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FOREWORD 

T H I S edition is pr imar i ly intended for junior students. 
For this reason I have used Murray 's standard 
Oxford text , omi t t ing the apparatus criticus, and con­
fining textual discussion to such points as affect the 
sense and are therefore treated in the commentary. 
Whenever Murray 's tex t has seemed to me unac­
ceptable, I have not hesitated to say so, but I have 
offered no emendations or alterations of my own. 
Even beginners may find tex tua l questions to have 
some interest when it is shown how they are related 
to the meaning. I have cut down grammatical notes 
to the min imum, and made the vocabulary as br ief 
as possible, believing tha t the sooner the student is 
taught to use a dictionary the better. On the other 
hand, it may be thought that I have given too frequent 
quotations of, or references to , parallels from other 
texts whether in point of id iom or of iheaning. My 
reason is a desire to help in awakening the student's 
l i terary interest—which I take to be the chief object 
of his learning Greek—at as early a stage as possible. 

For the commentary I have drawn extensively on 
Weil 's edition in his Sept Tragedies d'Euripide, on 
Meridier's edition in the Bude series (especially his 
int roductory notice) and on the school editions of 
Hadley (P i t t Press Series) and Jeffery (Universi ty 
Tu tor ia l Series). In compiling the vocabulary, my 
indebtedness to the school editions of Bond and 
Walpole (Macmillan) and Upcot t (Bell) wi l l be 
obvious. For the In t roduct ion , a new work, Phi l ip 
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Whaley Harsh's Handbook of Classical Drama 
(Stanford Univers i ty Press, California, 1944), came 
in to my hands at exactly the r ight moment, and I 
should l ike to recommend its inclusion in every 
school l ibrary . On the difficult question of the 
choral metres, which I have t r ied as far as possible 
to elucidate, I owe most to Wilamowitz , Oriechische 
Verskunst, and Schroeder, Euripidis Cantica, b u t 
have on occasion departed from both . 

To M r , W. H. Porter of Cork, and Professor T . A. 
Sinclair of Belfast, who have helped in the work of 
proof-correction, I re turn my warmest thanks. 

M I C H A E L T I E R N E Y . 

January, 1946. 



INTRODUCTION 

I — T R A G E D Y . 

E A R L Y D E V E L O P M E N T . — A r i s t o t l e tells us tha t 
Tragedy sprang from the Di thyramb, an elaborate 
r i tua l consisting of a song and dance performed by a 
Chorus of fifty in honour of the god Dionysus. The 
subject of the D i thy ramb was originally a sacred 
story concerning the god's wonderful b i r t h or his 
punishment of those who refused his worship, and the 
dance which formed part of i t was of an imi ta t ive 
character. Ear ly in the s ixth century B.C., other 
stories began to be occasionally used instead of those 
concerning Dionysus. * F rom about 535, in connection 
w i t h the Athenian spring festival called the Great 
Dionysia, the leader of the Chorus became separated 
from it and took on the function of an actor (Greek 

" answerer," so called because he answered 
the song of the Chorus w i t h a speech in recitative 
style). The first to take this revolutionary step was 
T H E S P I S , after whom associations o f actors are s t i l l 
called Thespians. The new k ind of performance 
ini t ia ted by h im was called Tragedy a word 
which means " goat-song," because the Di thy ramb 
from which it took its origin was associated w i t h the 
sacrifice of a goat, an animal supposed to incarnate 
the god. The more general word Drama means 
simply " action " and was applied from an early date 
to t he . whole combination of sacrifice, song, and 
imi ta t ive dance. 

vii 



vii i INTRODUCTION 

A E S C H Y L U S . — R e a l drama i n our sense was not 
possible u n t i l a second actor was introduced beside 
the first, thus permit t ing the development of dialogue. 
This was the work of A E S C H Y L U S , who thus became, 
the second founder of Tragedy. Born in 525 B.C., he 
was active as a dramatist f rom about 500 t i l l his 
death in 456. As well as making dialogue the vehicle 
for dramatic action, he also carried further the 
tendency to substitute heroic subjects for Dionysiac, 
thus becoming a pioneer in the development of the 
plot. He is said to have described his tragedies as 
" slices from the great banquet of Homer." After 
h im, the history of Tragedy is in one aspect tha t of 
the victory of plot and dialogue over dance and song, 
of the actor over the Chorus. 

SOPHOCLES.—His great successor, SOPHOCLES (born 
495, active from 468 to 406), is credited by Aristotle 
w i t h the introduct ion of a t h i r d actor and scene-
painting. He is also said to have finally fixed the 
number of the Chorus at fifteen : the Chorus in Tragedy 
seems to have been always smaller than in the 
Di thyramb, and was only twelve before Sophocles. 
In his hands, Tragedy may be said to have reached 
its classic perfection of form and style. It had 
become the chief l i terary expression of the A t t i c 
genius, in which the already very r ich material of 
Greek epic and lyric poetry was further enriched, 
expanded, and used as a medium for the most pro­
found poetic treatment of contemporary problems. 

T H E T H E A T B E . — T h e theatre " show-
place ") in which tragedies were produced at the 
Great Dionysia was part of the sacred precinct of the 
god, whose priest had a special front seat ,at per­
formances. In the fifth century it was a semicircular 
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hollow, south of the Acropolis H i l l , i ts sides and back 
slopes filled w i t h tiers of wooden seats. In the 
centre of the hollow was the flat circular dancing-
floor whence our orchestra) round an altar 

of the god. On the far side of the orchestra 
from the audience was the wooden booth 
whence our scene), in front of which the actors per­
formed. It now seems certain that there was no stage, 
only at most some steps leading up from the orchestra 
to the front of the booth. The Chorus performed its 
dances round the the actors moved and spoke 
before the which served as background and 
was decorated w i t h appropriate paintings. Elaborate 
scenery was unknown, and changes of scene were very 
rare, but certain mechanical devices were in use, and 
Aeschylus in particular was famous for his par t ia l i ty 
to them. An example of such a device was the 

(machina, machine), by means of which gods, 
ghosts, and other preternatural beings were swung 
or made hover above the (cp. 1. 32 of this 
play). 

PLAY-PRODUCTION.—Tragedies were produced in 
competition, and prizes were awarded on the verdict 
of a committee of ten judges. A poet wishing to 
compete applied to the Archon Eponymus, who 
appointed a Choregus , a rich citizen who 
bore the expense of t raining and dressing the Chorus. 
Normal ly the poet himself taught the Chorus and 
actors their parts ; hence the verb is 
equivalent to the English verb " to produce," in 
reference to a play. Each poet competed w i t h four 
plays, three of which were tragedies and the fourth 
a play called a Satyrio Drama, in which a tragic 
plot was treated in burlesque fashion. The three 
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tragedies were known as a trilogy, the group of four 
plays as a tetralogy. 

S P E C I A L F E A T U R E S . — T h e differences between 
ancient and modern Tragedy were very wide indeed. 
Ancient Tragedy formed part of a religious festival, 
was played in the open air in daylight, and con­
sisted, for about a t h i r d of its length, of a series of 
elaborate semi-ritual hymns sung by the Chorus to 
the accompaniment of specially-composed music and 
a complicated dance. The poet was at once dramatist, 
composer, choreographer, and producer, and in early 
times chief actor as well ; the first poet to give up 
acting in person, we are to ld , was Sophocles, on 
account of the weakness of his voice. As there were 
only three actors, dialogue as well as lyrics had a 
formal qual i ty. Actors and Chorus alike wore masks, 
and the former had special high-soled shoes to 
increase their height. Plots were almost invariably 
drawn from heroic legend, but it is a mistake to 
suppose that their outlines were always well known. 
On the contrary, the poets exercised the greatest 
freedom of invention, and it was in order to give the 
audience some idea of the story tha t devices l ike the 
Prologue and the Deus ex Machina, so beloved by 
Euripides, were used. The three great dramatists 
have never been excelled and rarely equalled for their 
power of producing suspense, surprise, and excitement 
in an audience, and they exploited many varied means, 
both l i terary and theatrical, for this purpose. Owing 
to the number of citizens trained every year for the 
competing Choruses, a high level of technical compe­
tence was widely diffused. This gave the whole At t i c 
drama a communal character entirely foreign to our 
theatre, and kept the standard of criticism very high. 
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I I — E U R I P I D E S . 

L I F E . — T h e last of the three great tragic poets was 
•born, according to t radi t ion, on the island of Salamis, 
and on the very day of the great naval v ic tory won 
there over the Persian fleet (September, 480 B.C.). 
His father's name was Mnesarchus, his mother's 
Cleito, and in spite of certain stories deriving from 
the jibes of comic poets, his family was probably 
well-to-do. He seems to have come early under the 
influence of the philosopher Anaxagoras, and among 
his friends were the latter's disciple, Archelaos, the 
Sophists Protagoras and Prodicus, and Socrates, who 
was at least ten years his junior . At any rate, the 
doctrines of al l these men are constantly reflected in 
his extant work ; and in the Alexandrian Life of h im 
by Satyrus, discovered in 1912, we are to ld that in 
his play, The Cretans, he sketched the whole philo­
sophy of Anaxagoras in three lyr ic periods. Even 
in his lifetime he had a reputation for learning, and 
is one of the earliest Greeks said to have possessed a 
l ibrary. His first t r i logy, Daughters of Pelias (includ­
ing the story of Medea), was produced in 455, a year 
after the death of Aeschylus ; but he won no prize 
t i l l 442, and was put first only five times i n his life. 
After 408, he retired from Athens to the court of K i n g 
Archelaos of Macedon, in whose honour he wrote a 
plav, Archelaos, now lost. He died at Pella in the 
summer of 406, having been to rn to pieces, according 
to one legend, by the hunting-dogs of his royal host. 
After his death, his son produced at Athens his three 
last plays, Bacchae, Iphigeneia in Aulis, and the lost 
Alcmeon in Corinth. There is a touching story that 
on the news of his death the veteran Sophocles 
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appeared in the theatre in mourning, and that the 
audience wept. 

H i s R E P U T A T I O N . — E u r i p i d e s seems to have enjoyed 
in his lifetime only a l imi ted popular i ty among his 
own people. He was part icularly obnoxious to con­
servative Athenians because of his unorthodox views 
on religion and moral i ty . This is evident from the 
frequent severe criticisms of his work found in the 
comedies of Aristophanes (Acharnians, Thesmophoria-
zusae, and especially Frogs). On the other hand his 
plays seem to have been well l iked by the common 
people, and outside Athens his fame was very great 
even in his lifetime. Thus we are to ld tha t some of 
the Athenian prisoners at Syracuse in 413 were 
saved because they knew his work by heart ; and 
M i l t o n has familiarised English readers w i t h the story 
of how 

the repeated air 
Of sad Electrons poet had the power 
To save th' Athenian walls from ruin bare 

after Lysander's v ic tory in 404. In the century after 
his death, the fame of Euripides spread al l over Greece. 
His influence on the New Comedy (late four th and 
t h i r d centuries) was enormous, and through this and 
the much later tragedies of Seneca he became one of 
the chief indirect sources of modern drama. An 
amusing story from Lucian tells how on one occasion 
in the t ime of K i n g Lysimachus (306-281 B.C.) the 
people of Abdera in Thrace, after an epidemic of 
some k ind of influenza, were seized w i t h a craze for 
singing and recitation, and went about pale and t h i n 
repeating a famous speech of Perseus from his 
Andromeda (now lost) about the power of Love. 
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H i s W O K K . -Our present tex t of Euripides goes 
back ult imately to a selection of ten of his plays made 
for school use in the second century A . D . , and to the 
chance survival of nine others from an edition of his 
collected works in alphabetical order. This gives us 
nineteen plays out of a recorded to ta l of ninety-two. 
One of the nineteen is a Satyric Drama, The Cyclops, 
another, Rhesus, seems to have been worked over, 
perhaps by his son. The ten plays above referred to 
are : Hecuba, Orestes, Phoenissae, Hippolytus, Medea, 
Alcestis, Andromache, Rhesus, Troades, Bacchae. The 
nine are : Helen, Electra, Heracles, Heracleidae, Cyclops, 
Hiketides (Suppliant Women), Ion, Tauric Iphigeneia,  
Iphigeneia in Aulis. We possess also a large number 
of fragments from plays now lost, but quoted exten­
sively in ancient works; and in recent times consider­
able additional fragments have been recovered from 
papyri , giving us large parts of Antiope, Hypsipyle, 
and two plays called Melanippe. 

CHRONOLOGY OF P L A Y S . — T h e following is a list of 
the plays of Euripides of which the dates are recorded: 

455 : Peliades ( tr i logy). 
438 : Cretan Women, Alcmeon in Psophis, Telephus, 

Alcestis. 
431 : Medea, Philoctetes, Dictys, Theristae. 
428 : Hippolytus. 
445 : Alexandros, Palamedes, Troades, Sisyphus. 
412 : Andromeda, Helen. 
408 : Orestes. 
406: Bacchae, Iphigeneia in Aulis, Alcmeon in 

Corinth (all posthumously produced). 

It w i l l be noted that we have records of several 
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Tetralogies and of one complete Tri logy. The list for 
415 is especially noteworthy as giving us the only 
complete Enripidean Tetralogy dealing w i t h a con­
tinuous subject of which one play has been preserved. 
Normal ly there was no connection between the plots 
of the plays which made up his Tetralogies. The 
earliest extant play, Alcestis, is not s t r ic t ly a tragedy, 
but stands in a class by itself. Though serious in 
tone, it took the place of a Satyric Drama, and 
l ike some of the poet's latest plays (see below) has 
a happy ending. 

Probable dates for other extant plays are : 
Heracleidae : before 427 ; Andromache: 426; Hecuba: 
before 423 ; Heracles : before 422 ; Suppliant Women 
(Hiketides): 4 2 1 ; Ion: 417; Electra: 413; Tauric 
Iphigeneia: 411-09; Phoenissae (wi th Oinomaos and 
Chrysippus): 409. Hypsipyle and Antiope were prob­
ably produced along w i t h Orestes in 408. The date 
of The Cyclops is quite uncertain, and Rhesus may 
belong to the four th century. There are a few other 
plays, now lost, which we can only date as early 
(before 420) or late (after 420). Ear ly are probably 
Bellerophon, Cresphontes, Cretans, Oineus, Phoinix, 
Siheneboia, Theseus, Thyestes. Late are probably 
Alope, Antigone, Auge, Ixion, Oedipus. 

D E V E L O P M E N T . — W e are obviously not in a position 
to form any final judgment on the development of 
Euripides as a dramatist. The earliest of his extant 
tragedies, Medea, was wr i t t en when he was nearly 
f if ty, and we know very l i t t l e of what preceded i t . 
I t is, however, bo th possible and helpful to a t tempt a 
general classification of the plays known to us. 

1. After Alcestis comes a group of great tragedies in 
which women especially are shown in the grip of some 
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overmastering passion such as revenge (Medea) or love 
(Phaedra in Hippolytus). Such plays as The Cretans 
and Stheneboia, in which old legendary love-affairs 
were presented in this way, w i t h great realism and 
a r ich display of rhetorical ski l l , part icularly shocked 
the poet's conservative critics, who also took exception 
to his presentation in Telephus of a k ing disguised in 
rags as a beggar. 

2. W i t h the beginning of the Peloponnesian War in 
432, Euripides seems to have entered on a strongly 
patriotic phase. Already in Medea we get a splendid 
chorus (824, f.) in praise of Athens. The next ten 
years saw a series of tragedies, from Heracleidae to 
The Suppliant Women, in which the glory of Athens 
is a leading theme and is accompanied by denuncia­
t ion of Sparta, as in Andromache. To this class 
belonged the lost Aigeus, Theseus, Erechtheus, and we 
f ind the same theme prominent in Heracles and in 
the somewhat later Ion. Dur ing this phase, too, 
Euripides developed greatly his very characteristic 
fondness for obscure A t t i c legends and cults as 
subjects for his plays. 

3. Dur ing the period from the Peace of Nicias to 
the Athenian disaster in Sicily (421-413) the poet's 
mind seems to have turned against war and even 
against patriotism, and he seems definitely to have 
abandoned al l idea of purpose or meaning in the world. 
This extreme pessimism is felt for the first t ime in 
Hecuba, when Talthybius suggests that Chance, not 
Zeus, is supreme (see note on 491). In Heracles it 
runs side by side w i t h the poet's s t i l l vigorous 
Athenian patriotism : an old tale, l i t t l e if at a l l used 
for tragic purposes, is altered so as to give it a very 
pessimistic t u rn , and ridicule is th rown on " the 
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wretched tales of poets " which have so far been the 
groundwork of Tragedy. The Tri logy containing 
The Troades was perhaps the supreme expression of 
this pessimism ; in its depiction of the hopeless and 
meaningless horrors of war it is almost the exact 
contrary to the earlier patriotic plays. In Electra we 
find aiiother manifestation of the same spirit . Here 
a famous legend, which had served Aeschylus as 
material for the noblest spiri tual teaching, is pre­
sented as a human problem in a cold, rational, 
" modern " l ight , and found not noble but horrible. 

4. This belief in the sovereign power of Chance is 
combined w i t h a view which Euripides took over from 
the Sophists and which we find recurring in al l stages 
of his work : the view that religious practices and the 
doctrines which justified or explained them were not 
natural bu t conventional. This view was expressed in 
the famous antithesis between (nature or 
growth) and (law or convention) which we 
find touched upon in almost every one of his plays 
(see note, 592-602). I t s effect on Euripides was to 
make h im reject, not merely such accidental mani­
festations of Greek paganism as oracles and blood-
sacrifices, but the whole pagan pantheon, and 
substitute for it a k i n d of Deist belief in an inscru­
table Power, which could as readily be identified 
w i t h Chance as w i t h anything purposeful or rational. 
Unfortunately, in thus rejecting a very imperfect 
religion, Euripides was also rejecting the whole 
complex of beliefs which made Tragedy possible. 
B l i n d Chance, as Aristotle was to perceive, is more 
suitable to be a comic than a tragic force. The plays 
of the period from 413 to the death of Euripides are 
no longer tragedies in the old sense of the word. 
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though they preserve the tragic form, and though 
the poet's skil l in plot-construction, and his power of 
devising highly dramatic situations, are almost more 
br i l l iant than ever. They are plays of romantic 
and sensational adventure like Helen and Tauric 
Iphigeneia, exciting dramas of intrigue like Ion (whose 
date is perhaps a few years earlier), Electra, Orestes 
and Iphigeneia in Aulis, or colourful and emotional 
" cavalcades " like The Phoenissae. In almost all , 
Chance is the dr iving force of the action, and there 
is a strong tendency to happy endings and poetic 
justice. Plots depart more than ever from the old 
canonical forms (never very fixed, as we have seen), 
while the Chorus becomes an interesting and beautiful 
survival, largely external to the action. In the end 
its songs are altogether irrelevant interludes at certain 
points, and the plots have become so original that it 
needs only a short step to abandon the tradit ional 
names of the characters,. W i t h all this went a con­
tinuous advance in realism and refinement of dialogue. 
These various developments found their natural term 
in the New Comedy, and Menander is the real successor 
of Euripides. 

I l l—HECUBA. 

S T R U C T U R E . — L i k e Heracles, which may have been 
a companion piece (see below), Hecuba is in structure 
a " d i p t y c h " ; tha t is to say, it contains two 
successive themes loosely l inked together and given 
un i ty by the predominance in both of a single 
character. The play is sometimes criticised for this 
looseness of structure, bu t one of its attractions is 
the great subtlety and ski l l w i t h which the defect, 
if it be a defect, is mitigated. 
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The two parts are of almost exactly equal length. 
The drama of Polyxena's fate ends at line 056, w i t h 
the end of the Second Stasimon, and the remaining 
639 lines are devoted to Hecuba's discovery of the 
fate of Polydorus and her revenge on his murderer. 
Each par t has the chief features of an Aristotel ian 
plot , Recognition, Reversal, Messenger's Narrat ive, 
and Dirge. There are, of course, subtle differences : 
thus in the first par t the Dirge is a prolongation of the 
Parodos and is joined in by Hecuba, Polyxena, and 
the Chorus, while in the second it is almost a mono­
logue by the odious v i c t im , Polymestor. So too the 
Narra t ive in the first par t is spoken by the Herald, 
Tal thybius, while in the second Polymestor, isolated 
and wi thou t sympathisers, speaks it himself. Each 
par t also has its own Agon or Debate ; but in the 
second part this is duplicated. There is a close 
resemblance between Hecuba's debate w i t h Odysseus 
in the f i rs t par t and her debate w i t h Agamemnon in 
the second, bu t whereas the earlier one ends in failure 
for the queen, the later ends in her success. It is 
followed by her debate w i t h Polymestor, which takes 
the standard form of a trial-scene. 

U N I T Y OF P L A Y . — U n i t y is ensured principal ly by 
the character of Hecuba herself. In this respect the 
play closely resembles The Troades, produced nearly 
ten years later. There also Hecuba is continuously 
present, and the separate divisions of the action (in 
this case three) are uni ted by reference to her. B u t 
whereas The Troades is a powerful and moving series 
of v i v i d tableaux, Hecuba is a single cumulat ive process 
in which every stage leads towards the queen's 
terrible revenge. Her character thus makes the play 
an interesting half-way-house between Medea, which 
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is pure revenge-drama-, and The Troades, which is 
a panorama of the fal l of Troy. 

A second device for mi t igat ing the looseness of the 
plot is the Prologue spoken by the ghost of Polydorus. 
Usually the speaker of the Euripidean Prologue is 
an omniscient god, and its purpose is very often to 
set the background for an unfamiliar plot . Polydorus, 
by his phantom presence, is here himself the back­
ground for the second part of the play ; bu t his 
speech is carefully confined to the chief event of the 
first part , the sacrifice of Polyxena. We get f rom h im 
no h in t of the drastic action his mother w i l l take 
on finding his body. The Prologue is followed by 
Hecuba's announcement of her double dream, in 
which the fates of both her children, and thus the 
two parts of the play, are again dark ly joined. There 
are many other scarcely visible links : thus the body 
of Polydorus is found by an old servant sent to fetch 
water for Polyxena's burial , and on first seeing it 
his mother thinks she s t i l l sees Polyxena's corpse. So 
too the presence of Agamemnon, al l- important in the 
second part, is motivated by his desire to speed 
Polyxena's burial . 

SOURCES OF P L O T . — I t is generally agreed tha t 
Euripides took the outline of the plot for the first 
part of Hecuba f rom a lost tragedy of Sophocles, 
Polyxena. We are in fact t o ld this by the Scholiast 
on, line 1 :  

Sophocles in t u r n had many 
predecessors. The story was first to ld in the Cyclic 
epic called Sack of Ilion, and figured afterwards in 
poems by Stesichorus, Ibycus, and Simonides.1 In 
Sophocles, as well as in- his sources, the ghost of 

l F u l l account in Pearson: Fragments of Sophocles, vol. I I , 161, f. 
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Achilles played a very important part, and the scone 
in which i t appeared is highly praised in the treatise 
On the Sublime. Euripides varies the effect by having 
the story of this famous apparit ion to ld by another 
ghost invented by himself. A slighter addit ion made 
by Euripides to his Sophoclean materia, is the 
wi l l ing acceptance of her fate by the heroine,1 a 
characteristic which joins her to a long line of 
Euripidean heroines, from Alcestis down. 

If the story of Polyxena's sacrifice owes much to 
Sophocles, tha t of Polymestor's crime and Hecuba's 
revenge is almost entirely original. There is no 
trace of i t in earlier literature, and certain details in 
later accounts (such as that in Aeneid i i i , 41, f.) , 
suggest tha t at most Euripides may have drawn on 
a local Thracian legend which explained the presence 
on the Chersonese coast of an oracle of Polydorus and 
a cairn for Hecuba. We are justified in th ink ing that 
the whole of the revenge is an example of the poet's 
own invention. I t abounds in s t r iking devices l ike 
the " asides " in the scene w i t h Agamemnon (see note 
at head of T h i r d Epeisodion, 658-904) and the well-
sustained suspense regarding the nature of the 
punishment of Polymestor. 

The location of the play on the Thracian side of 
the Hellespont is rendered necessary by the use of 
the ghost of Polydorus for the Prologue ; but it has 
led Euripides in to a slight difficulty regarding the 
sacrifice of Polyxena. In all earlier versions of the 
story, the tomb of Achilles, where the sacrifice took 
place, was on the Asiatic side, close to Troy. We are 
carefully kept in the dark in the play (narrative of 

*I here follow M6ridier's suggestion; see note 2, p. 170, in the 
introductory Notice to his edition of the play. 
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D A T E . — T h e date of Hecuba is par t ly fixed by the 
parody of line 172 in Aristophanes' Clouds, line 1165. 
As The Clouds was first produced in 423, and as there 
is no reason for believing this passage to belong to a 
later edition, we thus have that year as a terminus 
ante quern for Hecuba. A rather weaker terminus 
post quern is afforded by the reference in the Firs t 
Stasimon (see note, 455-65) to the Delian festival 
revived during the winter of 426-5. It is also possible 
tha t there is in the Second Stasimon (see note, 650) 
a reference to the Spartan defeat at Sphacteria in 425. 
These indications together point to the spring of 424 as 
the most l ikely date for the first production of Hecuba. 
It is probable that Heracles was produced also in tha t 
year, as suggested by Parmentier in his edit ion of the 
latter play. (Notice, p. 16.) If the two belonged to 
the same Tetralogy, this would account for some 
curious parallels between them. Such are their 
" d ip tych " structure, their references to Chance as 
supreme over human affairs, and the fact tha t the 
revived Delian festival, mentioned above, is also 
referred to in Heracles (line 687). 

Talthybius, 518, f.) as to whether or not the whole 
Greek host returned to the Asiatic side for the 
sacrifice. The Scholiast is puzzled by this silence ; 
his note on line 521 is a good example of intelligent 
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I V — M E T R E S . 

1. I A M B I C T R I M E T E R . — T h i s is the ordinary metre 
of dialogue. Aris tot le calls i t the most conversational 
of a l l metres, and says tha t i t took the place of the 
less refined Trochaic Tetrameter. As its name indicates, 
it consists of three Iambic metra : 

bu t it is commonly scanned as consisting of six feet. 
The first syllable of each metron and the last syllable 
of the Trimeter may be either short or long (syllaba 
anceps). This is usually expressed by saying tha t a 
Spondee ( ) can take the place of an Iambus in 
the first, t h i r d , and f i f th foot. A D a c t y l i 
may take the place of the Spondee at the beginning 
of the first and second metron (first and t h i r d foot) 
and an Anapaest at the beginning of the 
first. W i t h proper names, Anapaests may be used 
instead of any Iambus except the last. " Resolution " 
(the subst i tut ion of three short syllables for an 
Iambus) was allowed sparingly by Aeschylus, 
Sophocles and in his early plays by Euripides; from 
Hecuba on it may "occur anywhere except in the 
t h i r d metron (fifth or s ix th foot). Caesura (division 
of words w i t h i n a foot) occurs always in the second 
metron, in i ts f irst or second foot or in bo th ( th i rd 
or four th foot of the line). When a line is divided 
between two speakers see 1284, 1285) the 
break coincides w i t h the Caesura. 

I f the f i r s t syllable of the t h i r d metron i s long, i t 
must not be followed by a Caesura. This is the rule 
known as " Pornon's Pause " ; it can also be expressed 
by saying that if a Trimeter ends w i t h a word in 
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the form of a Cretic the syllable preceding 
tha t word must be short (the fifth foot must be an 
Iambus). The only exception allowed is when the word 

. preceding the Cretic is itself a word of one syllable. 
2. A N A P A E S T I C V E R S E . — T h e Anapaest 

was regarded as a marching r h y t h m , and is regularly 
used for the song sung by the Chorus as it takes its 
place in the orchestra or goes off at the end. In 
Hecuba the queen enters before the Chorus and both 
chant in Anapaests ; so does the Chorus as it goes 
off (59-153, 1293-5). The exchange between Hecuba 
and Polyxena in the Parodos (154—215) is in a 
peculiar form of Anapaestic r h y t h m in which Spondees 
predominate, thus making it akin to Dochmiac (see 
below). 

Anapaests are scanned like lyric verse, in cola, 
which are normally Dimeters, though Monometers 
occur frequently. Spondees may take the place of 
Anapaests all through, and Dactyls in al l places 
except the last. Only the last syllable remains 
fixed ; it must be always long. This feature gives 
a sequence of Anapaestic Dimeters the appearance 
of being continuous, and is called Synapheia or 
" l i n k i n g . " A sequence of Anapaests normally ends 
in a Dimeter which is a syllable short, or catalectic. 
It thus consists of three Anapaests or their equiva­
lents, followed by a single syllable which may be 
either short or long (syllaba anceps). This catalectic 
Dimeter is called a Paroemiac, because of its frequent 
use as a verse-form for proverbs as in 

3. D O C H M I A C V E R S E . — T h i s derives its name from 
the Greek word " aslant," because metricians 
in t ry ing to analyse i t felt tha t i t cut across all their 
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rules. I t s characteristic is its extreme irregularity, 
which makes it well fitted for the expression of great 
emotion. Unknown except in Tragedy, it is there 
the normal metre of the dirge I t s 
basis is the Dochmiac Metron which may be analysed 
into a combination of Iambics and Ore tics  

or Trochees and Cretics , 
but over t h i r t y different forms of this basic metron 
occur. Like all lyr ic metres it is usually composed 
in Dimeters ; what gives it its irregular appearance 
is the fact tha t resolution of longs in to two shorts 
and the reverse substitution of a long for two shorts 
are universally allowed. The Bacchius or 

the Tribrach and even the 
Choriamb frequently occur among 
Dochmiac metra, which may also consist entirely of 
short or long syllables. The latter or spondaic form 
is almost indistinguishable from a variety of the 
Anapaestic Dimeter, and is to be found in the scene 
between Hecuba and Polyxena at the end of the 
Parodos (154-215). This is very effective for the 
expression of abject grief. Often Dochmiacs occur in 
scenes of excitement combined wi th or answered 
by Iambic Trimeters; an example is the scene 
681-722, which is really a Kommos for Polydorus. 
The chant of the Chorus, 1024-33, and the wi ld 
lament of Polymestor, 1056-1106, are further 
examples of this r h y t h m . 

4. L Y E I C METRES.—The simplest lyric metres were 
the Iambic and the Trochaic. Of these the latter 
does not occur in Hecuba, the former only in combina­
t ion wi th the Aeolic rhythms which are preponderant. 
As wi th other metres, the normal Iambic colon was 
the Dimeter : 
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but Trimeters also occur, always in irregular forms, 
permit t ing constant resolution. In Iambic Dimeters, 
the Cretic or Bacchlus are 
very frequently found substituted for one metron, as 
at 629-30, 634. 

Aeolic r h y t h m is based on the Choriamb 
which is usually found associated w i t h four free 
syllables in the Aeolic or Choriambic Dimeter, as at 
469-471, 636, 645, etc. Catalectic forms are frequent, 
the Choriamb being preceded or followed by two 
syllables as at 637, 646. Other catalectic forms have 
special names, such as the Adonius 
where only one syllable follows the Choriamb, and 
the Versus Aristophanicus 
Lydia die per ornnes) where three syllables, a Bacchius, 
follow i t . Examples are 450, 461. 

A favourite var ie ty of the Choriambic Dimeter has 
the Choriamb in the middle, preceded and followed 
by two syllables. This is the colon called Glyconic, 
after Glycon, an unknown poet. Examples are 445, 
447, 448, 635, 905, 910-12. A catalectic form is called 
Pherecratic after a famous comic poet. Examples 
are 444, 909. Another form, called Telesillean after 
an Argive poetess, has dropped its first syllable 
(acephaly). Examples are 451, 466, 467. A s t i l l 
shorter form of this colon has dropped both first and 
last syllables. It is known as the Reizianum, after 
the German scholar, Reiz, who identified i t . In this 
play it does not occur in isolation, but at 655 is 
preceded by an Anapaest to make a k ind of Trimeter 

The Dimeter could also be lengthened by various 
other means. One such lengthened Dimeter is seen at 
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631, where a syllable has been added to the end of the 
Glyconic. This is a well-known colon, called Hippo-
nacteum after the satirist Hipponax. At 652 we 
find two short syllables prefixed to the Versus 
Aristophanicus, and at 913-14 a Cretic. A similar 
verse is 951-2, where the Versus Aristophanicus is 
preceded by a Dac ty l . This is best known as the 
last colon of the Alcaic stanza : virginibus puerisque 
canto. Another well-known colon of this k i n d is 446, 
where three syllables have been added to 
the end of the Glyconic. This colon was used by 
Sappho, and is called the Sapphic Hendecasyllabic, 
but is better known as Phalaecian, after a much later 
poet. It became a favourite L a t i n metre, and is 
well known from Catullus and Mar t i a l (cui dono 
lepidum novum libellum ?). A form of this w i th 
resolution is seen at 453. 

In the T h i r d Stasimon, at 931, 941 and 945, occurs 
sporadically in conjunction w i t h Iambics a colon 
which was very common in non-dramatic lyr ic . This 
is known as Hemiepes, and is really the half of the 
second verse of an elegiac couplet, consisting of two 
dactyls and a long syllable  
In conjunction w i t h the Epitrite i t was 
made the basis of Pindar's most frequent colon, the 
Dactylo-Epitritic. Here it occurs also in the Epode 
of the Second Stasimon, where in combination w i t h 
an Iambic metron, it makes up the Iambelegus, a 
favourite colon w i t h Horace. 

In analysing choral metres, we first rely on the fact 
tha t the lyrics are bu i l t up in atrophic form, strophe 
and antistrophc corresponding syllable for syllable. 
This structure was taken over by Tragedy from the 
great choral lyric of Stesichorus (about 600 B,C.) and 
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his successors, Simonides and Pindar. It is known as 
the triadic structure because of the t r i ad consisting 
of strophe, antistrophe, and epode. The Epode 
could be added or omit ted at the w i l l of the poe t ; 
thus in this play the First Stasimon has no epode, 
but the second and t h i r d have. W i t h i n the strophe 
the poet had complete freedom in the variat ion of his 
cola, being controlled only by the musical accom­
paniment. Except for this freedom, the rhythms 
were very similar to the more fixed types found in 
the earlier Alcaic and Sapphic stanzas imita ted by 
Horace, and the same cola were used in choral lyr ic , 
but w i t h very much greater variety. The normal cola 
were Dimeters, but on occasion Trimeters were com­
bined w i t h them. Instead of being composed in f ixed 
and r ig id stanzas, cola were bu i l t up in to periods 
w i t h i n the strophe. As w i l l be seen from the analysis 
prefixed to each ode, the periods are very frequently 
hard for us to recognise. 
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NOTES 

1 -58. Prologue. Aris tot le defines the Prologue as tha t par t 
of a tragedy which precedes the entrance of the Chorus. In 
Euripides it is regularly a monologue in which a person (generally 
not a character in the play, and frequently a god) gives the audience 
an outl ine of the plot . This was necessary, because while E. was 
normal ly re-handling material already used by his predecessors, 
he very often made drastic changes in the t radi t ional stories. 

Hecuba is unique in having i ts prologue spoken by a ghost, 
Aeschylus had introduced the ghost of Darius in to The, persae and 
the ghost of Klytaemnestra in to The Eumenide.*, and we know 
tha t a whole series of ghosts must have appeared in his lost play. 
The Psyehagogoi, which dealt w i t h the vis i t of Odysseus to the 
underworld. The example of Sophocles was s t i l l closer. In his 
polyxena, which covered the same ground as the first hal f of Hecuba, 
the ghost of Achilles played an impor tan t part , but we have no 
evidence tha t it spoke the prologue. Euripides ski l ful ly combines 
his own invent ion, the ghost of Polydorus, w i t h the Sophoclean 
ghost of Achilles, by making the former narrate (37-41) how 
the lat ter had appeared to hold back the Creek host when it was 
ready to sail home. We thus get the arresting effect of a ghost-
story w i t h i n a ghost-story. Polydorus does not , of course, appear 
again ; but his prologue helps to strengthen tho dramatic un i t y 
which is endangered by the " d ip tych " structure of the play. 

The ghost was probably represented as hovering in the air 
32) over the huts where the Trojan captives are 

lodged, which form the background. This was done by means of 
a device called (La t i n machina, whence deus ex machina) 

or The ten t of Agamemnon stands to one side, and the 
action takes place before i t , not on a stage (which did not exist 
in the f if th century B.C.) but perhaps on a wooden pla t form, 
very sl ightly higher than the level of the orchestra, the circular 
dancing-floor of the chorus. 

1. Compare opening line of Bacehm,; . . . 

43 
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i t , bu t s imply " boundaries,' ' marked presumably by standing 
stones " were in their place " as often. 

17. : obscurely related to German Burg, " for t ress ." 

18. : Priam's son, chief defender of Troy . H i s name 
seems to indicate his function, hence Prof. J. A. Scott believes he 
was invented by Homer. 

20. : " l ike a p lan t . " Cp. frequent Homeric 
phrase  

22. : l i t . " b r e a t h " l ike L a t i n anima, hence " l i f e " in 
Homer and Trag. The meaning " soul " was first given it by 
Pythagoras (late s ix th century). : also deified as goddess 
of fami ly hearth. 

23. : " h e himself," ref. to as imp ly ing 
The word often means " the master " as in Pythagorean 
L a t i n ipse dixit. " b u i l t for the gods." 

24. : poet, equivalent of as often. 

26. ; l ike L a t i n hospes, meant both 
" h o s t " and " guest." To the Greeks, the relation of " guest -
friendship " was peculiarly sacred and was under the protect ion 
of I t s v io la t ion was one of the gravest crimes ; 
hence these words are strongly ironic. 

29. : " Ebb and flow of the waves," 
compared rather oddly to the two " l a p s " ( in Greek aOAoi, 
" pipes ") of a racecourse, in which the runner turned at a post 

L a t i n meta) and came back to his start ing-
place. There is no question of the t ide, wh ich is practical ly unfelt 
in the Mediterranean. 

30. : To the Greek m i n d the solemn 
mourning (cf. I r i sh caoine) was as much par t of the funeral service 
as the actual bur ia l , and in many cities professional mourners 
(forbidden in Athens by a law of Solon) were employed for i t . The 
soul could no t find i t s proper resting-placo t i l l the body was du ly 
buried. Cp. V i r g i l , Am. v i , 327 -8 : Nee ripas dutar horrendas et 
rauca fluenta | transportare prius quam sedibus ossu quierunt. 
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57. : " weighing her an 
equivalent," Schol. The god is g iv ing her an amount of r u i n equal 
to her former grandeur. , f rom which comes means 
" pen, enclosure," bu t i ts root idea seems to i m p l y " pressure." 
I t is ak in to " press down, pack," bu t the t rans i t ion to the 
meaning " weight " is obscure. , gen. of price or 
equivalence. 

59-215. Parodos. 

Aristot le defines the Parodos as the whole first utterance of the 
Chorus. In earlier Tragedy (e.g. Aesch., Supp., Pers., Ag.; Soph., 
Ajax), i t frequently began w i t h a song in anapaestic r h y t h m , 
sung while the Chorus marched in to its place in the orchestra, and 
ended w i t h an ode of regular strophic structure, a l l sung by the 
Chorus, and often g iv ing a lyr ical account of events antecedent to the 
play—a k i n d of ly r i ca l prologue. Later i t became fashionable to i n ­
troduce the Chorus as t ak ing par t in a dirge shared in by one or more 
of the characters. Such a parodos is called komniatic,*, f rom Kopp6$, 
the regular name for a dirge in Tragedy (its ordinary name being 
dpfjvos). The usual place for the is after the denouement. 
Hecuba shares w i t h Sophocles' Electra and w i t h E.'s own Tauric 
Iphigenia the peculiari ty tha t its parodos is kommat ic , and w i t h 
the la t ter the further peculiari ty tha t i t i s entirely in anapaestic 
r h y t h m . Hecuba is the " leader " in this dirge as she is in the I l i a d 
(xx iv , 747 :  

Though al l anapaestic, this parodos is by no means as simple in 
structure as anapaestic songs usually are. It falls in to three dist inct 
parts or movements. F i rs t comes a song in which Hecuba describes 
her dream (59-97) ; next a song in which the Chorus confirm its 
message by the news tha t her daughter is to be sacrificed (98-
153); and finally, an amoibaion, or part-song, between Hecuba 
and Polyxena. w h o m she calls out of the ten t (154r-215). While 
the first t w o parts are in ordinary anapaests, the t h i r d is in anapaests 
of a special k i n d , suited to the dirge. In these a spondee is very 
frequently substi tuted for an anapaest thus g iv ing 
an effect of slowness and desolation. Furthermore, the t h i r d pa r t 
has a strophic structure l ike a regular choral ode. It consists of 
a strophe (154-74, Hecuba's song) a mesode (177-96, par t , 
song of Hecuba and Polyxena) and an antistrophe (197-215, 
Polyxena's song) In exact rhy thmic correspondence w i t h the 
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153. : from , " f l o w . " " d a r k -
gleaming," only here in classical Greeck, It is suggested prob. by 
Horn. a common, epithet of springs. The application 
of such an epithet to blood has an effect of horror. 

154. The heavily spondaic r h y t h m of Hecuba's reply emphasises 
her desolation, : Doric for "say," as in next 
line is for Eng. echo. 

156. ; gen. of cause. 

158. ; adj. unique for normal  

159. ; metrically irregular because of final dc; Porson 
conjectured  

160. : from w. metathesis of aspirate, 
" On the way ," hence " gone." For form, cp. from  

163. : Cp. I r i sh teighim, " go," German steigen, " mount . ' ' 

is difficult wi thout object, and Reiske's conjecture, 
is generally approved. 

164. : metrically wrong, and the awkward dis­
t inc t ion from is an argument even against the sing. 
Furthermore, would involve a strange ellipse 
of the pronoun. Nauck's gets r i d of this, but 
leaves the first difficulty unsolved. Perhaps is an intrusion 
which has displaced some entirely different word. Cp. n. on 206. 

167. : When a compound verb is 
repeated, the prefix is omit ted wi thout affecting the sense. Cp. 
Bacch, 1065: Note dactyls here and at 200. 

169-76. Page (Actors' Interpolations in Greek Tragedy) thinks 
this passage may be " melodramatic interpolat ion." Cp., however, 
note on 171. 

171. : l i t . " c o u r t y a r d , " here " t e n t , " later " r o y a l 
court ." The history of the word is curiously similar to tha t of 
French cour, English court, German Hof. 

; Obviously parodied by Aristophanes, 
Clouds, 1165; The 
parody, as well as providing a terminus ante quern for Hecuba, 
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200. : usually has 
compound adjs. This form is unique. 

202. : is often used in reference to the speaker. Cp. 
Soph., O.T. 815 : ; In Latin 
hic is similarly used : huic homini verbera, Terence, Haut., 356. 

205. Construe  

206. The lacuna marked in the text (Murray) makes Polyxena's 
song correspond strophically with Hecuba's, 154-74. It may be 
significant that the text of the latter seems defective at exactly 
the corresponding place ; cp. n. on 163-4. 

207. : The verbal adj. in • is here used, as 
often in poetry, like the Latin perf. part, pass., of which it is the 
etymological equivalent. 

208. joins w. ; 
dat. of indirect obj. ; " to Hades, down to the darkness of the 
earth." 

209. : ace. of motion, or " internal " ace. w. 

215. It is very rare for an anapaestic sequence to end in a full 
dimeter without catalexis ; the paroemiac (e.g. 153) is normal. 
Exceptions, however, do occur, and no emendation is called for 
here. Perhaps the reason for the exception here is that these are 
lyric anapaests, with strophic correspondence. Cp. 174. 

216-443. First Epeisodion. 
Aristotle defines an Epeisodion (English episode) as ** All that 

comes between two whole songs of the Chorus." The word is 
obviously a compound of and and meant originally 
" parenthesis, addition." Thus it is probably an old name for 
past of a tragedy, as it emphasises the secondary nature of the 
dialogue in the early period, when the Chorus was all-important. 
By the end of the fifth century, this relation had been entirely 
reversed. Agathon,' the pupil of Euripides, actually wrote tragedies 
in which the choral songs had nothing at all to do with the play 

" interludes," a name curiously similar in meaning to 
It was Aeschylus, we are told by Aristotle, who 

" reduced the importance of the Chorus." Euripides carried the i 
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process a long way further, and in some of his late plays (e.g. 
Iphigenia, Helen) the choral songs are often largely irrelevant to 
the action. The regular division of a tragedy in to stasima and 
epeisodia was the distant or ig in of the division into acts w i t h 
which we are familiar. 

This is the liveliest act in the play except the last. As there, a l l 
three actors are on the stage together ; in the second and t h i r d 
acts, only two are needed. Notice the formal structure of this 
Epeisodion, which is characteristic of a l l Tragedy. It opens w i t h a 
br ief speech by Odysseus, who b ru ta l ly announces his mission. 
He is answered in a s l ight ly briefer speech by Hecuba ; then comes 
a short dialogue in which they speak line for line. This k i n d of 
dialogue is called ** conversation in alternate lines." 
It is followed by a great speech of Hecuba's, in which she begs 
Odysseus to save her daughter. After three lines spoken by the 
Coryphaeus (leader of the Chorus) Odysseus replies in a speech 
of almost equal length, jus t i fy ing his refusal by specious arguments. 
After a piteous appeal by her mother, Polyxena, in a speech almost 
as long as the other two, boldly refuses to beg for mercy, and declares 
herself ready to die. Hecuba now offers herself in her daughter's 
place ; b u t Odysseus refuses even to let her share Polyxena's fate. 
There is then another passage of broken by a last 
speech of Polyxena, and ending w i t h her a t tempt ing to console 
her mother by the i l lusory reminder t h a t Polydorus s t i l l lives. 
Two br ief speeches by Polyxena and Hecuba complete the act, 
and Polyxena is led away. 
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order. Weil remarks, however, that O.'s answers have up to this 
point been all that H. can desire ; it is only when she comes to the 
essential point that he grows evasive, suggesting that whatever 
he said to escape death had no real validity. H. is thus forced to 
cease her cross-examination and turn to direct appeal. Line 250 
is exactly in keeping with the realism displayed by O. throughout, 
and should not be excised or altered. 
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imperf., made into a substantive by article ; " was it your so-called 
necessity (lit. " the it-was-necessary ") that led them on ? " It 
is generally taken as inf., but this assumes, as Wilamowitz declares 
(note on Herakles, 311) that " Eur. understood his own language 
as little as did all grammarians before H. L. Ahrens." Another 
conjecture is ... (with synizesis). 



NOTES 61 



62 NOTES 



NOTES 63 



64 NOTES 



NOTES 65 

333, : " puts up with. '* 

334, : orusis for oi (adj.). 

335, ; metaphor f rom archery. Cp. Homeric  

337. : w i t h  

: i is Homeric and Tragic. 
: beat taken as in apposition w. subject of 

" l ike the nightingale's tongue." The nightingale was remarked 
both for the var ie ty of i ts notes (Od. X I X , 521 :  

and for the sadness of i ts tone (Aesch., Ag., 1146:  
The story of Philomela was widely familiar. 

338. t " u t te r ing ," common w i t h . Note short 
first syllable ; usually long in A t t i c . 

340. : " t r y to porsuade." 

: f rom hence k' mot ive or cause alleged, 
whether true or false," then " false motive, excuse." In Xen . , 
Cyrop., I l l , 1 , 27, means " i t i s excusable." Here the 
meaning is " you have something to plead," i.e. the parallel w i t h 
his own children. 

341. : sometimes w. even in prose : cp. T h u c , 
I I I , 31 . 

343. : " back," the spatial sense predominates in 
the use of especially in Epic. 

344. : a verb of fearing is understood. 

345. : a typ ica l ly Euripidean phrase of the 
k i n d called (" r isky ") in A r . , Ran., 99. Here 
it stands for Zeus, as protector of strangers 
and guests (supra, 26) was also protector of those seeking help or 
shelter. His a id was r i t ua l ly invoked by the gesture of touching 
the beard, the r igh t hand, or the knees. O. is in no danger, because 
P. is not going to invoke Zeus in order to escape. 

347. : the future after ei is always 
emphatic, and often implies a warning. 

348. : Cp. 315. Compound adj. of two terminations. 



66 NOTES 

350. : l i teral , w. in 351 : " this was the first 
t h ing in my life, and then . . . ." N o t " this was my chief glory in 
life,*' which would have l i t t l e point . 

352. : " r i v a l r y for my hand " w.  

353. : " causing," equivalent to , .. Cp,  
" t o pardon." 

T : an indirect question, w, v i v i d fut . , 
after , Cp. 360. 

355. This line lacks caesura. Lesser MSS. t r y to mend the 
defect by inserting T' before W e i l compares 
w. in Aesch., Cho., 350 ; " such as people t u r n away 
f rom others to look a t ." c w. dat. imitates Homeric , 
etc. 

356. I : Cp. Homeric  

is an adverb, ace. of 
respect. N o t e . Aeolic prefix -, an Epic usage. 

The chief distinguishing mark of the gods was their i m m o r t a l i t y ; 
they are  

357. : " bu t as it is " a common meaning. 

: " the name of slave." 

358. : " makes." Cp. 111. 

359. l i t . " r aw," L a t i n amarus, I r i sh amh,  
older om. 

: ace. of respect. 

360. : repeated for emphasis. 

: " someone w h o . " v i v i d fu t . 

362-4. Closely paralleled by speech of Hecuba in Troades, 490 f. 

362. , l i t . " a d d t o , " hence "impose on . " 

; " compulsion to bake bread." A l l 
these were tasks of household slaves. 

365. : " who knows whence ? " There is a contrast 
implied w. 352 ; the whole speech is a careful s tudy in parallel 
structure. 
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308. : Must expressive Greek word for " l i g h t , " 
especially beloved by P i n d a r ; cp, Pyth, 8, 97, 

: Cp. 362. She w i l l become the bride of Hades, 
l ike Antigone ; Soph., Ant., 816, 891. " I w i l l p u t this l igh t away 
f rom my eyes while they are free." r Blomfield, for 
MSS.  

369. : The prefix - w i t h verbs indicates completion. 
For sense, cp. , Hipp. 1376. 

370-1 . and depend on ; " I can 
see no encouragement to hope or believe tha t I am destined ever to 
be happy." for Ionic  

: " belief, opinion." : w i t h : " i n my 
reach." 

372. : Note word-order, regular when a new 
person addressed. Cp. 1287. 

: formed by analogy from Cp. 52. : 
dativus incommodi. 

373. : from : " j o i n me in wishing " ; 
earliest use of a word later common in prose. 

, 374. ; w. inf. , referring to future in affirmative sentence. 

377. : double comparative, common 
also in English poetry (Shakespeare). 

379. : from " inscribe, engrave, s tamp," 
used of coining. 

: f rom " s tamp," keeps up the metaphor. 

Eur . only par t ly agrees w i t h Burns tha t " the rank is bu t the 
guinea-stamp," though he does hold tha t rank is enhanced by 
v i r tue . This reverence for rank is a surprising t r a i t of the demo­
cratic Athenians at their finest hour. 

380-1. " The name of nob i l i ty has increased force  
for those who are w o r t h y , " as Polyxena is. Note tha t 

originally meant " capacity," l ike L a t i n virtus; it was an 
aristocratic qual i ty . 

382. : Common i n A t t i c a s 2 pers. o f , for which 
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Ionic prose used The confusion is due to a tendency to 
assimilate archaic second aorist to first. Cp. Ir ish simplification 
in Connacht ni mine for ni dhearn, Munster do dheineas for do rinne. 
For anti thet ical sentiment, " wel l said—but how sad ! " op. Sappho's 

" bitter-sweet love." 

383-4. H. concedes O.'s arguments, bu t only in order to make 
a new proposal. 

385. : " do not go on to k i l l " ; i t does not 
follow tha t P. is the proper v i c t i m . 

386. : w i t h long Homeric distinct f rom 
used as p i . of which has short English pyre comes from 
the former. Here used metaphorically to mean " t o m b . " 

387. : f rom whose noun gave L a t i n 
centrum, English centre. As mother of Paris, whose slaying of 
Achilles formed par t of the lost " Cyclic " epic, Aithiopis, H. is 
a more f i t t i ng v i c t i m than her daughter. The death of Achilles 
at the hands of Paris and Apollo is prophesied by Hector, Iliad, 
X X I I , 359 f , 

390. Cp. note on 95. These pla in words seem to show tha t the 
ghost, as Polydorus also expl ic i t ly says (40), asked for the sacrifice 
of Polyxena. At 95 therefore we must suppose tha t H. has no t 
heard the fu l l news. 

391. : highly emphatic, as often. H . , in despair, tries at 
least to share in her daughter's death. 

393. : This hardly implies tha t the goddess Ge required 
libations of blood. In order to give the blood to the dead warrior, 
i t had to be poured into the earth through an opening in the tomb, 
which is thought of as an or hero-altar. 

395. : i s imperf. o f 
(aor. which corresponds to Epic  
B o t h imperf. and aor. can be used (neg, ) to express an unattained 
wish. Here, therefore, some verb l ike is to be 
understood. " I wish we d id not have to offer this death." The 
imperf., as in certain conditional sentences, here applies to present 
t ime. Note tha t O. here rather departs f rom his earlier Realpolitik 
and betrays momentary compunction. • 

396, : emphatic ; " indeed." 



NOTES 69 



70 NOTES 



NOTES 71 

present passage would, according to this interpretation, mean 
"between this spot and the sword and pyre of Achilles." Weil, 
however, is surely right in preferring the obvious meaning " between 
the pyre of Achilles and the sword," with an easy hysteron proteron. 
This is much more vivid and expressive, and the only objection 
to it is the pedantically literal one that it is an exaggeration. 

438. : " I swoon." 

441-3. Attributed to the Chorus by Hermann ; deleted by 
Hartung on the prosaic ground that H . , having said at 438 that she 
is swooning, is not in a fit condition to utter the lines. Yet they 
are admirably in character, and their outburst of hatred for Helen 
is so appropriate both to Hecuba (cp. 265-6) and to Eur. (cp. 
I. T., 439 f.) as well as being much more forcible than the general 
run of actors' interpolations, that they must surely be retained. 
Page (I.c.) thinks the case for interpolation " very weak." H . , of 
course, does not fall in a dead faint. 

441. : " even so," Epic. Cp. Aesch., Ag., 930. 

: cp. n. on 269. Kastor and Polydeukes, like 
Helen herself, were divinities, worshipped all over Greece as 
*' Saviours," especially from dangers in battle and on sea. Their 
intervention at Lake Regillus was a famous incident in early JEtoman 
saga. Note the Attic form of their name. meant of 
course " sons of Zeus," and was accounted for by a well-known 
legend. 

442-3. Note pun in . . . in imitation of course 
of Aesch., Ag., 681 f, and repeated Troades, 890 f. Belief in magic 



72 NOTES 

444-483. First Stasimon. 
A stasimon is defined by Aristotle as a song of the Chorus without 

anapaests or trochees. By " trochees " he obviously means not 
lyric trochees, which are quite frequent in stasima, but the trochaic 
tetrameter, which is rather a recitative than a song rhythm. The 
stasimon represents, in a highly stylised form, greatly influenced 
by the Choral Lyric of Stesichorus and others, the original ritual 
kernel of Tragedy, and the history of Tragedy is in one aspect 
that of the gradual extrusion of the choral part in favour of the 
dialogue, as the latter's dramatic possibilities came to be realised. 
In early Tragedy, and in certain late examples like the Oedipus of 
Sophocles and the Baechae, the ritual element in the choral part is 
still strong. Even in Aeschylus, however, the normal choral ode 
has become at most a lyric presentation of certain aspects of the 
plot, placed side by side with the dramatic presentation in the 
dialogue. The three stasima of this play show a slight development 
on Aeschylean practice. All are shorter than the normal Aeschylean 
ode, but there are instructive variations in their form. The first 
consists of a pair of strophes with their antistrophes, the second 
of strophe, antistrophe, and epode, and the third and longest of 
the same elements as the first with the addition of an epode. All 
three deal with aspects of the fall of Troy. 

The first stasimon has a distinct kinship with a type of choral 
ode known as " escape-prayer," examples of which are Baechae, 
402-16 Helena, 1478-86  

and Hippolytus, 732-51 
This " escape-prayer " is very probably a development of an old 
ritual hymn in which the votaries of Dionysus, Maenads, Bassarai, 
Lenai or Thyiades, expressed their longing to fly with their god 
to the mountains. In the present ode, the Chorus are captives, as 
Dionysiac votaries often were in the ritual, and their song has 
become rather a series of speculations on what will befall them in 
their new homes beyond the sea than a prayer to escape. The effect, 
however, is a similarly " romantic " one ; it is to bring the audience 
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in imagination first to the Dorian lands, next to Delos, and finally 
home to Athens. At Delos and Athens the captives imagine them­
selves as taking part in two famous festivals, and we may be sure 
that a reference to these was part of the poet's purpose, while his 
silence about Dorian festivals is deliberate. He would not thus 
glorify enemy institutions during a war. The ode ends with a single 
strophe of lamentation. It is instructive to compare the closely 
similar song, Troades 197-234, where the Chorus explicitly pray 
that they may not go to Sparta, and where the reference to I ta ly 
and Sicily was very topical at the date of the play. 

This stasimon is an excellent example both of the poet's peculiar 
power to evoke emotion by imagined movement from one hallowed 
place to another, and of his metrical art at its simplest and strongest. 
The student should read the fine translation by T. F. Higham in 
the Oxford Booh of Greek Verse in Translation (No. 365). 

Metrical Scheme. Aeolic Rhythm. 



74 NOTES 

Each strophe falls into three Periods of approximately equal 
length, the end of each being marked by a change in the form of 
the colon. Thus in Strophe a' the first period ends with the Hen-
decasyllabic, the second with the Versus Aristophanicus, and the 
third with a special form of the Hendecasyllabic, which has twelve 
syllables by resolution of the last syllable of its Glyconic. In 
Strophe ß' the first period consists of two Telesilleans followed by a 
Glyconic, the second of three Choriambic Dimeters of identical, 
rhythm, and the third of two acephalous Choriambic Dimeters 
with a Glyconic between them. 

444. The Chorus apostrophise the sea-breeze that will blow them 
to Greece, and inquire of it their exact destination. They have 
been already allotted to their masters (1. 100) but there is here no 
" negligence " on the poet's p a r t ; they are not booking places on 
a steamer, but singing a song. 
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451. : Phthia and Hellas are the dominions of 
Achilles in the Iliad. Hellas is the Spercheus valley, S. of M t . 
Othrys, Phthia the Apidanos valley, N . o f i t . 

454. : f lows N. from M t . Othrys, is joined by the 
Enipeus, then flows in to the Peneus, which drains all Thessaly 
and reaches the sea through the Vale of Tempe in the N - E . 

: common epithet of rivers, and more applicable to 
the Peneus than to i ts t r ibu ta ry . Cp. Bacchae, 572, where the 
epithet is applied to the Lydias, the r iver of Aegae in Macedon. 

: f rom " Makes fat, fertilises.'* Thessaly has 
the richest pasture-land in Greece. 

455-65. Delos was one of the two great centres of Apollo's 
worship, the other being Delphi . As the lat ter was under Spartan 
influence, the Athenians magnified Delos as much as possible. 
F r o m ancient times it had been the seat of a festival, " where the 
long-robed Ionians gather w i t h their lady wives " (Hymn to Apollo). 
This took place, l ike the Olympic and Delphic festivals, every 
four th year, and the contests included bo th athletic and musical 
competitions. In the winter of 426-5 the Athenians purified the 
island (Thuc , I I I , 104) by removing al l graves f rom i t and for­
b idding b i r t h or death on it for the future ; they also re-established 
the festival. It was long ago suggested tha t this antistrophe is a 
graceful reference to that event. This gives us a valuable indicat ion 
of the play's date (see In t roduct ion) . A similar reference occurs in 
Herakles, 681. The last three lines of the antistrophe evidently 
refer to a r i tua l in honour of Apollo's twin-sister, Artemis, in which 
the girls of Delos played a par t . In many Greek communities, 
including Sparta and Athens, young girls were enrolled in cult-
associations dedicated to Artemis. Cp. 936. Whereas it is probable 
tha t the Delphic Apollo came there by sea from Crete (Hymn, 
Apoll., 388 f ) , the Delians believed tha t the god and his sister were 
b o m on their island. Perhaps the most sacred object in Delos was 
the of 458, the sacred date-palm, to which Leto , 
mother of the t w i n divinit ies, was said to have clung at their b i r t h . 
It was s t i l l shown in Cicero's day (palmam . . . bodie rnonstrant 
eandem, De legibus, I , 1, 2). Eur . seems to be alone in jo in ing w i t h 
i t the laurel the sacred tree of Apollo. He mentions this 
also Ion, 920; and in a chorus, /. T. , 1100, which contains a phrase 
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clearly modelled on one in this ode he also 
mentions the olive. It is perhaps worth noting that in the latter 
passage the mention of Delos forms part of a regular " escape-
prayer." The island had, of course, nothing to do with the Trojan 
War. I t s mention is a pure topical allusion, in the art of which 
Eur. is almost as skilful as Dante. 
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466.' The next step in their imaginary destiny is Athens, and 
here again the poet associates their cap t iv i ty w i t h a great festival, 
a l ike the Delia, celebrated in Hecatornbaion (August) 

. every four th year. This was the Panathenaia, in honour of Athena 
Polias, tu te lary goddess and almost the personification of the 
Athenian State". The chief r i t ua l event of the four-day festival 
was the solemn presentation to Athena of a new robe 
which was carried in solemn procession f rom the Ceramicus to the 
Propylaea, and there handed to the Archon Basileus to be p u t 
on the ancient wooden statue in the Erechtheum. I t was 
splendidly embroidered w i t h pictures showing Athena's par t in 
the war of Gods and Titans. This work was p u t in hands six 
months before the festival. It was done under the direction of 
priestesses, and the women employed on it were called 
The procession, of which we possess a splendid sculptural representa­
t ion in the Parthenon frieze, included al l the pr incipal citizens. 
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the sense would be " having left Asia and taken in exchange an 
abode in Europe, (which is to me) the chamber of Hades." It 
has also been taken to mean " having left Asia, the slave of Europe, 
and having taken in exchange the equivalent of death," i.e. slavery. 

484-628. Second Epeisodion. 
This scene is all filled with the news of how Polyxena died, told 

by the Spartan herald, Talthybius, and with Hecuba's forlorn 
reply to his speech. The narrative of Talthybius, which begins 
at 518, is called a There is at least one such narrative in 
every tragedy. It is used to convey to the audience news of an 
event which cannot be represented dramatically, such as the tragic 

normally is. As there are two such in this play, so 
there is a second (1132-82), that of Polymestor, parallel to 
this. In the present scene, the tragic effect of the first part of 
the play reaches its climax. 
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identical with modern Deism. It was strongly condemned also by 
Plato, but became one of the chief doctrines of Epicureanism, from 
which, through the medium of writers like Montaigne, it was 
transmitted to modern Europe. Its essence lies in admitting the 
existence of a Divinity, while denying Divine Providence. Originally 

was identified w. , and we get the phrase  
in Sophocles, El.f 48. This passage of Hecuba is the first in which we 
meet it in its later sense, that of a (cp. Stewart on 
Aristotle, E.N. 1112 a, 27), i.e. an absence of all determination, mere 
blind chance. In the Comedy of Menander, where it plays a great 
part, is the synonym of "fluke." Cp. Figaro on 
le hasard, Mariage de Figaro, iv, 1. 

Whereas in Hecua Eur. merely plays with the idea of Chance as 
the governing power in human life, Herakles (perhaps produced at 
the same time : see Introd.) is really a whole play on this theme. 
Though thinly disguised by a mythological motif and presented 
with the help of ancient ritual machinery (for the figure of Lyssa, 
" Madness," seems to come from the Lykourgeia of Aesch.), the 
plot of Herakles depends on a purely capricious reversal, and the 
hero puts it in a correct light when he says at the end (1357) : 

. Most of Eur.'s later plays depend 
on Chance as their motive-force. This is why they are not, strictly 
speaking, tragedies at all, but forerunners of New Comedy, in 
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592-602. This philosophical disquisition, which is excused by 
591, clearly reflects contemporary debates on the possibility and 
value of education , such as we find so frequently in Plato's 
early dialogues. The question is whether men are good or bad 

that is, whether the aristocratic tradition (reflected, 
for instance, in Pindar's doctrine of that everything depends 
on birth, or the new theory of the Sophists, that goodness is a 
matter of convention and can be acquired by practice, is correct. 
The comparison between education and agriculture (from which 
our word culture in fact derives), though first explicitly drawn in 
Plutarch's treatise on education, is as old as the fifth century B.C. 
In the present passage there is a possibility of confusion because 
of the double comparison between good and bad in land and in 
the human being. The whole point is that whereas land is affected 
by external circumstances, so that even bad soil can give a good 
crop if the weather be good, while good soil can be made 
to give only a poor crop by bad weather,* no such law obtains in 
the case of the human person. There the bad remains always bad, 
and the good even under unfavourable conditions 
never alters his nature for the worse. So far, Eur. is on the 
side of Pindar; but he now (599), goes on to put the question 
" is heredity or education the superior power ? " and answers that 
undoubtedly good rearing does impart something of good­
ness, whereby its recipient can also take the measure of the bad. 
Al l through, the poet seems to be musing aloud in the person of 
Hecuba, and his conclusion is studiously moderate. In his Suppliant 
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027-8. Muretus compared Ennius, quoted by Cicero, de Finibus 
i i , 13 : nimium boni est cui nil est[ in diem] wall (supplement by 
Ribboek). See note 317, supra. 

629-656. Second Stasimon. 
This is the shortest and structurally simplest ode in the play, 

consisting of a single strophe, antistrophe, and epode. Its theme 
is exactly that of the Second Stasimon in Aesch., Ag. (681-781) : 
the woe brought by Helen on Troy. Eur., however, following his 
habit, traces the story back to its origin in the fatal judgment of 
Paris, a theme not touched by Aesch., but elaborated in tho First 
Stasimon of Andromache (274-308). 

Metrical Scheme. 
Strophe-Antistrophe : Aeolic-Iambic. 
Epode : Dactylic-Iambic-Aeolic. 

The division into periods is uncertain. The simplest procedure 
is to divide the Strophe-antistrophe into three (2 cola, 3 cola, 3 
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cola). Wilamowitz thinks the final colon may be Iambic, but as 
it comes at the end of an Aeolic sequence, it is best treated as a 
" hypercatalectic" Choriambic Dimeter. (Cp. Ion, 148-9). The 
Epode seems to consist only of two periods, the first ending with 
the Hipponacteum. 
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656. ; elsewhere a prose word, and a medical term 
Cp. , " spit b lood ," Plut . , Aratus, 52. 

658-904. Third Epeisodion. 

Here the second par t of the play really begins. It is concerned 
w i t h Hecuba's revenge on Polymestor, murderer of her son 
Polydorus. The present act shows how the body of Polydorus 
was discovered, and how the queen, after a long debate which 
has the qual i ty of a rhetorical , succeeds in securing the 
benevolent neut ra l i ty of Agamemnon. A remarkable feature of the 
act is the number of asides it contains. There is one at 674-5, 
where the old servant remarks to herself tha t the queen does not 
hear her, and there is a whole series in the passage 736-51, where 
the queen, deliberating at length w i t h herself, is incomprehensible 
to Agamemnon. Hecuba's speech, 812-23, is again v i r t u a l l y a 
soliloquy, if not actually an aside. The use of asides is quite rare 
in Greek drama (cp. Grube, Drama of Euripides, p. 223 and Index) , 
and there is no other example so elaborate and skilful as the 
dialogue from 736-51 here. Eur. 's technical mastery is shown 
to great effect in his use of it to represent the combination of doubt, 
calculation, and revengeful rage in Hecuba's mind . In her handling 
of Agamemnon, her character rises to its fu l l intellectual height, 
and this act more than any other par t of the play made her a 
lasting favourite w i t h ancient audiences. 

The is of course the of 609. Her errand 
to the seashore has had a very different result f rom what was 
expected. She enters bringing the corpse of Polydorus, covered 
w i t h a c loth . We have here a minor instance of what Aris tot le 
calls " Reversal of In t en t ion , " one of the mainsprings 
of Tragedy. 

658. : the crown of her sorrows has now been 
reached, as is said in so many words at 660. Note the h in t at an 
" ironic " comparison w i t h a victor in the games: &6Xov is implied in 

659. .* this and other adjs. in have often only two 
terminations in poetry. 

660. ; unique in this meaning: " dispute, seek to 
take away." 
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suppose tha t refers, no t to the death of Polydorus, bu t to the 
curse of Paris. This is a dirge, not an examinat ion in mythology , 
and the question in fact hints at Hecuba's knowledge of Polymestor's 
gui l t . 

690. : " fo l low." l ike , is a common sub­
s t i tu te for £<TT{, wh ich was fel t t o be insufficiently emphatic. This 
weakness of the copula is Indo-European, and explains i t s rein­
forcement w i t h other verbs l ike L a t i n fui, Eng . was, I t a l i a n sta, 
I r i s h ta, etc. 

691. : ambiguous. It can mean either " prevent 
(from gr ieving) ," or " last out , cont inue." The first is rather 
awkward w. and the second fits in w i t h 
wha t she has already said at 628: no day w i l l henceforth pass for 
her w i t h o u t grief and tears. There is nothing unusual, as Meridier 
th inks , about this use of I f this in terpreta t ion be r ight , 
u' must either be excised, w i t h Hermann (whom Mur ray follows), 
or stand for Such elision is common in Epic and L y r i c , doubtfu l 
in Trag. , b u t possible in choral passages. 

695. Rhetorical questions l ike this are the stuff of dirges ; cp. 
the I r i s h keener's refrain, " w h y d id you die ? " Hecuba of course 
knows the answer. 

696. : " are l y i n g dead." 

698. The Chorus take the queen's words l i tera l ly . 

: v i v i d present; " I found h i m . " This i s a common 
meaning of the word , which normal ly takes gen. 

699. : the neuter is pathetic. Cp. Andromache, 652 : 

700. : " smooth." She wishes to be sure tha t he has 
been cast up by the sea. 

702. The answer of the Chorus at once assures her tha t her 
dream was t rue. : " I was r igh t about ." 

704: : ''escaped me." She had interpreted her dream 
aright , after a l l . 

709. : cp. 688. 

: a unique adj. , here used almost as a par t ic ip le ; 
" wise in dreams," l i t . " dream-minded." 
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Such indications were rendered necessary by the unfamiliarity 
of the device, which became banal in the New Comedy and from there 
was inherited by Renaissance drama. Since Ibsen, it has been 
rigorously banished as " unreal " from the modern stage. 
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intentionally equivocal. I ts obvious meaning is the well-known 
Sophistic thesis that the gods exist by law or custom, not by nature 

, a thesis known to have been stated by Protagoras in 
his book which is said to have been publicly read in Eur.'s 
house. That a similar view was held by Pericles we learn from 
Plutarch's report of his Funeral Speech after the Samian War 
(Plut., Pericles, 8, 5). It was roundly condemned by Plato 
{Laws, x, 889E) and though it was a "rationalist" inference from 
the variegated nature of Greek polytheism, it can hardly have been^ 
very popular in Athens. Hence the present passage may also be 
given a different, less unorthodox, sense, similar to the doctrine 
of Anaxagoras, that the world is ruled by (Intelligence); " I t 
is by reason of (the existence of) Law that we (are led to) believe 
in the gods, and this Law is what enables us to distinguish wrong 
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814-820. An apologia for Sophistic the great aim of 
which was persuasiveness in public speaking. Its first and finest 
product was the friend of Protagoras, Pericles, of whom we are 
told that _ (Eupolis, fr. 94, 5). 
Protagoras first came to Athens about 460 B.C., so that his 
concept of (for which see Plato's Protagoras) was long 
familiar by the time of this play. It had been reoently reinforced 
by the introduction of the Sicilian art of rhetoric, which for the 
first time adapted for prose the rules of formal composition (colon, 
period, balance of equal and contrasting clauses, etc.) hitherto 
applied only to poetry. Its great exponent at this time was Gorgias 
of Leontini, who had come to Athens in 427 as envoy of his native 
city. He lived till about 375, and became the teacher of Isocrates, 
through whom and his Lat in imitator, Cicero, he may be said to 
have been the father of all European prose regarded as an art. 
This passage may well have been intended as an advertisement for 
Gorgias, of whom Eur. was certainly a friend. 

was at first a minor goddess, attendant on Aphrodite ; 
her function was to help in winning the consent of reluctant maidens 
to marriage. In this capacity we often meet her in Hesiod, Sappho, 
Ibycus, and Pindar. She is given a more general function for the 
first time in Aesch., Ag., 107, where she is identified with " the 
power of song." Here she has become the power of rhetoric, exactly 
as in the saying of Eupolis about Pericles, quoted above. Rhetoric 
has taken over the functions, as well as the attributes and rules, of 
poetry. 

814. : " subjects of learning,'' prob. first used in this 
technical sense by the Sophists, among some of whom (notably 
Hippias of Elis) it already had also the narrower sense* of " mathe­
matics," afterwards commonly given i t , e.g. by Plato (cp. Laws, 
817 E, where are arithmetic, geometry, astronomy), 

816. : Cp. description of Eros in First 
Stasimon of Hippolytus (538) as There was, of 
course, an ancient kinship between Eros and Peitho as agents of 
Aphrodite, and is a natural epithet of the former (cp. 
Soph., Ant., 785 f). The theme of the Hippolytus passage resembles 
that of this speech : " i n vain does Hellas ever increase the slaughter 

5—1683 
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826 f. Eur. was reproached even in antiquity for making H. 
thus utilise her daughter's wretchedness ; but two points must be 
kept in mind. The queen, like Medea, is prepared to go to any 
length for revenge ; and the ugliness of the appeal is greatly 
softened by the response to it of Ag., who throughout the play 
acts a moderate part, and here is almost like Hecuba's son-in-law. 

831-2. First recognised as an interpolation by Matthiae. A 
frequently-quoted commonplace. Page thinks it is probably due 
to the same actor who interpolated 606-8. 

838. : Daedalus began as an Attic " culture -hero," 
like Hephaestus, to whom the invention of moving statues was 
also attributed (Iliad, xviii, 417). He was at first an inventor, early 
connected with folklore about Crete (story of Labyrinth), and with 
Sicily; then he became a sculptor, who could endow his works 
with speech and movement (first in this passage). Last of all , he 
figurea as a wonder-working architect (Diodorus Siculus, i, 97, 5). 
Here there is a certain exaggeration, not free from frigidity, in the 
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903-4. Cp. 845. A g . accepts H. 's justice. 

905-952. Third Stasimon. 

This is the longest ode in the play, and one of the most beautiful 
lyrics m Greek, In structure i t resembles the F i r s t Stasimon 
(444-83) consisting as it does of t w o strophes w i t h their corres­
ponding antistrophes, b u t i t i s made longer by the addi t ion of an 
epode (943-52) in an independent r h y t h m . This may be called 
the classical structure of a tragic choral ode, the presence or absence 
of the epode being immater ia l (Kranz, Stasimon, p. 175). 

The theme of this ode is the f a l l of Troy , narrated in typ ica l 
Euripidean fashion. Three points about it should be specially 
noted : (1) The or ig ina l i ty (and " moderni ty ") of describing the 
sack of the c i t y as experienced by a luxurious woman. (2) The 
sharp realism of the detai l , which reminds us of the clear outline 
of a vase-painting, while at the same t ime looking forward to 
Hellenistic j/enre-descriptions ; (3) The violent contrast, ski l ful ly 
h in ted at rather t han over-stressed, between the relaxation of the 
domestic scene and the sudden horror of the surprise-attack. The 
change comes at 928, where the broken and agitated iambic r h y t h m 
(a succession of eleven short syllables), emphasises the s tar t l ing effect 
of the unlooked-for d in of assault. The picture of the captive woman 
gazing back on her lost home (938, f.) makes an effective ending 
to a perfect poetic description, which seems designed to i l lustrate 
the Hoxat ian ut pictura poesis.. After this perfection, the epode 
seems a l i t t l e banal, being merely a fresh recital of the imprecations 
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against Helen which were almost commonplace, in Tragedy.(cp. 266). 
There is another lively lyric picture of the sack of Troy in the 
First Stasimon of Troadea (511, f.). 
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Three periods : 943-5, 946-9, 950-2. The rhythm is irregular 
Iambic for the most part, with the third colon Enoplic and the last 
Aeolic. Wilamowitz, dividing the cola differently, scans as 
Dactylo-Epitritic down to 950 (Griech. Versk., p, 548). Schroeder 
(Eurip. Cantica, p. 44), has yet another division and a different 
scansion. Note the close kinship between 951-2 and the last two 
cola of Strophe a ' , which opens with a cretic, not a dactyl. 

906. : passive, regular in Trag. The fut. pass, 
is a late formation based on the aor. pass. 

907. : Cp. Iliad, xvi i , 243,  

908. : Schol. 

910. : The great Mother-goddess, Cybele, 
widely worshipped in Asia Minor, is regularly represented with a 
crown of towers. She is called turrita by Virgil and Seneca. For 
turret-crowned head of Cybele on coins of Hellenistic Smyrna, cp. 
Head, Historia Numorum, p. 592. 

: perf. pass of " shave, shear " ; Lat in caro 
(piece of flesh cut off), Irish scaraim, Eng. shear. 

Enoplic colon in the second last place. Note how 930 resembles 
927, but in reverse, so to speak; it is obviously difficult to give 
names to such cola as these. Wilamowitz suggests that 927 may 
be scanned as a Phalaecean with instead of as its 
opening syllables. This is tempting, but leaves the kindred 930 
unexplained. 
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953-1295: Exodos. 

The Exodos is defined by Aristotle as " a complete part of a 
Tragedy not followed by a song of the Chorus." Strictly interpreted, 
this definition compels us to classify all the remaining part of this 
play as an Exodos ; yet, as it is clearly divided into two by a 
Kommos (1055-1108) and as the two scenes so produced have each 
a distinct character, it is perhaps more convenient to call the 
scene 953-1055 the Fourth Epeisodion and that from 1109-4295 
the Exodos. Aristotle's definition is only technically violated by 
this division, because, although the Kommos is not " a song of 
the Chorus," and is here in fact sung entirely by Polymestor, the 
Chorus merely replying in Trimeters to his Bochmiacs, it does mark' 
a transition in the action. 
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The scone from 953-1055 is the most dramatic in the play, and 
Eur. has put into it a great deal of the skill in devising tense situs* 
tdons which is more characteristic of his later than of his earlier 
work. It is full of the type of Irony which Sophocles had Drought 
to a high degree of perfection and which is perhaps the chief 
ingredient of Greek Tragedy. The " ironic " effect is secured, as in 
Sophocles, by the contrast between the expressed intention of the 
speaker and the spectator's knowledge of the real situation. Here 
Polymestor is trying to conceal his crime, while Hecuba is fully 
aware of it and in her turn conceals from him her sinister purpose. 
We have thus a double deception, of which of course the spectator 
is all the time fully aware. There is a similar complexity in the 
plot. Hecuba first induces her enemy to dismiss his guards by 
saying that she has a secret to discuss with him and his children. 
Next, after putting him at his ease by letting him think her entirely 
unaware of the fate of Polydorus, she excites his cupidity by hinting 
vaguely at " a n ancient buried treasure," about which she wishes 
her son informed. Polymestor is sharp enough to enquire why 
she has requested his children's presence, and she answers (with 
perhaps the boldest " irony " of the whole scene) that she wishes 
them to know the secret in case he should die.1 In order to get 
him into her tent, she mentions almost casually (after purporting 
to direct him to the exact spot where the " ancient treasure " lies 
hidden), that she wishes him to take care of some valuables which 
she has actually brought with her. This, coming after the greater 
bait, so plausibly offered and so cunningly accepted, is easily swal­
lowed, and the Thracian, after some further suspicious questioning, 
goes to his horrible doom among the seemingly helpless women. 

We have not so far been explicitly told how Polymestor has 
been summoned. He enters, accompanied by his two children and 
ail armed guard, from the side of the scene to the left of the audience. 
This indicates by convention that he has come from a distance ; 
and he himself informs us that when Hecuba's messenger came to 
him, he was far away in the Thracian mountains. His speech is a 
masterpiece of pious hypocrisy. 

956, : extra met/rum, as usual with exclamations. 

1 Grube (Drama of Eunjridea, p. 226, n. 1) seems to miss a little of the subtlety here. 
This la not said by H. in order to get the children into the tent, but rather to motivate 
their presence on the scene. This done, they " just follow their father." Polymestors 
question why they were asked to come of course greatly heightens the dramatic 
suspense. 
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1019. : hero means simply 
"please," as often. Cp. 888. Note tense of " come, move 
into the house." 

1020. : the sheet, or rope which held the lower edge of 
the sail. Cp. 940, where the word, in a similar context, has its 
literal meaning. 

1021-2. The " irony" here reaches its height. : with 
, as Hipp., 23 :  

1024, f. Polymestor now follows Hecuba into the tent, from 
which his cries can soon be heard as he is seized and blinded. 
Meanwhile, the Chorus recite a brief song in Dochmiac rhythm to 
the accompaniment of a jerky, agitated dance. (1024 and 1031 
are ordinary Iambic Trimeters.) Cp. 684-725. 

1024. : This seems pointless, and Weil may be right 
in his suggested correction, following Nauck : 

1025-7. : A famous crux. in Homer 
meant the hold of a ship, but its original sense must have been the 
normal one, " bilge-water," Lat in sentina. In Pindar, Ol. 9, 53, it 
means simply " flood.'* In spite of Hadley's protest, there seems 
no alternative to translating it " water " here, or perhaps " filthy 
water " would be more precise. Otherwise would be 
meaningless. needlessly suspected by Murray, means 
" sideways," ( Schol.), and is really quite appropriate to 
the sudden, unforeseen nature of Polymestor's fall. It is to be taken 
w. (Weil, Meridier) rather than w. (Hadley) where 
it would have to be given a peculiar meaning, " headlong." 

: well compared by Hadley w. Creon's words, 
Soph., Ant., 1105, Finally, means " take, 
cut off," not " lose." 

Translate : " like one fallen sideways into a foul flood from which 
there is no escape into harbour, you will fall from your heart's 
desire, having cut off your life (by your act in slaying Polydorus)." 

means, not "life," but "desire, wish," i.e. his eagerness 
for treasure. 

1029. : should mean " concur, coincide," and this 
makes plausible the conjecture of Hemsterhuys, " where 
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exact penal ty he is to pay (Hadley) . % 

1035. Polymestor is heard cry ing w i t h i n . The rule tha t scenes 
of violence were no t enacted in view of the audience was not 
un ive r sa l : Sophocles showed one of Niobe's daughters being 
k i l l e d by Artemis (Pearson, Soph. Frag., i i , pp . 96-7). On the 
other hand i t seems p r e t t y certain t ha t A j a x goes out of sight for 
his suic ide; the actor Timotheos of Zacynthus, who enacted i t 
before the audience and was therefore called . (Schol., Ajax, 
864) was a late sensationalist (Schmid, Or. Lit.-Gesch., i, 2, p. 
338) and the Chorus only hear the sound of the hero's fa l l (Ajax, 
871). Horace's rule is wel l known (Ars Poetica, 185, f.) : 

Ne pueros coram populo Medea trucidet 
Aut humana palam coquat exta nefarius Atreus, 
Aut in avem Procne vertatur, Cadmus in anguem, 
Quodcumque ostendis mihi sic, incredulus odi. 

Such restraint was of course the normal practice. There is a 
close enough resemblance between this scene and tha t in Aesch., 
Ag., 1343, f . In bo th the Chorus divide i n to t w o groups. 
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of the fut. ind., or with any person of the aor. subj., a strong denial. 
Campbell shows that the second person aor. subj. is not used in 
prohibitions, nor the second person fut. ind. in denials. Apparent 
exceptions are due either to faulty texts or to faulty interpretations. 
He holds the old view (denied by Goodwin) that the two construc­
tions were originally separate. 

1040. : ** with my javelin." In his rage and anguish 
he threatens to tear down the flimsy wall of the  

1041. Assigned to Polymestor by late MSS. and Scholia, which 
Hermann, Weil , and Meridier follow. Murray's attribution to the 
Chorus, which is that of the best MSS., is very much better. The 
Chorus hear the heavy thud of a javelin striking against something. 
In 1155, the women have deprived Pol. of his javelin. The Schol. 
explains that he throws stones, Jeffery that he uses his fists. We 
are only told what the Chorus think they hear. 

1042. : Delib. subj. This construction w.  
, is a favourite one with Plato; an idiomatic combination 

of two kinds of question. 

: equivalent to Cp. Aesch., Ag,, 1353, T6  

1044. Note tense of imperatives ; "go on, break." 

: " burst out." Greek doors opened outward. 

1047. : " Have you really ? " 

1050. . . . : A common phrase both in Soph, 
and Eur. 

: " stumbling, staggering." L. and S. quote Lucian 
, of a drunkard's walk. 

1055. " The onrush of his Thracian temper, hard to stand 
against." Cp. Iliad v, 87, of Diomedes, rushing like a river, and 
Ar. , Eq., 526, of Cratinus borne on the flood of his popularity. 

1055-1108. Kommos. 

This is simply a long lament, chanted as a solo by the blinded 
Polymestor. As it is in Dochmiac rhythm, there is no atrophic 
correspondence, but it is broken at 1085 by two Iambic Trimeters 
recited by the Chorus. 
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the Sun is god of all light. Cp. 68. 

1070, f. His vain efforts to catch his enemies have a Grand 
Guignol effect. 

1072. : an exaggeration for the sake of horror. 
This deliberate search for a horrible effect ) was regarded 
as typically Aeschylean; but Eur. can give it an original turn. 

1073. : " like a wild beast." 

1074-5. " Inflicting wounds that shall pay me back for my 
mutilation." 

1077. : " hellish Bacchanals," because the 
Maenads tore animals and human beings to pieces, as they do 
Pentheus in Bacchae. For idiom, cp. Aesch., Ag., 1235 :  

, and Herakles, 1119, applied to H. after he 
has slain his family. 

: Cp. 716. Inf. of result. 

1078. : I: Hermann's correction of MSS. 

Construe w. above, " to be slaughtered." 

1079. "A wild thing to be exposed on the mountains," i.e. for 
the wild beasts as well as for the tame dogs to eat. 

normally of exposing unwanted children, a practice 
common enough, though probably not as everyday a matter as 
New Comedy would suggest. 

1080. : simply " turn " as a runner doubling back on 
the second lap in a race-track. 

1081. : from " of woven linen." Polymestor 
here mixes his metaphors : he girds up his robe and compares 
himself to a ship mounting sail, in order that he may hasten to the 
lair where his children lie dead. 

1087. Deleted by Hermann as a repetition of 723. 

1090. : a religious term : " possessed by." 

1094. : scan as disyllable, by synizesis. 

1100, The MSS. have The deletion of 
is due to Hermann. The Aeolic form of the aorist 

from i s found i n O p t . a n d i n the participle 
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alternative modes of death ; the belief that the souls of the dead go 
up into the ocKHfa was common in 6th-century Athens. Cp. the 
Potidaean inscription, Hicks-Hill , Manual of Greek Inscriptions,  
No. 54 : 

and Supplices, 531, f. 

1105. : genitive; ellipse of 56wov. 

1107. : for " it is pardonable." The 
Chorus are suggesting suicide. Contrast Her aides, 1247 f., 1351, 
etc., where the condemnation of suicide is much more seriously 
meant. Suicide was to some extent frowned on by Greek public 
opinion (cp. Rohde, Psyche, Eng. trans., ch. v, note 33), and for­
bidden by the Pythagoreans and the Platonists. On the other hand, 
Sophocles' Ajax is in a sense a glorification of i t ; cp. 479 : 

and it became almost a point of honour among the Stoics, who 
derived in some measure from Socrates, but here surely perverted 
his teaching of  

: for more usual  

1109-1292. See note at 953. This second part of the Exodos 
and final scene of the tragedy takes the form of a trial and judgment, 
in which Agamemnon skilfully plays the part he has agreed to 
play (cp. 850-904) while Polymestor shows his utter baseness by 
his cringing and lying, and Hecuba once more exhibits her skill 

middle, as here. The latter is particularly frequent in Trag In 
the I n d i e , it only occurs in Wilamowitz's very attractive con­
jecture, Aesch., Ag,, 985. Ay- is for Aeolic prep. 5cv, 
Ionic-Attic  

1104. Orion and Sirius both rise after the summer solstice, and 
are thus associated with the hottest part of the year. Sirius is 
called " the Dog " first in Aesch., Ag., 967. Later he becomes the 
dog of the hunter Orion, who is mentioned with him in Hesiod, 
Works and Days, 609. 
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as a pleader. The scene ends with the discomfiture- of the villain, 
but not until , in the fashion of a deus ex machina, he has malevo­
lently prophesied the fates of his enemies. For a parallel to the 
trial-scene, cp. the great Agon in Aesch., Eum., 566-577, and for 
the normal deus ex machina, cp. the conclusion of Hippolytus and 
Bacchae. 

1109. Agamemnon comes in with his guards. This opening 
passage, with Agamemnon's pretended sympathy for Polymestor, 
is a superb piece of stage-craft. 
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1187, f. Hecuba, in true professional style, begins by condemning 
her opponent's use of rhetoric. Another and closely kindred opening 
for a defence was to profess one's own ignorance of the art of speak­
ing, as Socrates does in Plato's Apology. Here the conventional 
plea is strengthened by emphasis on the opponent's combination 
of rhetoric with a bad case. In fact, Polymestor has used very 
little rhetoric at all, except in a rudimentary form, more reminiscent 
of folk-lore than of the school, at the end of his speech. Hecuba 
herself, like Socrates, is a much greater master of the art than her 
opponent. This attack on rhetoric is not of course to be taken as a 
condemnation of that TratSefa which is earlier praised by Hecuba 
(814-820). It would be well understood by the audience to be a 
standard professional gambit. 

1188-91. Cp. Hipp., 928, f., where a very similar argument is 
used by Theseus against his son. Hippolytus, however, is a 
professional himself, and his defence {ibid., 983, f.), begins with the 
well-known formula " unaccustomed as I am to public speaking." 

1190. ; " unsound," opp, to "sound." 

. 1192. note quantity of I) almost 'pro­
fessionals "—a clear reference to Sophists who "made the worse 
appear the better cause " as Socrates was accused of doing. 

Aeseh. makes women's crimes only a special case of  

1182. : "from time to time," as often. 

1186-6. These two lines, though quoted by Stobaeus (c. 500 
A . D . ) along with 1183-4, are unintelligible as they stand. Not 
merely does stand in the air,, but there is no contrast 

implied between whereas the Chorus 
surely mean to say that most women are good. There is either 
a very ancient corruption of an interpolation; but the latter, as 
Page remarks, cannot come from an actor (the usual source), 
because the lines " have no tolerable sense." For the general 
sentiment, as Eur. probably intended it , Weil compares fr. 658 
(quoted a little before this by Stobaeus), from Protesilaos: 
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1194. This would be a popular argument in the Athens which 
saw the Clouds perhaps in the next year. I t will be remembered 
thai in this play the " School " of Socrates, in which he teaches 
the , is finally burnt like the Pythagorean lepol OIKOI in 
S. Italy. 
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" up the mast." 

1264. Again heavily sarcastic. 

1265. ; Attic lit. "fiery," as here. As 
a proper name, " red-head," it is paroxytone. The meta­
morphosis of Hecuba into a dog wi th fiery eyes is described, as we 
might expect, in Ovid, Met. xiii, 565, f., where she is said to have 
undergone it after having been stoned to death by Thracians in 
revenge for Polymestor. According to another version (Schol. 
Lycophron, 1181) she was stoned by the Greeks; Dion of Prusa 
(ed. von Arnim, xxxiii , 59) says she was changed by the Erinyes, 
and Nicander (3rd cent, B.C., quoted by Schol. on 3 supra) that she 
sprang into the sea after the fall of Troy. We have no means of 
judging the relative ages of these stories nor of deciding how far 
Eur. may have added to older legend. In any case, this story, and 
its connection with the spot called (probably marked by a 
great heap of stones, whence the detail about the manner of her 
death), point to some original kinship between Hecuba and the 
Asiatic goddess Hecate, who was thought to be accompanied by 
howling demon-dogs or to take a dog's form herself, and who was 
propitiated by throwing a stone on a cairn at cross-roads. Hecuba 
may well have begun as a local form of this dreaded goddess of 
earth and the underworld. 

1267. Herod, vii , 111, tells of an oracle of Dionysus among the 
Satrae, a Thracian tribe. The Greeks also regarded him as a god 
of prophecy ; cp. Bacchae, 298, f. It is not unlikely that the pro­
phetic deus ex machina was originally Dionysus himself, and that 
Aeschylus, in his Lykourgeia, was the first poet to make him a 
Thracian. In Bacchae, where he prophesies, he comes from Lydia. 

1268. Once more sarcastic. 

1270. This line is very puzzling as it stands. Murray marks it 
suspect, and indeed it requires drastic interpretation to give it sense. 
Weil's conjecture for seems the simplest remedy: 
Hecuba asks for the conclusion of the oracle she has interrupted. 

1272. : The meaning " called after," required by the 
context, is unique for this word, which normally means either 
"charmer " or " song " or " verse." There seems to be a curious 
confusion between  
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The principal tenses of Compound Verbs will be found under 
the Simple Verb. 
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