Probably
the goddess in her developed form was the product of religious contact
and interaction between Taurians and Greeks. Although she has much in
common with Artemis, she is never given the name Artemis (or the title
Tauropolos) by her local worshippers. Whether Herodotus is right to say
that the Taurians identified her with Iphigeneia cannot be determined,
but there is no other evidence for the name in use at Chersonesos or in
the Tauric peninsula more generally.*® But the Greeks of other regions
were free to follow the literary tradition connecting a divinised Iphigeneia
with the Taurians, or indeed, like Euripides, to identify Parthenos with
Artemis.

Chersonesos may have been imagined by Euripides as the site of Thoas’
city, in the past of heroic mythology, before the area had been colonised by
Greeks. Although inhabited solely by barbarians, the setting is described
as a polis, and just as the temple and cult exhibit Greek features, so the
town is like a Greek city: it has a settled centre, an extra-urban sanctuary,

39 See Guldager Bilde 2009: 304~5, Braund 2018: 51-5.
4° On the figure of Parthenos and her relationship with the Iphigeneia story, see
Braund 2018: 15-60, esp. 41-8.
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and a clear form of government (monarchical, like that of Greek cities in
the heroic age where tragedy is at home). It is likely, in fact, that év Tapois
in the post-Euripidean Greek title of the play actually means ‘at [the city]
Tauroi’ rather than ‘among the Taurians’.*!

Beyond the Tauric peninsula itself, the wider region of the Black Sea
is evoked,** but perhaps impressionistically rather than with strict geo-
graphical exactitude. Although Herodotus is well aware that the north
coast of the Black Sea west of the Tanais is geographically part of Europe
(4.45), the chorus speak of themselves in their unwilling journey to the
Chersonese as ‘leaving Europe’ (134-5;% cf. ‘exchanging Europe for
Asia’, of To, §96—7). This suggests a ‘travel view’ rather than a ‘map view’;
the Crimea is accessed from mainland Greece by sailing east, then north-
east through the Sea of Marmara and into the Black Sea, and so it is easy
to see how conceptually it has more in common with Asia (which it faces
across the sea) than with Greece and Europe. The contrast Asia/Europe
also resonates with Pelopid family history: Pelops came from Asia to settle
in Greece and Agamemnon led a force from Greece to conquer an Asian
city, while Iphigeneia has been taken from Greece to be held effectively
captive in another part of the East.

In describing the journey which a Greek would make, in the sec-
ond strophe of the first stasimon, the chorus refer to the Symplegades
(‘Clashing Rocks’” — see below), the coast of Phineus (the western Black
Sea coast), the island of Leuke (at the mouth of the Danube), and the
‘racecourse of Achilles’, probably the Tendra Spit at the mouth of the
Dnieper. These features would all be met with on a coastal voyage from
the Bosporos to the Crimea, and in that order, but despite being around
200 km (125 miles) apart, the last two seem to be confused, presumably
because both are associated with Achilles (485-7n.). While conforming to
the no doubt rather vague geography of most of his audience, Euripides
is more interested in creating a picture of an exotic seascape (more pos-
itive in this passage than elsewhere in the play) than in giving an exact
travelogue. Elsewhere the Symplegades or Dark Rocks, supposed to be

4 Sider 2017. The name cannot mean ‘Iphigeneia in [the place] Tauris’; this
misunderstanding has come about partly by analogy with Iphigeneia in/at Aulis and
partly through construing the Latin title (/phigenia in Tauris, where Tauris is abla-
tive plural) as though it were German or English, and has spread to other lan-
guages as well. There is no ancient authority for the form Taupis as a place name,
yet despite this many writers continue to use the form. I refer instead to ‘Taurike’
(for Taupik? Xepodvnoos), ‘the Tauric Chersonese’, or ‘the Tauric peninsula’.

4 On Greek views of the Black Sea, see West 2003,

4 Unless we accept an unpersuasive emendation Evpdtav for Evpdmov: see

132-51.
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situated at the entrance to the Black Sea, are used to indicate the whole
Black Sea region: at 129-5 (see n.), Iphigeneia addresses the local peo-
ple as ‘inhabitants of the twin rocks of the Inhospitable Sea, which move
together’, despite the great distance between the Bosporos and the Tauric
Chersonese. These clashing rocks, presenting an obvious if unlikely dan-
ger to shipping, make an apt introduction to the perilous, barbarian
world in which the play is set, summed up in the adjective &ewos (125n0.)
for the sea itself. Both the sea and the inhabitants of the lands bordering
on it are unfriendly to strangers. Mythologically, Euripides associates the
area with To, whose unwilling travels to distant lands are an apt parallel
for the chorus and Iphigeneia herself (394-7). The heroic deeds of the
Argo voyage are by contrast completely absent. The only Greek males who
make the journey are motivated by desire for profit rather than for glory
(in the chorus’ mind, 398-421) or by god-driven necessity, like Orestes
and (for friendship’s sake) Pylades.

The sea in general, including the Black Sea, the Propontis, and the
Aegean, is also a significant motif in the play. The temple of Artemis
is located on the seashore, and the play frequently reminds us of the
expanse of salt water which separates the Greek characters from home
and safety. The sea can represent danger, sordid profitmaking, slavery,
and exile; but it also has positive connotations. It is associated with heroes
and divinities, and it is a powerful agent of purification. Above all, it is the
means of escape and the path of a safe return to Greece.

4 PRODUCTION
(a) Structure

All Attic tragedies contain sung and spoken sections in a roughly alternat-
ing pattern, and Aristotle’s terminology for the parts of a typical tragedy
remains in use: prologos (prologue) for the spoken scene before the entry
of the chorus, parodos for the chorus’ chanted or sung entrance (some-
times, as in /7, shared with one or more actors), epeisodion (episode) for
the largely spoken scenes which follow, stasimon for the choral odes sub-
sequent to the parodos, which divide the epeisodia, and exodos for the final
spoken scene. Episodes may be punctuated by short bursts of choral song
or lyric dialogue between actors (or actor and chorus) or by monodies
(solo songs by actors), and so division into episodes is not an exact sci-
ence: in [7, for instance, this edition refers to the whole of 456-1088 as
a single episode, but others regard the brief lyric dialogue at 644—56 as
equivalent to a stasimon in producing a division, and end the episode at
643. Be that as it may, we can represent /7 schematically as follows:
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1-122
1-66
67-122

123-235

236-391
236-59
260-339
340—2
342-91

392-455

456-1088
456-65
466-642
643-56

656-724
725-826

827-99

900—-38

939-86
987-1055
1056-88
1089-1152
1153-123%
129483
1284-1500
1284-1926
1327-1419
1420-94
1435-74
1475-89
1490—1500

INTRODUCTION

Prologue

Monologue of Iphigeneia

Dialogue between Orestes and Pylades

Parodos: astrophic lyrics shared between Iphigeneia
and the chorus

First episode

Dialogue between Iphigeneia and Herdsman
Narrative speech of Herdsman

Comment by chorus

Speech of Iphigeneia, mostly monologue after dismiss-
ing the Herdsman

First stasimon

Second episode

Chorus comment on entry of prisoners

Dialogue between Iphigeneia and Orestes

Lyric dialogue (kommos) between chorus, Orestes, and
Pylades

Dialogue between Orestes and Pylades

Dialogue between Iphigeneia, Orestes, and Pylades
(from 798 between Iphigeneia and Orestes only)
Lyric dialogue (amoibaion) between Iphigeneia and
Orestes

Dialogue between Iphigeneia and Orestes (with a few
lines for Pylades)

Narrative speech of Orestes

Dialogue between Iphigeneia and Orestes

Dialogue between Iphigeneia and chorus

Second stasimon

Third episode: dialogue between Iphigeneia and Thoas
Third stasimon

Exodos

Dialogue between Messenger, chorus, and Thoas
Narrative speech of Messenger

Brief speeches of chorus and Thoas

Speech of Athena

Dialogue between Thoas and Athena

Concluding lines of chorus

Structurally the most striking feature of the play is the length of the sec-
ond episode, which in effectively a single scene takes us from the first
confrontation of Iphigeneia with the two strangers (Orestes and Pylades),
where the question at issue is ‘Will Iphigeneia sacrifice her brother?’,
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through a long-delayed recognition, to a situation where the question is
rather “Will the trio escape?’ Euripides increases tension in his audience
by drawing out the recognition process, creating several points at which
the truth could easily have come out but does not, and to this end the
process of question and answer is extensively deployed. Thus, spoken dia-
logue must predominate in the scene, and within this dialogue sticho-
mythia (one-line exchange) is conspicuous, as Orestes and Iphigeneia
exchange information. But Euripides varies the pace by including longer
interchanges between Orestes and Pylades, and — once the recognition
has been accomplished — a long (somewhat impractically long, in the cir-
cumstances) narrative speech by Orestes. The greatest variation is pro-
duced by the inclusion of lyric — the very brief kommos or lament at 649-56
where the chorus’ song surrounds single spoken lines each from Orestes
and Pylades, and the much longer exchange between Iphigeneia and
Orestes, the emotional high point of the whole play, where Iphigeneia
sings and Orestes speaks (probably: see 832-gn).

The play’s scenes are of very varied length. The prologue of 122 lines is
divided into two, the first half consisting of Euripides’ favourite device of
an expository prologue speech, while the second half shows the arrival of
Orestes and Pylades at the temple. The third episode, in which Iphigeneia
deceives Thoas, is by contrast with the second very short (the tautness of
the play’s second half, the escape plot, would suffer if it were longer drawn
out), and as a consequence the third stasimon comes very soon after the
second, while there is a much longer gap between first and second sta-
sima. The first episode and the exodos are of more moderate length,
and each contains a ‘messenger speech’, a favourite feature of especially
Sophoclean and Euripidean tragedy, in which an anonymous character
provides a narrative of action offstage. Each also contains another long
speech, given to Iphigeneia and Athena respectively. These two speeches
have some relation to each other: in the first, Iphigeneia speculates about
the nature of the divine, and in the second, Athena confirms her specula-
tions by reaffirming the cessation of human sacrifice and asserts ‘proper’
divine authority.

(b) Staging

Athenian tragedies were normally composed for production at the
Theatre of Dionysos during the City Dionysia festival.#* That much is

4 Exceptionally, dramatists produced plays outside Athens: thus, probably, E.
in Macedonia (above, p. 1), and certainly Aeschylus in Sicily (Herington 1967).
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certain, but the implications for the conditions of production are much
less so, because the theatre we now see was radically remodelled in the
third quarter of the fourth century. It may be the case that the fifth-century
orchestra, the flat space occupied by the chorus (and possibly the actors)
was closer to rectangular than to the circular form which we associate with
Greek theatres, but even this is uncertain.* It is equally debated whether
the actors shared the orchestra space with the chorus or whether they per-
formed on a stage at the back of the orchestra; if there was a stage, it was
certainly not raised very high above the orchestra level, unlike the stages of
Hellenistic- and Roman-period theatres. In /7" 1068-70, this would make
it possible for Iphigeneia to approach the chorus and supplicate them
physically, in a way which could not have been achieved in later theatres
(though it does not, of course, prove that she did so, see n.).

The backdrop to the performing area was formed by the skene (‘hut’),
probably in the fifth century a relatively simple wooden structure which
could be painted (or hung with painted panels) to represent whatever
the play’s setting required, usually a building of some sort; in I7, the skene
stands for the temple of Artemis. The structure was equipped with a door
(more accurately a double door as usual in Greek buildings), and there-
fore the interior could serve as a changing and waiting area for the actors
while representing part of the setting for the audience. When, as often,
the skene represents a palace, there is frequently a sense of menace about
its interior, as most obviously in the Oresteia trilogy; in I7, although the
sacrifice will take place outside the temple, the temple is still a threat-
ening place as the house of the apparently bloodthirsty goddess and the
location where preparations for the sacrifice are made, as well as being
the dwelling-place of Iphigeneia herself. Entrances and exits via the skene
door are often fraught with anxiety. Particularly striking is the beginning
of the exodos, where at 1302-6 the Messenger becomes convinced, cor-
rectly, that Thoas is inside the temple and the audience can only hope
that the doors are not opened, for Thoas’ entry on to the stage will endan-
ger the whole escape plot.

Entrances and exits could also be made along the sides of the perfor-
mance area, the parodoi (or eisodoi), which led directly into the orchestra;
indeed, the chorus would normally use only these routes,*® and their

45 On the form of the theatre in the fifth century, see Moretti 1999—2000, Rehm
2002: 39—40, Csapo and Goette 2007: g6-121.

46 There is an unusual breach of this convention in Helen, where at 27 the cho-
rus express a wish to enter the palace with Helen, who encourages them at §g0-1;
by or at the end of the lyric exchange, all have left the performance area by this
route, leaving it clear for the entry of Menelaos.
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entrance song was likewise known as parodos. In most tragedies, the two
parodoi represent clearly defined directions, typically one side represent-
ing the direction of the city (or another part of the city) and the other
the country or seacoast (although this does not seem to have been such
an invariable rule as later sources suggest).47 In I7, since the scene is set
at an extra-urban sanctuary by the sea, we would expect one parodos to
stand for the route from the Taurian city and the other to represent the
direction further along the coast, leading to the place where Orestes’ ship
is moored and, at some distance, the cave where he and Pylades hide
after their first entrance. But there are problems with this. The Herdsman
enters from the seashore (236), but when he reaches the sanctuary of
Artemis he has already escorted his prisoners to the king: could the king’s
palace, and therefore the city, lie in between the more distant part of the
shore and the sanctuary? Again, when the ‘purificatory’ procession makes
its way from the sanctuary to the more remote seashore, Iphigeneia, as
instructed (1211-12), warns the citizens, especially those most vulnerable
to the effects of ritual pollution, to keep away, so it might seem that the
procession will pass through the city itself. Because of these sections, some
scholars suppose that only one parodos is used in the play.#® That would,
however, be very unusual, and seemingly pointless, given that there are
in fact two significant localities imagined just offstage. There is a similar
problem in Bacchae, where Dionysos must take Pentheus through the city
to reach the bacchants on Mount Kithairon. Perhaps the dramatists were
less precise about imagined direction than is sometimes supposed.19 At
any rate, it is clear that most of the entrances take place from the ‘sea-
shore’ direction, and the main characters make their final exit that way
(1233).

The fifth-century theatre had two further means of effecting entrances
into the performing area, the ekkyklema and the mechane. The former,
which allowed the presentation of an indoor scene by ‘rolling out’ a plat-
form from the skene doors, is not needed in I7T. The mechane, or crane,
could be deployed to represent the arrival of characters from above, or
through the air, and was probably used for the entry of Athena at the
end of the play (see 1435—74n.); the alternative possibility is that she

47 Notably Pollux 4.126.15, although as it stands the passage must be corrupt.

# Confidently stated by Kyriakou (commentary, p. $8), following England and
others. Hourmouziades (1965: §2) is less definite, noting the problem but suggest-
ing that the second parodos is used by the chorus and probably Thoas.

49 Arist. Poet. 17.1455226-8, recounting the failure of a play of Karkinos because
of some perceived incongruity in an entrance, is very uncertain of interpretation
(Davidson 2003), but certainly cannot involve a confusion of the two parodo, since
the iepév mentioned must be represented by the skene.
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appeared on the skeneroof, which was certainly used in some tragic scenes
(for instance the episode in Phoenissae where Antigone and the Paidagogos
observe the army about to attack Thebes).

The performance space in many tragedies, including /7, requires struc-
tures other than the skene. It can be assumed that Hippolytus, for instance,
had a statue of Aphrodite beside the skene doors (T8’ #) VAo oads E@e-
otnkev Kumpis, 101) and perhaps a statue of Artemis as well. More often a
quadrangular stone structure is required to represent an altar (typically
in suppliant plays) or a tomb. It used often to be stated that the theatre
of Dionysos possessed an altar to the god situated in the middle of the
orchestrawhich could stand for an object of this sort, but in fact there is no
evidence for this.5° It is more likely that temporary structures were used
as each play required. In I7, the skene represents the temple of Artemis,
and an altar is therefore needed outside it, not merely because temples
have external altars, but because this altar is the location of the sacrifice
of humans, the play’s most horrific theme. At 72—5 Orestes and Pylades
describe this altar for the audience and make it clear that the blood and
other traces (armour? clothing? heads? See n.) that it shows belonged to
human victims.

Props are used sparingly in fifth-century drama, and partly for that rea-
son are often particularly striking or significant. The two main portable
objects used in our play are Iphigeneia’s letter and the statue of Artemis.
The former is simple in form, but is used to great effect in the recognition
scene when Pylades ‘delivers’ it to Orestes standing next to him (791-2);
since the actual tokens of recognition which convince Iphigeneia of her
brother’s identity in the following lines are remembered rather than pro-
duced, the letter performs the visual function of these tokens.>' Its sig-
nificance in this role is suggested by several fourth-century vases showing
Iphigeneia, dressed as a priestess, handing the letter to Pylades.>* The
evidence of vase-painting further suggests that one or more lustral basins
(xépviPes, see 58n.) may have been present on stage, at least in fourth-cen-
tury productions.5?

The cult statue of Artemis has been in the audience’s consciousness
long before they actually see it; already at 85—8 they learn that the aim
of Orestes’ and Pylades’ journey is to steal the statue from its Taurian
home and establish it for worship somewhere in Attica. And since the
Greeks often implicitly identified statues with the gods they represented
(Iphigeneia asks Artemis to leave a barbarian land and come to Athens,

5 Rehm 2002: 41 and n. 26. 5" Rosenmeyer 2018: 41-54.
52 See below, p. 45. 53 Taplin 2007: 154.
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not to permit her statue to do so, 1086-8) the statue is the focus of the
horror caused by the idea of a deity welcoming human sacrifice. At the
same time, the audience must realise it will be identified with an Artemis
in their own polis. When Iphigeneia emerges from the temple carry-
ing the statue, the impact should be considerable; in a sense, this is the
epiphany of Artemis which is missing at the end of the play, where the
appearance of Athena takes its place. The statue must be quite small, in
order to be carried by the priestess, the only person allowed to touch it
(1045); it is shown this way in ancient art, both on fourth-century vases*
and in Roman wall-painting (below, p. 46). Beyond this we cannot be
clear about its likely appearance. As an ancient, wooden statue (ppétas),
believed to have fallen from the sky, and eventually identified with the
cult image at Halai Araphenides, it would be unlikely in ‘real life’ to be
strongly anthropomorphic, but on stage it may have been preferable to
represent it as recognisably like Artemis, as it is shown in visual depictions
of the drama.

The procession leading to the ‘purification’, described at 1222-5,
requires various objects, in addition to the mute servants and attendants
needed to escort the captives and carry the ritual paraphernalia. Clothes
and jewellery for the statue, lit torches, and lambs to be slaughtered are
mentioned, as well as ‘all the other things’ which Iphigeneia organised
for the purification of the strangers and the goddess. The lambs might
seem to present some problems on stage, but ancient audiences would
be used to sacrificial processions and the sometimes erratic behaviour of
the animals involved. Animals appear on the tragic stage also at El. 494—5
and Helen 1169, not to mention numerous occasions when entries are
made by carriage or chariot. The procession is an elaborate and visually
memorable way for the three Greek characters to leave the stage for the
final time.

After the introduction of a third actor by Sophocles, tragedies were
designed to be performed by three male actors alongside a chorus; no
tragedy demands a fourth actor (though in Oedipus at Colonus one or more
parts must be split if the three-actor rule is adhered to).55 The three actors
were of unequal status, with the protagonistes taking the longest and most
virtuoso role(s), usually that of the title character. In /7, the three actors
must play respectively Iphigeneia (whose part is somewhat longer than
that of Orestes, and who also sings), Orestes, and Pylades, who are all on
stage together in the long central scene. The Iphigeneia actor probably

3¢ E.g. LIMCIphigenia 19, 23.
5 Rapid changeovers might be needed, notably at Cho. 886—-goo, but these do
not seem to be impossible: Marshall 2003, esp. 261-3.
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took the part of Athena, while Orestes and Pylades could have played
the Herdsman, Thoas, and the Messenger in various combinations. Apart
from the chorus, a number of mute extras are required to stage the play,
representing temple personnel and attendants of Thoas (see 466-642n.).
The roles of Orestes and Pylades in the procession (1222-39) were prob-
ably also taken by extras clothed in the appropriate costumes and wearing
the appropriate masks. The actors playing these parts exit into the skene at
1080; one of them must then change costume and enter as Thoasat 1153,
stepping into the skene only just before the procession comes onstage,
while the other would have ample time to reappear as the Messenger at
1284.

The chorus, historically the heart of dramatic production, remained
central in general perception: to produce a play, for the dramatist, was
to ‘teach a chorus’. While actors were not yet the superstars they would
become a few decades later, they were moving towards professional sta-
tus, and a prize for the protagonistes had been available since 447, but the
chorus members, like those of dithyrambic choruses, were ordinary ‘lay’
citizens (fifteen in the late fifth century), although it remains possible
that there was a bias towards the richer classes in society.?®

It is difficult to state much for certain about tragic costume. Since
tragic characters were mainly of noble birth, we can surmise that formal,
fine-quality clothing was appropriate, and this is the impression we gain
from vases which appear to show tragic productions; vase-painters may
well have used their imagination rather than their memory for details, but
they must have depicted something which looked generally plausible. The
fact that Euripides was criticised for introducing heroes in rags (though
Aeschylus did it first, with Xerxes in Persae) also suggests that there was
a general expectation that tragic costumes would be sumptuous, at least
for the main roles. Humbler characters such as servants and messengers
would presumably be distinguished by less fine clothing. In /7, in addition
to class distinctions, there is a distinction as in some other plays between
Greek and barbarian, and it is hard to imagine this was not reflected in
their clothing. The dialogue at lines 246—7 probably suggests that the
Herdsman can identify the strangers as Greek by what they wear (246n.).
The Taurian characters then would be somehow marked as barbarians
by their costume. Since the Taurians were neighbours of the Scythians,
it is conceivable that the Herdsman and the Messenger could even have
worn trousers, but Thoas as king will have had robes appropriate to roy-
alty, perhaps with an all-over pattern, which was considered un-Greek.

5% On this question see Wilson 2000: 75-80, 123-3o0.



4 PRODUCTION 27

Orestes and Pylades would wear normal Greek dress of a style appropriate
to young men, and no doubt would be marked out as travellers by the
style of their footwear, and by wearing hats — as they are typically shown on
fourth-century vases (below, pp. 44—5). Iphigeneia and the chorus would
be dressed as unmarried Greek women, with Iphigeneia’s dress no doubt
distinguished by a richer appearance. As priestess (kAmi&olyos, 150—-1n.),
she probably carried a large temple key, as she is shown in vase-painting,
and as real-life priestesses in Attica were often depicted on their grave
monuments.

(¢) Metre, music, and dance

Music, accompanied by dance, was a major part of tragic production, but
one almost completely lost to us. Although some spoken lines are assigned
to the chorus (usually spoken by the chorus-leader or koryphaios alone, it
is generally assumed), its chief job was to sing, either alone or in dialogue
with one or more of the actors, and simultaneously to dance. Typically the
choral songs punctuate the action, with the entry song of the chorus (par-
odos) taking place after a spoken prologos (except in very early tragedy) and
thereafter the introduction of three or more songs for the chorus alone
(stasima) or with an actor. We speak of choral ‘lyric’ because the sung
metres of early Greek poetry were often accompanied by the lyre, but the
songs of tragedy, like their dithyrambic predecessors, were in fact sung to
the accompaniment of the aulos, a wind instrument of double-reed type
like the modern oboe but generally played in a pair; the aulos-player him-
self might become a celebrity, like the famous Pronomos.57 Of the scanty
remains of ancient Greek music, most pieces are of Hellenistic or Roman
date, but a third-century fragmentary papyrus of the Orestes containing
musical notation may represent Euripides’ original composition, which
it would likely have been desirable to preserve along with the text. This
allows us to reconstruct music for a few lines of the first stasimon (§48-
44)-%® But this is not much to go on; apart from this, we can see the bare
bones of musical form in the metres of the songs, which give us a sense
of the rhythms used and above all allow us to see that most songs were
composed in ‘strophic’ form, that is to say with rhythmic patterns, usually
complex, repeated once exactly (or almost exactly), forming a ‘strophe’
and ‘antistrophe’ and usually followed by another ‘strophic pair’. The

57 Wilson 2007, Taplin and Wyles 2010.
5% Pohlmann and West 2001: 12-17; cf. 10-11 on the comments of Dionysius
of Halicarnassus (following n.); Ercoles 2020: 187-8, also citing dissenting voices.
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metrical repetition was mirrored by repetition of music, and probably of
dance; the ‘turn/counter-turn’ phraseology suggests that the steps of the
antistrophe could have reversed those of the strophe.®

There were many different ‘families’ of lyric metre, and the tragic poets
were skilled at producing almost infinitely varied patterns within these
general groups. Most lyric metres were associated more with particular
areas of Greece or with particular poets than with any one kind of emo-
tion or situation. Lament, for instance, is ubiquitous in tragedy, but has no
single metre proper to it. In I7, the parodos, essentially a lament, is in ana-
paestic form, but the laments of other tragedies use different metres, and
lyric anapaests are used in many contexts other than mourning and lam-
entation. Only dochmiacs have a close association with a particular mood,
being proper to heightened, strong emotion; but even in this case, strong
emotion is commonplace in tragedy, and is not invariably expressed in
dochmiacs. The lyrics of individual tragedies often show a preference for
a general metrical type. Thus, in /7] after the anapaestic introduction, the
purely choral passages are predominantly aecolo-choriambic (a very large
metrical family, in which glyconics and pherecrateans are the common-
est units), but with a generous admixture of metres of other types. The
songs shared with the actors, on the other hand, have a mainly dochmiac
rhythm. While choral lyric can express a variety of mental states from agi-
tation to calm reflexion, the songs of actors, whether monody, ‘punctu-
ated monody’ (see 827—-9gn.), or lyric dialogue, are almost always highly
emotional, and here dochmiacs are appropriate. Full metrical analyses of
all the lyric sections of I7 will be found in the Commentary.

If differing rhythmic patterns are only very loosely and partially cor-
related with differing moods, the same is not true of melodic schemes.
Greek music knew a number of different ‘modes’, or scales, supplying the
notes available for any given melody; the closest modern equivalent would
be the ragas of Indian classical music, or in Western music the difference
between major and minor keys. Somewhat like ragas, these modes had
particular associations, but rather than being linked with a time of day
or a season they evoked different moods: in the Republic, Plato associated
the Mixolydian and Syntonolydian modes with lamentation, and labelled
the Lydian and Ionian as ‘soft’ and appropriate to drinking-parties; he
therefore wished to restrict music in his ideal state to compositions in
the Dorian and Phrygian modes, which he viewed as promoting cour-
age in war and sophrosyne in peace respectively.’’ Although not all Plato’s

59 Dion. Hal. Comp. 19. b0 See Wiles 1997: 93-6.
o PL. Rep. 3.398e-399c.
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associations may have been universal,* it is still likely that the melodies
of Euripides’ songs would have set particular expectations appropriate to
their texts. However, Euripides was linked by contemporaries with musical
innovation, a complex of interrelated tendencies deplored by Plato and
other conservative critics, and known to moderns as the ‘new music’.%
Where older styles were represented by critics as simple and unadorned,
the music essentially subordinate to the words, the new music was thought
to be characterised by florid ornamentation, music for its own sake.
Aristophanes’ parody of Euripides’ use of multiple notes to one syllable is
well known (eieieieieieniooete, Frogs 1414, cf. 1348); in addition, it appears
that the coincidence of musical pitch with the normal pitch accent of
spoken Greek was less closely observed, while the Orestes papyrus (above,
p- 27) shows that the aulos-player’s part need no longer be in unison with
the vocal line. Contemporaries often regarded such music as shapeless
and meandering, and verbally a similar lack of tautness, characterised by
long, ‘agglutinative’ periods, can be observed in much late Euripidean
lyric.% The first and second strophes of the first stasimon of I7, each
composed of a single sentence, supply good examples. Another favourite
Euripidean trope, though one with roots in earlier tragic and non-tragic
lyric, is the use of textual reference to musical performance, so that the
chorus sing and dance about song, dance, and choruses. In /7, the chorus
remember their old life as maidens at the dance (1143-51), and evoke
choruses or dances of Nereids (427-9), among other suggestive passages,
and a great deal of imagery further draws on choral associations, so that
the theme of music is kept in the forefront of the audience’s mind and
the real chorus of Athenian male citizens is temporarily approximated to
choruses of young women and mythical beings.%

The importance of dance is seen in the name of the part of the perfor-
mance area where the chorus was situated — the orchestra, or dancing-place.
In staging terms, although any number of effects could be created by the
interplay of chorus and actors, the chorus’ main and invariable function
was to dance. The dance of tragedy, like other aspects of tragic perfor-
mance, evolved from dithyramb, but the characteristic circular form of
the latter was probably in tragedy gradually giving way to a rectangular
layout during the fifth century, although both formations could have

2 Arist. Pol. 8.1342a32-bp explicitly criticises the Republic passage, on the
grounds that the Phrygian mode, like the aulos, is épy100TiKoV kKai TaBnTiKéy (West
1992: 180, ‘exciting and emotional’).

% See D’Angour 2020. 1 Csapo 2004: 225-6.

% Weiss 2018; see also Henrichs 1995.
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co-existed, to be used in different productions.® Tragic dance was, as one
might expect, measured and dignified compared with the dances of sat-
yric or comic choruses, although it must have been capable of expressing
excitement and joy, notably in the short lyric sections appearing in several
of Sophocles’ plays where the chorus reacts with extravagant hope just
before a catastrophe.’” How far choral dance was mimetic is a debatable
point. References to ‘poses’ (oxfuara) and ‘gestures’ (xeipovopior) suggest
a degree of representation rather than purely abstract movement, but this
need not have been especially naturalistic. Indeed, if strophic responsion
suggests an equal choreographic responsion, it is difficult to see how such
imitation could have been achieved.®® Perhaps the somewhat formal and
patterned movement of the choral dances created a contrast with the
more expressive and truly mimetic actions of the actors, as the sung parts
of the drama contrasted with the spoken.

5 THEMES
(a) Non-‘tragic’ tragedy, ‘escape tragedy’

“Tragedy’ and ‘tragic’ in modern parlance indicate circumstances or
events which are perceived as sad or catastrophic. The Greek word Tpa-
yoidia has no such necessary connotations. Put simply, a Greek tragedy
can have a happy ending. What defined a tragedy was not the type of plot
deployed, but the existence of a tragic chorus, as opposed to a chorus of
satyric or comic type. Secondary markers were an elevated ‘poetic’ regis-
ter of diction, a degree of seriousness in plot and theme, and in produc-
tion certain styles of costume, music, and dance (above, pp. 26—9). It is
true that the majority of extant tragedies, including those most familiar to
modern audiences and readers, conform to our notions of the tragic; and
Aristotle’s judgement, that a plot with a change of fortune from better to
worse is superior to one which moves in the reverse direction,® has been
extremely influential in forming an idea of what tragedy should be. But
examples of tragedies with positive or ambiguous endings are not hard to
find. If Agamemnon, with its horrific murders and foreshadowing of an end-
less cycle of revenge, seems to us properly ‘tragic’, the Oresteia trilogy ends

% Wiles 2000: 133—4.

57 Aj. 693-718, OT 1088-1107, Trach. 205-24 (Anit. 1115-52 is longer and
more like a regular stasimon).

% Contra Wiles 1997: 87-119, where much of the detailed analysis is
unconvincing.

% Arist. Poet. 15.145%a13-16. Nonetheless, he cites /7 approvingly in several
places; see below, p. 45.
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with Orestes acquitted and freed from pursuit by the Furies, while Athens
and its civilising achievement are celebrated. The ending of Oedipus at
Colonus is poised between the awe-inspiring translation of its protagonist
(recompense for his earlier sufferings?) and anticipation of the horrors
about to come in Thebes. Euripides’ plays include some which temper a
conclusion of total disaster with the sense that ‘life must go on’, even for
the protagonist — ‘catastrophe survived’”® — and also some in which dis-
aster is averted or negated, among them the early Alcestis (438) and the
late Orestes (408). In this group, fon and Helen are of roughly similar date
to /7T and have most in common with it. In all three plays, a delayed rec-
ognition is central to the action (though recognitions are also important
in many more ‘tragic’ tragedies), in all three death is narrowly averted,
and all three end with a homecoming, of one sort or another. Twentieth-
century critics sometimes labelled the plays ‘tragicomedies’ or ‘romantic
melodrama’.”" Such labels (at least the second) can be useful if applied
loosely to designate a type of plot with a clifthanger and a happy ending,
which anticipates in some respects the later Greek novel; but they become
seriously misleading if they are thought to imply a separate category char-
acterised by blurring or crossing of generic lines.”*

Ion further shares with I7T the setting in a sanctuary, with concomi-
tant evocation of cult action and temple service; some strong criticism of
Apollo from the characters, softened by the positive outcome of events;
and the narrowly averted killing of unrecognised close kin (Kreousa and
Ion, mother and son, attempt to bring about each other’s death, the latter
in revenge). But the resemblance of Helen to IT is even closer. Both plays
are set outside Greece (Egypt, the Tauric Chersonese), where a woman
(Helen, Iphigeneia) is detained against her will until the arrival of a male
family member (Menelaos, Orestes). Recognition is delayed by the false
assumptions of one or both parties (Menelaos believes he has brought
Helen with him to Egypt, Iphigeneia and Orestes each believe the other
is dead), but is established in the end with great joy, and an escape is
plotted. The man inclines to violence, but the woman crafts a plan using
deception, which is successful (Helen) or fails at the last minute (I7), and
at the end a god (the Dioskouroi, Athena) intervenes to calm the anger
of the barbarian king and prevent disaster (the murder of Theonoe, the

7 Burnett 1971.

7 ‘Tragicomedy’ used by (among many) Vickers 1973: 299; ‘romantic melo-
drama’ proposed for IT by Kitto 1961: g11, though he treats it with Alcestis, Ion,
and Helen under the ‘not altogether satisfactory’ heading of ‘tragi-comedies’;
‘romantic tragedy’ by Conacher 1967: 14.

72 Cf. the extended argument of Wright 2005: 6—43.
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recapture of the escaping trio). The similarities are indeed striking, and
metrically the degree of resolution in the trimeter (above, p. 2) would
place IT close in date to Helen in 412. It is not perhaps surprising that
Euripides’ mind should have been working along the same lines for the
same few years, but is the connexion stronger than this? A possibility
attractive in some ways is that /7 was the third tragedy which Euripides
produced in 412, along with Helen and the lost Andromeda (which we
already know were performed together).” Thematically linked trilogies
are not certainly attested, but that does not mean they could not have
existed. More problematic for this theory is the innovation in the lyric
form known to moderns as the wilamowitzianum (above, pp. 2—3), which
is found in Helen but not in I7, but as Parker cautiously observes, this tells
us about the date of composition, not of production.”

Whether or not they were produced together, the three plays follow
a similar storyline. Stories of escape from danger in strange, exotic loca-
tions go back in Greek literature to the Odyssey, where they form the cen-
tral part of the epic. Bringing a woman, whether virginal or, like Helen,
chastely married, into the picture adds an extra spice, since women are
considered to be more vulnerable and also, as home dwellers, out of place
in distant locations. However, Andromeda must have differed slightly from
the other two plays in that the captive woman is herself barbarian, not
Greek (her captivity is very literal, as she is chained to a rock as fodder to
placate a sea-monster), and the man is not known to her — it is only after
the rescue that he becomes her husband. The rescue motif seems also to
have occupied only part of the play, with the remainder probably treating
the opposition of Andromeda’s parents to her marriage, and her choice
of Perseus over her parents.”> In this way Euripides varies the ‘damsel in
distress’ motif slightly to give the heroine some agency and indeed per-
haps the most ethically interesting part. In the surviving two plays, the
female partners are conventionally unable to save themselves without the
arrival of a man, but they then prove resourceful and ingenious in what is
often represented as women’s natural realm, that of deception; it is they,
not their male counterparts, who devise the plan which allows them to
escape.

The theme of recognition implies prior ignorance, and the relation-
ship between the two is crucial to many tragedies. But in /7 and Helen,
Euripides introduces a variant. The theme of appearance and reality is

73 Wright 2005: 47-54, tentatively also suggesting that Cyclops could have been
the final play in the tetralogy. But see Hunter-Laemmle 40-1.

7 p. Ixxix n. 164.

75 [Eratosthenes] Catast. 17.
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prominent in Helen, with its story of a phantom and a real Helen.”® It may
have been used in Andromeda as well; F 125 shows that on arrival Perseus
believes Andromeda to be a statue. Where Menelaos believes that the
eldwlov Helen is the real thing, Perseus takes the real Andromeda for an
eldwlov. In IT, the application is somewhat different, centring on the gap
between Iphigeneia’s real fate and what everyone thinks had happened to
her.77 This point is introduced at the beginning of the play, when in line 7
Iphigeneia explains that her father ‘slaughtered her, as it appears’ (¢o0¢a-
ev ... &g dokel), and this is echoed in her lyrics at 176—7 (8v8a Soknuaot
keipon oaybeio” & TAduwv), and by Orestes at 831 (tfv 8avoloav, ds Sof&-
letan), while at 784—5 Agamemnon is said to have thought that he was
putting his daughter to the sword (8ok&v és fiuds 65U p&oyavov Bodeiv). It
is this presupposition, shared by all of Greece, which prevents Orestes
from recognising his sister, and it is the deceptive appearance (¢p&opaTa)
of a dream, whose narrative is likewise introduced by ¢80¢’, which leads
Iphigeneia in turn to suppose that her brother is dead (42, 44). The first
half of the play contains other appearance-reality contrasts and appar-
ent misinterpretations; for instance, one of the Taurian herdsmen takes
Orestes and Pylades to be gods (267—74), while Iphigeneia concludes that
Artemis cannot really desire human sacrifice, and the Taurians mistakenly
project their own savage nature on to their goddess (389-91).

When brother and sister achieve their mutual recognition, they also
gain an understanding of how things really are; Orestes, impractically as
Pylades suggests (9o2-8), launches into a long account of his sufferings
since the murder of Klytaimestra, updating his sister on real events. In the
second half of the play, the Greek characters plot their escape through
deception: what seems to be the case to Thoas and the other Taurians is
quite different from the reality. moTov EAA&s oidev oudév (‘Greece knows
nothing trustworthy’), comments Iphigeneia (1205). Whereas she and
Orestes are initially mistrustful of each other, and therefore slow to reveal
things which might prompt a recognition, Thoas trusts Iphigeneia and is
ready to believe her false explanation.”™ The Greeks have appropriated
the confusion between seeming and being and turned it to their own
advantage.?

7 Extensively discussed since at least Solmsen 1934; for an overview, see Allan
47-9-
77 On the theme in /T'and Helen, see also the discussion in Wright 2005: 285-97.

™ See Budelmann 2019.

7 For a more elaborate and darker interpretation of the play through the
themes of falsehood and deception, see Hartigan 1991: 89—106.
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(b) Human sacrifice, a barbarian custom?

Human sacrifice, whether averted at the last moment or actually carried
out, is a not uncommon motif in Greek mythology. Usually it is com-
manded by a deity in extreme circumstances and performed as a last
resort in order to save a community, or as in the case of Iphigeneia’s
sacrifice at Aulis, to salvage a great enterprise. It is a theme explored
several times in the extant tragedies of Euripides. Aside from the two
Iphigeneia plays, Heraclidae (Children of Herakles) contains the voluntary
sacrifice of Herakles’ daughter to Kore in order to ensure the defeat of
Eurystheus and his Argives, and Phoenissae that of Kreon’s son Menoikeus
to save Thebes against the Seven. The fragmentary Erechtheus included
the sacrifice of one of King Erechtheus’ daughters (joined voluntarily by
her two sisters) to assure the victory of Athens over Eleusis. It is possible
that Euripides invented some of these stories; he is clearly interested in
exploring the wider theme of facing death willingly, as we see for instance
in Alkestis’ willingness to die in place of her husband Admetos (Alcestis)
and Euadne’s death on her husband’s funeral pyre (Supplices/ Suppliant
Women). The Iphigeneia story is, however, considerably older (above,
PP- 4-5), and lacks any voluntary element; Artemis decrees the sacrifice,
for reasons which vary in different accounts, and Agamemnon carries it
out — or thinks he does. This is the version of /7, although in the later
Iphigeneia at Aulis the character conforms to the preferred Euripidean
pattern, moving from horror at her impending sacrificial death to patri-
otically embracing her fate. Similarly, when Polyxene in Hecuba is to be
sacrificed as an offering to the dead Achilles, in another Euripidean ver-
sion of an older story, she accepts what must happen and goes willingly
to her death.

The presentation of events at Aulis in /7'is entirely different. Iphigeneia
remembers those events and the cruel trick used to lure her there with
only horror and despair — despair because although she was saved from
death the result was that she must live far from her family in a foreign
land, presiding over a horrible ritual: this is the end result of the sacri-
fice. There is no sense that her seeming death was for the greater good,
and unlike the other Euripidean characters who face sacrifice, she sur-
vives. What her own presentation emphasises is the culpability of various
actors in the whole affair: Helen for providing the reason for the war
against Troy, Menelaos for wanting to get her back (or to exact venge-
ance), Kalchas for his prophecy requiring the sacrifice, and Odysseus for
devising the story of a marriage to bring her to Aulis. She stops just short
of blaming her father, but nonetheless, following Aeschylus (étAa 8 oUv
BuTtnp yevéoBor Buyatpds, Ag. 224—5), Euripides understandably makes her
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dwell on the particular horror that it was a father who sacrificed his own
daughter. This moves beyond the sacrificial motif to fit into the larger pat-
tern of kin-killing which characterises the family of Agamemnon (below,
pp- 87—40). There follow the murders of Agamemnon by Klytaimestra
and of Klytaimestra by Orestes, and in this version the near sacrifice of
Orestes by Iphigeneia, which would neatly complete the circle.

This sacrificial doubling is another distinctive feature of the theme
in this play. Iphigeneia has been saved from a sacrificial death only to
find herself presiding over human sacrifice; at 58 she makes the parallel
clear, wishing to punish Menelaos and Helen with ‘the Aulis here’ (T
¢v8&d AUAw), and the sacrifices she performs are distasteful to her. But the
emotional charge and the suspense of the first part of the play, up until
the recognition, lie in the possibility that she might unknowingly sacrifice
her own brother.

With the Taurian sacrifices we move from the mythological domain
of the one-off event necessitated by a crisis to the second area where
human sacrifice is at home in Greek thought — as a regular practice
among barbarians. Plato indeed suggests that the ritual is practised by
the Arcadians,® a notoriously primitive people in the Greek imagination,
but elsewhere Greek writers attribute it as a present-day custom solely to
barbarians. Indeed, to predicate human sacrifice of a people is a power-
ful way of ‘othering’ the non-Greek.®' Fifth-century Greeks associated the
practice with Taurians, Scythians, and other northern barbarians,® as well
as Phoenicians and Carthaginians,® and (in the past, at least) Egyptians.
The story that Herakles had put an end to the Egyptian custom of sacri-
ficing foreigners (mostly, of course, imagined as Greeks) by killing King
Bousiris on his own altar was a popular one, to judge by vase-painting, if
not always taken seriously.** Herodotus rejects the story as sensationalistic
and implausible for a people who refuse to sacrifice even most animals,®
and in Helen there is no suggestion that Menelaos is in danger of being
sacrificed, rather than simply killed, by the Egyptian king Theoklymenos.
Euripides’ Egypt is a curious blend of the more common barbarian

S0 PL. Rep. 8.565d. 8 Bonnechere 1994: 2537—40, Hall 1989: 146-8.

82 e.g. Hdt. 4.62, 4.103.

8 Soph. fr. 126 (from Andromeda), taken with [PL.] Minos 15b—c, almost cer-
tainly refers to Carthaginian child sacrifice.

8 Vases: LIMC Bousiris 1-g0. In literature, the story features in Panyassis’ epic
Herakleia (fr. 12 Bernabé), and in a satyr-play of E. and several comedies, as well as
in the later epideictic speech of Isocrates. Further references in Livingstone 2001:
77-83.

% Hdt. 2.45.
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stereotype of unreasoned violence (Theoklymenos) with cultural associ-
ations of extreme religiosity and advanced moral sensibility (Theonoe).
But the Tauric Chersonese is free to be a place of unqualified barbarism.
Thoas certainly shows religiosity, as do the two messengers, but they are
convinced that their goddess welcomes the sacrifice of strangers, espe-
cially Greeks, and have no characteristics corresponding to Theonoe’s
purity and holiness. Thus, Iphigeneia can use the ‘barbaric’ nature of the
Taurians as an unquestioned premise for her theory that humans project
their own qualities on to the gods (389—go). She knows that Thoas will be
scrupulous about matters of purity and pollution, as indeed he is — even
though the sacrifice itself would be unthinkably polluting in a normal,
Greek, context. What Thoas exemplifies, then, is a sort of perverted piety
which is attentive to detail and respects the perceived will of the gods (he
has no hesitation in complying with Athena’s instructions at the end of
the play), but radically misunderstands what the gods are like.

This misunderstanding is connected with the difference between a
barbarian, savage culture and (Greek) civilisation, but perhaps this is
not the whole story. “What the gods are like’ is a major preoccupation in
Euripides’ work, a problem that is not easily solved. Iphigeneia’s avowal
that she cannot believe Artemis would be so morally insensate (&uons)
as to ordain human sacrifice is paralleled by many passages in other plays
in which characters query beliefs about the gods or divine behaviour, and
in which no barbarian context is involved. Kadmos in Bacchae and the old
servant in Hippolytus remark that gods should not be angry or vengeful,
while Ion expresses shock on hearing that the male gods have illicit sex
with mortal women.*® The difference here is that while for the purposes
of the play these characters are all mistaken in their initial assumption of
a superior divine morality, Iphigeneia seems to be correct. Since Apollo
commands the removal of his sister’s cult statue to Greece, since Artemis
does not appear to object, and since Athena supplies the further details of
Artemis’ worship in Attica, we must assume that the goddess does not in
fact desire (or no longer desires?) the human sacrifice which is the central
part of her worship by the Taurians, even if she accepts a small amount of
human blood as recompense. But while on the surface the story may seem
to be one of a geographical and ethnic transition from barbarism to civi-
lisation (as Iphigeneia suggests (1087-8), Artemis ought to prefer to live
in and protect Athens rather than Taurike), the play throws up enough
counter-suggestions to complicate matters. After all, Iphigeneia finds her-
self offering human sacrifice in accordance with barbarian custom only

8 E. Hipp. 120, Bacch. 1348, Ion 436-51.
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because of a human sacrifice offered by Greeks. If Artemis cannot really
be guilty of dpadia through desiring human sacrifice in Taurike, then the
same must be true of her apparent demand at Aulis: in both cases the
cause lies in the human realm, not the divine. The blame must fall on
Kalchas, whom Iphigeneia certainly holds responsible (16-24, 531-3),
but also on Agamemnon. Was it their own murderous instincts which
led them to accept the idea that Artemis could want Iphigeneia to be
sacrificed?

Arelated issue is Apollo’s commanding Orestes to kill his mother. From
the point of view of the play’s narrative dimension it must be accepted that
Apollo did make this order (just as, in Euripides’ other plays, gods vent
their anger, display cruelty, and have sex with mortal women) and seem-
ingly, despite Orestes’ doubts in the first part of the drama, that he was
right to do so. But the order is inherently problematic: could a god really
command such a wicked act?%7 Elsewhere, Euripides allows the suggestion
that the proper, ‘civilised’ response to Klytaimestra’s crime, indeed the
one established by ancestral custom, would have been to banish her, not
to kill her (Or. 507—25). To murder in retaliation is ‘bestial and defiled
by blood’ (6np1&d8es ... kai proagdvov).®® As for the peculiar horror of matri-
cide, Thoas says it all: ‘Not even among the barbarians would someone
dare do that’ (11%74). Orestes has infringed not just the norms of civilised
Greece, but a universal law. Despite the optimistic ending with its implica-
tions of progress from savagery to enlightenment, Euripides scatters hints
that the dichotomy of cruel barbarian and refined, humane Greek might
be too simple.

(c) Family

The descent line to which Iphigeneia and Orestes belong is one of the
favourites of the tragic dramatists, as Aristotle comments.% Right from the
start, the audience is made aware that this descent will be an important
theme in the play: Iphigeneia begins her prologue by tracing her ances-
try, and the very first word is ‘Pelops’. The misery she feels at the play’s
beginning is prompted by her belief that the dream she has just seen
indicates her brother’s death and hence the collapse of the family (oikos),
signalled by the literal collapse of the house. Summoned by her to per-
form such funeral rites as they can, the chorus lament the history of the

87
88
89

See especially Roberts 1984: 102-8.

Cf. the criticism of Apollo by Kastor/the Dioskouroi ex machina at El. 1244-6.
Arist. Poet. 13.1453a20 lists Orestes and Thyestes together with Alkmaion,
Ocdipus, Meleager, and Telephos.
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family, recalling the quarrel over sovereignty between Atreus and Thyestes
(189—9g6), later revealed as the subject of Iphigeneia’s girlish weaving
(811-17). Much of the early conversation of Orestes and Iphigeneia,
before the recognition takes place, is concerned with the family to which
they both belong, and the recognition tokens have reference not only to
Iphigeneia’s own story, the false wedding and the sacrifice at Aulis, but to
remoter history as well: the quarrel of Atreus and Thyestes, and the win-
ning of Hippodameia by Pelops.

An Athenian audience would naturally expect a mythological tragedy
to include references to the characters’ forebears and to the wider nar-
rative frame in which the story is set (in this case the Trojan War and its
aftermath). But an artful poet will do more than merely fill in historical
background. Earlier stories may suggest an appropriate mood or hint at
structural parallels with the main plotline. In the case of I7, there are cer-
tain recurring patterns. Pelops, represented in the play as the founder of
the line,? comes from barbarian lands to win a Greek wife and settle in
Greece, while the thoroughly Greek Iphigeneia and Orestes travel unwill-
ingly to a barbarian country and eventually make their return. There may
also be a parallel between the siblings’ escape from swiftfooted Thoas
and the escape of Pelops, with his bride, in a contest of speed with the
barbarous (if Greek) Oinomaos.9" At any rate, the more favourable ver-
sion of the contest is given here (see 1n.). No such favourable version
can be found for the story of Atreus and Thyestes. The golden lamb and
the sun’s changing course (191-6, 812-17) stand for the earlier part of
the story where Thyestes obtained the sovereignty-bestowing lamb, which
rightly belonged to his brother Atreus, by sleeping with the latter’s wife
Aerope; the sun’s changing course was sometimes connected with the
sequel, Atreus’ killing of Thyestes’ children and serving them up as food
to their father,% but here perhaps the alternative tradition is intended,
that this was a divine sign in favour of Atreus. Although the text of the
parodos where the story first appears is very corrupt, it seems certain that
the gruesome child-eating sequel is not mentioned, or is only alluded to
in the most general terms as ‘more trouble’ (195—7n.) This part of the

9 Pelops’ father Tantalos is mentioned as ancestor at 1, 200, and 988, but with-
out any colouring. His appearance at $86-8 has in context more to do with the
controversy on the believability of unpleasant myths than it has with the fact that
he happens to be Iphigeneia’s ancestor. E. could, if he had wished, have drawn a
parallel between the child-eating stories of Tantalos and of his grandsons Atreus
and Thyestes, but he refrains from doing so.

9" O’Brien 1988.

92 Schol. E. Or. 812, once thought to derive from Sophocles’ Atreus (TrGI" 4 p.
162).
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story could hardly fail to suggest itself to the audience’s minds, but even
without it this area of family history has a very dark tone and makes a suit-
able backdrop to Iphigeneia’s presentation of herself as ‘doomed from
the beginning’ (209 and 203—4n.). The adultery of Aerope prefigures
that of Helen, who is consistently blamed for Iphigeneia’s misfortunes,
and that of Klytaimestra. Atreus is wronged by his adulterous wife, as was
Agamemnon later. The theme of fraternal strife caused by ambition, how-
ever, can be seen to be negated in the relationship between Orestes and
Pylades, friends and cousins: Pylades is afraid that if he survives Orestes it
will be thought he plotted against him in order to succeed to his position
(679-82), yet in fact the two are so far from such destructive rivalry that
each prefers to die to save the other.

The following history is even more insistently referenced. By the end
of the play’s first episode, Iphigeneia has narrated her Aulis experience
three times — twice in trimeters, once in lyric (6-27, 209-17, $59-77),
and it is alluded to in her questioning of the strangers and in the recogni-
tion lyrics, always closely linked to her father, the sacrificer. Agamemnon’s
death is less emphasised — none of the characters witnessed it — but it
is present, eventually, in Orestes’ replies to Iphigeneia’s questions and
raises an interesting question: how will Iphigeneia react to the death of
the father who tried to kill her, especially given the suggestion in Pindar
and Aeschylus that Klytaimestra’s action was motivated at least in part
by Iphigeneia’s death? In fact, she expresses distress when she hears he
is dead (549, quite unlike her reactions to hearing the fates of Helen,
Kalchas, and Odysseus), and though on hearing the manner of his
death she seems to pity both her parents (& TavB&kpuTos 1) KTavoloa X
Bavav, 559) she evidently on balance does not blame Orestes for killing
Klytaimestra in revenge (559-60n.), and she further states that she feels
no animus against Agamemnon (992-3). Like most ‘good’ women in tra-
gedy, Iphigeneia unquestioningly accepts the patriarchy, stating clearly
(in the context of herself and Orestes, 1005-6) that the death of a man
is of more account to a family than that of a woman. But the matricide is
nonetheless the cause of all Orestes’ troubles and the ultimate reason for
his presence at Tauroi; his continued pursuit by the unplacated Erinyes
assists in allowing the two strangers to be captured, and his impurity is
the foundation for the escape plot. It is even the basis for a most unusual
mid-drama aetiology (958-60n.). However, where Iphigeneia obsessively
relives her own traumatic experience, Orestes never describes the murder
he committed, only his consequent sufferings when he is pursued and
afflicted with fits of madness by the Erinyes.

In the end, the troubles of this unfortunate family are dissolved in the
relationship between sister and brother, whom Iphigeneia, momentarily
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forgetting Elektra, sees as the only remaining descendants of Atreus
(898—9). The brother—sister motif is an insistent one, founded on gen-
eral cultural expectations of this relationship. A brother must protect and
save his sister, as Iphigeneia hopes Orestes will do and as the terms of her
letter make quite clear (7774-8); a sister must perform funeral rites for
her dead brother, as Iphigeneia does to the best of her ability for Orestes,
and as Orestes wishes Elektra could do for him (628). Iphigeneia remains
preoccupied with her supposedly dead brother throughout the first half
of the play: she recalls him as a babe in arms when she left Argos (232—4),
she proclaims that his loss has made her hard-hearted (344-5%), and yet
when faced with the strangers who are to be sacrificed she feels pity and
wonders if they have a sister to grieve their death (473-5). Orestes, of
course, though he cares for Elektra (706—7), does not think of the sis-
ter whom he believes to have died long ago (563—4), but he is quicker
than the more sceptical Pylades to wonder about the identity of the Greek
priestess who is to sacrifice them, suggesting that he feels some sort of
unconscious affinity with her (660-72). And in fact, quite apart from
their birth, Orestes and Iphigeneia have a lot in common: both are almost
sacrificed to Artemis, both live separated from normal society, and both
have been forced to kill inappropriately, Orestes by Apollo and Iphigeneia
(perhaps) by Artemis.? And of course, each believes the other dead. This
emphasis is necessary to underline the potential horror of sister killing
brother, as they recognise after learning each other’s identity (866—70),
and indeed of the brother being responsible for his sister’s death (ouk &
yevoluny ool Te kal pnTpds goveds, 1007). Such an event would in one way be
appropriate in a family with a history of kin-killing, so its avoidance, made
clear above all in the amoibaion which is the response to the recognition
and which is delivered with the participants in each other’s arms (go2-3),
is a powerful sign that the troubles of successive generations are finally
over. Family ties are at last a powerful and positive force.

The chorus has also a contribution to make to the theme. In the paro-
dos they assist Iphigeneia in lamenting the fortunes of the Pelopids, but
they also recall their own removal from Greece and their fathers’ homes.
In the first stasimon they echo Iphigeneia’s wish that Helen might be led
to sacrifice, but they end the ode with a wish of their own: rescue from
Taurike and a return to their native land (mwéAer matpawian, 454). Their
insistent desire for reunion with their own families makes them not only
a sounding board for Iphigeneia’s fortunes, but an object of concern
in their own right, since they imply that the heroine is only one woman

9 Cf. Sansone 1975, O’Brien 1988.
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among many held against their will in a barbarian land. At 5767 they
strikingly refer to their own situation — are their parents still alive? — with
a kind of wistful envy of Iphigeneia’s good luck in receiving news from
Greece. Later this side issue threatens to become more significant when
Iphigeneia needs their help in concealing the escape plan. Will their envy
lead them to refuse? Iphigeneia appeals to them on the basis that women
should help one another, and undertakes to help them also to return.
Despite some scepticism about the second point (‘just save yourself’, ocor-
{ou povov, 1075), they generously accept her plea without hesitation, but
in the song which follows, they call to mind the fall of their city and point
out the contrast: a ship will carry Iphigeneia far away from Taurike, but
they will be left behind, able only to daydream of flying home along the
sun’s course to enjoy the maidens’ dances they had once known, not far
from their mothers (1129-52). Euripides evokes the sufferings and loss
of the anonymous many, as he does in the third stasimon of Hecuba (gor—
51), where the chorus, singing as ‘I’, give a vivid picture of one name-
less woman’s terrible experiences on the night of Troy’s fall. Ultimately
these passages look back to Il. 19.301-2, where from focusing on one
woman’s sorrow we are reminded that each of her unnamed compan-
ions has equivalent, individual griefs: “Thus she spoke in tears, and the
women wailed in response, seemingly for Patroklos, but each for her own
sorrows. 9! Because audience sympathies have been engaged more than
usual with the plight of the chorus, it is important that they too are able to
leave Taurike. They will return to Greece, although with their city fallen
(1106-10) there will presumably be no return to the bosom of the family,
any more than there is for Iphigeneia.

But it is only on the divine level that we find a parallel with the sibling
relationship which is at the heart of the play. Both children of Agamemnon
are associated, somewhat unwillingly, with a god: Iphigeneia with Artemis,
who saved her and whose murderous cult she must serve, and Orestes
with Apollo, who commanded the matricide and then brought him to the
brink of sacrifice in wild barbarian lands. Apollo and Artemis are closely
associated in cult and still more in myth, as full siblings, children of Zeus
and Leto, and the human characters appeal to this relationship several
times as the plot brings both deities together (86, 1012-14, 1084-5),
each time assuming that the affairs of one concern the other. Orestes
argues that Apollo would not demand an action which Artemis would
not like, and Iphigeneia pleads with Artemis that if she fails to save them,

94 °Qs Epato KAadoud’, Emi 8¢ oTevdyovTo yuvaikes, | Tlatpdriou Tpdpaoty, ceddv &
ATV KNOE EK&OTN.
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Apollo’s oracles will be proved false. In the latter case, it could even be
supposed that ‘gods and mortals collaborate ... for their mutual need and
benefit’, as the wider story of rescue from Taurike also suggests.% Finally
the parallel between divine and human brother-sister pairs is made expli-
cit when Iphigeneia (in the messenger speech, 1401-2) prays to Artemis
on the basis of shared experience: ‘You love your brother — you must real-
ise that I too love my siblings.” The theme shifts only with the arrival of
Athena, herself (half-)sister to the divine pair (1489), who in establishing
new Attic cults of Artemis also separates the human sister and brother by
commanding Iphigeneia to remain in Attica, at Brauron. Familial rela-
tionships eventually become sidelined in the new civic and present-day
perspectives opened up by aetiology.

6 TEXT AND TRANSMISSION

Antiquity knew the complete texts of ninety-two dramas (tragedies
and satyr-plays) attributed to Euripides, including some believed to be
spurious, arranged in a complete edition by the Alexandrian scholar
Aristophanes of Byzantium in about 200 BCE. Before this date, however,
there was ample opportunity for change and corruption to the authorial
text. Written copies will have circulated from the moment of produc-
tion,” but when further copies were made they were subject not only to
accidental scribal errors, but also probably to contamination from ver-
sions in which actors had made substantial changes to the original text. A
law of Lykourgos (roughly third quarter of the fourth century) provided
that copies of the plays of Aeschylus, Sophocles, and Euripides should be
kept in the public archives and that these copies should be made availa-
ble for actors, in order that they should stick to the authorised text. This
suggests that at least before this date actors had been freely altering their
scripts, but there is no guarantee that the new law was effective. Some
ancient scholars, as attested in the scholia, believed that the dramatic
texts transmitted to them had been subject to changes made by actors,
but we cannot always accept their evidence uncritically; in some passages
at least, the idea of a change or interpolation originating in post-autho-
rial performance may be no more than a guess to explain a real or appar-
ent inconsistency.9” The same is true of most modern conjectures of this

95 Zeitlin 2006: 201—4.

9 This is clear above all from the evidence of Ar. Frogs 52—3: Dionysos reads
Andromeda to himself.

97 For this explanation, see Hamilton 1974; further on reperformance and
transmission, Finglass 2015.
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sort — they are based on a subjective view of what Euripides ‘ought’ to
have written. There are widely differing opinions on the extent of actors’
interpolations in tragic texts, and it remains possible that most of our
texts are based on correct, authorial versions rather than performance
scripts. We have to accept that short of time travel we are unlikely to solve
this problem.

After Aristophanes’ edition, the text of Euripides will have remained
more or less stable except for copyists” errors and conjectural corrections
of such errors. At some time in the imperial period (perhaps around 200
CE), a selection of ten plays of Euripides began to emerge or was delib-
erately made, corresponding to the seven-play selections for Aeschylus
and Sophocles, and these plays (Alcestis, Medea, Hippolytus, Andromache,
Hecuba, Troades, Phoenissae, Orestes, Bacchae, Rhesus) entered the medieval
manuscript tradition very securely, being transmitted in a good number
of manuscripts. The complete works, it is fair to conclude, were much less
in circulation. However, whereas for the other two dramatists only the
selected plays survive complete and in manuscript transmission, in the
case of Euripides we are lucky to have another nine, the so-called ‘alpha-
betical plays’, which must represent part of a complete edition which
had the titles arranged in alphabetical order. Among these is Iphigenia in
Tauris.

The alphabetical plays are preserved in two manuscripts, of which the
more important (for these plays) is L, an early fourteenth-century man-
uscript now in the Biblioteca Medicea Laurenziana in Florence (shelf-
mark Plut. g2.2).9® The manuscript contains a large number of Greek
poetical works, including most of the Euripidean selected plays (7roades
and the second part of Bacchae are missing) as well as the alphabetical
plays, and it was written by at least three different scribes for the Byzantine
scholar Demetrios Triklinios (Triclinius); the section containing /7 seems
to have been written by Nikolaos Triklines, presumably a close relation.
Triclinius went over the text several times and made numerous correc-
tions (some scholars claim to be able to distinguish three recensions,
based on the colours of the inks used);'*° some of these are obvious
improvements, others less well judged. The second manuscript, P, in the
Vatican Library (Pal. gr. 287) is for the alphabetical plays a copy either of
L or of its immediate ancestor, and in only a very few places in /7 does it
supply variants of interest. Scanty papyrus fragments so far found throw

9 Digital images are online at http://mss.bmlonline.it/s.aspx?1d=AWOIsmHbI
1A41r7GXxMLRU&c=II1.% 20Euripidis % 2otragoediae % 20XVIII#/oro /282
(accessed October 2022) (IT'is 194'-135", 137 -144").

9% Turyn 1957: 220-33. 0 Zuntz 1965: 48-62, Diggle 1994: 483—9.
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light on some earlier readings in the play and occasionally confirm later
conjectures;'®' quotations in later authors (Plutarch, Lucian) are subject
to those authors’ adaptations and memory lapses, as well as the same pro-
cess of manuscript transmission as the original.

The earliest printed editions, beginning with that produced by Aldus
Manutius in 1508, seem to have taken their text from a now lost copy of
L, and the importance of L itself for the text of Euripides was not recog-
nised until the edition of August Matthiae in his ten-volume edition of
the dramatist beginning in 181g. By this time the text of the Aldine had
already been considerably improved with a number of corrections and
conjectures, a process which, though with diminishing returns, continues
to the present. However, many passages remain where the true reading is
still uncertain.

7 RECEPTION FROM ANTIQUITY TO THE
PRESENT'°*

It seems that we look in vain for a contemporary response to Iphigenia in
Tauris from Aristophanes, who parodies Euripides so freely. If indeed it
was produced along with Helen and Andromeda, which is far from certain
(see above, pp. g1-2), it made less impression on the comic dramatist
than those two plays, or at least struck him as less promising material for
parody.'? In tragedy, Sophocles’ Chryses may have represented a further
development of Euripides’ narrative (see above, pp. 40-1). But the ear-
liest clear evidence for the play’s popularity comes from fourth-century
vase-paintings, mostly from southern Italy, which are more abundant for
this tragedy than almost any other.'! The relationship between tragedies
and their depiction on painted pottery is by no means simple or unitary;
sometimes a vase appears to show no more than a story whose popularity
may be due to a certain tragic version, while in other cases there may

' The most extensive of these is P. Hibeh I, fr. 24, dated to the third century
BCE.

2 For a book-length treatment of the subject, see Hall 2012.

'3 Some scholars (Bobrick 1991, Wright 2005: 52, Cropp 62-3) believe that
the final, successful, escape attempt in Thesmophoriazusae parodies elements of 17,
pointing to the Scythian archer, the names Artemisia and Elaphion (supposedly
referring to the deer substituted for Iphigeneia), and various situational parallels.
But the parallels could be a lot closer (why does ‘Euripides’ not take the role of
Orestes, for instance?), and it is hard to believe that Aristophanes would have so
departed from his usual mode of parody and expected an audience to see the joke.
In fact Andromeda may be a more influential model in this section of the play.

¢ Taplin 2007: 149-56.



7 RECEPTION FROM ANTIQUITY TO THE PRESENT 45

be a clear allusion to, perhaps even depiction of, a particular scene in
a particular play. In the case of /7, some representations perhaps evoke
the play rather generally, but two scenes are especially popular: Orestes
and Pylades bound and brought to Iphigeneia (456-642), and even more
so, the scene with the letter (725-94).'” The paintings do not show the
scenes exactly as they would have appeared on stage. Artemis, sometimes
with Apollo, is frequently to be seen as part of the composition, despite
never appearing as a character in the play, and in the sole Attic example
among these images, Thoas is present while Iphigeneia hands the letter
to Pylades.'*® Similarly, the one surviving vase to show the escape scene
(popular in later art) does not correspond at all to the solemn procession
to the seashore which initiates the escape attempt. Depictions like these
respond to and represent both the play as a whole and a specific scene.
They naturally highlight the importance of visual elements such as the
temple setting (sometimes adorned with boukrania or even in one case a
human head), the sacrificial appurtenances, often carried by attendants,
and the letter, which is the visible symbol of the recognition it triggers.

Still in the fourth century, the inscribed didaskaliai give evidence of
a revival of one of Euripides’ Iphigeneia plays, probably I7, at Athens
in g42/1.'"°7 And Aristotle uses the play as an example in several pas-
sages (Poetics 11.1452b, 15.1454b, 16.1455a) concerned with the recog-
nition and one (16.1455b) in relation to the whole plot. Pointing out
(11.1452b) that the recognition in /7 is in fact double (Orestes recog-
nising Iphigeneia, Iphigeneia recognising Orestes), he approves the way
the first is brought about, by the letter: ‘for it is likely that she would
want to send a letter’ (16.1455a), but is much less enthusiastic about the
second. He dislikes the use of ‘tokens’ (onpeia) in recognitions as too arti-
ficial, and considers the mention of such signs, as at 808-26, to be only
slightly better than their physical appearance on stage (15.1454b). He
records with some approval an earlier revision of the recognition scene
by one ‘Polyidos the sophist’, in which the recognition comes about
through Orestes’ statement that he is being sacrificed just as his sister was
(16.1455a). Probably this was a critical work (‘he said it was plausible that
Orestes should reflect ...") rather than a tragedy, but the idea would be
picked up in several later re-workings. Polyidos and Aristotle confirm the
impression we have from vase-painting that the play was very well known
in the fourth century.

5 Depictions are listed in LIMC Iphigenia 14-29, including some in media
other than vases. Pictorial representations of the letter scene are discussed in
Rosenmeyer 2013.

196 LIMC 19, ARV* 1440.1, Taplin 2007 no. 48. 7 IG II* 2320.9.
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Whether the play’s popularity continued in the Hellenistic period is
not clear, but Roman tragedians certainly used related stories.'*® The most
famous example is a tragedy by Pacuvius, mentioned twice by Cicero,'®
in which both Orestes and Pylades claimed to be Orestes, in front of a
hostile king (Thoas?) who was unaware of the truth. Clearly this scene has
no place in Euripides’ play, but equally clearly its ‘I am Spartacus’-style
presentation of the wish of each man to die in the place of the other is
somehow related to it — either a re-working of the original, or perhaps
more likely a version of the Chryses story (above, pp. 20-1)."'° In both the
passages where he refers to the scene, Cicero mentions the audience’s
ecstatic approval of the self-sacrificing friendship of the two men, which
although an important element in Euripides seems now to have become
the emotional heart of the story.''' Pompeian wall-paintings on the theme
tend to emphasise the point by showing Orestes and Pylades in close prox-
imity, and may take their inspiration from Latin authors as much as from
Euripides. In Roman art generally, the favoured subjects are the captives
brought before Iphigeneia (LIMC r2-4) and compositions including
Orestes and Pylades, Iphigeneia holding the divine statue, and sometimes
Thoas, evoking the escape stratagem (58-63)."'* The many sarcophagi
based on the story more often show the actual escape (the embarkation)
or the subsequent fight between the Greeks and the Taurians. Only one
depiction, a mosaic of the late second or early third century cE from
Rome, shows the letter (LIMC 65).

It seems possible, therefore, that there was a well-known Roman version
which did not use the letter device, but brought about the recognition in
some other way, perhaps even the circumstance suggested by Polyidos.
That this could be so is suggested by Ovid’s two versions of the story, a plot
which appeals to him in his exile poetry because of the Black Sea connex-
ion (even though Tomi, his place of exile, can only by a stretch of imagi-
nation be described as near the Tauric Chersonese). In Epistulae ex Ponto
3.2.45—94, the recognition is effected by means of a letter, though one
written by Iphigeneia herself, not dictated earlier, and it happens just in

8 On Roman versions, literary and visual, see Croisille 1963.

9 Amic. 7.14, Fin. 5.63.

"' Pacuvius fr. 122 D’Anna, inveni, opino, Orestes uter esset tamen, quoted by
Nonius Marcellus as belonging to Chryses, must surely belong to the same episode.
There is no direct evidence of a play by Pacuvius on the /7" theme.

""" See Hall 2012: g2—110.

"2 A sculptural composition of this sort, perhaps from a funeral monument,
even appears to have been crafted in Britain (Black et al. 2012). Other scenes
from the story have also been found in depictions from the northern provinces
(LIMCIphigenia 54, 79).
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the nick of time as Iphigeneia is about to consecrate Orestes for sacrifice.
But at Tristia 4.4.61-82, while the recognition is also at the last minute
(et tam constiterat stricto mucrone sacerdos''3), it occurs through something
spoken: Iphigeneia knows her brother vice sermonis. Surely this must refer
to Orestes’ exclamation that his sacrificial fate mirrored that of his sister,
a detail which was probably mediated to Ovid through a Roman tragedy.
Like Pacuvius, Ovid gives a strong emphasis to the friendship between
Orestes and Pylades; indeed, the Ex Pontoversion is told by a local old man
as an exemplum of true friendship, and the whole poem is an address to
a friend.

It is also often in the context of male friendship that allusions to the
story are to be found in Greek writers of the Second Sophistic. Inevitably,
perhaps, Orestes and Pylades were sometimes seen as lovers, as in the
Erotes (Amores) ascribed to Lucian.''* But Lucian uses the relationship in
a different way in his ‘Greek—Scythian’ dialogue on friendship, Toxaris,
where he imagines Scythians giving divine honours to the two men
because of their mutual loyalty. His version of the story strongly suggests
the existence of earlier adaptations of Euripides which catered to a taste
for violent action: it is a swashbuckling affair in which Orestes kills Thoas,
and the pair demonstrate their friendship not by each choosing to be sac-
rificed in place of the other, but by defending each other in the skirmish
which occurs in their escape attempt.''5

The Taurian/Scythian setting was of interest in other ways. In the wider
world of the Hellenistic period onwards, it could provide a convenient
way of linking a community to Greek tradition. In the sixth century ck,
John Malalas, in the course of an account of the story which contains
some Euripidean material and much else besides, records an episode
which is probably a considerably earlier invention:''® on fleeing from
‘Aulis in Scythia’, Iphigeneia came with Orestes and Pylades to Palestine,
where she was asked by the inhabitants to sacrifice a virgin named Nyssa,
who became the eponym and tUyn of the city, also known as Skythopolis
because it was then settled by Thoas’ pursuing subjects. As we have seen
(above, pp. 8—9), Euripides’ tale could be extended to produce further
adventures before, or instead of, the return home."'7

"3 Unlike E., Ovid envisages the priestess as actually striking the fatal blow.

14 Luc. Am. 47. 15 Luc. Tox. 1-6.

116 Malalas Chron. 5.65 (139.16-21). See Braund 2018: 8o-1 and, for the rela-
tionship to the Euripidean text, sometimes surprisingly close for an alphabetic
play (above, p. 43) at this late date, D’Alfonso 2006: g—13.

"'7 For an example in Hyginus, see below, p. 51.
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As well as brother-sister recognition, male friendship, and an exotic
setting, IT offers an exciting escape plot, which often in combination with
other escape stories gave rise to numerous more distant imitations. In
particular, the ‘escape from barbarians’ motif in both /T and Helen was to
prove remarkably adaptable. The text of a mime found at Oxyrhynchus,
generally entitled Charition after its heroine, appears to be a humorous
adaptation of the Iphigeneia story for the popular theatre of the imperial
period.''® Charition is a Greek woman apparently held against her will at
a sanctuary of the Moon goddess''9 in India, and rescued by her brother.
He is accompanied by a figure presumably representing his slave who has
much in common with the earthy, foolish, and pretension-puncturing
bomolochos of Aristophanic comedy; his repeated farts and the mysterious
language'*° spoken by the ‘Indians’ supply the chief humour in the piece.
Like Iphigeneia, Charition appears to be on good terms with the locals
(she can speak their language), she devises or at least part devises the
escape stratagem (not a fake purification, but getting the king and his
attendants drunk on unmixed wine), and she appears to be a priestess of
the goddess, to whom (again like Iphigeneia, /7 1398-1402) she prays
for a safe sea voyage (lines 105-6). Unlike Iphigeneia, she refuses to steal
from the temple. The play is undoubtedly composed with /T somewhere
in mind; it gains from a knowledge of the Euripidean original, but does
not require it.

More distantly, echoes of the rescue—escape plot of /7T can be discerned
in later comedy and in the ancient novel. There are some similarities in
Plautus’ Miles gloriosus: the heroine Philocomasium is held captive by the
eponymous braggart soldier Pyrgopolynices, and the play ends with her
departure accompanied by two men (her lover Pleusicles and his slave
Palaestrio), engineered by a trick. Heliodorus’ Aithiopika makes its hero-
ine Charikleia a priestess of Artemis and the story reaches its climax when
she is nearly sacrificed, while in the Leukippe and Kleitophon of Achilles
Tatius the heroine is also nearly sacrificed and the hero, attacked in the
temple of Artemis at Ephesus, actually refers to human sacrifice offered to
Artemis by the Taurians. Both novels, along with others, involve multiple
rescue-and-flight scenarios. Even Christian texts drew on similar motifs:
the Acts of Paul and Thekla describe exciting travels and vicissitudes in

118 Text in Cunningham 2004: 42—7; commentary, Santelia 1991.

9 No doubt there is a connexion here with Artemis’ lunar aspect, much stron-
ger in this period than in E.’s day.

20 Jt is possible that the non-Greek syllables are not simply gibberish but repre-
sent, however distantly, a real Dravidian language. Some suggestions and discus-
sion are in Varadpande 1981: g8-110.
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which the heroine repeatedly escapes danger and death, and even in one
version is assumed to be a priestess of Artemis, while a recent study dis-
cerns closer echoes of ITin the Ephesian episode of the Acts of the Apostles
(19.21-20.1)."*"

However, for the most part the influence of IT on these texts is indi-
rect and forms only a small part of their literary pedigree. Closer paral-
lels — to both IT and Helen — are to be found in considerably later works:
numerous comic operas of the late eighteenth and early nineteenth
centuries, ‘Turkish operas’, of which Mozart’s Die Entfiihrung aus dem
Serail (libretto by Gottlieb Stephanie, adapted from Christoph Friedrich
Bretzner) and Rossini’s LTtaliana in Algeri (libretto by Angelo Anelli) are
the only familiar examples today. The plotline of these pieces brings a
young European woman to somewhere in the Ottoman Empire, where
she attracts the attention of the local ruler; after many vicissitudes, she
escapes with her sweetheart, having tricked the ruler or his attendants.
The escape-from-barbarians motif is obvious here, and some of the tropes
found in Euripides are to be seen in these dramas: the clever heroine,
the cruel but easily fooled ‘barbarian’. However, ‘oriental’ settings had
been used in European tragedy for several centuries, and at least since
Dryden’s Aureng-zebe of 1675 had included noble and admirable charac-
ters. In Euripides too, Thoas is not entirely bad, and Theonoe in Helen is
admirable. In opera the negative stereotypes can be complicated by other
viewpoints and different agendas: the Pasha in the Mozart opera turns out
to be more magnanimous than the hero’s father.

By the time these operas were popular, Euripides’ play was well known
and had already been the subject of several adaptations. The first vernacu-
lar translation, indeed what seems to have been the first vernacular trans-
lation of any Greek tragedy, was made by Alessandro Pazzi de’ Medici in
1524 or shortly before.'** About the same time, Giovanni Rucellai wrote a
stage adaptation of the story, Oreste. This was a considerably longer piece
than the original, with much elaboration of themes and a particularly
bloodthirsty version of Thoas, and as its title suggests the emphasis was
more on Orestes and his relationship with Pylades than on Iphigeneia.'*3
In comparison with some later versions, however, it remains quite close
to the original. Seventeenth- and early eighteenth-century dramas on
the theme present a female Thoas, a Thoas married to Circe, a Thoas in
love with Iphigeneia, an Iphigeneia who marries Pylades, and many other

't Hall 2012, citing Johnson 2006; Bilby and Lefteratou 2022.
2 Not yet published in its entirety: see Solerti 1887.
23 Di Maria 1996.
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ingenious variations, usually with a love interest.'** Some of these versions
blur or invert the distinction between Greek and Taurian, lessening sym-
pathy for Iphigeneia and creating decent or even praiseworthy Taurians.
Overall, the dramas of this period play into the contemporary taste for a
complex plot, an aura of classical antiquity without too much fidelity to
classical sources, and an atmosphere of exoticism.

The following century’s re-workings retained some of these features,
notably the emphasis on the friendship of Orestes and Pylades and the
greater role given to Thoas, while in other respects tending to greater
simplicity. The two most famous post-Euripidean versions belong to this
century, the opera of Gluck (with libretto by Nicolas-Francois Guillard,
1779) and the drama of Goethe (written in four versions between 1779
and 1786). Gluck’s opera followed on numerous earlier operatic treat-
ments, but diverged considerably from them.'*5 Keen to move from the
rigid musical conventions of opera seria towards a freer form, he also
rejected convoluted plots in favour of simpler and more streamlined
action. Guillard’s libretto resembles Euripides far more closely than any
earlier adaptation. Apart from giving a larger role to Thoas, the first three
acts involve only minor changes to the general outline of Euripides’ plot,
and the author is interested both in the competitive friendship between
Orestes and Pylades and in the growing sympathy between the unrecog-
nised siblings — both important themes in the original. It is in the fourth
and final act that significant divergences take place. Guillard follows Ovid
in making it Iphigeneia’s job to strike the fatal blow herself, and takes up
the suggestion of Polyidos, preserved in Aristotle’s Poetics (above, p. 45),
that Orestes should compare his fate to that of his sister and so bring
about the recognition. The escape plan is excised entirely, Pylades re-en-
ters with Greek companions and kills Thoas,"*% and peace is brought about
by Diana/Artemis, rather than Athena, ex machina; the cult statue must be
handed over to the Greeks, but there are, unsurprisingly, no Athenian
references. Humanity and civilisation have triumphed over barbarism.

*4 Female Thoas: Dennis, Iphigenia (1700). Thoas married to Circe: Davenant,
Circe (1677), Stranitzky, Der Tempel Dianae (first quarter of eighteenth century),
Theobald, Orestes (1731). Thoas in love with Iphigeneia: Davenant, Lagrange-
Chancel, Oreste et Pilade (1697), Stranitzky. Iphigeneia and Pylades: Lagrange-
Chancel, Dennis, Stranitzky, Theobald. These dramas are discussed, along with
versions from the second half of the eighteenth century, in Heitner 1964; see also
Wolfe 2020.

*5 Ewans 2007: §1-54.

126 This has ancient precedent in Lucian’s Toxaris, where Orestes, or the two
together, overpowers the Taurian captors and kills the king ( Toxaris 2, 6).
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Goethe’s Iphigenie auf Tauris has achieved at least as much fame as
Euripides’ play. In contrast to Guillard, the German poet retains the
post-classical motif of a Thoas who wishes to marry Iphigeneia (perhaps
also influenced by Theoklymenos in the Euripidean Helen) and allows
one extra character, the king’s friend Arkas, but the tone and implicit
message are radically different from earlier interpretations of the story.
Iphigeneia is presented in a very favourable light as a morally sensitive
character with a good deal of agency. Like her Euripidean original, she
believes that humans project on to the gods their own desires, and she has
succeeded in putting an end to the custom of human sacrifice (reinstated
angrily by Thoas in the first act, when she refuses to marry him); she also
has strongly conflicted feelings about deceiving Thoas and escaping with
Orestes. In the end it is her policy of persuasion, rather than the combina-
tion of deception and force espoused by Orestes and Pylades, which wins
out. In the final act, Orestes realises that he has misunderstood Apollo’s
command to rescue ‘the sister’ unwillingly exiled in Tauris:'*7 the god did
not mean his own sister (Diana/Artemis in the form of her statue), but
Orestes’ sister. The Taurians can therefore retain their venerable statue,
while Iphigeneia leaves with Orestes and Pylades, exhorting Thoas to let
them part in friendship, which he does. It is evident that Goethe regards
this reconciliation as a conspicuous improvement on the violence of
its predecessors; it partly recalls Thoas’ compliance with Athena’s com-
mands in Euripides, but in Goethe there is no divine epiphany, and the
resolution comes about purely on the human level. This is a play which
strongly advertises its Enlightenment values.'#®

Many later versions of the story have responded as much to Goethe as to
Euripides. Others have connected the Taurian episode with Iphigeneia’s
sacrifice and sometimes with the rest of the tradition concerning
Agamemnon’s family, and in both cases the link with /7 can be some-
what tenuous. The many German Iphigenias, naturally enough, look to
Goethe’s play, but sometimes avoid the Taurian setting in favour of other
parts of the wider story: an episode narrated in Hyginus (Fab. 122), in
which Iphigeneia comes to Delphi where Elektra, believing she has killed
Orestes and Pylades, almost kills her, which Goethe himself had contem-
plated dramatising, proved particularly popular from the mid-nineteenth
century onwards. Gerhart Hauptmann wrote plays both on this theme

127 Like earlier authors, Goethe treats ‘Tauris’ as a place name.

128 The reception of Goethe’s play is a rich and complex subject. Many readers,
writers, and critics in the twentieth century and later have found its depiction of
‘ideal’ Greek-Taurian relations patronising and colonialist. Hall (2012: 206—30)
argues persuasively that to restrict it in this way is too simple.
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and on the sacrifice of Iphigeneia, eventually incorporating them into
an Atridentetralogie. The Delphian Iphigeneia is portrayed as a priestess of
Hekate, the darker version of Artemis, who has left ‘Tauris’ unwillingly;
the play ends with her suicide in order to free the rest of her family from
further bloodshed. The plays were written in the 1940s, and at times seem
to invite a political reading, although on the surface their author had
good relations with the Nazi government. Post-war German Iphigeneias,
such as those of Langner and Vietta (both 1948), Fassbinder (1968), and
Braun (1992), have also often contained political elements, alluding to
Nazism, war, and their aftermath, to German reunification, and to the tri-
umph of capitalism, and sometimes have been openly critical of Goethe’s
humanistic values.'*?

But German versions do not have a monopoly on political allusions.
Yiannis Ritsos’ The Return of Iphigeneia (H emotpogn Tns leryéveias), for
instance, a dramatic monologue published in 1972, follows a pattern
common in modern Greek poetry of using myth to talk about the con-
temporary state of the nation, and reflects his own sufferings as an oppo-
nent of the military junta then in power. The story has also been used to
reflect on issues of gender and, especially, race and colonialism. Despite
Euripides’ interest elsewhere in the position of women in society, and
despite his depiction of Iphigeneia as a woman with a degree of authority
and intelligence, the text of /7°does not, perhaps, give an easy way into the
exploration of gender concerns; Iphigeneia appeals to the femaleness she
shares with the chorus, but accepts without question the greater impor-
tance of men. Goethe’s work shows more development of the theme,
with Iphigeneia’s opening monologue including reflexions on women’s
circumscribed lot, and her framing of her victorious conflict with Thoas
explicitly in terms of female gentleness and persuasion against male force
(Act 5 scene g). Both authors, of course, can be given feminist readings.
Theatre production has seen many feministinfluenced stagings and
adaptations of Greek tragedy and myth, often running together several
originals, and in this tradition is Ellen McLaughlin’s Iphigenia and Other
Daughters (1995), a re-writing of Iphigeneia at Aulis, Sophocles’ Electra, and
IT, created as a re-telling of the stories of Agamemnon’s family from a
feminist perspective; at its pessimistic conclusion, Iphigeneia effaces her
own identity by becoming the statue of Artemis for Orestes. Productions

129 Jlse Langner, Iphigenie kehrt heim (1948, begun in 1938), Iphigenie Smith kehrt
heim (1968), Iphigenie und Orest (1977); Egon Vietta (Karl Egon Fritz), Iphigenie in
Amerika (1948); Rainer Werner Fassbinder, Iphigenie in Tauris von Johann Wolfgang
von Goethe (1968); Volker Braun, Iphigenie in Freiheit (1992). Goethe’s play was the
subject of an influential critical revaluation by Theodor Adorno in 1967.
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linking Euripides’ two Iphigeneia plays, like JoAnne Akalaitis’ Iphigenia
Cycle (1997), or based on them, like Mary-Kay Gamel’s Effie and the
Barbarians (1995), have also raised gender issues and incorporated femi-
nist readings of the myths.

A Greek—barbarian contrast is more obvious in Euripides’ play than
a male-female one, and while in /7 the dominant narrative is that of a
successful move from barbarism (Taurike) to civilisation (Greece), there
are sufficient complications to leave the door open to a different evalu-
ation. Already Goethe’s Thoas has some good qualities, and even earlier
some versions, such as that of Lagrange-Chancel, introduced ‘civilised’
Taurians among the new characters. Twentieth-century political con-
sciousness encouraged the development of a radically different picture.
While in Ukraine Lesya Ukrainka infused her ‘dramatic study’ Iphigenia
v Tavrydi (1898) with an idealistic, perhaps revolutionary fervour, and a
sort of inverted nationalism (since Iphigeneia’s longed-for Greece partly
stands for an oppressed Ukraine, the location of Taurike), in Mexico
Alfonso Reyes, in Ifigenia Cruel (1924), shows an Iphigeneia who chooses
to remain as a priestess among the Taurians rather than return to Greece
to marry and continue her family’s murderous saga. In a passage which
is deeply suggestive in its Mexican context, she criticises the Greeks for
not being content with their own land (cf. IT 407-21), and for failing to
understand the civilisation of the place they have come to. Despite his
people’s custom of human sacrifice, Thoas spares Orestes and Pylades
and gives them sound moral advice — but they must leave without accom-
plishing their mission. This is a complex and subtle piece, and Reyes
certainly goes further than earlier writers in confusing the moral values
attached respectively to Greeks and to Taurians. Louis Nowra’s The Golden
Age (1985), set in Tasmania during the Second World War and framed by
two performances of Euripides’ play, goes further still in making the ‘bar-
barians’, the isolated descendants of a group of convicts (seen by some
critics as a stand-in for Australian Indigenous people), into the sympa-
thetic characters, whose treatment at the hands of the ‘civilised” we are
to deplore.

Although the original is not now one of the better-known Greek tra-
gedies, the story of Iphigeneia in the Tauric Chersonese continues to
spark interest and inspire works of imagination in different media. One
of the most recent is Tony Harrison’s Iphigenia in Crimea (2016), origin-
ally planned as a translation of Euripides to be performed in the ancient
theatre at Sevastopol, and eventually broadcast as a radio play in which
Euripides’ text is performed by a group of British soldiers in the Crimean
War; the framing sections explore the dissonance between the play-as-
work-of-art and the savage reality of war, as well as Harrison’s favourite
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theme of classics and class. The circumstances which prevented its per-
formance in Taurike itself continue, at the time of writing, to focus the
world’s shocked attention on the Crimean peninsula and the whole
nation of Ukraine. But there is no reason to suppose that the future will
not bring further adaptations, perhaps focusing on aspects of the original
which have yet to be highlighted. Iphigeneia’s long afterlife continues.
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Tr dvelpoiot Fritzsche: éveipaoct L 452-9 ouveinv Fritzsche ws y&p dveipots
dvuoaipav Wecklein
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a1, TePTVAY UTvewv &TToAau-
ow, Kowdv Xapiv SABou. 455

AAN 0ide yépas deopols didupot

ouvepeloBévTes Ywpolol, véov

Tpoéoeaypa Beds orydTe, @iAal.

T& yap EMfvwv drpobivia 3

vooiol TéAas T&de Padver 460
oud &yyelias yeudels EAakey

BougopPos avnp.

& TOTVY, €] oot T&E &peoxdvTws

OIS T8¢ TeAel, 8e€an Buoias,

&s 6 Tap® fuiv 465
vopos oy 6olas dvagaivel.

lp.  eléw
T& Tfis Beol pév TP@dTOV s KaAdds Exni
QPOVTIOTEOV pol. pebeTe TV Eévwv Xépas,
s BvTes lepol unkéT ol déopiol.

vaoU & €ow oTelyovTes eUTpeTileTe 470
& xpn ‘i Tols Tapolol kol vopileTa.
QeU”

Tis &pa pfTNP ) TeKOUO™ UpdS TOTE

TaTNP T, GOEAQN T, €l YeyQdoo TUYXAVEL

olwv oTepeioa SITTUXWY VEAVIGY

dv&dehgos EoTal. T&s TUYaS Tis 0id 8Tl 475
Tolaid’ EoovTan; TAVTA Yy&p T& TV Beddv

g5 dpavis Eprel, KoUdEy 018’ oUdels cagés'

N y&p TUYN Topnyay’ & TO duouabss.

mobey Tol fixeT, & ToAaiTwpor Eévor;

@5 B pokpoU pEv THYS émAslooaTe xBdva, 480
pakpoy & &1 oikwv ypovov éoecle BT K&Tw.

454 Ymvev Hermann: Guvewv L &moéravow <L>P: &mrodavew Tr 455 8ABou
Dupuy: Apa L: 82w Tr 45566 choro contin. Bothe: 456-62 Iphigeniae,
463-6 choro trib. L 456 &idupor Markland: 8180pors L 458-60 ory&Te ...
Badver post 462 trai. Elmsley 458 8e&s L: 8ean Toup, cl. 243 461 #okev Tr:
#roxe L 465 &vagaiver Bergk: “EAAnot 8180us dvagaiver L 467 Exn (= Exm) Tr:
gxer L 470 vooU Valckenaer: voous L 472 &pa Tr: &pa L 474 oTepgioa
Scaliger: oTepnfeioa L 477 oopés Maas (capids Wecklein): koxév L: &xos F. W.
Schmidt 478 del. Hirzel: ante versum lac. stat. Bruhn 481 EoeoBe 87
Dobree: ¢oe0® &ei L
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Op. i TaldT d8Upmn1, k&l TOls péAouat vadLY
kokols ot AuTrels, fiTis €l ToT, & yuval;
oUTol Vopifw ooy, 05 &v pEMwY KTavely
oikTwl TO Selua ToUAEBpou vikdy B¢An,, 485
oud 6oTis "AdNY &yyUs VT olkTileTal
ocwTnpias &UeATs s dU €6 £vog
KAKG® OUVATITEL, powplov T d@AIoKA&vEL
Bvniokel 8 Spoiws THY TUXNY & &V Ypedv.
Nuds 8¢ ut) Bprvel oU* Tas yap évBade 490
Buoias émoTauecba Kal y1yvdookopuev.
lg. ToTEPOS &P’ UV TEvB&E'T dvopoouévos
TTuA&dns kékAnTon; TOde paBelv TpdTov BéAw.
Op. 0%, €f 11 81 oor ToUT &v NBovijt pabeiv.

lg. Trolas ToAiTNs TaTpidos “EAANvos yeyws; 495
Op. 7118 &v paboloa T6de mAtov AdPorls, yuvai;

lg. TOTEPOV ABEAPL PNTPOS E0TOV €K PI&S;

Op. @AoTNTL ¥ Eopev & oU KaoTyvnTw YEvel

lp. ool & dvoua Toiov €8e6” O yevvnoas TaTrp;

Op. 16 pév dikaov duoTuyts kahoiped &v. 500
lp.  oU ToUT épwTd* ToUTo pév ddg Tt TUXNL.

Op. 716 odpa BUcels ToUpodY, oUyl ToUvoua. 504
lp. i 8¢ gBoveis ToUTo; 7 ppovels olTw péya; 509
Op. &vwvuporl BavdvTes ou yeAwiped d&v. 502
lp.  ouUd &v moNv gpdoelas fTis é0Ti co; 505
Op. (ntels yap oUdév képdos, dos Bavoupévewr.

lp.  x&pw 8¢ dolvon TNVde kwAUel Ti oOF;

Op. 16 xAewodv "Apyos TaTpid’ éuty émeUyopal.
lp.  Trpds Becdv, AANnBS, & §&V’, €l kelBev yeycos;

Op. &k T&V Muknrdw <y, of ot floov SAPio. 510
lg. kol pfy ToBeds Y’ fBes £§ "Apyous puohdov. 515
Op. oUkouv épauTdl Y™ €l 8¢ ool, ou ToUd Epa. 516
lp.  uyds <& amfipas TaTpidos, §j woicr TUXNL; 511
482 péhouot  Kvicala:  péMouoct L 489 xaxols ot Housman: «xaxolor L
484 xTovelv Seidler: 8oveiv L 486 ov® Hermann: oty L 487 &vemig
Brodaeus: &v &Amis L 491 yuyvookopev Seidler: ywdokopev L 492 &v84&%
L: efmor Weil 494 ¢ T Tr: ¢omn L ut vid., P 498 y¢ver Koechly: yuven
L 500 Auotuxfs Barthold: Suotuyeis L 504, 503, 502 hoc ordine pos.

Barthold 5083 f Hermann: # L K02 yehwwed Aem. Portus: yelcoued
L 510 Yy add. Monk 515—16 post 510 trai. Platnauer, post 512
Kirchhoff 516 ToU8 Epa Barnes: ToiT #pa L: ToU8 Spa Jacobs 511 <8
Scaliger: om. L
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Op. o¢elyw TpodTOY ye 1 T ol €KV EKWV. 512
lp.  &p’ &v Ti por ppdotias v Eyw BEAw; 519
Op. s év Topépywt Tiis éufis duompaias. 514
lp.  Tpoiav fows olof, fis &mavTaxol Adyos. 517
Op. 5 pNToT GPeASY ye PhHd idcv dvap.

lp.  @ooiv viv oUkéT oloow ofxeoBor Sopi.

Op. #oTw yap oUTws, oUd &kpavT fHKOUCATE. 520

lp.  ‘EAévn & &oikTon dddua Mevédew e,

Op. ke, Kox®s Y éNBoloa TGV Euddv Tivi.

lp.  kai ol ‘oT1; K&pol y&p T1 TPoUEilel KaKOV.

Op. Zmaptnt Suvoikel T T&POs SUVEUVETNL.

lp. & pioos eis “EAMnvas, oUk &pol pévn. 525
Op. &médauoa kd&yd 81 T TV Kelvng yauwy.

lg. vooTos & Axcuddv éyéved, cs knpuooeTal;

Op. s mav® &mag pe ouMapPolo avioTopels.

lg. Tpiv y&p Bavelv og, ToU8 émaupéoban BeAw.

Op. E\eyy, &meidn ToUd épdus Aé€w & yw. 530

lp. KéAxas Tis AABe pévTis éx Tpolas TéAw;

Op. BAwhev, s v &v Muknuaiois Adyos.

lp. & WOV, s €U. Ti y&p 6 AagpTou ydvos;

Op. oUmw vevdoTnk oikov, EoTl &, s Abyos.

lg. S0l To, VOOTOU PNTIOT &5 TTATPOV TUYWV. 535
Op. pndév kateuyou® TavTa TéKeivou vooel.

lp.  ©Oémdos & 6 Tfs Nnpfjidos éoT1 Tads £T1;

Op. oUk gomiv' &AAws AékTp  Eynu’ év AUAISL.

lp. oM yap, ds ioaoty ol mweTovBoTES.
Op. Tis &l wof; s eU uvddvm 19’ ‘EAA&Sos. 540
lp.  ékeiBév el Tals T 0U0” &rwAduny.

Op. opBéds mobels &p’ eidévon TAKET, yuvai.

lp. 11 & O oTpaTNyds, v Aéyouo™ eldaupovely;

Op. Tis; o¥ y&p 8v ¥y’ 2ydnda TédY eUdoapdvey.

lp.  ATpéws éAéyeTo 8 Tis Ayopéuvwy &vag. 545
Op. oUk o018 &meAbe ToU Adyou ToUTou, yuvail.

lp. un Tpos Beddv, GAN €l TV eUppavBd, §éve.

Op. TeBvny’ O TANpwy, Tpods & &mdAecéy Tiva.

520 goTwv Tr: fom L 521 BSopa L: Aéxtpa Weil 599 €. Ti Musgrave:
tom1 L 538 8Mws Tr: &Aws & <L>P gynw év Dupuy: Zynuev L
539 o5 loaow Nauck: os gaotv L: s ye gaciv Tr 548 eudarpoveiv L edSaipova
Markland 547 €l ed. Aldina: i’ L
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lp.  TéBvnke: olon cupgopdl; TEACIY €y .

Op. Ti 8 toTévalas ToUTo; u&dV TPOOoTikeé oot; 550
lp.  TOV &ABov alTol TOV TEpPoll dvaoTéve.

Op. Bewdds ydp €k yuvaukds oixeTan opayeis.

lp. & TavdakpuTos f kTavoloa X6 Bavav.

Op. madoal vuv 181 pnd épwTrhonis Tépa.

lp.  Toodvde Yy, €l {fj1 ToU ToAauTTOPOU dAuap. 555

Op. oUk ot Trais viv 8v ETey’, oUTos SAsoey.
lp. @ ouvTtapayBeis oikos. cs Ti &7 BéAcov;
Op. TaTpods Bovdvtos THVOE TIUWPOUUEVOS.
lp.  oeU
s U kokdy dikatov empdéaTo.
Op. &N ol T& mpods Bedov eUTuyel Sikatos Qov. 560
lp.  Aeimrer & &v oifkois &GAAoV Ayauéuvwv yovov;
Op. Aéhormev "HAékTpav ye TapBévov uiav.
lp. Ti 8¢; opayeions BuyaTpds €oTl TIS AdYOS;
Op. oUBels ye, mANY Bavoloav oly Opdv ¢&os.

lp.  T&Aouv’ ékeivn Yo KTOVWY aUTNY TATHP. 565
Op. kakfls yuvaikds Xapiv &yoptv &mwAETO.

lp. 6 ToU BawvovTtos & EoTl Tads "Apyel TaTpos;

Op. &oT, &BMids ye, koUdauol kal TavToayoU.

lp.  weudels dveipol, xalpeT™ oUdty AT &pa.

Op. o008 ol cogol ye daipoves kekAnuévol 570

TTNY&OY dvelpwy eloty dyeudéoTepor.

[TroAUs Tapayuds év Te Tois Belois Evt

ké&v TOTs PpoTeiols TEv 8¢ Autreiton povovT

OT oUK &ppwv WV pdvTewy Telobels Adyols

SENhwlev o5 SAwAe Toiow €iddow. ] 575
Xo.  ¢eU @eU° Ti & fuels of T éuol yevvnTopes;

&p’ eloly, &p” ok lot; Tis ppdoeiey &v;
lg. dkouoaT™ & y&p 81 TV’ fikouev Adyov,

Upiv T dvnotw, & Eévol, omeldous” &ua

549 oupgopd (= oupgopdi) P corr: cupgopik L 559 Bavev Tr: ktovev <L>P
554 &pwthon(t)s P corr, apogr. Par. 2887: gpwthoes L 559 &geTpdaTo
Elmsley: sicempdfato L 568 tor Tr: totwv <L>P 570-5 Orestae tri-
buit Heath, Iphigeniae continuat L, ad 572 paragrapho adfixo (forsan
Tricliniano) 570 ov® Hermann: ot® L 572-5 del. Cropp (570-5
susp. habet Diggle) 572 Belois Scaliger: 6eois L 579 Aumeitan L, P corr.:
AUTrertan P AeireTon Tr, ut vid. 574 87 L: s Monk 579 omeudouc’ Musgrave:
omoudfis L
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K&pol. TO 8 eU udMoTd Y B¢ ylyveTa, 580
el T&o1 TaUTOV TP&YW APECKOVTWS EXEL
Béhois &, €l ocwoouul o, &yyelhal Ti pot
TPos "Apyos ey Tols éuols ékel gilois,
BéNTov T éveykely, v Tis oikTipas éué
Eypayev aixudAwTos, oUxl THY éufy 585
povéa vouilwy Xelpa, ToU vopou & Uto
Bviiokew Tye Tiis Beol TadTa dikar’ fyyoupevnst:
oUdéva y&p eixov doTis &yyeidor poAcov
&5 "Apyos aUbis, Té&s <1 Euds émoToAds
Tépyele owbels TOV Euddy pidcwv Tivi. 590
oU &, €l yd&p, ds Eoikas, oUTL Buopevns
kol T&s Muknag olofa xoUs &y gIAR,
owdnTi keloe, pioBov olk aioypov Ao,
KOUQWV EKATL YPOUPATWY CwTNpiaw.
oUTos &, émeltrep OIS dvarykdlel T&Be, 595
Bedn yevéoBw BTpa ywpiobeis oebev.

Op. xoA&s #e€as TEAAa TTATY €v, & Eévn
TO y&p opayfivar TOvE épol Bapos uéya.
6 VauoTOAGDY ydp el €yw TAS CUUPOPAS,
oUTOS 8¢ oUUTIAET TGV Eudv poxBwy X&pi. 600
oUkouv Bikaiov & dAEBpwt Téd1 ToUd éué
xapw TibeoBar kalTOV ExdTVan KaKQY.
AAN &5 yeveéoBw' T18e pev SéAToV Bidou:
Téuwel yap "Apyos, OoTe 0ol KaAdds Exev
uds & 6 xpMilwy KTewéTw. T& TOV piAwy 605
aioyloTov 60TIs KaTapaAdv és Suppopas
aUTOS céowTal. TUYXAvel & 68 GOV @itos,
8v oUdty fooov 1| "t pdds Spdy BéAw.

lp. & Afip’ &pioTov, ds & eUyevols Twos
pilns Tépukas Tols eidols T dpBds gitos. 610

580 16 & Markland: 168 L Y &8 Porson: y’ oltw L 581 susp. ha-
bet Cropp 582 Bélois Aem. Portus: 8édeis L 587 ye Tfs L: tlar[o]u
m: t& Tfis Hermann Tadta L 148 Pierson fiyoupévns L: fyyoUpevos
Hermann 589 [ad]bis T admis L <> Bothe: om. LL 590 Twi L supr.
lin.: Twés L 591 ottt Campbell: otre L Suopevns P: duoyevns L 592 &y®
Markland: xé&yo L A& Musgrave: 8éw L 599 keloe Heimsoeth (ocfnt
éxeloe Musgrave): kai oU L 596 6e&(1) Tr: 6e& L 598 T6v8 guol Luc.
Am. 47: Tévde por L 599 e’ Tr: ey L 604 mépyer ... ool L mwpyw ...
ot Luc. 607 ctowtan Wecklein: céowotan L 608 # ‘u¢ Porson: # pe L
610 dpHés L supr. lin., forsan Tr: 6p86s L
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To10UTOS €iM TGOV Eudy duooTTdpwy
bomep AéAsiTTal. Kol y&p oUd’ éyw, §évor,
AvaBeAOs i, TANY 00" oUyY OpQTA Viv.
¢mel 8¢ PoUAnt TalTa, TOVSE TEUYOUEY
SéATOV @épovTa, oU Ot Bowfir TOAAT B¢ Tis 615
TpoBupia og ToUS Exouca TUyXAveL.
Op. Buoel 8¢ Tis pe kol T dewd TANoETAL;
lg. gy Beds y&p TNvde TpooTPOTTY EXW.
Op. &Inhov, & vedwi, xoUk eUdaipova.
lp.  SAN eig dwérykny keipe®, fiv puAoxTEov. 620
Op. autn &iper kTeivouoa BfjAus &poevas;
lp.  oUk, GAA& yxaiTny &uel ofy xepviyoua.
Op. 06 8¢ opayels Tis; €l T&d loTopelv pe Xpmn.

lp.  Zow Bopwv TOVY elolv ols péder T&Se.
Op. T&gos 8¢ Tolog dégeTal W, OTaw Bavw; 625
lg. TUp lepov évdov ydoua T eIpwTOV TETPAS.
Op. el
s &v W &deApTs Xelp TrepioTeideiey &v;
lp. pdTotov eUXNY, & ToAas, doTis TOT €,
NUEw* pakpay y&p BapPapou vaiel xBovos.
oU un, émeidn Tuyyavels Apyeios v, 630

AN v ye SuvaTdy oUd Eydd Aelyw x&puw.
TOAUV Te y&p ool kbopov évBnow Taeol,
EawBddr T éAaioor odpa oov <
> KaTooPéow,
kal Tfis opeias &vBeudppuTov ydvos
Eoubfis peAioons és Tupdy PoAd cébev. 635
AN elul BéAToV T &k Beds AvakTOPwY
ofow* TO pévTol ducueves un poUy ko,
QUAGOOET auUTOUS, TPOCTIOAOL, STV &TEP.
fows GEATTA TGV Euddv @idwv Tl
TEpYw TPds "Apyos, 8y uEMoT Eycd QIA®D, 640

614 PBoUAm Murray: otAer L 616 Tpobupia L: rpountia Tournier 618 Tvde
M (et Bothe): THode L TpooTpotfy L: cup[...]ov TT! 619 &(nhov Bothe:
&mAa& Y L 621 xteivouca TI' (Beivouca Maehly): 6Uouca L 622 oUk Tr
et ut vid. TT": oUxouv L xepviyouon L supr. lin.: xepvicouon L 626 TéTpas
L: xBovés Diod. Sic. 20.14 631 Melyw Markland: Aelyw L 639 inter
ooy et kataoPéow lac. stat. Jackson 635 Tup&v Paréd Canter: wip 2upoicov L
636 T & Tr: 1e L 697 povykoAfis Jackson (por ’xyodfis Kirchhoff): upou
AdBns L
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Kol 8EATOS aUTd1 (GvTas oUs dokel Baveiv
Aéyouo™ &mioTous NBovds &maryyeAel.

Xo.  koTologuUpopal of TOV XepviPwv
pavict peAdpgvor < > alpoakTas. 645
Op. olkTos y&p oU TalT, dMA& yaipeT, & §évar.
Xo. ot 8t TUXOS HaKopos, & veavia,
oePouel’, & TaTpav 6T O EuP&ont.
Mu.  &(MA& Tot gidoiol, BuniokdvTwy idwy. 650
Xo. @& oyéThiol TopTrad, el @ed,
<BUo> B1oA\Toa, adad.
TOTEPOS O TUEAAwVT
€T y&p Gupiloya didupa pépove ppmy, 655
ot T&Pos 1) 0 Voo TEVAEW YooIs.

Op. TIuA&dn, TrémovBas TauTo Tpds Beddv Zpot; 658
Mu.  oUk old™ épwTdis oU Aéyew EXOVTA e.
Op. Tis éoTiv 1y vedwis; o5 EAANvIKGS 660

avnped’ Nu&s Tous T év TAicor TTOvous
vooTov T AYaI&dV TOV T €V oiwvols copdv
KéAyavt AxiMéws T Svopa, kal TOV &BAlov
Ayopéuvor’ ds WOIKTIP AUNPOTa T e
yuvaika Taidds T. EoTwv f) §vn yévos 6675
gxetbev Apyeia Tis" oU yap &v moTe
S8éAToV T Emeptre kol TAS &gepudvBavey,
s Kow& Tp&ooous’, "Apyos &l Tpaooel KOAGS.
TTu.  EeBns pe pikpody TadTa 8¢ pbdoas Aéyers,
TAN £V T& y&p Tol PooiAéwy TaBfiuaTa 670
foaot w&vTes, GV EmioTpoet) Tis .
atap difjABov x&Tepov Adyov Twd.

642 Aéyouo® &mioTous Weil (Aédyouoa ‘motas (sic) Aem. Portus): Adyouoa mioTds L
645 <péreov> Monk: <paviow> Seidler: om. L 646 oiktos y&p oU TalT, dM& L:
AN o y&p oikTos TaUTa Weil 647 ot &t TUxas pékapos, & veavia L ot 8¢, veavia,
TUXas pérapos, o Diggle 649 o8 Elmsley: ot L ¢uB&omt Seidler: émreuBdom
L 650 &MA& Tor Burges: &lmia Tois L 651—2 choro trib. Tr, Pyladae
contin. <[.>P 653 <8Uo> dloMioon Bothe: 816 uccn L: 816AAuTon Cropp aiod
Hartung: of of of of L 654 uéMwv L: udArov Musgrave, cui verbo <TA&pwv>
add. Willink 655 &ueiloya ed. Brubachiana: &pgigroya L pépove L
supr. lin.: pépnve L 664 ikmp Heath: dukteipev L ¢ pe Schaefer: T 2u¢
L 669 TalTd (= TadTd) P corr: taita L 670 y&p tor Hermann: y&p tév
L 672 &i1fjABov Porson: 81fjAge L
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Op. TiIv; & TO Kowdv dous &uewov &v p&bors.
TMu.  aloxpdv Bavovtos ool PAémey Huds paos
kowfjt T &mAsuoa Bel Te kol kowfjt Bawveiv. 675
kai SelMiav yap kal K&KNY KeKTHoOuAL
Apyer Te Pookéwy T év TOAUTITUX WL YBovi,
86&w B¢ Tols ToAoiol, TToAAOL Y&p Kakoli,
Tpodous ceodofol o aUTds gls oikous poVOS
7 xal poveloai o &l vooolol dwuaot 680
payas pdpov oot ofis Tupavvidos xapty,
gykAnpov s 81 oTy KaoTyVNTNY yopudy.
TaUT oUv poPoluact kai 81" aloyxivns Exw,
KoUKk £08 OTrews oU xpt) ouvekTrveloal pé oot
kol ouoeayfivar kal Tupwdijvor Sépas, 685
pidov yeydTa kal poBoupevov yoyov.
Op. eUpnua guver TEUX BT PEPEIY KOK,
&mAds 8¢ AUTTas €6V, oUK olow BITTA&S.
3 y&p oU AuTrpdv K&TOVEISIoTOV AéYEls,
TaUT EoTv iy, €1 oe cuppoyBolvT épol 690
KTEVG' TO pév y&p els €W oU KAKRS EXEL,
Tp&ooovd & mpdoow TPods Beddv, ANyew PBiou.
oU & 8P T €l, kabopd T, o vooolvT, Exels
péAaBp’, éyco 8¢ Suocoepii kol duoTuyi.
owlels 8¢, Taidas &€ 2ufis dpooTOpPOU 695
KTNo&pevos, Ty €dwk& ool d&uapT EXEL,
Svopd T éuol yevolT &v, oud’ &Tmals dOpos
TaTpdlos oUpods é§oheipbein ot &v.
AN EpTre kal (f] kol dopous oikel TATPOS.
6tav & &5 ‘EAAGS Tmrmiov T "Apyos uoAnis, 700
Tpods 8e€1ds ot THod EMIOKNTTW T&de’
TUPPov Te Ydoov kaTrifes punueia yot,
Kal Sakpy’ &BeAt) Kal KOpOs BOTW TAPWI.
&yyeMhe & s SAWAN U Apyeias Twodg
YUVaIKos, auel Pwpdv &yvioBeis goveor. 705

679 p&bois L corr: padms L 674 ooU Porson: cou L 675 T #mAevoa L
8¢ mAevoas Elmsley Te West: pe L 679 ceodobor o Stinton (ceocdobal o
Elmsley): oe owlect L 680-1 qoveloal o ... payas Bergk: govevoas ... pdyon
L: 681 del. Kvicala 687 xaxd& L: éué Porson 689 xd&moveidioTov Tr: kém-
<L>P 690 TaiT #otw L. Dindorf: toaiT éotiv L 692 Myew L supr. lin.:
Mogw L: Moew P piou Markland: piov L 697 ante hunc versum lac. stat.
dubitanter Diggle 698 TaTpidios Tr: marpdios (= Tarpios) L
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TTu.

Op.

Op.

lg.

Op.

lg.

Op.

708 nipov Paley: edpov L
& L

L

728 &évor Pierson: gévois L
Koechly 794 BoUAm Murray: pouAer L 736 del. Badham

EYPITIIAQY

kol W) TPod&MIS HoU TNV KACTY VTNV TOTE,
gpnua kNdN kal ddpous SpdY TaATPSS.

kol Yaip™ Euddv yap gidtatov o nipov @idwy,
& ouykuvayt Kal ouvekTpageis éuol,

@ TOAN EveyKoov TAOV Euidv &y Bn Kokdv.
Nuds & 6 Poifos pavTis v éyevoato
TEXVNV B¢ Bépevos s poodTal’ EAA&SoS
AmHAao’, aidol TV TEPOs HAVTEUPXTWY.
o1 AT 2y Sols Tdu& kal Treiofeis Adyois,
UNTEPA KATAKTAS aXUTOS GVTATTOAUUAL.
goTal T&QOS 001, Kol KAo1yviTNS AEXOS

oUk &v Trpodoiny, & T&Aas, el o &y
BavdvTa udAov 1 PAéTovd €§w gitov.
&tép 16 ToU Beol o ol diépBopév yé Tw
MAVTEUPQ® KaiTOl K&YYyUs EOTNKAS QOVOU.
&N’ EoTwy, 0Ty, ©) AMav duoTrpadia

Mav Si18oUoa peTaPolds, dTav TUXML.

olya & Poifou & oUdEV EAET W &’
yuvt) y&p Nde SwudTwy E§w Tepdi.
&N Uuels kol TTapeuTpemileTs

T&VSOV HOAOVTES TOTS EQEOTROOL TPy TiL.
SéATou pév oide ToAUBupor diarTuyad,
&évol, Tapeow” & & &mi Tolode Poudopal,
&kouooT. oUdeis aUTOS &v TToOVols T dvnp
oTow Te TPds TO B&poos ék poPou TEom!.
gy 8¢ TapP& un &movooTtnoas yBovos
BfiTan Top’ oUdEY TAS Euds EMOTOANS

6 Thvde uéAAwv SéATov eis "Apyos @épelv.

Ti 8fjTax PoUAny; Tivos dunyavels Tépt;
Opkov 3OTw pot Taode TopBuelosly ypapas
Tpds "Apyos, olol Bovdopar TEupar eiAcv.
N k&vTIdwoels TMSe ToUs avTols Adyous;
Ti Xpfjua dpdoev 1) Ti un dpdoew; Aéye.

¢k yfis &enoew pt) Bavévta PapPapou.

719 &mniac’ Heath: &mfiracey L

719 o oU BitpBopev y¢ mw Nauck: y’ oU SiépBopév pé mw L
Erfurdt: y* éyyus L 727 mwoMBupor  Arist. Rhel.  §.1407bg5:
729 aUtos Valckenaer: aurods L

710

715

720

725

730

735

714 & (=) Tre
720 K&yyUs
ToAUBpnvoL
<> add.
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lp.  Bikaiov eimas woS y&p dyyeideev &v; 740
Op. 7 kol TUpavvos TaUTa CUYXwWPhoeTal;
lp.  vad

Telow oPE, KAUTT vaods eioProw oK&POS.
Op. dupvur ou & E€apy’ Opkov OoTis eUOEPNS.
lp.  Boels Aéyew xpt) TNVOe Tols Euois gilois.

TMu.  Tols ools girolol yp&uuaT &Todwow TAJE. 745
lp.  K&yw 0f CWOoW KUVEXS E§w TTETPAS.

TMu. T’ olv émduvus To1oid Epkiov Beddv;

lp.  "ApTepw, &v floTrep Soopooty Tiuds Exow.

TMu.  é&yd & &vakTd Yy’ oUpavol, cepvov Ala.

lp. €1 & ékMimrov TOV Spkov &dikoing épE; 750

Tu.  dvooTos einv' Ti 8¢ oU, pf cwoaod YE;
lg. unmoTe kKoT "Apyos (&’ ixvos Beinv Todos.
Tu.  &xoue 81| vuv &v TapnABopey Adyov.
lg. AAN eUBUs E0Tw KOWOS, iV KAAs Exn.
TMu.  éEaipeTdv pot dos 168, Ay T1 valds &, 755
XM 8€ATOS év KAUBWYL XPNUATWY UETO
&gavts yévnTal, odua 8 EKowow povov,
TOV 8prov givar TOVSE pnkéT EuTredov.
lp. AN oio® & Spdow; TOAAK y&p TTOAAGY KUPET:
TEVOVTA K&y yeypauuey év BéATou TTUYals 760
AOywl pp&ow ool TavT &vayyeidal giAois.
¢V &oQalel yap: fiv uév ékowonis ypagny,
aUTT PPAOEl OlyQDoA TAYYEYPAUMUEV
v & &v BoAddoon ypaupaT dpaviodiit TAde,
TO CROUA TWOOS TOUS AOYyOUs GWOELS EUOL. 765
TTu.  koA&s EAegos TGOV Te odV Euol § Urep.
onuaive & @1 XpT) T&od EmoTOAdS Qépely
TPods "Apyos & T1 Te Xpn KAUOVTA ool Aéyelv.
lg. &yyehX "Opéotni, Taidl T&yauépvovos’ 769
Mu. & Beol.  lp. Ti ToUs Beous &vokadels év Tols éuois; 780

740 Bikaiov L: &pyodov Housman: eikodov Lindau 744 dwoes Bothe: 8dow L
Tols éuois L: Toior ools (8cwow servato) Seager 746 kéyd ot Hermann: xéyc
oe L 747 Toi0id’ Markland: toiow L 752 modds L corr. vel Tr: wote L, ut
vid. 754 €0BUs Eotw Fix: almis toTton Li oltis 201 Bothe kowds Markland:
kowos L dkoupos Bothe 763 a0t ed. Hervag. post.: aitn L 766 Te odv
Haupt: 8ecv L 768 xAudvta West: kAvovta L 769-82 versus hoc ordine
posuit Jackson 769 Té&yopéuvovos ed. Aldina: Té “yauépvovos L 780 Pyladae
trib. Tr ut vid. (personae notam om. L), Orestae Burges
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Tu.  oUdév mépouve & E5¢PnY y&p &Moot. 781
lp.  Opéo®, 1v’ albis dvopa Bis kKAUwY pddn:s, 779
‘H v AUAIS1 opayelc” EmoTEMEL T&SE 770

(&0 lpryévela, Tols ékel & ob (o™ &T1 —

Op. ol & ZoT ékelvn; kaTBowolo™ fikel TAALWY;

lp. 1T Ty Opdug oU* un Adywv EKTANCGCE .
Kopoad @ és "Apyos, @ oUveupe, Trpiv Bowely,
¢k PopPapou yfis kal petaoTnoov Beds 775
opaylwvy, ¢’ olol {evopdvous Tiuds Exw.

Op. TIuA&dn, Ti Aééw; ToU ToT &v8 MUprueda;

lp. ) ools dpada Sopactv yeviiooual. 778
T&Y oUv EpwTdY o gls &mioT deifeTon 782
Aéy” oUvek’ EAagov dvTidolod pou Bed
"ApTeuis Eowoe W, fv EBuc’ Euods TaTnp,
Sok@v &g Huds 65U p&oyavoy PoAei, 785
g5 TMYde & dikio” odav. oid émioToAad,
T&Y €Tl TGV BEATOIOIY £y yeypOpuéva.

Mu. & paidlols dpkoiot TepiPatolod e,
K&AMoTa & dudooo’, ol oAUV oxNow XPOovov,
TOV & OpKOV OV KATWHOO EUTTESWOOMEY. 790
idoU, pépw oot déATov &modidwpi Te,
Opéota, Tfiode ofis Kao1yvnTNnS TEPA.

Op. Béxopar mopeis 8¢ ypapudTwy dlommTuyas
THY Hdovny TPAT oU Adyols aipfoouai.
© QIATETN pol oUyyoV, EKTIETTAT Y HEVOS 795
Opws 0" &mioTwt Tepipaidov Bpayiovi
g5 Tépyv glul, TTUBSPEVOs BaupdoT épot.

lg. &€V, ol dikaiws This Beol TNy TTPdoTOAOY
xpaivels &bikTols wepiPaidov TETAOLS XEPAS.
Op. & ouykoolyvnTn Te K&K TaUToU TaTpos 800

Ayopéuvovos yey&oa, pn W ATooTPEPOU,
gxouo” &deAgov, oU Sokolo™ €§elv TTOTE.

781 Pyladae trib. L, Orestae Burges 779 oUbis ed. Hervag. pr: alms L
779 Moywv Seidler: Adyois L 777 nupnueba Barnes: eip- L V. post 7778 trai.
Parker 778 dopaow Tr: -or L 782 Iphigeniae trib. Markland, Pyladae
contin. (post 781) L ouv L: otk Hermann &oigetan Burges: -opon L
786 ko’ (= dikio’) P corr.: ddkno” LP 787 1&& L: a0 Plut. Mor. 182e ol
Tév Plut. Mor. 182e: éoTw év L 789 dpdoac’ L: dudoas L supr. lin. 796 o
&miotwr Markland: &motéd L 798 Iphigeniae trib. Monk, choro L &
Elmsley: &iv’ L 799 xépas Herwerden: yépa L 800 ouykaoryviTn L supr.
lin., vel Tr: xaoryvATn L
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lp.  Eyw o &BeA@oV TOV Eudv; oU Traucont Aéywy;

16 T "Apyos aitol peotov §j Te NautrAia.
Op. oUk 0T ékel 0ds, & T&Aawe, oUyyovos. 8ox
lp. &N 7y Adkawa Tuvdopis o éyeivaTo;

Op. TIéAomds ye mandi moudos, oU KIEQUK 2y .
lp. i @ryis; Exers T1 TOVSE por Tekumplov;
Op. &xw" TaTpwiwy ¢k douwy T1 TuvBdvou.
l[p.  oUkouv Aéyew upev xpn of, pavBavely & Eué; 810
Op. Aéyow &v axofji TpdTov HAékTpas T&de
Atptws OuéoTou T oloba yevoudvnu Epi;

lp.  fikouoar xpuofis &pvds NV veikn TépL
Op. TalT olv Uphvoao’ olo® év edmhvols Ueals;
lg. ® QIATaT, EyyUs TGV Eudv XplutrTnt gpevédv. 815

Op. eikw T év loTols NAlou peT&oTOOY;
lg. Upnva kad 168 £1805 eUpiTols TAoKAS.
Op. xal houtp’ & AUAY unTpods &8éEw Tépa;
lp.  0i8™ oU y&p 6 yhuos ¢oBAds v W &eeideTo.
Op. i y&p; kbpas ods untpl Soloa ofit pépetv; 820
lg. YNUEIR Y Tl cwpaTos Touuod TAPWI.
Op. & & £idov alTds, T&de ppdow TeKphpIa”
TTéAoTros TTadoudy év dopols AdyXny TaTpos,
fiv xepol maAAwy Tapbévov ThodTida
¢xthoaf Irmoddusiav, Olvépooy KTavw, 825
¢v TopBevdol Tolol ools KEKPUUUEVTY.
lp. & @iATaT, oUdtv &ANo, pidToTos yap €,
gxw o, ‘OpéoTa, TNAUyeTOV &6 TTaTpidos
Apydbev, & gitos. 830
Op. xa&yd of, T Bavoloav, ds dof&leTal.
lp.  kaTd B¢ dakpua, kAT d¢ yoos Gua Yapdl

803 &yw L: #xw Diggle 804 16 T ’Apyos Bothe: 16 & "Apyos L 807 ye
Seidler: te L o0 kméguk’ Elmsley (o0 mépux’ Seidler): ékmépux’ L 808 T1ToWEE
pot ed. Aldina: ti Té&v8’ 2uoi L 809 Tied. Aldina: Ti L 810 olUkouv Platnauer:
oukolv L xpn of¢ Seidler: xpn oe L 811 del. Monk dxofit Reiske: &xoue
L Haéxtpas L supr. lin.: "Hiéktpon L 812 oicba ed. Brubachiana: oida
L 819 7v veikn Mekler, Radermacher: fpix’ v L 815 xpiumtm Wecklein:
k&umtm L 818 &8é€w  Kirchhoff: &wéde€w L 819 suspectum mul-
tis 824 Thodmida Barnes: Thoo- L 829 xBovds post TnAUyetov L: del.
Murray 831 xdyw o¢ Willink: xdyw oe L 832—g Iphigeniae trib. Bauer:
Orestae contin. L: 832 Iphigeniae, 839 Orestae Lohmann: kor& ... BAépapov
Iphigeniae, cetera Orestae Lee (16 oév 839 mutato in Touudv) 832 ddkpua
Bothe: d&xpu L
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16 06V voTilel PAépapoy, doauTws & Eudv.

ot & €11 Ppépos

ENTrov dyk&Aoiot veapoy TPo@ol 835

VeapOV v douols.

& xpelooov 7 Adyolow eUTuyoUod pot

Yuxy, Ti 9&; BaupdTwy

Tépa kai Adyou Tpdow TES &TréPa. 840
Op. 16 Aormov edTuyoipey GAANAWY péTA.
lp.  &rotov NBovéw EAaPov, & gidar

dédotka & €k yepddv pe pt) TPoOs aifépa

AUTTTOPEVD QUYL

io KukAwTris éoTiar io TaTpis, 845

Mukfva @ida,

Xapw €xw (oas, XAp Exw TPopds,

OT1 pol ouvopaipova TéVde dopols

€eBpéyw pdos.

Op.  yéver pev egTuxoluey, & 8¢ oUUPOPAS, 850
& oUyyov, Nu&dv duocTuxns épu Pios.

lp.  &ydnd & péeos, old, 8Te pdoyavov
dépan Bfiké pol pededppwy TaTrp.

Op. ofuol, Bokd y&p ob Tapwv ¢ 6pdw Ekel. 855

lp.  dvupévanos, <> olyyov, AyiAAéws
és KMolav AékTpwv doAlov &yduav:
Tapd 8¢ Popdy fy d&kpua kal ydor. 860
el @elb YepviPwv ékeidveov: ofpor.

Op. d&wéa k&yw TOAMaw fijv ETAN TaTnp.

lg. ATaTOp’ ATATOPA TOTUOV EAOV.
8N & &€ &MV KUpel 865
Sadpovos TUyan Twds. 867
Op. &l odv y’ &8eAgdy, & Téhow’, &TwAeoas. 866
lp. & peréa Bewds TOAUas. Selv’ ETAaw, 868/9
ETAaw Belv’, dpol, oUyyove, Tapd & dAiyov 870/1

834 ot & #m Collard: o & m1 L 837 eUtuxolod por Collard (edTuxolo’ ép&
Markland): edtuycov ¢y L 838 wux& P:yuyan L 840 &méPa Reiske: emepa L
844 &umropéva Seidler: dumrtéuevos L 845 KukAwis éoria Hermann: KukAcwides
¢otion L 847 l6as Blomfield: {w&s L 852 ¢yand & Bruhn (éyw & & Seidler):
gyo L 854 por Tr: p* L 856 <&> Bothe: rasura L 857 Aéktpowv Tr: Adkwy
<L>P 858 &éMov Dindorf: SoMav &1° L: 86A" é1 Hermann 861 Iphigeniae
contin. Tyrwhitt, Orestae trib. L ékei<veov® ofpor> Jackson: ékei L 862 Orestae
trib. Tyrwhitt, Iphigeniae L 866 post 867 trai. Monk 870 &TAav Beiv’, dpot
Diggle: 8eiv’ #Aaw, duor L
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amépuyes SAebpov dvodoiov €€ Eudv
daiyBeis xepddv.
T& & e’ avtoiont Tis TeAeuTd;
Tis TUXQ pol ocuykupnoel; 875
Tiva oot <Tiva cor> Tropov eUpouéva
TaAW &mod Eévas, &md Pdvou TEUYW
TaTpid & Apyeiav,
Trpiv &l Elpos aluott oddr TeAdoa; 880
TOSe TOSE ToV,
& peéa Wwuyxd, xptos dveupiokev.
TOTEPOV KAT& Xépoov, ouxl vadi,
A& TTOBGY PITdL; 885
BavaTot meAdoels &pa, PapPapa pUAX
kal 81" 68oUs dvddous oTelxwy i Kuavéas udv
OTEVOTIOPOU THETPAS Makpa kéAeuBa va- 89go
Tolow dpaopois.
T&AW <&y >, TAAowA.
TTis &v oUv T&E &v §) feds #) PpoTods A 895
Ti TQV &BokmnTwvt
&mépwy TOPOV EEAVUCAS,
duolv Tolv povow Atpeidouv gavel
Kak@dV EKAUO1Y;

Xo. év Toiol BaupaoToiol kol pubwy Tépa Q00
T8 €idov ot KoU KAuoUo” &1 &yyeAwy.

Tu. 16 uév eidous EABOVTaS €ls dyiv idwy,
OpéoTta, xeipdv meplPolds eikds Aapeiv
AfiSan 8¢ T olkTwv KA Ekelv’ EABelV Ypewv,
OTTws TO KAeWOV dupa TTis owTnpias 905
AaBovTes Ex yfis Pnoduecba Pappapou.

871 d&mépuyes Musgrave: ugépuyes L 874 & & & avtois Bothe: & 8 &’ &bhois
Diggle, alii alia 875 ouykupnost Bothe: ocuyyxwphioer L 876 <tivaw cor>
Diggle: om. L 877 &vas Koechly: méAews L 878 &mod gbvou L dvdpogdvou
Sansone 888 & 68oUs Barnes: S168ous L 889 wav Diggle: piy L 891
vadolow Seidler: vaioior L 895 Tdhowy’ <&y>, TéAawa Diggle: TéAcwa TéAcave
L 895 Tis &v ouv L: Tis &p’ oUv Markland 148 &v L: téhow Bothe 896 i
TV &Bokfreov L: Tl <uéoov ToUu>Twv &BoknTwyv Willink  (<péoov TAWE  Bv>
Bruhn) 897 &mdpwv mépov Hermann: tépov &mopov L 898 Toiv pévow L
TAnuévow Tucker gavel Tr: om. L go1 koU Bothe: kai L kAvoto® West:
kAouo™ L & &yyédwv Hermann: &mayyedd L go2—g Pyladae trib. Heath,
Musgrave: choro contin. L gog2 post V. lac. stat. Diggle Q04 Mifon 8¢ T
Markland: AfcvTa 8 L 905 Bupa apogr. Paris. 2887: dvopa L
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cop&dY y&p &vdpddv ToUTo, W KPAvTas TUXNS,
Ka1pov AaPovTtas Hdovas EAAas AoPeiv.
Op. koGS EAsgas THL TUXM & olpod uéAety
ToU8e EUv Auiv: fv 8¢ Tis TpdBupos A, 910
oBévew TO BeTov p&Mov elkdTws Exel.
lg. oU un W émioyxnis o8 &mooThoels Adyou,
TpdToV TUBioBon Tiva ToT "HAékTpar TOTHOV
eiAnye ProTou @ida y&p éoTt T&W Epoi.
Op. T&18e Euvoikel Piov éyxouo’ eudaipova. 915
lg. oUTos 8¢ TTodatds kal Tivos Tépuke Tods;
Op. Z1podgios 6 Pwkeus ToUde KA ETAL TTATNP.
lp. 68 éoti ¥y ATpéws BuyaTpds, dpoyevis EUos;
Op. &veyids ye, povos éuol copns eilos.

lp.  oUk v 168 oUTos &Te TaThp EkTEWE pe. 920
Op. ouUk N xpdvov y&p ZTpodelos Ay &rans Twd.
lg. Xaip” & Twools pol Ths éufis SpooTodpou.

Op. x&uds ye cwTnp, oUxl cuyyeviis povov.
lp.  T& Bewd & Epya wRS ETANS UNTPOS TEPL;

Op. olyduey alTd TPl TIHWPERY EUML. 925
lp. 1N & aitia Tis &v STou KTelvel OOV,

Op. Eo T& unTpds oUdt col KAUEY KOAOV.

lp.  oryd 16 & "Apyos Tpods ot viv dToPAéTel;

Op. Mevédoos Epyer puyddes Eopuév ék TATPAS.

lp. oU Tou vooolUvTas Beios UPpioey dopous; 930
Op. oUk, &AN Epwiwv Selpd p kPadier yxBovos.

lg. gyvokar unTpos <o’ olvek’ HAdoTpouv Bead. 934
Op. &of aipatnpd oTour EmepPoeiv éuot. 935
lp.  TalT &p’ & dkTols k&VB&S NyyEAns powvels; 932
Op. &oebnuev o¥ viv mpdTov dvTes &BAL0L. 933
lp. i ydp moT & yfijv THvE Emdpbucuoas ToHd; 936

Op. Doipou keAeuobeis BeopdTols dpikduny.
lp. i xpflux dp&oat; pNTOV 1) orycduevoy;
Op. Aéyow &v* dpyol & oide por TOAAGY TOVWY.

907-8 del. Dindorf go7 ToUto Barrett: Todta L 909 pérew  Tr:
uéA*ew L g10 &uv Tr: ouv L 912 oU pf Elmsley: o0dév L gTioXMIS ..
&mooTthoeis Monk: 2mioxn y' ... &moothon L (-hoar P) 914 2ot T8 Schone:
totan vt L: ¢omt Ta0T Markland: éote wéovt Vitelli 918 6 8 L. Dindorf: 8%
L 927 ool Hermann: oo L 930 Uppoev Tr: Upproe L 934 <o™> add.
Markland 932—9 post 935 trai. Monk 932 &p Tr: & L Nyyéins L:
NyyéAdns Porson 938 &pdoan Elmsley: dpdoew L
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gmel T& unTPoOs Talf & oryduey Kakd 940
g5 yelpas NG, peTadpouads ‘Epviwy

NAouvdpeoBa puyades, vBev por TOda

s 1&g ABnvas dn ‘gémepye NAogias,

dikny mopaoyeiv Tals &vwvuuols Beads.

goTv y&p oola yijpos, fiv "Aper oTE 945
Zeus gloat €k Tou 31| XEPDV UIAOPOTOS.

ENBoov & ékeloe, TPOTA pév W oUdels EEveov

Exoov €0e8al’, s Beols oTuyoUuEvoY”

ol & Zoxov aid®, §évia povoTpameld pol

TOPETYOV, OlKwY SVTES €V TAUTM1 OTEYEL 950
olyfjt & ETeKTNVOVT ATTPOCPBeYKTOV W, OTTws

BaiTds T dvaiuny mopaTds T alTdY diya,

g5 & &yyos 1d1ov ioov &maot Pakyiou

METPTUG TIANPGCAVTES g0V HBovTv.

K&y EeAéyEan pev Eévous oUk figiouv, 955
fAyouv 8¢ oryfit k&Bokouv oUk eidéval,

péyoa oTevdloov olvek’ A unTpds goveus.

KAUw & Afnvaioiol Taud duocTuy

TEAeTNV yevéoBau, KETL TOV VOOV WEVELY,

xofipes &yyos TToaAA&Sos Tiu&v Agov. gb6o
ds & els "Apeiov 8yBov fikov, & Sikny

gotny, &y uév Batepov AaPaov Pabpov,

T6 & &A\ho TrpéoPeip’ Hrrep Av "Eplcov.

elroov <8 dkouoas § oipaTos unTpos Tept,

DoiPos W Eowoe papTUpY, Toas 8¢ pot 965
yheous dinpibunoe TToAA&s wAévm*

VIKQY & &Tfjpa povia TrElpaThplaL.

8oan pév oUv ElovTto Teiobeicon Sikny,

yiipov Top’ alThV 1epdy wploavt Exew:

doan & "Epwiwy oUk émeiobnoav vouwi, 970
Bpouols avidpuToloy HA&GoTpouy W &el,

s &5 &yvov fiMBov ol Doifou Trédov,

kal Tpoobey &dUTwy ékTabels, vijoTis Popds,

942 MAauvopeoba Tr: HAauvopeba L 948 81 ‘gémweuype Elmsley: 87 y° &mweuye
L 947 W oUde[is] TT%, sicut coni. Scaliger: oudeis L 950 otéyel ed. Aldina:
Téyar L 951 &mpbdogbeyktév Hermann: &mwéebeyktév L 952 T dvaiuny
Housman: yevoiuny L T odtév Scaliger: T adtol L: Jyau[ TI*  9r5 kdyo
tenéygon Markland: kéyw y e8ehéyon L 957 del. Herwerden 962 Eotnv
Bothe: 7" ¢otnv L 964 & add. Elmsley



92 EYPITIIAQY

¢moopoo auTolU Piov &roppmngey Bavav,
el unf pe owoel PoiPos, o5 W &rwAsoey. 975
gvTelfey addny Tpimodos ék xpuool Aok
PoiPods W Emepye delpo, dlotreTes AaPeiv
&y’ ABnvddv T éykatidploon yBovi.
AN fvTrep NIV dopioey ocwTnpiav,
oUpTrpagov” fiy y&p Beds xaTt&oxwuey PpéTas, 980
pavI&dY Te AMEw Kol 0f TTOAUKWTIWL OKAPEL
oTteidas Muknvais éykaTaocTow TEAW.
AN, & @iAndeio’, & kaotyvnTov ké&pa,
odooV TaTP®dIoV oikov, Ekowoov & éué’
o5 T&W SAwAe TavTa kai T& TTeAoidddv, 985
oupdviov gl un Anyoueda Beds PpéTas.

Xo.  dewn Tis opyT) daupdvwy Eméleoe
TPods TavTdAelov oTrépua S TOVWY T &yel.

lp. 1O pév wpdbupov, Tpiv oe delp’ EABelY, Exw
Apyel yevéoBor kal of, cUyyoV, gio1deiv. 990
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Op. &AN, €l ot owosel KAYE, KwduveuTéoy.

lg. oUk &v duvaipny: TO &8¢ mpodbupov Hiveoa.

Op. 711 &, &l e vadt t@d1de kpuyelas AaBpa;

[lp. o5 81 okdTOV AaPovTes EkowBeluey &v; 1025
Op. KAemwTV y&p 1) vU§, Tiis & &Anbeias TO ¢dds. ]

lp.  €lo” €vdov iepol pUAakes, oUs oU Afoopev.

Op. oipol, diepbapueotar mds cwbelpey &v;

lg. ExElV Bok® pol Ko Egeupnud Ti.

Op. moidv T1; 86ns peTados, ws k&yd pdbw. 1030
lp.  Tads oals &viais xpHiooual copiopaT!.

[Op. Bewal y&p ol yuvaikes eUpiokelv TEXVAS.

lg. govéa ot priow pnTPods €6 "Apyous poAeiv. ]

Op. xpfioon kakoiol Tols éuols, el kepdavels.

lg. ws oU Béuis ot Aégopev BUey Bed. 1035
Op. TV aitiav éxouc’; UTTomTeUw T1 yA&p.

1006 yuvaikds P: yuvaakéw L 1008 8t ool Seidler: &¢ co1 L 1009 (fiv L: Zov
Musgrave 1010 &&w &¢ o” Canter: fi§w 8¢ y’ L ¢vTeUfey epdd Seidler: évtaubol
Téow L 1011 fiLsupr lin.:ei L ool apogr. Paris. 2887: cou LL 1014 post
hunc versum lac. stat. Koechly 1018 vooel Markland: véar L 1019 7 8¢
BouAnois L: 18 PovAeuois Markland 1022 ¢l ot Seidler: e oe L 1025-6 del.
Markland 1025 oxdtov Dindorf: oxéTos L tkowbeipey  Brodaeus:
g Beipev L 1027 igpoi L: iepotd Dobree: iepo- Markland 1091 cogiouaTl
West: cogiouact L 1032-9 susp. habet Diggle, 1033—4 Czwalina 1035 ot
Reiske: ye L 1036 #xouo’ L: &xovT Reiske 71 Seidler: i L



04 EYPITIIAOY
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COMMENTARY

1—-122 PROLOGOS

The prologue falls into two halves, the first a monologue of the sort
which commonly opens Euripidean plays, spoken by Iph., the second
divided between two characters and representing the arrival of Orestes
and Pylades in the Taurian land. There is a sharp break between the two:
after her speech, Iph. enters the temple which is also her dwelling-place
(65-6), and she neither sees nor is seen by the two men. Itis essential that
neither party is yet aware of the other, and Euripides emphasises both
their separation and the limits of their respective knowledge by this divi-
sion of the prologue, which also sets up the potential antagonism that the
situation entails between sister and brother: the priestess in charge of the
sacrifice of strangers, and the strangers intent on the theft of the temple
statue.

1-66 Iphigeneia recounts her history and the ominous dream of the previous night.
Expository prologue speeches open all extant Euripidean plays, with the
possible exception of Iphigeneia at Aulis, and are enough of a trademark
feature of his dramaturgy to be mocked by Aristophanes in a famous pas-
sage of Frogs (1198-1247; the opening lines of /T at 1292-3). They pres-
ent the subject matter and set the scene, rejecting the careful Sophoclean
naturalism by which this information is inserted into dialogue between
characters (7Trach. being an exception to the method) in favour of what
is effectively a direct address to the audience — although the presence of
the audience is never overtly acknowledged, as it is in comedy; here Iph.
addresses her words ‘to the sky’ (49). Her speech proceeds chronologi-
cally, with 1—4 establishing her genealogy, 5—27 dealing with the sacrifice
at Aulis, with which the audience will be familiar, and 28-40 with the
less familiar sequel of her translation to the land of the Taurians. Lines
42-66 mark a new development: the dream of the previous night which
she interprets as indicating her brother’s death, and her intention to per-
form his funeral rites in absentia.

1-5 The genealogy is given briefly and factually, although all the names
Iph. mentions are capable of negative mythical connotations, and will
later bear them (see 1, 3—nn.).

1 TTédoy & TavtéAeios: Iph. begins her family tree with her great-
grandfather Pelops, traditionally the first of the line to come from Lydia
to Greece, where he became the eponym of the Peloponnese. Like Pindar
(Ol 1.86-8), Euripides here suppresses the usual but discreditable story
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of Pelops’ method of winning the race against Oinomaos for his daugh-
ter’s hand, by bribing his charioteer to replace the chariot’s linchpins with
wax, thus bringing about his death (see 829—6n.). But this is in the inter-
ests of brevity; later Orestes will refer to Pelops’” murder of Oinomaos,
when in the recognition scene the ancestral spear of Pelops becomes the
final remembered token which establishes his identity (822-6).

Micav: i.e. Olympia. The city nearest to the sanctuary was named Pisa,
and originally controlled the festival, but by the fifth century had been
conquered by Elis.

2 fBoaiow imrmois: grammatically the phrase is construed more easily
with poAcv than with yael: ‘Pelops, coming to Pisa with his swift mares ...’
But associatively the mares can hardly be separated from the manner of
Pelops’ winning of his bride: the same horses which took him to Olympia
also gave him victory there.

yauei: in tragic narrative, verbs concerned with marriage and child-
bearing, especially yopéw and Tiktw (23n.), appear more frequently in
the present than in past tenses, describing a relationship based on a past
event. See Rijksbaron 1991: 1—4. Examples of yopéw in Euripidean pro-
logue narratives are Andr. g, lon 58, Hel. 6, Phoen. 19 (where, as here, the
marriage relationship is in the past), 53, Or 9.

3—4 Atreus is mentioned only by name; the main story associated with
him, the quarrel with his brother Thyestes and Atreus’ horrible revenge,
is alluded to later at 812ff., and more allusively at 192—-6. Menelaos is
named alongside Agamemnon because of his crucial role in the episode
which is narrated immediately afterwards; Iph. blames him and Helen for
her plight (8, 14).

5 Tis Tuvdapsias Buyatpds: Klytaimestra (cf. 806, 1319), though Helen
was also, at least in name, a daughter of Tyndareus. Iph. does not yet
know anything of the sequel (she learns the outline from Orestes later,
at 545-58, before the recognition), but for the audience the allusion
to Klytaimestra is inseparable from her murder of her husband and the
revenge killing by her son.

6—27 The treatment of Iph.’s sacrifice owes much to the descrip-
tion in Aeschylus, Ag. 184-249: the emphasis on the father sacrificing
his daughter (8, cf. Ag. 224-5, #TAa & ov BuTh)p yevéobon BuyoTpds), the
dubious goal of the retrieval of Helen (EAévng obvey’, 8; Mevédewr x&pw
pépwv, 14; Orestes’ assessment at 566, kakfis yuvaikds x&pw &yapiy, is more
blunt; cf. Ag. 225-6, yuvaikotoivwy ToAéuwy &pwydv), the implied motiv-
ation of Agamemnon as leader of a great fleet (10-1g, cf. Ag. 212-13,
oS Mmdvaus yévwpan Suppayios duaptav;), the role of Kalchas (16ff., cf.
Ag. 122-57, 197-204, 248), and especially the raising of the sacrificial
victim above the altar flame (27, cf. Ag. 292-5, 8ikav yiuaipas Umepbe Popold
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... haPeiv &épdnv). The marked differences are the explanation given by
Kalchas of Artemis’ demand (below, 17ff.) and of course the fact that
Iph.’s death was only apparent.

6-9 The action, the (supposed) sacrificial death of Iph., is sandwiched
within an ornamental description of Aulis (6-7, g).

6—7 ‘by the whirlpools which often the Euripos twists, making spirals in
the dark sea with constant winds’. The Euripos separates Euboia from the
mainland, and was known for its complex and puzzling currents (referred
to proverbially by Plato, Phaedo goc), including vortex formation.

Trukvais abpais: according to Livy (28.6.10), winds from the mountains
above add to the difficulties for navigation caused by the tides. This is the
usual situation, ironic in view of the lack of winds which necessitated the
sacrifice (15).

8 #ogafev ‘slaughtered’; though the word can be used by extension
of any violent death, its proper application is to sacrificial killing. The
assertion that Iph. was killed, followed by its modification s Sokei, paral-
lels and perhaps echoes the account of the Foia: (Introduction, pp. 4-5),
where the Achaians ‘slaughtered’ (cp&fav) Iphimede, only for this state-
ment to be contradicted four lines later by 8w [Aov]: it was a likeness of
the girl that was sacrificed, and the real Iphimede was saved by Artemis.
The ‘dead, but not really’ formulation is taken up by Orestes at 851; see
Introduction, pp. §2-3.

10 yép introduces a more detailed version of events, explaining how
the sacrifice came about.

X1Aiwv vedv otéhov: the thousand ships are well known in English from
Marlowe’s Doctor Faustus (Act 5 scene 1: ‘the face that launched ...”), but
appear elsewhere in Euripides as a round number for the Achaian fleet,
described as yihidvaus (Andr. 106, Or. 352, cf. Rhes. 262; cf. also yihovatTa,
141 below). The Iliadic catalogue of ships (2.494ff.) in fact lists 1,186.

11 ‘EMAnvikév is an anachronism for Homeric times, but the ships
came from cities whose inhabitants later called themselves “EAAnves, and
the expedition against a common enemy provoked fifth-century compar-
isons with the Persian Wars. The use of ‘EA\&s, “EAAnves, xTA. in their post-
Homeric sense is standard in tragedy.

12 kaAAivikov oTépavov: koAMvikos is a common compound, and
‘the glorious-victoried crown’ for ‘the crown of glorious victory’ is typ-
ical of both tragic and lyric style. Compare, for instance, in tragic lyric
AdTAouTOY SuiAdav (411) ‘wealth-loving striving’ = striving for wealth,
motivated by love for it.

14 Mevédewr: the Attic form of the name. See §57n.

15 ‘But in extremity of adverse weather, not meeting with winds’.
&mhoia refers to any weather condition which makes sailing difficult or
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impossible; mveupdTwv T ob Tuyx&vwv further defines this, indicating that
it is a lack of wind, rather than contrary winds (as in Ag. 192ff.), causing
the difficulty. 8ewfji ... &mhoicu corrects the manuscript dewfis ... &moias,
which can hardly be right as the line stands: a genitive absolute would be
very awkward in close proximity to (oU) Tuyx&vewv, and if taken as depend-
ent on Tuyxdvewv it will necessitate the removal of the negative: Tveupdrwy
TE TUY XAV,

16 g #utrup’ AABe: in Aeschylus, Kalchas prophesies in a more Homeric
style, by the interpretation of an omen (110-257). éumupa are divinatory
signs obtained from the way the god’s sacrificial portion burns on the
altar, a common form of prophecy in post-Homeric times. Euripides gives
a more detailed description of one such sign at Phoen. 1255-8.

Aéyei: historic present, a common feature of narrative in prologues and
messenger speeches, and often, as here, in close proximity to past tenses.
(youet (2), TikTer (29), and perhaps Tifnot (34) are not quite comparable;
see nn.). Direct speech is used sparingly, perhaps for special effect, in
prologue narratives; closest to this passage is Phoen. 17-20, the oracular
response given to Laios.

18 o0 p ... &poppionis: oU un with (usually aorist) subjunctive indicates
an emphatic denial: ‘there is no way you will launch your ships ...” (Smyth
§2755).

20-1 This is the earliest surviving reference to Agamemnon’s vow as
the motive for the sacrifice of Iph. The Cypria (Proclus, Chrestomathia and
fr. 25 Bernabé¢; see Introduction, p. 4) has the version much less credita-
ble to Agamemnon in which he provokes Artemis’ anger by killing an ani-
mal sacred to her and comparing his skill at archery favourably with hers,
while in Aeschylus the cause of Artemis’ anger is somewhat enigmatic:
Kalchas states that she is angered by the attack of the eagles on the preg-
nant hare, which presumably stands for the whole Trojan expedition (Ag.
134—7). The ‘rash vow’ motif is known across many cultures, and a close
parallel to this version, also resulting in a sacrifice, is found in the biblical
story of Jephtha and his daughter ( Judges 11). By adopting this explana-
tion, Euripides convicts Agamemnon of nothing more than foolishness,
and Iph. here shows more bitterness towards Kalchas and Odysseus; later
she will pity her father, both for his situation at Aulis and for his death
(549, 565).

21 Qwopdpwt ... Be&u: the ‘light-bringer’ is a common epithet for
Artemis, either with a lunar aspect or, like Hekate to whom she is often
very close, holding torches. viy Tiy Pwogdpov is a woman’s oath at Ar.
Lys. 443.

22 KAutaipfotpa: the name should probably be read thus through-
out, corrected from L’s KAutaipvfioTpa to the form attested for the fifth
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century. (But see 208 and 209/8-13n. for a possible allusion to the
alternative spelling.)

23 TixTe: for the tense, see 2n. Since Iph. is now of marriageable age,
the birth must have taken place at least twelve years before the date to
which she is referring; the vow has remained unfulfilled since then.

kaAhicTeiov the prize or winner’s title in a beauty contest. Iph.’s inter-
ruption in her own person of Kalchas’ speech is explanatory, but also
suggests bitterness: her beauty was only misfortune to her. Cf. Hel. 27,
ToUuoV B¢ k&AAos, i kadov TO BuoTuxés, where the point is helped by the
wide semantic range of koAds in Greek, and Soph. Trach. 25 (both from
women’s first-person prologue narratives).

24-5 'O8ucciws Téxvais ... AxiAAéws ‘and by means of Odysseus’ wiles
they (a vague subject, referring to the Achaians, or some of them) took
me away from my mother for a marriage with Achilles’. As so often in
the Cyclic poems and in tragedy, Odysseus’ cleverness is turned to evil or
questionable use. The pretext of the marriage with Achilles was part of
the Cypria story, according to Proclus, Bernabé p. 41; Euripides fully elab-
orates it in his later Iphigeneia play (/A 97—107 and passim). The emenda-
tion Téxveu gives a subject to mapeilovT, but is scarcely necessary.

26—7 Urip Trupds petapoia Angbeic’ ‘held aloft over the fire’. In sacri-
fice animals such as sheep and goats were usually held over the altar as
the blow was struck; the procedure here emphasises the horror of Iph.’s
treatment as a sacrificial beast, and is a direct reminiscence of Aesch. Ag.
292—F, dikav xiuaipas ... AaPeiv &épdnv.

27 ékawounv: the imperfect is used here for an uncompleted action;
cf. g6on.

§iper: in a normal sacrifice, the implement used was a knife (u&yoipa),
which the p&yeipos (slaughterer-butcher) then used to cut up and prepare
the animal for cooking. But in pre-battle sacrifice, often called oce&ytov,
where the emphasis was on killing and divination rather than consump-
tion, a sword was often used instead, mimicking the desired slaughter
of the enemy (Jameson 199g). Since human sacrifice was said to have
happened at moments of crisis, especially of a military nature, it is often
imagined as falling in this category (cf. Hec. 545), and may have affinities
with murder and/or death in battle as well as with sacrifice. The Taurian
sacrificial ritual is different in some respects from Greek (621-6), but the
sword is still used (cf. 621, 1190).

28 &N’ égixAewé w: for the story, see Introduction, pp. 4—5. Deer are
closely associated with Artemis in her huntress aspect; she is frequently
surnamed &\agnpdéros, and called &Aagoktévos later in the play (1113).
Wilkins on Heracl. 399—409 suggests that when human sacrifice is com-
muted, ‘an animal from the non-sacrificial category is chosen’; but deer,
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though wild, were not infrequently sacrificed, especially to Artemis: see
Larson 2017. Some sort of equivalence between deer and girl may also lie
behind the tradition. Girls probably performed rituals for Artemis con-
nected with deer in some parts of the Greek world, as they did bear-rituals
for her at Brauron; see Dowden 1989: 41—2. Young girls are also often
compared to wild or immature animals in archaic and classical poetry;
for examples specifically of deer or fawns, see Dodds on Bacch. 8736, to
which add Archil. 196A.46.

29 The upper air or aithér (see 43n.) has divine affinities, and gods
can thus use it for the rapid transport of mortals when necessary. Helen
was ‘hidden in folds of aithér, in a cloud’ by Hermes (¢v mruyaiow aifépos
| vepérm ko, Hel. 44—5) and taken to a land ruled by a foreign king,
in this case the Egypt of Proteus; the concealing cloud or mist is the usual
Iliadic device for gods who wish to remove humans from their current
place (e.g. Il. 4.381). The aithéris commonly called ‘shining’ (Aautpds, cf.
Ion 1445, Or 1087, TrGIF 5.1 443; cf. also [T 1138).

30 és ™S ... Tavpwy x8éva: this is the first verbal indication of the
play’s setting, though spectators who knew the Cypria will have guessed it.
The temple as described seems very much like a Greek one, so there were
probably no visual clues to the location. But see 72—5n.

31 PopPépoior Pé&pPapos: a favourite form of tragic *polyptoton.
Compare, for instance, Hipp. 319, oUx ékoloav ouy éxcv and below, 62,
&molo’ &mévtl. Here the repetition has the function of underlining the
‘barbaric’ nature of both Thoas and the cult of the Taurian Artemis.

32—3 The point is made at some length. Etymologising allusions to
names are very common in tragedy; for the explanatory form compare
especially Hel. 13-14, xatolow oadThy Oeovdny' T& Beia y&p | T& T dvTa
kal uéMovta TévT frmioTato. Ar fr. §79 K-A (Odas, PpadliTtaTos v [Tddv
MSS] év &wBpcoors Spopeiv) is clearly a parody of this line and this kind of
explanation.

34 Artemis, not Thoas, is the subject of tifino1, for the establishment of
Iph. as priestess completes the action begun with the removal from the
altar and airborne transport to the land of the Taurians. Her later doubts
(380—91) as to whether Artemis can really demand human sacrifice have
no bearing on this, since the later passage views the matter in a quite dif-
ferent perspective.

The present tense of tifno1 probably indicates a past event leading to a
continuous state; cf. youel (2) and tikrer (2g) with nn.

iepéav: a variant form of the more usual iépeiav.

35—40 ‘Whence, in accordance with the customs which please the god-
dess Artemis, I perform the beginning of the festival [but see below, 40],
of which only the name is fair — but the slaughter is the business of others.
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For the rest I am silent, fearing the goddess.’ Iph. hints that there is a dark
secret connected with the local worship of Artemis, and it is likely that
many in the audience would either know or suspect that it entails human
sacrifice. Nonetheless, it is dramatically effective (and perhaps also psy-
chologically plausible) that she does not at first reveal this fact.

It is probable that lines §8—g are an interpolation added to clarify the
point, by someone who failed to appreciate the disadvantages of explicit-
ness. Not only is it dramatically weak for Iph. to declare at this point the
nature of her ritual duties, it is patently absurd for her to do so when she
has just said (in the line-order of the text as transmitted) that she will keep
silent about them. Line 41 is also very doubtful, because it is clear from
the second part of the prologos (72ff.) that the sacrificial altar is as normal
outside, not inside, the temple. Given that the original seems to have been
thoroughly tampered with, it is also quite possible that some rearrange-
ment of lines has taken place, and line g7, bringing a sense of closure on
a note of enigmatic menace (echoing exactly the Watchman’s words in
the prologue of Agamemnon, line 36), is better transposed to follow 40.

40 xaté&pyopau refers properly to the ‘beginning’ of the sacrificial rite,
actions which included the cutting of a few hairs from the victim, its sprink-
ling with water, and the recitation of a prayer over it. These actions were
performed by the priest or priestess (or other person, such as a magistrate
or the male head of a household, presiding over the sacrifice); it was not
necessary for the priest to wield the knife, and priestesses in particular
did so only in exceptional cases, if at all. See further 621, 622nn. The
commonest construction for the verb is with a genitive of the victim thus
consecrated, but since the word can be used in a looser sense to refer to
beginnings more generally, even outside a sacrificial context, a construc-
tion ‘begin the festival’ seems possible (cf. Plut. Mor. 304c, 655d). The two
senses are to an extent merged, so that in one action Iph. begins the ritual
and consecrates the victim.

37 Thv 8edv @oPoupévn: in normal religious circumstances, fear to say
more might suggest that the speaker was reluctant to divulge secret rites
(&ppnTa, &méppnTa), but Taurian human sacrifice is far from secret. Iph.
refuses to continue because to do so would expose her revulsion from the
custom. At 380—9g1 she will rebel and overcome her reluctance, but end
on a note which exonerates the goddess from blame.

42 xawd indicates a shift in subject matter, from older events to some-
thing new. It soon becomes clear that this is a new misfortune to add to
those she has just related.

43 Mfw Tpods «ifép’: both an excuse for Iph. to continue her mono-
logue, and a way of drawing attention to it. At Soph. El. 424 Chrysothemis
explains that Klytaimestra similarly wishes to reveal her dream to the sun,
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and the scholiast comments that this was an ancient apotropaic custom:
possibly merely an inference from the passage itself, but Babylonian and
Assyrian parallels, in which Samas the sun god is the most frequent recipi-
ent of prayers to negate the effect of inauspicious dreams (West 1997:
54), might suggest otherwise. The «if7p is not the air we breathe but the
sky, and so more or less equivalent to the sun which exists within it. See
also 29n.

& 11 87 168 é01 &kos ‘if indeed this is any remedy’, that is, if telling her
dream to the sky can prevent its fulfilment. €i ... 81 often suggests a degree
of scepticism: see Denniston 1954: 223—4.

44-55 Iph. dreams that she is in her old home in Argos, when the pal-
ace’s roof and supporting columns are destroyed by an earthquake. Only
one column remains, which sprouts hair and acquires a human voice, and
she sprinkles this column with water, as if before a sacrifice.

Dreams, like other forms of omen and portent, are not infrequent
in tragedy, though less common in Sophocles and Euripides than in
Aeschylus (Hec. 68-78 is the only other example from Euripides’ extant
plays, if Rhesus is excluded). Although tragic dreams may, as here, repre-
sent as yet unknown events from the dreamer’s point of view, they should
generally be seen as predictive plot devices rather than as giving an insight
into the dreamer’s psychology, pace Devereux (1976: 259—317 on this and
‘related’ dreams). In this case, Iph.’s location in her old home in Argos is
necessary for the interpretation of the remaining house pillar as Orestes,
although secondarily it may express her wish to return. Similarly, the pil-
lar’s growth of hair and human voice, though it has the weirdness typical
of real dreams, also helps to confirm the correctness of the identification.
The remaining details will be shown to be prophetic, although not in the
way Iph. herself interprets them.

45 TopBevidor & év pécois: Iph. sleeps at home in her ‘maiden cham-
ber’ (mapfevayv), an inner room or rooms which served as bedrooms for
the unmarried daughters of the house; this room will later be important
as the location of Pelops’ spear, the final and clinching token in the
recognition scene (see 826 and n.). The emendation makes much bet-
ter sense in context than the MS reading wop8évoior & év péoous, which
has Iph. sleeping among her friends and equals. It is notable that her
dream involves her sleeping and then waking elsewhere than her actual
location; it may thus represent the ‘false awakening’ of actual dream
experience.

46-9 ‘The earth’s surface was shaken with an upheaval. Getting up and
running outside I saw the upper stone-course of the house falling, and the
whole building thrown in ruins to the ground from the tops of the pillars.’
The whole section is in indirect statement following ¢50¢” (44 ).
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47 peUysw 8t k&fw oT&oa: an instinctive, if misguided, response to an
earthquake.

48 épeiyrpov: from gpeimeo ‘throw down, ruin’.

51 émkpdvewv: an émikpavov is something placed ‘on the head’; for a
column, its capital, but the word’s more literal meaning helps to convey
the merging of column and human figure in the dream. The word’s sec-
ond syllable must be scanned long, implying a syllabic division émk-pdvev,
which runs contrary to the word’s derivation from éwi and kpa-. Cf. &mwék-
Awoev at Or. 12.

52 favB&s: in reference to hair, the word usually means mid-brown.
Blonde (or red) hair was characteristic of northern barbarians such as
Thracians. See also 7gn.

53—4 ‘And I, paying respect to (observing) the stranger-killing craft
which I possess, seemed to be sprinkling water ...” Priests might not be
religious experts in general, but they knew the correct methods to use
for the divinity they served, whereas others might lack this knowledge;
their knowledge could therefore be described as téxvn. In Euthyphro 14e,
Plato’s Socrates suggests that piety and gifts to the gods could be seen as
an gumopikn Téxvn. Iph.’s priestly expertise is of a particularly unusual kind;
this is the first time she explains what it actually involves (see g§5—4on.).

54 USpaivev: infinitive with 8o understood from #5oe at 0. At a sac-
rifice, the priest or priestess sprinkles the animal victim with water just
before the kill (see 40n.). t8paivew, however, unlike kordpyopon (40, 1154)
and yepvimTopan (622), is not a technical term relating to this action, and
may thus be linked with pouring water in other contexts: the funeral liba-
tions for Orestes (Whitman 1974: 8) and perhaps the purification rituals
for Orestes and the statue of Artemis (Trieschnigg 2008: 475-8).

55 KAaiouca: the word is emphasised by its appearance at the begin-
ning of the line, with a strong break in sense following.

ToUvap § 08: cupPaAiw T68s: although professional dream interpreters
are known from Homer onwards (e.g. /l. 1.59), amateurs also tried their
hand at deciphering prophetic dreams, as does the disguised Odysseus
in Od. 19.535-58 (though Penelope is sceptical). In tragedy, the most
famous dream interpretation is Orestes’ recognition that the snake which
Klytaimestra gives birth to in her dream is himself (Aesch. Cho. 523-50).
Iph.’s interpretation here relies on traditional imagery of support: cf.
Aesch. Ag. 897-8, and see Alexiou 2002: 193—4. The added twist is that
though reasonable enough itis incorrectin a crucial particular; the dream
will be fulfilled in a more literal manner than the dreamer imagines.

56 xaTnpéaunv: g4on.

58 XépviPes: a xépviy is a basin containing water for hand-washing (xeip,
viTTw) or for sprinkling water on the victim (see Van Straten 1995: §1—43,
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ThesCRA v.168-70); the word is used quite often in this play referring
*metonymically to sacrifice in general (see e.g. 643-5n.). See also Dem.
22.78, pairing xépviy with kavoUs (basket) to stand for sacrificial proce-
dure, and the visual depictions of sacrifice given in the above works.

59-60 If Iph. speaks these lines, she anticipates a possible objection
that the dream figure might have referred to someone other than Orestes.
Strophios was Agamemnon’s brother-in-law (918-19 and 918n.), and his
son Pylades is Orestes’ cousin and loyal companion; but it is hard to see
how he could possibly have been regarded as a ‘pillar’ of his uncle' shouse.
According to the interpretation Iph. has just proposed at 57, only a son of
Agamemnon would qualify. Lines 59—60 were probably added to indicate
that she is unaware of the existence of Pylades, which will matter later,
when she fails to recognise the name (249-50). An explanation for her
ignorance is hardly necessary, and the lines should be deleted.

61 xods: liquid offerings to the dead, an important part of funerary rit-
ual; they are described at 160ff. (on which see 159-66n.).

62 &molo’ &mévti: ‘[myself], being absent, to him who is absent’.
Rather than giving libations directly to Orestes’ corpse or ashes, Iph. will
pour them in his absence, while Orestes will receive them from a sister
who is absent. This gives a much neater sense than wopotc’ &mwoévTi, while
the reading of L, mapoloa avTi, makes no sense. Normally xood would be
poured at the tomb, and so to perform the rite in absentia is second best
(TalTo y&p duvaiued &v).

63—5 oUv TrpooTrédoioty ... é&peiowv: the audience is here informed of
the identity of the chorus, as also of the fact that the prologue will con-
tinue further before the parodos. It is understandable that Thoas has
given the Greek priestess Greek handmaidens, but their ethnicity will
later be crucial in the escape plot.

65 sy 0w 86uwv: a clear stage direction; it is essential for the plot that
Iph. does not overhear the following dialogue and so realise the identity
of the new arrivals. Like Ion (Jon g15), who is, however, a vewképos (tem-
ple caretaker) rather than a priest, Iph. lives in the temple of the deity
that she serves.

67-122 Orestes and Pylades discuss how best they should attempt to steal the
statue of Artemis. The second part of the scene introduces Orestes and
Pylades, intent on the task that has been laid upon Orestes by Apollo, as
gradually becomes clear. They identify the place where they have arrived,
before Orestes addresses Apollo, giving the audience the explanation for
their presence among the Taurians: the Delphic god has told him that he
can finally rid himself of the remaining Erinyes, who are pursuing him
after the murder of Klytaimestra, if he brings the statue of the Taurian
Artemis to Attica and establishes it there. Orestes then addresses Pylades,
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suggesting some approaches to the theft of the statue, but despairing
at the difficulty of the task. Pylades strengthens his resolve, and the two
make their exit in order to hide until nightfall, when they will make
their attempt. As the meeting and recognition of Orestes and Iph. par-
allels the established story of the meeting between Orestes and Electra
(Introduction, pp. g-10), so too this second part of the prologue, and
its relationship to the first half, is comparable to the second part of the
prologue of Euripides’ Electra (83-111).

67 Orestes and Pylades enter slowly and warily. Stealth is necessary;
even if the new arrivals were not conscious of the danger in which they
stand as Greeks (or non-Taurians), their plan to steal the cult statue of
Artemis would necessitate the utmost caution.

8pa here combines the sense of looking with that of being careful, keep-
ing a watch: ‘look out!’

69—70 ‘Pylades, do you think this is the abode of the goddess, (the
place) to where we sent our seafaring ship from Argos?’ The pair are
identified for the audience by Orestes’ naming of his friend, and (for the
slower-witted) by Pylades’ reply at 71. Line 770 breaks the regular *sticho-
mythia and could be a later addition to supplement the sense; sticho-
mythia is often quite allusive. It is, however, roughly balanced by 75-6.

71 ooi 8t ocuvSokeiv Xpewv ‘one must agree with you’. ypecov with éom
understood (‘there is need’) is a very common usage in tragedy.

72—5 These lines describe the altar and, probably, the temple exter-
ior. The altar, like the rest of the sanctuary (see Bacon 1961: 132-6) is
remarkably Greek in form. An altar normally stood outside the temple,
and would show bloodstains from the sacrifices performed there, since
it was usual to spatter it with the victim’s blood (Burkert 1985: 59, Van
Straten 1995: 104, and esp. Ekroth 2005); in this case Orestes and Pylades
interpret what they see as the remains of the human sacrifice, specifically
of Greeks, which they know to be practised here. 8pryxapata, if correct,
must refer to the altar copings. The manuscript reading TpixwuaTa,
‘growths of hair’, makes little sense and may have come into the text due
to the interpretation of the oxiAa as human heads (below), with perhaps
a glance at Iph.’s dream of the plllar growing human hair. 8pryxois ... U7
avTols, ‘under the actual copings’, may then refer to the temple copings,
where one might expect objects to be displayed rather than on the altar.
Many commentators assume that the okiAa (‘spoils’) in 774 are the severed
heads of victims, which in the account of Herodotus (4.10%, Introduction,
p- 16) the Taurians set up on poles (&vacTtaUpouot), presumably in the
sanctuary (somewhat as the Greeks fixed heads of cattle to the walls, on
which Van Straten 1995: 159-60), but there is nothing in the text to jus-
tify the assumption that Euripides has this custom in mind. Even though
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a fourth-century vase shows a human head in the temple (Introduction,
P- 45), such paintings are far from production snapshots, and it is better to
assume that the okUAa are clothing, weapons, and other equipment taken
from the sacrificial victims and dedicated as firstfruits or part-offerings,
the normal meaning of &xpo8ivia: see Mastronarde on Phoen. 209 and Jim
2014: 45-6. On the whole description, see Wright 2005: 185.

73 Eav®: gavBos covers a range of yellow to brown; here it must be
brownish, the colour of dried blood.

75 Yy here indicates agreement with what has been said and at the same
time adds something, namely that the ‘spoils’ have been taken from dead
strangers. This is a common usage in tragic *stichomythia: see Denniston
1954 133-5-

76 This line must belong to Pylades, who probably suits the action to
the words by moving off a short distance for a little while. Orestes is thus
able to address Apollo in solitude, before turning to Pylades again at g4.

77-103 Orestes’ speech. Orestes’ vengeance on Klytaimestra is always
closely linked in tragedy to oracles given by the Delphic Apollo, and his
pursuit by Erinyes after the deed is also traditional. Much less familiar,
and possibly Euripides’ own invention, is Apollo’s advice to Orestes that
he can make an end to this persecution by bringing the image of the
Taurian Artemis to Athens (Introduction, pp. 8-9). There is as yet no hint
that Euripides is giving any acknowledgement of the Aeschylean version,
where Orestes is finally rid of the Erinyes by the casting vote of Athena in
the Areopagos court (see 968—71n. and Introduction, pp. 5-6). As well as
supplying the audience with the necessary plot information, the first part
of the speech expresses Orestes’ sense of his endless difficulties and the
near impossibility of the task he must accomplish.

77-9 ‘Why (to what end) have you once more led me into this snare
with your prophecies, once I had avenged my father’s blood through kill-
ing my mother?’ The words indicate that Euripides is following the tradi-
tional story in which Orestes consults Apollo before killing Klytaimestra,
and again afterwards in an attempt to rid himself of the Erinyes. The
metaphor of hunting with nets is also traditional, inasmuch as the net
is a powerful and recurrent image in Aeschylus’ Oresteia trilogy. But
the expected picture of the Erinyes as the hunters is at first replaced by
Apollo, normally Orestes’ protector, driving him into a hunting-net, per-
haps actually in alliance with the Erinyes.

79-81 ‘And we (=I) are driven as fugitives, uprooted from (my) land,
and I have completed (cf. gon.) travel on many roads which turn back on
themselves.” &iadoyais indicates apparently endless numbers or successive
attacks, rather than literally ‘relays’ of unplacated Erinyes. Orestes’ many
wanderings as he tries to shake off his pursuers are a sign of his suffering,
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but may also hint at an aetiological element, since he was associated in
myth with various Greek localities, sometimes together with Erinys-like
beings: see Introduction, pp. 5-6 and n. 14. For the language, compare
the later account at g41-2: petadpopais Epwiev | Alauvdpeodo puydSdes.
(Hence the conjecture diadpopads in this passage.)

8popous ... kaptripous: the metaphor is that of a racecourse, where the
xautn marks the turning-post; see 82—gn.

82—-9g2 When Orestes retells his story to Iph. (940-86), he says that
Apollo’s response at this point was to send him to Athens to undergo trial
at the Areopagos; when some of the Furies are still not convinced by his
acquittal, he goes for a third time to Delphi, and is told to bring back the
Taurian Artemis to Attica. But at this point to go into such detail would be
inappropriate to Orestes’ mood, his (and the audience’s) sense of danger,
and the overt purpose of his speech.

82-3 TpoxnA&rou pavias: the pursuit by Erinyes brings madness in
Aeschylus, where the chorus interpret Orestes’ vision of the Furies as a dis-
turbance of mind (Cho. 1048-62), and the ‘binding hymn’ of the chorus
in Eumenides describes itself as Topakotd, Tapagopd, ppevodalrs ... déouios
ppevév (Fum. §30-2, 342—5). In this play, the madness is vividly described
in the Herdsman’s speech (281-308 and nn.), and similarly in Orestes the
insanity is sporadic, marked by hallucinations and symptoms reminiscent
of epilepsy. The madness is ‘wheel-driven’ (cf. Or. $6, El. 1252-3, where
TpoxnAateiv is used as a verb, again in connexion with Orestes’ madness),
a metaphor from chariot racing, suggested also in the previous line by
the 8pduous ... kautiuous, ‘roads with turnings (back)’; the sense is one of
violent, rapid, and precarious motion. The language of 81— invites com-
parison with the later narrative at g71: 8pdpois dvidpuToic HA&oTPOUY |
&ei. The image of Orestes as a charioteer who has lost control of his horses
first occurs at Aesch. Cho. 1022-3.

84 This line is identical, apart from the verb form, to 1455, where it is
a perfect fit for the context (weprmoA&dv explaining Artemis’ new epithet
Taupotdros). Itis unnecessary here, and probably derives from a marginal
note comparing passages.

86 "ApTepis co1 cUyyovos: many Greek cults of Artemis, and many more
of non-Greek goddesses identified with her, seem to indicate a personality
rather different from the sister of Apollo. But the mythological connex-
ion is nonetheless a strong one, and is naturally brought in here. The
brother-sister pairing reflects that of Orestes and Iph. on the human
level, a parallel made explicit at 1401-2 (see Introduction, pp. 41-2).

88 oupavol Treotiv &ro: very ancient cult statues were thought particu-
larly venerable, and this tale was told of several, notably the Palladion,
the talismanic statue of Athena in Troy which was identified with one
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of Athena’s statues in Athens (among other places). See Burkert 1985:
91 n. 84 and Platt 2011: 96—7 with n. 68, comparing images from the
sea as a form of divine epiphanic arrival. The testimony is mostly late,
but Euripides’ use of the motif suggests that it was already known. Here,
Orestes attributes the belief to local (if we should read oUv8&8e) or gen-
eral tradition, in either case, we must assume, repeating what he has been
told by Apollo. From the audience’s point of view, paow (87) may act as
a distancing device, expressive of the uncertainty of traditions remote in
space and time.

89 Results may be gained by skill or through luck or chance; the antith-
esis is pointed through the assonance between téxvn and tixn, as also in
On Ancient Medicine 1—2, 12, with other Hippocratic texts, and, in tragedy,
at Agathon 7rGF 1 fr. 6 and (with an emendation) fr. 8. See Whitman
1974: 6-7.

90 xivduvov ékmAfoavt ‘undergoing danger to the end’, with the
notion of completeness, like ¢g¢mAnoa in 81.

Afnvaiwv xfovi: so far in Orestes’ account there is no reason for him to
bring the statue to Attica, and so this instruction is somewhat puzzling,
though an Athenian audience may have found it easier to accept; his earl-
ier experiences in Athens are not narrated until g43-67.

91 oUsiv éppnbn Trépa: 978 shows that the ‘gift’ of the statue is to include
its establishment (¢yka®18pUoan, 978n.) in a cult place, but no instructions
on its form of worship are given. These will be revealed by Athena ex
machina at the end of the play (1456-61). The line is not contradicted by
the next, which is not a command but a revelation of the consequences
for Orestes if he performs what he has been told to do.

93-115 In the second part of the speech, Orestes turns to Pylades, who
must be presumed to have returned to his side after examining the neigh-
bourhood, and reviews possible methods of stealing the statue. Should
they scale the outer temple walls, or try to force the doors? He gives in
to despair at the danger and difficulty of the task, before his nerve is
strengthened by Pylades.

93 Teioeis oois Adyoroy: a first indication of Pylades’ role in embold-
ening Orestes, picked up in 104-5.

94 &gevov: the ‘inhospitality’ of the Taurian land, with a reference to
the Axeinos/Euxeinos Pontos (Black Sea, usually in this play itself called
&ge(1)vos; see 125n.), is a recurrent motif in the drama. At 75 it is already
revealed that previous &¢vor have been killed.

96—7 &uifAnoTpa ... Toixwv ... UynA& ‘high encirclings of walls’, for
‘high encircling walls’. Line g6 has an unusual rhythm, with a marked
break in the first metron and the caesura obscured by the close connexion
of y&p, unusually late in the line, with the preceding word (&ueipAnoTpa).
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97 xMpérwy TrpocapPéotis: the ‘upward approaches of ladder-steps’ is
a periphrasis for ‘ladders’. Having pointed out the height of the walls,
Orestes wonders how to get over them, but concludes that if they try they
will be seen. The phrase, paralleled in Phoen. 483, 1173, Bacch. 1219, is a
plausible correction for dwudTwy Tpds duPdoers, ‘towards the ascents of the
building’, which is obscure.

98 é&v is sometimes repeated for emphasis (Smyth §1765b); here, it
stresses the unlikeliness of avoiding detection: ‘however could we ...?’

99-100 Orestes’ second idea is to use crowbars to force the bolts
(xoAxkdTeukTa KATIBpa) of the temple doors, but he realises that death will
be the inevitable result of detection. This much is clear, but the text is very
uncertain. As it is transmitted, Orestes appears to break off his sentence: ‘Or,
loosening the bronze-crafted bolts with crowbars, of which we know nothing —
But if we are caught opening the doors ...” This is not very satisfactory, since
in addition to the syntactical awkwardness it adduces two objections to the
plan when only one is necessary. Alternatives are: (a) emending v oG8ty
iopev, though no entirely convincing emendation has been proposed; (b)
retaining MS p&Boipev for AdBopev at g8 and deleting g9, resulting in ‘how
could we learn what we do not know?’, presumably where to find ladders,
though this is not very clear; (c) assuming a line has fallen out after gg.

100 &voiyovTes: a common alternative form of the present participle,
as if from *&voiyw rather than dvotyvupu.

104-5 Pylades emphatically rejects Orestes’ despairing conclusion. His
rhetorical strategy is to encourage Orestes with the implication that his
apparent cowardice is not characteristic (also reassuring the audience)
and that they are in this together (‘it is not our custom’). His follow-up
point, made in the second of two end-stopped lines linked by pév and &¢,
is that they should not dishonour the god’s oracular pronouncement; this
recalls his crucial intervention in Aeschylus (Cho. goo—2), reminding the
hesitating Orestes of Apollo’s prophecies.

105 The postponed 8¢ may give emphasis to the word immediately pre-
ceding, 8eo¥, but it is also metrically convenient: cf. §8o.

106-12 Pylades’ practical advice now follows: they should hide in a
cave, at a distance from their ship, until nightfall, and then make their
attempt. This is sensible, but it draws our attention to the awkward fact
of the ship — surely the vessel will in any case alert the Taurians to the
presence of strangers? Pylades’ proposal to keep at a distance from the
craft does not quite deal with this. In fact, the sight of the ship comes as
a complete surprise to the Taurians delegated to accompany Iph. as she
purifies the statue and the intended victims (1945ff.). The cave the pair
choose is identical with the ‘hollow cliff” (26g) where the Herdsman and
his companions will later spot them.
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107 ‘... in caves which the dark sea washes over with moisture ...’

110 vukTos Supa Avyaias: dppa and synonyms are often used in poetic
language to indicate ‘appearance’, and this phrase (‘the face of shadowy
night’) is closely paralleled in Phoen. 543, as well as Aesch. Pers. 428.

111-12 §oTov ... &yadpa: the adjective (‘polished’) may be an etymo-
logical allusion to the word &éavov for the statue (see Donohue 1988:
9-12), though this is, perhaps surprisingly, used only once; see 1459n.

112-14 Mention of wédoas unyavas leads Pylades to consider a possible
unyavn — entering the temple through some empty space. The text is,
however, corrupt and/or lacunose. As transmitted it would mean some-
thing like: ‘But see inside the triglyphs, to where (or, with an emendation,
where) an empty (space) to let down a body’, and it has often been sup-
posed that the proposal is to enter the temple through a space in the
frieze. But there are serious problems with this. Even if eioco could mean
‘between’, there is no evidence that there were ever empty spaces between
triglyphs (the vertical sections of the frieze on a Doric temple). It is pos-
sible that ‘triglyphs’ could be used to mean the frieze as a whole, as seems
to be the case in Or. 1372 and probably Bacch. 1214, in which case some
sort of space between the frieze and the roof is envisaged; or more likely
(Roux 1961) ‘within the triglyphs’ might refer to the whole roof space,
and Pylades is pointing out a hole in the roof. The linguistic problems are
more intractable. The combination &¢ ye should be strongly adversative,
which is inappropriate for the sense (Pylades is backing up, not contra-
dicting, his previous words), and the construction of the infinitive xaBeivon
is obscure. We can, however, be reasonably certain that the suggestion is
indeed to enter the temple through some empty space. See also Kovacs
2008: 4-6.

114-17 Pylades gives two reasons for not giving up. The first is a gen-
eralising noble sentiment: ‘the brave/good dare (to take on) trials, but
cowards are nowhere’. This is in accord with standard aristocratic Greek
ethics as seen notably in the epinician poetry of Pindar, where the vic-
tor is typically praised for striving in a way appropriate to his status and
excellence, and paralleled elsewhere in Euripides: fr. 247, from Archelaus,
further links the obligation laid on those of good repute with youth (cf.
122), while fr. 519 (from Meleager) reiterates the idea that cowards ‘do
not count’ (oUk #xouow ... &p1Budv). The second (attributed to Orestes in
the manuscript, deleted by some editors, and moved elsewhere by others)
is a more practical point: ‘we have certainly not come a long journey by
oar but will start again from our goal on our return journey’ (ou negates
the whole statement, not just the first clause, so the sense is that they have
not come such a long way only to return home). The lines cannot belong
to Orestes, since 118 must introduce his reply to his friend. For ou8apot
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(115), ‘out of the running’, see Collard and Stevens 2018: 111; the dou-
ble negative is emphatic.

120-1 ‘For I will not be responsible for (letting) the god’s proph-
ecy fall useless. (We) must dare.” Having accepted Pylades’ argument,
Orestes adds a further point: for his part, he will not neglect the god’s
oracular command and cause the divine plan to fail (whatever the god
himself does). The manuscript reading 16 ToU 8eol y’ odTiov yevioeTou, by
contrast, should mean that the god would not allow his pronouncement
to go unfulfilled. Even given Orestes’ newfound resolve at this point,
this would be a remarkable contrast with his earlier negative attitude to
the Delphic Apollo, and does not fit well into the sequence of thought
between 118-19 and 122.

122 ‘No labour provides an excuse for the young’, the young have no
excuse for not taking on toil and hardship. Again this is a commonplace:
fr. 297 (above, 114-17n.) and fr. 461 (from Cretan Women) are further
Euripidean examples.

129-235 PARODOS

The parodos, like those of Med., Heracl., El., Tro., Ion, Hel., and Or, is div-
ided between the chorus and an actor (in some cases more than one
actor participates). Here Euripides uses the form to establish the import-
ant relationship between protagonist and chorus. Although many of
Euripides’ plays have a female chorus who are sympathetic to the female
protagonist, the bond between Iph. and the chorus of Greek women in
this play is particularly close; not only are they her servants, they are in the
same position of unwilling presence in a foreign land. The closest paral-
lel, as often, is found in Helen.

As if beginning a ritual for the goddess, the chorus launch into some-
thing like a processional hymn, starting with an invocation to Artemis,
which leads into a recollection of their enforced transition from their
homes in Greece to their current position. But, as we know from her pro-
logue speech, Iph. has summoned them not to worship the goddess but to
assist in an improvised funeral ritual for her brother. Lamentation is itself
part of such ritual, and Iph. as chief mourner begins the dirge (at 143),
which the chorus answer at 179 (&vtiydAuous cd&s indicating the format).
But Iph. also pours out xoai, drink-offerings to the dead, one of the most
important and characteristic actions in funeral ritual (159—73), giving the
parodos a central visual component. From this point on, both chorus and
Iph. extend their lament to the house of Atreus more generally, and finally
Iph. laments her own fate, returning to the death of Orestes, as the final
blow, in the last lines. The division of lines given in L is plainly impossible
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at some points, and there has been some disagreement among modern
editors. The chief difficulties concern lines 129—-5 and 188-201: see below.

Metre

After the anapaestic introduction, the song proper opens with two dochmi-
acs in ‘dragged’ form, the penultimate syllable lengthened so that the unit
consists of five long syllables. This introduces a system of lyric anapaests
which is heavily spondaic, common enough in anapaestic lyric, but appro-
priate here not only because of the solemn tone of lament but also because
suited to the action of libation. The units are mainly dimeters, with some
single anapaestic metra and a few possible tripodies. Despite the chorus’
claim to sing ‘answering songs’ (177) there is no strophic responsion.

129 —-—-= ———= an dim
-——- an

125 ———= — == — an dim
————— dochmiac (‘dragged’)
————— doch

——————— anapaestic dimeter catalectic
——————— an dim cat
130 T VIVE VRV an dim
——————— an dim cat
—vu—— ——— an dim cat
———————— an dim
185 ———= —== an dim cat
——————— an dim cat
CU—Uu— vu— U an dim
e —vu—uvu an dim
———————— an dim
140 ——== —=== an dim
—vu—— —vu—~— an dim
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-——— an
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123-5 Iph. re-enters from the temple, accompanied by one or more
attendants (168—gn.) bearing the equipment for the offerings to Orestes.
At the same time the chorus make their first entry along the parodoi (or per-
haps one parodos representing the road from the town; see Introduction,
p- 23). As priestess it is appropriate for Iph. to command silence at the
beginning of a ceremony, and the chorus, composed of her servants and
assistants, follow up with an address to the goddess.

L assigns the whole of 123—36 to Iph., but at least 126—-36 must be given to
the chorus (kAmdouyou SoUAa, 131). Many editors attribute the whole to the
chorus, which is not impossible, but there is a good parallel for a short open-
ing from the main character followed by a choral section in Hipp. 58-72
(also near the beginning of the play and also in a context of prayer), and
her initial command nicely establishes the important relation between her-
self and the chorus, as well as indicating her authority in the Taurian com-
munity (she addresses the whole population, as masculine vaiovtes shows).

123 eupapeit: properly ‘speak words of good omen’, but when it
appears as a command in a ritual context edgnueiv means ‘be silent’. It is
usual to address the bystanders with this command at the beginning of a
ceremony, to avoid inauspicious or unseemly noises. See Naiden 2012:
149-51 and for an extended treatment, including the literary use of the
concept, Godde 2011. If Iph. speaks the words, she opens her prayer to
the goddess by in effect commanding silence from the local inhabitants
and enjoining auspicious words from her attendants.

123-5 Sioods ouyxwpouoas TréTpas: vaic may take a direct object of the
place inhabited. The ‘clashing rocks’, Symplegades, are known chiefly
from the Argo story (Pind. Pyth. 4.209—-10; E. Med. 2, Ap. Rhod. 2.917—4o0,
549-610) as a variant of (or addition to) the ‘wandering rocks’, Planktai,
mentioned in this connexion in the Odyssey (12.59-72). They were said
to be situated at the entrance to the Black Sea from the Sea of Marmara,
and are here referred to *metonymically to indicate the Black Sea area
in general. (In fact, Tauroi is a long way from the Black Sea entrance; see
Introduction, pp. 17-19.)

125 Euripides links the inhospitality of the area, extending as far as
the slaughter of ¢voi, to the name of the Black Sea itself. Although here
and in some other passages the manuscripts have ‘normalised’ the sea’s
name to eUewos, &ewos/&Eevos appears in other parts of the text and
should probably be read throughout. It is possible that &ewos was the
original form of the name, deriving from Old Iranian aysaéna, ‘dark’, and
re-formed in Greek to mean ‘inhospitable’ (Allen 1947).

126—36 In response to Iph.’s command for egnuia, the chorus begin a
sort of hymnic address, although after a brief invocation to Artemis they
focus more on themselves and their temple service in a strange land.



130 COMMENTARY: 127-132

127 Aixktuvy’ olUpsia: Diktynna was originally a Cretan goddess with
a famous sanctuary in Kydonia (Hdt. g.59.2), and identified with the
equally Cretan Britomartis by later writers. In the fifth century she was
often identified with or approximated to Artemis (cf. Ar. Frogs 1558,
though the name Artemis there may be a gloss), as here (‘Leto’s child’).
Both Diktynna and Artemis are associated with wild places (oUpsia, ‘of the
mountains’).

128—-9 ‘... to your court, the gilded copings of the lovely-pillared tem-
ple’ (vaév, plural for singular). Again the temple is described as resem-
bling a Greek building (cf. 72—5 and n.). For gold used in the decoration
of temples, cf. xpuonpeis oikous, Ton 157.

130-1 Lit. ‘Slave of the sanctified keyholder, I send my sanctified
maiden foot’ (to your court, wpds o&v avAdv, 128). The chorus stress the
religious propriety of their arrangements. 8otos indicates not something
holy in itself, but something which is acceptable to the gods. Just as the
temple resembles a Greek one, so (aside from the crucial particular of
the human sacrifice) the style of worship practised here is reminiscent
of Greece, with the chorus representing a group of young girls such as
those who are often gathered for the worship of Artemis. But they are also
slaves, an important factor in their depiction; here they refer to them-
selves specifically as the personal slaves of Iph. See Introduction, pp. 40-1
and Kowalzig 2013: 209—4.

kAmidoUyxos, ‘keyholder’, indicates ‘priestess’, and the verb kKAmouyeiv
is used later (1463) to describe Iph.’s future position at Brauron. The
word can be used of male priests also (Hypsipyle, fr. 752h28 = Bond fr.
1.iv.28), but whereas grave reliefs of priests give prominence to the sacri-
ficial knife, priestesses are depicted holding the huge temple key, so that
their role as keepers of the divine house is emphasised (Connelly 2007:
92—-104, showing also vase-paintings of Iph. herself holding the key, evi-
dently inspired by this play).

132-5 ‘leaving the towers and walls of well-horsed Hellas, and Europe
with its pastures of fine trees’. The construction ‘EAA&Bos ebimrmou TUpyous
kai Telyn is in a sense reversed by the following xéptowv ... ed8¢vdpwv ...
Edpcomav. In the first, EAM&Sos is a genitive of possession, while yopTwv
euB¢vdpwv is a descriptive genitive. As we learned at 64, and as no doubt
was obvious from their dress, the chorus are Greek women; later we
discover that they are war captives, sold on into the Tauric Chersonese
(1105-15). The passage is reminiscent of Mardonios’ advice to Xerxes in
Hdt. 7.5.3, both in the nearsynonymous use of ‘Hellas’ and ‘Europe’, and
in its characterisation of the land as fruitful and full of trees. The land of
the Scythians, on the other hand, does not produce wood (Hdt. 4.61.1) —
although the Taurians pasture their cattle among trees (261). The walls,
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towers, and horses suggest the warlike capacities of the people as well as
their cities (for horses, cf. iwmév T "Apyos, 700). The emendation Edpcotav
(the river of Sparta; cf. 400, where it is mentioned in parallel with Dirke,
the river representing Thebes) for Edpcdmav has found some favour, but
is unnecessary. The fact that the Taurian peninsula itself was considered
technically to be in Europe, though known to Herodotus (4.45.2 attests
the river Phasis as the boundary), would probably be lost on a majority of
the Athenian audience, for whom places east of Greece would be ‘Asia’;
and there seems no point in identifying the chorus as natives of Sparta in
particular. Elsewhere they are Greeks of unspecified cities.

137 The chorus cease their address to Artemis and turn to her priest-
ess, who at 63—5 gave us to understand that she had asked them to attend;
evidently she has not told them why.

138 &yayss &yayss: this simple kind of repetition (*anadiplosis) is
characteristic of Euripidean lyric, and parodied by Aristophanes in Frogs
1352-5.

139—42 ‘O child of him who came to the towers of Troy with glorious
sailing (lit. oar) of a thousand ships and ten thousand sets of arms ...” The
chorus address Iph. with an elaborate and heroic periphrasis, honouring
her as the daughter of Agamemnon, conqueror of Troy, looking back to
her own proud awareness of her paternal ancestry (as evidenced in her
prologue speech), but also with some irony, given that they and she are as
yet unaware of his fate. yiliovaton pupiotetyer (note the repeated metrical
and semantic form, with large number plus noun) again emphasises the
scale of the expedition (see 10n.). Agamemnon’s journey and victory over
an Asian city contrasts with the women’s unwilling travel to Asia in the
previous lines (see Introduction, p. 18).

It is likely that some words describing Agamemnon have fallen out
before Atpeidav tév kAewdv. The manuscript reading of the preceding
words is xihovauTa puptoteuyols; emending the latter to uuploteUyous gives
two genitives qualifying ToU éA8dvTos, yet the words are far better applied to
the expedition (xomer) than to its leader. A suitably honorific description
is then required for Agamemnon, of which the genitive plural Atpeidav
TGV KAewddv can be only part. A less satisfactory alternative is to supply a
single word, e.g. y¢vos or omépp’, so that the line refers again to Iph.; but
‘child of the glorious sons of Atreus’ is a strange description.

143-56 In answer, Iph. revisits the dream she has earlier recounted and
the interpretation she has given it, but this time in lyric style — with the
appropriate vocabulary and arrangement of words, but also elliptically and
with much lamentation. Treatment of the same material, by the same char-
acter, in both lyric and trimeter form is a notable feature of tragedy, allow-
ing a situation to be explored in different registers, but it is more common



132 COMMENTARY: 143-148

for the lyric version to precede the spoken trimeters: see, e.g., Heath 1987:
126. Iph. tells the chorus that she has had a dream in consequence of which
she believes her brother dead, and begins to offer him funerary libations.

144 SucBpnvATols ... Bpnvois: this expression is rather different from
the usual noun-and-adjective grouping where the noun’s root is repeated
in the adjective with a negative prefix (a-privative or duc-), which is a very
frequent figure in tragedy (e.g. Soph. OT 1214, &yauov y&uov, ‘marriage
which is no marriage’; /7216, vippav ... 8Uovupgov, ‘a bride ill-bridalled’;
cf. 201, 566, 889). Such examples are *oxymoronic and usually, though
not always, negate something that normally has positive connotations.
Here, the effect of the adjective is to intensify the noun’s negative associ-
ations. Comparable is 209—4, SuoBaiuwy daipwv, and closer still Soph. Ant.
1276, wévor ... SUoTovor.

144-5 s ... fykapar ‘how (exclamatory use of cs) I'lie in the midst of
(am beset by) ...’

145—6 T&v oUk elpoucov ... po&v (roughly ‘the cry without well-omened
music’) and &AUpois éAéyors (‘with lyreless elegies’) may each express
a similar point, contrasting the musical form of the lament being sung
(thus self-referential) with the joyousness which music often suggests. ouk
eUpoucov does not mean ‘unmusical’, and &AUpors may similarly convey no
more than ‘lacking in celebration’. But it is also possible that Euripides
alludes to the association of elegy with the aulos rather than the lyre, and
rather more clear that he refers to a view which links the elegiac metre
with lament and an etymology (certainly current in later times) from
¢ & Aéyew, showing his interest in the history and theory of poetry: Bowie
1986: 22—7. (Some editors change £ ¢ in line 147 to oiof, which suits the
metrical context if the text mentioned below is adopted, but removes the
etymological point.) The topos of sound without joyful music, especially
without lyres, is a familiar one in tragedy (e.g. Aesch. Ag. 99o, E. Phoen.
1028, and almost certainly the exact phrase &Aupov &éAeyov at Hel. 185). Cf.
below, 184—5: T&v &v poAtais “AiBas Uuvel diya Toadvoov.

An alternative method of dealing with L’s unmetrical text in these lines
is to retain the genitives in T&s oUk epovoou poAmds and delete Bodv: ‘in
lyreless elegies of the melody without joyful music’.

147 #v xndsiois oiktois: juxtaposed with ‘laments’, the obvious meaning
of xndeios is ‘pertaining to a funeral’. But since the root meaning of «fi8os
is ‘care, concern’, there is an underlying implication of ‘laments for loved
ones’.

148-9 ‘Disasters come upon me, disasters, as I weep for my brother’.
&tn in tragedy generally means ‘ruin, disaster’, rather than its typical
epic sense of the kind of catastrophic misjudgement which precipitates
a disaster.
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150-5 From the presumed death of her brother, Iph. moves to its cor-
ollary, the end of her father’s oikos, in accordance with the dream inter-
pretation which originally (55—7) led her to make the connexion in the
opposite direction, and finally to Argos as a whole, where troubles derive
from those of the ruling house.

150-1 ‘Such a vision of dreams I saw in the night whose darkness has
passed.” Toiav is exclamatory; i86uav, like epic i86uny, is unaugmented aor-
ist middle, equivalent in sense to the active. é&¢pyopan often has a temporal
sense, referring to the end of a period of time.

156 T&v "Apys poxBwv: genitive of exclamation, ‘alas for ...’

157 8oipov can indicate either a god, or some vague external force
bringing about a sudden (usually unpleasant) change: for the range of
meaning, see Eidinow 2011: 44-75.

158-9 ‘you who rob me of my only brother, sending him to Hades’.
ouA&v (with double accusative) is a strong word, something like ‘plunder’.
Those who lament focus frequently on the effect of the death on them-
selves, sometimes even reproaching the dead person for dying (Alexiou
2002: 182—4); Iph. does not go that far, perhaps because her lament is
about to modulate into the making of offerings to the dead man.

159-66 ‘... for whom I intend to cause these offerings and this bowl
of the dead to make wet the surface of the earth: streams from mountain
cattle, and the winy pourings of Bacchos, and the work of darting bees,
which are poured out as things to soothe the dead’. yoai, the ‘pourings’ of
liquid offerings to the dead and sometimes to underworld deities, are dis-
tinct from omov8ad, libations to the gods, although both may be included
in the word Aoipai (164, 169; cf. Soph. El 51-3 for the use of Aoipai in
connexion with funerary ritual). Both kinds of offering may involve the
liquids mentioned here (milk, wine, honey), as well as water and oil,
although in omovdai wine is by far the most commonly used substance,
and conversely, it is sometimes prohibited in xoai. The distinction resides
in the method of pouring: omwovdai are poured sparingly, from a cup or
mixing-bowl usually on to a nearly flat dish and thence on to an altar or
sometimes the ground, while in xoai vessels are emptied completely, into
the earth (at the tomb where appropriate and possible). For the ritual,
see Garland 2001: 118-15. Iph. is aware that she is unable to perform the
ritual in the best way at the tomb (61-2, 173—4), but in other respects her
words suggest the ceremoniousness of the actions. Libations of different
sorts are frequently described in tragedy, e.g. in great detail at Soph. OC
468—-90. The elaborate periphrases for the liquids, recalling the descrip-
tion of the liquids used in the ritual for Darius in Aesch. Pers. (610-15,
perhaps a model for Euripides), emphasise their value and purity. The
vessel used is entirely of gold (168), a substance not only valuable but
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pure (cf. 1216n.). Evidently the three liquids are mixed together in one
bowl (kpaTfipa, 160).

159—60 xo&s ... kpaTiip& Te: ‘choai and bowl’ is equivalent to ‘a bowlful
of choai’.

161 Uypaivewv: the normal construction with acc. of the thing made wet
and dat. of the wetting instrument (‘to wet the ground with libations’) is
here reversed (‘to wet/pour libations on the ground’).

165 fouB&v ... peAdicodv: the word §ouBds seems not to be a colour term,
probably referring instead to rapid movement or the glancing effect of
light. It may be, however, that in Euripides’ time the word had become a
conventional epithet with little or no sense of its actual meaning remain-
ing: Silk 1983: g17-19.

mévnua: for honey or honeycomb as the toil or work of bees, cf. Pind.
Pyth. 6.50 pehocdv ... TpNTOY TOVOV.

166 8:AxThpia: ‘comforts’, with a sense of gifts which will gain the good
will of the dead person. The word echoes uetiiktfpia in the correspond-
ing description in Aesch. Pers. (610); cf. also E. Hec. 535-6, where xoai
are called knAntnpiot (propitiatory). The dead, even when close kin, are
potentially dangerous and must be kept on side.

168—-9g Iph. speaks here not to a member of the chorus, who were
unaware of the reason for their summons (13%), but to a silent attendant
at her side.

170-8 Just as prayer accompanies a libation to the gods, so a similar
address to the recipient is spoken as choai are poured. Iph. announces
her action to the dead Orestes and asks him to receive her offering, in
accordance with standard practice (Naiden 2012: 52-5). She further
adds a regretful and part-apologetic explanation of her inability to make
offerings at the actual tomb.

170 Ayapepvéviov: the adjective formed from a personal noun, used
in a patronymic sense, is an epic and tragic alternative to the genitive
case; cf. Tavtédewos, line 1. This form recurs at 1115, with Ayaueuvéveios
at 129o.

171 8d&Mos, from 8&Mw denoting growth and flourishing, is (unlike
8&ANos) always applied to a human offspring. Iph. uses it twice more in the
parodos (at 209 and 233).

172—4 Mourners typically make offerings of hair and shed tears; cf. Od.
24.46. The parallelism suggests that the tears too are perceived as a sort
of offering to the dead, almost a form of yon.

176-8 The concrete expression (‘I lie slaughtered in appearance’,
rather than ‘I am thought to lie slaughtered’) echoes the expression
of 6-9, ‘whom ... her father slaughtered ... as it seems’). & TAduwv
(‘miserable one’) reflects the situation of both the supposedly sacrificed
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and the real Iph., far from her homeland and bereaved of her brother.
See Introduction, pp. §2-3.

179—202 The chorus take up Iph.’s lament, recalling the tribulations
of the royal house of Argos, of which Orestes’ supposed death and Iph.’s
consequent grief and isolation are the latest instalment.

L gives only 179-85 to the chorus, 186 onwards to Iph., but this cannot
be right: 202 must belong to the chorus (since coi cannot mean Orestes,
who has not been mentioned recently), 204 to Iph. Some editors give
186-91 to Iph., the rest to the chorus (see 187-8n.), but this has the dis-
advantage that the chorus fail to fulfil their signal that they will lament. It
is best to take the whole of 179—202 as the chorus’ response to Iph.

179 &vTtipdApous wid&s ‘songs which are played in response’ (y&Mw is
to play a stringed instrument). The chorus indicate that they will reply to
Iph., although there is no formal metrical correspondence.

179-80 Upvov T AcifTav ..., P&pPapov &x&v ‘and an Asiatic strain, a
foreign sound’. Lament, though a native Greek custom, was in its less
restrained forms often associated with ‘barbarians’, but here, although
the chorus are Greek, the association is especially apt because of the play’s
setting, and no doubt the music was designed to suggest an Asiatic flavour.
In later songs, the chorus will treat Greek themes and emphasise their
own Greekness in a foreign land.

181-5 ‘... the unhappy muse (= song) among laments for the dead
which (tév = &v, fiv) Hades sings in melodies far removed from paians’.
vékuot is a dative loosely attached to 8prvois with the idea ‘intended for,
given to’. The image of Hades himself singing dirges is perhaps compa-
rable with that of Apollo singing paians (lon gos—6), and more gener-
ally with visual depictions of gods engaged in libation and sacrifice: the
deity is thought of as pursuing activities which humans associate with him.
For poAmai dixa mondvwv see 145—6 and n. Paians are typically sung for
Apollo and evoke or celebrate the power of the god to save, so that even
when sung in danger they are hopeful; see Rutherford 2001, esp. 48-50.
Tragedy often juxtaposes or contrasts paians and laments: cf. Aesch. Cho.
342-3, Soph. OT'5.

187-8 Addressing Iph., the chorus identify Orestes as light and sceptre
of her father’s house. For ‘light’ used figuratively to indicate salvation,
see 847—9gn.; for the sceptre see 2g5n. Some have felt that matpiwv ofkwv
should indicate that these lines belong to Iph., but this is not necessary.
The chorus bewail the royal house of Argos because it is quite normal in
lament to adopt the perspective of the chief mourner, outwardly at least:
so at Patroklos’ death, the slave women lament apparently for him, but in
actuality each for her own loss (/. 19.02). In this play, the chorus’ private
troubles come into view only later, in the first stasimon.
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18g—202 In the whole of this section the text of L is extremely cor-
rupt and it is impossible to have complete confidence in any proposed
emendation.

189—91 ‘The origin of the current disaster (t&s viv &ras) was from the
prosperous kings of Argos.” This text incorporates Murray’s correction
7w for L’s tiv’, and Diggle’s supplement in the second line; but it has also
been suspected that either "Apyer or &px& is corrupt. It seems that the cho-
rus here begin to trace the troubles of the Tantalids, which is certainly the
subject of the following lines.

192-5 ... when the sun, changing (course) with his whirling winged
mares, moved the holy face of his beams from its place’. However, at least
one line must have fallen out before or after 192, and from L itis not clear
whether the horses are those of the Sun, as suggested in this text and trans-
lation, or the winged horses of Pelops (for their wings, see Pind. Ol 1.87
and Pausanias’ description of the sixth-century chest of Kypselos, 5.17.7),
the place where Iph. begins her family history in the prologue (1-2).
Some change is necessary to L’s text of 192, but if we reject Wecklein’s
supplement of émei and instead correct oot to fwmois (which in turn
will involve something other than or additional to Paley’s <uetéBac™ in
194) the mares could be those of Pelops with which he won his bride
(1n.) and founded the dynasty. In either case, 13— certainly refer to the
tradition that the sun reversed its course in horror at some point in the
story, perhaps when Atreus’ wife Aerope gave the golden lamb as token
of sovereignty to her lover and brother-in-law Thyestes (Pl. Plt. 269a); cf.
812-17 (the story depicted in Iph.’s weaving) and El. 707—42.

195—7 The text is again uncertain, but the sense must be that after
the golden lamb episode yet more troubles ensued; the next episode was
in fact the murder of Thyestes’ children by Atreus, and the stewing and
serving up of the children to their father. The chorus must be unaware
of the murders of Agamemnon and Klytaimestra, so their words are truer
than they know.

The transmitted text would have to mean ‘different pains of (from)
the golden lamb came to different halls’, but only one house, that of
the Pelopids, has been affected by the golden lamb. No emendation is
entirely convincing.

198 The words and even the succession of short syllables (a strong
contrast with the free use of spondees in the ode more generally) sound
Euripidean, but as they stand they will not fit into the surrounding ana-
paestic pattern. In addition, the two *hiatuses are suspicious, although
the break after gévew could perhaps be justified by rhythm and sense, and
T or T ¢’ added after &yea. Parker suggests the line may derive from a par-
allel passage originally written in the margin, but her view that the line is
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intrusive in sense is not altogether convincing; ‘slaughter upon slaughter,
pains upon pains’ suits the context quite well.

199—202 ‘... whence recompense for the Tantalids who were killed
of old comes upon the house (family), and the daiméon brings things
unwished for upon you’.

mown means the price or penalty demanded by the murder of the per-
son in the genitive, so Té&v Tpdobev Spabévtwv ... Towd Tavtahidav refers to
those descendants of Tantalos who were overcome (SpaBévtwv) by their
own kin. As a consequence (éxPaiver), the chorus say, the family is still suf-
fering, through some divine agency (8aipwv). ometder 8 domoudaoT, ‘has-
tens on things undesired’ (cf. Bacch. 919), is an example of a common
type of *figura etymologica juxtaposing a word with its negatively prefixed
compound; see 144n.

203—35 This section of Iph.’s lament repeats the structure of her pro-
logue speech, moving from the sacrifice at Aulis to her unhappy situation
among the Taurians, and finally to the latest development, the supposed
death of Orestes.

203—4 This phrase is at best highly elliptical: ‘from the beginning
my daiméon was unlucky, of my mother’s girdle and of that night’. It is
likely therefore that some words have fallen out. Iph. is probably think-
ing of her own conception, her mother’s wedding night, Zcvn, ‘girdle’,
being frequently paired with ‘loosening’ to indicate the untying of the
garments at first intercourse. This is more likely than a reference to her
birth, since babies may be born either by day or by night (and no known
tradition places Iph.’s birth in the night), whereas legitimate conceptions
normally take place at night. Taken together (wvas and vuktés therefore
suggest a wedding night. Iph. was ill-fated from her conception because
of Agamemnon’s vow.

With her first words, Iph. picks up and corrects the chorus’ preced-
ing reference to a Saduwv (201-2); not only now, but right from the
beginning, she has been ill-fated. For 8ucdaipcwv Saipwy cf. 216, vippav ...
SUovuugov (though that phrase means ‘a bride suffering misfortune’, this
one a daimon causing it), and see 144n. ¢ &pxd&s may recall Od. 11.456-8,
where Agamemnon’s ghost declares that Zeus has hated the offspring of
Atreus ¢ &pxfis, thus linking Iph.’s troubles with those of her ancestors.

205—7 ‘From the beginning, the Fates, goddesses of childbirth, have
inflicted a hard upbringing on me.’ In literature, though not in religious
practice, the Moirai (Fates) are strongly associated with birth (cf. e.g.
Pind. Ol. 1.26), underlined here by Adxicn, ‘of childbirth’, an epithet given
to both Artemis and the nymphs in cult.

cuvTeivouoswv: the literal meaning is to make something taut and hard
by stretching or pulling, which suits the traditional image of the Fates as
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spinners; the fate they spin for Iph. is a hard one. In a context concerned
with birth, the present tense is used by analogy with verbs of bearing and
begetting (23n.).

209/8-13 ‘whom, as her firstborn offspring in her chambers, she who
was wooed from among (all) the Greeks, Leda’s unfortunate daughter, bore
and reared, a sacrifice in her [Iph.’s] father’s disgraceful act (AwBa1) and a
joyless offering, (destined) to fulfil a vow’. Iph.’s self-pity here turns to pity of
her mother, péver contrasting the splendour of her courtship with the result
of her marriage — the slaughter of her firstborn child. uwooTteu8eic’ may allude
to the alternative form of Klytaimestra’s name, Kiutoaypvfiotpa (see 22n.),
‘with glorious suitors’ or ‘renowned through her suitors’. Klytaimestra’s sis-
ter Helen certainly attracted suitors from all over Greece (Hesiod frr. 196—
202 M=W). Our text transposes lines 208 and 209. Many editors prefer the
more radical solution of moving 208 to follow 220, in which case it will refer
to Iph. herself; but elsewhere we hear only of the pretended marriage to
Achilles, not that she was courted by suitors from all over Greece.

211-12 ogd&ytov, etymologically emphasising the cutting of the throat
in sacrifice, often refers to sacrifices made immediately before battle,
while 80ua is a more inclusive term: see Casabona 1966: 146-50, 180—9,
esp. 188 on this passage. Sacrifices are normally associated with festivity
and good cheer, but this one was an exception (oux ey&bnTov).

TaTpwiat has subjective, not objective, force: ‘the injury which my father
inflicted’. Although she assigns more blame to Kalchas (16, 531-3), Iph.
does not exonerate her father entirely (the tone of §60-71 also suggests a
degree of blame). It is not until she hears of Agamemnon’s death, at 548,
that she begins to feel more kindly towards him, and at gg2—g declares
explicitly that she is not angry with him.

213 #Tekev, ETpe@ev: the meaning is clear (‘gave birth to and raised’),
but the metre is uncertain. Inserting a xai (to give k&rpegev) restores some
regularity, but destroys the typical Euripidean *asyndeton (cf. 220, and
see Diggle 1994: 9g9—100). Parker analyses the whole line as iambus plus
molossus, or alternatively (disregarding word-end) an anapaestic tripody
(220m.). It is possible that there is some deeper corruption here, involv-
ing also edxTodaw, ‘relating to, promised in, a vow’, although this can cer-
tainly apply to Iph. (see 20-1 and n.).

214-15 ‘They put me in a horse-drawn chariot (3ippos often plural in
this sense, e.g. Hel. 724) on the sands of Aulis.” émpaivw usually has a
causative sense in the aorist, and takes a genitive of the position on or in
which someone or something is placed. The horse-drawn chariot is typical
of a grand wedding (g7o0n.); from her destiny as sacrificial victim, Iph.
moves to the pretext for bringing her to Aulis, reprising with more pathos
what was outlined at 25.
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216 vipgav ... SUovupgov ‘a bride ill-bridalled’. For this common type
of tragic *oxymoron, see 144n.

218-19 ‘Now I live in infertile territory, a guest of the inhospitable sea.’
Iph. sees herself as a stranger in a land hostile to foreigners (cf. 94, 125),
although, as the following scenes make clear, she in fact holds an hon-
oured position. Priests and priestesses were normally of citizen status, but
the Taurian cult is clearly anomalous, and Iph. has been appointed by
Artemis herself (34).

SuoyopTous oikous alludes to the chorus’ words near the beginning of
the parodos (134) and the contrast between fertile, pleasant Greece and
the land of the Taurians.

220 Runs of two or three o-privative compounds in *asyndeton are
common in Euripides, but this is the only example of four compounds
so used. Not only was the marriage a sham, resulting in Iph.’s continued
childlessness and depriving her of the future she might have expected,
but she is far from her city, family, and friends, and in the following
lines she recalls her old life, contrasting it with the present. The line is
composed entirely of short syllables, a favourite feature in emotional pas-
sages, and could be analysed as a resolved iambic dimeter (Diggle 1981:
96), as tribrachic anapaests (i.e. anapaests consisting of three short syl-
lables, West 1982: 129—4), or as an anapaestic tripody (three, rather than
four, anapaests, with the long syllables resolved, an alternative suggestion
in Parker, p. 86).

221—4 Iph. remains a parthenos, and appropriate activities for unmar-
ried girls include choral singing to honour deities (Calame 1997 [1977])
and weaving (cf. Pind. Pyth. 9.18-19 on Kyrene’s rejection of this pursuit).
She thinks naturally of singing for the patron goddess of Argos, just as
Elektra is asked to join Hera’s festival (£l 167-74). Song and dance as
an occupation for maidens is also the concluding theme of the second
stasimon. Weaving an image of Athena, especially with a pattern depict-
ing one of the battles of the gods, seems to have a more Athenian fla-
vour, particularly with the goddess described as TTaAA&Sos AT8idos, ‘Attic
Pallas’. But rather than ‘the Athena worshipped in Athens’, the epithet
may mean ‘Athena, who is associated with Athens/Attica’, and if the
weaving recalls the robe presented to the goddess at the Panathenaia,
it was not only in Athens that fine robes were presented to Athena
(11.6.288-310). The Panathenaic peplos showed the battle with the Giants,
not the earlier one with the Titans, and it was in the Gigantomachy that
Athena played a starring role. But although Hec. 466—74 similarly appears
to confuse the two episodes, this time very definitely in the context of
the Panathenaic peplos (perhaps a deliberate mistake in the mouths of
the Trojan chorus, Stamatopoulou 2012), there need be no error in the
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present passage: Iph. describes weaving subjects appropriate for pres-
entation to a deity, of which battles featuring, for instance, Athena or the
Titans are examples, and so creating a finished object similar to, but not
identical with, that which the Athenian audience recognised as an essen-
tial part of the Panathenaia. See also Sourvinou-Inwood 1997: 172—-3 and
n. 41. Iph.’s former occupations relate to familiar religious rituals and
stories about the gods (the festival of Hera, the story of the triumph of the
Olympians over the Titans, the presentation of textiles to Athena), thus
making a particularly pointed contrast with the outlandish and shocking
rite which she must now engage in, the subject of the next lines.

222 ioTols év kaAipBéyyois: the sound of weaving is often described
as song-like, especially due to the action of the kepxis, not the shuttle but
a type of hand-held beater used to pack in the weft. It was moved rapidly
across the warp threads, ‘making a soft succession of plucking sounds ...
as characteristic of weaving as is to us the rhythmic thud of the batten’
(Crowfoot 1986-7: 44—6). Compare Ar. Frogs 1316 (Euripidean parody).

224 Tmoiwilouc’: the verb often refers to embroidery, but can be used
of the creation of decoration by any method (/. 18.590 of metalwork).
Here it must mean the creation of intricate woven patterns by the use of
different coloured threads.

224-6 ‘... but wetting the altars with blood-flowing, ill-musicked
destruction of strangers ...” Iph. finally admits (see §5—4on.) the horrible
nature of her particular duties. Although that much is clear, this text is
the result of substantial emendation; L has aipoppdvTwy Sucedpuryya Eetvawy
aiudooouc’ &rav Bwpols, ‘bloodying the ill-musicked destruction altars of
blood-flowing strangers’, which is problematic both metrically (there is
one syllable too many to form two anapaestic dimeters) and in terms of
sense (the participle appears to govern two unrelated accusatives, &rav
and Bwpous). Some of the problems can be dealt with by deleting Bewpous,
but &rav remains the unlikely object of aiudooous’, itself suspicious after
aduoppavtev. It is better to suppose that aiudooous’ is a marginal explana-
tion which has replaced a word such as té¢yyouc’ (thus restoring metre), to
emend &rtav to &tan (dative), and to make the adjectives agree with &rou.

227-8 The genitives qualify geivwv in the preceding line. Iph. vividly
evokes the terror and misery of the victims of the Taurian cult, and sug-
gests (olktpdw ... oikTtpdv) the pity she feels for them (see 344—7 and n.).

229 After the long digression, Iph. returns to the matter for which she
has summoned the chorus and which formed the immediate occasion for
the lament, the death of Orestes.

230 Spabévta: ‘overcome [by death]’, hence ‘dead’. Cf. Alc. 127. The
emendation Suafévt’ dykAaiw (= dvakiaiw) would regularise the syllabic
division, but Euripides does not always follow the expected pattern; cf.
51n., 1148n.
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231—4 Iph. expresses the relationship between herself and Orestes as
she has known it: the love of an elder sister for her baby brother. The lines
also give her impression of the closeness of the bond between Orestes
and his mother — the baby is held at his mother’s breast, in her arms, not
those of his nurse (contrast 834—5). Of course Iph. as yet knows nothing
of the sequel.

#11 8&Aos must be understood together with véov, ‘still a young shoot’.

235 oxnmrroUyov: used *proleptically. As the only male child of
Agamemnon, Orestes would naturally inherit the kingship, symbolised
by the sceptre (cf. the usage of oxnmrolyos at Il. 1.279, 2.86, 14.93).
Agamemnon’s sceptre, inherited from Pelops and of divine origin, was
of particular interest to the author of the lliad (2.100-8), and as an
object symbolising power and family tradition may parallel Pelops’ spear
(829—-6n.), which will play a crucial role in the recognition scene (see
Xian 2020). The name Orestes is significantly postposed to the very end
of the parodos; previously Iph. has referred to him as her brother (149,
158, 291) and the child of Agamemnon (170-1), while the chorus have
referred to his supposed death only in very general terms. The final word
"Opé¢oTav also marks the end of this sung portion of the play, before spoken
lines resume together with the action at 236. The effect is emphatic and
lingering.

296-391 FIRST EPISODE

Like the prologue, the first episode falls into two halves, but in this case
they interlock through the person of Iph., who is on stage throughout;
the second part of the scene represents her reaction to the news conveyed
in the first. The episode is dominated by two long speeches, that of the
Herdsman-messenger followed by Iph.’s reflective soliloquy. It intensifies
and makes immediate the danger to Orestes and Pylades, as it becomes
clear that they have been captured for sacrifice, and then that Iph. is in
no mood even to feel pity.

236—41 A herdsman reports to Iphigeneia the exciting news that two Greek men
hawve been captured for sacrifice to Artemis.

236 kai uny frequently signals the entry of a new character in Euripides
and Sophocles (Denniston 1954: 356). One of the stage entrance/exits
must be assumed to represent the route to the seashore (see Introduction,
p- 23).

8adacoious is unusually here a two-termination adjective (contrast 1327,
fBaAaooias).

237 The chorus may recognise the messenger’s occupation from
his style of dress; it is more important that they give the audience this



142 COMMENTARY: 297-246

information. Their assumption that he has news to convey suggests an
element of metatheatre, since it is a convention that when a low-status
character enters he does so as a messenger.

onuavev: future participle indicating purpose.

Ti: indefinite with acute accent preceding the enclitic oo

238-9 The Herdsman enters and confirms the chorus’ supposition
that he has important news. The character will be played by the second
or third actor, who took the parts of Orestes and Pylades respectively in
the preceding scene; he thus describes the actions and (if he also plays
Orestes) delivers the words of the character he has earlier depicted dir-
ectly. See Easterling 2014: 295-8. His formal address to Iph. is typical of
his often highflown style.

240 éxmAficoov, present participle, is used adjectivally; ‘what is there
that is surprising in the present speech (the kow& knpUyparta which he has
promised)?’ The alternative interpretation, ‘what is it that interrupts the
present speech?’, i.e. her exchange with the chorus, is less likely.

241 ZuptrAnyadas: 124n0.

242 8itrtuxos means literally ‘double-folded’, but in verse is frequently
used like Eng. ‘twofold’ to mean ‘double’, or in the plural simply ‘two’,
‘a pair’.

243 Tpoceaypa kai Buthpiov: the root sphag-relates to the slaughtering
aspect of sacrifice, while thy-is connected etymologically with the ascend-
ing smoke; thy- words are more neutral and general terms for sacrifice.
The prefix gives the meaning ‘preliminary sacrifice’ to péogpayua, which
normally has reference to funerary ritual. The sense ‘preliminary’ has
been lost here and in 458, but a latent suggestion of funeral rites may be
intentional on Euripides’ part, rather than his speaker’s: the worship of
the goddess is simultaneously the death ritual of her victims (Casabona
1966: 173, and cf. 170-3 on other uses of the word).

The description of the two strangers as a sacrifice is *proleptic (they
are not yet consecrated for sacrifice to Artemis), but barely so: as a loyal
Taurian, the Herdsman naturally sees strangers as representing sacrificial
material.

244-5 The Herdsman suggests that the priestess should make ready
the materials for beginning a sacrifice. For xépvipes, see 58n. xatdpypara
are literally the things for beginning the sacrifice (xatdpyouai, ‘begin sac-
rifice’) such as barley grains, to be scattered over the victim. See g4on.

oUk &v gBavois: ‘you would not be too soon in ...", a colloquial phrase
encouraging haste. See Collard and Stevens 2018: 63.

246 oxfiw’ is a likely correction for évoy” in L. The Herdsman, it is
implied, can recognise the strangers as Greeks from their dress (LS]
s.v. oxfiua 4b). For the distinctiveness of Greek dress, cf. Heracl. 130-1,
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kod v oToMy Y “ENMva kad pubpdv mémAwv | #xet ... There was probably
some differentiation in costume between Greek and Taurian characters
(Introduction, pp. 26-7).

248 ‘Nor, having heard the strangers’ name, do you know it, to tell?’
pp&oat can be construed with oida (to know how to say), but given that the
sense is more or less complete without it (to know the name) itis better to
take it as an infinitive of purpose (Smyth §2008).

It is more likely that Iph. wishes to know if she has heard of these fellow
Greeks than that, as Murray suggested, she is interested as a priestess in
taking an omen from the strangers’ names.

249-51 It is absolutely necessary that the recognition of brother and
sister should not be anticipated by Iph.’s hearing the name Orestes; the
fact that the Herdsman has not heard his name continues a sense of
suspense for the audience, whose superior knowledge creates an effect
related to irony. This chance ignorance prefigures Orestes’ later delib-
erate concealment of his identity. It is not surprising that the name of
Orestes’ friend and cousin is unknown to the older Iph.

249 &Ttepos Trpds BaTipou: ETepos is used like &Mos, ‘one ... on the part of
the other’. These are the normal forms of érepos in *crasis with the defin-
ite article; the apparent irregularity is probably due to the use of an older
form &repos (with short alpha; the vowel in crasis is long) for &repos.

252—7 Iph. asks the Herdsman where the strangers were captured;
he replies ‘at the Inhospitable Sea breakers’ edge’ (again grandiose lan-
guage), which leads her to ask in turn why cowherds should spend time
near the sea. When he has explained this, she asks him to go back (éxeioe 87
‘mé&veABe) and explain the circumstances of the capture; this leads into the
play’s first messenger speech. (With the transmitted text, més rather than
moU in lines 252 and 2506, line 253 must represent the Herdsman'’s attempt
to launch into his narrative, which is immediately interrupted by Iph.)

253 Topou: opos, properly a crossing or journey, is sometimes used in
poetry as a synonym for ‘sea’; cf. Andr 1262, Hel. 150.

255 Salt water was considered purifying (see 1191-gn.), and washing
cattle in the sea was probably a health measure. Later writers advise that
sheep should be bathed in the sea after shearing and the application of
an ointment, to prevent scabies (Cato De agr. 96.2, Columella 7.4.8). The
Geoponica mention the use of salt water to treat certain diseases of oxen
(17.19, 20.5).

évalior Spdowi: a poetic expression for ‘salt water’; 8pdoos, properly
‘dew’, is very commonly used in poetry for water of other sorts and even
for other liquids.

258-9 ‘They have come after a long time; never yet has the goddess’
altar been reddened with Greek streams [of blood]’ (the adjective xpdvios
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is commonly used where English would use an adverbial phrase). Much
ingenuity has been expended on emending these lines, or alternatively
in explaining how it is possible that no Greeks have ever before been
sacrificed at the altar. Itis probably better to treat the lines as an interpol-
ation, perhaps from another play on a similar theme. At §46—7 it becomes
clear that in the course of her duties Iph. has prepared Greeks for sac-
rifice, and at 584—7 that these Greeks have not returned to their native
land. Although minor inconsistencies (or perhaps, different emphases)
between scenes are possible in tragedy, this is surely too glaring a discrep-
ancy to stand. Alternatively, one could adopt the emendation oi&" é¢mei for
o8¢ mw: “These men have come a long time after the goddess’ altar was
(last) made red with streams of Greek blood’ (é¢mei in the sense of ‘since,
after’, linking present with more distant time, is paralleled e.g. in Aesch.
Ag. 407, BekaTOV ptv ETos TOB' Erel ... oTOAOV ... Tlpaw.

260-339 Speech of the Herdsman. This is the first of two messenger
speeches, the second being the report of the escape attempt at 1527-
1419. Other Euripidean plays with two messenger sequences are Helen,
Orestes, and Bacchae, Phoenissae has four. This messenger narrative occurs
unusually early in the play, and forms part of the sequence bringing sister
and brother together, preceding the long-drawn-out recognition scene
itself; it thus fulfils a similar function to the Old Man’s account of the
appearance of offerings at Agamemnon’s tomb in Electra (509-17), and
in neither case does the sister realise the significance of the report. In
other respects, there are some parallels between this and the second mes-
senger speech (see 1327-1419n.). Unlike many messengers, but like the
second messenger in this play, the Herdsman is a participant in much of
his own narrative, rather than a simple observer (see De Jong 1991: 6—7).

The description of the skirmish, though overtly narrated from the
standpoint of the Taurian cowherds, is constructed to emphasise the
superior courage and fighting skills of the Greeks; the cowherds are
shown as doubting their own ability to overcome the two young men until
reinforcements arrive (304-5), their weapons are stones not swords, and
they prevail only by disarming their opponents, a form of deceit rather
than daring (30— and n.). The narrative further enlists the audience’s
sympathy for Orestes and Pylades by ‘secondary focalisation’ (intrusion of
a point of view other than the dominant one, which in this case is the nar-
rator’s), both in the use of direct speech (g21-2) and in the description
of Pylades’ actions in helping his friend, where his aims and thought pro-
cesses are recreated (g§10-14). In this way the account of even a hostile
witness reinforces the pair’s positive characteristics of courage and mutual
friendship, which we have seen introduced in the prologue and which will
be highlighted in the following scenes.
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The Herdsman is the first Taurian to appear in the play, and as such
his characterisation is significant, as is what he relates of his companions.
They are disposed to violence (although they eventually have provocation
in the attack on their animals), but would be no match for Greeks in a fair
fight (279-80, 3025, 330-3). For the most part, they are a people of sim-
ple religiosity, but they are capable of producing, and listening to, a scep-
tic who doubts a ‘divine epiphany’ (275—9). Above all, they are devoted to
the bloodthirsty local sacrifices to their goddess (279-80, 36—).

260—3 ‘When we were putting the woodland-grazing cattle into the sea
that flows out through the Symplegades, there was a hollow cliff, cut by
much surging of the waves, shelters for murex-fishers.’ eis is omitted after
eloeB&Aopev, which instead is followed by a double accusative of the object
put and the thing into which it is put. ToAA&! oAt is instrumental dative
depending on Siappwé, adjective from Siapptyvup, ‘break through’.

The idiom ‘when x happens/happened, there is/was y’, with y referring
to a place, though strictly illogical, is quite common in tragedy and recurs
at 1449-50. The hollow cliff existed independently of the herdsmen’s
presence, but this fact is subordinated to the narrator’s experience. This
sea cave is the place where Orestes and Pylades are hiding until nightfall
(118-19).

Euripides’ messengers frequently begin their narrative with an émei
clause, here perhaps blended with the typical opening of a geographical
description. The émei clause functions by reminding the audience of infor-
mation they have been given earlier in the play; in this case, unusually, it
refers back to information only just given by the messenger himself, in the
immediately preceding dialogue (Rijksbaron 1976: 297).

UhogopPous: pasturing cattle in woods and forests was common in the
ancient world. Cf. Hes. Op. 589 (Bods GAogdyoro).

260 The current flows out of, not into, the Black Sea through the
Symplegades, and so modern editors prefer to read éxpéovra rather than
the manuscripts’ éopéovra, although it is possible that Euripides and his
audience were less precise in their geography.

263 mopeupsuTikai oTéyau: the cave served as a bothy for harvesters of
the murex (mopgupeutad, ‘purplers’), a shellfish which was the source of
much-prized purple dye. The picturesque yet realistic detail should prob-
ably not be pressed to provide information about the degree of civilisa-
tion enjoyed by Euripides’ Taurians.

264-80 Sighting of the strangers and response to the report. The first to
sight the Greeks and the next man mentioned assume that the strangers
must be gods; the Taurians are not used to strangers appearing seemingly
out of nowhere. The man who picks up on the report is characterised as
Bzo0ePrys, ‘god-revering’, while the second respondent is called u&touos,
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dvopicn Bpacis, ‘a useless fellow, bold and lawless’. The stand-off between
the two would doubtless resonate with contemporary Athenians: simple
old-fashioned piety versus morally suspect sophistication. But despite the
narrator’s condemnation, perhaps reflecting his reaction at the time, it is
the ‘useless fellow” whose naturalistic explanation is correct (or almost —
Orestes and Pylades are not shipwrecked, but have come deliberately to
the land of the Taurians, not something most would choose to do). This
irony is, however, complicated by the fact that it is through divine design
that Orestes and Pylades are here.

266 ‘Conveying his footsteps on the ends of his toes.” The cowherd
retreats on tiptoe through fear, to avoid alerting the strangers to his pres-
ence —a humorous touch. wopBpelew, properly to take something across a
stretch of water, occurs unusually often in this play, a fact it is tempting
to connect with the thematic importance of travel to and from the Black
Sea area.

267-8 Saipovis Tives B&ooouctv oibe: ‘some deities are sitting, these
ones’. oide functions to point out and emphasise, almost equivalent in this
context to ‘here’. 8aiuwv is more or less synonymous with 8eds, but may
sometimes suggest a slightly lesser divine being than an august Olympian.

269 The usual gesture of prayer, except to underworld gods, was to
extend and raise the arms, with palms facing upwards.

270—4 ‘O child of ocean-dwelling Leukothea, guardian of ships, lord
Palaimon, be favourable to us, whether it is the Dioskouroi sitting on the
shore, or darlings of Nereus, father of the well-born dance troupe of fifty
Nereids.” 8&ooetov must be a third person, not second, dual; the prayer
is addressed not to the supposed deities just sighted, whose identity is
uncertain, but to a god the speaker knows. All those mentioned, however,
have strong maritime connexions. Leukothea is a sea goddess identified
with the once mortal Ino already in the Odyssey (5.333-5), while Palaimon
was taken to be her son Melikertes; both are complex figures with variable
mythology, but most traditions agree that Ino leapt into the sea holding
the infant Melikertes. The Odyssey passage shows Leukothea saving the
shipwrecked Odysseus. The baby Melikertes in early sources is said to have
died and been washed ashore at Isthmia, where he was given a tomb and
heroic honours; his cult was in fact incorporated in the Isthmian Games.
The present passage seems to be the earliest to attest his role as guardian
of ships (vev UAag), but this aspect is later mentioned by ps.-Apollodorus
for both mother and son, and suggested also by his identification with
Portunus in Roman writers. See Pache 2004: 135-80.

The Dioskouroi (Kastor and Polydeukes) are often invoked as sav-
iours of ships (e.g. E. El. 1378-9), while Nereus and his fifty daughters
(see 427—9n.) are permanent inhabitants of the sea. This suggests the
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interests of the Taurians (even when, like the cowherds, their occupa-
tions are concerned with the land), but still more of the play itself (see
Introduction, pp. 17-19).

271 iAews AWIv yevol: a request to the deity to be favourably disposed
is a standard feature of prayer (Pulleyn 1997: 143, 219), and is particu-
larly understandable when some unexpected manifestation of divinity has
occurred.

273 Nnpéws &ydAuad someone’s &yaiua (‘delight’) is usually their
child, but Nereus is only known to have fathered daughters, exceptin one
late source where he has a single son (Ael. NA 14.28, attributed to Adyor
8ardrTion), and the two strangers are obviously male. Most commentators
assume, probably rightly, that grandchildren are therefore meant. In mor-
tal life, men without sons frequently regarded their daughters’ sons as the
closest approximation (Golden 2015: 116-18). In the context of the cow-
herd’s uncertainty about the strangers’ precise identity, it is unimportant
that there is no strong tradition of Nereus’ grandsons apart from Achilles.

274 TrevTAkovTa Nnpmidwv xopédv: 427—g and n.

275-8 ‘But another man, a useless fellow, bold and lawless (lit. bold in
lawlessness), laughed at (his) prayers, and said (kept saying?) that ship-
wrecked (lit. destroyed) sailors were sitting in the cave for fear of the law/
custom, having heard that here we sacrifice strangers.” In the Herdsman’s
mind, and probably that of some audience members, rationalism and
scepticism about the divine, extending to mockery of the piety of others,
is linked with immorality more generally.

276 ipBapuivous: shipwrecked sailors are naturally ‘ruined’, having
lost their livelihood and means of returning home, but any unfortunate
enough to be wrecked on the Taurian coast are as good as dead.

2777 8&ooav regularly takes the accusative of the place or object sat in
or upon (g&payy’).

279-80 ‘He seemed to most of us to speak well, and we decided to
hunt local sacrifices for the goddess.” €50¢e is first used personally, with
the ‘useless fellow’ as the subject, and then understood impersonally
in the second clause: ‘it seemed good to us, we decided’. The majority
of the cowherds are convinced by the sceptic, but they are far from
sceptical concerning religious observance in general: they are keen to
hunt down the strangers and thus supply ‘the local sacrifices’ to the
goddess. See 260-339n.

281-300 Orestes’ fit of madness. Before the cowherds can begin their
hunt (8np&v, 280) Orestes is suddenly aware that he is being pursued
by the Erinyes. Although hunting is a natural metaphor for this pur-
suit (cf. Aesch. Fum. 131-2, 147, etc.), it is not made quite explicit here
(cf. 284n.), and in the end it is the Taurians, not the Erinyes, who will
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capture the two men. Orestes’ vision is presented as a sudden attack of
madness (uovicns &hadvav, 284).

Madness is a staple of tragedy, depicted in most detail in the cases of
Herakles (HF 928-2000) and Agaue (Bacch. 1168-1284). The victims
always recover their sanity, although madness may be a recurrent phenom-
enon (as with Orestes in this play and elsewhere), and it is caused by the
intervention of some deity. It is marked most importantly by hallucinations
or delusions in which the victim wrongly identifies what is before him or
her, and slaughter often results: thus, Herakles kills his own children think-
ing they are the family of the tyrant Lykos, Agaue kills her son Pentheus
thinking he is a lion, and Ajax in Sophocles tortures and kills sheep and
cattle thinking they are the Achaian army who have wronged him. Orestes
usually simply sees the pursuing Furies where others do not (Aesch. Cho.
1048-62, E. Or. 251—79), but here this is combined with the misdirected
slaughter motif, so that he kills the cattle, mistaking them for Erinyes,
an idea perhaps inspired by Ajax’s slaughter of the beasts in Sophocles.
Unlike the other characters who suffer madness, in the case of Orestes
there is potential ambiguity as to the reality or otherwise of the visions,
since the madness is usually represented as caused by the Erinyes whom
he actually sees; this can play different ways in different dramatic contexts.

The mad fit includes symptoms of epilepsy, commonly attributed to
divine visitation. As well as hallucinations, Orestes experiences foaming
at the mouth and various impairments to motor control (violent head-
shaking, trembling of the arms or hands, and eventually collapse). All of
these are paralleled in other tragic descriptions of madness (see below).

281 &tepos: 249n.

282 képa Te SieTivaf &vw k&Tw: like the mad Herakles (HF 867).
Bacchants too are noted for violent head movements, tossing their hair
free into the air (Bacch. 150, 930; cf. LIMCsupp. Mainades 797, although
Carpenter 1997: 82—-g suggests that the tipped-back heads shown in
vase-painting represent singing rather than bacchic ecstasy or madness).

283 wAivas Tpépwv &kpas ‘trembling at the tips of his forearms’, that is
in his hands, which may be included in &Aévn (see also g66n.).

284 kuvayds cs: Orestes calls out like a hunter alerting his compan-
ion to the presence of wild and dangerous beasts. Some editors object
to the phrase on the grounds that Orestes is here being hunted rather
than hunting, but this is an unnecessarily polarised view of the situation;
in a wild beast hunt, hunter and prey each try to kill the other, and soon
Orestes will attack what he believes to be the pursuing Furies. See also
7ogn. Nauck’s conjecture kuveomda, ‘dog-faced’, would form the first word
of Orestes’ speech and give an epithet to the first Erinys he sees, otherwise
undescribed (see 285—gon.). For dog-like Erinyes, cf. El. 1252, Or 260.
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285 With g21, this line confirms the Herdsman’s information at 249
that one of the strangers is named Pylades.

285—7 ‘Don’t you see this one, a she-snake of Hades, how she’s trying
to kill me, aiming at me with her dreadful vipers?” The image seems to
be one of a large and monstrous snake using smaller, poisonous snakes
(#x18va = viper) as weapons. dpdkwv (fem. Spdkawa) typically indicates
a large snake with some religious, portentous, or supernatural affinity
(Ogden 2013: 2—4).

287 éoTopwuévn: oToubouar, of a weapon, means to be pointed and
ready for attack; it is used also of a personal agent at Cretans fr. 472e.44.
Another possibility is that the ‘mouth’ sense is retained here, and the
word suggests the gaping mouths of the snakes.

285—g0 Orestes appears to see three Erinyes, the first one (first tv8e,
285) not described (but see 284n.), the second snake-like, the third fiery
and winged.

288-go ‘This one ... breathing fire and gore (or, by *hendiadys, deadly
fire), beats the air (lit. rows) with her wings, holding my mother in her
arms, a burden of stone, so that she may throw [it at me].” The text as
transmitted has ‘this one from her tunics’ breathing fire, which is scarcely
satisfactory sense. Jackson’s conjecture f| ’x yeitévwv 8¢, perhaps ‘the one
next in line’, though it has found some favour, seems too colloquial for
the context; éx yairtévewv is attested in comedy and prose texts, and means
‘next door’. No other suggestion is wholly convincing. At any rate, the
third Erinys breathes fire and approaches flying through the air. Orestes
sees winged Furies also in Or. 2773—4. She carries in her arms a stone image
of Klytaimestra, or perhaps Klytaimestra herself, heavy as a stone, and
threatens to hurl her burden at Orestes, a strange and powerful image
which seems to have no parallel in extant Greek literature. The stone
may hint at the story of Orestes’ ancestor Tantalos, who in one version
was punished for his impiety by a stone constantly suspended above him
(Parker); or there may be a link with the tradition of statues which fall on
and kill the enemies of those they represent, known to Aristotle possibly
in a tragic context (Poel. 9.1452a). See Jones 1998.

291—4 ‘It was possible to see not these shapes of appearance (the
Erinyes whom Orestes has described) but ... voices of calves and barking
of dogs, which (?) they say(?) the Erinyes emit as imitations.” Something is
very wrong with the text. fA(A)&ooeto, ‘exchanged’, does not make sense,
and various emendations have been suggested, such as eidicoeto, ‘he was
encircled’, or flavveto, ‘he was driven’, which in turn involve changing
the accusatives of 29g to datives. &s ¢&c’ is very difficult, because if the
antecedent is gBoyyds Te pdoywv kai kuvdy UA&ypata we would expect &
not &s. Further, there is no confirmation elsewhere that ‘they say’ that the



150 COMMENTARY: 291-301

Erinyes make noises like cattle or dogs. Emendations such as ¢&okwv or
(better) & ¢dox’ give this idea to Orestes, which makes better sense: he
now believes that his pursuers are taking on the forms and voices of cattle
and other animals, the prelude to his attack on the watchers’ herd. The
general sense of the lines seems to be that the figures seen by Orestes were
not actually visible, and that only animal noises — cattle lowing and dogs
barking — could be heard.

295 ouotalévtes ‘drawing close together’, from cuoTéAw, ‘contract’.
The herdsmen are understandably wary, but the severity of the fit is such
that they expect Orestes (the unexpressed subject of genitive absolute
Bavoupuévou) to die. (With the reading 8oupoupevor, they are simply — and
more weakly — amazed.)

296-314 Attack on the herd and ending of the madness. Orestes mis-
takes the cattle for the Erinyes and wades into the sea to attack them.
Seeing this, the herdsmen summon help, but Orestes’ frenzied action
suddenly ceases and he falls down senseless. The herdsmen are now
emboldened to attack him, while Pylades tends him and tries to fend
off the assault.

297 Aéwv érws: the herdsmen are naturally familiar with attempted
attacks on their animals by wild beasts, but lions are hardly the common-
est predators, and the brief comparison has an epic touch. For lion sim-
iles in the Iliad, see e.g. Mueller 1984: 116—20: lions are noble and fierce
fighters but not invariably victorious. Even in his madness, Orestes has the
strength and nobility of a lion.

298—9 ‘he strikes (a vivid historic present) (them) with iron and thrusts
(his sword) into their flanks and ribs, thinking that he is warding off the
divine Erinyes with these actions’. mAeupai are ribs, Aaydves the hollow
areas below them.

T&8e: internal accusative with d&uivesfor, ‘to defend (with) these
defences’. The Erinyes are the external accusative, the object warded off;
the middle &uivecban expresses self-defence.

300 ‘so that the sea flowered in blood’. Orestes must wade into the sea
to attack the animals being washed there, thus allowing Euripides to cre-
ate a striking image of blood spreading in water like a blossom opening.
For the figure of the sea ‘flowering’ as a result of death cf. Aesch. Ag. 659,
Opddpey avBolv TéAaryos Alyadov vekpols.

Tédayos is frequently coupled with other words meaning sea, as here
with gen. &Ads.

aiparnpov is used *proleptically of the sea to express the effect of the
process bring described.

301-3 The cowherds, seeing their livelihood being destroyed, now
have another reason to capture Orestes and his companion.
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303 When expertly blown, a conch shell can make an impressively loud
and prolonged noise. Shells are naturally to hand on the seashore, so can
be used to summon help, but conches were also said to have been in gen-
eral use in war before the trumpet (thought to be an Etruscan invention,
cf. Soph. Aj. 17) and so suggest primitive antiquity.

304-5 The herdsmen are well aware that man for man or even with the
small number of their initial group they would be no match for the two
young, godlike strangers, and indeed the following account emphasises
that a large number of Taurians are required to force Orestes and Pylades
into submission.

304 veavias: used adjectivally, parallel to eUtpageis.

306 #mwAnpwinuev: perhaps ‘we reached full complement’; all or almost
all the able-bodied men of the cowherd community reached the scene.

307 pavias miTudov: TiTulos is any rapid rushing or sweeping motion,
often the sweep of oars (as at 1050), but also attacking movements; hence
‘onslaught of madness’, which Orestes ‘lets go of’ as he collapses. The
ending of his madness is as sudden as its beginning.

308 oT&lwv &ppdt yéveiov ‘dripping with foam as to his chin’. See
281-go0n.

309 Trpoupyou: contracted form of wpd £pyou, ‘conveniently’. The event
is clearly narrated from the point of view of the Herdsman himself and
his companions.

g310-14 The Herdsman’s hostility is here allowed to fade into the back-
ground of his narrative, as Euripides wishes to emphasise Pylades’ loving
care for his friend: evidently undismayed at this familiar phenomenon,
he wipes the froth from Orestes’ mouth and covers him with his own
cloak, attempting to protect him from the Taurians’ missiles, all the while
dodging these himself. His kind actions, similar to those of Elektra in
Orestes (219—22), form a pointed contrast to those of the narrator and his
companions.

Throughout the speech, the focalisation of the narrative fluctuates
between the point of view one might expect from the Herdsman, a simple
Taurian hostile to strangers, and the presumed position of the dramatist
and his audience, sympathetic to Greeks in danger.

310 P&Mwv, &p&oowv: the same phrase occurs at Andr 1154, Hec.
1175. The placing of two participles or finite verbs in *asyndeton, the
second with one more syllable than the first, at the beginning of a line is
a notable idiom in Sophocles and Euripides: Bond gives other examples
in his n. on HF 6oz2.

&Tepos: 240N.

311 &mwéyn: imperfect of dmoydw, ‘wipe off’, a verb which exhibits
irregular contraction.
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éthueAar ‘he was taking care for’, unusually governing the genitive
TWHATOS.

312 ‘... and was covering him (mpouxdAuTtrTey = TpoekdAuTTev) with the
well-woven threads of (his own) clothes’. eGmnvos is formed from wrvn,
the weft thread, which has been well woven into the warp. The phrase
euTrfvous Ueds is repeated in quite different contexts at 814 (in the dative)
and 1465.

313 kapadokav implies waiting on events and tailoring one’s response
accordingly; thus, Pylades looks out for the stones being thrown and
dodges them, avoiding the wounds. T&mévra (= T& ¢mdvTa) TpavuaTa, ‘the
oncoming wounds’, is a bold phrase in which the epithet properly belong-
ing to the things hurled (stones) has been transferred to their potential
effect (wounds).

315-35 Iight with the herdsmen and capture of the strangers.

315 éuppwv: emphatic at line opening, confirming that the madness
has left Orestes.

&véaifas ... meonpaTos ‘darting up from his fall’, with a genitive of
separation.

316 kAUSwva ‘wave, rough water’. Marine imagery is extremely com-
mon in tragedy, especially for troubles and difficulties, and the specific
force of this word is probably felt no more than ‘wave’ may be in English.
In conjunction with mpooxeipevov, however, it expresses well the size and
movement of the attacking force.

317 This line is weakly expressed after the forceful 416 and may have
been added to clarify kAUSwva ToAepicov.

318 &viepev: impf. of dvinu: ‘we did not let up in hurling ...’

320-2 The exhortation is ‘terrible’ because it spells trouble for the
herdsmen, although the quoted direct speech impresses the audience
once more with the heroes’ nobility, and recalls their resolve at the end
of their appearance in the prologue. The sentiment recalls that of Hector
in his final conflict, /I 22.304-5, and is used elsewhere by Euripides (e.g.
Hec. 346-8, IA 1375-6). Kyriakou (ad loc.) argues plausibly that there
is an air of the mock-heroic about such sentiments in a conflict with
stone-throwing herdsmen.

320 oU: the basic meaning ‘where’ is sometimes extended to mean ‘in
which circumstances’, ‘at which point’.

Trapakideup’s emended to restore the earlier form of the word, attested
in one manuscript at 1405 and 1483; see 1405n.

321-2 6mws Bavoupsha k&AMhic® ‘but let’s be sure to die with glory’.
Smws followed by future indicative with exhortatory sense (‘make sure to’)
is listed by Collard and Stevens 2018: 72 as colloquial, although it is much
more common in the second person.
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323 SimaAta ... §ign ‘double brandished swords’ is a poetic periphrasis
for two swords, both brandished.

324 ‘... we began to fill the rocky ravines in flight’. A vé&mn is a wooded
valley or dip in hilly country. éemipmAauev is impf. indicating an action
begun.

325—7 ‘Butifone [of us] fled, the others pressing on would pelt them
(Orestes and Pylades), and if they (Or. and Pyl.) forced those others
back, the part that just now had yielded would strike again.” There is
a continuous succession of attacks from different groups of herdsmen
(ctf. 318-19).

&Ttepol: 249N.

woaiaTo: a metrically convenient epic form (Attic would be doowto) of
the g pl. aor. opt. of @8éw.

T6 vuv Utréikov: the group which was giving way at that moment.

fipacoov: for a plural verb form governed by a singular collective noun,
see Smyth §g50.

328-9 The Herdsman seems to suppose that the strangers are pro-
tected from wounding by divine design, since sacrificial victims must be
unblemished. It is over-literal to object that if this is the sense, &moTov
is illogical: the whole point of a miracle is to be miraculous and to con-
tradict ordinary experience. The Herdsman is understandably surprised
that none of the many stones hurled reached its mark. (It is expecting
too much forethought of the simple cowherds to suppose that if they
had been worried about preserving the victims in perfect condition, they
would not have thrown stones in the first place.) The audience may well
suppose that Orestes and Pylades are indeed protected by the gods, but
for another purpose. &moTos is a recurrent word (388, 782, 1293 and
with different senses 796, 1298, 1476); for the theme of wonder and (dis)
belief in the play, see Budelmann 2019, esp. 296—q.

330—3 The herdsmen are unable to defeat the pair of strangers in a fair
fight (téAum), but succeed in wresting the swords from their hands; in this
at least the stones are successful. The reading of L, éekAéyauev, empha-
sises the devious nature of this disarming, opposing the whole manoeuvre
to TéAum pév; the emendation égexdyopev may be right, however, indicating
the manner in which the stones helped (‘we knocked the swords from
their hands with stones’).

333 Thoas is naturally consulted as the source of authority among the
Taurians, but the herdsmen no doubt also hope for a reward.

kafeioav: g pl. aor. indic. act. of xaBinu.

334 v here dual or plural.

335 ‘for the purpose of basins and slaughter-bowls’, i.e. to prepare to
sacrifice the young men. The Herdsman returns to his point at 244—r with
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a similar *metonymy, thus making a kind of ring composition. For xépvipes
see 58n.; opayeia are bowls used to catch the victim’s blood.

336—9 The majority of messenger speeches end with some sort of
personal or moralising reflexion on what has been said (De Jong 1991:
106-8).

336 The idiom ‘pray for such x’ (present imperative) is equivalent
to ‘this is the sort of x you should always pray for’. Comparable is Hipp.
1455, To16vde Taidwv yvnoiwy edxou Tuxelv. There is therefore no need to
emend to niyou (imperfect), or to understand exou as an unaugmented
imperfect.

337-9 The Herdsman continues his point: Iph. ought to pray for vic-
tims such as these not merely because (as is first implied) they are an
excellent catch for the goddess, but more personally because by sacri-
ficing Greeks she will avenge her own attempted sacrifice by the Greeks
assembled at Aulis. As we already suspect, and will shortly learn in more
detail from her monologue, Iph.’s real feelings are more complex than
this, with regard both to the Greeks and to the whole institution of human
sacrifice.

337 &vahiockmis: the meaning ‘kill’ is not uncommon in tragedy.

338 &rmoTeica: ‘pay off’, ‘pay in full’.

340-1 ‘You have said amazing things about the madman, whoever
(Tote intensifying the uncertainty) [he is who] has come from a Greek
land to the inhospitable sea.” The chorus express surprise at the descrip-
tion of Orestes’ madness and hint at the oddity of strangers arriving
among the Taurians.

“EAAnvos: adjective qualifying yfis, here doing duty as the feminine form
(normally ‘EAAnvidos); cf. 495.

342-91 Iphigeneia’s speech. After the first two lines, marking the
Herdsman’s exit, the speech is effectively a monologue, although the cho-
rus remain present; Iph.’s address to them at g51 should not be deleted
(see below). Her thoughts about the present situation lead her back to
her own misfortunes, as she recalls the supposed death of Orestes and, at
length, the events at Aulis, before indignantly rejecting the idea that a god
could really desire human sacrifice.

This is already the third time that Iph. recalls her unhappy past, and the
second time that she narrates the sacrifice at Aulis. (See 4-34, 209—27.)
Where the prologue speech told the story with reference to Agamemnon
and the army (until the climactic moment of attempted sacrifice), this
version is more detailed and emotional, told through Iph.’s own experi-
ences, moving backwards from the moment when she realises that her
father is about to sacrifice her, not give her in marriage, to the memories
she then recalls of leaving home as a bride. The recollection does not cast



COMMENTARY: 342-345 155

Agamemnon in a sympathetic light, as his daughter relives her piteous
appeals to him. But she throws no explicit blame on her father, reserving
her hostility for Helen and Menelaos. If it were otherwise, her viewpoint
would be at odds with that of Orestes, and we should have potentially a
very different sort of reunion between sister and brother. In fact, it is clear
at 549 and 553 that she pities the dead Agamemnon, and at gg2—4 she
explicitly states that she feels no anger towards him.

The speech develops in an associative rather than a strictly organised
way, as Iph. further explores her feelings and experiences. The final sec-
tion, in which she reflects on the rituals of Taurian Artemis, is not out of
place in this loosely structured sequence of thought, since the Taurian
priesthood is a direct consequence of her earlier misfortunes, but the
lines do follow oddly in the immediate context: see g8on.

342 &év: although intervocalic aspiration is unusual in Greek, this is
a fairly common tragic exclamation, usually indicating a transition from
one matter to another: ‘well now ...” (Collard and Stevens 2018: 8o-1,
Nordgren 2015: 221-2).

oU uév kopile: addressed to the Herdsman, who here exits. His part, if
he reappears among the captors who bring in Orestes and Pylades at 456,
will now be played by a mute, since the actor who has represented him is
required to play Orestes or Pylades.

343 6oiax ‘sacred things, things sanctioned by the gods’ is a likely
emendation for L’s ola. The obvious sense is that (while the herdsmen
fetch their captives) Iph. will make all the preparations for sacrifice.
Presumably she does so during the first stasimon (392—455), which imme-
diately follows her speech, rather than during the speech itself.

ppovTioUpefa ‘we shall take thought for ...” The middle is unusual, but
the word need not for that reason be considered suspect.

344-7 ‘Poor heart, previously you were always peaceable and full of
pity towards strangers, measuring out tears (‘a tear’) in proportion to
your kinship, whenever you received men from Greece into your hands.’
Iph. refers to the feeling of pity based on shared Greekness (kinship,
BoUudpurov = 16 6ué-) which she felt for her previous sacrificial victims (cf.
227-8 and n.). The address to the heart (or other body part connected
with thought or feeling) is an epic trope (clearly in TétAath 81 kpadin, Od.
20.18, but elsewhere, such as /l. 22.99, characters are said to address their
Bupds) and is used in tragedy in both trimeters and lyric (e.g. Med. 1056,
1242, lon 859, Or 466; parodied in Ar. Ach. 480—-9). Cf. also 839, 882
(address to the yux& in lyric). In the present passage the heart is so far
personified as even to have hands.

345 yoAnvés ‘calm, gentle’, applied both to the sea and to people, is
usually a two-termination adjective.
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347 MviK és xépas A&Pois: cf. gr0n.

348-53 Whereas previously she had pitied the Greeks she had to sac-
rifice, her belief that Orestes is dead has made her less sympathetic. The
argument has some resemblance to Achilles in 7/ 21.100—7: ‘Before
Patroklos died, I was inclined to spare Trojans ... why do you weep and
wail? Patroklos has died, who was a much better man than you’, except
that Achilles there addresses a kinsman of Patroklos’ killer (Jacobson
2000). Lines g51-9 explain her change of heart in generalising terms
(see below).

348 Ayprwpsba ‘have grown savage’, here in the metaphorical sense
‘cruel, unfeeling’, but perhaps with a glance also at the ‘savage’ Taurians,
who likewise display a lack of human fellow feeling. Cf. Soph. Phil. 1321
(Neoptolemos to Philoktetes): oU & fypiwoan.

349 This line is weak and unnecessary, a probable interpolation to
jog the audience’s memory. But they are not likely to have forgotten the
dream.

filov BAémreiv: 564n.

350 For AauBdvw in the sense ‘find to be’, compare Soph. Phil. 1051,
oUk &v A&Pols pou pdArov oUdev’ evoePf, ‘you will find no one more rever-
ent than myself’. From addressing her heart, Iph. turns to speak to the
unknown strangers who will shortly be brought before her.

351—3 ‘This too then is true, I have observed, my friends: the unfor-
tunate, having suffered themselves, are not well disposed towards
those [even] less fortunate.” Iph. now addresses the chorus in paren-
thesis, explaining the reason for the change of attitude she has just
described, before launching into more reminiscence of her own mis-
fortunes. The point she has just made is that whereas previously she
felt pity for those Greeks she had to sacrifice, now her own troubles
have destroyed those feelings and made her hostile. This is perfectly
explained by the lines in the form given: one might expect people to
pity those less fortunate than themselves, but the unfortunate are an
exception to this, precisely because they have themselves experienced
misfortune (adTol xakéds mwp&avtes). This requires only the emenda-
tion of Toiow edTuyeoTépors (which makes good if trite sense on its own
butis irrelevant in context) to Ttolo1 SucTuxeoTépols; there is no compel-
ling reason to follow some critics in deleting the lines. The sentiment
runs counter to the commoner Greek view associating suffering with
the ability to feel pity for others, from Achilles and Priam in /liad 24
onwards.

351 Av ... Micbnuar: the first verb is imperfect denoting a general
truth, the second perfect expressing the state which results from an act of
perception (cf. Hipp. 1403).
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&p(a) with imperfect here implies the realisation of something which
has always been the case: cf. 369 and see Denniston 1954: §6-7, Collard
and Stevens 2018: 174 (unlikely to be colloquial).

354—-8 The Herdsman believed that the sacrifice of two Greeks would
be recompense to Iph. for what was done to her at Aulis (357-9), but
Iph., despite her avowed lack of sympathy with the strangers, recognises
that only the sacrifice of Helen and Menelaos would provide satisfactory
vengeance. The chorus will respond with enthusiasm to her wish (439—
46), and later Iph. and Orestes find common ground before the recogni-
tion in their hatred of Helen (521-6).

355 ZUMTIANY&Sas: 124n.

356 fi W &mwwhsoev: Helen’s elopement with Paris brought about
the destruction of everything which made life worth living to Iph. (for
&moMupt in this sense, cf. 541). Again a point made briefly in the prologue
speech (8) is expanded and given greater emotional focus.

357 Mevédewv: tragedy uses both the epic form Mevédaos and the Attic
Mevédews; conveniently they differ metrically, which guarantees that the
Attic form is correct here (with *synizesis, scanned as three syllables).

iv(a) ‘so that’ in a final clause is followed by the indicative when, as
here, the action on which the purpose depends is unfulfilled or contrary
to fact (Smyth §2185c).

358 ‘... setting this Aulis here (¢v8&3¢ used adjectivally) against the one
there (the real Aulis)’. The Taurian city is described as Aulis because in
both places human sacrifice is, or was, offered to Artemis. dvmi8eioa (from
qvmitibnu) picks up the prefix of dvretipwpnoduny and emphasises the
equivalence of retribution that Iph. imagines.

359 GoTe pmoéoyov: GoTe is equivalent to s, ‘as, like’, as normally in
Homer and fairly frequently in tragedy. In Aesch. Ag. 2g2 Iph. as sacrificial
victim is compared to a nanny goat; both goats and cows are common sac-
rificial victims, and make a more decorous comparison than pigs, while still
emphasising the horror of butchering a human like an animal. The com-
parison of a girl to a heifer also works in a non-sacrificial context: see 27n.

xetpoupevor: cf. 330. The word (from xeip not xelpwv; see Beekes s.v. xeip)
usually refers to the capture or subduing of animals or human enemies.
Both are appropriate here because the Danaans must treat Iph. with vio-
lence like an animal before they can fulfil the purpose of their muster at
Aulis, the conquest of Troy. In a sacrificial context, the word may recall
347, MviK s xépas A&pors.

360 #ogalov: the imperfect is *conative, indicating that the Achaians
set about slaughtering her but did not do so (cf. 277, g20). But Iph. several
times uses the language of slaughter to paradoxical effect; cf. especially
770, 992. See Introduction, pp. 32-3.
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iepeUs ... ratp: although the Homeric poems are well aware of regular
priests, sacrifice in the epic is usually performed by the senior member of
the sacrificing community — the head of the household in peace time, the
chief commander in war. Thus, it makes sense that it is Agamemnon who
offers the sacrifice (and nothing is said of any regular cult of Artemis at
Aulis which might provide a priestess or priest). It also of course increases
the shock and pathos.

362—3 Iph. describes herself adopting the classic position of supplication,
kneeling in front of the person supplicated and grasping his knees with
one hand, while stretching out the other to his chin: see ThesCRA 111 203,
Naiden 2006: 44—9. (A less likely possibility involves deleting 363, so that
she only ‘aims’ (¢¢nkévmica, a metaphor from javelin-throwing) her arms
towards his face, and may not succeed in making physical contact at all.)

yeveiou ... yov&twv Te: the genitive regularly follows verbs of aiming,
hitting, and touching.

é€apTwpévn: literally ‘hanging upon’, used in a context of supplication
also at Hipp. 325 (cf. also IA 1226-7).

364-5 vupgslopar vupgsUpat’ aioxpd: the construction with cognate
accusative (a type of *figura etymologica; see Allan on Hel. 785) is particu-
larly noticeable when, as here, the relationship of the noun to the thing
it represents is a metaphorical one: this ‘bridal’ is actually a human sacri-
fice, hence odoxpd& perhaps = ‘unseemly’, but also ‘bringing shame’, par-
ticularly to the girl’s father. On the relationship between marriage and
death, see 369, g7onn.

365-8 Iph. imagines the normal scenes of rejoicing and music (the
aulos, the hymenaios song) when a bride leaves her home for marriage; on
pre-marriage customs at the bride’s house, see Oakley and Sinos 1993:
13—21, and for music and dance, 24-5. In JA Klytaimestra accompanies
her daughter to the Greek camp, but that is for a specific dramatic pur-
pose; here she remains at home and celebrates festivities for her daugh-
ter’s marriage there. A strong contrast is drawn between the two parents,
mentioned in successive lines. The extended direct speech (to g71) gives
a sense that Iph. is reliving her experiences in the present, which viv in
366 may hint at, as well as indicating the simultaneity of the wedding
preparations in Argos and the sacrificial preparations at Aulis.

367 Upvolow Upevaioow: the wordplay suggests a supposed etymology
for Yuévauos, the wedding song.

367-8 aUAciton 8¢ m&v pédadpov ‘the whole house resounds with the
music of the aulos’. Passive constructions are used in similar auditory con-
texts at (for instance) EL 691, Hel. 1453—4.

368 6AAUpeoba: by contrast with g56, the word is here used literally, to
mean ‘we are (= I am) being killed’.
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369 ‘So “Achilles” was Hades, not the son of Peleus.” For the sense of
8pa, see g51n. Euripides exploits the common tragic equivalence of death
(for an unmarried girl) with marriage: compare 856-61, juxtaposing the
rituals of marriage and of sacrifice, and see Rehm 1994. Here the appear-
ance of the underworld god in personal form as the bridegroom recalls
the rape of Kore-Persephone; see following note.

370 &pu&Twv ... 8xo1s: ‘in carriages of chariots’, but really the whole
phrase means simply ‘in a carriage’ (cf. Hipp. 1161, Suppl. 662). A bride
was usually escorted to her husband’s home in some sort of wheeled vehi-
cle: Oakley and Sinos 1993: 26—34. Given the ‘marriage to Hades’ motif,
the chariot may also recall that used by Hades to abduct Kore (Hom.
Hymn Dem. 17-20 and very many visual depictions; LIMC supp. 966—9,
nos 177-248).

371 This line seems to mark the end of Iph.’s remembered speech
to her father, but she continues to reminisce about her departure from
Argos.

372-6 A bride’s face (dppa, §72) was completely or almost com-
pletely veiled at her wedding until the moment when the veil was
removed by her husband (&voxcAumTfpia), and the veil was strongly
associated with aidas, the sense or representation of shame, modesty,
or bashfulness. See Llewellyn-Jones 2008: 155-80, 219—24; Cairns
1993: 305—7. Iph. is properly modest, and therefore so abashed at
the thought of her imminent wedding that she will not remove the
garment placed upon her in preparation for it, even to hug and Kkiss
her siblings. The face-coverings are Aemwt& (972) — ‘delicate’, ‘finely
worked’, rather than ‘thin’.

373—7 A final parting would naturally be accompanied by kisses and
embraces, and their absence is particularly poignant now that Iph. sup-
poses her brother to be dead. But at the time she reasonably expected to
make a return visit to her family as a married woman (cs figouo” &5 "Apyos o
m&Aw, §77); the defeat of her expectations and the omission of the fare-
wells come together to underline the pathos of her situation.

374 &5 viv 8AwAev interrupts the reminiscence with an abrupt cut to the
present and Orestes’ supposed death, making the lack of a farewell even
more bitter.

kaotyviTn: Elektra, not elsewhere prominent in Iph.’s thoughts about
her home in Argos.

375—6 TInAéws pédabpa: because Achilles’ father is still alive, and
because Achilles will shortly be absent in Troy, the palace to which Iph.
believes she will be going is described as that of Peleus.

376—7 &meBéuny ... és adbis ‘I put aside, stored up, for another time’.
For this use of afs, cf. 1312, 1452.
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378-9 ‘Poor one, if you are dead, what good things you have departed
from, Orestes, what an enviable state [derived from] your father.” The rec-
ollection of the last occasion on which she saw her natal home prompts
Iph. to pity her brother for being deprived in death of the happiness and
prosperity he must have enjoyed there.

Tratpds {nAwpéTtwv: Iph. reasonably supposes that Agamemnon still
enjoys power and prosperity (cf. 543, 6v Aéyouo’ el8oupoveiv); she has no
reason to imagine that he is dead, although the effect of her supposition
is ironic.

380 It is likely that before this line there is a lacuna in the text; other-
wise the transition is extremely abrupt, though not signalled by any par-
ticle stronger than &, and certainly in performance a pause would be
necessary. The narrative trajectory in which Iph. has been engaged leads
naturally to the abortive sacrifice at Aulis and her subsequent role in the
land of the Taurians, but the preceding two lines have led in a different
direction altogether. The missing lines could have returned briefly to her
own position as priestess in Taurike, far from the brother she presumes
dead; this would give a smoother sequence of thought.

380—9g1 This is one of several passages in which Euripidean charac-
ters express criticism of the gods or disbelief in some traditional aspect
of divine cult or (more usually) myth. There is a fine irony in having
the priestess reject the basis of the cult she has to practise (Ion’s shock
when he hears that Apollo, the god he serves, has fathered a child with
a mortal woman, Jon 436-51, is only partly comparable), but this is con-
sistent with the play’s suggestion that it is part of the divine plan for the
Taurian cult to cease and be transmuted into the ‘civilised” worship done
in Attica (see 1086-8 and n., with Athena’s endorsement of the new cult
at 1438-61). Moreover, it is important that Iph. expresses this ‘improved’
understanding of the goddess’ nature, since otherwise she might later
seem to be impious in pretending to Thoas that the goddess has rejected
the proposed sacrifice, and in moving the image. Her conclusions in fact
appear to be correct. This is unusual in Euripides, where characters’ views
of the gods are often undermined by the events of the drama itself (most
obviously in HI"1341-6), even though the author may seem to direct his
audience towards agreement or at least sympathy with the characters’
viewpoint (Introduction, pp. §6—7). This is also perhaps the only such
passage which explicitly moves from criticism to disbelief, although the
connexion is implicit e.g. in Bellerophon fr. 286, which is however a much
more shocking passage, arguing that the gods do not exist. Within the
play itself, Iph.’s scepticism here serves as preparation for eventual accept-
ance of the plan to steal the cult image and her view that Artemis would
actually prefer to be located in a civilised Greek setting. See also Sansone
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1975, arguing that the passage is crucial in the play’s exploration of civi-
lisation and barbarism.

380 &é: cf. 105n.

pépgopar: with this emphatic first-person, Iph. adopts a defiant pose
(see 386-8n.).

cogicpata: the basic meaning of the word is a clever device or contriv-
ance, and it is used in that sense at line 1041. Elsewhere in Euripides it
often carries negative connotations (for instance Hec. 258, Phoen. 1408)
and is frequently used as here to mean ‘sophistry’ in the modern sense of
a clever but specious argument (Phoen. 65, Bacch. 30, 489). Fr. 972 attrib-
utes deceptive cogiopata to the gods, but there the meaning is rather
‘harmful tricks’. Here the cogicuata constitute an over-subtle distinction
masking hypocrisy (one rule for gods, another for mortals: Bpotév pév ...
aUT) 8¢).

381 fitis refers to T7js 600, leading into a relative clause which explains
the subtleties that Iph. blames.

382—4 Pollution or ritual impurity could be caused by homicide or by
close proximity to birth or death, and rendered one unfit for contact with
the gods, at least for a certain amount of time, or until a rite of purifica-
tion had been performed, depending on the case. See Parker 1983, esp.
3279, 104—43. Iph. first takes the case of a murderer (poévos must here
have the sense ‘murder’ rather than ‘spilled blood’), to make the parallel
with human sacrifice: if someone kills another, Artemis keeps him from
her altars, considering him polluted (uuoapdv), but takes pleasure her-
self in sacrifices which equally involve the killing of humans. But more
than this, she rejects worship even if (fj kai ... 8iym) someone has been
in contact with a woman giving birth or has laid out a corpse. Not just
killers, but blameless people engaged in necessary life-cycle events, are
excluded from the goddess’ sanctuaries, making the double standard
more extreme. Line 82 has been suspected of being an interpolation,
adding nothing to the argument, but rather seems to make an effective
crescendo in Iph.’s indignation.

383 mpucapdv s flyoupévn ‘as thinking him polluted’, &g with parti-
ciple supplying a (pretended?) motive.

384 fi8eTan: a strong word, ‘takes pleasure in’, used in the same context
at g5, and in the parallel Iph. draws below at g88.

385-6 ‘There is no way that Zeus’s consort Leto would have given birth
to such foolishness.” &uofic/duabns, however, sometimes have a moral
sense; cf. HF g47, &uabtis Tis i 8eds (with Bond’s note), and probably Jon
916. Artemis could be neither so morally deficient nor so inconsistent:
Iph. moves from blaming the goddess to supposing that the Taurian view
of her is incorrect.
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386-8 ‘So then, I judge the feasts of Tantalos for the gods incredible —
that they enjoyed devouring his son.” Like Pindar (Ol 1.35-53), Iph. rejects
the story that Tantalos tested the gods by serving up his own son Pelops at
the feast he shared with them, and that Demeter, absorbed in grief for the
loss of her daughter, ate one of his shoulders. Though the parallel is hardly
exact, the point of contact is the idea of a deity demanding or acquiescing
in the slaughter of an innocent human being. Iph.’s disbelief may perhaps
apply only to the gods participating, not to Tantalos’ experiment (Sansone
1975: 288—9). Or there may be an implicit contrast: ‘/ (¢yw pév) don’t even
believe the story about Tantalos — but these people believe and practise
something worse.” &yc uév thus contrasts with tols & &v8&8” (even though
grammatically the latter depends on 8ok&®), but also, like péugouan in 380,
emphasises the speaker’s own choice to adopt a certain position, repre-
sented as superior to the alternative or common view. Similar is HI"'1541-3,
Herakles rejecting Theseus’ mythologically based consolation: éyc 8¢ ...
oUT ffiwoa T ToT oUTe Teicouan, and the Pindar passage mentioned above
(Ol 1.52): tuol & &mopa ... eimelv dpioTapan. Iph.’s example here brings
Greek and Taurian traditions into juxtaposition, but also refers to her own
ancestor (cf. 1, 200, 988). See Introduction, p. 38 and n. go.

387 8zoiov: dative because éomiduara is felt to have verbal force; éotidw
may take a dative (Diggle 1994: 106 n. 48).

388 fobfven: the infinitive, with the gods as implied subject, is in loose
apposition to Tavtédou ... éoTiGuaTa.

389-9o ‘I think that the people here, since they are themselves inclined
to homicide, attribute their defect (16 ¢allov) to the goddess.” The
rationalist view that concepts of the divine originate in projections of the
worshippers’ own qualities was already forcefully stated in Xenophanes’
famous observation that since Thracian and Ethiopian gods resemble
their human worshippers, horses and cattle, if they could draw, would
represent gods in horse and cattle form (D-K 21B 15-16).

391 Rejection of an improper view of the gods is, as often, followed by
a positive principle, here serving resonantly as scene-end. The principle
enunciated is borne out, or at least not contradicted, by the play’s events.

392-465 FIRST STASIMON AND CHORAL
ANAPAESTS

Choral odes seldom respond to the immediately preceding lines, and
the first stasimon follows the general rule in reflecting the issues of the
previous scene as a whole. The ode combines richly descriptive passages
evoking the distant (for the audience) and strange places of the Black
Sea coast with speculation about Greek travellers — those who set sail
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in search of gain, and those who might conceivably be able to save the
chorus members from their servitude in barbarian lands. The audience
perceives that this speculation about the strangers’ motives for travelling
to the Black Sea is ill-founded, and can guess that the wish for rescue will
have some link to the developing plot.

First strophe: the chorus invoke the Bosporos, recalling an early unhappy
journey from Europe to Asia, that of Io, and wonder what strangers may
now have arrived among the Taurians from Greece.

First antistrophe: Were they travelling in search of wealth? Such motiva-
tion can be harmful.

Second strophe: A romantic evocation of exotic maritime travel and the
Black Sea area. How did they manage to reach such places?

Second antistrophe: If only Helen might arrive here, as Iph. wished, so
that she might be sacrificed. If only some Greek traveller might arrive to
put an end to my slavery and let me return home.

Metre

The play’s first purely choral song is metrically completely different from
the anapaestic parodos. The first strophic pair mixes aeolic with iambic
metres, which allied with some textual uncertainty has the result that sev-
eral phrases can be analysed in different ways (indeed some scholars have
characterised the metre as predominantly dactylo-epitrite). The second
pair is much more straightforward aeolo-choriambic.

First strophic pair

3092-3 —Lou— —vu—uvu—u—— choriambus + alcaic decasyllable

407-8 —Lo—-—-vo—vu—u—~— cho + alc dec

394 Cmuuu—uu—u~— iambus + dodrans

409 C—uuu—uu—uU~— ia dod

395 —uu— v u— U—— iambic trimeter catalectic (ia ia
bacchius)

410 —euu— b U— U—— ia trim cat (ia ia ba)

396 o uu—— reizianum

411 o—uu—— reiz

397 ———v - pherecratean

412 ———v - pher
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400 c—o— ——
415 vmu— ==
401 ——0vu—u
416 ——0Cu—vu

404 - ==
419 - ==
405 —TTee-
420 ———u-
406 —_——— o -
421 ———vu-
Second strophic pair
422 ——— -
439 —--—- v
423 ——vu—vu
440 —TevTv
424 —T e
441 —mTev—
425 —vov v
442 v v
426 —o—u—
443 —voTv—
427 v————u

444 vTTe T

ia trim
[ia trim]

ia spondee
ia sp

hagesichorean
hag

archilochean
archil

2 sp
2 sp

glyc
glyc

pher
pher

glyconic
wilamowitzianum

telesillean
tel

dod B
dod B

cretic + ia dimeter
cr + ia dim

aristophanean
ar

wil

wil



428
445

429
446

430
447

431
448

432
449

435
452

436
453

437
454

438
439

COMMENTARY: 592-7

heptasyllable
hept

hept
hept

hept
hept

hept
hept
wil
wil
dod B
dod B

hept
hept

cho dim
[cho dim]
wil

wil

wil

wil

pher
pher

392—7 ‘Dark, dark conjoinings of the sea, where the gadfly that flew
from Argos crossed on the inhospitable [ocean] swell, exchanging Europe
for the land of Asia.” The reference to the involuntary wanderings of Io,
changed into a cow by Zeus and tormented by the gadfly (cattle pest) sent
by Hera, would easily be understood by the audience from the conjunc-
tion of oiocTpos and Apydbev and the reference to the Bosporos (392n.). Io’s
story, set early in mythological time and well known to include extensive
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travel to points east of the Greek world (cf. [Aesch.] Prometheus Bound
707-95 and Herodotus’ ‘rationalisation’ at 1.1.3—4), and especially con-
nected with the Bosporos, is used as a backdrop paralleling the sufferings
of the chorus and Iph., also Greek women in the east.

392 kudveon kuévear: the repetition is typical of Euripidean lyric: cf.
402 below and see 138n. kudveos refers originally to the appearance of
dark blue enamel; in early Greek, it is the darkness rather than the hue
which is predominant in the word, and this is probably the case here. The
Symplegades (124n.) were known as xudvean TéTpan; see 746 and n.

393 ouvodor 8add&ooas refers to the Bosporos, the strait which joins
the Propontis (Sea of Marmara) to the Black Sea, and which forms the
southern entrance to the latter. The name Bosporos, whatever its actual
origin, was etymologised as if from BoUs and wépos, ‘cow ford’, and said
to have been the place where Io crossed from Europe to Asia ([Aesch.]
PV 792-4; the reference thus leads naturally on to the mythological
connexion.

395 The text in L is defective, requiring two long syllables after
Siemépace in order to correspond with 410 in the antistrophe. woévtou is
the easiest supplement; ’lo¥s is unnecessary to supply the sense, and would
be positioned uncomfortably far from oloTpos.

396—7 For ‘Asia’ and ‘Europe’ in this play, see 1g2-5n.

399—401 The chorus suggest Sparta or Thebes as possible origins for
the travellers, referring to each by the name of its river. The Eurotas, flow-
ing through Laconia past Sparta itself, is characterised as reedy in Helen
(349-50); the reed is Arundo donax, the Mediterranean giant reed. Dirke
is a famous spring and river of Thebes. Natural waters may be character-
ised as oepvd because they are associated with the gods, often identified
themselves as divine.

402 iPacav ipacav: §g2n.

&uaxtov: literally, ‘withoutmingling’, therefore ‘unsociable,inhospitable’.

403-6 ‘... where human blood wets the altars and columned temples
for the daughter of Zeus’. But the shocking ofua BpdTeiov is emphatic-
ally postponed to form the last words of the strophe. The liquid used
transgressively in a religious context contrasts with the pure waters of the
Greek rivers in §99—401.

koUpat Aiau (dat. sg.) is equivalent to koUpan Aids. For this use of an adjec-
tive as patronymic, equivalent to the genitive, compare mai8’ Ayopepvoviav
(1115) and Ayauepvoveias Toudods (1290) for Iph., and Ayapeuvéviov 8énos
for Orestes (170-1).

Trepikiovas vaous: i.e. temples with columns all around their exterior, in
the Greek manner; cf. 72—5 and Bacon 1961: 192-f for the Greek form
of the sanctuary.
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407-12 ‘Have they, with surf twin-struck by pinewood oar (eidativas ...
Koas, gen. sg.) conveyed their naval vehicle over the sea waves, and with
breezes that drive forward the linen sails, escalating for their homes the
struggle that loves wealth?’ eidativas ... komas is gen. sg. depending on
poBiols ... BikpdToio, lit. ‘with twice-struck surf of pinewood oar’.

407 pobiois: properly an adjective ‘rushing, roaring’, potios is fre-
quently used as a neut. pl. substantive in tragedy, signifying the noise
made by sea water either when it breaks as a wave on the shore, or when
moved by oars. (With the transmitted text, po8iois must represent an
adjective, one of three qualifying in the dative: ‘with plashing pine-
wood double-striking oars ...”, but the text as emended, with its form
of noun-a adj.-b adj.-a noun-b, seems more characteristic of Euripidean
choral lyric.)

sidaTivas: conventionally translated ‘made of pine’, but éA&tn actually
means various types of fir (Abies alta, A. cephallonica, and others) which
were commonly used for oars in antiquity. See Meiggs 1982: 118-20. The
lengthened form eiddmvos is a metrical convenience found in epic (e.g.
Od. 2.424), from where it enters the poetic vocabulary.

408 8ixpéToror might indicate a ship with two banks of oars, as is usually
the case in prose, or more plausibly may refer to the impact of the oars on
the water either side of the ship.

409 #oTaidav: the most likely conjecture for L’s ¢émAeuoav. The verb must
govern véiov &xnua as direct object (and/or possibly eidativas ... xodTag
if this is to be read as acc. pl.), but mAéw never takes an accusative of the
vessel sailed in.

410 The commonest meaning of &ynua is ‘car’ or ‘chariot’ (used for
general transportation rather than in battle), but its ultimate derivation
from #xw suggests its more general application to mean anything which
holds or supports, as a carriage holds those who ride in it, and the sense
‘vehicle’ covers most of its uses. For the application to ships, cf. [Aesch.]
PV 468, Soph. Trach. 656.

MwoTrédpotoi T abpois ‘and with canvas-propelling breezes’; thus the
two methods of propulsion, oars and sails, sandwich the ship and its
movement.

411 @iAémAouTov &uidAav ‘wealth-loving contest’ or ‘striving’, a typ-
ically close-packed phrase indicating a struggle motivated by love of
wealth to attain it. Compare Medea 157, &uAlav ToAUTekvoY, ‘striving to
have many children’. &uAAa is not purely a ‘struggle’, but retains some-
thing of its usual notion of competition here: merchants are said to esca-
late (a¥fovTes) their &uidAa in their desire to surpass each other’s profits.
uerdBporow is dative of advantage: they struggle to gain wealth for their
houses.
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413-14 ‘For beloved hope becomes insatiable for men, to the ruin
of mortals.” This is a difficult phrase, which as given in L fails to corre-
spond with §98—-g and where Bpotév is highly suspect in close proximity to
&vBpwmois. No emendation is entirely convincing. In general terms, how-
ever, it is clear that the line’s function is to introduce the thought domi-
nating the second half of the antistrophe, that the love of gain leads some
into trouble. This would certainly be the case in the present instance, if
the travellers were indeed motivated by profit.

416-18 oqépovtar is middle: ‘... people who win for themselves a weight
of wealth ...” In the chorus’ view, wealth becomes a burden, something
unpleasant which they link with the need for toilsome travel: ‘wandering
over the sea-swell and travelling through barbarian cities’. The linked ideas
that seafaring for the purposes of trade is difficult and hazardous and that
merchants are driven by a powerful desire for wealth are found fairly often
in Greek literature, e.g. Solon 13.43-6, Soph. fr. 555, Pl. Grg. 472d.

419 868au: i.e. the aim or expectation of gaining wealth, which all such
traders share.

420-1 ‘For some their judgement of wealth is untimely, but for oth-
ers it reaches due measure.” All traders act in hope of profit, but while
some take risks which lead to disaster (for instance, ending up among
barbarians who practise human sacrifice), others make only appropriate
ventures. This interpretation depends on adopting pétpov for uéoov, nec-
essary because the meaning of ¢ péoov without further specification is
‘publicly’, ‘in plain view’, ‘common to all’ (LS] s.v. uéoos I1Ib), which gives
no sense in a context where a contrast is clearly required. Parker quotes
Hes. Op. 689—94 and Pind. Ol 13.47-8 for the association between xoupds
and pétpov.

oig Mév ... Tois & is an unusual variant for Tois pév ... Tois &¢; the relative
rather than the article in the first member is found also at Dem. 41.11,
and more commonly in Hellenistic and later Greek.

422-38 In the second strophe, under the form of a question (‘how did
they ...?”), the journey of the strangers is imagined, from the Bosporos
around the coast northwards and eastwards to the Tauric Chersonese.
The sea is depicted as a strange and magical place, associated with myth-
ical characters and the haunt of marine goddesses.

422 For the metre, see 439n.

ouvSpouddas TiTpas: a synonym for the ‘clashing rocks’, usually known
as Symplegades, at the entrance to the Black Sea. See 124n.

423-6 ‘How did they pass beyond the sleepless shores of the sons of
Phineus, hastening by the sea coast over the rushing waves of Amphitrite?’

423—4 The ‘coasts of the Phineidai’ should refer to the area around
Salmydessos on the west (Thracian) coast of the Black Sea, called by
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the author of Prometheus Bound ‘enemy of foreign sailors, stepmother
of ships’ (726—7, éx8pdevos vautaiot, pntpuik vedsv). Phineus was a king
of Salmydessos with a complex and variable mythology, best known for
his victimisation by the Harpies (Harpyiai, ‘snatchers’), bird-women who
seized his food and tormented him. According to the Catalogue of Women
(Hes. fr. 156 M-W), Kalais and Zetes, sons of Boreas and among the
Argonauts, succeeded by prayer in chasing the monsters away; the story
was also shown on the sixth-century chest of Kypselos (Paus. 5.17.1). It
is quite likely that, as in Ap. Rhod. 2.309—407, in return for this Phineus
gave the Argonauts guidance on their journey. In Apollonius he begins by
telling them how to pass the Symplegades and enter the Black Sea; geo-
graphically this is difficult, since Salmydessos is located some sixty miles
beyond the Bosporos, but if the tradition is old it may account for the
juxtaposition of the Symplegades and Phineus here.

&iitrvous, if correct (cf. Soph. OC 685, &umvor kpfijvar), indicates in con-
text the stormy nature of the coast (‘the breakers were never at rest’ —
England ad loc.), but it is also possible that it conceals some original
compound in -tvous — ‘blowing, blown’.

425 Amphitrite is one of the first mentioned Nereids at Hes. Theog.
240-64 (see 427—9gn.) and at 9303 she is apparently the wife of Poseidon,
certainly mother by him of Triton. Her name is very frequently used in
marine contexts.

427-9 The Nereids (see also 2773—4) were sea goddesses, daughters of
Nereus, of whom the best known was Thetis the mother of Achilles. Many
are named at /. 18.37—49, and in the Theogony (240-62) they are said to
be fifty in number. Dancing is a favourite occupation, from Bacchylides 17
(101-8) onwards. The choruses are ‘circular’ (¢yxUxAior), performed in a
ring, often a revolving ring. Despite some earlier assertions, kUkAiog xopos
is not a synonym for dithyramb: the latter, at least in origin, is a subset of
the former (Fearn 200%7: 165—70, Ceccarelli 2018: 162-6), and is well
attested for female choruses (Calame 1997 [1977]: 34-8). Particularly
close to the present passage and also describing the Nereids is JA 1054—7.

xopoi are both dances and groups of dancers; péAmoucw includes both
singing and dancing, which normally go together. There is an element of
self-referentiality in the chorus’ singing of choruses (‘the dramatic chorus
can temporarily appear to embody the one they describe’ — Weiss 2017:
80; see also Henrichs 19g5), and despite the exotic setting the passage has
some links with the maidens’ dances which the chorus recall at 1143-52.

430 TAncioTiolon: the breezes are ‘sail-filling’, from wiymAnu and ioTia,
cf. Od. 11.7, where the word is also applied to a wind.

431—4 ‘as the bedded(?) steering-oars shrill at the stern, in the south-
erly breezes or the breaths of Zephyros (the west wind)’. Ships were
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steered with mnd&Aia, a pair of large oars situated at the stern, but edvr and
euvaios normally refer to stones used as anchors, which keep the vessel still
asifin a bed. Here edvaicov may possibly indicate that the oars are perman-
ently fixed and never removed from the ship. oupi{évtewv vividly describes
the creaking noise made by the mnd&Aia, and suggests an imitative accom-
paniment on the aulos (Weiss 2018, esp. 154—5). The chorus continue to
imagine the journey towards the Chersonese, in a north-easterly direction
from the Bosporos, facilitated by the south and west winds.

435—7 The ‘land full of birds, the white coast, Achilles’ lovely race-
course’, if it is one place, refers to the island of Leuke, near the mouth
of the Danube, west of the Tauric peninsula, currently known as Ostriv
Zmiyinyy (Ukr. ‘Snake Island’). In antiquity it was famous as the post-
humous abode of Achilles, who had a sanctuary on the island; it was
uninhabited, and known also for the large number of seabirds which
flocked there, and which according to Arrian (Peripl. M. Fux. 21) hon-
oured Achilles by ritual ablutions of his temple. Arrian states that Leuke
is also known as the Racecourse of Achilles (Apopos AxiAAéws), which may
be an inference from the present passage. But Strabo (77.8.19) locates the
Racecourse in a quite different area of the Black Sea, at the mouth of the
river Borysthenes (Dnieper), and it is almost certainly identifiable with
the long and narrow sandbar known as the Tendra Spit, which would lie
between Leuke and the Tauric Chersonese on a coast-hugging voyage. It is
likely that Euripides is blurring the geographical lines of the latter part of
the journey and presents the Black Sea as a more or less undifferentiated
area. See also Hall 2012: 48-50 and for the sources Zeitlin 2019: 466—q.

It is strictly speaking implausible for the chorus at this point to asso-
ciate Achilles with the area, since like Iph. (597) they must be ignorant
of his fate. But at this point (contrast the antistrophe) the chorus are
singing not so much in their character of Greek captives as in the role of
a generalised commentator, with a panoramic view of mythological time
and space.

439-55 The final antistrophe, as often, marks a change of tone, in this
case from detached speculation to passionate personal emotion, as the
chorus first wish for vengeance on Helen, whom perhaps, like Iph., they
view as the source of their troubles, and then move on to their most heart-
felt wish of all: that a Greek ship would somehow arrive and deliver them
from slavery. It is unusual for a chorus to make such a specific allusion
to their own feelings, and there is a certain irony in the wish: though
the audience cannot yet know that the events now in train will free these
slave women, there must be some expectation of that possibility. The men
who will bring about their desire arrive on stage immediately the song is
finished.
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439 guxcicw Seotroouvols ‘through my mistress’ prayers’. The chorus
allude overtly to g54-7, where Iph. regrets that Helen has not been
shipwrecked in the Taurian land, so that she might have the pleasure of
sacrificing her. In fact, this passage is a kind of lyric re-working of the
earlier trimeters. Metrically the line is not exactly equivalent to 422, but
responsion between wilamowitzianum (as here) and glyconic (422) is not
uncommon. See Diggle 1994: 195.

442 TpwidSa MolUoa TéAv: not until 524 will Iph. and the chorus
learn that Helen has now returned to Sparta with Menelaos.

442-5 ‘... so that, encircled round her hair with a bloody dew, she
might die at my mistress’ throat-cutting hand’ or possibly ‘encircled
round her hair with a bloody dew by the throat-cutting hand of my mis-
tress, she might die’. Although the passive of £éAicow is usually close in
sense to the middle (‘whirl around’), a true passive sense for éAx8eica
is easy to intuit here; the construction is difficult because of the accusa-
tive dpboov aiparnpdv, where we might expect a dative (as at Hdt. 7.9o.1,
T&s kepadds eidixaro pitpmol, ‘they [the Cyprian kings] were encircled as
to their heads with turbans’). However, the dative here is used for the
agent (AoapoTtédpwi ... xept), and Greek sometimes retains in the passive the
accusative which would be found in the active construction (8é¢omowa &uel
ot éMooel Spdoov aiuarnpedy, ‘my mistress circles a bloody dew round
[Helen’s] hair’): Kihner-Gerth 1.125, 7. The shocking explicitness here,
compared with §54-7, is due to the vividness appropriate to lyric rather
than to any differential in the characterisation of Iph. and the chorus.
The picture is a composite one, as the chorus partially conflate the conse-
cration (kardpyeofor) by sprinkling water on the victim (see 4on.), which
the priestess would certainly do, with the slaughter, which she would be
most unlikely to perform herself even in the case of an animal victim, and
which in fact we learn later (622) is not her task. The priestess is nonethe-
less responsible for the sacrifice, and so can in a sense be said to kill the
victim, even if not literally with her own hands, as here (see 621n.).

8pbéoov aipaTtnpav out of context might mean simply ‘blood’, as pdoos
can stand for any moisture (255n.), but since it is described as encirc-
ling Helen’s hair it must indicate the water of consecration, sprinkled
on the animal victim’s head. ‘Bloody’ is then used metaphorically, as the
water denotes the killing which will follow; there is a striking confusion
of liquids.

446 Like Iph. (356-8), the chorus suppose that the sacrifice of Helen
would be adequate recompense for Iph.’s near sacrifice and consequent
sufferings.

44'7-55 It now becomes clear that the previous lines, echoing Iph.’s
earlier wish, were actually a foil to the sentiment that follows: of course it



172 COMMENTARY: 447-456

would be good if Helen could be suitably punished, but what the chorus
would really like would be for a Greek ship to turn up so that they could
be rescued from slavery and return home — an ironic wish in the circum-
stances (see 439—550.).

450-1 ‘... to put an end to the pain of my miserable servitude’.

452-5 ‘ForIwish that even [only] in dreams I might be(?) in my home
and my father’s city, the enjoyment of sweet sleep, the blessing of hap-
piness which is shared by all.” But the text here is very uncertain. It is
clear that, having mentioned their greatest wish in the lines immediately
preceding, the chorus now refer to the experience of being at home in
dreams. cupPainy must be wrong, since the meaning of cuppaivew is ‘come
to an agreement’, which is out of place here; cuveinv is possible (and helps
the metre), but not clearly right. Otherwise, with the text as supplemented
(k&v = kai ¢v) something is left to be understood, and the connexion of
thought is ‘Even in dreams I would choose to be home; [how much more
so in reality!]” This is very much easier with the emendation Umvewv for
L’s Yuvwv; the last two phrases, in apposition to the clause expressing the
circumstances wished for, refer then to the pleasures of sleep and dreams
which are accessible to everyone, no matter what their status or fortune.
But with different emendations and supplements (in particular ¢s rather
than xdv or xai) the chorus have been supposed rather to wish that Greek
sailors would arrive who could take them away to enjoy the pleasures of
home which now they can experience only in dreams. Proponents of this
interpretation generally wish to keep L'’s reading Guvewv, so that the chorus
think particularly of the pleasure of song when they recall their home.
This would anticipate their nostalgic recollection of the maidens’ dances
they enjoyed in their earlier lives (1148-52, the conclusion of the sec-
ond stasimon); but at this point, before the later passage, it is perhaps
implausibly allusive. Whatever the difficulties of the passage, the refer-
ence to dreams suggests the parallel between the chorus and Iph., who
has dreamed of being back in her home (44-55), even if it gave her no
pleasure.

456-65 At the conclusion of the chorus’ song, some anonymous
Taurian attendants enter from the parodos representing the direction away
from the town (Introduction, p. 23), leading Orestes and Pylades, bound
as captives. On the identity of these attendants, see below, 466—-642n. The
chorus meanwhile respond to and announce the entry, as often, in ana-
paests, making a transition metrically between the preceding lyrics and
the following trimeter scene. Anapaestic entrance announcements in
Euripides are typically associated with what Hourmouziades (1965: 140—
1) and Halleran (1985: 11-18) call ‘moving tableaux’: complex entrances
involving more than one person, and often proceeding at a slow pace.
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L gives 456—62 to Iph., but an announcement of this sort by a character
other than the chorus would be unparalleled. The change was probably
made because ¢iAan in 458 suggested to a scribe that Iph. must be address-
ing the chorus. But there is no reason why the Chorus-leader should not
thus address the other chorus members.

458 Tpéopaypa: 243—4n.

459 &xpofivia: 72—5n. Here, however, the word has an unusual applica-
tion, appropriate to a scenario of human sacrifice: the two young men are
the finest offerings from the Greeks. Similarly at Phoen. 204 the chorus of
Phoenician women making their way to Delphi as an offering (though not
a sacrifice) to Apollo use this word to describe themselves.

461 #Aaxev: this poetic word (present tense Adokw) has the primary
sense ‘shout’, but frequently indicates a solemn proclamation, like
that of an oracle (cf. 976). It is a rather grandiose word to describe the
Herdsman’s speech, but the chorus are thinking of the strangers’ arrival
in religious terms.

463—6 ‘Lady, if this city performs these things (in a way) pleasing to you,
receive the sacrifices, which our custom declares to be impious.” The cho-
rus/Chorus-leader’s address to the goddess at first seems to be couched in
traditional terms, with the conditional expressing a wish that the sacrifice
should be acceptable. But in context, especially after Iph.’s doubts at §8o—
91, it must be very uncertain whether human sacrifice is in fact pleasing
to Artemis, and the chorus immediately go on to express the disjunction
between Taurian custom and their own (6 wop’ fuiv vépos). For Greeks, such
sacrifices are very definitely not pious or permissible (oUx 6oias).

464 TéMis §8e: although not Greek, the communityis several times called
a mwoMis in the play (cf. 595, 1200, 1212, 1214, 1417); see Introduction,

pp- 17-18.

466-1088 SECOND EPISODE

The long scene from 466 to 1088 is best analysed as a single epeisodion in
which the shifting relationships between Iph., Orestes, and Pylades are
displayed. The kommos at 643-56 is very short and does not function like
a stasimon to mark an emphatic break between scenes, despite Iph.’s exit
into the temple at that point. The lyric dialogue between Orestes and Iph.
at 827-99 is longer, but does not lead up to or follow any entrance or exit.
Nonetheless, the two lyric sections can be seen to subdivide the episode
into three parts.

466642 First trimeter section of episode. This can further be divided into
two, not through formal criteria but in terms of plot development. In
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466-577, Iph. questions Orestes and discovers her brother is alive; in
578-642, she sets out the plan to send Orestes home with a letter to her
family, chiefly her brother. She then enters the temple to collect the letter,
which is already written.

When Orestes first speaks, he abruptly rejects the priestess’ sympathy,
and in the following *stichomythia, in which Iph. seeks to learn more
about him, he continues his hostile and uncooperative stance, eventually
provoking her to criticism in r04. His attitude enables the recognition to
be postponed for nearly 400 lines, but it is also psychologically appropri-
ate for a captive condemned to death who is being interrogated by one
implicated in that death. His revelations of matters following on the fall
of Troy contain little news to surprise the audience; what is interesting
here is Iph.’s reception of what she hears (she rejoices at the death of
Kalchas and the misfortunes of Odysseus, for instance, since she blames
them for her own plight) and the way in which both parties express them-
selves guardedly, further postponing their recognition. At several points
in the long stichomythic exchange it seems that their identity must soon
be revealed: at 499 Iph. asks Orestes’ name (but he refuses to tell her),
at 540 Orestes is struck by Iph.’s knowledge of Greek affairs and asks who
she is (but she says only that she is from Greece), and at 550 he is sur-
prised by her evident distress on hearing of Agamemnon’s death (but
she claims to be lamenting only a change of fortune). The discrepant
knowledge of the two principals, each having crucial knowledge that the
other lacks, and of the audience results in some particularly complex and
sustained dramatic irony. At the same time, the tension mounts as the
possibility that the sister will sacrifice her brother, which seems on the
surface likely at the beginning of the scene, first recedes with Iph.’s plan
to send Orestes home with her letter, then returns as Orestes determines
to change places with Pylades.

Iph.’s questioning also leads to a gradual shift in Orestes’ attitude,
paving the way for the eventual recognition. Her own fellow feeling
grows as she realises that like herself the stranger is from Argos (509),
and hears his news that Orestes is still alive (569). But during her ques-
tioning Orestes, at first truculent, is gradually drawn into the inquiry,
as he realises (540) how well informed she is about Greek affairs.
Sympathy grows between the two, as even in the depths of his plight
Orestes admits that the priestess has a good reason to inquire about
matters in Greece (542), and his replies become less brusque, so that
when Iph. puts forward her plan he responds positively and simply sug-
gests a modification. This change in Orestes’ stance allows Iph. to make
important discoveries, but also reveals to the audience the extent of
their shared concerns.



COMMENTARY: 466-1088 SECOND EPISODE 175

Iph. has probably remained on stage during the first stasimon, and
at its close some anonymous Taurian attendants enter, leading Orestes
and Pylades, bound as captives. The identity of these attendants and
their movements on and off stage is a difficult problem. At 468—71, Iph.
commands a male group to untie the captives and go into the temple to
make preparations; at 638, preparing to enter the temple herself, she
tells some mpdomodor to guard the captives without bonds; at 725-6 she
re-enters from the temple and again orders a male group to go inside to
assist those preparing the sacrifice. Who are these groups? There are four
main solutions to the problem: (1) To delete 470-1 (Bain 1981: 38—9,
tentatively). (2) To suppose that only some of the mute extras enter the
temple at 471, leaving others on stage to be addressed at 638 and finally
dismissed at 725-6. (3) To posit a group of male attendants already on
stage at the beginning of the scene, who have entered in the parodos
along with the chorus and assist with the choai. Orestes’ and Pylades’ cap-
tors are addressed at 470-1, and this other group at 638 and 725-6. (4)
To suppose that the attendants are dismissed into the temple at 470-1;
the mpdomoror addressed at 638 are the chorus; and Iph. is accompanied
at her re-entrance by attendants whom she then immediately dismisses
(Kyriakou 162).

All these solutions are open to objections. (1) The lines are certainly
similar to 7256, but there appears to be no plausible reason for inter-
polation. (2) There is no indication that only some of the attendants are
addressed, and it is perhaps awkward to have Taurians on stage during
the conversation between Iph. and Orestes, which includes the plan to
free one of the captives — but see below. (3) There is no indication in
the parodos that any attendants or ritual assistants are present other than
the women of the chorus, and no need for their presence either. (4)
mpdéoTotor could be attendants of either gender, and the word would cer-
tainly be an appropriate one for Iph. to use to the chorus as her temple
servants (cf. duwai, 143), but it would seem odd for her to be accompan-
ied by male attendants at 725ff. and pointless, bordering on farcical, for
them to enter only to exit back into the skéné immediately.

On balance, a version of (2) seems the best solution. The attendants
sent into the temple at 470-1 are entrusted with making ritual prepar-
ations (evtpetilete), while those addressed at 648 and dismissed at 725-6
are asked in the latter passage to assist in preparations (mapeutpeTieTe)
for those in charge (Tois ¢peotdo1 opayfit). The first group, then, seem to
belong to the temple and probably are to be identified with those who will
take care of the actual slaughter when Iph. presides over the sacrifice (624
with n.). The second group are unskilled guards, perhaps in the employ
of the king, at whose command they may be assumed to accompany the
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captives despite having handed them over to temple authority. The dis-
tinction between the two groups could easily be seen in their dress and
demeanour at their joint entrance at the start of this scene. The guards
remain onstage with their charges until they are sent inside at 725-6, but
retreat into the background where they can be supposed to be effectively
out of earshot, and are certainly out of the audience’s minds.

466-577 Iphigeneia asks Orestes for news of Greece.

467-8 ‘First I must think about the affairs of the goddess, so that they
may be in a proper state.” After her rebellious theological speculation in
the preceding scene, and following the break provided by the first stasi-
mon, Iph. resumes her dutiful persona as priestess of the Taurian Artemis
(the *extra-metrical eiév signifies her change of discourse; see 342n.). Her
first concern, as she says, is to make all the cult arrangements properly.

468—9 ‘Untie the strangers’ hands, so that, being sacred, they may no
longer be bound.” Iph. here addresses the attendants (see 466-642n.).
Just as sacrificial victims must be uninjured (cf. §28—gn.), so their looks
must not be spoiled by bonds. Animal victims were in fact frequently con-
strained by ropes when led to the altar (Naiden 2007: 69g—70), but those
kept in a sanctuary and hence already, in a sense, dedicated to the deity
were allowed to roam free (&geta) before the sacrificial process began; see
Pl. Criti. 119d and ThesCRA 111.321-3.

470-1 The attendants are revealed to have some ritual knowledge and
experience, as Iph. trusts them with making the correct preparations (see
466-642n.).

egtpemifete: Iph. picks up on the Herdsman'’s earlier injunction to have
everything ready (e¥tpemf], 245).

& xpM ... kai vopilerar, ‘what should be done and is customary’, is typ-
ically vague and inclusive religious language (cf. ois xpt) ... 8ev, Heracl.
30Q9—400; ois xpt) kal ofs Béuis, Kleidemos FGrH 329 F 14), but in the con-
text of human sacrifice this vagueness may assume a menacing undertone.
By contrast, in the parallel passage at 725-6 she is quite open in referring
to ‘those who are responsible for the slaughter’ (Tois ¢peoTddo1 oparyfit).

"1l Toig Trapolotr ‘in the present circumstances’.

471-3 The temple personnel enter the temple/skéne, leaving Iph. on
stage alone with the two captives, with the guards and the chorus at a dis-
tance. Once again (cf. 466) an *extra-metrical word (9eU) marks a change
of tone, this time from the businesslike delivery of 466—71 to a quite dif-
ferent mood. At 344-53 she had claimed that her own misfortunes made
her less sympathetic to those of others, but now she reverts to what she
then presented as her habitual mode of pity, increased here by her dis-
cernment of a situation parallel to her own. Assuming the two young men
are brothers (at 498 she will learn, in response to her question, that this is
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not the case), she thinks first of their mother, then their father, and finally
wonders, significantly, whether they have a sister.

479 The line is tacked loosely on to the preceding: ‘[who was the
mother who once bore you], and your father, and your sister, if she hap-
pens to exist/have been born?” The question is a variant of the Odyssean
Tis TéBev eis dwdpddv; Ok To1 TONIS N5E Tokfies; (Od. 1.170, etc.), but reflect-
ing the speaker’s own concerns.

4'74—5 ‘What a pair (= what a fine pair) of young men she will lose, and
be brotherless’: oiwv is exclamatory. The irony is obvious: the imagined
sister is the speaker herself, who thinks her brother is already dead, but is
in fact set to lose him through the sacrifice she will perform.

4756 ‘Who knows who will have such fortunes?’ or more literally
‘Who knows such fortunes, to whom they will be?” The common theme
of the uncertainty of the future occurs here for the first time in the play,
though TUxn was mentioned in passing at 89. See 865n.

476-8 The uncertainty of life is here linked to the impossibility of
knowing the will of the gods and to the misleading nature of Tixn. Such
universalising sentiments are felt to have consolatory force.

Itis possible that line 478 has been incorrectly added from another play
and should be deleted, or, alternatively, that in line 4%% the manuscript
reading xaxév (rather than cagés) is correct and a missing line follows,
containing a clause in which xaxév is subject (for instance ‘no one knows
from where any evil comes and to whom’). But the sequence of thought is
clear and not unduly repetitive without such remedies: the gods’ designs
are unclear because (478) ‘chance leads [us] astray into ignorance’.

479 Iph. knows that the two young men are Greeks, but is naturally
curious to know from which Greek city they come. The question is a con-
ventional one in epic, yet the phrasing here also suggests pity: what Greeks
would wish to come to Taurike?

480-1 81& pakpol ... pakpév ... xpévov: the strangers have come from
far off (81& uokpoU probably with spatial sense) and are destined to spend
along time (used euphemistically to mean ‘forever’) under the earth, far
from their own land.

482—3 ‘Why do you bewail these things, and upset yourself with matters
which concern us (two)?” Orestes roughly but understandably rejects and
reproves Iph.’s pity: it is nothing to do with her, he thinks.

fiTis €l ot moe is frequently found emphasising 8oTis. Orestes is not
yet really interested in the priestess’ identity (contrast 660-8).

484—9 The main reason for Orestes’ resentment now becomes clear:
he does not want pity from his killer. He then moves on to consider self-
pity, in the case of one about to die, which he rejects as both useless
and demeaning. (If, however, the manuscript reading 8aveiv rather than



178 COMMENTARY: 484-492

kTavelv is adopted in 484, the whole of 484—9g refers to those facing death,
with no reference to the killer — a less interesting sequence of thought.)

484-5 ‘I don’t consider it wise, when someone who is about to kill
wants to overcome the fear of death (ToUAé8pou = ToU SAéBpou) with pity.’
To be pitied by one’s killer does not reduce the fear of death, and pity is
therefore pointless. copoév is probably neuter and impersonal rather than
masculine (‘I don’t consider him wise who ..."); for the type of construc-
tion, see 606n.

487 os: like dote (as often in tragedy) introducing a consecutive
clause, here with indicative: ‘so that he joins two ills together from one’.

488—9 pwpiav T dpMokaver BvMioker § dpoiws ‘he incurs the charge of
foolishness, and he dies just the same’.

489 THV TUXNV & £&v xpewv: not, probably, ‘one ought to let fortune
take its course’, but a response to Iph.’s thoughts on tUxn at 475-8: one
should forget about ‘fortune’, not talk about it (Kyriakou). ¢&v is pres.
infin. of ¢&c.

490-1 Orestes concludes his rebuff of Iph.’s expressions of pity with
the point that he and Pylades are well aware of what is in store for foreign
captives of the Taurians. So they knew the risks when they arrived.

492-575 Iph. now begins to question the strangers, her main motive
in doing so being to glean any scraps of information about the Greek
cities. Orestes, at first unwilling to co-operate, is gradually drawn into
the inquiry (see 466-642n.), and eventually Iph. learns that her brother
is still alive. For a detailed analysis of the scene, in particular its use of
*stichomythia as a means of extracting and conveying information (to a
character rather than the audience), see Schwinge 1968: 270-92. There
is a delicate balance of power between the characters: Iph. has power and
authority, but Orestes has information that she very much wants, and at
first is extremely reluctant to share it.

492—-3 The largely *stichomythic section begins with two lines given to
the first speaker; for couplets at or near the beginning of stichomythia,
cf. 69—70, 795-6, and see Diggle 1981: 110-11. At 249, Iph. had learned
that one of the strangers was named Pylades, which remains her only clue
as to their identity. This is then a natural starting point for her question-
ing. The text seems unlikely to be right. “‘Which of you, named here, is
called Pylades?’” makes little sense. A reference to 249, where in response
to Iph.’s questioning the Herdsman revealed that he had heard one of the
strangers address the other as Pylades, has been suggested, and indeed the
perfect passive participle ovopaopévos could mean ‘having been addressed
by his name’. But év8&8e without other qualification should mean ‘here’
(in front of the temple) rather than ‘there’ (further along the shore), and
the pleonasm cvopaopévos ... kékAnTor may also be suspicious.
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494 ‘He is — if it is really any pleasure for you to learn this.” Orestes
answers because he is already engaged in conversation with Iph., but he
remains curt and dismissive of her interest.

év fdovfjiz a common idiom. &v fBovfi eivai T = ‘to be a pleasure to
someone’.

495 “EMAnvos: 341n.

496 Ti ... wAéov A&Pois; ‘what would you gain ...?’

497-8 Rather than pleading further, Iph. changes tack. At the begin-
ning of the scene, she had assumed the two young men were brothers, but
now she realises this is not certain. Orestes’ reply stresses their friendship
over their actual kinship, that of first cousins, which is not revealed to Iph.
until g16-18.

499 The parent or parents who formally give a name are said to ‘affix’
(TiBecBon) the name to the child. Sometimes in hexameter verse it is the
mother who is said to do this (Od. 18.5, Hom. Hymn Dem. 122), but in
classical Athens it was generally the father’s prerogative, at the dexérn or
tenth-day ceremony after the child’s birth.

500—4 ‘Unfortunate’, hardly a probable personal name, must be felt
by Orestes to be appropriate not only in view of the present situation and
his imminent end, but because of his whole life story. His reluctance to
reveal his name is dramatically necessary if the recognition is not to be
accomplished prematurely, but his reasoning has some plausibility: his
name is not necessary for the sacrifice, and by concealing it he will pre-
vent his enemies from mocking him. The oé®ua/8vopa contrast is a variant
of the distinction between names and things which is so common in late
fifth-century literature and especially in Euripides, notably in the often
comparable Helen (Solmsen 1934, Lush 2008: 173 with further bibliogra-
phy). But it does not satisfy Iph., who in 503 expresses her frustration and
some criticism of Orestes’ stance: ‘are you so proud?’

500 T6 piv Sikaiov: the phrase is adverbial, ‘rightly’. uév hints at another,
less appropriate name, but Orestes has no intention of revealing it.

501 Iph. continues her exploration of Tuxn despite Orestes’ rejection
of its relevance (478, 489). See 865n.

502—3 These lines are almost certainly wrongly ordered in the manu-
scripts, and most editors agree on the order here printed. 504, ‘It is my
body you will sacrifice, not my name’, makes a much better rejoinder to
501 than it does to 503, ‘Why do you begrudge this? Are you so proud?’,
to which in turn 502 makes a good reply and explanation.

505-8 This exchange at last, when Iph. scarcely expects it, results in
some concrete information. At first, as she expects, Orestes refuses to give
his city’sname, because (y&p = ‘no, because ...’; see Denniston 1954: 73—4)
to do so will bring him no gain, as he is about to die; this complements his
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earlier (incorrect) supposition at 496 that his personal information could
be of no advantage to Zer. In more normal circumstances, a stranger gives
his name and origin to the people who receive him, as part of the ritual
of hospitality, which will give him some protection in a foreign land. But
when pressed, Orestes reveals his origins as a favour (x&pw, 507), though
he expects no recompense.

506 ‘No, for you seek (something of) no profit (to me), as from one
who is about to die.” To name one’s city might sometimes be advanta-
geous, leading to the discovery of unknown connexions — as of course it
will do; Orestes is mistaken, and there is irony in the line.

508 Orestes’ vocabulary is now proudly epic, perhaps with irony given
his plight. He produces a variation on the usual Homeric form 16 8¢iva
eUyopau eivan, ‘I claim to be x” (e.g. Il. 6.211), saying instead ‘I claim glori-
ous Argos as my country’. More commonly émeiyouct means ‘pray’ or
‘curse’ rather than as here ‘boast’.

509 Trpés Beidv intensifies a request, and here suggests eager, urgent
inquiry and perhaps a degree of surprise: cf. Jon 265, Hel. 660, Xen. Oec. 7.9.

510 Yy’ qualifies and expands Orestes’ affirmative reply: ‘Yes, from
Argos, and actually from Mycenae’ (Denniston 1954: 133-5, and cf.
below 807, 821). In this context, Mycenae indicates the city, Argos its ter-
ritory, the state: see Said 1993: 171-3.

515-16 The exchange underlines the very different viewpoints of the
participants, with Iph. eager to hear news of Argos, and Orestes even
before his capture, at 78ff., expressing his horror of the place where he
finds himself. His reply to Iph.’s statement that his arrival is ‘desired’
(ToBewds) is sardonic: ‘not by me, but if it [my coming here] is by you,
then be in love with it!” See also 540—2n. For ¢pdw applied to a similar
enthusiasm for information, cf. 530. Many editors, however, prefer to
read To08 &pa: ‘you see to it’ = ‘that is your business’. The whole sequence
of question and answer reads best if these lines are transposed here.
Certainly nothing should stand between 519-14 and 517.

511 ‘Having left your country as an exile, or in what manner?’ The full
phrase is &maipw vaidv, with genitive of the place left, but the direct object
is very frequently omitted, in prose as well as verse.

512 ‘I am in exile — at least in a certain way — unwilling and willing.’
The typically Euripidean paradox in oUy éxcv ékcov (compare, for example,
Hel. 138, 1e6v&on kol TeBvdot) expresses Orestes’ position well: he did not
wish to be driven from Argos by Erinyes, but equally he is not an invol-
untary exile (puyds) in the normal sense. However, the formulation does
not seem to encourage further questioning, and Iph. does not supply it.

514 The comment implies assent: ‘yes, as an aside to my misfortune’.
A Tmépepyov is a side issue, something tangential to the important thing.
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Orestes means that the trouble of answering Iph.’s questions does not
increase his misery very greatly.

517 Iph. here begins to reveal why Orestes’ arrival is so ‘desired’ (515);
as someone who has left Greece only recently, he must have up-to-date
news of matters which concern her. Realistically, it is likely that she could
have learned from earlier Greek arrivals at least some of the information
which Orestes goes on to give her, but the stranger’s Argive origins sug-
gest that he will know more detail about what concerns her most, and the
dream has given her inquiries a new urgency.

fis &mravtaxol Adyos: Wright (2005: 138—9) sees here, as in many pas-
sages of the play, a meaning going beyond the immediate context: Troy
is everywhere spoken of not only within the dramatic frame, but in a nod
to the audience as a myth with which all contemporary Greeks are famil-
iar. Elements of this ‘metamythology’ (Introduction, p. 11) can be seen
throughout the question-and-answer session which follows.

518 ‘If only I did not (know of Troy, with &id¢von understood), not even
seeing it in a dream!’ &g is exclamatory: ‘how much I wish ...” One regu-
larly ‘sees’ dreams in Greek rather than ‘has’ or ‘experiences’ them.

520 fikoucate: plural because referring to all the inhabitants of the
Tauric Chersonese.

521-6 Iph.’s first inquiry concerns Helen, whom she identifies as the
ultimate cause of her misfortunes (cf. 8, 356, etc.), and this view seems to
be shared by Orestes at 522 and 526. Both have suffered, and yet Helen
has returned unpunished.

521 8®pa probably means ‘household’, rather than the physical house.
According to the Odyssey (3.305—12) it took Menelaos seven years after
the fall of Troy to reach home. Orestes’ fike: may refer to Helen’s return to
her old home, however, amplified at 524. When Iph. asks ‘where is she?’,
she must still be uncertain of this, and in linking this question with the
statement that Helen owes her something for an injury, she is thinking
back to her earlier wish (354-8, echoed by the chorus at 439—46) that
Helen and Menelaos might arrive among the Taurians to be sacrificed.

Mevédew: 3570.

522 The statement is strictly speaking untrue, for Helen’s return did
not cause Agamemnon’s death (tév éuév T, ‘to one of mine’). Orestes’
remark represents the fusion of two ideas: first that Helen’s transgression
was the original cause of the Trojan War, which itself indirectly entailed
Agamemnon’s death, and secondly that she survived while Agamemnon
was killed.

523 ‘She owes me too some evil’, i.e. she deserves to suffer in retri-
bution for the ills she inflicted on me. mpougeidw (contracted form of
Tpoogeirw), literally ‘owe beforehand’, probably indicates simply that the
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debt is acquired before it is paid; it thus differs little in meaning from the
simple form 6geiAco.

525 Micos: ‘hatred’ is equivalent here to ‘hated person’. Cf. Soph. Ant.
760.

526 ‘I too have had some profit from that woman’s marriage’ (plu-
ral yd&por is frequent in singular sense); as response to the previous line,
dmédavoa is used ironically. Iph.’s comment has assumed that all the
Greeks have reason to hate Helen, as the cause of a long and destructive
war. Orestes’ reply therefore, though enigmatic like 522 (and Iph.’s 523),
need not arouse much curiosity; anyone who had lost a friend or family
member in the war might say as much. There is a further layer of irony in
this exchange in that both participants are absorbed in what they think
are their private ills, little realising that their interests in fact overlap.

528 ‘How you interrogate me, putting everything together at once!’
Iph.’s questioning continues, but the main thrust of Orestes’ protest is
the difficulty of answering the implied question referring to the differing
fates of the various returning Greeks.

529-30 Iph.’s explanation (signalled as such by y&p) is remarkably
blunt, but Orestes yields to her request, with an air of resignation. For
gweidn) o0’ &pdus cf. 515—16 and n.

531—3 After Helen, Iph. turns to the person next to blame, in temporal
order, for her misfortunes, the prophet who announced that her sacrifice
was required (cf. 16-24), and is pleased to hear of his death. Euripides
omits the circumstances of Kalchas’ demise, which occurred through
pique when he found that his rival Mopsos was able to answer his chal-
lenging questions and so proved himself a better seer (Hesiod 278 M-W,
Pherecydes FGrH g F 142). The story would gratify Iph. by suggesting that
Kalchas’ prophetic powers were limited, but it would be a distraction in
the lead-up to the question about Agamemnon which the audience must
suspect will be the climax of the interrogation, and which could spark the
recognition.

533 @ TroTvi: Iph. calls on her patroness Artemis, perhaps implying
that she has rightly punished Kalchas.

yé&p: the so-called ‘progressive’ use, common in tragedy and comedy
but much less so in prose, referring forward and marking a transition to
a new subject in question-and-answer exchange (Denniston 1954: 82-3).

533-6 Iph. turns next to Odysseus, who engineered the ruse which
brought her to Aulis. Orestes, who did not respond to her pleasure in the
death of Kalchas, seems more sympathetic to Odysseus, who he feels has
troubles enough without Iph.’s curses (kateuyopor = ‘pray against some-
one’, ‘pray for bad things’). The Odyssey shows that rumours of Odysseus’
survival (80118, ds Adyos) reached Greece; in particular, 4.554—60 confirms
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that he was still alive when Menelaos was in Egypt, while Telemachos has
already (g16-21) told his host of the dreadful state of Ithaca (wdvra
TéKelvou vooeT).

537—40 Iph.seems to have a particular interest in the man she was led
to believe she would marry (25, 216-17, 369—70). Parker suggests that
the unusual word order of 597 could reflect difficulty in formulating the
question, due to her emotion; mais is unexpectedly delayed and separ-
ated from ©¢midos. It is perhaps somewhat contrived that Orestes’ reply
should be ‘he got no benefit from his “marriage” at Aulis’ (he must mean
‘from the expedition which set out successfully because of the sacrifice’),
but it enables Iph. to display her knowledge of the event, which in turn
leads to Orestes’ surprise that she is so well informed and interest in her
identity.

539 86Ma yép: explaining &\ws, ‘Yes, his marriage was in vain, for it
was deceitful, as those who suffered it know.” This must appear enigmatic
to Orestes, although it could perhaps be taken to refer to the presumed
death of both ‘sufferers’. In Iph.’s real meaning, oi wemov8dTes applies to
herself, in accordance with the tragic convention whereby women may
speak of themselves in the masculine plural, especially in generalising
contexts (see Barrett on Hipp. 1102-5).

540-2 Orestes’ direct question “Who are you?’ (with o6 intensifying
the question, as often; see 483n.) is softened immediately by ‘How well
you know matters from (1&g’ = t& &mwd) Greece!’, so that Iph. can reply
by explaining only that she is from Greece herself, and thus no progress
towards a recognition is achieved. However, Orestes at last is able to feel
some sympathy with her wish for knowledge; épfds mobels (dpbids = ‘rea-
sonably’, ‘justifiably’) picks up mwo8ewds at 515, in response to which he
had brusquely rejected her ‘desire’.

543—-4 Iph. now reaches the questions which concern her most directly,
but both she and Orestes (who clearly understands her meaning) are
reluctant to name Agamemnon. ev8apoveiv, for Iph., must refer primarily
to prosperity and power: Agamemnon was ‘happy’ above others (cf. 379
and n.). Orestes naturally sees a more basic sense: ‘the one [ know of is
not among the happy’.

547 v euppav8d ‘so that I may be made happy’, that is ‘as a very great
favour’. In fact the news will not cause any happiness.

548 Twa is Orestes himself, Agamemnon’s death having started the
chain of events which has brought him here.

549 On Iph.’s attitude to her father, which here seems to begin to shift,
see 211-121.

550 M@V Trpociiké oot, ‘surely he was not related to you?’, is obviously
ironic for the audience, but may be spoken with some indignation on
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Orestes’ part. Why should this unknown woman weep for Agamemnon’s
death, when it is Orestes himself who has truly suffered from it?

551 Iph.’s reply shows remarkable self-possession and quick thinking,
as she pretends to be saddened by Agamemnon’s death merely as a gen-
eral example of the precariousness of good fortune.

552 £k yuvaukés ‘by his wife’, not merely ‘by a woman’ (which might
require Twos), since Iph. understands the killer’s identity without further
questioning.

opayseis ‘slaughtered’, not merely ‘killed’, as very commonly for a
violent, bloody death like that of a sacrificial animal. This usage, refer-
ring properly to the cutting of the throat, is common in secular contexts
(Casabona 1966: 159-62), but it may still mark a parallel with Iph.’s own
supposed death.

553 It is strange that Iph. does not yet ask why Agamemnon was mur-
dered (she will do so at 926, after the recognition), especially since four
lines later she asks why Orestes killed Klytaimestra, which by this stage in
the narrative is much more perspicuous (but see 556—-8n.). More plaus-
ible psychologically, perhaps, is the fact that she expresses pity for her
mother as well as for her father, although she will soon approve Orestes’
action (559-60 and n.).

554 Orestes’ reason for wishing to cut short this line of inquiry may be
partly the shame arising from Klytaimestra’s adulterous motives, especially
given that his interlocutor is a priestess, perhaps — as is in fact the case —a
virgin (cf. 927 and n.), but also partly that it is likely to lead to mention of
his own retaliation for the action, as in fact it immediately does.

555 Tooovde y’ ‘just this much’, referring to what she is about to say;
in response to Orestes’ resumed reluctance at 554, Iph. implies that her
present question is the last, although she will in fact ask four more, as well
as offering comments.

556—8 From being reluctant to speak, Orestes moves to saying more
than necessary. Iph.’s question (cs i 3 8¢Awv, ‘desiring what?’, effectively
‘why?’) might seem superfluous, but may reflect her confusion (and her
sense of the family’s confusion) on hearing so much shocking news so
suddenly.

558 Thvée: the (female) person just spoken of, that is Klytaimestra.

559 Iph.’s *extra metrum exclamation (cf. 466, 472) suggests dis-
tress, not surprisingly, but her evaluation of Orestes’ deed tends to the
positive.

kakov dikaiov, whichever way round noun and adjective should be con-
strued (‘an evil act of justice’, perhaps more likely, or ‘a righteous evil’),
is itself an apt *oxymoron for Orestes’ act, but the addition of ¢0 further
complicates the line and tips the balance towards praise.
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560 ‘But though he is upright, he does not prosper in regard to things
received from the gods.” Orestes continues to blame the gods for failing
to bring an end to his suffering.

561 After Orestes’ heavy hint, it might be more natural for Iph. at this
point to inquire after the exact fate of the brother she has believed dead,
but the revelation that Orestes is alive must form the climactic conclu-
sion to her interrogation (see also 567-8n.). Her questions about the
remaining children of Agamemnon and Klytaimestra must therefore be
inserted here.

562 In this play, as in Aeschylus and also Euripides’ own FElectra, Elektra
is Iph.’s only sister. In the [liad (9.145), Agamemnon has three daugh-
ters, Chrysothemis, Laodike, and Iphianassa — all suitable names for the
daughters of a basileus, so there may at that stage have been no strong
tradition about any of them. Sophocles makes Chrysothemis a character
in his Electra, and includes Iphianassa as a third surviving sister (157);
Euripides in Orestes (23) has three sisters in total, Chrysothemis, Elektra,
and Iph. Here, while Elektra is indispensable, it would be an unnecessary
distraction to introduce other sisters.

TapBévov ‘maiden’, though perhaps misleading, describes Elektra’s
state at the time of Agamemnon’s death; she is now a yuvr), the wife of
Pylades, as we learn at 6g5—6 (and Iph. learns at g15).

569 i 8¢ here a ‘formula of transition’ (Denniston 1954: 176), intro-
ducing a new question. See Collard and Stevens 2018: 79—4.

564 6p&v @&os: a very common tragic periphrasis for ‘to be alive’.

565 A pointed parallel to 559; in both places the killer and the family
member who is (apparently) killed are pitied.

566 To the quasi-prepositional phrase x&pw with genitive ‘for the sake
of’ has been added an adjective to form an *oxymoronic phrase of the
general type yduos &yapos; see 144n. ‘Thankless thanks to an evil woman’
is the closest approximation in English. The same or a similar phrase is
used, but without the prepositional force, at Aesch. Ag. 1545, Cho. 426,
PV 545, E. Phoen. 17757. The evil woman is Helen.

567-8 While Orestes’ enigmatic words at 560 might seem to invite fur-
ther questioning at that point, it is perhaps psychologically as well as dra-
matically appropriate for Iph. to postpone asking the question to which
she most fears the answer until the end of her inquiry. Ironically, while
previously she was given bad news in response to unsuspecting queries,
here the response is unexpectedly favourable, though heavily qualified.

568 kouSapol kai ravTaxol ‘nowhere and everywhere’. Iph. had asked
if Orestes was alive ‘at Argos’ ("Apyei). Orestes replies that he is every-
where because of his exile and wanderings, nowhere because as an exile
he has lost his rightful place and is in any case about to die.
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569 ‘Farewell, false dreams — so you were nothing!’ Iph.’s response is
illogical for two reasons. First, as far as she knows the stranger can only
testify that Orestes was alive at the time he, the stranger, left Argos, or at
the very most, Greek-speaking lands, which is likely to have been several
weeks before the action. The dream could be much more up-to-date, and
might reveal that Orestes had died the previous day. This objection must
be ignored for the purposes of the drama. Secondly, and more germane to
the workings of the play itself, she does not consider the possibility thatitis
not the dream which was at fault, but her interpretation. Unsurprisingly —
for it is a common folkloric and tragic pattern — this will prove to be the
case, although since the dream is not specifically mentioned again (the
third stasimon may bring it to mind at 1276—9), the audience is left to
find the correct interpretation on their own: Iph. is in danger of literally
performing the actions she imagines in her dream.

570-1 ‘Nor are the gods, who are called wise, any more free from error
than are flighty dreams.” An attentive interlocutor might instead have
picked up on the connexion of Orestes with Iph.’s dreams, thus precip-
itating the recognition, but Orestes is understandably preoccupied with
his own affairs and blames the gods for giving him false reassurances. This
comparison of two forms of prophecy, dreams and oracles, anticipates the
third stasimon (1234-83), where Orestes’ view will be corrected: Apollo’s
oracles are more trustworthy than nocturnal visions.

go@oi ... kekAnuévor hints at an etymology making Saipwv equivalent to
Sanuwy, ‘knowledgeable, skilled’ (like early uses of cogds), a derivation
suggested in PI. Cra. 398b.

572-5 ‘There is much confusion in both divine and mortal realms,
but he grieves for one thing alone(?) — when one who is not foolish is
persuaded by the words of seers and has perished, as those who know
realise he has.” Something seems necessary to clarify the point in rela-
tion to specifics after the general statement in 570-1, but these lines are
corrupt, difficult to translate, and of doubtful relevance (having blamed
the gods, Orestes should not go on to blame ‘seers’ (pdvtewv, 574), who
without further qualification are naturally assumed to be human). The
lines are probably an interpolation deriving from a marginal parallel in
the text. Alternatively, there might be a lacuna after 573, with the AeimweTton
(in place of Aumeitan, whose subject is unclear) of one manuscript repre-
senting a ‘correction’ of an earlier Aeie1, a word employed by scribes to
indicate missing lines. But it is not easy to see what a lacuna should have
contained, and a good deal of emendation would still be necessary.

576—7 At the conclusion of their previous lyrics (447-55), the chorus
expressed their desire to be rescued and return home. Now, having wit-
nessed Iph.’s reception of news of her family, they wish for the same for
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themselves. The chorus, displaced like Iph. herself, have their own con-
cerns highlighted at several points in the play: see Introduction, pp. 40-1.
Together with Orestes’ preceding speech the lines also function to punc-
tuate the scene, marking the conclusion of the *stichomythia and the
introduction of Iph.’s plan, which follows. Nonetheless, the personal sen-
timent is unusual in lines with this function.

578-642 Iphigeneia plans to send a letter home. Iph. proposes to Orestes
that she should release him and send him home to Argos, with a letter she
has had prepared, to give to her family, leaving Pylades to be sacrificed.
But Orestes prefers that he should die himself and allow Pylades to take
the letter. He questions her about the mode of the sacrifice, and she exits
into the skéné (the temple). It appears, though it is not stated, that the
sacrifice of one out of two captives will be enough to conform with the
Taurian custom.

578-80 ‘Listen, for we (= I) have reached a plan, being eager for bene-
fit to you, strangers, at the same time as to myself.’

578-9 fikopev ... oTreudolic’: combinations of this sort, with a plural (for
singular) verb and a singular participle, are found elsewhere in Euripides,
e.g. lon 1250-1, HF 858 (with Bond’s note).

580-1 ‘Good comes about most of all in this way, if the same matter is
pleasing to all.” But Iph.’s suggestion can save only one of the strangers,
and she ignores the pathetic interjection of the chorus (576-7), who like-
wise get no benefit from her scheme.

583 Tols éuois ékel pidois ‘to my loved ones there’, i.e. at Argos. The plu-
ral is perhaps designedly vague. When Iph. relates the letter’s substance
(769—78), it is addressed specifically to Orestes, to whom, as the young
male in the family, her rescue would naturally fall.

584 8éATov: a writing-tablet (see 727n.). This is the word used through-
out the scene for the letter as physical object, one which will later become
an important stage property (see Introduction, p. 24, and 729-826n.).

584—7 Why does Euripides introduce a previous sacrificial victim to
write the letter for Iph.? Although writing is mostly absent from Homer,
tragedy generally assumes that its highborn characters, male and female,
are literate (Easterling 1985: 3—5). In /A, Klytaimestra should probably be
assumed to read Agamemnon’s letter herself, and in Hippolytus Phaidra’s
secret purpose requires that she must write her own suicide note. It is pos-
sible that Euripides wished to present Iph. along more realistic, contem-
porary lines as a female character who is not fully literate (reading and
writing capacity do not always go together), but we have little information
about women’s literacy in classical Athens. At all events, the fact that she
must ask for help from a prisoner who will shortly die in a sacrifice she
herself will make adds to the sense of her isolation and helplessness, as
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well as allowing the generous unknown Greek to express his pity and thus
encourage the audience to absolve Iph. of any blame for her role in the
Taurian sacrifices. Torrance (2019: 153-7), drawing on a suggestion of
Segal, sees the act of writing as a new metaphor for story creation, in
opposition to the older one of weaving, and further suggests that Iph.’s
illiteracy symbolises her inability to control her own story.

585—7 ‘... not thinking of my hand as a murderer, but that he died
by the law (or custom), since the goddess considered these things to be
right’ (voui{wv governing both an accusative and a clause with accusa-
tive and infinitive). But the manuscript text of 587 cannot stand without
some changes (at least if there is no deeper corruption, Tadta must be
emended to 1&8e for metrical reasons); the papyrus fragment is in dis-
agreement with L. (having & for ye, as had already been conjectured),
and the exact reading remains uncertain. The meaning must be some-
thing like that given above, unless we adopt the emendation fyyoUuevos
for fyyoupévns, which would make the prisoner rather than the goddess
consider the sacrifice to be right.

Iph. has perhaps already stated (40) and will certainly state later (621-2)
that she does not physically slaughter the victims herself. But her hand
might still be considered the agent of murder because her action of sprin-
kling water (cf. 56-8, 244, 335) begins and authorises the sacrifice (see
621n.).

588 ‘For I had no one who might, having gone, announce ...” (&yyeiAa,
to be distinguished from &yyeihon at 582, is aor. opt., like wépyee at 5go,
which has the alternative and commoner ending).

589 #mioTol&s: émoTolr (or plural émoTolai) retains the meaning of a
message or injunction sent (¢moTéAAw), only later becoming the normal
word for a letter. The written text of the émoTolai is always called &¢Atos in
this play (see 584, 727nn.).

590 owfeis ‘having returned safely’. Cf. 593 and n.

591 oUTi duopevns: at the beginning of their conversation, Orestes
seemed anything but well disposed to Iph. and rejected her sympathy
(482-91), but during the *stichomythia he begins to appreciate her point
of view and at 542 concedes that her desire for knowledge of affairs in
Greece is reasonable. (The alternative Suoyevrs is less precise, but would
indicate that his nobility of character should dispose him to carry out the
task.)

592 T&s Muknvas: 510n.

XoUs = kai oUs.

593 owfnT keloe: keloe is an emendation for L’s kai oU, which is mean-
ingless in context. In Greek one can be ‘saved to a place’, i.e. brought
back safely to it: cf. 1068, ocwow o & ‘EANGE.
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p1o86v oUk aioxpév: Iph. means a wage or reward that is ‘not unworthy’
of a task that is a light one (kougdv éxarm ypauudTwy), but in Orestes’ view
it would be ‘shameful’ (cf. odoyioTov, 606), since he would be purchasing
his own safety at the expense of Pylades.

594 KOUQXV ... ypauu&Twv: the writing is, literally, not heavy to carry,
but there is also the implication that the task will be easy to carry out, in
contrast with the benefit it will bring (cwtnpix).

595 émeitrep TwOAIS &vaykalel T&Se: it is not in Iph.’s power to save both
the strangers. wéAis here indicates the source of political authority; Iph.
(also at 1209), the chorus (464), Thoas (1212, 1214), and the second
messenger (1417) all use the word and its derivatives for the Taurian com-
munity, which is depicted as resembling a Greek polis just as the temple
of Artemis resembles a Greek temple (see 72-5n. and Introduction,
pp. 17-18).

597—-608 Though the friendship of Orestes and Pylades has already
been demonstrated in the prologue and especially in the report of the
Herdsman (g10-14), Orestes’ refusal to let his friend die while his own
life is saved marks the beginning of the theme’s major development. He
gives three reasons for this response: first, Pylades has willingly shared in
his troubles (599-602); secondly, it is in any case disgraceful to save one-
self at the cost of a friend’s suffering (605—7); and thirdly, his desire for
Pylades’ survival is no less than that for his own (607-8).

598 Pé&pos péya: to Iph.’s request to carry her ‘light writings’, Orestes
replies thatitwould cause him ‘great heaviness’ for Pylades to be sacrificed.

599-600 ‘I am the one who has put disasters on board (vauoToAéw = to
carry by sea), and he sails with me because of my hardship.” The primary
force is figurative; Orestes means that he is the cause of their being here,
while Pylades has joined him as a ‘fellow traveller’. But the metaphor is
very close to a literal application, since it was a sea journey which brought
the two to the country of the Taurians.

601-2 ‘So it is not right for me to earn your gratitude on the basis of
his destruction, and myself escape from troubles.’ x&pw Tifecban is to place
an obligation on another by doing them a good turn. Orestes refuses to
enter into a relationship of mutual obligation with the unknown Greek
woman because of his prior obligation to Pylades, which he has contracted
through the latter’s willingness to share his difficulties and dangers.

603 s yevicBw: &g, used as equivalent to oUTws, looks forward to
the modification of the plan which is stated in the words immediately
following.

604 ‘For he will take (wépmew, ‘escort’) [it] to Argos, so that (result
clause) things are well for you.’

605 6 xpMmiwv: ‘the one who wants’, ‘any who wants’.
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T& TGV Qidwv: literally, ‘the affairs of friends’, but equivalent to Tous
pidous.

606 ‘It is a shameful thing, whoever, hurling his friends’ affairs down
into disasters, is saved himself.” aioxioTos 8oT15 Or odoyioTov €f Tis would be
more logical, but the idiom is a common one. There are close parallels
at Il. 14.81, PéAtepov 85 gelywy Tpopuyfit kakdy At dAcwn (‘it is better who-
ever by fleeing may escape evil [rather] than be taken’) and in E. Phoen.
500—10, &vavdpia ydp, TO TAtov SoTis &moéoas TolAacoov #Aape (‘For it is
cowardice, whoever throws away the greater and gains the lesser’). In this
play, 1064 is comparable (see n.); probably also 484-5.

608 @i 6pav: 564n.

609-13 The opening of Iph.’s reply is full of unconscious irony. There
is nothing unusual in the Greek literary assumption that a ‘noble’ char-
acter must spring from noble stock (though it is not always borne out in
tragedy), but here it is given special point by Iph.’s ignorance that her
interlocutor’s family is the same as her own (twos is a particularly neat
touch). Even more obvious is her wish that her own brother should resem-
ble the stranger, and her proud assertion that she too has a brother — a
psychologically plausible comment, since she has just learned that Orestes
is alive — ‘except that I do not see him’.

611-12 TGV iUV ... Sotrep AéAaertrTou: implying ‘the one of my siblings
who is in fact alive’ rather than suggesting the predecease of others.

613 AN 80’z ATV Soov, ‘except in so far as’, ‘except that’ is common
in prose, the plural Aty éoa less so.

ouy 6p&doa viv: England suggests that the actor playing Iph. would here
look conspicuously at Orestes.

615-16 ‘Some great desire for this (ToU8e = ToU Baveiv) chances to pos-
sess you.” Versions which render tuyxéver as ‘for some reason’ (Cropp,
Kovacs) introduce a sardonic note which is at odds with the admiring tone
of the speech. (The emendation wpoundia for wpobupia would give Orestes
‘forethought for this man’, with ToG8e referring to Pylades.)

617—-42 Orestes faces his death. A brief *stichomythia follows, in which
Orestes discovers the mode of his sacrifice and the fate of his dead body;
this develops the theme of the sacrifice which was treated in g5—41 and
alluded to at 72—5 and 244—5. Iph. promises to give him funeral offerings,
and goes inside the temple to fetch the letter.

617 T& Sarvék TAfoeTan: for TAGw in the context of killing, see 868—72n.

618 TrpooTpotrfiv: properly ‘supplication’, ‘address in prayer’, if cor-
rect must here mean ‘service’, ‘office’. Although Orestes probably
already assumes that Iph. is Artemis’ priestess, to whom it would naturally
fall to perform the customary sacrifices, he cannot be sure of Taurian
procedure. Kyriakou suggests that wpooTpotn evokes mpooTpdTaios, a
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polluted murderer, thus indicating the paradox that her responsibility
of human-killing normally incurs pollution. The alternative reading
oupgopdy is difficult with 8e&s: neither ‘I have this circumstance of the
goddess’ nor ‘this disaster of the goddess’ sounds right.

619 The adjectives qualify pootpomfy — ‘an unenviable service, not a
happy one’.

620 For dvdyxn as an excuse for undesirable actions, cf. Pindar, fr. 122
Sn—-M on prostitution in Corinth: ouv & dvéykon T&v KaAdv.

621 Iph.hasalready told Orestes thatshe performs the sacrifice; Orestes
now asks with fascinated horror whether she strikes the death blow her-
self. If line 40 is genuine (see n.), the audience already know the answer
to this. Although on occasion a sacrificer may be praised for ‘doing every-
thing himself’ (Isaeus 8.16), and male priests are often depicted visually
with the sacrificial knife at their waist, the kill was commonly delegated to
others. Whether it was priest, priestess, or another (such as the head of
a household, or a figure of political authority) who offered the sacrifice,
the essentials which they performed were the rites of consecration before
the slaughter (such as cutting a few hairs from the victim and, especially,
sprinkling it with water — yaitny &uol ofv xepviyopal, 622), the recitation
of the appropriate prayers, and the placing of the god’s portion on the
altar. See further Van Straten 1995: 168—70, using largely visual evidence,
and Berthiaume 1982: 17-39. In the case of female officiants, it would
be felt as highly anomalous for a priestess to slaughter the victim with her
own hands, but this in no way diminished her role as the one who offers
the sacrifice: see Osborne 1993, esp. 401—2, and Connelly 2007: 179-89.
However, the literary-mythological tradition knows of such anomalous
occasions (e.g. Paus. 2.95.4-8; other examples in Connelly 2007: 182-3),
and Taurian sacrifice is nothing if not anomalous, so Orestes may well feel
that anything is possible. kteivouoq, the reading of the papyrus against L’s
fUouca, makes the distinction clearer.

§ipei: see 27n. The phrase kteivouoa 8fjdus &poevas recalls Aesch. Ag.
1231, 6fjdus &poevos govels, said by Kassandra of Klytaimestra’s planned
murder of Agamemnon, and so evokes the family’s earlier history. Unlike
Klytaimestra Iph. will remain in a more ‘feminine’ role and not perform
the slaughter herself. Many adjectives may have either two- or three-
termination forms, and 6fjAus rather than 89Asix is not unusual in tragedy.

622 The essential priestly action of sprinkling the victim with water sug-
gests a more literal fulfilment — or near-fulfilment — of Iph.’s dream than
the one she first thought of.

624 ‘Within this house [the temple] there are those whose concern
this is.” These men may be identified with the attendants who entered
the temple at the beginning of the scene (470-1, with 466-642n.), but
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equally the plural may be vague — Iph. is being somewhat evasive — and
only one man may act as slaughterer. In any case, the ogayeUs is clearly
subordinate to Iph. as priestess.

625 T&pos ‘burial’, ‘funeral rites’, rather than tomb.

626 Earlier, Orestes and Pylades had seen the sacrificial altar outside
the temple (72-5), so it seems that the victim is sacrificed at the altar
and that this is followed by the rituals mentioned here — most likely the
burning of his body at the ‘holy fire’ inside the temple, and the disposal
of the remains in a wide (but see below) crevice in the rock, suggestive
of a route to the underworld. Diodorus, however, reads the ‘holy fire’
and ‘wide crevice’ not as two things, but one (by *hendiadys), a fiery pit,
and somewhat anachronistically suggests that Euripides was inspired by
knowledge of Carthaginian child sacrifice (Diod. 20.14). This is implau-
sible, but Stephanie West suggests to me that he might have had some
sort of volcanic or geothermal feature in mind. Thermal springs and mud
flows are present in parts of the Tauric peninsula, and the idea that ‘the
earth itself provided a means of rapidly and effectively disposing of the
victims’ corpses’ is an attractive one. Herodotus (4.108; see Introduction,
p. 16) states that once the victim was killed by a blow to the head (a detail
omitted in Euripides; Orestes assumes he will be killed by a sword) some
reporters claimed that the body was thrown off the cliff on which the tem-
ple stood, while others said it was ‘concealed in the earth’. The y&oua ...
TéTpas suggests the second tradition, but whatever the precise method of
disposal, this is clearly a peculiar and exotic procedure.

sUpwrov: Hesychius gives two explanations for the word, ‘wide’ (from
eupus) and ‘mouldy, dank’ (from edpas).

627 The lack of a proper funeral, carried out by the nearest relatives,
causes further distress to Orestes. For the *extra-metrical ¢eJ, cf. 472, 559.
It was the job of the women of the family to wash the corpse and lay it
out (mepioteireiev) for the funeral (cf., e.g., Pl. Phd. 115a, and see Garland
2001: 24), so Orestes naturally thinks of his closest female relative, his sister
Elektra. In the plan as so far outlined it is, however, the hand of his other sis-
ter, Iph., elsewhere considered as the agent of sacrifice and death (585 and
585—71.), which will perform these last acts of kindness (see 628—gon.).

628-35 Iph.’s speech here gives a rough sort of ring composition to the
scene, as she reiterates the pity she expressed at its outset (472-81) — &
TéAas expresses both pity and a degree of condescension (‘poor fool’).
But by now a sort of understanding has been reached between herself and
Orestes, and she backs up her pity by a commitment to practical action, to
give his dead body the best care possible in the circumstances.

628-30 The mention of Orestes’ sister is the cue for some heavy irony.
What Iph. says is true as far as either of them knows, and true as regards
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Elektra, but Orestes has another sister whose residence is in no way ‘far
from the barbarian land’ and who goes on to describe precisely how she
will lay out the dead body.

630-1 ‘But since you chance to be from Argos, I will not omit the
favour of what is possible.” In the absence of near relatives, someone from
the same city might be thought to be the next most desirable person to
prepare the body and carry out funeral rites, and Iph. adduces the Argive
identity she shares with her victim (but has not quite explicitly revealed —
cf. 665-6) as a reason for doing what she can. The unusual split of ou ufv
&N, ‘but all the same’ (a phrase found only here in a verse context) is
probably for metrical reasons (Denniston 1954: 28—9).

632—p5 Iph. promises to do the following: to place ample grave-goods
or adornment in Orestes’ burial place; to do something to his body with
oil; and to pour honey on the fire which burns his body. The honey, in
particular, in connexion with rites for the dead recalls its earlier appear-
ance in the choai which she pours for her supposedly dead brother in his
absence (165, foufdv Te TOVNPA pehoodY ~ 634—5, Yavos | Eoubfis pedicons)
and thus plays with the possibility that she will unknowingly perform a
similar ritual in his presence. She can undertake this for the dead man
because the handling of the goddess’ offerings would naturally fall to her
as priestess; she need only add a little extra to what she would do anyway.
(A priest or priestess would not normally handle a corpse because of
the pollution it conveyed, but Orestes as sacrificial victim will have been
consecrated to the goddess and his body is therefore holy rather than
polluted.) But there are some problems with the details of the descrip-
tion. Evidently Iph. does not list her actions in chronological order; she
speaks first of the grave-goods, and only in third place of the pouring of
honey on to the pyre. Her second action is not at all clear in the trans-
mitted text, and it is likely that there is a lacuna. (Even if ‘I will quench
your body’ could be taken to mean ‘I will put out the flames of your pyre’,
this could not be done with oil.) Probably what Iph. promises is to anoint
the body with oil after washing it, and to quench the flames of the pyre
with wine, this being standard practice (Garland 2001: 6). Thus, there
will be a sequence of three liquids (oil, wine, honey) commonly used in
ritual acts.

634-5 ‘And I will cast into your pyre the flower-flowing brightness of
the darting mountain bee’, an elaborate periphrasis for honey, as often in
ritual contexts: cf. 159-66n. For the meaning of goubds, see 165n.

637 TO mpévrol ... poUykadijis (= por éykaAfis): ‘but do not accuse me
of ill-will’. Iph. speaks to Orestes, perhaps fearing that he might suspect
a trick as she disappears into the temple, but then turns to address the
mpdéaToiot in the following line.
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638 The command to guard the captives without bonds echoes the
opening of the scene (469), but with a subtle difference: there, the rea-
son was that as consecrated to the goddess, it was not right for them to be
bound, whereas here, Iph. gives a more personal reason. On the address-
ees of the two orders, see 466-642n.

639—42 ‘Perhaps I shall be sending to Argos unhoped-for news for one
of my loved ones, whom most I love, and the letter, in telling him that
those who seemed to be dead are alive, will announce incredible delights.’
In her final lines before exiting into the temple, Iph.’s thoughts return
excitedly to her own situation and what she stands to gain. There is irony
in &AmTa and &micTous, since in the letter’s delivery (791-2) she herself
will learn things ‘unhoped for’ and experience ‘incredible delights’.

{®vTas oUs Sokel Baveiv: see Introduction, p. g3.

643-57 Kommos. Iph.’s exitis followed by a very brief kommos, or lament
in the form of lyric dialogue. Orestes and Pylades are left on stage with the
chorus (and probably mute attendants or guards: see on 466-642). The
chorus sing in dochmiacs, indicative of strong emotion, pitying Orestes
and rejoicing for Pylades; in each case, the character replies in spoken tri-
meters, dissenting from the chorus’ evaluation. There is thus a symmetry
going beyond the rough metrical responsion, which is concluded by the
chorus’ final lines expressing pity for both characters.

Metre

644 Cov—o— u—— o — 2 doch

645 cuovuvu= ool ——— 2 doch

646 iatr

647-9 Cov—voew —u—u-— doch + hypodoch
G U— veu—u— 2 doch

650 iatr

651-3 —wo——— —— doch + sp
Cov——— —— doch + sp

654 uncertain (corrupt)

655 Cuum U uu U s o U — 2 doch

6567 Coo—v— o——u— 2 doch

643-5 ‘I bewail you, the concern of the bloody streams of lustral
basins ...” The metre suggests that a word (such as uéAeov, ‘miserable’)
has probably fallen out after peAdpevov. The yépviPes (58n.) are almost
personified as ‘interested in, concerned with’ the sacrificial victim. Their
connexion with ‘bloodstained streams’ (cipakTds from aipdoow, ‘to make
bloody’, rather than directly from oipa) is figurative rather than literal,
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since y¢pvipes contain water, either for washing the participants’ hands
or for sprinkling on the victim, rather than blood. But the word is used
here, as often in the play (244, 335, 861, 1190), to stand for sacrifice in
general, since it is the sprinkling of water on the victim by the priest(ess)
which begins the sacrifice (see 621n., 622n.).

646 ‘[Don’tdoso], for these things are not [a matter for] pity.” For yép,
see r05—8n. The word order here is unusual, and it has been emended to
AN oU y&p oikTos TalTa to produce more normal syntax, but should prob-
ably stand. Denniston (1954: 71) explains the line as a fusion of oUk oikTog
TodTa, &AM YaipeTe and yaipeTe, oU y&p olkTos TalTa. Yaipete combines the
sense of ‘farewell’ with the literal ‘be happy’, contrasted with oiktos and
katologupopat. Orestes shows his nobility by accepting his death without
lamentation.

647—-9 The chorus, who desperately wish for news of their families
(576-7) and for a return home (448-55) perhaps conceal some envy of
Pylades’ luck. oepouet’, ‘we revere’, is a striking word; like péxop (TUxas
pékapos), Euripides uses it commonly though not exclusively in a div-
ine context, and the implication may be that there is something almost
godlike, certainly worthy of reverence, about Pylades’ good fortune in
contrast with their own helplessness. These lines roughly correspond to
644-5, with the substitution of a hypodochmiac for the second dochmiac
in the first line (see Metre).

650 ‘Matters for friends are unenviable when their friends are dying.’
Pylades responds to the chorus’ implicit envy of his good fortune. This,
his first spoken reaction to the plan, anticipates his objections in the fol-
lowing scene.

651—4 ‘O miserable journeys — o woe! — destroying two people — alas.
Which of the two ...” The chorus quickly fasten on to Pylades’ point in
the previous line, and their admiration of his good fortune turns to pity.
Textually and metrically these lines are problematic; the text as printed
continues in fairly regular dochmiacs with the exclamations ¢ e and aiod
*extra metrum. The manuscripts have not dioA\Jocu (pres. part. act. agreeing
with Toptad) but &16Muca (2nd sg. pres. pass. indic. ‘you are destroyed’); if
this is right, omitting the supplement &Uo, there is a sequence of three short
clauses or sentences: ‘O miserable journeys! O woe, you perish! Alas, which
one is about to ...?" A further possibility is to read p&Mov for péArewv, with or
without a supplement TAducwv: ‘which of the two is more so/more unfortu-
nate?’ In this case, the lines will probably have been split between different
members or parts of the chorus; there would be good sense, but not much
metrical coherence. Yet another possibility is to emend to 8i16AAuTeu, with
méTepos as the postponed subject (Cropp). But it may be best to admit that
méTepos 6 péMwy defies interpretation or emendation.
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TropTrai: lit. ‘sendings’ or ‘escorts’, referring to the arrangements which
will take Orestes to the altar of Artemis and Pylades, escorting the letter,
home to Greece.

655—7 ‘My mind’s inclination is still uncertain and ambivalent,
whether I should first bewail you, or you, with my laments.” uéuove, more
usually ‘wishes’, ‘is eager’, must here have a more neutral sense ‘intends’,
‘inclines to’. &ueiloya and &iSupa must be understood as the object of
pépove: ‘inclines to evenly argued twin things’.

658-826 Second trimeter section of second episode. These lines, between
two sections of lyric dialogue, form the central part of the tripartite sec-
ond epeisodion, itself the play’s central scene, and culminate in the rec-
ognition between Iph. and Orestes. At the scene’s opening, Iph. is still
in the temple, and Orestes and Pylades talk between themselves. Pylades
is unwilling to return to Greece without Orestes, but Orestes convinces
him to return to Argos, build him a cenotaph, and look after Elektra.
Iph. returns with the letter, and she and Pylades swear oaths, he to deliver
the letter, she to grant him safe passage. Pylades is struck by a qualm:
suppose the letter should perish in a shipwreck? Iph. therefore gives him
the message orally, revealing to the men’s astonishment her own identity
and that of the addressee. In a dramatic gesture, Pylades passes the letter
to Orestes. Iph., at first unconvinced, is assured of her brother’s identity
by his recall of four items connected with her, and the two participate in a
lyric exchange which is both tearful and joyous.

658—722 Discussion between Orestes and Pylades. The scene’s opening sees
Orestes both interested and puzzled by the identity of the priestess — yet
another possibility for the recognition to take place at an earlier point than
it actually does. But Pylades is less interested in the question, having his
own preoccupations, and the scene’s dynamic shifts from Orestes and Iph.
to Orestes and Pylades. This section echoes the earlier scene (578-616)
where Orestes rejected the plan proposed by Iph. and switched the roles of
the two friends; now it is Pylades’ turn to object to a scenario in which he
survives his friend. But in the absence of Iph., the dramatist is able to focus
more closely and intimately on the friendship between the two.

658 mémwovlas TauTé ‘have you experienced the same thing?’, that is
‘have you had the same thought or reaction?’

Trpog feddv: see rogn.

659 ‘You ask me when I am unable to say.” Pylades cannot know the
answer until Orestes tells him his thoughts.

660 ‘EAAnvikéds ‘in a Greek manner’, here ‘like a Greek woman, reveal-
ing herself to be Greek’.

661-5 A summary of Iph.’s questioning. Although Orestes does not
repeat her mention of Helen, Menelaos, and Odysseus by name, their
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fates are certainly included in véoTtov T Aycudv. It is a nice touch that
he does refer to her mention of Kalchas, not the most obvious charac-
ter for an uninvolved interlocutor to inquire after, but one of special
relevance to Iph. Most importantly, Orestes’ summary reproduces the
emphasis on the family of Agamemnon, both through the number of
words devoted to the topic and through the final position, reporting also
her pity (¢wkTip’).

663 AxiMéws T dvopa: there is no exact parallel for dvopa with genitive
of x to mean ‘well-known «’, but the phrase is easily understood on the
analogy of, for instance, pin ‘HpaxAfjos, ‘mighty Herakles” (/I. 18.117).

663-5 ‘... and miserable Agamemnon, how she pitied him, and asked
about his wife and children’.
666 ou yap &v mote ‘for otherwise she would never have ...” Cf. 1201

and Denniston 1954: 62—-3. Orestes’ deduction is perfectly reasonable.
Iph. did not explicitly say that she was from Argos.

668 ‘... as though if Argos did well, she would do the same’. kow&
mp&oooua’ has the sense ‘sharing the fate (or circumstances)’.

669—71 #pbns ue pikpdv ‘you're just ahead of me’. As friends think alike,
Pylades represents himself as being in agreement with Orestes, although
there is one important difference. He cannot really doubt that the priest-
ess is from Argos — as Orestes has just said, she would be unlikely to want
to send a letter there if she were not, and she has expressed her willing-
ness to give him the best funeral she can because of his origin (630) —
but he is evidently less inclined to attribute significance to Iph.’s knowl-
edge than his friend, who was struck and impressed by it at 540, to the
extent of wondering about her identity. The difference expresses their
different preoccupations; despite his willingness to die in place of his
friend, Orestes is moved by a connexion with his home, but Pylades is not
Argive and is more concerned with the difficulties posed by not sharing
Orestes’ death. His scepticism is perhaps justified, in realistic terms, but
Orestes as the more important character is closer to the truth. He must
be assumed to have some unconscious sense of affinity with his sister: see
Introduction, p. 4o0.

670-1 ‘Everyone who has paid any attention (¢motpoet)) knows the
misfortunes of (these) kings.” Yet Iph. had shown very little knowledge
of such sufferings. The line can also be taken as looking out of the dra-
matic context, to hint at the audience’s familiarity with the tradition: see
Introduction, pp. 10-11.

672 ‘But I was going through (thinking about) a different matter.’

673 ‘What? By giving it to be shared you would learn better.” Orestes
probably means not that Pylades would know his own mind better if he
spoke out, but that two minds are more likely to solve an issue than one.
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674-86 Pylades’ speech rejecting the prospect of saving his life if
Orestes is to die clearly invites comparison with Orestes’ speech at 597—
608, and the reluctance of each to save his own life was much admired
in antiquity (e.g. Ov. Tr. 4.4.69-76, Pont. §.2.85—9, Lucian, Toxaris 5—6;
see Introduction, p. 47 and Hall 2012: g2—110). The circumstances are
not quite symmetrical, however: while Orestes proposes that Pylades
should live while he himself dies, Pylades’ proposal is that they should die
together. To modern tastes, Pylades’ expressed motives are perhaps rather
distastefully shame-culture centred. Not only is it aioxpév to live while
Orestes dies, Pylades seems preoccupied with the idea that ‘the many’ —
whom he condemns — will blame him for leaving Orestes behind or even
suppose that he brought about the situation in order to rule Argos him-
self. There is not a word of affection for Orestes, nor even mention of
what is right (contrast 607-8, 601—-2). But the purpose of this is probably
not so much to characterise Pylades (650 could after all be taken as based
on a sense of duty or affection) as to vary the arguments for the case.
And these arguments are plausible enough: with no witnesses to events
among the Taurians, the finger of suspicion would be sure to point at
Pylades, who stands to gain by Orestes’ death. With no male heirs, control
of Agamemnon’s family and property, and with it the kingship of Argos,
would naturally pass to the husband of Agamemnon’s daughter — the
result which Orestes himself desires at 6g95—9.

674 PAimrav ... p&os: see 564n.

676 xexthooma: fut. perf. = ‘I shall have acquired the reputation of ...’

677 Pylades thinks of his reputation suffering both in Orestes’ home
and his own. ‘The many-folded land of the Phokians’ refers to mountain-
ous country; cf., e.g., Il. 8.411, moAutrTUx0oUu OUAUpTOI0.

678-82 Pylades imagines two rumours circulating about him: first, that
he somehow allowed the unwilling Orestes to die while saving his own
skin; secondly, that he actually killed Orestes in order to profit himself.

678 ToAhoi y&p kakoi: following on from Tois moAoior with the art-
icle, the meaning may be ‘the many (ordinary people) are base’, but the
phrase itself has no article and so perhaps ‘base people are numerous’ is
easier. Either way the sentiment is common in archaic poetry, and aristo-
cratic disdain combined with a concern for one’s reputation among one’s
inferiors is imagined to be typical of the great men of the heroic age: com-
pare Hector at Il. 22.104-10.

679 ‘(I shall seem) to have betrayed you and to have reached home
safely myself alone.’ For the use of ocolw/-opcn with €is or éx indicating the
place safely reached or the danger escaped from, see 59gn. and cf. 746,
1068, 1399. The word order is unexpected, with o> governed by mpodoUs
rather than csoc&obor; this emendation (with, in Stinton’s version, the
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accented, emphatic form o¢ rather than the enclitic o¢) avoids the unpar-
alleled *elision of the -an of an infinitive.

The line exhibits the heavy use of sigma (sigmatism) for which
Euripides was mocked in Plato Com. fr. 29 K-A and Eubulus fr. 26 K-A.
Cf. Med. 4776 and below, 765. Clayman 1987 demonstrates that he does in
fact use sigma more often than the other dramatists.

680—2 ‘Or even that I murdered you, your house being afflicted, hav-
ing arranged your fate for the sake of [gaining] your rule, being married
to your sister and the transmitter of your inheritance.” Bergk’s emenda-
tion, switching participle and finite verb, makes better sense than L’s text
‘having murdered you, I arranged your fate ...” Similarly at g2g Iph. ima-
gines that Menelaos might have taken advantage of Orestes’ troubles to
seize power in Argos.

érri ‘in the circumstances of’.

vooolUor Swpact suggests all the troubles which Orestes has just
recounted; for the figurative sense of vooéw, ‘suffer’, used in both poetry
and prose, see LSJ g, but cf. also below, 693—4n.

payas pépov: Euripides uses pamtw in the sense ‘plot, bring about
(something evil)’ also at Andr 836, g11; it is used already in the Odyssey
(3.118,16.379, 421).

fykAnpov: in the event of Orestes’ death without children, his estate
(kAfipos) would pass to a male connected with his sister. If Athenian law
were to apply, Elektra would be called émikAnpos (too prosaic and perhaps
too awkward metrically to be a tragic word), and she would be married to
her father’s nearest relative — perhaps Pylades, as Agamemnon’s sister’s
son, though a purely male line would be better — with her male offspring
inheriting on reaching maturity. Mythology, however, has many examples
of men who acquire property and power directly through their wives.

yauav: the form may be either present or future, but directly after this
(at 69g5—6) we learn that Pylades is already married to Elektra. For the
present tense as ‘to be married, to have taken in marriage’, cf. line 2
and n.

683 &1 aioxUvns éxw ‘I am in a state of shame, I feel shame.’

684-5 ouvekmveloa ... cuspayfival ... TTupwbfjivan Séuas: the piling up
of verbs is very emphatic and stresses Pylades’ willingness to share every-
thing that will happen to Orestes. The burning of the victims’ bodies was
described at 626.

686 @opoupsvov woéyov recapitulates at the close of his speech Pylades’
expressed motive for his choice.

687-715 Orestes replies at greater length, pointing out the advantages
of the arrangement: it is painful and shameful to him to allow Pylades to
die, whereas his own misfortunes will make death easier to bear. Besides,
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by returning and taking his own place in Argos, Pylades will be able to
give Orestes funeral rites, continue his family, and keep his name alive.
He ends with an emotional farewell to his friend, and some bitter words
about Apollo.

687 sUpnua ewver: ‘speak auspicious things!’, a way of suppressing men-
tion of terrible things to come (cf. Soph. Aj. 362, 591). Orestes reasonably
suggests in 687-8 that while his own death is inescapable, the total situ-
ation will only be worse if Pylades dies as well.

688 ‘It being possible (acc. absol.) to bear (understand gépew from 687
and ofow) single sorrows, I shall not bear double.’

689-91 Orestes points out that arguments similar to those that
Pylades has used will apply the other way round - it is equally shameful
(&moveidioTov) for him to allow Pylades to die. By using the more dramatic
kTeved he perhaps underlines the parallel with the scenario that his friend
fears.

691-2 These lines continue and extend the thought of 646: death is
not a misfortune for one ‘faring as I fare at the hands of the gods’.

693—4 vooolvT ... péAabp’ picks up vooolot dcpaot in 680, in an attempt
to use the terms of Pylades’ argument against him. In juxtaposition with
kabopd, vooolvT suggests not merely ‘ailing’ but ‘polluted’, there being a
close connexion between sickness and pollution. ducoepfi makes a similar
point. In fact, though Iph.’s escape plan will exploit the pollution sup-
posedly incurred by Orestes (and Pylades), Orestes’ pure or polluted
status is far from clear in the play. The Athenians indeed treat him as
unclean (947-54), but no purification ceremony is mentioned (other
than the fake Taurian one). Rather it is first the Areopagos trial, and then
the accomplishment of the mission to bring back the statue of Artemis,
which ends his persecution by the Erinyes. This is similar to the situation
in Fumenides, where the purifications he undergoes (282-3) have no
effect on the Erinyes, who are only pacified by the trial and its aftermath.

695-6 cwbsis ... kTnodpevos: conditional (‘if you are saved ..."), but the
participles are left hanging as the condition continues in 697 with dvoux
as the subject.

696 This is the first clear statement that Elektra, whom Agamemnon
was said to have left as a virgin daughter at 562, is now married. With her
father dead, it would fall to her brother to give her in marriage.

697-8 There is no need to look for a precise reference for the survival
of Orestes’ name; he means simply that he will not be forgotten. With
both Orestes and Pylades dead, there would be no one to bestow the wid-
owed Elektra in marriage, and therefore no descendants for the house of
Agamemnon. For yiyvopot with dvoua in the sense ‘be known’, cf. PL. Prt.
335, oud &v gyéveto TTpwTaydpou Svopa év Tois “‘EAMnow. The combination
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of te and o0&¢ is almost unparalleled, and Diggle suggests that a line may
have fallen out before 697, containing an earlier e which 7 in 697 would
pick up.

é€ae1pBein: 5odeipw is to smooth over drawing or writing, hence equiva-
lent to ‘erase’. The metaphor is a natural one for falling into oblivion.

699 TaTpés: probably ‘my father’, not ‘your father’. Orestes enjoins
Pylades to take his own place as head of Agamemnon’s family, imagin-
ing that his nephews, Agamemnon’s grandsons, will carry on the family
inheritance. Out of context the phrase would more likely mean ‘live in
your father’s household’, and some scholars take it that way, but given that
the argument is centred on Orestes’ 86uos, and especially given the sense
of atpddios in the preceding line, this seems unlikely.

700 itrmév T ‘Apyos: cf. 192, EN&Sos evitrmou.

702—3 ‘Pile up a mound and place on it memorials for me.” The ceno-
taph which Orestes requests is to resemble an actual grave: a mound
(TUppos) with a marker on top. pvnueic might perhaps indicate objects
which had belonged to Orestes and so would recall him, ‘mementoes’ (cf.
Iph.’s hair at 821, with 820—1n.), but since they are to be placed on top of
the cenotaph the word probably signifies a gravestone or marker. He adds
that Elektra, as his nearest female relative, should perform the rites which
would be appropriate at an actual tomb — ironically the very offerings, of
hair and tears, which his unrecognised sister had said she was unable to
give him, being far from his burial place (172—4 and n.).

705 &uoi Pwpov &yvicdes pévwr ‘made holy for slaughter at the altar’.
Meinel (2015: 149-51) suggests as a secondary meaning the idea that
Orestes might actually be purified from his pollution by death, looking
forward to the purification ruse later in the play.

706—7 ‘And do not ever betray my sister, seeing your inlaws’ family
and the house of my father deserted.” Pylades’ last duty must be to retain
Elektra as his wife, the more so since there is now no one in her natal fam-
ily to protect her.

kN8N Kai Sopous ... TraTpoés: kfidos, with root meaning ‘care, concern’,
also indicates ‘affine(s)’, the family or a member of the family from which
a man has taken his wife. The same family structure is Pylades’ k98n and
Orestes’ and Elektra’s 8éuot arpds.

708 xoip’ ‘farewell’, but retaining something of its literal sense ‘be
happy’. Cf. 646.

709 The well-known tradition was that Orestes had been sent away as
a small child by Klytaimestra and brought up in the house of his uncle
Strophios in Phokis (cf. Aesch. Ag. 877-85) together with Strophios’ own
son Pylades. As the boys grew up they would naturally take part together
in the hunting expeditions which marked their passage to maturity
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(cf. Odysseus, Od. 19.593-466). Thematically cuykuvay¢ may recall the
episode narrated in the Herdsman’s speech, where Orestes was described
as kuvayds &s (284).

711-15 At the end of his speech, Orestes’ resignation to his fate turns
to bitterness as he contrasts Pylades’ loyalty with what he perceives to be
Apollo’s trickery. He imagines that when the god realised that his oracles
had been at fault, and Orestes could not escape the pursuit of the Erinyes,
he covered up his mistake by sending him away from Greece on a useless
and fatal mission. Of course, this pessimistic interpretation turns out to
be untrue, but the idea that Apollo might feel shame or embarrassment
(a«iBas, 719) is hinted at in the conclusion of Jon (1557-8), while his ina-
bility to make good on his promises to Orestes is already a major issue in
Eumenides.

pévTis properly refers to a human who is skilled in prophecy through
interpreting signs sent by the gods, but Aeschylus gives Apollo the title, as
god of prophecy, at Cho. 559 and Eum. 615. Cf. 1128.

Téxvnv: here pejorative, ‘a trick’. For Tifnu or tibeuct (the middle indi-
cates Apollo’s advantage) in the sense ‘arrange, bring about’, see LS] s.v.
Tifnut A VII.

s poowTa® ‘EAN&Sos ‘as far away from Greece as possible’. Rhetorical
exaggeration, but the remoteness of the Taurian land is central to the
play’s atmosphere.

T&YT ... T&pé& ‘all my affairs’ (tépd = T& Eu).

&vtaméMupar: with wordplay on AméMwv, as at Aesch. Ag. 1080-1.
Apollo is Orestes’ destroyer ‘in return’ (&vt-).

718 PBAétrovd’: sc. pids or fihov (cf. 564n.), hence ‘living’. For the omis-
sion of the object, typically when there is a contrast with death, see Collard
on Supp. 78. That a friend can be dearer in death than in life, though
paradoxical, shows well the extreme importance of duty and obligation in
friendship. Pylades will demonstrate his love for his friend by the offices
which he performs for him even when dead.

719-22 Having answered the first part of Orestes’ speech by assuring
him that he will carry out all his requests, Pylades turns to the conclu-
sion, in which Orestes blamed Apollo: ‘The god’s prophecy has not yet
destroyed you, even though you are standing close (x&yyus = kad &yyus)
to slaughter.” His argument that extreme misfortune should bring about
extreme reversals, though less commonly found than the more pessimis-
tic idea that good fortune turns to bad, is paralleled for instance at Soph.
Ll 916-19 and Thuc. 7.77.3—4.

{oTw ... 818oUoa ‘it is a thing which gives ...", with the participle effect-
ively adjectival, though still governing uetafolds in the accusative. The
repetitions give extreme emphasis.
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723-826 Re-entry of Iphigeneia and mutual recognition. Iph. brings the let-
ter from the temple, and she and Pylades swear to honour the agreement
that they have made. Pylades’ request to be released from his oath if the
letter should be lost at sea prompts Iph. to tell him the letter’s contents so
that if he survives he can still convey her message. On hearing the name
‘Orestes’, the young men are amazed, and Pylades hands the letter to
Orestes on the spot. Iph. is incredulous, but finally she is convinced of
Orestes’ identity by his recalling items and events from their shared past.
The two embrace and celebrate their reunion.

This second part of the very long second episode is finally a three-
cornered one (after Iph.—-Orestes and Orestes—Pylades). Although the
recognition primarily concerns Iph. and Orestes, the device of the letter
enables Pylades to play a full part in the scene, and its delivery by him
to Orestes is a remarkable coup de théatre. The letter itself (see 584n.) is
both an unusual kind of recognition token and an effective stage prop,
acting as a visual cue to focus the audience’s attention on the relationship
between the characters on stage.

723—6 Iph.’s entry from the central doors, representing the temple,
and her commands to her attendants, mirror the opening of the preced-
ing part of the episode at 467—71. In both she comes out of the temple
and dismisses subordinates with a command to prepare things inside;
TapeuTpeTileTe (‘assist in getting ready’, 725) echoes euTpemileTe at 470.
The group addressed here should be the guards who entered along with
the temple assistants at 456 (see 466-642n.).

723—4 There is irony in Orestes’ understandable assumption that the
priestess’ return indicates his imminent death (oU8tv delei ... yuvt) y&p
8¢ BwudTwy Ew mepdt), since in fact it heralds the recognition and conse-
quent escape plan.

726 Toils épeoTdol opayfi: the slaughterers (or perhaps the vague
plural conceals only one officiant) were referred to as ‘inside’ at 624.
Iph.’s language here is much less veiled than in the comparable passage
at 471.

727 ‘Here, strangers, are the many-doored folds of the tablet.” The
letter, as usual in antiquity, is a tablet composed of two or more hinged
‘leaves’ (here ‘doors’) with a writing-surface of wax, folded together,
bound with strings and sealed for passage. Aristotle (Rhet. 1407bg5)
quotes this phrase as an example of poetic periphrasis (and fortunately
gives us the correct reading, against moAU8pnvor in the manuscripts).

728-33 Iph.’s unwillingness to trust Pylades completely is plausible in
the dramatic context, and justified by an equally plausible gnomic state-
ment: ‘no man is the same (aUtds = 6 altds) in trouble as (lit. ‘and’) when
he passes from fear to confidence’. wimTw suggests involuntary movement
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from one state to another, not necessarily from a better to a worse. &vfip is
often used when &v8pwos would be more strictly accurate, even in speech
given to a woman. Iph.’s next words show that she regards herself as still
‘in troubles’.

732 8fiton Tap’ oUSév ‘might regard as of no consequence’, ‘set no
store by’. Cf. Or. 569, Top’ 008V ... fv.

735—6 The oath demanded by Iph. gives rise to Pylades’ worry that
he might be unavoidably prevented from delivering the letter, which in
turn prompts Iph. to impart its contents. This sequence of events is not
strictly necessary in order for the recognition to take place, since Pylades
would have to be informed of the letter’s destination; but without her
sudden fear that the letter might be neglected, there would be no particu-
lar reason for her to hand it over before the sacrifice, and the précis of
its contents allows Iph.’s identity to be revealed simultaneously with her
connexion to Orestes.

735 Spkov 86Tw ot ‘give an oath’ here means ‘swear it’, although
in technical language (e.g. Dem. g§9.25) the meaning is to demand or
administer an oath (for which &§&pxew is used at 743).

TropBusioeav: 266n.

737 Tous auToUs Adyous: not literally the same words, but a correspond-
ing oath to keep her part of the bargain.

740 Sikaiov gimas: ‘you have said what is fair’. But Iph.’s next words,
though introduced with y&p, are not to do with fairness (that was Orestes’
point with &vmiddoeis, ‘give in exchange’, 797), but rather state that it
is to her own advantage to send Pylades away unharmed (which is evi-
dently true, unless the whole story of the letter is a ruse for some unclear
purpose). Conceivably dikaiov should be emended, perhaps to &pyaiov in
the sense of ‘foolish’, attested for Euripides in the Suda s.v. mohouyevés
(Housman 1972 [1890]: 1255).

741—2 Iph. has not yet explained how she is able to release one of
the captives (cf. 578-642n.), so Orestes’ doubts are reasonable. But she
is very confident of her influence in religious matters over Thoas, and
though in the end the stratagem has changed, the following episode will
show that she has little difficulty in persuading him to sanction a change
of plan.

741 TUpavvos: in a work set in the mythical period this may be simply
a synonym for ‘king’, but whereas it is used three times between Orestes
and Iph. (as well as here, at 996 and 1020), compared with once for &vag
(1048), Thoas is always called &va¢ by Taurians and in their presence.

742 sioPiow is transitive, with adrév understood: ‘and I myself will put
him aboard the ship’s vessel’ (vads ... oxé&gos, repeated as vecos oké&gpos at
1345, is 2 common pleonasm in Euripides).
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vaods: the Doric form, rather than Attic vews, is used because the first
syllable is required to be long. In such cases tragedy seems to prefer the
Doric to the epic form, which would also give a long first syllable (vnoés).

743 Seemingly convinced by Iph.’s answer, Orestes speaks first to
Pylades, agreeing that he should swear, then to Iph.: ‘and you lay down an
oath which is reverent’.

744-52 Ordinarily one oath would be sworn at a time, but the *sticho-
mythic convention allows their interweaving and hence gives greater viv-
idness to the idea of oath and counter-oath. It also highlights the three
essential parts of an oath: the deity by whom the oath is sworn (normally
placed first, here second, 748—-9); the substance of what is sworn (744-6);
and the imprecation — the curse called down on the person swearing in
the event of perjury or failure to fulfil the promise made (750-2). See
Sommerstein and Fletcher 2008: 2.

744-5 Comedy permits verbatim repetition of an oath (Ar. Lys. 212—
36), but the higher register of tragedy naturally seeks out variation (com-
pare the oath which Medea makes Aigeus swear, Med. 746-55, where,
however, it is Medea who specifies the deities to be sworn by). All the
same, the changes which Pylades introduces are less harsh if Iph.’s line
744 is already a paraphrase of what he should say, rather than the words in
his own person; thus 8cow ... Tols épois gitois should be emended to dcoeis
(or 8cwoew) ... Tols uols pidots, not to dwow Toiol ools itos.

746 For cdnlw ‘convey safely’, see 59gn. and cf. 679, 1068, 1399.

kuavéas ... TéTpas: see 124n. The Symplegades were also known as the
Dark Rocks (for xudveos, see gg2n.); cf. Hdt. 4.85. The singular here sug-
gests that as a barrier they are considered as one entity; cf. 889.

747 ‘So by which oath-connected one among the gods do you swear to
these things?’ The verb usually, as here, takes an accusative of the deity
or thing by which one swears. To1018” = Toicde (neut. pl.), the substance of
the oath sworn.

748 Iph. naturally swears by the deity whom she serves (as she points
out), and whom she considers not responsible for the custom of human
sacrifice (385—91).

Tip&s: the meaning ‘office’, of a magistracy or priesthood, is a natural
extension of the literal ‘honours’, since such functions conveyed honour
to those who held them.

749 No connexion with a particular deity has been established for
Pylades, and so he appropriately swears by Zeus, the god who more than
any other has the title épxios (747); see LS] s.v.

8(¢) ... y(¢) represents a ‘lively rejoinder’: Denniston 1954: 159.

751 There is some illogicality in Pylades’ imprecation (744-r2n.),
since he cannot be judged to have failed in the delivery of the letter
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until he has already returned, at least to Argos; and since he has agreed
with Orestes that he will settle there rather than in Phokis (6ggn.), he
cannot mean that his véotos is not accomplished until he returns to
the latter place. Perhaps his meaning is ‘May I not return, if I intend to
wrong you ..." (&3wkoins ¢u¢, 750). If so, he quickly sees that this is not
what he has in fact sworn, leading him to request an exception in the
next lines.

752 Iph.’s imprecation (744—52n.) parallels that of Pylades. She too
keeps her oath, but it is less clear whether she is rewarded by the cancel-
lation of the fate she calls upon herself. Her future is to be in Attica, not
Argos; could she perhaps visit Argos first? But Athena’s instructions seem
to suggest that the landing on the east coast of Attica will be made on the
way home to Argos (cf. also 1130-1 and n.), so it would be more natural
for Iph. to remain there (1440-1n.).

753 ‘Listen now to a matter which we have passed over.” &xoue 1) vuv is
a common beginning in Euripides (Denniston 1954: 218).

754 ‘Let it be shared straight away, if it is good.” Clearly Iph. makes
a polite rejoinder to Pylades’ suggestion that something has been over-
looked, but the manuscript reading is corrupt and another possible reply,
closer to the reading of L but perhaps less apt in context, is Bothe’s AN
oUTIs é0T &xaipos: ‘But no Adyos is untimely (or too late), if it is good.’

755 ‘But grant me this exception, if something should happen to
the ship ...” &aipetov in this context has legal overtones (cf. e.g. Dem.
29.181.3), and the following lines continue the suggestion. An oath, with
its conditional curse, suggests to the prudent that every eventuality should
be thought out in advance.

756 xpnuéTwv: Pylades and Orestes had presumably left their posses-
sions in the boat in which they arrived. The antithesis between oé&ua and
xpnuaTa, person and property, is common in the late fifth century, espe-
cially in prose works: cf., e.g., Thuc. 1.141.5 (further examples in Cropp).

758 #umredov ‘in force’. Cf. 790, éumedwoouev, ‘we shall make firm’, i.e.
fulfil the oath.

759-64 Pylades’ worry that he might find himself cursed through his
inability to fulfil the oath prompts Iph.’s fear that the letter may after all
not reach her loved ones. Her plan is designed to increase the likelihood
of her message reaching Argos, but it has the side effect that Pylades is
now protected.

759 &N oig® & Sp&ow: a rhetorical question, ‘Do you know what I shall
do?’, drawing attention to what is about to be said. A commoner related
idiom is oio® & dp&oov, with the imperative, introducing a command:
‘You know what you should do?’ Cf. 1209 and see Collard and Stevens
2018: 84.
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TToAA& y&p TToAAGY kupei: this sounds like a proverbial expression, liter-
ally ‘many things meet with many things’ or ‘are successful in many aims’.
The sense in context must be that a variety of different plans is more likely
to result in success.

761 &vayysidai: the infinitive expresses purpose (Smyth §2008-10).

762 v &opadel ‘safe’. Cf. 494, év Hdovfi. Iph. thinks primarily of the
safety of her letter.

763 @p&os orydoa: the paradox that written signs can speak is one
explored by Euripides elsewhere, e.g. Hipp. 877-80.

765 Another strongly sigmatic line: see 679n.

766 Pylades recognises that the proposed solution benefits them both
(téov Te odv [‘your affairs’ = co¥] éuoU & Umep). The manuscript reading
TGV Becdv poU 8 Umep is much less apt; although the gods are necessarily
involved in the oath, no special attention has been drawn to them.

767 &1 xpM T&od émicTohds pépeaiv: unless the letter bore Orestes’ name
on its outer surface (which of course would also lead to the revelation),
Iph. would have to tell Pylades where to deliver it even without reciting
its contents. But by giving the message at the same time as the address,
Euripides enables Orestes and Pylades to learn Iph.’s identity without the
need for lengthy questioning.

768 ‘... and what I ought to say, having heard it from you’. kKAuévta, a
very likely emendation for xAUovta, is the aor. participle, acc. governed
by xpn.

769-82 The rearrangement of the lines adopted here (Jackson 1955:
9—12) among its other merits gives expression to the double surprise
that Orestes and Pylades should feel on hearing the letter: first that it
is addressed to Orestes, secondly that its author is Iph. (Schwinge 1968:
298—42 defends the traditional order, which is accepted by many editors.)
A letter normally begins with the name of the writer followed by his or her
greetings to the named recipient. In this paraphrase the recipient’s name
is given first, since this is the first thing Pylades needs to know, and elicits
an exclamation of surprise from the messenger, who, however, refuses
to explain himself in response to Iph.’s baffled and perhaps irritated
response: ‘Why are you calling on the gods in the midst of my affairs?’
Rearrangement of the lines as printed gives a dramatic effect far superior
to that of L, where the interjection & 8eoi is postponed until Iph. has given
the whole text of her letter, and the first expression of surprise does not
appear for three lines. Postponement of a spoken reaction is not in itself
a problem in tragedy, but Iph.’s naming of the addressee and the first
two lines of her text contain not one but two surprises (the name Orestes
and the revelation that Iph. is alive), and it is surely appropriate that this
should be recognised.
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769 Todi Tdyauéuvovos: previously Iph. had feigned a lack of personal
interest in Agamemnon’s family, but the pretence must now be aban-
doned in the interests of communicating with her surviving relatives.
TaYOpEUVOVOS = T Ay aUEUVOVOS.

781 #&ipnv y&p &\hooe: lit. ‘T went out to another place’, my mind was
on something else.

779 With the line in this position the repetition of the name Orestes, to
impress it further on Pylades’ mind, comes as a nice rejoinder to Pylades’
feigned admission that he was thinking about something else.

770 Iph.’s description of herself as ‘having been slaughtered’, cpaysic’,
goes further than some of her other paradoxical statements about the sac-
rifice; see 8, 360, with nn. 992 is a closer parallel.

émoTéAAel T&Se ‘sends these instructions’; see 58gn.

771 ‘... but to those there (Argos) no longer living’.

772 Orestes in his surprise and confusion forgets that the woman
before him is the author of the letter, and asks where Iph. might be. The
latter’s language, conflating appearance and reality, is hard to under-
stand, and on the basis of what he has just heard, as well as his previous
belief, he naturally assumes that Iph. was really killed and can be alive now
only through being somehow resuscitated.

779 ‘This woman you see here — don’t distract me from my words.’
Iph. delivers her astonishing clarification quickly and impatiently, being
absorbed in the business of teaching Pylades the all-important message.

774-6 ‘Bring me to Argos, brother, before I die, from a barbarian land,
and remove me from the slaughter-sacrifices of the goddess, at which I
hold the office (Tiuds, see 748n.) of murdering strangers.’

777 ‘Being where (ever) do we find ourselves?’ ot here refers to situ-
ation rather than actual location; vt is dual 8vte, coupled with a plural
verb, as often.

778 &paia: from &p&, ‘curse’ (cf. Med. 608). Since Iph. commands
her brother to bring her home before she dies, what she must have in
mind here is that if she should die among the Taurians, she will after
her death become a curse to him, thus suggesting the possibility of still
further family hostility and further troubles for Orestes. Close kin are
generally represented as able thus to hound family members who wrong
them seriously (this is, after all, the basis of Orestes’ sufferings), and
here the vengeance is extended from sins of commission to those of
omission: she will blame him for her death away from home as though
he had killed her. (Seemingly Iph. has no qualms about exposing her
brother to the extreme dangers faced by Greek travellers in the Tauric
Chersonese.) It is a brother’s duty to protect his sister, and she may
further suppose that as Artemis’ priestess she will be able to keep him
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safe — which turns out to be the case, though not without direct divine
intervention. (See further 876—ggn.).

782 ‘But perhaps (t&y oUv anticipates an objection) as he questions
you he will become incredulous’ (arrive at unbelievable things, things he
cannot believe). Orestes’ reaction at 772 suggested puzzlement and per-
haps incredulity.

&mot: §28—9gn.

783-6 Iph.’s explanation of her survival is the same that she gave in the
prologue, except that here, in order to convince those in Argos that their
version of events is wrong and to explain how it came about, she focalises
the account momentarily on her father: ‘[a deer ...] which my father sac-
rificed, thinking that he was thrusting his sharp sword into me ..."” The fol-
lowing reactions of both her listeners show that she has indeed convinced
them, while she, ironically, remains in ignorance of their identity and
needs many more lines to be persuaded of the truth.

784 fv: the antecedent is #Aagov.

785 @doyavov: a poetic word for §igos. On the use of sword rather than
knife, see 27n.

788-97 Pylades and Orestes, in five lines each, express their joy at
Iph.’s news and go through a no doubt emphatic charade of delivering
and receiving the letter; in terms of visual effect and stage movement, this
moment, occurring very near the middle of the play, is one of the most
striking in the drama.

788-92 Pylades’ pleasure comes not only from the fact that the fulfil-
ment of the oath which so worried him is surprisingly easy to perform, but
from the supposition that both he and Orestes will now be safe, his own
safety being guaranteed by the oath Iph. has sworn (k&Aiota & dpoéoac’).
The supralinear correction éuéoas would make Pylades congratulate him-
self on swearing the oath, but is unnecessary.

789 oU ... oxfiow ‘I will not hold back ...’

790 éptredwoopev: ‘we (I) shall make firm, perform’. See 757n.

791 idou: ‘see’, 2 sg. aor. mid. imperative of épdw, but commonly and
colloquially used as an interjection drawing attention to something, some-
times, as here, indicating compliance with an order. See Collard and
Stevens 2018: 82-3.

793—4 ‘I receive it; but setting aside the folds of letters, I shall first
take joy (for myself) not in words.” Orestes makes a formal statement
of acceptance (3¢xouan), before setting aside the reading of the letter in
favour of embracing its author. The letter, had it been delivered to him in
Argos, would have conveyed pleasure (f8ovr) through words, but he now
takes joy in action (o0 Adyois) — an elegant variation of the very common
contrast between Adyos and £pyov.
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796 &micTwr ... Bpaxiovi: &mioTos, whether with subjective (‘unbeliev-
ing’, as here) or objective (‘unbelievable’) force, need not always be taken
literally (cf. 328 and g28—gn. for its extended use in the objective sense).
In this case by applying the adjective to the arm with which Orestes none-
theless embraces Iph., Euripides depicts his confused state between
amazement and joy (cf. ékmemAnypévos dpws ... & Tépyw ... BauudoT’ Euotl).

798-g ‘Stranger, you do wrong in defiling the goddess’ attendant,
putting your arms round her inviolate robes.’ It is usual in recognition
scenes that one person realises, or already knows, the truth while the
other remains to be convinced, and the unrecognising party not unnat-
urally may express reluctance to reciprocate the other’s enthusiasm.
The scene here is closest to Jon 517-65 and Helen 541-g6; in all three,
the unconvinced person attempts to avoid the physical contact initiated
by the other, contact which would be natural among family members
(father—son, wife-husband, brother—sister) but which is clearly inappro-
priate among strangers (here and in Helen of the opposite gender and
therefore taboo, while Ion in his play clearly suspects that Xouthos’ inter-
est in him is sexual). See Kaimio 1988: 36—9. Here in addition to the
impropriety of Orestes’ embrace of an unrelated woman, she is a priest-
ess, for whom ritual purity is essential (a similar consideration applies to
Ion, Ion 522), and Orestes’ action is thus doubly shocking. L attributes
these lines to the chorus rather than to Iph., probably a mistake due to
the speaker referring to herself in the third person. If the lines do belong
to the chorus, Iph.’s shock and displeasure must still be shown in action,
as indicated in 801.

xépas: L has xépa, but the emendation restores the more usual plural:
see Diggle 1994: 465.

800-1 Orestes’ language is solemn and very emphatic, and it is nota-
ble that ouykaoryviTn occurs only here. uf W &mootpépou shows that Iph.
shrinks from his touch, depriving him of the pleasure he seeks (794).

802 ol Sokolic” éz1v ToTé: of course the letter shows that Iph. hoped
that she would be reunited with her brother one day, a hope which would
have been revived by the new possibility of getting the letter to Argos but
which must previously have seemed very distant.

803 ol Travom Aéywv ‘Won’t you be quiet?’ o with fut. indic., formally
a question, indicates a strong command. Iph. is indignant and amazed at
the stranger’s effrontery.

804 The underlying meaning is clearly that she cannot have her
brother with her, since he lives in Argos (Nauplia is the harbour of Argos),
but no entirely satisfactory explanation has been proposed for the locu-
tion ‘Argos and Nauplia are full of him’, and it is possible that the text is
corrupt (though no emendation so far proposed is satisfactory).
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80p & T&Aawa ‘foolish woman’, spoken with pity and sympathy rather
than scorn; another colloquialism.

806—7 Iph. begins to hesitate, considering the remote possibility that
her interlocutor might be speaking the truth, and asks first about his
parentage: ‘Did the Spartan daughter of Tyndareus (Klytaimestra, cf.
5, 1319) give you birth?” She questions him about his mother, while his
reply mentions his father: ‘Yes, to the son of Pelops’ son (Agamemnon),
of whom I am born.” (For ye in this ‘affirmative-additional’ sense, com-
mon in *stichomythic question and answer, see Denniston 1954: 139-5;
compare also 510, 821.) The patronymics and genealogies are standard
tragic style, but Pelops has a particular significance in this play; his name
is its first word, in Iph.’s self-presentation in the prologue, and his spear
will shortly prove to be the conclusive item in the recognition (see also
985n.). Their shared knowledge of their ancestry, not only of their par-
ents, is important to both Orestes and Iph.

808—26 Iph. demands proof of Orestes’ identity, which is established
through four tokens, none actually produced on stage (the letter has
played that role in the parallel and preceding recognition of Iph. by
Orestes), but all a matter of knowledge and memory. The choice of the
first three tokens alludes to the recognition scene in Choephori and its
echo in Euripides’ own Electra; hair and woven fabric help to seal identity
between brother and sister in each case, while the lustral water which
Klytaimestra sends to Aulis along with her daughter bears some relation
to the liquid offerings to Agamemnon which she sends out with her other
daughter Elektra and which precipitate the discovery of Orestes’ offerings,
the first two clues (the lock of hair and the footprint). See Introduction,
pp. 10, 38 and Torrance 2013: 38—95.

810 To Orestes’ proposal that she should question him about their
parental home, Iph. objects, with a rhetorical question, that he should
be the first to suggest a proof (texpripiov, 808); it is primarily up to him to
confirm his own identity.

oUkouv introducing a question is characteristic of tragedy, and par-
ticularly of response in *stichomythia (Denniston 1954: 431). Here the
speaker is correcting a suggestion just made: ‘No, but isn’t it ...?" L’s
ovUkoUv would give a quieter, more tentative suggestion; but Iph. is still
challenging Orestes.

811-17 A piece of weaving is both a plausible and a symbolically signifi-
cant object in a recognition scene involving a woman, especially if she has
made it herself. In Choephori, the third token is a piece of Elektra’s weaving
which Orestes has with him (it is unclear whether it is or forms part of the
clothes he is wearing, as Euripides suggests in El. 539—44), so there is also
a more specific allusion to the more famous meeting.
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811 &xofji ... HAéxTpas: if the piece had been left in the house after Iph.
had woven it, Orestes could have seen it himself after her supposed death;
it would not be necessary for him to have had the story from Elektra.
On the other hand, a new bride would probably take much or all of her
weaving with her to her new house, though in Iph.’s case it is pointless to
speculate on what might have happened to such property after the sacri-
fice. In any case, the mention of Elektra serves to remind the audience of
the better-known recognition scene, while the fact that Orestes has only
heard of the first texufipiov, and presumably the next two, contrasts with
the clinching proof of the final one (& 8 €iSov avUTds, 822) — things seen
being proverbially more reliable than things merely heard (cf. go1 and
Q00—11.).

812-13 Onlya briefallusion to the story of Atreus and Thyestes is given
here, with the further detail of the reversal of the sun’s course at 816. The
same two details were given by the chorus at 193-6, where the episode
seems to be mentioned as setting off the chain of murderous events which
have dogged the family ever since. Although the less suitable elements of
the story (the adultery and the meal of Thyestes’ children) are ignored,
this is still a very grim piece of family tradition for a young girl’s weaving.

814 #v eUmrvols Upais: see 14650,

815 ‘Dearest, you come very close to my mind’ — that is, to something
familiar to me. xpipmwTopon means to come close or just touch the surface
of something, emphasised by ¢yyus. This figurative ‘touching’ contrasts
with the physical touch that Iph. has rejected. & ¢iAtat is here a response
to one who has said something to cause surprise and pleasure (cf. for
instance El 229), and contrasts with the use of the address a few lines
later, at 827. Cf. also 1184 and 1184-5n.

816 ik ... peTdoTagiv: the two nouns are in apposition, ‘an image, the
sun’s change of place’. It is unclear how this famous wonder could have
been shown on a piece of tapestry, or indeed in any static depiction (per-
haps by figures pointing to the sun suggesting their amazement?). On the
tendency of poets to describe artworks as though the events depicted were
actually taking place, see Becker 1995.

817 sUpiTois Aokais ‘with fine-threaded interweavings’. pitol are prop-
erly the warp threads, which are made into cloth by intertwining (mwA¢kw)
the weft. The phrase is a metrically equivalent variant on eymrfvois Upais.

818 ‘And [do you remember] the bathing water that you received from
your mother, [taken] to Aulis?” Normally a mother bathed her daughter
directly before her wedding, but since Klytaimestra did not travel to where
the wedding was to take place, she gave her water from Argos to take with
her for the bath.

&8ifw = & £8¢6w, a necessary correction for L’s dwedéfw.
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819 The meaning seems to be, as a supralinear gloss in L suggests
(ToUTo TO pn €idéven, ‘that is, not knowing’), that whatever the ‘marriage’,
it at least could not take the memory of the lustral water away. If the mar-
riage had been good, this might not be so. But in that case it is difficult to
make sense of ¢a8Ads dv: why should a good marriage erase memories of
the ritual preliminaries? The line is very likely corrupt.

820-1 Hair might be ritually cut on various occasions, chiefly as an
offering to the dead (cf. 174, 709) and to mark a rite of passage, as an
offering to a deity. Iph.’s intention may have been to send a lock of hair
back to Argos for her mother to offer at a temple there, a long-distance
performance of the ritual mirroring the lustral water sent by Klytaimestra
to Aulis with Iph. If this was the original intention, it gives more poignancy
to Iph.’s rejoinder: the hair intended as an offering on a joyful occasion
becomes instead an object to mark its owner’s cenotaph (a third possible
use of cut hair, not an offering as such). For yvnueia at a tomb, cf. 702-3
and n. On y’, see 806—7n.

822 & & ¢iSov auTtds: see 811n. These words introduce the climactic
piece of evidence.

823—6 The final texpnpiov, the spear of Pelops, has no parallel in the
recognition between Orestes and Elektra, but is full of symbolic sig-
nificance. It is essentially the item with which the family was founded,
when Pelops came to the Peloponnese and used the spear to win his
bride Hippodameia. In the most familiar version, probably already in
Pherecydes (FGrH 5 F g7a; see Gantz 1993: 541), Pelops wins the race
by bribing Oinomaos’ charioteer to tamper with his chariot wheels, but
Euripides’ words here may suggest an alternative in which he more heroi-
cally kills Oinomaos with a spear cast. In either case the story of the bridal
is darkened by the death of the bride’s father, made clear at 825. As with
the subject matter of Iph.’s weaving, the family’s chequered history is the
background for the continuing story of Iph. and Orestes. The spear is an
object which both have seen at different times, but which no one outside
the family could be familiar with, since it was kept concealed in the bed-
room of the daughters of the house, a room which Orestes knows had
once belonged to Iph. (¢v wapbevdor Tolot oois). This reference to Iph.’s
bedroom takes us back to the account of her dream in the prologue,
where she thought that she awoke at home in Argos, and ‘corrects’ its
gloomy atmosphere, the result of her misinterpretation.

Although a girl’s bedroom might not seem the obvious place to store
a warlike relic, it could have seemed plausible to keep such a precious
object in one of the most private areas of the house. It is also implied
(with rapBévov ... TapBevidol) that the spear with which a young bride was
won might have some appropriateness in the chamber of a young girl
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destined for marriage. O’Brien (1988: 113) suggests that its placing here
emphasises the parallels between Pelops and Iph.; see also Sansone 1975:
290, Xian 2020.

824 Tho&mida: 1n.

82%7—99 Lyric dialogue between Iphigeneia and Orestes following the recogni-
tion. Iph. is convinced of her brother’s identity, and both acknowledge
their joy at the amazing turn of events. When Iph. recalls their ancestral
home, Orestes reminds her that though they are nobly born, their lives
have been harsh, which leads Iph. once more to bewail her past. Orestes
supposes the family’s murderous record could easily have been continued
through her sacrificing him, and in the last part of the lyric passage, sung
alone, she responds to the idea with agitation, and despairs of finding a
way to smuggle Orestes safely out of the country.

The long-delayed recognition at last accomplished, the play reaches in
these lines its emotional heart. Both parties are moved to tears (8g2-9)
as each sees the sibling they had believed dead, and the reactions of both
span extreme joy and sorrow. The dominant part is given to Iph.; up to
866 the section is true dialogue, but from 867 onwards the lines are hers
alone. Throughout, her part is mostly lyric, with some iambic trimeters,
which may have been sung rather than spoken, especially the lines with
much resolution. Orestes’ part is probably (see 832—3gn.) confined to spo-
ken trimeters, possibly indicating a greater degree of restraint (though
he too is deeply moved). Perhaps rather than dialogue, then, this format
might be called ‘punctuated monody’, in Willink’s words (1989: 45), with
pure monody taking over at 86q.

The metre of the lyric parts is predominantly dochmiac, but with a gen-
erous admixture of other forms, mainly iambic (with cretic and bacchiac)
and variants of enoplian. Lines 848, 876, 880, 884, and 895 look at first
sight like anapaestic dimeters, but as Parker points out, their regularity
is much more characteristic of enoplian than of true anapaestic metre;
886 and 897 are then close kin. Lines 875 and 888-qg can be analysed as
dactylo-epitrite. But the dominance of dochmiacs is appropriate for strong
emotion, and the use of resolution and runs of short syllables (in both iam-
bic and dochmiac metra) is a favourite Euripidean device in such contexts.

Metre

827 ———U—u— u—u- ia tr
CmU— U—muvuu Voo~ ia tr

830 —u—u~— doch

——e— emo— ——u— ia tr

CUv UL U LU U us uu U — 2 doch
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840

845

850

855

860

865
867
866

870

875

v
v v v v
v —u—
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v v
—Vv T vu—u ™

vUTuUu—T u—TuUu—T u—u—
—vu——— ——— v —
U———— —uu uu v uu
VU UU UU U UU U Uy T U
v—— v -

ia tr

cr

2 doch
doch

ia tr
ia+cr

2 doch
ia tr

2 doch
ia tr
doch

ia tr
doch

2 doch
enoplian
2 cr

ia tr

ia tr

2 doch

2 doch
ia tr

2 doch

2 doch

2 doch

2 doch
ia tr

2 ia
cr+ia
cr+ia

ia tr

2 doch

2 doch

2 doch
doch
(perh. similar to following)
e—e— (2tro?)
enoplian
2 doch
doch
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880 Ce— vu— vu— vu— enopl
oo U v cr
——e——— o ——— 2 doch
Cu—uvu—u—u—— enopl

885 ————— doch
Cu—uUu— Lu—uu—— enopl
ot o—m— —mbU—w U —— D-D-

8go Covmu— v —u— 2 doch
——— doch
T ia + ba

895 fovm vom vu— vu— enopl
v—vo——TF doch
Cu—uu—uu— enopl
cm—uv— u——u— 2 doch
c——u— doch

827-30 Iph., now fully convinced, expresses her recognition in song.
She begins with two trimeters, the first regular, the second with consider-
able resolution; the shift may mark the move into song, and a definitely
sung dochmiac, appropriate for extreme emotion, follows the second
trimeter.

827 & ¢idtat: the beginning of the line is identical to 815 (see n.),
spoken before Iph. is sure of Orestes’ identity, but here she explains that
her use of the word is entirely apt: Orestes is literally the dearest person
in the world to her.

828 #xw o Iph. not only ‘has’ her brother, but ‘holds’ him, returning
his embrace (796). See also go2—g and n.

TNnAUyeTov: the word is common in epic but found only here in tragedy.
The derivation is uncertain, but it is usually applied to a child as seen by
a parent, with the meaning ‘dearly loved’. With &md mworpidos Apydfev, it is
likely that Euripides linked it with Tfje: ‘far from your native Argos’.

831 oé: emphatic form (proposed by Willink), responding to Iph.’s
gxw o'

THv 8avoUoav: Orestes echoes Iph.’s references to herself as dead or
slaughtered, immediately qualifying his description by a reference to
belief, as she does at 8 (see n.). Cf. 770, 992, and Introduction, pp. 32-3.

832—3 ‘Tears, lamentation together with joy, wet your eyes (lit. ‘eye-
lid’), as they do mine.” kot is in *tmesis with voTiCer, with the prefix inten-
sifying the verb, but before the main part of the verb appears it already
suggests the tears falling down. L. marks no change of speaker here, so
that the lines continue Orestes’ at 831. The previous line was, however,
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an iambic trimeter, whereas 832 is dochmiac; if the attribution to Orestes
is correct, this (perhaps with the trimeter 839) would be his only sung
line. Willink (1989: 46—7) suggests retaining the lines for Orestes, partly
on the grounds that Iph.’s sequence of thought from 8g0 to 834 then
runs more clearly, and he compares Menelaos’ lyric role in the first part
of the recognition duet in Helen. But this has not found general favour
(and Willink himself changed his mind in 2009: 213-15). The objection
that Orestes, as a male, should be depicted as calmer than the emotional
Iph., and therefore should not sing, can be discounted: these lines them-
selves, whoever sings them, show that both parties are in a state of height-
ened emotion. But it is scarcely likely that the actor playing Orestes would
be required to sing such a short section and then no more; Menelaos in
Helen, though his is clearly the lesser lyric part, has several sung sections.

It is probable, therefore, that the lines should be given to Iph., who
continues with 834.

835 &ykdAaiot ... Tpogol: at 232—5, Iph. spoke of having left her little
brother in the arms of their mother, but now that she knows the later his-
tory of that relationship it is less jarring to substitute a nurse. The matri-
cide is alluded to only in the most general and inclusive terms in this lyric
section (851-2).

837-8 Iph. expresses her happiness by speaking to her soul (cf. §44—7
and n.), saying that its joy is greater than words can express. Some editors
give the trimeter & xpeicoov ... to Orestes, based on L’s reading edtuyv
¢poU. We must then either take &poU wuy& as an affectionate address to
Iph., which would be unparalleled in tragedy, or emend épod to &yc.

842 &rotrov: literally ‘placeless’, the word commonly means ‘out of
place, inappropriate’. Here the meaning should rather be ‘unbelievable,
unexpected, strange’ (see Lee on Jon 690). Kyriakou suggests there may
also be literal undertones, linked with themes of dislocation throughout
the play and with the fear expressed in the following lines.

@ @iAar: Iph. turns briefly from her brother to describe her joy to the
chorus, till now her only friends and fellow Greeks in this foreign land.
Compare Helen in the recognition lyrics with Menelaos, Hel. 6277, éAaPov
dopéva TOO EudY, pidar.

843—4 ‘I am afraid it (the joy) may take flight from my hands and flee
into the sky.” She imagines herself holding her happiness as she holds her
brother. (This, with an emendation, is more likely than that she imagines
Orestes himself flying off.) Flight is a repeated motif in the play: Iph.
came to the Tauric peninsula through the air (29-30), and the chorus
later wish to fly home (1138-42).

845—9 Iph. addresses her home, never far from her thoughts, thanking
it for her brother’s nurture.
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845 KuxAwris éoTia: the building of Bronze Age walls with very large
stones, such as those found at Tiryns and, as here, Mycenae (510n.), was
mythologically attributed to the gigantic Kyklopes (the style is still called
Cyclopean masonry). Iph. thinks of the palace of Mycenae, referring to it
by its symbolic centre, the hearth (¢éoTia), at which newborn infants were
formally accepted into the family; hence the hearth is appropriately made
responsible for Orestes’ upbringing (¢e8péyw, 849).

847-9 ‘I thank you for life, I thank you for upbringing, because you
have raised this brother of mine for me, to be a light for our house.” With
Orestes’ nurture the subject matter of the last clause, it is natural to take
the life and upbringing in the first part of the sentence as that of Orestes,
whom Iph. has until recently believed dead, but it is possible that her own
life may also be intended.

86pois ... @aos: ‘light’ is very frequently used in tragedy to indicate
‘help’ or ‘deliverance’, especially with reference to an individual, as earl-
ier by Iph. referring to Orestes at 187. Cf. Aesch. Cho. 131: g&s T &vayov
v dopois.

850—-1 Orestes’ consciousness of his own misfortune (cf. 500) now
includes his sister in that state. His spoken trimeters check her joy and
change the mood of what follows.

852—4 Iph.’s thoughts turn immediately to her own experience, as
often before (24-7, 215-17, 359-71).

péAeos is treated as a two-termination adjective here, but peréa below at
869. Cf. 621n. pededgpwv (854) ‘miserable-minded’ repeats the root, and
might mean either that Agamemnon planned a miserable fate for Iph., or
possibly that his own state of mind was miserable. Iph.’s view of her father
is understandably ambivalent: see 211-12n.

p&oyavov: 785n.

855 This is one family misery which Orestes did not share, but can now
imagine all too vividly. There is perhaps a reminiscence of the vivid nar-
rative in Aesch. Ag. 228—47, with its conclusion t& & &vfev oUT €iSov olT
EVVETTO.

856-61 ‘With no marriage song, o brother, I was led to Achilles’ deceit-
ful marriage bed. By the altar there were tears and groans. Alas, alas, for
those chernibes, ah me.” As at 469 (see n.), marriage and death are juxta-
posed, with death here explicitly in the form of human sacrifice as the two
rituals (the deceitful marriage which never took place, and the ceremony
at Artemis’ altar) are contrasted, especially in the sounds evoked; instead
of the happy wedding song (Upvoow Uuevaioow, §67) there was weeping
and lamentation (8&xpua kai ydot).

857-8 #s kAhigiav AikTpwv 86Atov: ‘to the deceitful marriage bed’. kKhioia
can have the meaning ‘couch’, and is used of a marriage bed at Alc. 9g4;
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Khioiav Aéktpwv expands the idea. However, the text printed involves
emendation, and Kyriakou suggests that the correct reading might be é
kA\ioiov AékTpois d6Aov, in which case kAioia would have its Homeric mean-
ing ‘hut’ or ‘tent’ and the whole phrase would mean ‘I was led to the
deceitful hut of Achilles for a marriage ...’

861 On xépviPes, see 58n. and on the use of the word in the play 64—
5n. The metre of the transmitted text is defective; oipor has been supplied
from Orestes’ evident response in the following line: ‘7 too say oipor ...’

862 dipwéa: such ‘tragic aorists’ are performative (bringing about
what they describe) and combine aoristic aspect with present meaning;
cf. 1023, 1160, and see Lloyd 1999, Bary 2012.

TéApav fijv #TAn: TOApaw is a cognate accusative, ‘the daring he dared’, but
the root TAa- covers both active audacity (often with negative force) and
passive endurance. There is a clear reminiscence of Ag. 224-r, describ-
ing the same action: étAa & oUv Butnp yevéoban Buyatpds. See also below,
868—72 with n.

864 &maTop’ &mdTopa: ‘unfatherly’. Repetition of this sort (*anadiplo-
sis) is relatively rare with adjectives, but the word is key. Iph. picks up the
last word Orestes has spoken and converts it to an adjective qualifying her
fate, thus moving from Agamemnon'’s terrible act towards its ultimate ori-
gin in superhuman causation. Cf. Soph. El 1184, uftnp duftwp.

At this point Iph.’s song moves from dochmiacs to iambics and cretics,
perhaps indicating a change of mood.

865 ‘Things come about from other things ..., almost ‘one thing after
another’. Having invoked the idea of fate, Iph. moves on to place her own
experience in the wider context of the unpredictability of human life
caused by the apparently chance intervention of some god (3aipovos Ty
Twés). But this generalising sentiment moves Orestes to think of another
possible stroke of fortune which nearly came about — his own death at his
sister’s hands. England remarks ‘It would then [with transposition of lines
and re-attribution of speakers, as here] look as if Iph. were becoming more
tranquil with vv. 865 and 867, and that Orestes’ suggestion in v. 866, of
what might have been, recalls her excitement.” TUxn is a recurrent idea in
the play, sometimes, as at 47758, seen in a negative light as something hard
to negotiate, but increasingly identified with divine action and, at go7—10,
hailed as opportunity to be built upon. The prominence of the concept in
the speech of the characters reflects the large number of apparent coin-
cidences in the plot and suggests their attempts to make sense of them,
moving towards a realisation that events have been divinely manoeuvred.

866 & TéAawv: to the usual meaning of ‘poor wretch’ is added in the
context an overtone of ‘daring’ (to kill), from the word’s origin in the
same root as TéA\pa/TA&w. See following note.
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868—72 ‘O miserable, for my terrible daring. Terrible things I dared,
I dared terrible things. Alas, brother, you only just escaped an unholy
death, slaughtered by my hands.” Iph.’s agitation is evident in her rever-
sion to dochmiacs as well as in her use of repetition and exclamations.
She echoes Orestes’ use of TéAuow fjv ¢TAn (862) for Agamemnon (and also
T&Acwva, from the same root, for herself) with 8ewas TéAuas and deiv’ ETAaw,
¢Thav Beiv’, referring to her former (unknowing) readiness to sacrifice her
brother. The root occurs several times in the play in the context of trans-
gressive killing, whether human sacrifice, the killing of family members,
or both, and looks back to Aesch. Ag. 224-5, 1A 8 olv Butnp yevéoho
Buyarpos. Cf. 617, 862, 924, 1174.

¢ ipav ... xepodv: cf. 585—7n.

874 The approximate meaning must be ‘what can happen next?’ From
disaster narrowly averted, Iph. turns to the bleak prospects for the future,
the rest of her song being concerned with the possibilities for escape. But
the text is very uncertain.

876—99 Although in her letter Iph. had requested Orestes to come to
her aid, putting himself in danger in the process (774-8 with nn.), her
primary concern now is to ensure his safe departure, and only secondarily
her own, a point made explicit at gg1-1006.

877 &md EEvas: emended from L’s &mwd mwéAews, on the assumption that
TdAews is an intrusive gloss. Despite 595 (see n.), it is very unlikely that
in a context contrasting it with Argos, Iph. would refer to the Tauric
Chersonese simply as wéMs without further qualification. Also attractive
is Sansone’s conjecture wéAews &vdpodvou for &md TdAews, &wd pdvou, but
retaining the repetition of &mé seems more in keeping with dochmiac

style.
880 ‘... before the sword goes near your blood’. A transitive construc-
tion ‘before [I] make the sword approach ... is less plausible, since Iph.

would now be unlikely to preside over the sacrifice even under duress.
gmmeAdoat is in *tmesis.

882—g ‘This is your need (xp¢os), miserable soul, to find (it) out.” Iph.
addresses her own soul, taking on responsibility for ensuring Orestes’
escape.

884—92 ‘Over land, not by ship but with impulse of feet? Then you will
come close to death, travelling among barbarian tribes and by pathless
paths; but through the Dark Rock’s narrow pass the way is long with a
ship-borne flight.” Iph. may consider escape by land first because it is the
option which pursuers would be less likely to expect. For the (singular)
Dark Rock, see 746 with n.

888 680uUs &vdSous: 144n.

893 TéAcva: 868—72n.
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894—9 Again the general sense is clear, although the text is problem-
atic. Iph. asks what deliverance might appear, whether from god, mortal,
or something else. But the repeated &v is very irregular with the future
indicative, and the phrase ‘which god or mortal or which unexpected
thing’ does not seem right; something like Hel. 1187 would make better
sense: 6T Beds ) pn Beds f) TO péoov, ‘god, or not god, or in between’ (on
which see the note of Allan). Such an agency might well produce some-
thing unexpected, but this cannot be got out of the text as it stands.

897-9 ‘... bringing about a way from what is wayless, will reveal to the
only two descendants of Atreus a release from troubles?’ mwépov means
both literally a physical route away from Taurike, and a means to an end.

898 8uoiv Toiv pévorw: not strictly true, since Elektra is still alive, as Iph.
now knows, and in any case Menelaos would qualify as an Atreid, but it
is emotionally true for Iph. at this moment, given their father’s death
and the extreme peril they themselves stand in. Commentators compare
Soph. Ant. 941, where Antigone similarly ignores Ismene’s existence.

900—1088 Third trimeter section of second episode. The lyric-and-trimeter
dialogue between brother and sister was unaccompanied by exits or
entrances, and thus cannot mark a true scene break. The final part of the
second episode is the longest, and like the preceding lyric section con-
cerns only Iph. and Orestes; after his first injunction to plan their escape
(9o2-8), Pylades is silent, though he remains on stage. For the order in
which the scene unfolds, see g12-14n.

Despite Pylades urging haste, Iph. questions Orestes further about him-
self and their family, and he narrates the story of the sufferings which have
brought him to the Tauric Chersonese. He asks for her help in removing
the cult statue and taking it back with them to Greece. At first doubtful,
Iph. proposes to allow Orestes and Pylades to escape and to face the king’s
anger herself, but eventually she devises a plan to allow the three of them
to escape with the statue: she will tell Thoas that the image and the des-
tined victims need to be purified in the sea, and under cover of a secret
ritual they will make their escape in the waiting craft. Finally she secures
the silence of the chorus, and all exit into the temple, leaving the chorus
to sing the second stasimon.

900-87 Ovestes informs Iphigeneia of family affairs and his own unlucky
adventures, ending with an appeal for help in stealing the cult statue. Iph. first
questions Orestes in a *stichomythic exchange, before he launches into a
long narrative of his sufferings since killing his mother, in which Euripides
elaborates on the version given at 77-92.

goo-1 The chorus respond not to Iph.’s immediate distress, but to
the amazing fact of the recognition and reunion. They refer to the com-
monplace of the greater credibility of seeing for oneself, as contrasted
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with hearing at second hand, a point which has already served to make
Orestes’ final Texpfiplov suitably climactic in the recognition scene (811,
822). For the thought cf. Hdt. 1.8.2, Heraclitus D-K 22 B1o1a. o¥ kAuvoic’
&1 &yyéhwv may also suggest theatrical awareness: no stage messenger was
needed to bring a report of what has passed.

Pylades gently suggests that the trio (or he and Orestes) should now
turn their minds to escape. As usual, his advice is sensible and is aimed
at steadying the more emotional Orestes. These are his last words in the
play, though he is to be imagined as responding in gesture to Iph.’s greet-
ing at g22.

go2—g ‘It is reasonable to embrace (xepdv TepiBoAds AaPeiv) when
friends come into the view of friends.” This is an indication that brother
and sister are probably still in each other’s arms (see 829n.).

904 éxkew’: explained by the émws clause which follows.

XPEWV: 711N,

go5 Suppa: with the meaning of ‘light’ (LS] III), something exception-
ally desirable. This gives better sense than L’s voua.

907—8 Probably uf) should be taken with *kpévras TUxns: “This is charac-
teristic of wise men, not to step outside fortune, but to seize the moment
and get further delights.” Thus Pylades backs up his point that they should
now consider how to save themselves rather than losing the joy of a return
to Greece because of the immediate pleasure of reunion.

ToUTo: a singular pronoun is normally used when, as here, it anticipates
an infinitive; cf. Hipp. 461 with Barrett’s note.

gog-11 ‘Well spoken, and I think that fortune is taking care of this
along with us. If one is proactive, it is reasonable (eikéTws xel) that the
divine (power) should be more effective.” Orestes’ reply is nicely cali-
brated so that while he does not dissent from his friend’s opinion, it does
not seem entirely inconsistent for him to give way to Iph.’s demand for
information. His new belief that TUyn is on their side (see 865n.) contrasts
strongly with his earlier despair (e.g. 489, 500), but is understandable as a
reaction to what has just been revealed. He appears to use 16 6efov as a syn-
onym or at least as a reasonable alternative to Tuxn, but is still reluctant to
refer to Apollo in person. The thought more often appears in a negative
form —it is useless to call on the gods without putting in any effort oneself.
Cf. El. 8o—1 and Cropp’s note.

912-14 ‘You will certainly not prevent me or turn me aside from my
purpose, first to find out what fate Elektra has received in life.” This is
the easiest emendation for L’s text, with Iph. asking Pylades not to pre-
vent her from finding out more. A reasonable Iph. would fall in line with
Pylades’ suggestion, as approved by Orestes. The most urgent thing is
clearly to escape from the danger in which they all find themselves, and
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further questioning can be deferred till later. That order would be dis-
astrous dramatically, however; the tension must be built up so that the
attempted escape, with its attendant uncertainties, forms the climax of
the play. Jerram may be right, therefore, that although later Iph. shows
intelligence in devising the escape plan, she is here characterised ‘with a
woman’s pertinacity’. In the end, Orestes’ narration will lead to the com-
mand to steal the cult statue, which has not so far been mentioned, and
hence to the formulation of the trick to make good their escape.

oU pf p émioxms oud’ &mrooTnosis: this construction, with either aorist
subjunctive (¢mioxmnis) or future indicative (&mwooTfoeis) expresses a strong
denial, or less likely a strong prohibition: Smyth §2754-6.

@il yé&p éoT1 T&W époi: Iph. justifies her curiosity by stating that her own
matters — matters concerning those close to her — are (naturally) dear
to her. This is an attractive suggestion for L’s ¢ida y&p oTan vt 2uoi;
of other possibilities, ¢om1 TaUT ‘these things are dear to me’ is an easy
change, but gives rather weak sense, while ¢ore &yt ‘you (pl.) are all dear
things to me’ is contorted.

915 The meaning of el8aipova with piov is not ‘emotionally happy’,
though this is not denied, but rather ‘prosperous, well-off’. Orestes may
be unlucky, but at least Elektra enjoys good fortune (though somewhat
less so with Pylades now in danger).

916 Place of origin and name(s) of parent(s) together are the usual
way of identifying a person from Homer onwards: tis wé8ev els &v8pésv, wodh
To1 TdAis B¢ Tokfies; is the Odyssean formula (1.170, etc.).

918 ‘So he (referring back to ToG8¢ in g17) is (the son) of Atreus’
daughter, and my kinsman?’ The name of Agamemnon’s sister, wife of
Strophios and mother of Pylades, is variously given as Anaxibia, Kydragora,
or Astyoche. For this genealogical tradition, post-Homeric but probably
in the Foiai, see Gantz 1993: 68g. Iph. appears to be aware of Strophios’
marriage but not of its offspring (920-1).

919 ocagns @idos ‘true friend’, one who clearly proves himself true. For
oagns in this sense, see Parker ad loc.

920 #xTawve ‘tried to kill me’; cf. 360 and n.

922-3 Iph. now recognises her link to ‘this man’, which Orestes takes
further — ‘my saviour, not just my relative’. Though Pylades does not reply
verbally, he must make a gesture. The three are now united by bonds of
affection and family ties.

924 This is not the same question that Iph. asked at 557, when she
believed that the two were talking about a third person. Then, she was
inquiring about Orestes’ motives; now, she asks her brother how he was
able to make himself do the deed. Orestes’ answer suits either question.
For the use of #rAns (a key word-complex in the play), see 862, 868-72
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with nn. All three actual or potential kin-killings (Iph. by Agamemnon,
Klytaimestra by Orestes, Orestes by Iph.) are terrible, whether the doer
acted knowingly or not.

927 Parallels such as El. 945-6, Or 26—7 (self-censorship with regard
to sexual matters by virginal Elektra) suggest that Orestes has in mind the
less defensible of Klytaimestra’s motives, her adultery with Aigisthos, and
not her anger over the sacrifice of Iph. Hence his suggestion that it is not
good for his sister, a virgin priestess, to hear about such things. Line 554
(see n.) may imply similar motivation, at least in part. o8¢ suggests that he
himself does not wish to speak on this subject: ‘leave alone my mother’s
affairs: [I don’t want to talk about them,] neither is it good for you to hear
them’.

928 Tpods ot ... &roPAémra: ‘look towards you’, for government.

929 Quyddss éopiv ik TaTpas: at 512, Orestes already gave Iph. this
information, but his words were enigmatic, and it is unsurprising that she
should forget momentarily the information she was given before knowing
that the stranger was her brother.

930 Iph. has already expressed her hatred of Menelaos (356-7), so
her readiness to think badly of him is not surprising, though ol Tou
(‘used in incredulous or reluctant questions’, Collard and Stevens 2018:
62-3) indicates her hope that her brother has not been wronged in this
way. The suggestion that a rival might take advantage of Orestes’ misfor-
tunes and polluted state to lay claim to the throne of Argos is only too
plausible, and recalls Pylades’ worries that he might be accused of the
same (680-2).

voooiUvTas: cf. 680, 693—4, with nn.

934-5 Monk’s transposition of these lines to precede 932—g makes the
question-and-answer flow much more smoothly. Iph. thus moves from
recognising the general principle (Orestes persecuted by his mother’s
Erinyes) to placing the particular example she has already heard of (the
attack of madness by the seashore).

AA&oTpouv: from #AacTpéw, an alternative form of #alivew (cf. 8o,
AAauvopeota), but chosen to recall dA&doTwp or éAdoTepos, names for a
superhuman entity or force persecuting or ‘driving’ those guilty of out-
rages against their kin.

935 ‘So that they thrust a bloody bit into my mouth.” aiuatnpd is *pro-
leptic; the sharp bit becomes stained with blood. The image is of the
Erinyes as riders driving on and controlling a horse which attempts to
resist.

932 &p’ is probably the interrogative particle, but if the line is taken as
statement rather than question it is equivalent to &pa ‘so, then’, as often
in poetry (Denniston 1954: 44-6).
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fyyéAns: The aorist passive form #yy¢Anv, rather than the usual iy y€Aény,
is rare, but is found in the fifth-century ‘first-fruits decree’ (IG I3 78.19).

933 Sebnuev: Meinel (2015: 165) plausibly sees this line as metathe-
atrical: Orestes has indeed been seen to be miserable before, in tragic
productions.

936 #mwopbueucas: 266n.

938 pnToV i orywpevov: it is seldom specifically enjoined that an oracu-
lar command should be kept secret (although cf. Med. 676), but anything
in the sphere of religion may attract secrecy. Silence is also frequently
recommended in this dialogue between Orestes and Iph. as the best
response to events (925, orydpev; 928, o1yd; 940 with n., orydpev).

939-86 Orestes’ narrative and request. The audience has already been
told something of Orestes’ experiences after the murder of Klytaimestra,
at 77—92, but at that point it was not clear how, if at all, Euripides’ version
related to the more familiar story in which Orestes was freed from the
pursuing Erinyes after trial in Athens. This long speech fills in the gap,
showing that the trial took place, but that not all the Erinyes accepted the
verdict, necessitating Orestes’ return to Delphi and Apollo’s command
to bring the Taurian statue of Artemis to Athens. Euripides’ version fur-
ther differs from that of Aeschylus in his account of the foundation of the
Areopagos court (944—-6n.). Additionally, he inserts an episode before the
trial in which Orestes is given a somewhat ambivalent reception by his
Athenian hosts, leading to a cult aetiology unusually placed in the middle
of the drama (see g58-60n.). After Orestes brings his narrative up to date
with his explanation of Apollo’s second prophetic response, he begs Iph.
to assist him in abstracting the statue and promises to take her back home.

940 T& unTpos Talf & oryduev kak& ‘... theseills relating to our mother,
about which we keep silence ...” Having revealed the matricide, Orestes
is understandably reluctant to refer to it again in such blunt terms, and
his euphemism draws attention to the need for silence; cf. 935 and 938n.

941 #s xeipas AABe: a suitably vague phrase, with the basic meaning
‘come to be dealt with’. It frequently indicates violence, but may also hint
at the pollution associated with a killer’s hands.

941-2 ‘We were driven in flight by relays of Erinyes.” The two half-lines
are very close to 79-80: 8ia8oyois & Epwicy | Alauvdpecdo puyddes, and
petadpouais (cf. petadpouor of the Erinyes themselves, Soph. El. 1387) has
much the same meaning as diadoxais in the earlier passage; the idea is that
ever-changing groups of Furies take turns in chasing Orestes.

942-3 #vBev ... Aofias ‘from which circumstance Loxias sent me (my
foot) away to Athens’. Both the Erinyes and Apollo force Orestes to make
journeys in exile, but Apollo’s motives are benevolent. The passage has
attracted a great deal of emendation, but only &7 y’, a combination almost
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never found, really requires it. The name Loxias, often used in tragedy
and of uncertain meaning, refers to Apollo in his prophetic role at Delphi,
and is here used for the first time in the play.

944-6 In contrast to Aeschylus, Euripides here gives what was probably
the older and usual version of the Areopagos foundation myth, accord-
ing to which the court was already in existence at Orestes’ trial, rather
than being set up expressly for it. He gives the story in more detail at
El 1258-63: Poseidon’s son Halirrhothios raped Ares’ daughter Alkippe,
whereupon Ares killed him, and was arraigned for homicide and tried by
a jury of gods. See Fowler 2000: 454-5.

944 Tois &vwvupois Bzads: ‘nameless’ is notan epithet given to the Erinyes
elsewhere, but reluctance to give them their ‘proper’ name and to address
them (e.g. Soph. OC 128-32) are both well attested. On ‘euphemism’, see
Henrichs 1991, 1994, esp. 87— on this passage. To name a deity may well
attract his or her attention, which is obviously undesirable in this case. The
refusal to utter the goddesses’ name is of a piece with the stress Orestes lays
on silence in this part of the play (cf. 925, 940, and g49-54n.).

945 ocix yijgos: yijpos, ‘vote’, is used *metonymically for a place where
votes are cast, a law court. For the range of meanings of éo1os, see Peels
2015. Here the context would seem to indicate ‘pleasing or acceptable to
the gods’.

946 sioat’: from iw. See below, g68n.

¥k Tou 81 xsp&dv mi&opaTos ‘from some (tou = Twos) pollution of the
hands’. It is strangely anthropomorphic to predicate pollution of a god,
but was no doubt suggested to Euripides by the equally strange idea of a
god’s trial in a human court. Far more often, gods kill human beings with
no sense of transgression and no consequences for themselves.

947 é\8wv § ékeloe is the so-called ‘nominativus pendens’, equivalent to
‘when I had come there’, and best explained by a change of construction
part way through the sentence.

947-8 The ordinary imperative to offer hospitality to strangers is
trumped by the enormity of the stranger’s crime. To entertain one hated
by the gods is tantamount to inviting the gods to punish you along with
the miscreant.

949 oi & contrasts with pdTa uév ... oudeis, with a temporal dimension
implied: at first no one would offer food and lodging to Orestes, but even-
tually some of the Athenians relented. ai8cs is what under normal circum-
stances causes a person to supply the needs of a stranger or a suppliant;
it is not pity, though often associated with it, but rather a combination of
reverence for the gods (who protect strangers), shame lest one should be
seen to behave improperly, and a possible altruistic element. See Cairns

1993: 105-1%, 2Q0.
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949-54 Those of the Athenians who felt oi8ws took some risk in allow-
ing Orestes under the same roof as themselves (oikwv dvtes &v TawTdL
ot¢yer) but did not go further and share the same food and drink. &via
povotpdmrela, a unique phrase, clearly indicates food and drink set before
someone on his own individual table. (In fact, from g958—4 and from the
related Athenian custom, each participant, not merely Orestes, can be
assumed to have had his own table.) Furthermore, the meal was eaten
in silence, because of the custom obliging one polluted by homicide to
refrain from speech lest it cause harm to his interlocutors; cf. Aesch. Eum.
448-50 and Parker 198g: 371. As well as reflecting the customs of the
observance for which the narrative is an aition (see below, g58-6on.),
these details graphically symbolise the extent of Orestes’ isolation.

951 ‘Through silence they devised (to keep) me unaddressed.’
TekTadvouan, ‘devise’, properly refers to the work of a carpenter, Téktowv,
but is often used metaphorically.

953—4 ‘Filling an equal measure of wine for all into a personal vessel
they took their pleasure.” To camouflage (slightly) the fact that they were
avoiding contact with Orestes’ pollution, his hosts decreed that rather
than serving wine out of a communal kratér or mixing-bowl, as was cus-
tomary, each drinker should fill his own drinking-vessel with an equal
amount of wine, so that Orestes was treated no differently from anyone
else.

955-6 Orestes is pained by the manner of his reception, even though
he does not wish to reproach his hosts for it. In any case because of his
pollution he must observe silence (cf. 949-54 n.), which now is shared by
his hosts.

956—7 x&8oékouv ouk eidivau: ‘I pretended not to notice’, that there
was anything untoward in this treatment. The alternative, taking o0vex’ 7
unTpos govels with ovk eidévan rather than with uéya otev&lewv, gives a less
likely sense: ‘pretending to be unaware that I was my mother’s murderer’.
Orestes politely refrains from criticising his hosts” behaviour, but cannot
repress the groans caused by his own awareness of his guilt. It is also pos-
sible that g5 is an interpolation, intended to convey the second sense,
added to complete the otherwise elliptical oUk eidévar.

958-60 ‘And I hear that my misfortunes have become a ritual for the
Athenians, and the custom still remains for the people of Pallas to hon-
our the chous-sized vessel.” With these lines the implied aetiology becomes
explicit, as Orestes claims to have heard that the style of the hospitality
he was given is now regularly repeated in a recurring ritual. The rite in
question was performed as part of the Anthesteria, a Dionysiac three-day
festival of early spring held in Athens and other Ionian cities, and formed
an important part of the ritual of the second day (known as Choes, after
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the measures of drink consumed). The fourth-century local historian
Phanodemos, who also gives the aetiology relating to Orestes (FGrH 925
F 11-12), says that the custom was for each man to be given a separate
chous (about three litres) of mixed wine and water, and a prize to be
offered to the first to finish his drink (the prize is mentioned also, in
parodic form, in Ar. Ach. 1000-2). Afterwards, the participants’ garlands
or crowns were not taken to sanctuaries as normal, but placed around the
choes (also the name of the vessel) and taken to the shrine of Dionysos
‘in the marshes’ (év Afpuveas) which was particularly associated with this
festival. It is usually and plausibly assumed that the description of silence
and separate tables reflects further aspects of the conduct of the ritual.
See further Parker 2005: 2go—5. The isolation of the participants and the
special method of disposing of the garlands look like precautions taken
against pollution, and so it is not perhaps surprising that an account of
the rite’s origins should introduce Orestes, one of the archetypal polluted
subjects of mythology. Whether this idea was Euripides’ own or whether
he drew on pre-existing tradition is unknown. Phanodemos (above) and
Callimachus (fr. 178 Pf.) may well have been following Euripides in mak-
ing the connexion, yet if there was an earlier tradition linking Orestes
with the Choes we should not necessarily expect to have any evidence of
it, nor need it be linked with the tradition (invention?) of the Areopagos
trial (Carrara 2007: 7-10). As Sansone suggests (1975: 285-6), the
story hints at a parallel between brother and sister, both being isolated
from normal interaction with Greek society (and both connected with a
gloomy ritual).

It is highly unusual for the dramatist to insert an aetiology, as here,
into the middle of his play (Introduction, p. 12). The only possible paral-
lel in extant Euripides occurs in Jon 1391-1436, where the tokens which
prompt the recognition are also those which Athenians would recognise
as the lucky charms which they regularly gave to their own babies (see
Mueller 2010), but there the link with the present remains unstated; it is
an implicit aetiology only.

Although it would have been possible, supposing several years to
have elapsed since his visit to Athens, for Orestes to have heard that the
Athenians had made an annual ritual out of their meeting with him, ‘and
the custom still remains’ (x&t1 Tov véuov pévew) seems more naturally to
refer to the contemporary time of the dramatist and his audience - a shift
of temporal focus very typical of aetiology, but striking and unusual in the
middle of the play’s action. Dunn (1996: 50—1) argues that as Euripidean
aetiologies act to distance the audience from the drama, so here the
aetiology marks a distance between the familiar Aeschylean version of
Orestes’ story and its modification in this play.
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959 Tedetnv: TeAet) denotes a religious ritual, usually one which
includes more than a simple sacrifice (the default action for public wor-
ship of a deity).

960 xofipes ‘fitting a chous measure’ (see above, g58—6on.), from xoUs
and dpapiokew.

962-3 B&Tepov ... T6 § &AMo: these are the two natural platforms of the
Areopagos, described by Pausanias (1.28.5) as the stones of “Yppis and
Avaudeia, taken by the defendant and prosecutor respectively.

8&Tepov = TO ETepov (240n.).

TrpéoPeip’ ‘spokeswoman’, feminine of mwpéoBus.

964-6 In Aeschylus, it is Athena whom Orestes credits with saving him
(Eum. 754), but in the present play the issue is always whether Apollo is
saviour or destroyer of Orestes (cf. 975), and it is not until the end that
Athena will perform her decisive saving action, allowing the trio to escape
safely from Thoas and his men. Hence Apollo is said to have saved Orestes
through his testimony, presumably stating that it was he who ordered
Orestes to kill Klytaimestra, while Athena’s counting of the votes should
indicate a role as president of the court. Her casting vote in favour of
acquittal is not mentioned (contrast her own speech at 1470-2), though
an audience could hardly fail to recall it.

966 oAévn is properly the forearm. The word is very frequent in
Euripides, but is most often used in the context of an embrace. Whether
it can be used as equivalent to xeip is doubtful (though it might include
the hand — see 283n.), and corruption has been suspected. An attractive
alternative suggestion is that Euripides is here referring to the gesture
of an outstretched arm seen on red-figure vases and presumably indicat-
ing the outcome of a vote or victory in a competition (Boegehold 1989).
Athena counted out the voting-pebbles by separating them (the force of
81-in inpibunoe) into different piles, and finally by her gesture proclaimed
Orestes victorious.

967 ‘... and being victorious in regard to the trial for murder I left’.
PoVIx TrelpoTipi is internal accusative with vikév. For &maipew, ‘leave’, see
5110,

968—71 There is no indication in Aeschylus that not all the Erinyes
were persuaded to drop their opposition to Orestes; in fact, Orestes
departs satisfied to Argos two thirds of the way through the play, and
the anger of the Erinyes threatens Athens instead, before Athena con-
vinces them to accept the honours they are offered and to remain in
Athens as the oepvai ead. By inventing a hard core of implacable Erinyes,
Euripides is able to prolong Orestes’ sufferings and incorporate the
Taurian adventures — whether these represent another tradition or his
own invention.
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968 £Zovro: that is, they made the Areopagos their ‘seat’ (£5px), by
remaining there in perpetuity (cf. Aesch. Eum. 892, Tiva e s Exew €dpav;).
Cf. also 946: Zeus ‘settled’, ‘set up’ (eloar’) the court for Ares.

969 For yfigos = law court, cf. 945 and n.

iep6v is substantival, a holy place: ‘they laid out a sanctuary to possess
alongside the court itself’, a point which concurs with the Aeschylean
version.

971 8popois &widpuUTtoiow ‘in runnings with no fixed place’. They
hounded him from one place to another.

fAA&oTpouv: see gg4n.

972-8 Orestes here retells the story of his second visit to Delphi, which
he has already told to Apollo himself — or rather the audience — at 77-92.
Although he now has more hope than on the earlier occasion, he has
still not performed the task enjoined by Apollo, and he vividly relives his
earlier despair.

973-5 ‘And stretched out in front of the inner shrine, fasting from
food, I swore that I would break off my life by dying there, unless Phoibos
saved me, he who had destroyed me.” Orestes makes a desperate attempt
to force Apollo’s hand by threatening to bring about a polluting death
in the sanctuary, right in front of its inmost part (wpéobev &8Utwv) where
the god himself resided and from where the Pythia prophesied (1256n.).
Access this far was permitted only to those who had made the proper
sacrifices before consultation (Jon 220-8), but Orestes may be considered
to be in a state of ongoing consultation with Apollo. He is ‘stretched out’
(éxTaBeis), in a lying position — not the usual posture for an oracular con-
sultation nor even for a suppliant, but one which suggests his desperation.
The fact that he has not taken food again underlines his pitiable state and
may indicate that he intends death by starvation.

975 owozr: the ‘vivid' construction retaining the tense and mood of
the original gives a particularly appropriate emphasis here. The word is
pointed, since Apollo had supposedly ‘saved’ Orestes earlier (®oipds
¢owoe, 9b65), and the root continues to be used in the following lines (979,
984), where the opposition of cwlopar and 8Aupet also continues. &g W
&meAecev may play on Phoibos” other name, AmwéAwv (cf. 715 and Aesch.
Ag. 1080-2).

976 Although the Pythia can be said to give a prophecy at Delphi, in
theory it is always the voice of Apollo which replies to those who consult
him. This is dramatised strikingly in a story from the oracle at Didyma
(Branchidai in Herodotus) where a voice issues from the adyton with
apparently no intervening human medium (Hdt. 1.159.3). Here, how-
ever, the voice comes ‘from the golden tripod’ on which the Pythia sat.

Aakwv: 461n.
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977 Swometés: a single adjective (Zeus-fallen = fallen from the sky; cf.
oupdviov, 986) now expresses what was spelled out for the audience more
clearly at 87-8.

978 #ykahidploar: i8pUw or katdpuw are the terms normally used for
‘establishing’ a statue in a sanctuary where it will receive regular worship.
See ThesCRA 1.337—435.

979-86 At the end of this long story, which Iph. requested, Orestes
comes to the practical consequence: it is not enough for them to escape,
but Iph. must also help him find a way to remove the statue of Artemis.
The reasons he adduces to persuade her are twofold: firstly, doing this will
benefit both of them (g80o-2), and secondly, in saving Orestes, Iph. will
save her father’s house (983-6). This second argument he expresses in
highly emotional terms, and identifies himself with the Pelopid descent
line (984, TaTpdiov oikov ... & éué; 985, T&W ... TavTa kol T& TTehomBév), a
point which Iph. has anticipated in her reaction to his supposed death,
and which she will assume at 1005-6. Cf. also gg1-3.

979-80 ‘Buttogether (with me) bring about the safe deliverance which
he laid down.” &AA& is commonly used with an imperative to indicate a
shift from explanation to a statement of action required in consequence
of what has been said (Denniston 1954: 13-15). Cf. 983. The postpone-
ment of the imperative to the end of the sentence and beginning of a new
line makes the pleading tone particularly marked.

980 Ppétasisused here for the first time to indicate the divine image,
previously referred to as &yoApc; it recurs at 986 and in ten further
places (1040, 1044, 1165, 1179, 1199, 1201, 1453, 1477, 1481, 1489),
as the object itself comes into view. The word is commonly used in tra-
gedy for a statue of a deity: see Donohue 1988: 25-6, Henrichs 1978:
139 n. 55-

981-2 ‘... and sending you in a many-oared ship, I shall settle you
again in Mycenae’. That Iph. should return to her homeland is naturally
both what she wants (774-5) and what Orestes plans for her, but as a pre-
diction it is misleading. On Mycenae and Argos, see 510n.

TroAukwTTw1 ok&et: the ship is a penteconter (1124n.), moored in some
secret place (1124, 1947; 1328n.).

983 kaciyvnTov ké&pa: kooiyvnrov is used adjectivally. Addressing
another as k&pa, ‘head’, carries a strongly emotional charge, the best-
known example being the first line of Soph. Ant., which this address some-
what resembles: & xowdv alTddeApoy lopfyns k&po.

985 T& TMeAomdv: Pelops is seen in the play as Orestes’ and Iph.’s most
important ancestor, perhaps partly because he made the original jour-
ney from a barbarian land to Greece. His name is the play’s first word
(see 1n.), and his spear was the climactic and defining object in the
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recognition. But only three lines later the chorus will refer to the family as
the seed of Tantalos, Pelops’ father.

986 The unusual rhythm of the second metron (- - < <o) is found in
thirteen other places in Euripides, listed in Diggle 1994: 141 (the correc-
tion in P, Anyouecba, is unnecessary and results in an unparalleled fifth-
foot *synizesis — of 8e&s — following a short syllable. See Battezzato 2000:
48 n. 6). But together with the first-foot dactyl, it results in a more than
usually irregular line.

987-1088 Iphigeneia, at first despairing of a means to obtain the statue, thinks
up a plan and swears the chorus to secrecy.

987-8 ‘Some dreadful anger of the gods has boiled up against the seed
of Tantalos, and drives it through troubles.” The choral two-line com-
ment provides a space for the audience to adjust and reflect, after one of
the play’s longest speeches (forty-five lines). Their conclusion, that the
family’s sufferings are due to some divine anger, is suggested by them
already in the parodos: 2002, 2Badver Towd Tavtahidav | s oikous, omeUdet
& domoudacT | &l ool Saiducv.

987 émileoe: the image, found also in the closely parallel lines of Hec.
583—4, is of boiling water overflowing its vessel and causing harm as it
spills.

989-1006 Iphigeneia’s reply. Not unnaturally, Iph. responds not so
much to Orestes’ whole narrative as to its conclusion, Apollo’s command
to bring the Taurian statue to Athens, and Orestes’ appeal to her to help
him with this. She moves from understandable doubt as to the practicality
of the scheme to a position where she accepts that it might be possible
for Orestes to escape with the statue and herself (9g9g-1001), but that
otherwise she is willing to face death in order to save him. This noble
self-sacrifice, and its subsequent rejection by Orestes, parallels the earlier
scene where Orestes and Pylades compete to face death, and indicates
that Iph. is as loyal and courageous as the two male characters.

989 T6 uiv Tpdébupov: Iph.’s first three words already indicate the
direction her response will take: while she wishes to do everything that
Orestes suggests, she doubts whether it is possible. (For the sentiment,
compare 1017-19, 1023nn.) The balancing &¢ to the uév here does not
occur until gg5; & in gg1 continues the first limb of the antithesis, intro-
ducing a subsidiary distinction between her earlier and continuing wish
to return home and see her brother again (989—go) and the wish she has
formed in response to Orestes’ speech to help him (9g91-3); these are
then contrasted with her fear of the consequences (995—6). The audience
is well aware of the truth of Iph.’s assertion. From the prologue speech
onwards, she has expressed and implied love and longing for both her
home and her brother (e.g. 152-8, 217-35).



COMMENTARY: 9g91-999 233

991-3 Here Iph. continues and strengthens her point: even before
(she knew of) Orestes’ arrival, she wanted to return and be with him -
how then, having recognised him, would she not wish to help both him
and the oikos? In pairing Orestes and the Pelopids, she is picking up his
earlier argument: see 979—-86n.

o¢ T peTaotiical Tévwy ‘both to remove you from troubles, and ...

vooolvt& T oikov: cf. 680, 693, and nn.

T kTavévT: another paradoxical use of the language of slaughter in
reference to Iph.; cf. 770 with n., and Introduction, p. §3. For Iph.’s atti-
tude to her father, see 211—12n. Here she states her considered view; her
earlier feelings of distress and resentment will not affect her loyalty to her
family.

épBaoa: though the figure of ‘righting’ (putting upright) affairs is quite
common, it is more visual when applied to a house (oikos = building or
family), and here may recall the image of Iph.’s dream, when her house
literally collapsed in the earthquake (46-9).

8éAw: the repetition has been suspected, but it gives a strong and per-
haps slightly colloquial emphasis. Iph. is at pains to assure her brother
that she does not in the least lack the will to help in the way that he has
asked.

994-5 ‘For I should both separate my hand from your slaughter and
save (our) house (family).” She backs up her insistence by giving clear
reasons. The protasis of the condition is easily understood: ‘if I were able
to help you in this way’.

995 Having stated that she wishes to spare Orestes from sacrifice, Iph.
confronts the new (to her) and more difficult issue of the removal of the
divine image. This direction of thought is suggested, rather than stated,
by opening the new sentence with Ty 8edv.

995—8 ‘But I am afraid how I can escape the notice of the goddess
(i.e. I doubt whether I can) and of the king; when he finds the statue’s
stone base empty, how will I not die?’ Iph. fears the anger of both the
goddess and the king. Depriving the goddess of the accustomed sacrifice
does not seem to alarm her, given her views on the subject at §89—9g1, but
removing her image from its temple might be a step too far. The punctu-
ation here is that of Kovacs, replacing that of the manuscript where the
sentence ends at &ydAuotos. Attaching the fvik’ &v clause to what follows
rather than what precedes results in a smoother sequence of thought.

TUpavVvoV: See 7411.

kpNTidas ... Aaivas: a kpnis is a foundation or base, here the pedestal
on which the statue stands.

999-1001 The text of ggg is uncertain; the conjecture &i ptv Hpiv Tad®
6ol yevioetan, ‘if these things happen together for us’, may be along the
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right lines. The general meaning is clear from what follows: if it might
be possible both to remove the image and to get Iph. safely on board the
ship, the risk is worth taking.

1002-3 ‘But [if  am] separated from this, then I perish, but you would
have your affairs in good order and would reach home.” The personal
construction of TouTou ... xwpiobeio’ is equivalent to ‘if this does not hap-
pen’. Itis not clear why it should be so much easier for Orestes to escape
without Iph. than with her.

1004-5 ‘I do not shrink (from this), even if I must die after having
saved you.” For this use of getyw, see LSJ IIb.

XpEwv: 711,

1005-6 Just like Pylades (674-86) and Orestes (597-608, 687-715),
Iph. gives a reason why her own death should be preferable to that of
her interlocutor. The explicit point is not that a woman’s death is of less
account than a man’s per se (although that may well be implied), but
that it is of less account to the oikos (¢éx 86uwv). A surviving Orestes would
be able to perpetuate the all-important patriline where Iph. could not.
mofewds (‘longed for’, ‘sadly missed’), makes the contrast starker and
more emotional.

oU y&p &N ‘there is no way but that ...” In tragedy this expression
appears only in Euripides, and it is probably colloquial: Denniston 1954:
31, Collard and Stevens 2018: 106—7.

1007-88 A plan is hatched to steal the statue and escape. Discussion proceeds
between Orestes and Iph.; Pylades remains silent. Orestes first suggests kill-
ing the king, which Iph. rejects on moral grounds. His next suggestion, for
him to hide in the temple, she reveals as impractical. Finally she suggests
telling Thoas that the impure victims have polluted the cult image, so that
all are in need of purification by the seashore with secret rites. The three
can then make their escape with the statue on the waiting ship. This is
agreed, and Iph. succeeds in persuading the chorus to keep silent.

The planning scene follows the common pattern of two suggestions
which are rejected and a third which is adopted. A similar pattern has
already been seen in rough outline in Orestes’ and Pylades’ deliberations
at g6-112, where Pylades substitutes a fourth plan of action for Orestes’
own third (flight). A close parallel is Helen 1032-89. Menelaos suggests:
(a) escape with a chariot, and (b) killing the king, both of which meet
with objections; Helen suggests (c) a feigned death and funeral rites, a
plan which they agree to follow and which is ultimately successful. In both
cases it is a woman who comes up with an ingenious deception making
use of an allegedly necessary ritual.

1007-11 As Orestes refused to let Pylades die for him, so he refuses
Iph., but the case is different: it is not inevitable that one of them should
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die, and so he proposes that they either live or die together. (Pylades,
though still present, as 1046 shows, is allowed to fall into the background.)
Iph.’s argument along gender lines perhaps makes Orestes think of other
female members of his family; he does not wish to be responsible for his
sister’s death as well as his mother’s.

1008 &Mis T6 keivns aipa: phrase and sentiment are echoed in Or. 1039~
40 (Orestes to Elektra), though the situation is quite different.

kowoégpwv: though the primary sense of the word in context may be
‘together with’, the second part of the compound is not redundant, carry-
ing the implication of a harmony of purpose.

1009 ‘I would like both to live united with you, and when (if) I die to
receive an equal lot.” Orestes’ first preference is that they should both
survive, but if that is not possible he prefers that they should die together.
(With Musgrave’s emendation {&v for (fjv, the two possibilities become
parallel: ‘Living and dying, I should like to receive an equal share ...”)
Orestes implicitly counters Iph.’s point that a man’s death is a more ser-
ious loss than a woman’s: as far as he is concerned, their deaths should
be equivalent and equally commemorated. 8avéov Aayeiv may suggest post
mortem honours in the minds of the audience because of Orestes’ earlier
instructions to Pylades to construct a funeral monument for him in Argos,
even though it is unclear whether Pylades would survive the death of his
two companions.

1010-11 ‘I will take you home — if indeed I myself depart from here —
or else I will remain with you in death.” This spells out the practical con-
sequences of the general principle enunciated in the previous two lines.

1012-14 With this point Orestes answers Iph.’s first fear (9g5), that
of the goddess; the remainder of the scene will tackle the problem of the
king (996-8). The argument is not merely that Apollo would not have
encouraged something impious, but that he would not have commanded
an action which would be displeasing to his sister Artemis. The former
point may not be a secure inference in view of Hdt. 1.157.3—-1509, where
he does just that to punish the Kymaians for making the suggestion, and
in view of the sometimes deceptive nature of divine injunctions through
oracles and dreams. But the idea of the closeness of Apollo and Artemis,
picked up by Iph. at 1084-5, plays on a theme running throughout the
work, the parallelism between the divine and human brother-sister pairs:
see Introduction, pp. 41-2.

1015-16 Some lines have fallen out between 1014 and 1015. Not only
did Apollo’s oracle not pronounce to Orestes that he should see Iph., but
also and more conclusively &ravta ... ouveis T&8 eis év (‘putting all these
things together’) must indicate several different arguments for optimism,
and in our text Orestes has given only one.
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1017-19 Iph. appears to be persuaded by Orestes’ asseverations, but
does not yet see any way to bring about the best-case scenario.

TiHide y&p vooel véoTos ‘in this place our return is ailing’ = ‘there is the
weakness’. vooei, ‘is at fault, has a weakness’, is used slightly differently
from voooUvtd T oikov, 992, but in general the metaphorical use is quite
common.

1) 82 PouAnois wépa ‘the will is present’. Just as she did at g89—g6 (cf. also
1029), Iph. contrasts wish and practicality: here her wish to survive and
return (which she accepts would be preferable to dying in order to save
Orestes) and the lack of any coherent plan to achieve the aim. (There is
therefore no need to emend to i8e BoUAeuots, which would give the sense
‘this is what we must consider’.)

1020 The first thought of a hero is generally to get his way by force. In
the first part of the equivalent scene in Helen, Helen herself forestalls the
suggestion, assuming it will be Menelaos’ first idea (809).

1021 ‘This is a terrible thing you have said, for incomers to murder
their host.” Although Thoas himself could be said to slaughter his &vor
(guests), and Iph.’s own office is described in similar terms (téxvnv ...
EevokTévov, §3; Eevopdvous Tipds, 776), she regards herself as being in a rela-
tionship of gevia with Thoas (¢mnAus = stranger), and shrinks from mur-
dering her &vos (host). Greek morality is shown to be superior to that of
barbarians; contrast 1174.

1023 oux &v Suvaiunv: Iph. means not that the deed is literally impos-
sible for her, but that it is morally unacceptable. Once again she contrasts
willingness and an eager spirit with what is actually attainable (cf. 989—98,
1017-19).

fliveoa: on ‘tragic aorists’ see 862n. This particular formula in con-
text is one of polite rejection, corresponding to oivéy/émowéd, ‘no thank
you’ (Lloyd 1999, esp. 39). For another subtype of tragic aorist see 1160
and n.

1024 Orestes’ second suggestion has some resemblance to Pylades’
idea at 106-14 — to hide (presumably until night, see below) and then
make off with the statue. The difference is that he hopes with Iph.’s help
that they could hide inside the temple, instead of making their way in
after nightfall.

1025-6 These two lines are probably interpolated, the addition per-
haps deriving from a wish to clarify what could be assumed, that Orestes
would wait until night to make his move. Line 1026, ‘Yes, since the night
belongs to thieves/deceivers, and the daylight to truth[ful dealings]’,
seems out of place here, with its strongly implied disapproval.

1027 The guards are described as iepoi because they are (temporarily
or otherwise) devoted to temple service; cf. 1284, vaopiAakes. There is no
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need to emend to évBov iepol puAakes (¢vdov can only refer to the temple).
On the identity of guards and attendants, see 466-642n.

1029 On the sense of ingenuity here conveyed by xawdv, see D’Angour
2011: 72—3, and contrast Helen 1050, also in a plotting scene: moAaéTng
Y&p Té1 Ady w1 EveaTi Tis. Iph.’s idea and Orestes’ reaction are paralleled very
closely in Helen, esp. at 1049—52. In each case the woman suggests a ruse
which involves unpleasant words about the man (the reiteration of Orestes’
matricide, the pretence that Menelaos is dead), and in each case the man
expresses willingness to co-operate if there is a chance of success. Both
schemes involve a ritual in which the woman will preside alone, or with only
her attendants — Iph. as priestess of Artemis in some sort of secret purifica-
tion, Helen as chief mourner in a supposedly Greek form of funeral rite.

1031 ‘I shall make use of your troubles as an ingenious trick.” Iph. is
aware that the most convincing lies are those which have an element of
truth (see also 1181n.).

1032-3 These lines should probably be deleted. Line 1033 is incom-
patible with Orestes’ query at 1036, for if Iph. has already said that she
will use the matricide as pretext he does not need to be told that he will
not be considered pure. The preceding or following line must then also
be rejected; it would be possible to delete 1033—4, but removing 1092-3
gives smoother transitions. Line 1092, expressing a tragic commonplace
(see n.), could have been imported from another play.

1032 Women, perhaps especially in Euripides, are commonly credited
with ingenuity (eUpiokew Téyvas), often with considerable negativity (com-
pare for instance Hipp. 480—-1, where the Nurse intends the remark as
self-praise, but the audience can hardly fail to react in a very different
way). Here, however, both Orestes and the audience see this typical qual-
ity being put to good use. The line is paralleled in part by Helen 1049 (fiv 1
kal yuvt) Aéémi cogév), both drawing attention to the fact that it is a woman
who comes up with a convincing scheme.

1035 s depends on Aégopev: ‘I shall say that is it not right to sacrifice
you to the goddess.’

ou féuig is the standard phrase prohibiting an action which is not reli-
giously permissible, very often a forbidden form of sacrifice or incorrect
sacrificial victim.

1036 aitiav here must mean ‘reason’, as often. (The correction &yovt’
for ¢xoua’, giving aitiav the sense ‘fault’ and referring to Orestes, is there-
fore unnecessary.) The point will now be obvious to the audience. Even
within the conventions of *stichomythia, Orestes is allowed to ‘suspect’
the answer.

1037 A sacrificial animal must be perfect — indeed, choosing the best
animal could often be a very elaborate process (see ThesCRA1.95-6). If a
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human victim is offered to a god, presumably similar rules apply (though
it is curious that Orestes’ fit of madness does not seem to disqualify him
in the eyes of the Herdsman or of Iph.). Above all, any form of pollution,
such as that incurred by homicide, and in an extreme form by the killing
of kin, must be kept far from the gods. See Parker 1983: 104—30. Satov,
in the sense ‘pleasing to the gods’, is here used to include an unpolluted
state.

1038 ‘How then is the statue of the goddess [any] more captured?’
Orestes wonders how his impurity will contribute to the removal of the
statue.

1039 ToévTOU ... TTNycis: sea water was, conveniently, a very potent puri-
fying agent; cf. 1193 and 1191-3n.

BouAfoopat either stands for ‘I shall say that I wish ...” or anticipates a
polite request, equivalent to ‘I would like to ...’

1040 é¢ o1 ‘for which’, with the idea of purpose: LS]J s.v. éwi B iii.2.

1041 To Orestes’ objection that this scheme only furthers their own
escape and does not help the whole project, Iph. replies that she will
claim that he touched the goddess’ image, which is now therefore itself
in urgent need of purification and must also be taken to the sea. A few
cults, including one in Athens for the image of Athena known as the
Palladion, regularly included an annual washing of an image in the sea
(ThesCRA 11.477-8), which may help the audience to accept the idea,
though this is not, of course, supposed to be such a celebration, but
a one-off observance in an emergency; Thoas’ reaction on seeing the
statue removed from its pedestal (1157-8) shows that this is an appar-
ently unprecedented event. But such purification is not without parallel
in the real world: a fragmentary ritual prescription from Kos seems to lay
down a cathartic procedure in which the priestess removes the statue of
Kourotrophos from the temple and possibly washes it in the sea (LSCG
154 B24-5).

&s ‘as though’, ‘on the grounds that’.

1042 ‘Where then will you go, beside a damp inlet of the sea?’ (or
possibly, with punctuation after 8fita, “Where then? Will you go along-
side ...?") At 1196 Thoas points out that the temple itself is by the sea, so
Orestes is asking which part of the coast Iph. intends, no doubt expecting
the answer which she then gives, that they should go to the natural har-
bour where the ship is moored. #polov is of uncertain meaning in this
context, but a ‘thrown-out’ or jutting-out part of the sea, viewed from the
sea itself, should indicate an inlet. An alternative possibility is that it refers
to the place where the sea ‘throws out’ on to the land, the place where the
surf breaks; but since Iph. has already said she will say that she intends to
wash the statue in the sea, this question would be otiose.
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1043 ‘Where your ship is moored with flaxen-tied bonds.” yoAwds,
properly a bridle, can be used in poetry to mean other kinds of restrain-
ing rope. Orestes mentioned the ship at 981.

1045 It was sometimes the case that only the priest or priestess was
allowed into the adyton (inner sanctum) of a temple (Connelly 2007:
202-9), so it would not be surprising that touching the cult statue was
equally restricted.

da1ov is here equivalent to 8éuis (10850.).

1046—7 The first mention of Pylades in the planning (Orestes spoke
only of himself at 1024).

Ter&§eTou: fut. perf.

1048-9 The question may seem superfluous, since the whole pretence
would be unnecessary if the intention is to avoid the notice of the king,
but perhaps Orestes thinks that the pretext might be used as an excuse if
they were interrupted. However, Iph. has already suggested that the king
is likely to find out that the statue has been moved (996-7), and in the
next scene she will make sure that he notices her as she removes the statue
from the temple. She is rightly confident that her words will convince him
of the correctness of her action.

fj €i- is scanned as one syllable by *synizesis.

1050—-2 Some rearrangement of the transmitted order of lines is
necessary; the minimum solution is to transpose 1050 and 1051, so that
Orestes’ reference to his ship follows Iph.’s injunction ‘you must take care
of the rest, so that it turns out well’. coi &% (1051) is emphatic, contrasting
Orestes’ part in the plan with her own.

1051 8mrws €§eir future indicative with &mws is regular with verbs of
effort (e.g. ‘take care that ...”): Smyth §2211.

1050 Lit. ‘the well-fitted oar-sweep is present’. wituAos, meaning rapid
and forceful movement (cf. §07), here stands for the oars themselves.

1052 Té&ode: the chorus. Since tragic convention generally retains
the chorus on stage, they are present in many plotting scenes, and
their silence has therefore to be assured; cf. Med. 259-63, Hipp. 710—
12 (see Barrett’s note for further examples, and for an analysis of
Euripidean variations on the theme Hose 199o: 1.299-307). In this
case, the situation is particularly delicate, since they, like Iph., feel a
strong attachment to their former homes in Greece (576-7) and wish
to return there (447-51); they may well feel envious of her opportu-
nity for escape.

1053—4 Orestes plausibly recognises that Iph. is more likely to be suc-
cessful than himself in gaining the co-operation of her own handmaids.
For the argument that a woman is more appropriate in addressing other
women, cf. Hel. 830 (Menelaos on Helen and Theonoe). The association
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of women with pity is a commonplace (e.g. Med. 928), but 1054 goes
further in maintaining that women are actually better at arousing pity
(‘a woman has power [directed] towards pity’).

1055 The line suggests a remote condition: ‘[if you could persuade
them], everything else would perhaps turn out well’. Orestes is under-
standably uncertain of success.

1056—74 As we have been led to expect, Iph. pulls out all the emo-
tional stops in her appeal to the chorus, the longest and most elaborate
appeal for choral silence in extant tragedy. She begins with an attempt
to evoke pity by showing that the chorus have complete power over her
chance of deliverance. She then draws a picture of natural female solidar-
ity, and claims that if she gets back safely to Greece she will bring about
their safe return too. Finally she gives her plea the status of a supplication,
before asking the chorus for their response.

1056 @iAtaTai: the women are most dear to Iph. because of their long
association, but the word heightens the urgency of her request. It also
looks forward to her characterisation of her brother and sister in 1059.

gig Uu&s PAétrw ‘Tlook to you’, with the sense of hoping for some action.

1057-8 ‘And my affairs (t&u’ = 1& 2ud) are in your hands, either to pros-
per or to be nothing and to be deprived of ...’

1059 qiAtétns does not indicate that Elektra is dearer to Iph. than is
Orestes, but simply caps ¢idou, giving an ascending *tricolon.

1061-2 For the sentiment, cf. Helen 32 (spoken by the Chorus-leader):
yuvaika y&p 81 ouptroveiv yuvaaki xpf). Comparison with the famous speech
of Medea (230-66), where the heroine attempts to get the chorus on
her side by appealing to the misfortunes that all women must endure,
suggests that it is the thought of their common experiences in life which
draws women together. With cailew ... &ogaréotaton Iph. approaches
more closely to her request, made in the following line.

1064 ‘It is a good thing for whomever a faithful tongue is present’,
‘a faithful tongue is a good thing for its possessor’. On the construction
of the phrase, see Barrett on Hipp. 426—7: ‘the yAdooa has pushed for-
ward out of the 8tw clause and is half felt as subj. of xadév (¢om1) — a
compromise between koAdév Tor yAdooa moTh and koAév Tor 8Twl yAOToX
moTh Topfit’. See also 606n.

1065 Tpeis ... ToUs prAT&ToUs: pios/ pidTaTos is a recurrent word in this
emotional speech. As a description of the three-cornered relationship
between the main characters, it has varying applications. Iph. and Pylades
can hardly be said to have a strong affective bond, but as close family they
are certainly gido1, and the strong ties that Orestes has with each have
been demonstrated in the course of the scene.

1066 4 yfis ... faveiv qualifies plo TOx™.
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1067-8 ‘And if I am saved, so that you too may share in my fortune, I
will save you [and bring you; see 593n.] to Greece.” ow8eloa is equivalent
to the protasis of a conditional sentence. For suppliants’ arguments from
reciprocity, whether favours already given or promised in the future, see
Naiden 2006: 79-84. Iph. speaks more truly than she knows, since it is
the divinely ordained necessity of her safe transport to Greek soil which
prompts Athena’s intervention including the safe passage of the chorus.
But it is unclear how she proposes to make good on her promise.

@s &v ... Kowwvijis: &v with g in a purpose clause is not uncommon in
verse (Smyth §2201).

1068-70 Very unusually, Iph. addresses individual members of the cho-
rus separately, an emphatic, emotional device in the dramatic context,
but also one which is psychologically well calculated to help in swaying
a group of people. At this point she becomes their suppliant (ikvoUuan,
1069), appealing to the usual body parts of the person supplicated (right
hand, cheek — unusually, rather than chin — and knees), as well as to
their nearest and dearest (Naiden 2006: 44—62). It is unclear whether
Iph. should be supposed to approach the chorus members to act out the
supplication physically; such close contact between actor and chorus is
likely to have been unusual, although permitted by the relatively low (or
non-existent?) fifth-century stage (Introduction, p. 22). It would certainly
make a striking scene, though it is also possible that the actor playing Iph.
merely gestured towards the chorus from a distance, miming the actions.

1068 A strongly sigmatic line: see 679n.

1071 A clumsy interpolation. At 130 the chorus referred to themselves
as virgin, and none of them can have children in their homes.

1072-3 ‘What do you (pl.) say? Which of you says [she wishes] or who
[says] she does not wish — speak! — these things?’

1073 M7 ... aivoucav ‘if you do not agree ...’, gen. abs. with condi-
tional force, referring to the chorus.

1075 Even if the supplication was not fully acted out, the chorus may
conceivably also have gestured their acceptance, but in any case the sim-
ple word 8&poer is enough to show that they agree. uévov is a discreet way
of dismissing Iph.’s promise to help her attendants in return for their
silence.

1077 ioTw péyas Zeus: this is a short form of oath, but more solemn and
emphatic than the ‘informal oath’ vi)/u& (16v) Ale, xTA. (see Sommerstein
2008). The chorus call ‘great Zeus’ to witness that they will not betray
Iph.’s escape plan. Although Zeus is pre-eminently the god of oaths, and
women in comedy frequently use the informal oath in his name, tragic
women very seldom swear by him: Andr. 37 seems to be the only other
example.
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1078 Iph.’s wish is eventually granted, as the chorus do indeed ‘get the
benefit’ of their words.

1079-81 These lines are addressed to Orestes and Pylades (oov ... kai
oov suggests that she turns to each of them). They must enter the temple
so as to be out of sight when Thoas arrives, and also to lend plausibility
to Iph.’s story that they have touched the statue and hence polluted it. It
is not clear whether they enter the temple at this point or together with
Iph. after the prayer that follows. Iph.’s certainty that Thoas will soon
arrive to supervise the sacrifice is well placed. His interest in the conduct
of the cult may indicate barbarian bloodthirstiness, but could also be seen
as the natural and proper concern of a ruler that his city carries out the
traditional sacrifices.

o6v #pyov ‘it’s up to you to ...’, a phrase used frequently in comedy as
well as tragedy, which may be colloquial in tone: see Collard and Stevens
2018: g1-2.

1082-8 Although Iph. has speculated on Artemis’ nature (380-91),
and sworn by her (747-8), this is the first time that we hear her praying
to the goddess. The first part of the prayer follows the da quia dedisti for-
mula (Pulleyn 1997: 17, 31-6), familiar from lliad 1.453-6 and Sappho
fr. 1.5—9; since the deity has shown favour in the past, (s)he should do so
now too. This gives us another reason to think that Artemis might favour
the plan, as well as reminding us of the play’s opening and the beginning
of the story.

1083 8avfis ... éx TTaTpokTévOU Xepods: Iph. often recurs to her father’s
attempted sacrifice (8—9, 211-13, 359-60, 852—4).

TratpokTévou: the normal meaning would be ‘father-killing’, and there-
fore emendations such as tekvoktévou have been proposed; but for the
sense ‘killing by a father’ cf. [Aesch.] PV860-1, 8nAuktovwr "Apet, ‘violence
on the part of women who killed’.

1084-5 For an attempt to persuade the god to act in a certain way by
pointing out the unwelcome consequences to his cult or reputation if
he does not, cf. Aesch. Cho. 258—9, where Orestes warns Zeus that if he
and Elektra are destroyed, no one in the future will trust his signs; this is
combined with the argument that the family has always been generous
in sacrifice and will continue to be so if the survivors are spared. Here
the case is slightly different, as it is assumed that Artemis will care for her
brother’s reputation as for her own. Iph., it seems, has been convinced
by Orestes’ view that the two children of Leto will have the same interests
at heart (1012-14n.), and this helps to keep the parallelism between the
two brother—sister pairs in view (Introduction, pp. 41-2). The truthful-
ness, or helpfulness, of Apollo’s oracle was much contested in the earlier
part of the play (77-8, 711-15), but now Orestes feels more confident in



COMMENTARY: 1089-1152 SECOND STASIMON 243

the oracular god (977-80 and esp. 1012-14). Only after the recognition
is Apollo’s prophetic title Loxias used (by Orestes at 943 and 1013).

1086-8 ‘But be favourable and come away from a barbarian land to
Athens; it is not fitting for you to dwell here, when you could (it being
possible for you to) possess a happy city.” wopov is acc. abs., ‘it being pos-
sible’. Unless Orestes, trying to convince Iph. that the gods would favour
the removal of the cult statue, had made some similar point in the lacuna
after 1014, Iph. is the first to represent this transferral as beneficial in a
wider sense than that of simply helping Orestes, by suggesting that Athens
is a more fitting place for Artemis to reside than the Tauric Chersonese.
She is trying to persuade the goddess, but the point tallies with her ear-
lier revulsion from the special features of the cult, and her view that they
derive from the savage nature of the worshippers (3480-91). The praise of
a woAis ebdaduwv (perhaps in part to be understood literally as ‘favoured by
the gods’; see 1482n.) looks forward to the implicitly patriotic concerns
of Athena’s speech (1485-89) and begins to widen the perspective from
the immediate concerns of the characters.

108g-1152 SECOND STASIMON

At the end of her prayer to Artemis which immediately precedes this cho-
ral ode, Iph. exits into the temple to remove the statue. The chorus are
alone.

str 1 Like the halcyon which weeps for the loss of its mate, I lament that I
am separated from Greece, and especially from Artemis of Delos.

ant. 1 I wept when my city fell and I was sold into slavery, coming here as
a servant of the priestess of Artemis. It would be preferable to have been
consistently unfortunate; it is harder to bear misery after good fortune.

str 2 And now a swift ship will carry you home to Greece, but me you will
leave behind.

ant. 2 1T wish I could fly through the air to take part once more in the
maidens’ dances which I used to enjoy in my earlier life.

The second stasimon echoes and reverses themes of the first (392—455),
from which it is separated by the very long scene 456-1088. The earlier
ode evoked voyages from Europe to Asia (or Greece to the Black Sea); this
reprises the theme in the first strophic pair, but in the second evokes two
journeys in the opposite direction — first the forthcoming escape of Iph.,
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then the longed-for but impossible journey of the chorus themselves.
Both songs end with the chorus’ longing for a return home, to their earl-
ier life in Greece.

The ode is loosely framed by two evocations of Greek festivals, the first
strophe turning into a picture of the ‘gatherings of the Greeks’, especially
for Artemis on Delos, and the second antistrophe ending with an elab-
orate wish to join a girls’ chorus once more. Swift (2010: 207-13) sees
elements suggestive of partheneia, ‘maiden-songs’, throughout the stasi-
mon, and links these with further allusions to girls’ song and dance in the
parodos (221) and first stasimon (but see 452-5n.). The Delian theme,
evoking Apollo as well as Artemis, connects the ode with the joyful follow-
ing stasimon celebrating (and vindicating) the Delphian Apollo.

Metre

The metre is almost pure aeolo-choriambic. Glyconics and pherecrateans
predominate, but there are several wilamowitzians, sometimes in metrical
correspondence with glyconics. The second strophic pair concludes with
a shift to dactylic rhythm and a final ithyphallic clausula.

First strophic pair

1089 —_————u—u-— glyc

1106 ———Cuu—vuo glyc

1090 ———uv—u-— glyc

1107 —v—vou—u-— glyc

1091 oo — v —— pher
1108 R pher
1092 —vu—vu—u— ibyc

1109 Cou—m——uu— wil

1093 N glyc + 2 sp
1110 Cuvmosm = == glyc + 2 sp
1094 v —u— glyc

1111 VRV glyc

1095 —_————u—— pher

1112 ———uu—~ pher
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1096 R VEVES
1113 —e—vu—u—
1097 C——U—0w o=
1114 c——vu—u—
1098 —co—vu—vu
1115 —vu—uvu—u
1000 ———o—ovou—
1116 ————— Cu—
1100 ————e o —
1117 ——e—0 -
1101 ———C v
1118 —_———e—0vu-—
1102 ————— vu-
1119 ————— co—
110§  ————— vu-—
1120 Toww———0
1104 Cuv—uvu—u—
1121 Cuu—uu—u—
1105 —_————o——
1122 L o——
Second strophic pair
1129 ——vum——
1138 _———_ o ———
1124 —_———_u—u-—
1139 ———oo—u-—
1125 —_———u—vu-

1140 —_——— =

wil
glyc
wil
glyc
ibyc
ibyc
wil
wil
hept
hept
wil
wil
wil
wil
wil
wil
glyc
glyc

pher
pher

glyc ‘dragged’
glyc ‘dragged’

hipp
hipp
wil
wil

245
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1126 —e———vu— wil

1141 ————— Cu— wil

1127 ——Vvuo——= tel ‘dragged’
1142 ——vu——- tel ‘dragged’
1128 cm—u—uvu— wil

1143 Cm———w o wil

1129 R glyc

1144 —vu—vu—u-— ibyc

1130 cm———w o — wil

1145 Cuu———uvu— wil

1191 —e———0 - wil

1146 —e———vu— wil

1132 tov——u—u ?

1147 co-—vo— ?

1133 —_———u—u-— tel

1148 Lo — hept? (see n.)
1134 fT—vov—vovuv—vu—uvu ?

1149 —Uu—vu—uvu—uvu —uve jda

1135 —Cu —uu —uu — da tetr cat
1150 —Cu —uu —vu — da tetr cat
1136 ————— ithy

1151 wou—u—— ithy

1089-93 ‘Bird, you who by rocky sea-cliffs, halcyon, lament your fate
(1091n.), a cry well understood by those who understand, inasmuch as
you continually sing of your husband with melodies ...’

1089 &8pvis: the chief functions of birds in choral odes are to fly to fara-
way places, and to sing, usually a lament. The audience has to wait till the
end of the next line, where the bird is named, to discover which of these
will be relevant, and reference to laments follows quickly. The escape wish
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is not expressed until the second antistrophe, when the chorus imagine
themselves as winged and travelling through the sky (1148—42).

1090 &Axuwv is unaspirated, despite English ‘halcyon’. Descriptions of
the bird such as Arist. Hist. an. 8.14, 616a indicate various species of king-
fisher, some of which live in coastal habitats — but the &Axuwv of poetry
sings, and the kingfisher’s cry could not be described as song. See Arnott
2007: 12—13, with Thompson (1936: 46—9), who calls the dAxuawv ‘a sym-
bolic or mystical bird’. As early as the Iliad, the bird is said to have a griev-
ous fate, and is used as a comparatum for a human subject (/l. 9.563). The
mythology varies, but the usual version has the (female) bird, transformed
from a woman, lamenting the loss of her husband; the metamorphosis of
Alkyone and Keyx into birds appears to have been narrated in the Foiai
(Hesiod fr. 16 M-W), perhaps in the version given later by Apollodorus
(1.7.4). Line 1093 shows that it is this story which Euripides has in mind.
The halcyon’s lament is a variation on the more common tragic reference
to the nightingale (e.g. Soph. El 107-9, 147—9); Euripides’ use of it in
lyric is parodied in Ar. Frogs 1309—-12. The story is a suggestive rather than
an exact parallel for the fate of the chorus, who have lost their homes and
the possibility of gaining husbands.

1091 #Aeyov oitov &eidsis ‘you sing a lament, your fate’, a reminiscence
of the Iliadic phrase (9.563) &Akuévos ToAutrevBéos oitov Eyouca. EAeyov
&eiders is probably a verbal phrase, ‘you lament’ (so #eyov is internal
accusative); alternatively it is possible that #eyov here functions as an
adjective, qualifying oitov: ‘you sing your lamentable fate’. On #eyos, see
145-6n. The emendation oiktpév (‘you sing a pitiable lament’) slightly
eases the syntax but is not really necessary.

1092 £U§UveTov uveTois ‘easily understood by those of understanding’.
The unhappy meaning of the halcyon’s song is not obvious on the sur-
face, though itis to those who know — likely through their own experience
of suffering. The sense of the phrase is like Pindar’s gwvéevta ouvetoiow
(Ol. 2.85); for the type of repetition, with simple and compound forms of
the same root, see Breitenbach 19g4: 228.

1093 See 109on.

1094-5 ‘Ivie with you in lamentations, a wingless bird.” TapopdAtopat is
literally ‘I place (for my own purposes) something beside’ for comparison
or emulation.

&mrrepos 8pvis: the *oxymoron points the difference between the chorus
and the bird they invoke, but also looks ahead to the idea of flying home-
wards in the second antistrophe (1138-42).

1096-7 Trofolc’ ... ofolic’: on this type of verbal repetition, very com-
mon in Euripides (though the *asyndeton is unusual), see Breitenbach
1934: 231—2. The verb moféw, ‘desire, long for [something lost or
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absent]’ (cf. 515, 542 with 540-2n.), adds colour to the comparison of
the chorus’ longing for home and the life they knew there with the long-
ing of Alkyone/the &Axucv for her lost husband.

1096 ‘EA&vwv &ydpous ‘gatherings of Greeks’. Euripidean lyrics some-
times use the form &yopos rather than &yop&. The phrase suggests supra-
regional festivals, which in the Delian context beginning to unfold in turn
suggests the pan-lonian festival of the Delia (Hom. Hymn Apollo 147-64).
For a participation base wider than purely Ionian, see Constantakopoulou
2007: 49-58).

1097 ’ApTepiv Aoxiav: Artemis as connected with childbirth was wor-
shipped with this epithet at several places in the Greek world, including
Delos; see following note.

1098-9 The mountain of Kynthos, a conspicuous landmark on Delos,
was according to the Homeric Hymn to Apollo (16-17) the actual birth-
place of Apollo, Artemis having been born earlier on Ortygia. A sanc-
tuary on the east slope of the mountain has been identified as that of
Artemis Lochia (Bruneau 1970: 191—4), the main Artemision on Delos
being close to the temple of Apollo. It is at first sight odd that the cho-
rus, who left their homes as wapfévo1, should think first of the childbirth
aspect of Artemis, but the choice of deity may indicate their regret for lost
marriage and motherhood. There is an obvious contrast with the Artemis
worshipped by the Taurians.

1099-1102 The three trees are listed in something like ‘historical’
order. The palm tree (Phoenix theophrasti, the Cretan date palm, native to
the eastern Mediterranean) is mentioned in the Homeric Hymn to Apollo
(18, 117) as a support to which Leto clung while giving birth to Apollo,
and it is the Delian tree par excellence. Laurels (bay; Laurus nobilis) are
Apollo’s own favourite tree, and the conjunction of palm and laurel on
Delos is mentioned in other Euripidean lyrics (Hee. 458-61, Ion 919-22,
the latter verbally close to this passage), both trees being associated with
Leto’s labour. The olive is unique to this description, and it is obviously
tempting to connect it with Athenian hegemony, butitis not a Euripidean
invention, since it appears beside the personified Delos on a pyxis dated
to around 440-430 (LIMCDelos 1).

1099 &Bpokdpav ‘with graceful foliage’. Though compounds in -képng
properly refer to hair, a transferred use is appropriate for long palm
fronds, which contrast markedly with the leaves of other trees. The same
epithet is used in the parallel Jon passage (919), where also 8&gvas Zpvea
parallels 8&gvav T elepvéa here.

1102 Aatols &8ivi @idov: although the figurative meaning ‘offspring’
for &3dis is very common in tragedy, in the contexts of Artemis Lochia and
of Apollo’s birthplace it is more likely here to have the literal meaning
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‘birth pains’ and that as Platnauer suggests the whole phrase is equivalent
to Aaroi &d8wovom gidov, ‘dear to Leto in travail’. In Hom. Hymn Apollo 117
(above, 1099—-1102n.) it is the palm which aids Leto’s labour, so to sub-
stitute for this the characteristic tree of Athens may have political impli-
cations. This would chime with the harmony between Athena and Leto’s
children which is expressed in the Delphian command to establish the
Taurian Artemis in Athens and seen later in Athena’s ex machina appear-
ance. But it is also possible that the correct reading is ¢iAas, referring to
all the trees. (The transmitted text, identifying the holy shoot of the olive
as Leto’s &3ls, gives no very good sense.)

1103-5 ‘And the lake, swirling its circling water, where the tuneful
swan serves the Muses.” kUkhiov is usually a three-termination adjective
and so should qualify §8wp rather than Auvav; it is more likely to indicate
a circling motion than a simple round shape. The lake has no outlet, and
so the water circulates in the same place. The oval lake, mentioned in
e.g. Hdt. 2.170, where it is said to be called tpoxoeidts, is a natural feature
near the Letoon, now dry. The description may evoke the idea of dancing,
especially in connexion with the tuneful swan, and so resonate with the
ode’s conclusion; eidicooucav is echoed by eidicoouoa in 1145 (see n.),
used there as so frequently of dance, while for kUxhios, suggesting kUxAios
xopos, see 427—gn. The swan is associated with Apollo in Hom. Hymn Apollo
1 and often, and its song (ueAwidés = singer of tunes), appearing in the
same passage, is obviously paramount in this association. Euripides men-
tions the Delian lake in connexion with swans also at Jon 161-7.

1106-12 This unhappy recollection gives the fullest explanation of the
chorus’ presence among the Taurians. So far it has been established that
they are Greek, unmarried girls, slaves attached to the service of Iph., who
long to return to their home (130-6, 447-55). Now itis revealed that they
are war captives, taken at the fall of their city (mUpywv dAouéveov), and sold
on by their captors ({axpuoou ... 87 éumolds) to barbarians.

1106-10 Elsewhere it is the Trojan plays which contain most reference
to the enslavement of women, always treated with much pathos. Closest to
this passage is Andr. 111—-12: ToAA& 8¢ 8&kpu pot kaTEBa Xpods, avik’ EAerToy
| &oTu Te kai BoA&pous kal Téo Ev Koviaus.

1110 ‘Through the enemy’s oars and lances’ concisely expresses the
use of force to drive captives on board ships sailing away from their homes.

1111-12 ‘And through exchange of much gold, I came on a barbarian
journey.” Although véotos is occasionally used in both epic and tragedy to
mean simply a journey, the sense ‘return home’ is far more common, and
the phrase véotov papBapov must be felt as *oxymoronic. The chorus long
for a true véoTos, which they will imagine in the following strophe, but all
they have experienced is the journey to a remote barbarian land.
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1113 éAagoktévou: a variant of the usual éAdagnPdiros, but one which
may remind the audience of Artemis’ substitution of a deer for Iph.
herself at Aulis. Guldager Bilde 2004 connects the epithet with images
of a deerkilling ‘Artemis’ (more properly Parthenos; see Introduction,
pp- 15—17) found on coins from Taurian Chersonesos from the fourth
century onwards.

1114-16 &ueitolov ... AatpsUw: the chorus serve Iph., who is herself
the servant of Artemis (&ugimoros denotes both servant of a human and
priest/priestess of a deity; priesthood may be constructed as servitude).
Aatpetw is similarly used both for service to a human master or mistress
and to a divinity.

Ayapeguvoviav: 170n.

1116 ‘... and altars where no sheep are sacrificed’, a phrase which may
be technically euphemistic but is still sinisterly suggestive.

1117-22 ‘... envying the one who is unfortunate throughout, for under
compulsion he does not struggle, being a companion (to misfortune) ...’
After this the text is uncertain, but the general sense of the argument is
clear: it is worse to suffer ill fortune after good than never to have known
good fortune at all. This is a Euripidean topos; cf. Hec. 375-6, HFF 1291-3
(probably interpolated from elsewhere), Tro. 639—40, Hel. 417—-19. There
is a loose connexion with Il. 24.527-99 (the jars of Zeus), with its division
of mankind into those who get only bad things from Zeus and those who
get a mixture, but the conclusion is paradoxical.

1118-19 The &véykan (roughly synonymous with duoSoupovia in the
following line) are lightly and indirectly personified, as the consistently
unfortunate person is described as their companion (cUvTtpogos).

1120 The manuscript reading ‘misfortune changes’ is singularly
inappropriate in this context which compares good fortune changing to
bad with consistent bad fortune. Markland’s emendation e¥8cupovia for
Suodaipovia is possible (good fortune is unstable, bad luck may not be),
but not obviously right.

1121-2 ‘To suffer after good fortune is a heavy life for mortals.’

1123 kai of pév, woTvi': the balancing & comes at 1192, but the con-
trast indicated here between Iph. and the chorus actually structures the
whole of the second strophic pair, with the strophe imagining Iph.’s com-
ing sea voyage (stripped of the difficulties which the participants foresee)
and the antistrophe contrastingly evoking the impossible journey through
the air which the singers would like to make.

1124 TmevTnrovTepos: a fast ship for fighting, equipped with fifty oars. At
981-2, Orestes spoke of his ‘many-oared ship’, and at 1347 we learn that
itis indeed a penteconter.

1125-7 ‘And shrilling, the wax-bound pipe of mountain Pan will give
orders to the oars.” The normal practice was for an aulétés to set the time
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for rowers by playing his instrument at an appropriate tempo, but at Tro.
122—7 both aulos and syrinx (panpipes) are said to play on board ship.
Euripides introduces the syrinx into several of his choral odes, using the
versatile aulos, the normal accompaniment of tragic lyric, to represent
its sound: ‘the syrinx in the song thus becomes the aulos in the theater
(and vice-versa)’ (Weiss 2018: 151, see also 156). Its choice here perhaps
suits the immediate environs of the uncivilised land of the Taurians, since
it is a more rustic, less cultivated instrument than the aulos (West 199z2:
109-12), but it also allows the introduction of a specific deity (the aulos
having no particular divine associations) to precede Apollo in 1128-31.
It is not necessary to suppose that Pan is imagined as actually present and
making music, like Apollo; but the whole picture suggests what proves to
be the case, that the planned escape with the divine image has the favour
of the gods. oupilwv may also recall cupilévtwv at 431, of the steering-oar
squeaking (the syrinx had a high register). On the connexions between
the two stasima, see above, 1089—-1152n.

1128 ®oifos & 6 pavTis: at 711, at a point of severe disillusionment,
Orestes called Phoibos ¢ pdvTis (see n.). Here the context is entirely
positive, as Apollo himself is seen in the role of a human seer on an
expedition. He also takes the role of a citharode, playing his favourite
instrument (cf. Hom. Hymn Hermes 418-510); the seven strings were
standard (ibid. 51; see also West 1992: 62—4). The evocation of music in
these and the preceding lines gives the picture a bright and joyful cast.
More specifically, the shift from panpipes to lyre suggests the progress
of the journey, with the pipes giving the time to the rowers at the outset,
and the lyre marking the shift to more relaxed sail-power on the open
sea (cf. 1194-6).

1130-1 Airap&v ... ABnvaiwv émi y&v: the voyage is imagined as end-
ing, or at least first reaching land, in Attica rather than Argos (cf. 752n.).
Mmopad, ‘shiny, oily’, a stock epithet for Athens at least since Pindar fr. 6
Sn-M; mocked by Aristophanes, Ach. 640. Sometimes the word may evoke
the brilliance of city walls or buildings, but here qualifying y& the primary
meaning must be ‘fruitful’, perhaps with particular reference to the olive.

1132-3 The contrasting & (cf. 1129) introduces a simple, under-
stated clause (‘But leaving me here, you will go with oars that strike the
surf’), leaving implicit the chorus’ sorrow at their inability to join Iph.
on her return to Greece. The transmitted text makes good sense, but is
metrically impossible, and no satisfactory solution has yet been proposed.
Dale’s proposal to re-order the words, reading éu¢ & adtod pobiols | Bromt
Mmroloa mA&Tats, produces exact correspondence between 1192 and 1147
(&5 auiddas xopitwv) but leaves an unlikely iambic rhythm in 1139, and the
corresponding 1148 is equally a metrical puzzle.
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1134-6 Textually a very difficult passage. It is clear that the lines evoke
a ship under sail, heading homewards from the Black Sea, but the con-
figuration of words does not make sense as it stands: ¢kmetdoouot appears
to have two objects (iotia and mwéda), while wpdTtovor as subject is impos-
sible, because the ‘forestays’ do not ‘spread out’ either the sail or the
sheet (rope attached to and controlling a sail). Platnauer suggests the
deletion of &p1 and alteration of case endings to read ioTia & & mwpdTOVOV

. ¢kmeT&oouol wodes, which he translates as ‘the sheets (i.e. being loose)
spread the sails against the forestays over (i.e. so as to belly out over)
the bows beyond the prow’. This is possible, but causes some difficulty in
responsion with the antistrophe (1149-50, taken with 1148), which is,
however, another textually uncertain passage.

1138 The ‘shining horse-tracks’ set up a momentary puzzle which is
resolved by the following line: ‘where goes the sun’s lovely fire’. Unable to
sail away, the chorus imagine a more fantastic mode of transport, taking
the westward path travelled daily by the sun’s chariot.

AauTrpous: 29n.

1139 gU&Aov ... Trlp: 12N.

1140 oikeiwv ... Baddpwy: the secluded bedrooms of their own houses,
where as unmarried girls the chorus would have spent much of their time.
Once again, their experience parallels that of Iph., who dreamed that she
was back in her wap8evav (45). In their absorption in fantasy, the chorus
appear to have forgotten that their homes will have been destroyed at
the capture of their city, or at least that they no longer belong to their
families.

1141-2 ‘If only I might cease the rapid movement of my wings [mak-
ing them still] on my back.” The fantastic journey is imagined not on
the sun’s chariot, but with wings, as a bird; the significance of the bird
is thus changed from the opening of the ode (cf. 1089n.), and the cho-
rus in imagination reverse their self-characterisation as &mrepos &pvis. It
may be relevant that both horses and birds can have associations with
girls’ choruses (Weiss 2017: 30). The aerial journey reminds us also that
Iph. in fact travelled in such a way to escape death and arrive in Taurike
(29—30), and heightens the contrast between her privileged position and
the chorus’ fate.

1143-52 ‘And would that I might take my place in the dances, where
too as a maiden belonging to a noble house, circling my foot from my
dear mother’s side, stirred up to rivalry with bands of my age-mates, for
contests in charm and in the luxury of delicate wealth (1148n.), throw-
ing round me my fine embroidered wrap and my tresses, I shaded my
cheeks.” From their first imagined destination — home, the house where
they lived — the chorus move to one of the few settings where girls might
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respectably be seen outside their home, and one of their most enjoyable
activities: group song and dance. In imagination they thus reconstitute
themselves as what they are in performance fact, a chorus (Henrichs
1995), though of course the imagined and the actual chorus differ in
gender. The passage resonates with the Delian festival suggested at 1096—
1105, another happy gathering in civilised Greece, where the vocabulary
suggests dance (1108-xn.). The text of this section is extremely uncer-
tain, but it is clear that the singer imagines herself dancing in a group of
girls of her own age, wearing fine clothes, and vying with the other girls
in finery and charm.

1143—4 6% xai Tapbivos eU8okipwv Sopwv: Tapbivos should be taken
closely with the following genitive. The then—now contrast is not with a
time when the chorus were virgins (in the parodos, they speak of them-
selves as virgins still, 130, suitable for the service of a virgin goddess, how-
ever unlikely this may be for war captives), but with their previous status
as girls of good family, whose standing in the community was expressed
by their participation in ritual events. In any case, the word map8¢vos has
both a physiological and a sociological meaning (see, e.g., Calame 1997
[1977]: 27, Sissa 1990 [1987]: 77—-93). The point is obscured with the
manuscript reading yd&uwv rather than 8éuwv, which would throw more
emphasis on the virginity or youth of the singer; eGdokipwv y&uwv is also
very difficult to fit into the syntax of the sentence.

1145-6 Top& ... idas patpés: with the text as printed, this phrase
should be taken together (‘away from my mother’s side’). Some have
found the mention of a mother implausible in a scene which centres on
the singer’s maidenly friends and companions, but the girl is pictured
leaving her mother temporarily to join the dancing group. The chorus
remember their connexions with both family and the wider community.

1145 T8 siMiooouca: ‘whirling my foot’, i.e. dancing, probably with
circular motion implied (cf. 442-5n.). eidicow (or éAicow) is a favourite
Euripidean word for dance (e.g. HF 6go, Tro. 339), and is chosen in Ar.
Frogs 1314, 1348, though with a different sense, to parody Euripides’
fondness for setting several notes to one syllable.

1147-52 The chorus envisage their own choral performance at a reli-
gious festival (or a marriage, if y&uwv should somehow be retained, 1143—
4n.). Such choruses of unmarried girls were commonly formed in much
of Greece (Calame 1997 [1977]); they were less conspicuous, although
still present, in Attica (Budelmann and Power 2015). The genre of parthe-
neta or ‘maiden-songs’ was intended for such performances; the example
which survives most completely, Alcman PMG fr. 1, is a self-reflexive piece
much concerned with competition between the girls in beauty (hair is
especially mentioned) and fine clothing.
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1147 és &uildas xapitwv: x4&pis, ‘grace’, may here refer both to physical
beauty and adornment, and to graceful movements in the dance.

1148 ‘[contests of ...] and of delicately wealthy luxury’ makes a good
deal more sense than L’s reading &ppomAouToio xaitas, ‘of delicately wealthy
hair’. To make the emended text into a regular heptasyllable suitable for
the aeolo-choriambic metrical context, it is necessary to scan the second
syllable as long, and although a syllabic division &Bpom-Aoutou would be
unusual it is not impossible in lyric. For a similar division in trimeters,
where it is even less usual, see 51n. The corresponding line of the stro-
phe, if the text is correct, is a telesillean (1132-3n). Responsion between
telesillean and heptasyllable is found at Phaethon 69, 77 (Lourenco 2010:
110).

1149 sis épv Spvupéva: Spvupéva (fem. nom. sg.) here has a figurative
rather than a physical sense; she was ‘stirred up, moved’ to rivalry with her
peers, expressed through the ‘contests of grace’ (1147).

1149-52 She ‘shaded her cheeks’ by pulling her veil and her long hair
(which as an unmarried girl, she wore loose) around her head and for-
wards to partially cover them. Archil. fr. 31 W describes a slightly different
configuration (f 8¢ o képn | duous kateokiale, ‘her hair shaded her shoul-
ders’), but is otherwise comparable and carries a clear erotic charge. Cf.
also Men. Dys. 950—1: edmikos wpoacxtou | &vos kaTeokiaopévn). The pdpos
(here plural for singular) is a large shawl like the South Asian dupatta
which can be drawn over the head (see also Llewellyn-Jones 2003: 40-53);
moAuTroikida indicates that it was a fancy piece with elaborate patterns,
whether embroidered or woven (see 224n.).

1153-1233 THIRD EPISODE

Thoas, accompanied by attendants, enters from the parodos representing
the road to the town area and away from the boat’s mooring-place (1208).
Iph. explains that the statue, temple, and victims must all be purified, and
the scene ends with a solemn procession to a remote part of the seashore.

In this fast-paced scene, a short episode of only eighty lines, the audi-
ence (who already know the plan) enjoy Iph.’s ingenuity in deceiving
Thoas. The king is at first taken aback to see Iph. removing the statue
from the temple, but he respects her authority (McClure 2016), and is
quickly convinced by her story. As her words suggested at 1091, she makes
her fictional account of the ominous miracle and her subsequent exami-
nation of the prisoners include a judicious amount of truth, or near truth.
More dangerously, perhaps, but in typical tragic style (Rutherford 2012:
330—1), when describing her plan to purify both statue and victims, she
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several times uses phrases which draw the audience into the plot through
double meanings imperceptible to the barbarian king (1195, 1197,
1219, 1221). Thoas too uses words and phrases which unknown to him
have an ironic sense (1174, 1180). The scene, like its parallel in Helen
(1165-1300), is a variant of the more commonly sinister pattern whereby
a deceiver, usually a woman, lures a victim, usually a man, to his doom.
In this case the woman exhibits the same stereotypical qualities of female
ingenuity in deception, but the aim is to ensure the escape of herself and
her ¢iAor rather than to harm the man she is tricking. The negative con-
notations of ‘woman tricks man’ may also be counteracted by the fact that
in these two instances the woman is Greek and the man a barbarian. The
audience is therefore free to enjoy and admire Iph.’s cleverness.

1153 mulwpéds ‘doorkeeper’, a functional equivalent of kAm&olyos
(191n.), and therefore appropriate for a priestess. It is not, surely, con-
temptuous, as supposed by Bremmer 2013a: g5. Thoas’ attitude to Iph.
is one of respect, and the word is repeated in a clearly neutral context at
1227.

1154 xaTtnpaTo: 40N.

1155 ‘Do they (= the strangers) gleam with fire as to their bodies in the
pure inner shrine?’, that is ‘Have their dead bodies been placed in the
fire?” For Adpmovton mupi, cf. Ar. Frogs 299. The line is of doubtful appro-
priateness, since if Thoas has just asked whether Iph. has consecrated the
victims he might be thought unlikely to inquire about a later phase in
the ritual (cf. 626 and n.). But it is possible either that he used korfpgaTo
(1154) in a loose sense for ‘sacrificed’, or that the question characterises
him as eager and impatient.

1156 The line marks Iph.’s entrance from the stage buildings, repre-
senting the temple.

cagds, as often in Euripides, here has its Homeric sense of ‘truly, relia-
bly’ (cf. oagt|s gitos, 919 and n.). But the chorus’ statement is itself untrue.

1157 #a: this tragic exclamation of surprise, very often *extra metrum, is
common in Euripides (Nordgren 2015: 218), sometimes used as here to
express an entering character’s surprise at what is seen (Bain 1977: 62-6).

T68e: the goddess’ statue. Archaic wooden statues were regularly less
than life-size, sometimes much less. Since the play demands that the
image be easily portable, it may have been shown as a small statuette. Platt
(2011: g6) points out that in Attic vase-painting the size of the Trojan
Palladion (statue of Athena) varies according to its role in the narra-
tive; when its seizure by Diomedes is shown, it is a statuette which he can
clasp with one hand. Most vases depicting the Iphigenia in Tauris story
(one Attic, the rest South Italian; see Introduction, pp. 44-5) show the
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statue in the temple somewhat less than life-size, but LIMC Iphigeneia 29
(Campanian, 330-320), the only one to show the flight with the statue,
makes it a statuette cradled in Iph.’s left arm, perhaps corresponding to
&v oAévaas (1158).

dxwnTtwv: a transferred epithet. It is the statue which is immovable (in
the sense that it must not, for religious reasons, be moved from its pedes-
tal), not the base.

1159 Iph. takes control of the situation by omitting to reply to Thoas’
question, instead exercising her religious authority to issue him with a
command.

mapacTtaov: dat. pl. of mwapooTds -ados, ‘doorpost’, referring to the
whole entrance area of the temple, although Thoas is presumably not yet
quite in the porch.

1161 &mémrruo™t this type of ‘tragic aorist’ (862n.) stands for and
replaces the action it describes; actual spitting would be beneath tragic
dignity (Lloyd 1999, esp. 26-8). Iph. notionally spits in order to reject the
inauspiciousness of the supposed portent she will describe, and perhaps
also to reject the responsibility for having been about to make an offering
unacceptable to the goddess.

‘Ocian ... 168 ‘I give this word to Piety’, indicating the unholy nature
of what she is rejecting. ‘Ocia, lightly personified, denotes behaviour and
attitude in conformity with what is approved by the gods.

1163 AypeUoacd’: the second-person plural ‘you hunted’ indicates that
Iph. is thinking of the Taurians collectively and separate from herself.

1164 ‘What made you realise that — or are you stating an opinion?’

ToUukS18&gav = T6 ékB18&Eav (neut. sg. part.).

1165 &M E8pas &meoTpden: ‘turned backwards from its place’, i.e.
turned round from its normal position to face the other way. There is
a long and rich tradition in many different cultures of statues commu-
nicating or manifesting a response to human action in some physical
way. Most attestations are later than our text, but this may be chance.
Herodotus knows but rejects an Aeginetan tradition that the statues of
Damia and Auxesia fell to their knees when the Athenians tried to remove
them (5.86.5), and at Ar. Peace 682—4 Peace turns her head away when
Hyperbolos’ influence on Athens is revealed (comic invention based on
a familiar idea). See also Donohue 1988: 40—3, Bremmer 201gb: 10-11.

1166-9 Thoassuggests a possible natural explanation —an earthquake —
but it does not take much to convince him that the statue turned away
of its own accord (aUtépatov). Iph. adds a detail which could only be
explained on a supernatural basis, that the image closed its eyes.

1170 The king wonders whether the two Greeks might be impure by
reason of having killed a Taurian at the time of their capture. Most kinds



COMMENTARY: 1170-1180 257

of homicide rendered the perpetrator impure until the appropriate ritual
was carried out (Parker 1985: 104-50).

BapPépwv is used somewhat illogically by the king to refer to his own
people (perhaps as though a true ethnic term). Cf. 1422; the usage is
quite common in tragedy (cf. Aesch. Pers. 187, 255, etc., E. Hel. 1210).

1171 oikelov, in emphatic first position, contrasts with BapB&pav.

@évov kektnuévor ‘having contracted blood-guilt’, with ¢évov mean-
ing spilt blood, the violence which caused it, and the consequences of
pollution.

1173 kowwvidt §ipe: the normal meaning of kowewvés is ‘partner,
accomplice’, here extended to mean ‘partnered’: Orestes and Pylades are
described as partners in their use of the sword. Iph. sticks to the plan she
expresses at 1047, implying that they are brothers, as she first supposed
herself (472-5, 497).

1174 ‘Apollo! Not even among the barbarians would anyone dare
that.” It is conceivable that Thoas is reacting in character to Greek views
of barbarian atrocities, but more likely that the line is a piece of sly sub-
versive humour not intended as a realistic response. Formally comparable
is the outcry of another ‘barbarian’, Andromache, at Tiro. 764: & B&ppap’
g€eupovTes "EMNANVES KaKA.

"AtroMov: the exclamation, invoking Apollo &mroTpdmaics, is a standard
expression of horror (cf. HF 538, Hel. 1204, Men. Dys. 293, 415), but
unconsciously ironic, since it was Apollo who ordered the matricide.

#tAn: 868—72n.

1175 This statement is close to the truth, at least as regards Orestes,
but not quite in the way it sounds; it was the Furies, not human indigna-
tion, driving Orestes from place to place, and it was Apollo who told him
to leave Greece.

Téomns ... ‘EAA&Sos: gen. of separation.

1177 Exposure to the air was not sufficient to purify a polluted object
(and a polluted person might indeed avoid thus exposing himself,
so as not to convey pollution further), but it was a good first step. Cf.
Parker 1983: 53 n. 79 (temple roof at Lindos removed for three days for
purification).

1179 ‘I questioned [them], when (temporal use of ¢&s) the goddess’
statue turned away backwards.’

1180 Unconscious irony on the part of Thoas, who fails to realise how
‘clever’ Iph. really is, in her deception. The dialogue continues to deal in
Greek-barbarian stereotypes, this time that of the greater intelligence of
the Greeks (cf. Hdt. 1.59.3, a sarcastic treatment of the same idea).

&g is exclamatory (LS] D 1) with causal force, explaining the reason for
what has just been said: ‘Greece brought you up to be wise, (as I can tell
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from) how well you perceived.” On this usage, which ¢g shares with ofog
and &oos, see Barrett on Hipp. 877-80.

1181 ‘And furthermore, they dangled (‘let down’; from kofinu) a
delightful bait for my mind.” This introduces Iph.’s part-true, part-false
claim about the news from Argos that the captives have brought. This is
not really necessary to the deception, but it continues the theme of Iph.’s
cleverness (she sees through the prisoners’ stratagem) and is probably
also designed to show her imperviousness to the prisoners’ bid for mercy
and hence her trustworthiness; she dangles a bait of her own in front of
Thoas, and gets the desired result.

1182 Apydfsv: loosely dependent on ¢iAtpov. As in English ‘news from
Argos’ there is present the idea of information, in this case a ‘charm’ (see
following note), travelling from place to place.

@idtpov: the ‘bait’ becomes a ‘charm’, a change of metaphor, but the
two words are commonly used figuratively in similar contexts. Thoas is no
doubt pleased with his own perspicacity in guessing Iph.’s meaning.

1183 The statement’s truth is questionable: Iph. has indeed learned
that Orestes is alive, but at present he could hardly be said to enjoy good
fortune. Iph. implies that he is leading a prosperous and happy life in
Argos.

1184-5 Good will towards a messenger who brings good news is a
standard response (cf. 815 n.), so Thoas’ assumption is a natural one. It
does, however, come uncomfortably close to the truth, which may partly
account for Iph.’s false claim in 1185; but the main reason why she reports
that the messengers said Agamemnon was alive is presumably to intensify
the suggestion that she wishes to make Greeks suffer for her father’s sac-
rifice (cf. 1187).

1186-7 ‘But you quite reasonably inclined to the part of the goddess.’
¢kveUw, ‘turn away the head’ indicates a metaphorical turning away from
the captives. There is a hint of a question here, but the words are more
of a statement; despite his initial shock on seeing her carrying the statue,
Thoas is convinced by Iph.’s explanation and trusts her.

1187 ye picks up and assents to Thoas’ proposition, limiting it with
an explanation (Denniston 1954: 140-1). Iph. knows that the Taurians
expect her to hate all Greeks (cf. 336-9), and uses this to her advantage.

1189 The ‘law/custom already laid down’ must refer to the rites of
purification necessary in cases of severe pollution. Since in the play
Taurian religion seems not unlike Greek in this respect, Thoas realises
that some form of purification will be necessary, but not exactly what form
it should take. This he expects the priestess to know, and Iph. takes the
role of religious expert.
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1190 ‘Then are your lustral basins and sword not at work?’

év #gpywri: used *proleptically, ‘ready for action’.

xépvipes §ipos Te: for these *metonymic references to sacrifice, see 58n.
and 27n.

1191-3 Iph.’s claim that ‘the sea washes away all human ills’ indicates
quite plausibly that such serious pollution requires the most powerful
purification possible; cf. 1039. The sea is especially purifying because it
appears to be a limitless expanse of water, and salt too has purificatory
powers (Parker 1983: 226—7). Iph.’s words may also suggest to her and
the audience that the sea will provide an escape from Taurike.

1195 The meaning which Thoas extracts is presumably that Artemis
will now look with more favour on her priestess, who so nearly offended
her by offering unacceptable victims; but the real meaning, referring to
the escape, is obvious to the audience.

1196-8 Thoas envisages the washing of the intended victims directly
outside the temple, and wonders why they are not visible. Iph. replies
with further ambiguity, hinting that besides the washing she will perform
actions which only the priestess and her assistants are allowed to see. But
by ‘other things’ she actually means the escape attempt, which it is equally
important for Thoas not to see. Thoas takes the meaning intended for
him, and responds with propriety.

Téppn® = T& &ppnTa, 2 common word for secret rituals.

1199 Another double meaning is possible here: the statue of Artemis
will be purified from the transgressive sacrifices it has received by a sea
journey and establishment in Greece with rituals that are truly holy. See
Zeitlin 2011: 452-3.

1200 knAis ... pnTpokTovos ‘the stain of matricide’, but xnAis is not
merely figurative as in the English phrase. Rather it refers to a real pol-
lution which has defiled the image through proximity and needs to be
removed.

1201 ‘for otherwisel would not have moved it ..." (for this use of o0 yép,
Denniston 1954: 79—4).

1202 Iph. has now convinced Thoas that she is both pious and intelli-
gent (wpopnBia = foresight, forward planning; cf. cogfv, 1180). There is a
touch of humour in his ready approval: ‘Quite right too.’

8ikaios is only rarely a two-termination adjective: Heracl. go1 is another
instance.

nUoiPara: 1) evoePeia, ‘your piety’.

1203-33 The catalectic trochaic tetrameters give a sense of speeding
up. This metre is used by Euripides in his plays written c.415 and after, typ-
ically in excited scenes and relatively short runs (Drew-Bear 1968). Here
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it ratchets up the suspense as the escape plot nears its climax. *Antilabe is
common in this metre, as here, where it continues the rapid exchange of
the preceding *stichomythia and falls into a frequently repeated pattern
in which Iph. lays down procedure and Thoas approvingly glosses or jus-
tifies the instruction.

1203 oioB& vuv & por yevéohw; ‘Do you know what must happen for
me?’, with third-person imperative. For the idiom cf. 759n.

1204-8 Earlier Iph. had ordered the strangers to be untied (468-
9). Why then does she court disaster by asking for them to be bound
and, especially, given a guard (1208)? Despite the stormy sea (1393ff.),
without these arrangements they would have a much better chance of
getting away unobserved. Dramaturgically the thwarted escape is not
necessary, as the ending of Helen indicates; Athena could still intervene
to save the chorus from Thoas and proclaim the future for the main
characters, and she could confirm the religious nihil obstat for the trans-
fer of the statue of Artemis to Attica. Realistically, Iph. may wish to make
her excuse look more convincing by acting as she certainly would if she
were really performing her priestly duties. Kyriakou (p. 383) suggests
that Euripides may also wish to emphasise the possibility, indeed likeli-
hood, of human error. Divine action is then necessary to bring about
the intended result.

1204 Troi 8¢ o’ ékpuyotev &v: the victims could run away, and the mes-
senger (one of the guards who have been requested) even imagines that
they might kill Iph. (1341), but without a ship, which Thoas knows noth-
ing about (like the sceptic in the Herdsman’s narrative at 276, he may
assume they had been shipwrecked), they would be unable to escape
for long.

1205 This gnomic-sounding statement has the air of a commonplace,
but in fact it is a neat reversal of the usual point that barbarians are not to
be trusted (cf. Hdt. 8.142.5). Thoas might expect that Iph. speaks from
experience, since she was herself the victim of a Greek trick (24, 370-1)
and claims to hate the Greeks. In fact her words have something in com-
mon with the Cretan liar paradox (Epimenides the Cretan says that all
Cretans are liars), since she is Greek herself, and engaged in deceiving
the barbarian king; she speaks in a manner which is simultaneously true
and misleading.

1207 Because the sun is a god, it is important that it should be pro-
tected from polluted people and objects; so Kreon is horrified that the
polluted Oedipus should be allowed to remain uncovered in the open air
(Soph. OT 1424-8). See Parker 1983: 317.

1208 0i8: the mute attendants, or at least some of them, who have
accompanied Thoas.
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1209 As in trimeter *stichomythia, the convention requires that some-
times the second speaker must interrupt the first, asking a question to which
the first speaker was, presumably, about to supply the answer unasked.

1210-11 The point here is not so much that Iph. will perform secret
rites (the supposed reason for taking the statue and the victims further
along the shore) as that the pollution of the victims poses a danger to all
who come in contact with it.

1211 Thoas addresses one of his attendants.

1212 U ye kndeveig woAw: a priest’s function was not merely to worship
the god but to do so on behalf of the city, and so to benefit the commu-
nity by maintaining its good relations with the divine. See Plato, Politicus
29oc and Parker 2005: 95—7. Hence Thoas might reasonably expect Iph.
to have the city’s welfare at heart, but even so he is impressed. For the
Taurian city, see Introduction, pp. 17-18 and 595n.

1213 Another double meaning which is obvious to the audience, but
so far as Thoas knows Iph. has no obvious personal ¢iAoi, and must there-
fore intend himself.

1214 Iph.’s reply has dropped out of the text; the most plausible sug-
gestion is eV Aéyels.

Tr&oa Baupals wohis: there was some indication of this in the Herdsman’s
respectful dialogue with Iph.

1216 Again, Iph.’s instructions to Thoas make sense in terms of the
supposed situation (after the pollution, it is logical to purify the statue’s
dwelling-place in preparation for its return), but they also benefit her by
keeping the king occupied until she can make her escape. Purification
‘with gold’, i.e. probably sprinkling water from a gold vessel, is attested in
ritual prescriptions of Kos (LSCG 154, 156, esp. 154 B26) and at Selinous
(NGSL 27 B11); see Parker 1983: 228 and n. 118, ThesCRA 11.22—3. The
commonly accepted emendation mupoé, ‘with a torch’, is unnecessary.

1218 Since Thoas will stay to purify the temple, he is not, like his sub-
jects, able to remain in his house when the polluted men are led out; he
must therefore cover himself so that he does not catch sight of them.

1219-20 Iph. allows herself and her companions time to embark and
move off, while implying that the procedure she intends is complicated
and difficult. Thoas asks, ‘What limit is there of this (= waiting) for me?’,
but Iph. avoids answering his question by completing the sentence she
had already begun. The king, having already expressed his concern at the
situation, is naturally drawn to allow her as much time as she thinks neces-
sary, in the interests of the proper performance of the ritual.

1221 The wish or prayer which is not what it appears is a common form
of double meaning (e.g. Klytaimestra’s prayer to Zeus at Ag. 973—4). Here
it is complicated with the irony of Thoas praying for the same result.
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1222-33 The tetrameters spoken by Iph. alone fall neatly into three
groups of four lines each. In the first section, she reacts to the emergence
of Orestes and Pylades from the temple. The second section forms a proc-
lamation to the populace, and the third is a prayer to Artemis.

1222-5 The attendants lead Orestes and Pylades, once more bound,
out of the temple, and Iph. describes the other components of the pro-
cession to the seashore — it was clearly spectacular.

8e&s xéopous: it was very common for divine statues, especially of female
deities, to wear clothes and jewellery, which would be removed if the
statue was washed — as was done in Athens with the statue of Athena Polias
at the annual observance of the Plynteria (Plut. Ale. 34.1). Presumably
Iph. imagines washing and purifying the jewellery and substituting new
clothes.

veoyvous T &pvas: lambs for slaughter. As well as the application of
water and other substances, purification normally included the kill-
ing of an animal (in our sources more often of a piglet than a new
lamb), for the reason that Iph. states: to wash off spilt blood (¢dvos)
with blood. Heraclitus mocks the practice (‘as though cleaning off mud
with mud’, D-K 22 Bj), but there is a certain logic to the idea. The ani-
mal’s blood is poured over the person to be purified, and as it is washed
off it takes the impurity of the original bloodshed with it. The fullest
description is that of the purification of Jason and Medea by Circe in
Ap. Rhod. 4.693-720. This ritual should perhaps not be called sacrifice
(Georgoudi 2017); it should certainly be distinguished from the normal
style of sacrifice to the deity with which the purification of a sanctu-
ary would end. See Parker 198g: 371—3, and for purification in general
ThesCRA 11.1-55.

oélas Te Aaptradewy: fire and fumigation were standard agents of purifi-
cation (Parker 198g: 227). Torches are also particularly appropriate for
Artemis, who is often shown carrying them (L/MC11.1 pp. 654-62).

T& T &AN 6o« ... kabdpoia ‘all the other things I laid down for purify-
ing the strangers and the goddess’. This might include water vessels and
cathartic plants such as squill and buckthorn as well as the implements
necessary for ritual slaughtering.

1226-9 An attendant has been sent to announce that the citizens
should remain at home (1209-12), but Iph. as leader of the purifica-
tory procession makes her own announcement; there is a parallel for an
‘announcer’ preceding a murderer in the fourth-century law on purifi-
cations from Kyrene (LSS 115, Rh—Osb. g7, line 197). She addresses her
command to three categories of people especially: to priests (on TuAwpds
see 1153n.), because they more than other people must avoid pollution,
as her language implies (‘if any temple doorkeeper keeps his/her hands
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holy for the gods’), and to those about to marry (‘comes to join together

a marriage’) or give birth (‘or is heavy with young’), because being about

to pass through dangerous transitions they are especially vulnerable.
éxtrodoov ... #xav: ‘keep out of the way of”.

1230-3 ‘Maiden Lady, daughter of Zeus and Leto, if I cleanse these
men’s murder and we sacrifice where we should, you will live in a pure
home and we shall be fortunate. I do not say the rest, but signal it to the
gods, who know more, and to you, Goddess.” In her final four tetrameters
(her final lines in the play, apart from reported speech), Iph. prays to the
goddess she serves, as previously and more freely at the end of the preced-
ing episode (1082-8). Although she is no longer addressing Thoas, the
attendants, or the citizens, she is still within their hearing, and cannot say
all that she wishes.

1230-1 v vigw @évov Tevde: this condition may give some support to
the idea that the ritual is not entirely a pretence, but has real purificatory
force: see 1291n.

1231 kai fUowpev ... 86pov: The final hidden meaning in the scene.
If the purification were performed as Iph. pretends, and if sacrifice took
place where the Taurians think appropriate, the goddess would indeed
inhabit (the Taurian version of) a pure home, but Iph.’s real meaning
draws on the distinction between the barbarian temple with its bloody
sacrifices and a sanctuary conforming to Greek notions of purity (cf.
1085-7).

Is there then any deeper significance to the purification ritual than a
clever trick? It certainly makes sense that the image of Artemis is some-
how purified by its removal to Attica and the cessation of human sacrifice,
and a purification of Orestes is also hinted at, since it is only now that
the final group of Erinyes will leave him (Wolff 1992: 317). But there is
no indication that a regular purification rite is actually performed (see
1336n.), and Meinel (2015: 159—71) suggests that the non-existent
purification may be aimed at equally non-existent pollution: there is to
be no release from the moral guilt of matricide, to which pollution is
irrelevant. Although Euripides is (in this play and elsewhere) certainly
ambivalent about the existence and operation of pollution, this seems
an unduly pessimistic interpretation. It may be simply that the idea of
purification is in keeping with the move from sinister Taurike to proper,
civilised Greece.

1232-3 It was normal to speak one’s prayer out loud, and silent prayer
is substituted only when particularly fearsome deities are being addressed
or when, as here, it is important to conceal the prayer from others present.
Other tragic examples are Klytaimestra in Soph. El 657-8 and Orestes in
E. El. 808-9.



264 COMMENTARY: 1234-1283 THIRD STASIMON

1234-83 THIRD STASIMON

At the end of the preceding scene, Iph., Orestes, Pylades, and the whole
procession leave the stage in the direction of the shore, while Thoas
enters the temple in order to perform the purification there. The chorus
are left alone on stage.

str. The chorus acclaim Apollo, mentioning his birth on Delos and imme-
diate transportation to Delphi in his mother’s arms, where, still an infant,
he killed a huge snake, took possession of the oracle, and began issuing
his infallible prophecies.

ant. Earth was angry because her daughter Themis had been dispos-
sessed of the oracle. She therefore produced prophetic dreams in order
to compete with it, whereupon the child Apollo complained to Zeus.
Zeus, delighted by his son, made dreams unreliable, and Apollo’s oracle
remains supreme.

The play’s final choral ode is a narrative hymn to Apollo, the praise
of the god possibly linking to the festival dances evoked at the end of
the preceding stasimon (1144-51). No attempt is made within its text
to link it to the play’s action, and in this it goes further even than the
‘Mountain Mother’ ode of Helen (1501-68), which supplies a link at
its conclusion, even though the claim that Helen’s sufferings were due
to her neglect of the Mother’s worship is not backed up elsewhere in
the play. Dramatically, however, it makes sense for the chorus to sing
a hymn at this crucial point, though one might perhaps expect them
to follow Iph.’s lead and address an appeal to Artemis rather than to
hymn Apollo. Instead the ode acts as a vindication of the prophetic god,
whose competence and/or benevolence have been repeatedly called
into question by Orestes, but who now appears to have been right all
along. Further, the story contrasts the reliability of Apollo’s oracles with
the uncertainty of dreams, thus providing a reflexion on Iph.’s mislead-
ing dream. At 569, Iph. had rejected the truthfulness of her dream,
and in the following lines Orestes was equally dismissive of oi cogoi ye
Baduoves kexkAnuévol, clearly having Apollo’s oracle in mind. The story
appears to disjoin the two, attributing true prophecy to Apollo and the
opposite to earthborn dreams. Yet the plot has shown that it is not so
simple. While the oracle given to Orestes may have seemed delusory,
but in fact had a purpose and direction beyond what any human could
have divined, neither was Iph.’s dream completely false, though it was
difficult to understand.
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The story of Apollo acquiring the oracle at Delphi had many versions,
in several of which the oracle was in existence before Apollo took it over.
The opening lines of Aesch. Fum., spoken by the Pythia, relate that the
first owner of the oracle was Earth, who gave it to her daughter Themis,
who passed it willingly to the Titan Phoibe, who finally gave it as a birth-
day gift to Apollo. The emphasis on the voluntary nature of these trans-
actions, combined with the existence of versions such as the present,
strongly suggests that Aeschylus is rebutting an already existing story of
Apollo’s violent usurpation of the oracle. Both versions have more to do
with mythological structures in which the Olympians succeed to the older
gods, and the current world-order to something more chaotic, than to any
real-world historical development of the oracle (Sourvinou-Inwood 1991:
217-49). Gaia and Themis were, however, both worshipped at Delphi, as
Aeschylus’ Pythia implies (Stafford 1997). Euripides’ choice of the more
conflict-ridden story suggests not only the vindication of Apollo, as a god
who is truthful and can easily achieve whatever he wants, but also the vic-
tory of the male-dominated Olympian gods over older female divinities,
a theme which resonates both with gender polarities and with the con-
trast between ‘barbarism’ and civilisation which the play more generally
explores.

The killing of the large snake (Python, Delphyne(s)) is central to
Delphian myth, and the rotting of its body was said to be the origin
of the name Pytho for Delphi (mi8w, ‘cause to rot’, Hom. Hymn Apollo
g70-1). Euripides’ version is different from the earliest telling, in the
Homeric Hymn to Apollo (300-74), where an apparently mature Apollo
kills a female serpent (8p&xaiva). The Delphic paian of Alcaeus, at least
in Himerius’ paraphrase, did not mention a snake at all (fr. go7c L-P).
In the next literary attestation, Simonides 68 (PMG 573), it is a male
Spaxwv which Apollo kills. Meanwhile a visual depiction of the first
half of the fifth century (LIMC Apollon gg3) already shows Euripides’
version of the baby Apollo in his mother’s arms shooting the serpent,
an innovation which may be due to Simonides, although this is not
clear from the testimony. Also relevant to Euripides is Pindar fr. 55
Maehler, in which Earth seeks vengeance on Apollo for the snake’s
death. Further discussion with sources in Ogden 2013: 40-8; see also
Fontenrose 1959.

Metre

The song displays a mixture of metrical styles, with aeolo-choriambic
elements predominating, thus providing a link with the almost pure
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aeolo-choriambic of the preceding stasimon. The aeolo-choriambic cola
incorporate a few iambic metra. There is also a significant amount of dac-
tylo-epitrite and possibly some enoplian cola. There is perhaps even more
ambiguity than usual in the analysis of some parts of the ode, not helped
by textual uncertainty. What is clear is that this is a virtuoso and complex
piece, which may have been designed to evoke the hymns of straightfor-
wardly religious contexts.

1294 ——v— —0u- iacr
1259 c—u— —u-— ia cr
1235 —Cu—uu— —su—uu— D D (2 hemiepes)
1260 —tv—uu<——>ou—vou— DD
1236 c—v—uvu-— hept
1261 ——e—0vu— hept
1297-8 —Coe—vo —vu—— 4 da
1262-9 —Co—-0vo —wu—— 4 da
1239 —vvmvumu L —— 4 da
1264 —Cu—uvu—uu—— 4 da
1240 cu—vu—vu— enopl?
1265 Comuvu—uu— enopl?
1241 v—mu—vu—u-— enneasyll
1266 Cmu—vu—u— enneasyll
1242 —e———0vu— wil

1267 —e——— Vo — wil

1248  ————-— ou— wil
1268 —_———_——un— wil

1244 ———u—vu-— wil

1269 —_———_—u v wil

1245 Cu—uu—u— ——y— tel ia (or diom cr?)

1270 Cumvu—u— ——u— tel ia (or diom cr?)



COMMENTARY: 1234-1235 267

1246 Cumvu—u— ——u— tel ia (or diom cr?)
1271 Cu—vu—u— U—u— tel ia (or diom cr?)
1247-8 —U— v —vu—vu———u— evD-e

1272-3 —u— o —vu—vuv———v— eovD-e

1249 NEVVRVR VRNV 2 ia

1274 Cuu U LU UL U= 2 ia

1250 Cu—uvu—u— u—— tel ba

1275 Cu—uu—u— u—— tel ba

12512 o uv— —u— — —vu—uu-— ee-D

12767 oo— —c— ——vo—0vo— €e-D

1259—4 wouv—uvu— ——u———ou~— dod B 2ia
12789 wov—vuo— ——u———ou— dod B 2ia

1255 —_———_——u—u-— mol ba ia

1280 —_————— =0 mol ba ia

1257 cu—vu—uvu—uu— ——ov— enopl?ia

1281 cu—vu—uvu—uvu— ——o— enopl?ia

1258 —e—u—= ithy

1282 —e—v—- ithy

1234 sUmais: compounds in -wois more usually refer to the parent
(‘having a good (etc.) child’), but Euripides sometimes uses them to refer
to the offspring (‘being a good child’), e.g. Alc. g04—6, k6pos ... povédtans;
Or. 964, Tepoépaooa kaAMTans 8ed; and very close to the present passage
HF 689, tov Aatols eUmouda ydévov; the reference there to Delian women
singing paians may suggest that this phrase echoes a traditional paian for
Apollo (see Bond’s note ad loc.).

1235—6 ‘... whom once she bore in the fruitful valleys of Delos’. The
subject, Leto, is easily supplied from the previous line. For Apollo’s birth
on Delos, here recalling themes of the preceding stasimon, see 1098—gn.
Delos is in fact a notably barren island, but in imaginative geography it
is characterised by the group of trees at Apollo’s actual birthplace (see
1099-1102n.), identified with the ‘gardens of Zeus’ at Jon g22.
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1236 xpuooképav: though other deities are sometimes said to have
golden hair, the feature is most characteristic of Apollo, whose hair is
both golden and uncut, marking him out as ever young. Cf. Suppl. 975,
Tro. 254, lon 887-8 for the golden colour, and for Apollo é&xepoexdung 11
20.89, Hom. Hymn Apollo 134.

1237-9 In hymnic style, the deity’s most familiar characteristics are
mentioned: his (long) golden hair, and his particular associations with
music, especially that of the lyre, and with archery. In the Homeric Hymn
to Apollo the god himself claims these as his special interests, along with
divination: ein pot kifapis Te 9iAn Kod kopTUAa TéEa | yphow & &vbpdolot
Aids vpeptéa Poudny (Hom. Hymn Apollo 131-2). Here, divination is held
back because Apollo’s acquisition of the oracular shrine of Delphi and its
unrivalled supremacy is the main subject of the ode.

1238 8ot dote is sometimes used as equivalent to 8s in tragic lyric:
examples in Diggle 1994: g25. Here it is Burges’ emendation for the
manuscript reading & e (fem. sg.), which would refer to Leto’s other
child Artemis. A reference to Artemis is not out of place in a hymn to
Apollo, but there seems no point in characterising Artemis as ‘delighting
in the bow’ in distinction to Apollo’s ‘skilled at the lyre’, when Apollo is
associated with both.

1239-44 ‘She carried her child away from the seagirt ridge, leaving the
famed place of her labour, to the mother of abundant waters, the peak of
Parnassos, which joins in bacchic revel with Dionysos.” Like the Homeric
Hymn to Apollo, the narrative moves from Apollo’s birth on Delos to his
arrival at Delphi and the establishment of his oracle and cult honours
there. Unlike the Hymn, however, Euripides represents Apollo as still an
infant at this point.

iviv: a poetic word for offspring, used by all three tragedians but only
in lyric.

8e1p&dog: properly a mountain ridge, deip&s here stands for the rocky
island of Delos, dominated by Mt Kynthos.

Aoxsia: neut. pl., ‘things connected with childbirth’, here the place
where the birth happened.

1241-2 For the simple accusative, without preposition, following a
verb of motion (a poetic usage) see Smyth §1588.

1242 paTép &oTdkTwy US&Twv: Mt Parnassos is personified as the ori-
gin of torrents of water (&otokTos, ‘not [merely] dripping’, cf. &otakTti, ‘in
floods [of tears]’, Soph. OC 1251, 1646).

L’s reading is problematic both metrically and in sense. In particular
the genitives, which are left loosely dependent on kopugdv, are awkward,
and it seems likely that the mention of ‘mother’ suggested Leto herself to
some reader and thus in part gave rise to the corruption.
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1243 oupPakysioucav Alovuowi: personification continues as the
mountain is said to join in the Dionysiac ritual with the god himself.
Euripides reused the idea at Bacch. 726, wav 8¢ ouveBaryeu’ 8pos. Even if
much of our evidence for Dionysos at Delphi comes from Plutarch in a
much later period, it is still clear from fifth-century sources that Dionysos
was at home there: Aesch. Fum. 24-6, Soph. Ant. 1126—-g0, E. lon 550,
714-18. See Clay 1996.

1244 Tapvéoiov: two-termination adjective qualifying kopugduv.

1245-8 ‘Where a huge wine-coloured snake with spotted back, bronze-
plated in the shadowy, leafy laurel, a vast monster of the earth, frequented
the earthy oracle.” For the tradition of Apollo killing the snake at Delphi
and taking possession of the oracle, see 1234-8gn. Euripides’ account
emphasises the connexion of the snake with the earth (1247n.) and its
possession or guardianship of the pre-existing oracle.

Tro1KIAOVwTOS 0ivwTrds ... kaTaxaAkos: the adjectives all relate to the
snake’s appearance. Its back (v&dtov) has patches of different colour
or appearance, but although oivwmds is traditional (cf. Homeric oivora
mévTov, from the alternative form oivoy), it is more difficult to grasp its
semantic range, as with most descriptions of colour and associated phe-
nomena; in different texts it seems to refer to a dark or a reddish colour,
and Irwin 1974: 202 is probably right in suggesting a meaning ‘dark and
gleaming’ or ‘dark with highlights’. The second part of the compound
(from 8y, gen. 6mds) is sometimes used with its literal force of ‘face, eye’,
which may be the case here; the serpent’s dark, glinting eyes would fit the
context well, and perhaps suggest an etymologising play on 8p&xwv and
Sépropal.

kaTayadkos ‘covered all over with bronze’ is normally used to describe
armies and the like (cf. Heracl. 3776, Phoen. 110). If it is the correct read-
ing here, it is a bold and striking metaphor likening the snake/dragon’s
scales to bronze armour and shields, shiny and overlapping. A commonly
accepted emendation is Burges’ x&tey’ &oos, with change of edgUAAw1 to
eUpultov: ‘[the] snake occupied the leafy grove with its shade-giving lau-
rel’. This further necessitates the addition of ¢ after &poeme.

1246 oxiepdi ... eUpUAAw1 S&pvar: the datives have locative force; the
sinisterly gleaming dragon lurks in the dark foliage of the laurel grove.

12447 y&s mweAwplov Tépas: snakes of all sorts are thought of as ‘chthonic’
creatures, and in mythology the earth typically produces giants and mon-
sters. A huge snake therefore must originate from the earth, the more so
in this case because, as the audience may know and as is made clear in the
antistrophe, the oracle has heretofore belonged to Earth (Gaia) and her
immediate family (see 1294-83n.). In this version, the snake/dragon is the
guardian which Apollo must kill in order to take possession of the oracle.
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1248 &ueemrs pavteiov xBovés: the metre of 1247 is evidently
dactylo-epitrite, but the line as given in L. does not correspond metrically
to 1272-9 in the antistrophe. There, the textual and metrical problems
can be relatively easily cleared up by (a) inverting L’s 8e&s ufjyv to ufjvwv
8e&s, and (b) relocating L’s vuxious [T'] vomds to 1277, where éveipous can
be assumed to be a gloss. If those changes are accepted, along with &ugete
here rather than &ugémel, the only remaining problem is x86viov, where « —
(or v —) is required; the suggestion y8ovés is a simple change. However,
it is impossible to feel completely confident about either this line or the
corresponding one in the antistrophe.

1249-50 For the version in which it is the infant Apollo who kills the
snake, see 1294—8gn. Divine children often manifest their powers at a
very young age, as does Apollo in the Homeric Hymn (127-32), seeming
to grow up immediately and claiming the activities he will preside over;
Hermes, in his hymn, shows his power and divinity while remaining like a
baby in other respects.

{11 Bpégos, éT1 ...: the repetition of ¢é11 may be hymnic; cf. Ap. Rhod.
2.707, evoking a hymn to Apollo in which the oracle possession story is
narrated and which probably alludes to this passage. But cf. also 253.

1251 8pwiokwv: literally, leaping; ‘frolicking’ (Cropp, Kovacs).

1253-8 ‘And you are seated on a golden tripod, on your throne free
from all deception, dealing out to mortals oracles of divine decrees, from
down in the inmost shrine, a neighbour to the streams of Kastalia, and
possessing as your dwelling the centre of the earth.” The mythological
narrative moves suddenly to the present: the child Apollo killed the snake
and has sat on the tripod ever since.

1253—4 Tpitrodi T év Xpuciwi: Apollo sits on the tripod also at Or. 956
(cf. 164, 329, and Aesch. Eum. 18), as his priestess the Pythia did, or was
believed to do, in actuality (Jon 91—3, Aesch. Fum. 29, LIMC Aigeus 1);
there is thus a homology between them, and it is his words that she deliv-
ers. The tripod is golden as befits a deity, but especially Apollo: Callim.
Hymn 2.92—4 explains that every item of Apollo’s dress and accoutre-
ments is of gold, moAUyxpucos y&p AméAAwy. The u of xpucéwr is here short,
as sometimes elsewhere in lyric.

év &yeudel Bpover: the tripod, or perhaps the whole adyton as Apollo’s
‘seat’ (cf. £8pa, g68n.), is called a Bpdvos also in Aesch. Eum. 18, 29. dyeudtis
(‘undeceiving’) is a word very commonly applied to divine or divinely
inspired prophecy. Here it has a special point, since the song vindicates
Apollo’s truthfulness against Orestes’ earlier doubts.

1255 pavTeias ... eopdTwy: BéopaTa are literally ‘things spoken by a
god’, hence divine ordinances, things that must and will happen. Stories
of oracles sometimes partly elide the difference between prediction
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and causation (does the oracular god also decide upon, or bring about,
the events that he predicts?), but here it seems clear that — rather more
helpfully (cf. 1281-2) — Apollo’s job is to reveal to mortals what has
been independently decreed, presumably by Zeus. This picture suits the
co-operative relationship between father and son which is depicted in the
antistrophe.

1256 &8UTtwv Utro: an &Butov or inner sanctum is literally that into
which one does not go down (from & and &Uw). The adyton at Delphi
could be entered only on the few days of the year appointed for consult-
ation, and only by the Pythia (inquirers were probably positioned just out-
side). It was therefore the place from which prophecies were said to issue.
The primary meaning of Umé with genitive is ‘from beneath’; unlike some
sanctuaries, where adyton designates simply the inmost, holiest part of the
temple, in Delphi it was literally lower than the other parts.

KaoTtahias peéBpwv: the spring of Kastalia is situated a little way outside
the sanctuary of Apollo, and its water was used for purification (lon 957,
146—9). In the Homeric Hymn (g00-1), it is beside a spring, presumably
Kastalia, that Apollo Kkills the Spdxova.

1257-8 pécov yé&s ... péAabpov: the Delphic éupaids or navel, a sacred
stone in the adyton, was supposed to mark the centre of the earth.

1259 For the role of Themis in the traditions about the early Delphic
oracle, see 1294-83n.

Faiav: adjective indicating parentage (here the mother; cf. 403-6n.),
‘child of Earth’.

1260 &mevdooaTo: the subject is Apollo. The verb &movaiw (from vaiw,
‘[make to] dwell’) means to drive away an inhabitant. As such, it is transi-
tive, and one might expect an active form, which some editors produce by
emendation and supplement. The metre shows that three syllables (——.)
have fallen out, perhaps supplying the subject (Aatéios?). Alternatively,
Hermann’s TTuB&vos (genitive depending on (aféwv yxpnotnpiwv) would
give a more explicit link with the strophe.

1261—-3 Dreams are sometimes said to come from Zeus (e.g. II. 1.63,
2.1-34), but an origin from Earth is suggested for instance in Hec. 70-1,
and by the idea that sleeping directly on the earth is conducive to truth-
ful dreams (1266-7n.). The suggestion here, probably Euripides’ own
invention, is that only at this point did Earth produce prophetic dreams
(nothing is implied about ordinary, non-veridical dreams).

X8wv: synonymous with Gaia (1267).

éTekvwoaTto: rather than create the dreams, in accordance with her
usual practice, Earth gives birth to them, no doubt parthenogenically.

1264 TéAeo1v pepdTTwv: an adaptation of the Homeric mwéders uepdmav
&vBpdmwv, ‘cities of mortal men’ (e.g. /l. 18.942). uépoy is a poetic word
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of uncertain meaning applied to humans (see Silk 198g: g25); ‘cities’
may indicate simply people in their communities, but in historical times
the oracle gave responses to cities as well as — perhaps more than — to
individuals. Some editors print oAéow (the original reading of L before
alteration by Triclinius), but the resulting meaning ‘to many among mor-
tals’ is less apt (why not to all mortals?) and there is no good evidence for
the use of the athematic plural forms of moAUs/moAASs in tragedy.

1264-5 T& Te WpdTA T& T Ear®, & T #uedde TuxEv: prophecy deals not
only with the future but can reveal what is hidden in the past and present
as well. Thus Kalchas in /. 1.70 knows 1& T° ¢6vTta & T° é006peva pd T £6vTa,
and this is probably the meaning here: ‘the first things, those which fol-
lowed, and those which will come about’. L’s reading éoa 1" £ueA)e, which is
unmetrical, is sometimes emended to éc” ZueAle rather than & 1" #ueAe. This
would qualify & T ¢mai” (‘and the things which follow, all those which will
happen’), resulting in a twofold rather than threefold division of time,
which (1& T 8vra kad péAdovta) is found in contexts concerning prophecy
at fon 7, Hel. 14, 923.

1266—7 Umrvou kot Svogepis xapeuvas ‘throughout the dark earth-
beds of sleep’. xapevvas is an emendation for y&s etvés (which probably
results from a gloss), meaning a sleeping-place made directly on the
earth. In those early times people followed a simpler lifestyle, but more
importantly lying directly on the earth allowed a closer contact with
the origin of dreams; thus in Pausanias’ time those who consulted the
dream oracle of Amphiaraos at Oropos probably slept on the ground,
wrapped in the skin of the animal they had sacrificed (Paus. 1.34.5);
the prophetic Selloi of Dodona were also said to sleep on the earth
(Il. 16.294-5).

1267—9 ‘Gaia took away from Phoibos the esteem of the oracles, in
resentment for her daughter.’

Tu&v: not Apollo’s oracular office, since Earth does nothing to prevent
Apollo directly from delivering his oracular responses in Themis’ former
domain; rather, she devalues the uniqueness of the oracle by producing
cheaper competition. There is no longer any need to go to Delphi, since
knowledge of what is hidden is available free from any part of the earth.

@Bévw1 BuyaTpés: normally a genitive depending on ¢86vos refers either
to envy felt by someone or envy felt towards someone. The meaning here
‘on behalf of her daughter’ seems to be unique, but is easily understood
from the context. Lines 1259—60 have already provided a reminder that
Themis, the former owner of the oracle, is the daughter of Earth.

1270-3 ‘Swiftfoot rushing to Olympos, the lord wound his infant
hand from (round) Zeus’s throne, to take away the goddess’ earthy wrath
from the Pythian halls.” The rhythm, opening with short syllables and
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contrasting with the preceding lines, may suggest the speed of Apollo’s
movement and the new direction in the narrative.

&vaf xépa randvév: the combination continues to play with the paradox
of the divine child, as does the strophe (1249-50n.).

1271 £Mgev éx A1ds Bpdvwv: the gesture is one of supplication, with the
throne substituted for a part of Zeus’s body. ¢« seems to add to the idea
of the child Apollo winding his hand around the throne legs a picture of
him clinging to (hanging from) the throne.

1273 &geAdiv: infinitive because the preceding words carry the sugges-
tion of a request: ‘he asked Zeus to ...’

xBoviav ... ufjviv: more prosaically, ‘the anger of [the] Earth [goddess]’,
with y8oviav as transferred epithet. For the text, see 1248n.

1274 yéhaos: the subject is Zeus. Zeus laughs as a father delighted
by his child’s precocity. The atmosphere evoked is similar to that in the
Homeric Hymn to Hermes, which ends with Zeus and Apollo laughing at
the baby god’s tricks. Sourvinou-Inwood (19g1: 291) observes that here
the father—son relationship is implicitly compared with the mother—
daughter pair of Gaia and Themis, and found superior.

1275 ToAUxpuod ... AatpeupaTa: suitably for a child, Apollo is eager not
so much to receive the intangible honour that possession of the oracle
conveys, still less to help his worshippers, as to receive the rich, shiny offer-
ings that visitors to the oracle will bring once it recovers its monopoly on
prophecy. Aatpevpata are properly ‘services’, hence ‘worship’; and hence
by an easily understood extension, the fees and gifts given in worship.

1276 #1ri 8¢ oricas képav: this gesture of assent recalls the famous scene
in the liad where Zeus nods in response to Thetis’ request (1.524-30).
A simple nod suffices for Zeus to put an end to the ‘utterances of night’.
vuyious évotrds is restored to the text here from its transmitted position at
1272, where it fits poorly with TTuicov 8éuwv and creates severe problems
for the metrical responsion.

1278—9 ‘... and stole away from mortals the nocturnal truthfulness’.
Zeus did not, presumably, even in this account, put an end to all pro-
phetic night visions, but mixed them up with ordinary, untrue dreams
and also made them hard to interpret, as demonstrated by Iph.’s misun-
derstanding of her prophetic dream.

U6 ... &eTAev: *tmesis. The Umo- prefix implies an element of secrecy or
underhandedness.

&AaBooUvav: the transmitted AoBoouvav ‘forgetfulness’ makes little sense
in context.

1280-2 ‘And he restored his honours to Loxias, and, at his seat
thronged with strangers, confidence to mortals in the songs of divine pro-
nouncements.” The song thus ends with Zeus upholding his son’s place
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at Delphi and an assertion of the oracle’s reliability. With this version of
the text, I’s & in line 1281 must be altered to T, so that Tip&s ... Ao€iau is
balanced by 8&pon BpoTois, both being objects of 8fjke. Nauck’s proposal to
read TroAudvopt 8 &v EevdevTt Bpdvwt Bdooel PpoTols BeopdTwy &o1dds (‘and the
singer of prophecies sits on his throne ...") has found some favour, but
involves an awkward unexpressed change of subject from Zeus to Apollo.

1280 Tipé&s: by contrast with 1268, Tipai here must indicate cult hon-
ours. Apollo’s worship had fallen out of use because of the successful com-
petition of the dreams sent by Earth, and now it resumes.

Aogicr: cf. 1084—5n. In narrating Apollo’s re-establishment at Delphi,
Euripides gives him the name most closely associated with his function
there as prophetic god.

1281-2 moAudvopt & év EevoevTi Bpovwr: for Bpodvos, see 1253—4n.
Alongside Olympia, Delphi was pre-eminent among panhellenic sanctuar-
ies, and the description of it as full of strangers must be accurate. The ora-
cle’s numerous clients are evidence of the esteem in which Apollo is held.

1284-1499 EXODOS

After the third stasimon, the play’s final section falls into two main parts,
the first comprising the arrival of the Messenger, his exchange first with
the chorus and then with Thoas, and his narrative of the attempted
escape; the second consists of the appearance of Athena ex machina, giving
commands to the main characters, the brief capitulation of Thoas, and
the choral anapaestic conclusion. The tension is gradually increased, as
through the Messenger’s narrative we see in some detail the preparations
for escape and then learn that this seems certain to be thwarted, before
Athena’s intervention prevents disaster and in quieter mood reveals what
must happen in the future.

1284-1326 Entry of second Messenger and preliminaries to his narrative.
The lead-in to the Messenger’s speech is longer and more exciting than
usual, as it exposes the gap in trust between the Messenger, who like the
Herdsman in the first episode is strongly if not individually characterised
as a loyal Taurian, and the chorus, who are allies of Iph. He ignores the
chorus on entry, calling instead to the male Taurian helpers and servants
in the temple; equally, instead of giving his narrative as usual to the first
group he finds on stage, he waits for the arrival of Thoas, underlining the
mistrust between Taurian men and Greek women. Meanwhile the chorus
have intensified this mistrust by their attempt to influence the action in
the manner of Choephori (7770-9), by giving a false message; their story
is not good enough, and the attempt fails. They are thus represented
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as deceitful, so conforming to stereotypes of women (ép&r &mioTov dos
yuvaikeiov yévos, 1298), but their attempt at deception is practised in a
good cause. Their Greekness, identified with civilisation and humanity,
trumps gender distinction here. It is clear that the Messenger and Thoas,
when he enters, do not deserve audience sympathy.

1284 The Messenger, one of the attendants deputed to accompany the
purification group (1208), enters in haste, calling to the Taurian temple
personnel (vaoguiakes, cf. 1027n.) inside the building.

1285—7 ‘Open the welljoined doors and call the ruler of the land out
of these halls.” The Messenger first asks the king’s whereabouts, then cor-
rectly supposes that he is still in the temple, which he entered via the
skéné door at the end of the previous episode.

1288 pn keAeuobeicav: concessive (‘even without being told to’) and dif-
fident, because on his entry the Messenger has ignored the chorus.

1289-92 The fourline reply summarises the escape attempt which will
be the subject of the narrative to Thoas, making it clear that the fugitives’
plot has been discovered, but not yet their extreme danger caused by the
adverse winds.

1289 Sitrruyou: cf. 242 and n.

1290 Almost a three-word trimeter, which together with the somewhat
grandiose adjective Ayauepvoveias (170n.) and, as often to accommodate
proper names, anapaestic opening (the first foot scans v « — < —) gives the
line a special emphasis. Iph.’s treachery is at the heart of the Messenger’s
news.

1291 @sUyovTss: present tense, because they are still in flight; the
Messenger makes it clear at the end of his speech (1411-19) that there is
a good chance of preventing the escape.

1292 ‘EAA&Sos: adjectival with vews (cf. 1945). The Taurians were pre-
viously unaware of Orestes’ ship, the first sight of which will be vividly
described at 1345-53.

kOAtroiowv: the ship’s hold is like the hollow of a lap or a fold in a
garment.

1293 &mioTtov expresses wonder and/or disbelief (cf. 328 and g28-
on.). The chorus are dissembling.

1293—4 ‘The one you want to see, the ruler of the land, has gone, hav-
ing rushed out of the temple.” &vaxta is attracted into the case of the
relative év. The chorus, loyal to Iph., go further than their promise to her
(1075—7); not only are they silent about the escape plan, but they attempt
to send the Messenger off on a false trail, thus playing for time by prevent-
ing Thoas from finding out what has happened.

1296—7 ‘We don’t know — but go after him and wherever you find
him announce these words.” 8iwkw here contains the idea of pursuit to a



276 COMMENTARY: 1296-1309

place: ‘pursue him [to] whichever [place] where, coming upon him, you
will announce ...’

&rrayyeleis is future indicative used as imperative (jussive future, Smyth
§1917). The chorus’ failure to specify a direction in which the king
departed rouses the Messenger’s suspicions.

1298 The untrustworthiness of women is a favourite topos in tragedy
and elsewhere (e.g. Od. 11.427-8, 456, E. Med. 421-2), so this is familiar
ground. From another point of view, though, the audience may recall
Iph.’s more positive picture of women’s solidarity (1061-2), a feature of
many Euripidean tragedies, however it is evaluated. In this case the dir-
ection is clearly to support Iph. and the chorus against the Taurians (see
above, 1153-1293n.).

&mioTov is used in a different sense from the chorus’ comment five
lines previously (1293), and perhaps counters it (‘you are the ones really
unworthy of belief/trust’).

1300 ‘You're crazy. What do we have to do with the strangers’ flight?’
péTo is equivalent to péteott (LS] F): ‘what share is there for us of/in ...’

1301 Rather belatedly, the Chorus-leader suggests a plausible direction
in which the king might have gone: xpatoluvTtwy Tpds TUAas, ‘to the doors
of those in power’ = to the palace.

oUk €1, another jussive future (cf. 1297 and n.), in the commoner nega-
tive form (‘won’tyou go ...’; Smyth §1918).

1302-3 ‘Not before an interpreter has said this — whether the ruler
of the land is inside or not.” éppnuets is unexpected, but the Messenger
may be drawing an implicit contrast with the unreliability of the women’s
report: ‘not until I get a clear answer’ from one of the temple officials.

1304 The Messenger bangs on the skéné doors and shouts to those
inside (cf. 1308). Such behaviour is more frequent in comedy than tra-
gedy, butis not necessarily comic in itself: see Brown in Gédde and Heinze
2000: 1-16.

xoA&te kAfjibpa ‘loosen the bolts’. The door is secured from the inside.

1306 ‘... announcing a new cargo of troubles’. The nautical metaphor
is particularly suitable for the narrative about to be introduced.

1307-8 Rather than eliciting a reply from the attendants, the
Messenger’s cries and thumps cause Thoas himself to come out from the
temple, indignant at the disturbance.

1309 The text of the line opening is uncertain, but it must either state
or imply that the chorus were lying in their report of Thoas’ whereabouts.
The manuscript has, unmetrically, yeudis éAeyov oide. England suggests
that ¢paoxov with a hint of false allegation could have given rise to yeudds
€\eyov as a gloss, which then displaced the original.

M &mhiauvov ‘they tried to drive me away from ...’
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1310 &pa: §51N.

1312 aUbis ‘later on’ (cf. 377, 1452). The Messenger draws a contrast
between the non-urgent matter of the chorus’ complicity (t& T&@v8e, ‘mat-
ters to do with these women’) and the immediate need to prevent the
escape of the Greeks and the theft of the statue.

¢év Trooi: a common phrase for a matter of immediate importance.

1312-16 Previously, to the women of the chorus, the Messenger had
centred his report on the two young men, though recognising Iph.’s cru-
cial role. Now, for Thoas’ benefit, he makes Iph.’s disappearance central
and her deceit the crowning explanation (8éhia & Ay kabdppoTa).

1316 Since xaBdpuara means both ‘purifications’ and the ‘impurities’
removed in the action, and hence ‘worthless people’, there is a possible
double meaning here. The purification was a trick, but the scumbags who
pretended to perform it were also deceitful.

1317 ‘What made her do that?’ (lit. ‘having what breeze of circum-
stance/misfortune?’). mvedpa suggests a change in events.

1318 owilous *conative, ‘trying to save’.

1319 To avoid tedious explanations, Thoas must recognise the name
and the relationship. He could have heard it from Iph. herself, for whom
he appears to have a great deal of respect.

Tuvdapis ... képn: cf. 5, 806.

TixTer: for the tense, cf. 2gn.

1320 ‘The one whom she had consecrated to the goddess at these
altars.’

kabwoiwoato (cf. Ar. Wealth 661, a paratragic line), uniquely in the mid-
dle form, must here indicate the intention to sacrifice rather than the per-
formance of the preliminary ritual. (With the manuscript reading 84, the
meaning is ‘whom the goddess had consecrated’, but even with the middle
this seems much less natural; there is no parallel for consecration bya deity.)

1321 ‘O marvel! How may I rightly (tiuxw, succeed in) call her some-
thing greater?’ (“‘What greater thing can I rightly call her?’) The king picks
up the Messenger’s statement that he ‘will be amazed’ (8aupdom, 1918).
He searches in vain for a more forceful expression. oge is an emendation
for oe (Diggle 1981: g1), referring to Iph., who has been mentioned by
implication in the previous line (reading 8eau, so that the priestess is the
subject of kaBwoiwoaro). This is preferable to either a direct address to
Iph. or making oe refer in effect to a set of facts, the Messenger’s revela-
tion of the true state of affairs.

1322—4 The Messenger shows a practical side, as his sense of urgency
reasserts itself. His address to the king is almost peremptory.

1323—4 ‘When you have clearly reflected and heard (*hysteron proteron),
devise a pursuit which will hunt down the strangers.’
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1325-6 ‘Foritis no short (‘near-sailing’) crossing that they are fleeing,
so as to escape my ship/spear.” Thoas is confident (rightly, it seems, apart
from Athena’s intervention) that the Greeks will not be able to escape,
and hence there is time to hear the Messenger’s narration and plan more
accurately in response to it. This intensifies the suspense. On another
level, there may be an element of metatheatre here, as Euripides draws
attention to the conventional long narrative given by messengers.

86pu: while the commonest meaning is ‘spear’, the word in that context
properly refers to the shaft of the spear, since its basic meaning is a piece
of wood. In other contexts, it refers to a ship’s mast, and hence *meto-
nymically to the ship itself (LS] I.2), which may be what is intended here.

1327-1419 Speech of the second Messenger. Already we have seen that
like the Herdsman, the second Messenger, one of the king’s servants, is
characterised as a loyal Taurian bent on the capture and death of for-
eigners. His narrative is detailed and vivid, involving not merely obser-
vation but action performed by himself and by his companions; again
like the Herdsman, he describes a hostile encounter between his own
party and that of Orestes, in which the Greeks show superior strength
and courage, a flattering message for the audience despite the narrator’s
opposing sympathies. His implicit aim is partly to justify himself and his
fellows for allowing the escape to happen, and partly to urge Thoas to
action (explicit at the speech’s conclusion (1411-19)). However, his overt
pro-Taurian stance gradually gives way to a more neutral narrative which
allows secondary focalisation (see 260-399n.) provided by the direct
speech from the Greek side (1361-3, 1386—9, 1398-1402); this contin-
ues until he reaches the point of his own mission to the king (1409). For
the audience, fear and suspense continue as they are led to contemplate
the various points in the narrative when the escape might have been made
good. They are therefore aligned with the chorus (who respond directly
after the speech, at 1420-1) against the barbarian king.

Unusually among messenger speeches, but like the closely parallel
speech in Helen (1526-1618), the dominant mode is that of ‘narrat-
ing focalisation’ (De Jong 1991: 49-56), that is, the Messenger infuses
hindsight into his account rather than letting the narration reflect his
knowledge and feelings at the time (‘experiencing focalisation’, seen at
1945ft.). This reflects his indignant realisation that the Taurians have
been deceived, and expands on his shorter summaries of events at 1289—
92 and 1313-16.

1328 Already the Messenger allows what he learns only during the
course of the narrative to colour his description. Although he did not
know it at the time, the presence of the ship was the real reason for
approaching that part of the coast (cf. 1196).



COMMENTARY: 1329-1340 279

kpuUg@tos: unusually two-termination, agreeing with vads.

1329-33 Mu&s pév ... auth §: the language emphasises the separation
between Iph. and her Taurian escorts.

1329 oUs oU ... cuptrépmes: the Messenger not so subtly indicates
Thoas’ own responsibility for the plan, and the fact that he himself was
obeying orders.

1330 #§éveuc’ with the procession from the temple to the place of puri-
fication, the ‘ritual’ was already under way, and so the priestess observes
silence, nodding towards the guards to indicate that they should stand at
a distance (mpdow).

1331-2 ‘because (on the grounds that) she was performing a secret
sacrifice (sacrificing a secret flame) and the purification she was in quest
of’. &méppnrov qualifies both eAdya and kabapudv.

8Uouca: present participle with *conative force, ‘she intended to
sacrifice ...’

1334 The Messenger again seems to be speaking with hindsight. After all,
if Iph. had indeed been about to perform a secret rite, there was nothing
odd in her separation from the escorts; and see below, 1340—1n. But he may
also wish to hint that he and his companions had been wise before the event,
but prevented from acting on their suspicions by Thoas’ orders. In the par-
allel passage from Helen (1549-52), the messenger is explicit that suspicion
was felt at the time, but again not acted on because of the king’s orders.

1336 ‘... so that she might seem to us to be doing something fur-
ther ...” Although there is some thematic appropriateness in the idea of
purification (12g30-1n.), the Messenger must be correct in his assumption
that Iph.’s next actions were a blind to give the impression that she was
engaged in ritual actions. Evidently overhearing some of the accompany-
ing words and sounds did not infringe the ritual’s secrecy (note eicop&v
at 1342).

1337 &vwléAue: the dAoAuyn was a high-pitched, trilling cry (ululation)
typically made by women at sacrifices and in other religious and auspi-
cious contexts. See Diggle 1994: 477—9, Pulleyn 1997: 178-81.

1337-8 PépPapa péAn: P&pPapos is normally used by Taurian characters
in this play to refer to their own country and culture (see 1170n.), but in
this context, with paystouoca (‘playing the magician’, always pejorative in
tragedy), it seems to incorporate a derogatory description of the unintel-
ligible syllables sometimes used in obscure and secretive ritual.

1338 s ... vilouca &%: &1 with participle very frequently expresses
irony or scepticism (Denniston 1954: 230).

1340-1 éofiMev fu&s wn: ‘fear/suspicion came upon us that ...” The
fact that the Taurians first think that the Greeks might have overpowered
and killed Iph. shows that they do not yet suspect her complicity.
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1342 ‘We sat in silence, through fear of seeing what we should not.’
The infinitive eioop&v depends on the noun ¢éBos, as it would more regu-
larly depend on a verb of fearing.

1343 The unanimity here contrasts with the decision to act in the
events narrated by the Herdsman, where it is merely the majority who
decide (¢80&e ... Tols TAelool, 279).

1345 A periphrastic expression, ‘a vessel of a Greek ship’, ‘EAA&s being
used in its original adjectival sense (cf. 1292). The ship is characteristi-
cally Greek, it seems. For vecos oxégos, cf. 742 and n.

1346 Perhaps ‘[A ship] winged in regard to sweeping capacity with fit-
ted oar[s]’, a very difficult phrase, which has been variously explained,
emended, transposed, or deleted. If the line is to be retained here,
¢wTepwpévor must qualify oxégos; wiTudov is accusative of respect, ‘winged
as to its oars’ (for mitudos = ‘oar’ cf. 1050) or perhaps rather ‘as to its
motion-of-oars’; and xatfiper either should be changed to katfipes to agree
with ox&gos (‘fitted with oars, winged as to motion’) or accepted as appli-
cable to the object fitted, beside the more usual idiom where it qualifies
the larger object to which something in the dative is attached. Hermann
attempted to solve the problems of 1495 by postulating that this line had
somehow been moved from its original place immediately preceding
the later line. A papyrus fragment (P. Oxy. 4565) seems to show the line
already in its transmitted place here, but any transposition could well have
been early. More serious is the inappropriateness of such an elaborate
description in the later position, where it merely holds up the fast-paced
action. It is much more appropriate here, expressing the surprise with
which the Taurians first see the large and unexpected ship (‘experiencing
focalisation’; see above, 1327-1419n.). Diggle (in his edition) considers
deleting the line as an interpolation.

1347-8 ‘... and fifty sailors holding their oars on the tholepins’. The
ship is a penteconter (see 9g81-2, 1124 with nn.). A tholepin supports an
oar and acts as a fulcrum for its rowing action; the sailors were therefore
ready to depart. See Casson 1971: figs 99, 100.

1348-52 ‘... and [we saw] the young men free from their bonds ...
[words missing; the sailors] from the ship’s stern, standing, hastily passed
the stern-cables through their hands, and [some] held the prow (steady)
with poles, while some were fastening the anchor to its resting-places, and
others let down ladders into the sea for the two strangers’. This is a diffi-
cult passage, best solved by Koechly as above, positing a lacuna equivalent
to one line between é\euBépous and mpupvnBev (1849), transposing 1552
to follow 1340, and reading éoté&Tes for éorddTas. In this way the whole of
1349b—1359 can refer to the sailors without the awkward unexpressed
subject which would otherwise be necessary, and Orestes and Pylades are
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more plausibly about to board but still at this point on shore with Iph.
and the statue, allowing them later to attack the Taurians at close quarters
(1966—71). See also 1359n., where further textual uncertainty casts some
doubt on who is supposed to board via ladder(s) at this point. The alter-
native, retaining éotwtas and the transmitted order of the lines, requires
the change of wpupvnoila to mpUuvns T &wo at 1952 and probably kAipaxas
to kAipaka at 1951: ‘[we saw] the young men free from their bonds stand-
ing at(?) the ship’s stern. Some (ellipse of oi pév) held the prow (steady)
with poles, some fastened the anchor to its resting-places, while others
hastily passed a ladder through their hands and from the stern let it
down into the sea for the foreign woman’ (reading tfi §&évm). Aside from
the difficulty of the missing subject of eiyov, this makes wpUuvngev prob-
lematic (see following note), and puts Orestes and Pylades already on
board. Morrison and Williams (1968: 201-2) thought it plausible that
they would be on board at this stage to supervise departure, but while
it might conceivably be possible for them to leap off later to attack the
Taurians without this being spelled out by the narrator, could they real-
istically be represented as having embarked without first boarding Iph.
and the statue?

1349 TpupvnBev: with the text as here printed, the sailors (or some of
them) are standing on the stern, but more importantly they are passing
the cables from the stern, explaining the -8ev suffix. With L’s text, Orestes
and Pylades are simply standing wpUpvn8ev while the sailors steady the ship
with poles; but there is no evidence that the word can mean ‘at the stern’
or ‘behind the stern’ (in the latter case, they would be on land), as it
would have to.

1350 kovTois ... gixov: since the anchors have already been pulled up
in preparation for departure, poles are stuck into the seabed to keep the
ship steady.

13501 éTwTiSwv &ykupav éavijrTov: two anchors were normally used,
so &ykupaw is singular for plural. When not in use, the anchors were hung
from the ¢mwwTides — ‘outrigger cheeks’, or ear-like beams forming part of
the outrigger (a projecting structure holding the tholepins; see 1347—
8n.). See Casson 1971: 86—7. éEavémrTe, like the commoner ¢¢&mTw, means
to hang or fasten something (acc.) from or to something else (gen.).

1353 Toiv §évow: Orestes and Pylades are mentioned rather than Iph.
because they are seen to be in charge of the escape attempt; it is not
clear whether the Taurians yet understand Iph.’s role (but see following
note). But some editors read T £&évm, emended from L’s thv &évny; this
reading is necessary if we believe that Orestes and Pylades are already on
board ship while Iph. remains on land, however unlikely that may seem
(see 1348-r52n.). However, the reading of P, 11 ¢évow, suggests otherwise;
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both 1w &évow and 1w &vny are, at the date of these manuscripts, possible
homophonic corruptions of Toiv &évow.

1354 &padnoavTtes: ‘without holding back’ captures the ambiguity in
the two senses of &gpe18¢w: the men not sparing their exertions, nor feeling
any restraint in regard to Iph. 86Ma TexvAuaTa may suggest that they now
realise that Iph. is not a victim but an accomplice of the two strangers.

1356—7 ‘... and we took (? tried to take) the steering-oars out of the
fine-sterned ship through the sockets’.

éEmpoUpev may be *conative. ebBuvtnpia is probably here a hole through
which the steering-oar or rudder passes and which holds it in the correct
place.

oiag is properly the tiller (handle of the rudder), here used by *synecdo-
che for the whole rudder. See on these Casson 1971: 224-8 and fig. 128.

gUTrpUpMvou: a standard ornamental epithet for a ship, but appropriate
here as the action takes place around the stern (De Jong 1991: 84-5).

1358 Aoyor & éxwpouv: xwpéw is often used figuratively of words or
beliefs. Here the phrase suggests the words passing swiftly from the
Taurians to the Greeks.

Tivi Adywnt ‘with what reason?’ or ‘what justification?’

TropBusUeTe: 266n.

1359 féava ... Bunrédous: only one xoanon and one priestess are being
removed, but the hyperbolic plural suggests indignation. For §éavov as
a word for the statue (uniquely here in this play, but cf. 111-12n.), see
Donohue 1988, esp. 19—21. Bunmddos = ‘sacrifice-performer’, of anyone
who habitually performs religious functions, cf. JA 746, where it is used
of Kalchas.

1360 Tivos Tis &v <oUd: the address changes from the Greeks in gen-
eral to Orestes in particular, with oU sounding accusatory. The ques-
tion ‘who are you, and who were your parents?’ is a standard one to
strangers (see 473n.), but here it is almost merged with ‘what gives you
the right ...?’

&meptroddis ‘sell’. The Taurians imply that Orestes is abducting Iph.
with a view to selling her as a slave. The accounts of the abduction of
women in Hdt. 1.1-5 show that this scenario could to some extent be
blurred with that of women’s willing participation.

1361-3 Although Orestes’ reply is a literal answer to the Taurian ques-
tion, there is a strong sense of pride in his assertion of his identity, and
his words are reminiscent of Odysseus’ boastful parting revelation of his
name to Polyphemos at Od. 9.502-5, likewise from on board ship. He also
asserts his superior right to Iph.: he is not ‘stealing’ her, but retrieving his
own. Hence the middle voice of xopifopcu (cf. 1474 and n.).

1363 &mwwheo’: first person, ‘whom I had lost’.
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1365 The imperfect may be *conative: ‘we were forcing her/we tried
to force her to follow (us) towards you’.

1366 T& is demonstrative: ‘whence these dreadful blows to (my) jaws’.
The Messenger makes a display of his injuries to Thoas. It is unclear
whether his mask would have shown signs of rough treatment such as
bloodstains or bruises.

1367—78 The description of the fight shows some similarity to the con-
flict between Greeks and Taurians described in the Herdsman'’s speech.
Both incidents pit Greek nobility and athleticism against Taurian savagery
(the barbarians’ favoured technique is stone-throwing). But in this case
the Greeks are not greatly outnumbered (although see 136gn.) and
Orestes is not incapacitated by a fit of madness.

1367-8 ‘They did not have iron in their hands, and neither did we.’
Orestes and Pylades had lost their swords when captured by the herds-
men (331-2), but it is strange that the guards are not carrying arms. y&p
shows that this point is introduced to explain the blows mentioned in the
previous line, and the speaker then describes the fist fight in more detail.

1368—70 ‘But there were blows from fists, being struck (striking?)
against (our bodies), and legs from both young men were being aimed at
(our) ribs and livers.’

éykpoToupevar may have either passive or middle sense, describing the
blows rather than forming a periphrastic imperfect with fioov.

1369 & &ugoiv Toiv veavienv: it was primarily Orestes and Pylades
who fought the Taurians at close quarters, and thus proved their superior
strength and skill against larger numbers. The sailors come to their aid
from the ship at 1377-8.

1370 Tpods Arap: that is, to the belly. The liver is often mentioned as
a potential or actual source of injury, including metaphorical pain (e.g.
Soph. Aj. 938, xwpel wpds Airap ... yevvaia Sun).

fikovTileTo: their kicks were aimed like the hurling of a javelin.

1371 ‘... so that our limbs were completely painful and exhausted’.

1372—4 ‘and marked (‘sealed’) with terrible signs we fled to the cliff,
some with bloody wounds to the head, others to the face/eyes’.

onuévTporoiv: properly seals marked with a device, these are here the
bruises from the blows the Taurians had received. The metaphor is of
stamping an image into wax with a seal.

1375 =0AaPsotipws ‘more prudently’, ‘more cautiously’, though the
unsympathetic audience may hear an excuse for cowardice here; the word
eUA&Reia was capable of acting as a cover for various types of bad behaviour
(see Bond on HF 166). Though they must use whatever is to hand, the
throwing of stones is scarcely heroic, and even so, they are forced back
further by archery, itself a questionably heroic form of fighting.
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1378 &otT’ dvaoTeidar Tpéow ‘so as to force [us] further back’, aor.
infin. in consecutive clause. Though wpdéow typically has the meaning ‘for-
wards’, here the notion of ‘further away’ is dominant, so that the Taurians
are forced backwards away from the Greeks.

1379-80 This kAUSwv is the first indication of the wind which will afflict
the ship at the harbour mouth. For the present it does no more than bring
water over a previously dry area of the beach, but Iph.’s fear prefigures the
very real danger to come. Tfji {&évmy, used already by the Messenger for Iph.
at 1353, is Kirchhoff’s supplement for a gap in L, indicating damage in
the manuscript from which Nikolaos Triklines was copying, almost certainly
corresponding to the one-word gap at 1404. Other editors prefer Badham’s
TapBéveor, which would harmonise with the gradual shift in this passage from
a clearly Taurian viewpoint to a more neutral narrative allowing the audi-
ence to empathise with the danger in which the fugitives find themselves.

13815 Although Iph. has so far been the leader in the escape, she is
now a helpless, fearful woman who must be helped by her brother, in line
with her expectations at 774-8 (see 778n.). Torrance (2019: 75-6) sug-
gests that her fear may be because she cannot swim. She later recovers her
courage and authority when praying to Artemis (1397n.).

1383 Like edmpupvou (1957), the word eloghpou is particularly appro-
priate in context, since Orestes must place his sister and the statue on the
ship’s oéApa — a deck at the stern where passengers would travel.

1384 T6 T oUpavol Tréonua: see 88n. wéonua here = ‘thing fallen’. Iph. is
still holding the statue, so evoking a rather strange visual impression when
Orestes hoists her on his shoulder.

1386—9 The ‘shout’ is probably intended to suggest, without actually
stating, a divine origin. The first-person verbs would then represent the
deity taking the role of an anonymous sailor, or perhaps Orestes himself,
in order to encourage the crew. The direct speech here and in Iph.’s sub-
sequent prayer aids the ‘secondary focalisation’ in this part of the speech
(see 1327-1419n.), in which the narrator’s viewpoint recedes into the
background and the audience is led to feel the tension of the moment
from the Greek point of view.

1386 The sailors are urged on with an explicitly patriotic appeal to
their status as Greeks, escaping from a distant barbarian land (&gevov
mépov, 1388), in a manner reminiscent of the shout of the fleet at Salamis
in Aesch. Pers. 401-2, & moides ENAvoov ite, | EAeubepolte ToTpid ..., also
narrated by the non-Greek enemy.

1387 ‘Hold to your oar(s) and whiten the roaring sea.” A variation on
the epic formula éfis & é(épevor oty &ha TUTTOV épeTuois (e.g. Od. 9.104);
still closer is 12.171-2, of & & &peTud | £(duevor AeUkomvov U8wp EeoTfits
EA&TTIOW.
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1388 #xopev ... dvmrep olvek’ ‘we have (the things: ellipse of a¥td, as
commonly before a relative pronoun) for the sake of which ...” In fact by
rescuing Iph. they will have achieved rather more than their original aim.

1389 ZupmAnyd&dwv: see 124n. The line forms a three-word trimeter,
giving a resonant conclusion to the mysterious speaker’s words.

1390 oTevayuoév fi8Uv: a ‘sweet groaning’ is clearly *oxymoronic, but
why is the word otevaypds used? Of the various suggestions, perhaps the
least implausible is that it relates to the physical effort of the rowers.
¢xPpuywuevol, ‘roaring’, adds to the paradoxical effect.

1391-3 ‘While the ship was inside the harbour, it continued to make
progress (impf.), but as it was crossing the mouth it encountered a violent
wave and was overpowered.” The sense is much the same whether punctu-
ation is placed before or after otéuia; in the latter case, the accusative case
of otéma would express motion towards (Smyth §1588): ‘made progress
towards the mouth’.

AreiyeTo: the basic meaning of émeiyw is ‘press, push’. When the ship
met the wave it was driven back towards the shore.

1395 L’s text can only mean ‘For a sudden advancing wind was pushing
back the ship’s stern-cables’, but this makes poor sense. The emendations
proposed are not convincing. Mekler’s woAiumpuuy’ iotl’, ‘[was pushing] the
sails back to the stern’, is doubtful, since sails were unlikely to be deployed
within the harbour and have not previously been mentioned. Hermann’s
Tahippupvndév (‘backwards stern-foremost’), based on Hesychius, is ingen-
ious but demands either the unlikely transposition of 1346 to precede this
line, or Paley’s change of vecs to ok&gos. However, the basic sense is clear:
a sudden wind pushed the boat back towards the coast.

1396 Tpos klua AakTtilovTes: ‘resisting, struggling’, rather than literally
‘kicking against the wave’, alluding to the proverbial phrase wpds kévtpa
AaxiCew ‘kick against the goads’ (e.g. Aesch. Ag. 1624).

1397 maAippous: ‘backward-flowing’ applied to a wave might be
expected to describe its ebb, but instead &M refers to the perspective of
the ship: the wave carries the vessel back towards the shore. Od. 9.485 is a
parallel: 9y & iy’ freipovde ToAppSHiov gépe Kiua.

otafeica: standing was the normal Greek posture for prayer, but Iph.’s
willingness to stand while on board ship in a storm contrasts with her
earlier timidity in boarding, and invests her with authority; it is up to her
to save them now.

1398-1402 Iph.’s prayer in the moment of crisis, but among friends,
is quite different from her more guarded utterance at 1230-3. There
she had expressed the hope that Artemis would favour her plans; now,
alarmed by the storm, she is less optimistic about the goddess’ intentions,
and prays for forgiveness for the theft and deceit. But her words also
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suggest some reasons why Artemis should still look on her favourably: she
is her priestess, and (implicitly) she supposes that the goddess might sym-
pathise with her wish to return to Greece from a barbarian land. Above
all, she imagines that Artemis should understand her wish to help her
brother because of her own love for Apollo. The relationship between
Apollo and Artemis has already been explored in terms of the brother—
sister dynamic in the play (1012-14, 1084-5), but this is the climactic
moment for the theme, when divine and human pairs are set side by side.

1399 ispéav: 34n. For the construction with ocwilw, see 679n.

1401—2 86ke: imperative. Iph. invites Artemis to consider the parallels
in their situations, marked by parallels in the wording (giAeis 8¢ kai oU ...
ety 8¢ ke ... Bokel). It is only reasonable, she suggests, for the goddess
to sympathise with her motives.

1403—4 émeu@nunoav ... odva: the sailors echoed Iph.’s prayer with
auspicious words as they sang a paian (see 181-5n.). Paians were sung,
with prayers and libations, at the departure of a ship or fleet (cf. Thuc.
6.32, the Sicilian expedition), and could also implore deliverance from
danger; a paian is further appropriate because of the connexion of this
type of hymn with Apollo. Iph. prays to Artemis, mentioning the goddess’
brother, and the crew respond with an invocation to Apollo.

1404-5 ‘... at the command setting their shoulders, bared from their
clothes, to the oar’. <mémAwv> is Markland’s supplement for a gap in L (cf.
1379-8on.).

émrwpidas: properly shoulder joints, here probably used to indicate
the movement of the shoulders in rowing. This sense is more likely than
¢mwpls ‘sleeve’, which is a doubtful meaning at Hec. 558, and necessitates
further changes in the text to read yupvds <oAévas> émwpidos.

1405 éx xeAevparos: the older form of the word, given in one manu-
script (Paris. gr. 288%) as also at 1483, rather than keAeUouaros. The com-
mand is the shout of the boatswain (xeAeuoT7s) giving time to the rowers.

1406 p&AAov 8t p&Adov ‘more and more’, a colloquial phrase more at
home in comedy (Collard and Stevens 2018: 51).

1407-8 ‘One of us dashed wading into the sea, while another tried to
attach plaited nooses’, i.e. attempted to lasso the ship with a rope (mAexTés
of objects made of twisted strands like rope; &ykUAn refers to an object
which is bent or sharply curved). The singulars may be generalising, indi-
cating that several men were engaged in each activity. At this point the
Taurians re-enter the narrative, as they appear to have regrouped and
come down from their vantage point on the cliffs, attempting to recapture
the struggling ship.

x® pév Tis: the combination of definite article (xé = kai 6) with the
indefinite mis indicates that the speaker is interested in the various
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actions performed by different individuals (6 pév ... &Ahos 8¢), not those
individuals’ identity.

1409 &y pév: probably the Messenger intends to contrast his mission
to inform Thoas of these events with what Thoas should then do: ‘7 was
sent ... now you ..., but changes direction in using a simple imperative.

1411 A sense of urgency is recaptured towards the end of the speech,
a place where messengers frequently attempt to draw some sort of moral
from the events witnessed. The Messenger appears to command the king
himself to ‘go, taking bonds and nooses (= ropes) in [his] hands’, mean-
ing presumably that Thoas should give the command for this to happen
(as he does).

1412-19 The Messenger gives first a naturalistic explanation for the
likelihood that the fugitives can be recaptured (the storm is, by impli-
cation, unlikely to abate and therefore they will not be able to escape)
before, like the Herdsman, he ends his narration with an attempt to place
events in a religious framework in which everything works out for the
benefit of the Taurians and their relationship with the gods.

1414-15 The Messenger follows the non-lliadic tradition in which
Poseidon is consistently in favour of Troy (cf. Tro. 6-7). So he does not
seem to be deceived about Poseidon’s allegiance in general, but it is
less clear whether he is correct in his belief that the storm is caused by
Poseidon because of his hostility to the Pelopidai. Indeed, although we
are in no doubt that the eventual calming of the storm is due to divine
intervention (1444-5), it is left to the audience to decide whether its out-
break is due to natural or divine causes.

éreoxoTreL: as a favourable and protecting deity, Poseidon ‘watched over’
Troy. Cf. Soph. Ant. 1136.

1416 xai vOv picks up T in 1414. Poseidon was an enemy of
Agamemnon’s family during the Trojan War and now too he will act
against the same family. The Messenger is confident in the gods’ consist-
ency, just as Greeks more tentatively in their prayers remind gods of their
past favours; see 1082-8n.

1418-19 As usual (cf. 337-9, 1187), the Taurian assumption is that
Iph. ought to feel only hatred for all Greeks because of what happened
to her at Aulis. Her failure to do so is therefore seen as a betrayal of the
goddess she serves.

1420-34 Capture of the fugitives seems inevitable; the chorus and Thoas react.

1420-1 The chorus have been consistently portrayed in a sympathetic
light; though they long to return home themselves, they do not begrudge
Iph. her good fortune (1075-7), and now their first thought is of her,
and not the danger they themselves are in (shown by Thoas’ threats at

1431-9).
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SeoTroT@V Xépas: in verse a simple accusative without preposition may
follow a verb of motion (Smyth §1588).

1422-30 Thoas amply fulfils the expectations of both chorus and audi-
ence in ordering immediate action with the use of force. His short speech
shows qualities we have already come to expect in him: his decisiveness
(he is, in his way, a good ruler); his religiosity (he expects impiety to be
punished); and his cruelty, both in the proposal for the escaping trio of
what are probably intended as traditional punishments (below, 1429-
gon.), and in his intention to punish the women of the chorus at a later
time.

1422 PopPépou xBovés: cf. 1170n.

1423-5 ‘Will you not throw reins on horses, run along the seashore and
await the wreck of the Greek ship?” Thoas commands the use of horses
not only to reach the ship with all possible speed, but also to hunt down
the Greeks if they try to escape by land (1428). wéos, properly a foal or
young horse, is often used in verse for a horse in general.

fla accompanying the negative form of the jussive future (cf. 1301n.)
encourages action, ‘come on!’ Comparable are Hel. 1561, 1597 and
Or. 1622. See Diggle on Phaethon 221, Collard and Stevens 2018: 79,
Nordgren 2015: 220. It is possible, but by no means certain (papyri show
both forms), that the correct spelling should be ovy eia.

1425-6 oUv 8t Tf1 8601 ... &vdpas Suoospeis: like the Messenger, Thoas
is indignant at the apparent impiety of the Greeks, and believes that the
gods, particularly Artemis herself, are likely to offer help to the Taurians.

1427-30 ‘And others of you drag swift oarblades into the sea, so that
we can catch them from the sea, and from land on horseback, and either
throw them down the sheer rock or impale their bodies on stakes.” The
Messenger suggested the use of ropes and chains to prevent the ship’s
movement out to sea again, but Thoas is taking no chances: his men are
to embark in pursuit, and if need be to hunt the fugitives on horseback.

#\eT’: again a jussive future (see 1297n.).

1429-30 The two alternative punishments recall Herodotus’ account
of Taurian customs (4.103). After sacrificing humans by clubbing them to
death, they throw their bodies from a cliff (in the first version) and place
their heads on poles, and when they kill their enemies in battle they again
place their heads on stakes, which they fix above their houses. The com-
bination seems too striking to be coincidental, but Euripides has changed
the context from sacrifice (which he depicts in a different way, 618-26)
and war to punishment, and from disposal of dead bodies to killing the
living. Cruel and savage punishment was thought characteristic of barbar-
ians, and fairly frequently represented as such in tragedy, although impal-
ing and crucifixion were associated particularly with the Persians; see Hall
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1989: 111-12, 158—9. In this play, however, Euripides is not interested in
ethnographic distinctions; there is, as often, a binary contrast between
Greek and barbarian, and the confusion therefore is an easy one. Thoas’
eagerness for punishments of this sort is of a piece with his enthusiasm
for human sacrifice.

1431-3 Thoas’ intention to punish the women of the chorus is unsur-
prising and threatens to leave a loose end, but he gives way to Athena’s
command that they should be sent to Greece with (or following) Orestes
and Iph. (1467-9, 1482-3).

ioTopas: Thoas rightly sees that the women are ‘knowers of these plans’.

1432 oUbis ‘later on’, ‘some other time’; cf. §77, 1312.

1433—-4 THv Trpokapivny otmoudnv: the article refers to something
already mentioned or implied (Smyth §1120b), here the fact that imme-
diate action is necessary (omoudn picks up omeldovTes, 1426).

1435-74 Athena’s appearance and speech. The play’s ending is in many
ways characteristically Euripidean, displaying the arrival of a god who
gives commands and prophecies, some of which take the form of aetiol-
ogies, and generally ties up loose ends while pointing to the immediate
or remote future. Whether gods arrived on the pnyovr in fifth-century
performance conditions is debated. It is clear from the evidence of Ar.
Peace 174-6, where Trygaios calls out to the pnyavomoids, that the late
fifth-century Theatre of Dionysos did have a type of crane at its disposal
for transporting characters, but many scholars have been reluctant to sup-
pose that it was used at this date to effect the entrances and exits of gods.
The epiphanic gods who appear in the final scenes of nine of Euripides’
extant tragedies generally, as here, need to appear suddenly, which to our
way of thinking might seem to make the use of the crane unlikely, but
we cannot know what degree of realism was demanded by a fifth-century
audience. The alternative is to suppose that actors playing deities reached
their position on the skéné roof by means of some sort of ladder and per-
haps a trapdoor. But such solutions are better suited to a proscenium
stage than to theatres with curved or rectangular auditoria, where the
audience is effectively arranged around three sides and far less can be
hidden. It would be hard in these conditions to conceal the actor behind
a pediment, and disastrous if he were to be spotted ascending into posi-
tion: Olympian gods cannot be seen to arrive from below. However, it is
possible that theatres in the demes and even outside Athens could have
used such makeshift methods, while the prestigious Theatre of Dionysos
used its unyavn. See on the whole question Mastronarde 199o.

The appearance of Athena, rather than Apollo or Artemis, is perhaps
unexpected, but it is not entirely unprepared for given the earlier ref-
erences to Attica. This is not the only occasion in tragedy when Athena
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arrives to tidy up a situation only partially resolved by Apollo; in Eumenides
she is the one whose casting vote saves Orestes, as she herself recalls here
(1469-72), and in Jon she draws attention to the fact that it is she rather
than Apollo who appears ex machina. The speech pauses the rapid action
which has just been put in train by Thoas’ preceding speech. Athena first
explains to the king that Orestes’ arrival and the removal of the statue were
part of a divine plan, and reveals that the fugitives will after all escape on a
sea now made calm by Poseidon. She then addresses Orestes, telling him
where exactly he must establish the statue (Halai Araphenides on the east
coast of Attica) and what rituals he should institute in its honour. Next,
Iph. is directed to serve Artemis as her priestess in Brauron, and told of the
honours she will receive there after her death. The women of the chorus
are to be sent home to Greece, and though a probable lacuna causes some
uncertainty as to the sequence of thought, the speech nears its end with
a brief recollection of Athena’s role in Orestes’ Areopagos trial, referring
also to the custom of acquittal following a tied vote, before the goddess
finally urges Orestes and Thoas to their respective courses of action.

As is often the case in the long concluding speeches of Euripides’
tragedies, particularly the speeches of gods, Athena refers both to the
immediate future (what each of the characters must do and experience
following on the events of the drama) and to the remote future, seen
in an aetiological context whereby some of the immediate and recently
past actions will give rise to customs extended into an indefinite subse-
quent time (16 Aowmdv, 1457). This future is the audience’s present (see
Introduction, pp. 11-12), and along with the shift in temporal perspec-
tive comes a change in geographical emphasis: though Greece in general
and Athens in particular have not been absent from the play so far, Attica
is now the focus of attention, with Athena’s directions for two new local
customs (rituals at the sanctuaries of Halai and Brauron) and recollection
of one already established (the Areopagos procedure). With this typical
aetiological shift (an example of what Sourvinou-Inwood calls ‘zooming’,
e.g. Sourvinou-Inwood 2003: 25—40), the audience adjusts to the end of
the story proper, as Euripides lays the ground for the drama’s conclusion
by the introduction of references to the here and now.

1435 Troi Troi: the repetition suggests the urgency of the intervention.

TropBuevzas: the literal meaning of the word is to cause something to
cross over a tract of water (used in this sense at 1445); here it is extended
to indicate carrying out a pursuit (Swyuév) by sea. See 266n.

&vag: the title applies equally to gods and to human rulers, but as a deity
Athena is noticeably polite in using it to address Thoas.

1436 Tfio8 Afnvaias: gods appearing on stage normally announce
themselves, even when they are instantly recognisable visually. 68¢/1\5¢
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referring to the speaker is common from Homer onwards: ‘here I am’.
The epic form A8fvn was not used by fifth-century Athenians; Aénvaic,
sometimes varied by the Doric form Aé&va (cf. 1475), is used in tragedy
and the contracted A8nv& in prose.

1437 ‘Cease from pursuing, cease from sending forth (this) stream of
an army.’ For pepa in this context cf. Aesch. Pers. 87, 412.

1438-9 Athena reveals to Thoas the plan behind events, and con-
firms that Apollo’s mantic utterances were authentic. 8¢o¢aros, literally
‘god-spoken’, can refer both to divine decree and to prophecy, and since
there is often some blurring between the revelation of fate and its caus-
ation, it can be assumed that Apollo both laid down the plan and guided
Orestes towards its fulfilment (but contrast 1255 and n.).

Aogiou: see 1084—5n.

1440-1 éomipywy ... &fwv: future participles indicating purpose.
Orestes did in fact travel to the Taurian land in order to retrieve the statue
of Artemis, but had no intention of bringing his sister back to Argos,
being unaware she was alive. But bringing her back (to Greece if not to
Argos) could nonetheless be classified as a purpose of the journey from
the divine point of view. A few lines later, Athena will reveal that Iph. is
notin fact to return to Argos, at least permanently, but to remain in Attica
as a priestess.

1441b The line is omitted in P, the manuscript which formed the base
for early editions, and therefore is not accounted for in the traditional
numeration.

&vayuyés: acc. pl. in apposition to the preceding lines: ‘as relief from
the troubles that now beset him’. Deities intervening in the final scenes
of tragedies sometimes point out the change of fortune which they bring,
directly or indirectly, after the characters’ suffering: cf. Hipp. 1429-5,
Supp. 1187-8, and especially Jon 1604, Tfio8” dvayuyds Téveov.

1442-5 ‘The one whom you expect to kill, Orestes, capturing him in
the sea-swell — Poseidon for my sake already makes the sea’s surface wave-
less, conveying him by oar (ship).” The accusative phrase &v 8 &mwokTevelv
Bokels ‘Opeotny is governed by the participle mop8ueiwv rather than the
main verb. Almost all editors unnecessarily emend L’s wopBuedwv to
TopBuevew, and most TA&Tm to wA&TTY, giving a different sense: ‘Poseidon
makes (LS] s.v. tiénu B.I.4) his ship convey Orestes across the waveless
surface of the sea.” But Tifno1 makes perfect sense in its immediate con-
text with woévtou védTa as object and dxUpova as complement, and to disjoin
it in sense from this word-cluster is harsh and not easily intuited.

x&p1v éuny suggests doing a favour; evidently Poseidon is happy to com-
ply with Athena’s wishes, though it is not yet clear exactly why Athena
is involved. Even less is it clear whether the Messenger was correct in
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attributing the outbreak of the storm to Poseidon (1415-18, in which
case we must see the sequel as Athena’s), or whether we should see it as
a chance occurrence. What is certain at this point is that several deities
(Athena, Poseidon, Apollo, Artemis) are working together to bring about
the safe return of the ship and its passengers to Greece. Athena thus cor-
rects the assumption of the Messenger and of Thoas that the gods are on
their side (1414-19, 1425-6).

1446-7 Deities appearing in the final scenes of Euripides’ tragedies
usually address more than one of the human characters, and frequently
signal the change of addressee in mid-speech (Hipp. 1431, 1435, Supp.
1219, lon 1571—2, Helen 1662, Or. 1627, 1649, 1660; Erechtheus fr. 370.69
is unusual in that the address shifts from immortal Poseidon to mortal
Praxithea). In this speech the change is signalled first at 1442, Tpds uév o
88 fuiv uiBos, before Athena adds the clinching argument about Poseidon
to Thoas; the follow-up address to Orestes starts here.

The audience is reminded that it is often possible to hear a divine voice
without a vision (cf. Hipp. 85—6, Soph. Aj. 15-17), perhaps because the
addressee is off stage and might seem unlikely therefore to be able to view
the divinity who is in front of the audience. However, Kastor in the paral-
lel passage in Helen (1662) addresses the offstage Helen without any such
comment.

1446 émoTol&s: see 539n.

1449-52 The oracle had told Orestes that he must retrieve the statue
of Taurian Artemis and bring it to the territory of Athens (85-91), so he
already knows that he must stop there on the way home; the east coast of
Attica is conveniently situated for a land-hugging route to Argos. But Apollo
had said nothing to indicate where within Attica the image should be estab-
lished (oubdtv éppnfn mépa, g1). Athena now reveals the actual location.

1449-50 8Tav ... Xdpds Tis foTIv: 260-31N.

1449 8zodufTous: the same word is applied to Athens at Hipp. 974 and
Soph. El. 707, but we know of no tradition that Athens was actually ‘built
by gods’ (as was Troy, for instance). Delphi is given the same epithet at
Andr. 1263; probably it is intended to convey a general sense of associ-
ation with the divine.

1450-2 Halai Araphenides (so called in full to distinguish it from Halai
Aixonides, on the opposite coast of Attica) was an Attic coastal deme
south of Araphen (Rafina) approximately on the site of modern Artemida
(formerly Loutsa), and named from a saltwater lagoon, now dried up.
The sanctuary of Artemis there (securely identified from inscriptions) has
yielded finds from the Late Helladic period onwards, with a small temple
of fifth- to fourth-century date (Kalogeropoulos 2013, McInerney 2014:
2091-2.)
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AT8iSos Trpos éox&Tois 8potot: as being on the coast. Atéis, properly a fem-
inine adjective (with yfj/x®pa understood), is usual in poetry for ‘Attica’.

1451 Sa1p&dos KapuoTias: the mountain above the city of Karystos, on
the Euboian coast opposite.

1452 oUpds ... Aswdxs: unsurprisingly, Athens and the Athenians are
presented as the pre-eminent objects of Athena’s affection in the human
world (cf. 1480-1, oty ... yaiav). The mention of Athens and Attica —
perhaps already the appearance of Athena — has already begun the process
of ‘zooming’ (above, 1435-74n.), and here the focus is as close as pos-
sible, as the audience recognises itself as ‘Athena’s people’ (oUpos = 6 &uds).

1453 ‘There build a temple and establish the statue.” For i8pucw/
ka®18pUw of placing and inaugurating a cult image for worship, see 978n.

1454-7 émwvupov, qualifying Bpétas, is explained by what follows. The
epithet of Artemis, in the form of her statue, in her new home is to be
Taupomddos, explained with reference to the Taurian land and to the
troubles experienced by Orestes as he wandered (meprmoAddv) through
Greece with the Erinyes in pursuit. (The real meaning of the word is
almost certainly ‘bull-herd’, referring to Artemis’ links with animals.) For
the establishment of cult to memorialise suffering cf. Hipp. 1428-30: &el
8¢ poucotolds &s ot Taphivwv | £0Tal PEPIUVA, KOUK AVMVUUOS TTECWV | £pws 6
Paidpas és ot oryndnoeTat.

1458-61 ‘And lay down this law: when the people celebrate the festival,
in compensation for your (aborted) slaughter let (someone) hold a sword
to aman’s neck and draw out blood, for piety’s sake and so that the goddess
may have her honours.” Having accounted for the origins of the cult at
Halai and for the epithet in use for the goddess there, Euripides proceeds
to an aetiology for an otherwise unknown feature of the Tauropolia, the
letting of blood from a male human ‘victim’ in imitation of sacrifice. The
sword, rather than the knife, is used as the typical instrument of human
sacrifice (27n.). There is an analogy with the ritual bloodletting through
scourging in the cult of Artemis Ortheia at Sparta, also in one version
linked with a story of human sacrifice: Hughes 1991: 79-81, Bonnechere
1994: 48-62. We need not suppose that because the practice is otherwise
unattested for the Tauropolia in Attica that it is Euripides’ invention; it is
possible, however, that Euripides was the first to connect it with Orestes. See
Introduction, pp. 12—13, and on the festival in general Bathrellou 2012.

vopov Te Bés: Tifnu is the normal verb used for the establishment of a
véuos, whether law or custom.

1459 Tfis ofis o@ayfis &mow’ in apposition to the verbal phrase
expressing what must happen. These &mowa are compensation for the
fact that the goddess never received her destined victim Orestes, and
presumably also for the lack of human sacrifice in the future. If pressed,
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the implication would be that — contrary to Iph.’s view, 485—-91 — Artemis
herself had indeed demanded human sacrifice, but has now reduced her
original requirement.

Wolff (1992: 314) points out that Tfjs ofis opayfis, taken on its own,
could describe Orestes’ killing of Klytaimestra, and suggests that the idea
of Orestes’ payment for matricide ‘is not entirely erased’. Apollo had told
him that the removal of the statue to Greece would finally bring about the
end of his troubles (85—92); the transfer of the statue and the new cult
also mark the end of the troubles of the descendants of Pelops (Amiech
2019: 95—0).

§ipos: the implement of imagined human sacrifice, 27n.

1462-7 ‘But you, Iphigeneia, must hold the temple keys for this god-
dess at the holy steps of Brauron, where you will also be buried when
you die, and they will make offerings to you of well-woven cloths, which
women dying in labour leave behind in their houses.” So far there has
been no indication that any other fate awaits Iph. than to return to Argos.
But this would pose difficulties in the future perspective: a suitable mar-
riage and, perhaps, descendants would have to be found for her, and of
course (since traditionally she either died or was apotheosised at Aulis)
no such marriage is known. Euripides remains within range of the tradi-
tion by committing her to a lifetime of apparently celibate priesthood in a
polis which, though Greek, is far away from her home and family.

But was Iph. really worshipped in Brauron? Early excavators and schol-
ars were quick to identify either the temple adyton or a small structure
in the cave area as Iph.’s heroon. More recently, Hollinshead (1985)
and Ekroth (2003) have argued the evidence for such identifications is
flimsy at best, with other functions suiting the areas more convincingly.
The fact that Iph.’s presence at the sanctuary remains unconfirmed by
any epigraphic testimony does not prove that it is fictitious, and it would
be strange for Euripides to invent Attic cult practice out of the blue: see
above, 1435—74n. and Introduction, pp. 12-13. For a convincing ritual
context, see Zografou 2005. The death in childbirth motif is not a par-
ticularly good fit for the story of Iph. in any of its variants; if Euripides
were describing a fictitious ritual, would he not have chosen something
more appropriate to his story? One possibility might be that the Brauron
sanctuary included two forms of Artemis (we know of some double cults
of this type elsewhere in the Greek world), and that the practice was per-
formed for one of these forms; Euripides, perhaps inspired by the passage
in the Foiai (fr. 29a.17-26 M-W, Introduction, pp. 4-5) in which Artemis
transforms her intended sacrificial victim into Artemis Einodie, could
have made a speculative identification of this Brauronian Artemis with
Iph. But this must remain guesswork.
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1462 xAipakas: the word can refer to sets of steps as well as to portable
ladders (e.g. Od. 1.330), and be applied to natural or manmade grada-
tions on a hill (Diod. Sic. 19.21.2; cf. Khpakddns, Str. 12.6.2, Hsch. s.v.
&pmélas). Pierson’s emendation Acipoxkas, ‘meadows’, has found much
favour because it suits the low-lying, marshy area of Brauron; but the
temple of Artemis was located on the slopes of a small hill, and kMuoxag
might therefore refer to terraces on the hillside, or alternatively to actual
steps on the northern side of the temple (Nielsen 2009: 101-2), and per-
haps steps cut in the hillside linking different parts of the sanctuary area
(Papadimitriou 1963: 113).

1463 xkAmSouxeiv: 130—1n.

1465 &yoAua: literally ‘delight’; here, as often, of gifts offered to please
gods and heroes.

8foouciv: like the more specialised compound é&vatifnui, the simple
verb may have the meaning ‘dedicate’.

egmrivous Ug&s: the same phrase is used in the Herdsman’s speech, at
312 (see n.), but it is difficult to see a connexion. More plausible is a link
with its use at 814 to describe Iph.’s weaving. Offerings of textiles are
particularly appropriate for goddesses and heroines because weaving is
closely associated with being female.

1466 yuxoppaysis ‘at the point of death’, literally ‘breaking the soul/
life’ or ‘making the life burst out’. The verb yuyoppayéw is very much
more usual than this adjectival form.

1467 Asittwo’: Tournier’s emendation Airwo’ is often accepted, which
would indicate a focus on each individual occasion of death in childbirth.
Retaining the present subjunctive more appropriately emphasises the
continuing practice, as does the plural yuvaikes.

1467-9 Athena turns next to the fate of the chorus, signalled by the
first word of the new sentence t&ode, but the object of her address, though
unnamed, is presumably Thoas: ¢epiepan, ‘I command (you ...)’°, leading
into a three-word trimeter. It is Thoas who responds to this part of the
speech at 1482-3. (Less plausibly Kovacs 2000: 19—20 takes the addressee
as Orestes: see following n. and 1490-1n.) Thoas has declared his inten-
tion of punishing the women at a later date (1431-3), so the audience
needs to know that they will escape; in addition, the play has through-
out presented them as suffering in their barbarian exile no less than Iph.
(Introduction, pp. 40-1).

1469 yvwuns Sikaias oUvek’: the chorus have consistently shown them-
selves to be loyal and brave, and are therefore rewarded for those qualities.
If the reading found in the scholia to Aristophanes, ¢¢owoq, is accepted
rather than L’s ékowoooa, and if no lacuna is assumed, it is possible to
refer the phrase to Orestes, who is addressed in the following lines, so that
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Athena would say that she ensured Orestes’ acquittal at the Areopagos
trial ‘because of his upright mind/right decision’. But this would make
the section on the chorus extremely brief and give a very abrupt transition
to the next topic, as well as confusingly switching addressee from Thoas to
Orestes (but see previous n.) without a vocative until three lines into the
change. Without a lacuna, the lines do not read much better even if we take
yvauns Sikadas obvek’ to refer to the chorus, necessitating an almost equally
abrupt transition mid-line. It is better to suppose that some lines have
been lost, perhaps giving more detail on the fate of the chorus (Grégoire
(in Parmentier and Grégoire), with the second stasimon in view, thought
they might have been sent to Delos, while Cropp suggests they could have
accompanied Iph. to Brauron), and somehow leading back to Orestes
(see following note). Budelmann and Power (2015: 282-3), following the
Brauron solution, see these lines as giving an aition for female choruses at
Brauron and perhaps at the Tauropolia at Halai; girls’ choruses in Attica,
they suggest, were marginalised in male perception and seen as character-
istic of other Greek cities, and so given an extra-Athenian origin.

146g9b-1472 As the text stands, it is not easy to see why Orestes is again
addressed at the end of Athena’s speech. If, however, we suppose that
there is a lacuna of a few lines, it is possible to guess at the sequence of
thought. Athena has dealt with Thoas, the statue of Artemis, Orestes, Iph.,
and the chorus; the one loose end remaining is the group of hitherto
unpacified Erinyes (we know that Orestes will be saved from their atten-
tions by bringing the statue of Artemis to Attica, but not precisely how
this will come about). Cropp therefore suggests that the missing part of
the speech explains that they will join the rest of the band established on
the Areopagos as Semnai Theai. This allows the introduction of a final
aetiology, connecting the trial of Orestes with the Areopagos custom of
acquittal in the event of equal votes. Euripides does not spell this out at
length because it would have been familiar to most of his audience from
Eumenides (see Introduction, p. 6); this is then the play’s final allusion to
the more established tragic version of Orestes’ story.

ikowoaod ot kai Tpiv ye: Athena reminds Orestes that she has saved him
‘previously, too’, in addition to saving him now.

1473—-4 The last two lines of Athena’s speech gently summarise the
immediate instructions to the current principal players and suggest the
fulfilment of the divine plan.

éxkopilou: middle, because Orestes, as he argued at 1562-3, is acting in
relation to himself, taking his own sister away from the Taurian country.

1476-99 Conclusion: Thoas and the chorus react. Thoas agrees to Athena’s
injunctions, and the chorus wish the escapees well on their journey, while
celebrating their own unexpected good fortune.
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1475-85 Thoas gives way with a good grace, echoing some of Athena’s
terms. His piety, earlier suggested in his respect for Artemis and enthusi-
asm for the traditional local sacrifices, is here shown to have a practical
base. Only the mad or foolish would attempt to resist the gods.

1475 A8&va: 1436n.

1476 &miotos: though the meaning here is ‘disobedient’, the word
has frequently appeared in the play with the meaning ‘incredible’; see
328—9gn.

1478 ouxi BupoUuau: Thoas responds directly to Athena’s final com-
mand that he should abandon his anger, previously amply expressed in
his desire to punish the runaways at 1429-3o0.

1479 ‘Is there any glory in competing against the gods, who hold
power?’ Some editors excise this line on the basis (a) that Ti y&p; (‘why
should I?’, ‘what would be the point?’), together with 14756, is sufficient
to explain Thoas’ abandonment of his anger, and (b) that the point is
not appropriate as a reason for not being angry with Orestes and Iph.
Neither objection seems valid. An expansion of i y&p is perfectly idiom-
atic (Denniston 1954: 85-6), while Thoas shows his obedience to Athena
precisely in relinquishing his anger (see 1478n.).

1480 itwoav: the third-person plural imperative in -twoav is com-
mon in later Greek but appears first only in the late fifth century, and is
found only here and at Jon 1131 in extant Euripides (Schwyzer 1.802).
At this date it may perhaps have sounded colloquial (Collard and Stevens
2018: 170).

1481 kabiSpucaivto: 978n.

1482 ‘EAA&S’ ¢is euSaipova: Thoas’ words give no clue as to whether
Athena’s speech supplied a more specific destiny for the women of the
chorus (see 1469n.), nor is it clear whether they will be able to return to
their own cities and families, but in general terms they have the happy
ending they desire (cf. 1495-6). That Greece is called eddaiucov may
reflect less the king’s own perception than that of the Greek characters,
the gods, and the audience, but for non-Greek appreciation of the fertil-
ity and prosperity of Greek lands see 182-5n. The word is probably also
intended in a literal sense, that Greece is well supplied with gods, blessed
by the gods, hinting at the point made earlier at 1086-8: Greek piety is far
more in line with the gods’ real nature than is Taurian custom, and a wéig
eUBaiuwv will suit Artemis better than her residence in Tauroi; the women
will be happy in their god-favoured home.

1483 xéAeup’: 1405N0.

épieTon: another close reference to Athena’s words (éSeqieuca, 1468).

1486 «ivé: literally ‘I praise [you/your decision]’, expressing satis-
faction with the response. Athena extends Thoas’ point that humans
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cannot realistically compete with the gods, who are stronger (1479);
necessity, that which must happen (16 xpecov), is stronger than both mor-
tals and gods.

1487-9 ‘Go, breezes, convey the child of Agamemnon to Athens, and
I will travel too, bringing to safety the venerable statue of my sister.” The
escape was almost prevented by an adverse wind, but now the winds per-
form Athena’s will and are bidden to speed the return to Greece. Athena
gives further divine sanction to Iph.’s view that Greece is a better place
for Artemis’ statue than the Tauric Chersonese in describing herself as
‘saving’ it.

Though Artemis’ only full sibling is Leto’s other child Apollo, and
though that relationship has been important in the play, it is significant
that in the widening of perspective which Euripidean closure typically
offers we find a broader view of family relationship; as daughters of Zeus,
Athena and Artemis are half-sisters. With these words Athena probably
disappears from view, either transported by the unyav) or somehow con-
cealed by the stage building (see 1435-74n.).

1490-9 The drama concludes with anapaests spoken by the chorus.
Anapaestic endings are frequent in both Euripides and Sophocles. Barrett
(on Hipp. 1462-6) argued with impressively circular logic against the
authenticity of most examples, including these lines, but there is no good
reason to reject them.

1490-1 Probably ‘go, being happy, in the good fortune of those who
are saved’. uoipa here is likely to mean ‘portion’ in the sense of a group of
people (LSJ A.L.g); the phrase Tfis cwi{ouévns poipas recurs in this sense in
Aelius Aristides (33.31 Keil, 11 p. 582 Dindorf). Alternatively, the phrase
might be equivalent to Tfis ToU cwileoBo poipas, ‘the state of being saved’
(cf. LS] A.V). The words are continued as part of Athena’s speech in L,
but apart from the oddness of the switch to anapaests for only two cola,
it makes little sense for the goddess to tell the escapees to ‘go’, when she
has just said she will travel with them. (The previous ite was addressed to
the winds.) The chorus remain behind, in the knowledge that Thoas will
shortly give them an escort to return to Greece. (For a different view, see
Kovacs 2000, arguing that the chorus must be supposed to travel with
Orestes and Iph.; this seems unlikely, given that with the cessation of the
adverse wind (1444-5) their ship must already be on its homeward voy-
age, as is implied by the present lines.)

1494-6 In what remains of Athena’s speech, the chorus have not been
told to ‘do’ anything; only Thoas has been instructed to send them back
to Greece. The missing portion could have included some instruction for
the women of the chorus (see 1469n.), which they here agree to carry out.
Alternatively, the chorus might be speaking here, at the play’s conclusion,
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for all the human characters, although the following two lines seem more
suited to their own specific situation. Conceivably a distinction could be
hinted at in the shift from plural 8p&oopev to singular 8¢8eyuat, although
such variation is not uncommon in choral language.

1497-9 This ending, found also as the final lines in the texts of
Phoenissae and Orestes and in two manuscripts of Hippolytus, is clearly
extra-dramatic; the chorus speak no longer as women of Greece enslaved
in Tauroi, but as a chorus in a dramatic festival, praying for victory for
themselves, their poet, and their choregos. The majority of critics have
thought it spurious, in part because it occurs in several plays and in part
because of its extra-dramatic nature, which they regard as inadmissible
for tragedy. Neither point is conclusive. It is possible that here and in
the lines of closure found in Alcestis, Andromache, Helen, and Bacchae, and
with a variant in Medea, a genuine piece of Euripides has been added to
plays where it did not belong, but we cannot rule out the possibility that
the dramatist himself might have reused the lines, perhaps even expect-
ing them to be recognised, especially at the point where the ‘dramatic
illusion’, if it can be so called, is coming to an end. Again, we cannot be
certain that Euripides, who after all is fond of self-referential and perhaps
metatheatrical tropes, would have regarded a closural reference to the
play in its agonal context as inappropriate: see Roberts 1987, esp. 62—4.
An appeal to Nike, worshipped in Athens as a form of Athena, might have
seemed not inappropriate after the chorus’ prayer to Athena. However,
the immediately preceding lines themselves give satisfactory closure, so in
this play, unlike some others, if we wish to delete the lines we are not faced
with the problem of explaining how a coda added later came to displace
an original ending. It is difficult to be confident either way.
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Anadiplosis: repetition of the word immediately preceding, doubling of a
word (e.g. 138, &yayes &yayses).

Antilabe: division of a single line between two or more speakers.

Asyndeton: omission of conjunctions where they would normally be
expected (e.g. 310, B&Mwv, &pdoowy).

Conative: verb form, tense, or mood indicating an attempted action.

Crasis: a form of contraction between two vowels or diphthongs
in adjacent words, marked in writing by the coalescence of two
words, the loss of one of the vowels and/or a change in the vowels,
and in most cases by the placing of the coronis, in modern orthog-
raphy identical to the smooth breathing sign, over the contracted
syllable.

Elision: the omission of one or other vowel or diphthong where two such
occur together, marked by an apostrophe.

Extra-metrical, extra metrum: describes a word, usually an interjection,
which is placed outside the metrical scheme of the verse.

Figura etymologica: appearance of a word in close connexion with an
etymologically related word; frequently of a verb used with a related
noun as its object (e.g. $64—5, vupgevopot | vuppetpaT).

Hendiadys: designation of a single entity using two words (e.g. 288, wip

.. kal évov, ‘deadly fire’).

Hiatus: juxtaposition of two vowels, usually across a word boundary, with-
out elision or modification of either.

Hysteron proteron: description or narration of two events in reverse chrono-
logical order (e.g. 1329, &8pfioas kad KAUGWY).

Metonymy: reference to a thing by use of a word denoting something
closely connected with it (e.g. 58, xépvipes for ‘sacrifice’).

Oxymoron: phrase which at first seems nonsensical or self-contradictory,
but which usually presents a point as paradoxically true (e.g. 550,
kokdy dikaiov).

Polyptoton: repetition of the same word in a different case or with another
grammatical ending.

Proleptic: described or referred to as in a future state (e.g. 243, Tpécpayua
kal Butnplov (the strangers are not yet a sacrifice)).

Stichomythia: tragic dialogue in which two characters speak alternating
lines.

Synecdoche: a type of metonymy (g.v.) in which a part is expressed by a
whole, or more commonly a whole by a part.
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Synizesis (or synecphonesis): the sounding together of two adjacent
vowels as one syllable. Synizesis is not marked by any written sign and
is detected from the metre alone.

Tmesis: separation of the parts of a compound word, usually a verb with
prepositional prefix (e.g. 832—3, katd 8¢ yoos ... voTtile PA¢papov).

Tricolon: series of three related and juxtaposed phrases or clauses. In an
ascending tricolon, the three are of increasing length, giving most
emphasis to the final phrase.
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Assyrian prayers 116
Astyoche 223
asyndeton 138, 189, 151, 247, 300
Athena 7, 14, 21, 23, 26, 121, 122,
129, 139, 140, 238, 249, 255,
262, 278, 299
at the play’s conclusion g, 12, 21,
23, 25, 31, 36, 42, 50, 51,
160, 241, 248, 249, 260, 274,
289-99
saves Orestes at the Areopagos 6, 8,
120, 220, 290, 296
Athens 1, 12, 14, 21, 31, 34, 50, 122,
130, 199, 238, 248, 249, 251,
262, 290, 292, 203, 299
bringing Artemis to 242, 36, 120,
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basins, sacrificial 16, 24, 117, 153,
194, 259

bears 114

beasts: see animals

bedroom, girl’s 10, 116, 213, 252

birds 170, 246, 247, 252

birth: see childbirth

Black Sea 18-19, 46, 122, 129, 145,
146, 162, 165—70, 249, 252

blood 12, 15, 24, 36, 119, 120, 143,
150, 154, 171, 194, 224, 257,
262, 293

bomolochos 48

Boreas 169

Borysthenes 170

Bosporos 18-19, 163, 165—70

boukrania 4%

Bousiris g5

Branchidai 230

Braun, Volker 52

Brauron 6-7, 9, 12-15, 42, 114, 130,
290, 2946

Bretzner, Christoph Friedrich 49

Britomartis 130

brothers: see sibling relationships

buckthorn 262

burial: see funeral rites

caesura 122

Callimachus 228, 270

Carthage 35, 192

catharsis: see purification

cattle 119, 130, 183, 148, 145, 148,
150, 162, 165, 166

cenotaphs 6-7, 196, 201, 213

Chalandri 1

chariots 25, 110, 121, 138, 159, 167,
213, 234, 252

Charition 48

Chersonese, Tauric 7, 8, 17-19, 36, 46,
130, 168, 170, 181, 208, 220,
221, 249, 298

Chersonesos (city) 17, 250

childbirth, birth 12-13, 15, 110, 117,
137, 138, 161, 179, 248, 249,
263, 268, 271, 294, 295

choai 125, 134, 175, 193

Choes 13-15, 227—9

chorus (of IT) 40, 41, 52, 125,
129-32, 287-90, 205-9

identity and fortunes 40-1, 118,

120-31, 172, 186-7, 195,
248-9, 252, 290, 2057

silence and secrecy 239-42, 255,
276—7
sing about choruses 29, 169, 244
solidarity with Iph. 52, 125, 217,
287
choruses
dramatic 25, 27-30, 125, 298
non-dramatic 130, 169, 244, 253—4
chorus-leader 27, 173, 240, 276
Chryseis 8
Chryses 8-9, 44, 46
Chrysothemis 4, 115, 185
Cicero 46
Circe 49, 262
Clashing Rocks: see Symplegades
clothes 10, 12-19, 15, 24, 120, 152,
211, 212, 253, 262, 270; see also
costume; textiles; weaving
colloquialism 142, 149, 152, 157, 200,
211, 233, 234, 242, 286, 297
colonialism g1-2
colour 43, 120, 134, 268, 269
Columella 148
columns 17, 116-19, 166
comedy 30, 35 n. 84, 48, 109, 149,
182, 205, 241, 242, 276, 286
conative 157, 223, 276, 277, 279, 282,
283, 300
conch 151
consecration 16, 47, 115, 142, 171,
~ 191,193, 194, 255, 277
copings 119, 130
Corinth 14, 191
coronis 400
correspondence, metrical: see respon-
sion, metrical
costume 26—7, 30, 130, 141-3, 176
cowardice 128—4, 190, 283
cowherds 143-53
crane (mechané) 29,
crasis 143, 400
cretics 164, 214, 219
Crimea 17, 53, 54; see also Chersonese,
Tauric
crucifixion 16, 288
curses 180, 182, 205—6, 208
Cyclopean masonry 218

Cypria 4, 7,9, 15, 112-14

dactylo-epitrite 163, 214, 266, 270

Damia and Auxesia 256

dance 27-30, 41, 139, 169, 172,
243~4, 249, 2524, 264
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Danube 18, 170

Darius 133

decapitation 16, 24, 45, 119, 120, 288

deceit §1-3, 51, 144, 161, 183, 218,
234, 254-60, 275, 277, 278,
285

dedications 12, 13, 120, 176, 295

deer 4, 44, 113-14, 2009, 250

Delos 244, 248-9, 253, 267-8, 296

Delphi 14, 51-2, 173, 225, 226,
230—-1, 244, 264—74, 292

Delphyne(s) 265

Demeter 162

deus ex machina 11, 37, 50, 122, 249,
274, 200

Diana ro, 51

didaskaliai 1, 3, 45

Didyma 230

Diktynna 130

Diodorus 192, 295

Diomedes 255

Dionysia 1, g, 21

Dionysius of Halicarnassus 27 n. 58,
28 n. 59

Dionysos 23, 42, 227-8, 269

Dioskouroi g1, 87, 146, 292

dirge: seelament

Dirke 131, 166

disbelief 11, 147, 160, 162, 275

dithyrambs 26, 27, 29, 169

divination 112, 113, 268; see also
prophecy

Dnieper 18, 170

dochmiacs 28, 194-5, 214, 216, 217,
219, 220

Dodona 272

dogs 148-50

doorkeepers 255, 262

doors 22—4, 122, 123, 203, 275, 276

Doric forms 205, 291

dragons 269

dreams 181, 235, 264, 2714

Iph.’s dream 9, 33, 37, 115-18, 119,

131-3, 181, 186, 191, 219, 233,
235, 252, 264, 273

drinking 13, 227-8

drink-offerings: see choai

earthquakes 116, 117, 233, 256

Egypt 7,31, 35, 114, 183 )

Einodie 5, 294; see also Artemis,
Hekate

eisodoi 22; see also parodoi

ekkyklema 23,

Elektra g-10, 40, 51, 139, 151, 159,
185, 192-3, 196, 199—201,
211-12, 213, 221, 222-3, 224,
235, 240, 242

Eleusis g4

elision 199, goo

embroidery 140, 252, 254

enslavement: see slavery

entrances 2—-3, 22-3, 25, 129, 141,
172,178, 176, 221, 255, 274-5,
289

FEoiai 4, 5, 111, 223, 247, 204

epeisodia 19—21

Epic Cycle 4-5, 113; see also Cypria;
Nostoi

epic forms and usage 132, 133, 134,
150, 153, 155, 157, 167, 177,
180, 205, 216, 249, 284, 291

epilepsy 121, 148

epinician 124

epiphany 25, 51, 122, 145, 289

Eratosthenes g2 n. 75

Erinyes 5, 6, 8, 31, 39, 118, 120,
147-50, 200, 224, 263, 296

at the Areopagos 6, 120, 225-6, 229
cause madness 39, 121, 148, 224
seen by Orestes 148-50

escape plot 30-3, 38, 44 n. 103, 459,
236-43

ethnicity 36, 118, 257; see also barbar-
ians; Greekness; race

ethnography 15, 289

etymology 8, 114, 124, 132, 138, 142,
158, 166, 186, 269, 300

Euadne g4

Euboia 111, 293

Eubulus 199

euphemism 177, 225, 226, 250

Euphorion 6

Euripides

life and career 1—4
Alcestis 2, 31, 34, 43, 299
Andromache 2, 14 1. $5, 43, 299
Bacchae 2, 3, 23, 36, 43, 144, 209
Cyclops 2, 32
Electra 2, 5 n. 14, 10, 14, 25, 37
n. 88,119, 121, 125, 136, 130,
144, 146, 148, 158, 185, 211,
212, 222, 224, 226, 2693
Hecuba 2, 14, 34, 41, 43
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Helen 2, 3,7, 22, 25, 31-3, 44, 49,
51,110, 113-14, 125, 132, 138,
143, 144, 158, 166, 179, 180,
210, 217, 221, 234, 236-7, 2309,
240, 250, 255, 257, 260, 264,
272, 278-9, 288, 292, 299

Heraclidae ( Children of Herakles) 2, 34,
113, 125, 142, 176, 259, 269

Hercules Furens (Mad Herakles) 3,

148, 151, 160-2, 187, 250, 253,
257, 267, 283

Hippolytus 2, 11 n. 26, 14, 24, 36, 43,
114, 129, 154, 156, 158, 150,
183, 187, 207, 222, 237, 230,
240, 245, 258, 201-3, 298, 299

Ion2, 3,11, 14, 31, 36, 110, 114, 118,
125, 130, 135, 155, 160, 161,
180, 187, 202, 210, 217, 230,
248, 249, 267-72, 290-2, 297

Iphigeneia at Aulis 3, 118, 152, 158,
169, 187, 282

Medea 2,7, 14, 43, 125, 120, 155,
167, 199, 205, 208, 225, 250,
240, 276, 299

Orestes 2, 5, 7, 27, 29, 31, 37, 43,
110,111, 114, 117, 121, 124,
125, 144, 148, 149, 151, 155,
185, 204, 224, 235, 267, 270,
288, 292, 299

scholia, 38 n. g2

Phoenissae (Phoenician Women) 2, 7,
24, 34, 48, 110, 112, 120, 123,
124, 132, 144, 161, 173, 185,
190, 269, 299

Rhesus g, 48, 111, 116

Supplices (Suppliant Women) 2, 34

Troades (Trojan Women) 2, 3, 43, 125,
250, 251, 253, 257, 268, 287

fragmentary plays 11, 34

Alkmaion in Corinth 3
Andromeda $2-3, 42 n. 96, 44
Antiope 3,

Archelaus 124
Bellerophon 160
Cretans 149

Cretan Women 125
Erechtheus g, 34, 292
Hypsipyle 3, 130
Meleager 124
Phaethon 3, 254, 288
Temenidai 1

Temenos 1

319

Euripos 111

Europe 18, 130, 131, 163, 165, 166, 243

Eurotas 166

Eurystheus g4

Euxeinos 122; see Black Sea

exits 22, 29, 26, 1109, 141, 154, 155,
179, 175, 187, 221, 243, 289

exodos 19-22, 274—99Q

exoticism 16, 18, 32, 48, 50, 163, 169,
192

extra-metrical words 176, 184, 192,
195, 255, 300

face-coverings: see veils
families §7—41, 190, 298
of Agamemnon g5, 191, 197-8,
200-1, 214, 287
of chorus 1867, 195, 252-3, 297
of Tantalos and Pelops 10, 18, 109,
13541, 212-13, 232-3
see also Pelopidai
Fassbinder, Rainer Werner 52
fate 219
feminism 52-3
festivals 19, 110, 114-15, 139—40, 244,
248, 252—4, 264
dramatic 1, 21, 299
see also Anthesteria; Tauropolia

fights 46, 144-5, 150-3, 283—4

Sfigura etymologica 197, 158, 300

firs 167
firstfruits decree 225

flying 41, 140, 217, 243, 246, 247
focalisation 144, 151, 209, 278, 280,

284
fortune 177-8, 184, 195, 202, 222,
243, 250, 291

friendship 19, 39, 46-8, 50, 144, 151,
179, 189-90, 195—7, 202, 229
female 116, 139, 217, 253
funeral rites and burial 10, 14, 16, g7,
40, 117-18, 125, 1334, 142,
192-3, 200, 234, 237
Furies: see Erinyes
future tense 142, 152, 199, 221, 223,
230, 276, 288, 291
future perfect 198, 239
jussive future 210, 276, 288

Gaia 265, 269, 271-3
Gamel, Mary-Kay 53
garlands 228
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genitive 115, 131, 132, 187, 140, 150,
152, 180, 185, 197, 253, 258,
268, 271, 272
absolute 112, 150
descriptive 130
of exclamation 133
patronymic 134, 166
possessive 130
with verbs of touching 138, 158
Geoponica 145
gestures 30, 1406, 222, 223, 229, 241,
273
giants 139, 269
Gluck, Christoph Willibald 50
goats 113, 157
gods
and pollution, 161, 238
battles of 139—40
blamed or criticised 120-2, 160-2,
185-6
in final scenes and aetiologies 11,
14, 289—92
oaths sworn by 205, 207
offerings to 13, 117, 214; see also
dedications; libation; prayer;
sacrifice
Olympian 140, 146, 265, 289
problematic nature of 3§6-7, 51,
160-2
unknowable will of 177
Goethe 50-3
gold 130, 133, 261, 268, 270
graves: see tombs
Greekness 135, 155, 275; see also
barbarians
guards 175-6, 194, 203, 236, 237,
260, 279, 283; see also atten-
dants
Guillard, Nicolas-Frangois 50-1

Hades 135, 159

hair 116, 117, 119, 211, 218, 248,
259, 254, 268

as offering 10, 134, 201, 211, 213

Halai Aixonides 292

Halai Araphenides 12-14, 25, 290,
202, 293, 296

halcyon 243, 246, 247

Halirrhothios 226

Harrison, Tony 53

Hekate 5, 52, 112; see also Artemis
Einodie

Helen g4-5, 39—40, 110, 114, 138,

155, 157, 166, 170-2, 170,
181-2, 185, 196
Heliodorus 48
hendiadys 149, 192, 300
Hera 139, 140, 165
Heraclitus 222, 262
Herakles 2, 34, 35, 148, 162, 197
Hermes 114, 270, 273
Hermion 6
hero-cult 6-7, 12, 14-15, 146, 204
Herodotus 5, 7, 9, 15-18, 85, 110,
131, 166, 192, 230, 256, 288
Hesiod, Hesiodic corpus 4
fragments 5, 138, 169, 182, 247
Theogony 169
Works and Days 145, 168
Hesychius 71, 192, 285, 295
hiatus 136, 00
Himerius 265
Hippocratic Corpus 122
Hippodameia 38, 213
Homer 4,111, 112, 117, 157, 158,
180, 187, 219, 223, 255, 269,
273, 291
lliad 4,8, 111, 114, 141, 150, 156,
185, 242, 247, 275
Odyssey 4, 5, 32, 120, 146, 177, 181,
182, 190, 223
Homeric Hymns 159, 179, 2489, 251,
265, 268, 270-1, 273
homicide: see murder
honey 133, 134, 193
horses 110, 121, 131, 136, 138, 162,
224, 252, 288
hospitality 12, 138, 180, 2257, 236
hunting 4, 113, 120, 147, 148, 201,
256
Hyginus 8, 9, 47, 51
hymenaios 158
hymns 125, 129, 264, 266, 268, 270,
286
Hyperbolos 256
hypodochmiac 195
hysteron proteron 2777, 300

iambic metre 2, 138, 139, 163, 214,
217, 219, 251, 266

illiteracy 187-8

imagery 29, 117, 121, 150, 152, 224,
232, 283

impaling 288

imperative 154, 206, 209, 231, 276,
286, 287
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third-person 260, 297
imperfect 151, 152, 154, 157, 285

conative 289

contrasted with perfect 156

of action begun 113, 152
impurity: see pollution
indefinite pronoun 142, 286

India 28, 48
indicative 152, 153, 195, 210, 221,
223, 239, 276

in consecutive clause 178
with va in final clause 157
infinitive 117, 124, 162, 178, 188, 199,
222, 280
in consecutive clause 284
of purpose 143, 207
with request 275
inheritance 141, 199—201
Ino 146
insanity: see madness
inscriptions 7, 17, 292, 294
Io 165
Tonian festivals 227, 248
Iphianassa 4, 185
Iphimede 5, 6, 111
irony 111, 131, 143, 146, 160, 170,
172, 174, 177, 180, 182, 183,
185, 190, 192, 104, 201, 203,
2009, 255, 257, 261, 279
Isaeus 191
Ismene 221
Isocrates g5, 309
Isthmia 146

Jason 262
javelins 158, 283
Jephtha 112
jewellery 25, 262
Jocasta 7

Kadmos g6

Kalais 169

Kalchas 4, 34, 37, 89, 110-13, 138,
174, 182, 197, 272, 282

Karkinos 23

Karystos 293

Kassandra 191

Kastalia 270-1

Kastor g7, 146, 292

‘keyholder’ 130

keys, temple 27, 130, 2094

Keyx 247

kingfishers 247

Kleidemos 176
Klytaimestra 115, 117, 138, 141, 149,
158, 185, 187, 201, 211, 229,
261, 263, 204
adultery of g9, 184, 224
murdered by Orestes 4, 5, 33, 35,
36, 39, 110, 118, 120, 136, 184,
224, 229, 204
murders Agamemnon 5, 35, 37,
110, 136, 191
prepares Iph. for wedding 10, 158,
212-13
knife, in sacrifice 16, 119, 115, 130,
191, 209, 29%
kommos 20, 21, 173, 194-6
Kore g4, 159
koryphaios: see chorus-leader
Kos 238, 261
Kourotrophos 238
kratér 12, 133, 227
Kreon g4, 260
Kreousa g1
Kydonia 130
Kydragora 223
Kyklopes 218
Kyme 235
Kynthos, mountain on Delos 248, 268
Kypselos 136, 169
Kyrene 139, 262

Laconia 5, 166

ladders 123, 280, 281, 289, 295

Lagrange-Chancel, Francois Joseph
50, 53

Laios 112

lament 28, 12-16, 131-7, 194-6, 218,
246-7

Langner, Ilse 52

Laodike 4, 185

laurel 248, 269

Leto 41, 130, 161, 242, 248, 249, 263,
267, 268, 298

Letoon 249

letter, Iph.’s 24, 40, 45, 46, 187, 188,
104, 196, 208-11, 220

Leuke 18, 170

Leukothea 146

libation 10, 117-18, 126, 132—4, 135,
211, 286; see also choai

lies 297, 276; see also deceit

Lindos 257

lions 150

liquid offerings: seelibation
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literacy 187-8

Livy 111

Loutsa 292

Loxias 226, 243
Lucian 44, 47, 50, 198
Lydia 109

Lykos 148

Lykourgos 42

lyres 27, 132, 251, 268

Macedonia 1, 21 n. 44
machina: see deus ex machina;, meéchané
madness 121, 147-8, 150-1, 154, 224,

238

Maiden goddess (of Taurians) 5, 7, 9,
15-16

maidens’ dances 29, 41, 139, 169,
172, 252—4

maiden-songs 244, 253

Malalas, John 47

manuscripts 43—4

Mardonios 130

mares: see horses

Marlowe, Christopher 111

Marmara, Sea of: see Propontis

marriage (ceremony) 13, 32, 137-8,
158-9, 212, 153, 263

Iph.’s fake marriage 4, 10, 34, 38,

113, 139, 154, 183, 212-13,
21

marriage (state) 15, 110, 199—200,
213, 248, 294

masculine plural, of women 185

masks 26, 283

matricide 5, 12, 37, 30, 41, 217, 225,
237, 257, 259, 263, 2094; see also
Klytaimestra

McLaughlin, Ellen 52

mechané 23,

Megara 6

Melikertes 146

melodrama g1

Menander 15

Menelaos 34, 35, 110, 155, 157, 171,
181, 183, 196, 199, 221, 224

in Helen 22 n. 46, 31, 33, 217, 234,

236-7, 239

Menoikeus g4

merchants 167-8

messenger speeches and scenes 20, 21,
42,112, 141-54, 189, 222, 260,
274-8, 288, 291, 292

metamythology 11, 181, 197

metatheatre 142, 225, 278, 299

metonymy 118, 129, 154, 226, 250,
278, 300

metre 2—3, 27-8, 126-7, 164-5, 194,
214-15, 244-6, 265-7; see also
names of specific metres

Mexico 53

milk 183

mime 48

miracles 153, 254, 256

mise en abime 15

misfortune 156, 176, 180, 199, 200,
202, 240, 250

mixing-bowl: see krater

modes, musical 28—

modesty 159

Moirai 137

Molossia 14

monody 19, 28, 214

monologue 20, 109, 115

monsters 149, 269

monuments, funeral 7, 27, 46, 235; see
also tombs

Mopsos 182

mothers, motherhood 177, 179, 212,
248, 253, 267-8, 2771-3; see also
Klytaimestra; matricide

mourning 28, 125, 134-5, 237; see also
funeral rites; lament

Mozart 49

murder g1, §7, 110, 118, 186, 137,
161-2, 188, 199, 226-7,
296, 298, 257, 262; see also
Agamemnon; Klytaimestra;
matricide

murex 145

music 27-30, 132, 185, 158, 251, 268

Mycenae 14, 180, 218, 231

myth 4-6, 7, 10, 14, 15, 34, 52, 181,
226

questioning of 11
rationalisation of 166

names 143, 179

Nauplia 210

Nazism 52

Neoptolemos 156

Nereids 29, 146, 169

Nereus 146-7, 169

nets 120

Nike 299

nobility 26, 124, 190, 214, 283
Nonius Marcellus 46
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non-‘tragic’ tragedy §0-3
Nostoi r,

Nowra, Louis 55

nurses 141, 217, 237
Nyssa 47

oars 167, 170, 239, 250, 280

oaths 112, 196, 2037, 209, 232, 241

Odpysseus 5, 34, 39, 112, 113, 117,
146, 174, 182, 196, 202, 282

oil 133, 193

Oinomaos g8, 110, 215

olive 248-9, 251

Olympia 110, 274

omens 112, 116, 143, 254, 256

opera 49-50

oracles 173, 186, 230, 264-5, 268—74

oracular responses and commands
112, 173, 225; see also Delphi

Apollo’s to Orestes 42, 120, 123,

125, 202, 235, 242-3, 202

orchéstra 22, 24, 29

Oropos 272

Ortygia 248

Ostriv Zmiyinyy (Leuke) 170

Ovid 46, 47, 50

oxymoron 182, 139, 184, 185, 247,
249, 285, 300

Pacuvius 46, 47

paians 135, 265, 267, 286

Palaimon 146

Palestine 47

Palladion 121, 238, 255

Pallas 1509; see also Athena

palm trees 248-9

Pan 250-1

Panathenaia 139—40

panpipes 251

Panyassis g5

papyri 27, 29, 43, 188, 191, 280, 288

Paris 157

Parnassos 268

parodoi 22, 23, 129, 172, 204

parodos 5, 10, 19, 23, 27, 38, 118, 125

of IT 19, 20, 28, 40, 118, 125—

41,163, 175, 232, 244, 253

parody 10, 29, 44 n. 102, 114, 131,
140, 155, 228, 247, 259

partheneia 244, 253

participles 123, 140, 142, 151, 161,
178, 187, 199, 200, 202, 207,
270, 291

passive forms and constructions 158,
171, 178, 219, 225, 283
Patroklos 41, 135, 156
patronymics 134, 166, 211
Pausanias 5, 6, 16, 169, 191, 229, 272
Pazzi de’ Medici, Alessandro 49, §12
Peleus 159
Pelopidai 4, 10, 18, 40, 136, 231,
239, 287, 204; see also families;
Pelops; Tantalos
Peloponnese 5, 109, 219
Pelops 18, 37-8, 109-10, 136, 141,
162, 211, 21314, 231-2
spear of 10, 116, 141, 213
Penelope 117
penteconters 231, 250, 280
Pentheus 23, 148
peplos, Panathenaic 139
Perseus 32, 33
Persian Wars 4, 111
personification 155, 194, 248, 250,
256, 268, 269
Phanodemos 13, 228
Phasis 191
Pherecydes 5 n. 14, 182, 213
Philodemus 5
Phineus 18, 168—9g
Phlya 1
Phoibe 265
Phoibos: see Apollo
Phokis 198, 201, 206
pigs 157, 262
pillars: see columns
Pindar 4-5, 39, 124
fragments 191, 251, 265
Olympians 109, 136, 137, 162, 168,
247
Pythians 5, 39, 120, 134, 139
Pisa (Olympia) 110
pity 89, 40, 112, 138, 140, 141, 1556,
160, 176-8, 184, 185, 188, 192,
194-5, 197, 211, 226, 240
Planktai 129
Plato 28, 29, g5, 111, 117, 261
Plato Comicus 199
Plautus 48
plural
for singular 130, 138, 187, 254, 281
plural verb with singular or dual sub-
ject 153, 208
Plutarch 44, 115, 262, 269
Plynteria 262
polis 17, 25, 189, 2094
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pollution 23, 46, 161, 191, 193, 200,
225-8, 230, 238, 256-63
of Orestes 23, 39, 200—1, 224-34,
237-8, 263
Pollux, Julius 23
Polydeukes 146; see also Dioskouroi
Polyidos 45, 46, 50
Polyphemos 282
polyptoton 114, 00
polyschematist: see wilamowitzian
Polyxene g4
portents: seeomens
Portunus 146
Poseidon 169, 226, 287, 290—2
pottery: see vases
Praxithea 292
prayer 42, 48, 115, 116, 129, 134, 146,
147, 154, 169, 171, 180, 182,
190, 191, 242-3, 2613, 284,
285-7, 209
predictions: see prophecy
present tense, historic 112, 150
with verbs expressing relationships
110, 114, 138, 199
Priam 156
priestesses 6, 24, 27, 48, 49, 52, 53,
115, 117, 130, 1309, 143, 158,
171, 176, 184, 191-3, 210, 224,
298-9, 250, 255, 258, 270, 286,
290, 291
Iphigeneia as priestess 14, 24, 47
n. 13, 52, 53, 114, 129, 143,
160, 184, 190-3, 208, 210, 224,
258-9, 282, 286, 290-1, 294
priests, priesthood 8, 115, 117, 130,
139, 158, 191, 193, 195, 205,
230, 250, 261, 204
Proclus, Chrestomathia 4, 5, 15, 112, 115
prolepsis 141, 142, 150, 224, 259, 300
prologue (prologos) 11-12, 1921, 27,
$7,109-25, 131, 136, 137, 144,
152, 154, 157, 189, 2009, 211,
213, 232
Pronomos 27
properties, stage 24, 187, 203
prophecy 9, 11, 14, 34, 112, 116-17,
123, 182, 186, 202, 225-6, 230,
264-5 270—4, 289, 291; see also
oracular responses
Propontis 18, 19, 129, 166
protagonistes 25—6
Proteus 114
proverbs 111, 207, 212, 285

punishment 16, g5, 149, 172, 182,
226, 235, 288, 289, 295, 297
purification 10, 19, 23, 25, 48, 117,
143, 161, 166, 200, 201, 221,
234, 238, 254, 257-9, 2614,
271, 275, 277, 279
purity 86, 133—4, 166, 210; see also
pollution
purple: see murex
Pylades
encouragement of Orestes 122—4
friendship with Orestes 46—7,
49-50, 150, 195, 198, 202, 232
husband of Elektra 185, 199, 225
scepticism of 40, 197
with the letter 24, 45, 196, 204—9
Pythia 230, 265, 270, 271
Pytho 265
Python 265

pyxis: seevases

race 52; see also ethnicity

racing 110, 121, 213

Rafina 292

ragas 28

realism 145, 181, 187, 197, 257, 260,
289

reciprocity 241

recognition 9-10, g1, 32-3, 45-7, 48,
50, 182—4, 207-14

reeds 166

reperformance 42 n. g7

repetition 28, 114, 131, 166, 202, 205,
208, 2109, 220, 233, 247, 270,
290

rescue 32, 40, 42, 48, 51, 163, 172,
186, 187

resolution, metrical 2, 216

responsion, metrical g0, 126, 135,
166, 168, 171, 194, 195, 244,
251, 252, 254, 270, 273

Reyes, Alfonso 53

Ritsos, Yiannis 52

rivers 191, 166, 170

‘romantic melodrama’ g1

Rossini, Gioacchino 49

rowing 251, 280, 285, 286; see also oars

Rucellai, Giovanni 49

sacrifice 22, 24, 45, 47, 48, 51-3,
11§-14, 117-19, 135, 142,
158-9, 171, 179, 188, 1go—2,
228, 237, 262



GENERAL INDEX 325

before battle 16, 115
human 5, 10, 15-17, 21, 24-5,
$3-7,48, 51, 53, 115, 119, 130,
145, 154-8, 161-2, 166, 171,
176, 187-8, 190-2, 218, 220,
238, 263, 282, 288-9, 293—4
of Iphigeneia 4-5, 7, $8—40, 52,
110-13, 137-8, 154, 160,
208-09, 218, 224, 258
sails 251, 252, 285
Salmydessos 168, 169
Samas 16
Sappho 242
sarcophagi 46
satyr-plays 2, 3, 9, 30, 35, 42
scepticism: see disbelief
Scythia, Scythians 12, 17, 26, 35, 47, 130
sea 19, 143, 168, 170, 189, 238, 2509;
see also Black Sea
seers 182, 186, 251; see also prophecy
self-referentiality 132, 169, 253, 299
Selinous 261
Selloi 272
Semnai Theai 296
Sevastopol 53
shame 158, 159, 184, 198-9, 202, 226,
304
ships 41, 123, 167, 204, 206, 231, 230,
250-2, 275, 278, 280-6
shipwreck 7, 16, 146, 147, 171, 196,
2006, 260
sibling relationships g, 39—42, 121,
141, 177, 192, 193, 197, 208,
228, 298; see also family
sigmatism 199, 207, 241
Simonides 4, 265
sisters: see sibling relationships
slavery 19, 170, 172, 243, 249, 250, 282
Sminthe 8
snakes 117, 149, 265, 269, 270
Snake Island (Leuke) 170
Socrates 117
Solon 168
Sophocles 1, g, 21, 25, 30, 42, 43, 109,
116, 141, 151, 298
Ajax g0 n. 67, 148, 151, 200, 283, 292
Antigone g0 n. 67, 182, 221, 231,
269, 287
Electra s n. 18, g n. 22, 52, 115, 133,
185, 202, 219, 225, 247, 263,
202
Oedipus at Colonus 133, 169, 226,
268

Oedipus Tyrannus 30 n. 67, 132, 135,
260
Philoctetes 156
Trachiniae g0 n. 67, 109, 118, 167
fragmentary plays g5 n. 83, 38, 168
Chryses 8—9, 44
Sourvinou-Inwood, Christiane 2go
spitting 256
spondees 126, 136
squill 262
stasimon 19—20
statues 6, 24, 33, 121, 122, 124, 149,
291, 255, 250, 262
statue of Artemis 12, 14, 25, 36, 46,
50, 51, 52, 122, 124, 200, 221,
225, 231—4, 238-9, 242-3,
254—60, 282, 284, 290—4, 296,
298
Stephanie, Gottlieb 49
Stesichorus 4, 5
stichomythia 21, 119, 120, 174, 178,
187,188, 190, 205, 211, 221,
297, 260, 261, 300
Strabo 170, 295
strophic form 27, 30; see also respon-
sion
Strophios 118, 201, 223
subjunctive, in strong denials 112, 223
Suda 204
sun 41, 252, 260
reversed course 10, 38, 136, 212
telling dreams to 115-16
supplication 22, 158, 226, 230, 240-1,
273
swans 249
swearing: see oaths
sword, used in sacrifice 16, 17, 33,
113, 192, 200, 220, 2509, 293
Symplegades 18, 19, 129, 145, 166,
168, 169, 205
synecdoche 282, 300
synizesis 157, 232, 239, 301
syrmx 251

tableaux, moving 172
Tanais 18
Tantalids 136-7; see also Pelopidai
Tantalos 11, 8, 186, 149, 162, 232
Taurians 5, 9, 15-19, 26
savage and uncivilised 33, 35-6,
156, 283
viewed positively in later works 50, 53
see also barbarians; Chersonese
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Tauropolia 13-15, 293—4, 296
Telemachos 183
Telephos g7
temples 17, 24, 130, 166
Taurian temple of Artemis 17, 19,
22, 24, 45, 118-24, 130, 192,
296-8, 254, 264
Tendra Spit 18, 170
tetralogies g, 32
textiles 10, 140, 151-2, 212-13,
254, 295; see also clothes;
weaving
Thebes 4, 24, 31, 34, 131, 166
Theoklymenos (in Helen) 35-6, 51
Theonoe 31, 36, 49, 239
Theseus 162
Thetis 169, 273
Thoas 254-61, 275-9, 295-8
and Iphigeneia g3, 204, 236,
254-61
cruelty of 16, 258, 288—g
in Chryses story 8
in later versions 46-7, 40-5%
piety of 86, 242, 288, 297
title of 204
Thrace 14, 117, 162, 168
Thyestes 4, 10, 37 n. 89, 38, 110, 136,
212
Tiryns 218
Titans 139, 140, 265
tmesis 216, 220, 273, 501
tokens 10, 24, 38, 45, 110, 116, 203,
211-14, 228
tombs 14, 24, 27, 118, 130, 1334,
201, 21§
Agamemnon’s 10, 144
Iph.’s 7, 204
see also cenotaphs; funeral rites
torches 25, 112, 261, 262
tragicomedy g1
Triclinius, Demetrius 43, 55, 272
tricolon 240, 301
triglyphs 17, 124
Triklines, Nikolaos 43, 284
trilogies g2
trimeters
relation with lyric 131, 132, 194,
214, 218
resolution in 2
tripody, anapaestic 126, 138, 139
Triton 169
trochaic tetrameters 259

Troizen 5, 14

Trojan War 4, 7, 11, 34, 38, 41, 112,
174, 181-2, 287

Troy, Trojans 4, 41, 121, 120, 174,
181, 255, 287, 292

two-termination adjectives 141, 155,

191, 218, 259, 269, 279
Tyndareus 110, 211

Ukraine 53—4
Ukrainka, Lesya 53
ululation 279

vases 24, 26—7, 35, 44—5, 120, 130,
148, 229, 248, 255

veils 159, 203, 254

Vietta, Egon 52

virgins, virginity 6, 29, 32, 47, 130,
139, 184, 185, 200, 224, 241,
253

volcanic activity 192

voting 3, 6, 120, 226, 229, 290, 296

wall-painting 25, 46

warfare 16

wars: see Persian Wars; Trojan War

water, ritual use of 10, 16, 115-17,
133, 171, 188, 191, 195,
211-13, 238, 261, 262, 271

weaving 10, 38, 136, 13940, 152,
188, 211-13, 254, 294-5; see
also textiles

weddings: see marriage (ceremony)

wilamowitzian (metrical unit) g, 32,
171, 244

wine 12, 48, 133, 193, 227, 228

writing-tablet 187, 203

Xenophanes 162
Xenophon 180
Xerxes 26, 130
Xouthos 210

Zephyros 169
Zetes 169
Zeus g7, 165, 166, 242, 250, 261, 267,
271
father of Artemis and Apollo 41,
166, 264, 272-4, 298
god of oaths 204, 241
Zielinski, Tadeusz 2
‘zooming’ 290, 293
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& xpf 176

&pporduns 248
&yodpa 147, 291, 295
Ayopepvévios (-€105) 194, 275
&ykUAn 286

&yopos 248
dyprooparl 145
&duTov 271

Abnvaia 291

aidcds 159

aitia 297

&xoue 81 vuv 206
dxpobivia 120, 173
AAKUGY 247

&AA& with imperative 291
&Aupos 132
Spabia,/&uabns 161
&uoitolos 250
&vérykn 191

&vodiokw 154

&vag 204, 200

&vnp 204

dvolyvuur 12§
&vohoAUlw 2179
dvavupos 226

&gevos 122, 129
&mraipw 180

améyn (&dmoydw) 151
&mioTos 159, 210, 2756, 297
&mAolar 111-12
"ATroM\ov 257

&mOA UL 157
&movaiw 271

&moTive 154

dpax 157

&pa 225

dpaios 205

&ppnTOS 259
&oTokTos 268

&Tepos 149

&tn 132

Atbis 1309, 293
&ToTos 2177

aubis 159, 277
Spedéw 282

dyeudts 270

P&ppapos 257, 279
BpéTas 231

yaAnvos 155

YOME®w 110

Yép 179, 182

ye 120, 180, 211, 258

Saduwy 189, 146, 186
8¢ 123

B¢ ye 124, 205
B¢NTos 187

81 279

31 ye 225
Biodoym 121
B10ppcds 145
dimaATos 159
BimTUyOS 142
Bopu 278
Bpdkwy 149
dpdoos 143
ddua 181

g¢¢1g2

ga 255

gyxAnpos 199
€loua1 230

gla 288

elév 155

eiddTwos 167
gkBotov 238
gxvelw 258

Elake 179
EAaoTPEW 224
EAagnPoros 113
EAaQOKTOVOS 118, 250
E\eyos 182, 247
EMoow (eid-) 171, 259
‘EAAGs, “EAANves 111
“ENny fem. 154
Eumredos 206
guTupa 112

v doalel 207

v Toai 277
¢€aipeTos 206
¢€alelpw 201
gEavdmTw 281
ggapTdopat 158
g¢épyopal 139
g¢melyw 285

gl 238

émikpavov 117

327
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¢mioToA) 188
¢oopis 286
¢Tides 281
¢pdw 180
épelyipos 117
s pétpov 168
&5 xelpas 225
ETEPOS 143
€11 270

e0daiuwy 248, 297

e0BuvTnpia 282
eUAoPrs 283
eUpitos 212
eUpoucos 132
edvaios 170
eUgeos 129
emrous 2677

eTnvous Ueds 295

eUmpupvos 282
eUpwTds 192
eloeluos 284
eUpnuéw 129
eUyou 154
gx1dva 149

(wvn 187

flyyémn 225
fveoa 256
Arap 283

BoaAdooios 141
Bahos 134
B&oow 147
BaTepos 143
BeAxThpI 184
6eddunTos 292
BéopaTa 270
6jAus 191

Bptyxos, BpryxouaTta 119—20

Bunmdiros 282

iSou 209
idpUw 231
lepéa 114
ivig 268

kafdpuaTa 277
kaB1dpUw 291
kaBooidw 277
kad ufv 141
Kawos 297
KaAMoTelov 11§

INDEX OF GREEK WORDS AND PHRASES

KAUTTIHOS 121
KapoBoKkEéw 152
KATAPYUOATS 142
KATAPYOMUaL 115
kaTdyoAkos 269
kaTeuyopan 182
kéAeupa 286
KePKis 140
kfidos 132, 201
knAis 259
kAmidolUyos 180
KATpaE 205
Khiola 218-19
KAUBwv 152

KAuToupfioTpa 112-19

KOWwvos 257
KPaTNP 134
kpNTis 239
KPUQIO§ 279
kudweos 166
KUKAI0§ 240

AaxTileo 285
AauBdvw 1556
Aaokw 178
AoTpelpaTa 278
AoTpelw 250
AetrTdS 159
Aoyos Vs épyov 209
Mo1Bai 199
No€ias 274
AOX10§ 197

p&ANov 8¢ pdAtov 286
pévTis 186, 202, 251

Mevédews 157
pépoy 271-2
iy 141
poipa 298

vaio 129

vads/ Vs ok&Pos 204

vooiw 199
v6oTOS 249

EavBos 117, 120
§eoTOS 124
goavov 124
gouids 134

6 (uév) Tis 286-7
43¢, 1de 290—1
ola€ 282
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ofs pév ... Tois 8¢ 168

olo® 6 Spdow, kTA. 206, 260
SdhoAuyt) 279

Supa 124, 222

dvopax 197, 200

Smews with fut. indic. 152, 299
Spdw (BALTTw) 9dds/ pdos (fidov) 185
8oTte 268

ov with fut. indic. 210

oU y&p 259

oU y&p &GAAG 285

ou Béuis 237

oU unv ... AAA& 193

oU 152

oudauol 124-5

oUKouv 211

Taippous 285
TopaKéAsUpa 152
T&pepyov 180
TroapBivos 185, 259
Topbeveov 116
TATPOKTOVOS 242
TaTpdios 188
TEAayos 150
TEVTNKOVTEPOS 2 K0
Tréonuo 284
TnddAiax 169—70
wiTUlos 151, 239
TAskTOs 286
TAY doa 19O
Tow” 187

TN 189, 220
TopBuelw 146
TOPOS 149, 221
ToTE 177
TpéoPeipa 229
Tpods Beddv 180
TPOCTPOTT) 19O
TPOCPAY A 142
Tpdow 284
TpoUpyou 151
Tpougeidcd 182
TpUuvnBey 281
TUAWPSS 255

PATTW 199
pobios 167

cogfis (-ws) 223, 255
otBouat 195
ofuavTpov 289
okUAx 119—20

oov épyov 242
cépiopa 161
copds 186
omovdai 189
oTevayposs 285
oUAdw 189
oupPBokyevw 269
ouvTeivew 147-8
OUCTEM® 150
opayeiov 154
opdylov 119, 138
op&lw/cpdTTw 111, 184
oxfiua 142

owilw 188

TéAawa 211, 219
T&Aas 192

T&Qos 192

Ty olv 209

Te ... 0UdE 201
TekTaivopan 227
TeAETT) 229

TéEXVN 122, 202
TAUYyeTos 216

Ti ydp; 297

Ti 8¢; 185

Tibn1, Tifeucn 179, 202, 293
TiKT®W 110

Tihai 205, 274
TAGW 219—20

TOloS 189

TOAUa 219
TpoxNAaTOS 121
TUPQVVOS 204

TUXN 122, 177, 219

Uypaivew 132
Udpaive 117
Upévonos 158

p&oyavov 209
pBovos 272
iATpoV 257
povos 257
PWoPOPOs 112

XaAwos 239
XOpeUYn 272
x&p1w &xopw 185
X&pw éuny 291
X&pw Tifeobon 189
XSP1S 254

XEPdw 157



330 INDEX OF GREEK WORDS AND PHRASES

XépviPes 117-18 yiipos 226

xoad 118, 133 yuxoppayns 205

Xonens 229

XPEWY 119 &dis 248—9

XpipTTopot 212 QAévn 148, 229

XPOVIos 143—4 &5 132, 161, 238, 241, 257
xpuoeos (short first syllable) 270 &5 189

Xpuookopns 268 &oTe 157

Xwpéw 282
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