‘IMAGERY OF THE ELSEWHERE’
TWO CHORAL ODES OF EURIPIDES!

I~ this paper I approach the relationship between one kind of choral ode and
its play, through an analysis of two stasima and less detailed reference to their
respective plays. The two odes, Hipp. 732-75 and Hel. 1451-1511, share the
€ife yevoipav theme which has provoked comment on Euripides’ use of ‘escap-
ism’ to counteract the supposed reality of his tragedies. I prefer to see the
escape-form as a reassertion of the themes and problems of the play in a differ-
ent and distant context, and to suggest that even in the ‘elsewhere’ of lyric
song the dark features of life that mark the drama are not to be escaped. The
winged boat in the Hippolytus, for instance, is parallel in the ode to the winged
bird, symbol and vehicle of escape, but it is also the ship whose journey
initiates the disaster of the play. The thematic unity of play and ode is reflected
in their similarity of structure : the odes shadow on a smaller scale the pattern
of their plays. These particular odes have similar functions in their respective
plays: during the performance of crucial acts off-stage (Phaedra’s suicide,
Helen’s escape), each ode furthers the drama by presenting this action stati-
cally in lyric form. I shall suggest in conclusion that what is happening is that
Euripides is exploiting, as a dramatist, the fact that the content of imagination
is composed of elements of reality, and that the relation of the audience to
the play corresponds to that of the play to the ode.

The two odes come from plays widely separate in date and theme, but they
have a number of features in common. Both consist of two strophic pairs, of
which the second introduces the god or gods who appear at the end of the play
on stage. In both, the voyage to Greece of the play’s central female figure is
paralleled by the flight of birds (which are identified, explicitly or implicitly,
with the chorus) ; the journey is to end in a wedding; the final wish is for the
re-establishment of the woman’s reputation; and the explicit mythical refer-
ence is to the early death of a beloved boy.
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The central feature of the second stasimon of the Hippolytus is the correspon-
dence between Phaedra’s journey over the sea which led to her marriage with
Theseus, and an imaginary journey through air and over sea which ends in a
vision of the wedding-garden of Zeus and Hera. The two journeys produce the
effect of movement that characterizes the ode. This begins in the first strophe
with the flight of birds from places distant but known to man (the gulf of
Adria, the Eridanus) into places inaccessible to man. In the second strophe
the moving object is the boat whose wings are metaphorical only:! not a bird,

I Opinion is divided over the point of
comparison in this image : do the wings repre-
sent oars or sails? Here, as at Lyc. Alex. 25,
the white colour might suggest sails, but
Tzetzes there observes Aevia mrida s kdmas,
Srv Om’ adr@dv Aevkalverar T6 dwp wANTTS-
pevov. At E. Hel. 147 8mn vews oréidawy’ dv
otpiov wrepdv the adjective ofipiov and the

singular wrepdr again suggest the sail (see
Gow, C.Q .xi [1917], 117), as does Awdmrep’,
A. P.V. 468. But explicit evidence favours
oars, e.g. Hom. Od. 11. 125, App. Epigr. 204 ;
this is reflected in Latin usage in which the
comparison is often restricted to oars (e.g.
V. Aen. 1. 300, Prop. 4. 6. 47). (I do not
take Arist. de incessu anim. 10 to be irrefutable
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though it acts like one, 8Joopris.! A sense of coming down to earth is implicit
in the change from impossible locale and medium in the first strophic pair to
known locale and media, sea and land, in the second pair. This is reinforced by
the double reference to yd in the second strophe : a contrast to yfdv the divinity
and her role in the first antistrophe.?2 The restriction to land of the second
strophic pair is emphasized by the image of the knotted rope that ends the
second strophe and antistrophe: the knot that ties the boat to the shore of
Greece, and the rope round Phaedra’s throat. In the first strophe and anti-
strophe the places are mythological and inaccessible except to the imagination :
vavras odkél’ 68ov véuer. The flight moves westwards to the edge of myth ; it is
the daughters of the sun3 who cry upon the Eridanus, é movrouédwv protects the
shore of the Hesperides, Atlas supports the méppuwv between land and sky, and 4
6ABu8dwpos xBdv nourishes the halls of Zeus. Some of these are pre-Olympian—
all are unapproachable and associated with venerable legend. The places in
the second strophic pair are parts of the Greek world. A Cretan ship is ad-
dressed in the first line, moving from the Cretan land* to Athens where it lands
at Munichia. As the action is restricted to sea and land, in contrast with the
free flight of the first half, so the setting is confined to the known world.

The first line of each strophe and antistrophe points out this contrast. The

evidence, but it again favours the primacy of
oars: see Tarn, Ancient Ships, p. 20). Some
neutral material has been used as evidence
for both sides, e.g. E. Tro. 1085 or Hes. Erg.
628 where Sinclair follows Gow in suggesting
that mrepd may refer to both: ra {oria, Tovs
ayowods kal ta Aowrd (Tzetzes). I would
refer to the earliest explicit comparison, Od.
11. 125, and suggest that the metaphor began
as a comparison to oars, but that the possi-
bility of its extension to the sail is often ex-
ploited in later, inexplicit, use of the image.
The converse, an image describing the
movement of birds (and once a tortoise
swimming), also suggests the primacy of
oars: mrepois épéogew or damAdioew (see
Gow, loc. cit., who cites A. Ag. 52, Page
on E. Med. 1; cf. Morrison and Williams,
Ancient Oared Ships, pp. 195-6). In this pas-
sage the image borrows extra vitality from
the parallel with the birds whose wings are
emphasized at the beginning of the ode,
mrepodocay Spvw dyedfjor moTavals.

t Barrett follows the scholiast in taking
the subject of érraro from dvdooav and gives
to 8dgopris the meaning ‘with bad omens’.
This sense is indisputable in Plut. Mare. 4,
but the more natural meaning ‘ill-omened’
or ‘acting as a bird of ill-omen’ is almost
certain at A. Sept. 838 (the only other
appearance of the word), as Groeneboom
saw, citing our passage as a parallel.
Barrett’s meaning facilitates his explana-
tion of dn’ dudorépwr but this explanation
does involve alteration of the text to cre-
ate proper disjunction between Crete and

Athens. The sense of dn’ dudorépwv is prob-
lematic whatever meaning we assign to 8do-
opns. I would take wopfuls as the subject
of érraro. Attention is on the ship through-
out the strophe; Phaedra’s actions begin in
the antistrophe. The flying image is con-
fined to the ship and is maintained through
the strophe; the sailor’s action at the end
of the strophe, the tying of the boat to the
shore, ends the movements of the boat. (The
verb, naturally enough, is rarely used of
people : Euripides uses it of smoke, Jon 40, of
lightning, Ba. 9o, and of Zeus only in the
shape of a swan, Hel. 18. The compound
Suaméropar he uses for the Argo, Med. 1, the
best parallel for our passage, though the
image there is not maintained.)

2 Itis hard to evaluate the difference be-
tween yd and xf«v in Eur.; on the whole ya
seems to be used in a material, productive
sense, xfdv in a divine and mysterious one—
see fr. 52. 5

8ua 8 Expivev d Texoboa ya Bporods

Spolav xOwv draow éfemalSevaey Sfuv.
For the visit of Earth to the wedding and her
present to Hera of the golden apple tree see
Pherecyd. F.G.H. 3 F 16a, cit. Barrett on
Hipp. 742, 749.

3 For mortal maidens mourning Hippo-
lytus see below, p. 235. Later tradition in-
cluded mortals in the mourning for Phaethon
(Diggle, Phaethon, pp. 28 f.). For the setting
of mythical paradise in the West see J. R.
Bacon, Voyage of the Argonauts, pp. 97-8.

4 This would apply equally with Barrett’s
exempli gratia suggestion, Mwaidos 7°.
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first lines of the first strophe and antistrophe begin with an adverbial phrase of
place, locating the scene in the imaginary distance, in hiding-places’ out of
sight, on ‘Eomepidwv 8’ émi . . . dxrdv. The move towards Greece is shown in the
address to the Cretan ship in the first line of the second strophe,? and the first
line of the second antistrophe reveals the causal relation between this stanza
and the preceding one: dvf’ v introduces the present result of the change and
movement.

Distance from real life is maintained in the first strophic pair by the repeated
use of the optative, yevolpav, évfely, dpfeiny and dvdoayu, in contrast to the
factual past indicatives of the second strophe.3

There is the same contrast in the different roles of water in each half of the
ode. Water is first ornamental and silent; in #wdvriov kfpa 7ds Adpupds axras
and *Hpdavod 6” 58wp the elegant and evocative names decorate intellectually
as mopgipeov . . . oldpa does visually. The falling tears of the Heliades resemble
the xpfvar duBpdowar of the antistrophe; the similarity is emphasized by the
verbs, oraddogovow and yéovra: which occupy the same place in the same line,
spilling over into the next. The woppupéas Aiuvas which separates them is
guarded by the unnamed mov7ouédwv. The image washes over into the second
strophe : wévriov kipa is given the same place in the line as in the first strophe.
But water in the second strophe is not perceived by sight alone; it affects the
senses of hearing (dAlkTvmov) and taste (dApas) ; at the end of the stasimon it

I Kevfudo: ‘any place which xedfe you’
(Barrett). It is used of the home of the dead,
vexkpav kevBudva E. Hee. 1. Here it links the
flying fantasy with the traditional alterna-
tive escape route below the ground. The list
of Euripides’ use of the double-escape fantasy
is given by Barrett on Hipp. 1290—3. Of the
two routes, the wish to hide by diving below
the earth is perhaps the older, see Hom. Il.
8. 15, 6. 282, and is more easily fulfilled in
symbolic gesture, covering the head in
grief or shame, e.g. H.F. 1198 f.; compare
Oedipus’ wish for a retreat inaccessible to
attack through any of the senses (0. 7. 1386—
go) which precedes his request kaAdfar’ 4
¢dovevoar’ (ib. 1411). These are the two main
features in literary treatment of death. The
eyes of the dead are closed (Hec. 430), the
body covered with a cloth (Hipp. 1459) and
then in the earth ; the soul flies away (though
its course, in Homer at least, is downward,
Il. 23. 100, Yuy) kara xBovds dixero TeTpiyvia).
The flying soul is reflected iconographically
in the tiny winged figures that hover over
the heads of the dying on white-ground
lekythoi, and perhaps goes back to the
possible portrayal of the soul as a butterfly in
Bronze Age art, e.g. on the ‘ring of Nestor’
(see Evans, 7.H.S. xlv (1925), 1 ff.), which
is reclaimed as genuine by J. Sakellarakis,
Proc. grd Cretolog. Congress (in press). The
motif is possibly Cretan in origin; see
Tzabella, Proc. 2nd Cret. Congr. i (1968),
263 f. The diversion of the two parts of

the dying man becomes schematized : see E.
Chrysipp. fr. 833 Dindorf, and Supp. 532 f.
(del. Nauck; attributed to Moschion Stob.
Fl. 122. 3):

édoar’ 407 yij xavdbivar vexpous:

30ev 8 éxaorov és 16 gdp’ (pds Porson)

deikero,

évrail’ dmeMeiv, mvedpa pév mpos albépa

70 odpa 8’ & yijy
(see Rohde, Psyche, Ch. 12 with 149 n.
=pp. 437, 461 in Hillis’ 1925 translation).
Mythologically the motif may be related to
Ouranos and Ge, the two parent figures of
whom the mother has the stronger tie with
the children (Hes. T%. 45, 106, 147, 154-84).
The resonance of this motif in kevfudor
may set here an ambiguity of tone from the
beginning, and suggest that even in the
material of the escape-world there is present
the element of death and destruction that
dominates the end of the ode. Reference to
the double-barrelled wish cannot be pressed,
but is strong enough to have misled some
editors into emendation.

2 In the first strophe «ip’ HAdpuyvds
occupies the equivalent position. In both
strophes the allusion to a real but distant
place acts as a springboard for the movement
peculiar to each strophe, away from the
world in the first, back in the second.

3 If Euripides had required a conditional
mood, he could have used a form such as
€0’ ddeX’ . . . u1 Samrrdobar, Med. 1.
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reappears in the metaphor dmépavrdos: Phaedra is swamped in the bilge of
misfortune.!

The sounds of the ode show the same contrast between the ornamental and
distant in the first half and the painful reality of the second. In the first half
sound is suggested in the lament of the Heliades and in the description of the
Hesperides as dowd@v,? which imply soft, musical sounds; these apart, the
scenes of the first half are wrapped in the silence of mythological painting. In
the second half the noises of nature (dAlkrvmov) and the sounds implied in
human activity (e.g. yds éBacav) are suggested, and the ode ends with the
¢ripav of reputation, on which follow the expected cries of horror from the
palace, iod, iov-Bondpoueire wdvres.

The colours change from the first half to the second. In the first purple and
yellow are juxtaposed: amber tears fall into the sea; the golden apples are
implicit in unAdomopov dxrdv, which is surrounded by sea (and are perhaps also
implied in the role of Earth at Zeus’ wedding, see Barrett ad loc.). These
colours shine : the tears are full of light, Saxpdwr as fAexrpodaeis adyds, and
the name of the boy they mourn is Phaethon. The only colour mentioned in the
second halfis white : at sea it is explicit in Aevkénrepe and implied in dAuas, and
on land it reappears in the white of Phaedra’s throat.

The contrast between the two halves, suggesting a movement away from
picturesque imaginings towards reality, harmonizes with the change in the role
of emotion and the gods in the ode. In the first half emotions provide the
material of ornamental fantasy : grief produces the golden tears for the shining
brother, and joy is at the centre of Zeus’ wedding. In the second half emotion is
seen in terms of disease and of a destructive divinity, Sew@ ¢pévas Adpodiras
véow karexddofn whose function appears to be the creation of pain: dyewov
Ppevav épwra. In the first half the gods are decorative and exclusive ;3 in the
second a god interferes actively with a human mind and life.

The role of family relationships undergoes a similar change within the ode.
In the first half these are set in a divine and perfect context, symbolized by
allusion to united peaceful groups such as the Heliades and Hesperides.+
The domestic stability and prosperity represented by the divine families is

! The use of this particular compound in
metaphor is unique (occasionally copied in
later prose) though dmavrAeiv and éfavrieiv
Euripides uses several times metaphorically
e.g. Alc. 354 Bdpos Yvxfis dravrioiny dv.

2 As they are traditionally associated with
song (Hes. Th. 275, see West ad loc., H.F.
304 Upvwdol) their presence might have
suggested song even without doddv.

3 Though the movrouédwv, in forbidding
this sea to sailors, already suggests potential
hostility.

4 The picture of a group of women, un-
disturbed in a domestic task, stands as part
of common technique for creating a back-
ground atmosphere of stable, habitual peace.
This is projected on to the divine world in,
e.g., Sirens, nymphs, and personifications
(Litae, Horae, etc.). Intrusion into such a
group represents peace-breaking: the para-
digm is the rape of Persephone (H.h. Dem. 5—

15). Odysseus’ meeting with Nausicaa, 0d. 6.
85-138, presents the scene from the view-
point of the intruder. Clothes, flowers, and
water are prominent elements in the scene,
which is normally centred round the domes-
tic task andfor relaxation after it. The in-
trusive agent may be human or divine, and
may simply appear as an unwelcome noise :
Andromache among her handmaidens,
weaving and preparing baths for Hector,
hears the laments for his death, Il. 22. 440-8.
(Cf. E. Hel. 175-8, Hipp. 12130, A. P.V.
132-5.) The situation may involve one
woman alone, e.g. Creousa gathering
flowers for dye before her rape by Apollo,
Ion 886 f. Hec. 9238 describes an individual
domestic scene multiplied through the city.
The familiarity of this picture gives impact to
the unexpectedly peaceful activities of the
maenads, Ba. 677-721.
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abandoned by Phaedra when she leaves her home, dABlwv dn” olkwv,! for a
relationship which ought to be prosperous and surround her with friends, but
which turns out to be a distorted one, xaxovvugordrav évacw, bringing her
into isolated confrontation with the disease of love. The distortion of love
is shown by her choice of the bridal rafters, repduvwv dmwd vvudidiwy, for
suicide.

The stasimon, in its move from unreality into human reality, uses the same
ingredients to create each world. The divine, unattainable world is composed of
the same forces that make real life so painful: the marriage of Zeus and Hera
parallels the unhappy marriage of Phaedra ; wings that might lift the imagina-
tion away from reality symbolize a return to it. Air is at first the medium of
freedom through which the divine world is reached ; but at the end of the ode
kpepaordy also suggests air, and the implication of Phaedra hanging above the
ground imparts associations of death and destruction. Earth and water are
decorative and divine at first; but they are the basis of the human world in
which gods are hostile carriers of disease to men.

There is a similar development throughout the play, as well as the ode, in
the treatment of water. In the parodos water has a mythological and a domestic
significance. The water of the stream that washes the clothes, ¢dpea morapia
Spdow Téyyovoa 127-8, is related to Oceanus, > Qkeavod 7is Téwp ardlovoa wérpa
Xéyerar 121. A stream is a traditional part of the domestic setting of undis-
turbed women,? reproduced here with ornamental detail. Phaedra attributes
similarly gentle qualities to water in her fever, 208—9. At the end of the play
Hippolytus is destroyed by the sea-god, by the wave and the monster it
carries. In his struggle with his horses on the beach he is compared to a sailor,
dare vavBdrys dvijp 1221 ; in the same way at the end of the ode Phaedra’s
destruction is presented in a drowning image.

Sexual love has an infinite number of verbal and dramatic functions in the
play; the choral descriptions of it, which develop the conventional tension
between the poles of ornamental sweetness and destructiveness, increasingly
empbhasize the second. The first stasimon, for instance, has many similarities to
the short choral utterance at 1268-81. The first stasimon mentions the power
and potential ferocity of love in Bélos 530, tpavvor 538, but the attractive
qualities are more prominent, ordleis méfov 526, yAukeiav . . . ydpw. Even
after the final sinister example of Semele (555-62) love is presented in the
comparatively gentle bee-image, péliooa 8’ ola 7is memérarar. (The bee
might appear as an anti-climax after the lightning-flash; but part of the
usefulness of this image is its ambiguity: the combination of sweetness and
pain.) Later in the play, after the news of Hippolytus’ disaster, the
decorative and charming qualities of love are still there, ypvoogasis 1275,
and love is still winged, but the wings are barbed and the action is violent,
1270-1

6 moutAémrepos dudBadaw
DKUTATW TTEPD.

Earlier it caused yya xdpw 527 ; now its effect is dangerous, pawonéva kpadia
1274. The military metaphor is used of love’s relations with its victims in both

1 Cf. 6ABiddwpos xOdv 750 (Barrett’s text).
2 Persephone plays with the daughters of Oceanus, H.h. Dem. 5-15.
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passages. In the first a more technical word is used, émorpareion 527, which
acts as an oxymoron in a conventional context ;! in the second the violence of
the action, épopuday 1275, harmonizes with the context of love’s violent power
over the whole world, (ovumdvrwv . . . pdva kparivers 1281). This recalls
Aphrodite’s own claim to rule the world, 1-6 (compare especially 12789 with
3—4) ; the difference is that the later utterance is made with the weight of the
drama behind it, from the experience of the stage-figures and the audience, and
is made from the human point of view, as an accusation or complaint. The
tendency to reveal a painful and destructive core to something that can be
treated conventionally as a pleasure? is apparent in Artemis’ promise to punish
Aphrodite herself through her own feelings towards a man (1421). Love be-
comes a destructive tool even in the hands of the goddess of chastity.

The gods themselves are also presented in the play with an increasing em-
phasis on their destructive proximity to human life, rather than their distant
perfection. The play begins with Aphrodite on the stage alone; she lives
olpavod 7’ éow 2, and Artemis is described as odpavidy, 59,

a /7 3 k) \
& péyav kat’ odpavov
valers ebmaréperay av-
Adv, Znvos movypuoov olkov.
... & kadXioTa KaA-
’ ~ >y
Mota Tév kar” "Olvumov.

(67-71)

The gods are depicted as a secure family group inhabiting the sky at an ele-
gant distance from the world of men.3 At the end of the play their destructive-
ness is demonstrated materially in the bloodstained body of Hippolytus:
Artemis’ explanation is set in appropriately material terms, 1418-19, KémpiSos
. . . 6pyai kaTackmpovow els 70 oov déuas. Aphrodite’s anger swooped down in
a physical attack against his body. At the end of the second stasimon the

! For aggressive, military imagery of love
see Anacr. 48. 75; Ibyc. 1. 11; A. Ag. 743,
1478; S. Ant. 781 dvikare paxdv E. Hipp. 39,
392 and fr. 250 % ydp Tupawis mdvrofev
TofeveTar dewois(-ds) épwow. The arrows of
Eros belong to this body of imagery, and so
may Aphrodite’s liaison with Ares: Simoni-
des (schol. Ap. Rh. 3. 26) and others call
Eros their son.

2 Love belongs with wine and song (e.g.
Anacr. 116) as one of the pleasures, often
described as yAvkeia, that help man forget his
cares.

3 Aphrodite reveals in the prologue the
more ruthless side of divinity, for the pro-
logue itself describes the same changing
treatment of the gods: from the picture of
secluded, ideal creatures to the agents of
human destruction. It begins with reference
to the farthest edge of the world :

Saou 1€ ITévrov Tepudvwv 7> Ardavrikdv
valovow elow, ¢ds Spdvres 1)Alov,

and Aphrodite lives odpavoi 7° éow: the first
mention of the gods in the play involves

their right to honour, the honours paid to
them, and their reaction, ipdpevor yaipovaw
avlpwmwy vmo. Throughout this anticipatory
synopsis the dangerous qualities of the gods
are progressively revealed. Phaedra must
undergo mental agony (expressed in terms of
physical destruction, 38-9 orévovea kdx-
memAnypévn ... 1) TdAaw’ dréAvrar), and even
Poseidon’s gift, undév pdratov és 7pis evfacfa
0ed 46, will destroy the son of the recipient.
Aphrodite in her explanation of the necessity
for Phaedra’s death, 48 f.:

70 yap TH0d’ 0d mpoTyuiow Kakov
70 i} o mapacyeiv Tovs éuovs éxfpovs énol
8lkmy TooavTyy dat’ épol kadds Exew,

gives us the key to the destructive aspect of
the gods: that any relation between gods and
men exists for the benefit not of men but of
gods. The prologue ends with the gates of
Hades opening for Hippolytus, as the play
ends with Hippolytus’ request to be covered
over (1468) and with hisdeath : the prologue,
summary of the play, reflects its patterns and
preoccupations.
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hostility of the goddess acts like a disease;! mental pain is presented in
physical terms and the body is consequently destroyed.

Non-human powers apparently become nearer to man (and therefore more
threatening) in play and ode alike. The figure of Hippolytus also develops
from the decorative distance he adopts at first, to a real vulnerability to the
destructive forces that characterize normal human life. The first, defining,
feature of Hippolytus in the play is his attractive aloofness from ordinary life.
The flowers of his garland? grew in a meadow never grazed or farmed, 76-8,

aAX’ axrjparov
’ ~_ 3 A ’
pelooa Aeudv’ Hpwn Siépyera,
A’S A \ ’ ’ ’
Baws 8¢ morapiouor kymever dpdoots.

He draws the connection between his environment of flowers and forest (from
which he first emerges on to the stage, and with which Phaedra associates him,
208-11, 215-21) and its allegorical potential for describing his situation : he is
distant physically and psychically from the reality of human life.3 His exchange
with the huntsman, 88-114, establishes this position ; it is in his scene with the
nurse, 600-15, and his subsequent monologue, that he first refers to life within,
not outside, a social group, and to his relation with his father. Later he acts the
part of the injured but reasonable man opposite Theseus, go2~1101, and shares
enough of normal Greek values to lament his anticipated exile, 1020. Having
moved nearer to reality he is destroyed, like Phaedra at the end of the stasimon,
and dies in front of the audience : though he maintains his relation to Artemis,
his last words are addressed to his father.

Just as the two halves of the ode are clearly distinct, the play itself splits into
two at the point at which this ode is sung. The climax of the first half of the
play, the suicide of Phaedra, is accomplished within the ode itself, and the
interest of the play shifts to Hippolytus. The problem of a foreign queen’s
picturesque disease is replaced by the relation between an Athenian hero and
his son. The play, like the ode, moves from the exotically distant towards
a reality of general application : kowdv 768” dyos mdor moAirars 1462.

The close relation of the ode to the play is apparent in the relevance to the
play of the myth that decorates the ode. The relevant features of the story of
Phaethon are :# that he is related to the Sun, that his death in a chariot is due

I The explicit disease image of love is not
as common in fifth-century Greek as it
became in Latin and English poetry. We
find it twice in Sophocles, T7. 491, and fr.
491. 1 where cod. Paris has véonu’ épwros
Tobr’ épipepov kaxdv (Dobree, followed by
Pearson, thinks véonu’ épwros is an inter-
polated gloss on, e.g., 76 ydp péanua T0dT’).
E. fr. 400 Goov véonua v Kbmpw kextipeda
is a better parallel ; cf. Theocr. Idyll 30. 1 7@
XxaAérw kalvopbpw Tdde voorjuaros (the
image changes to é\xos ibid. 10) and 2. 85;
Gow on id. 8. 17 (citing Pease on V. 4. 4. 1).
Cf. Plat. Symp. 207. (At Plat. Phaedr. 2368
voceiv seems to mean ‘be badly off in life’,
and is not a medical metaphor for lovers.)
Here, the unpleasantness of Aphrodite,
Satpwv oTvyvds, is compounded by her meta-

phorical responsibility for physical pain and
disease.

2 Hippolytus’ relation to Artemis can be
experienced as a distorted image of the
lover—mistress relation as Aphrodite implies,
XAwpdy 8 db SAny mapbéve fvvav del, 17. He
garlands the gilt hair of her statue on stage
(see Barrett on 82). For possible erotic
associations of garlanded flowers see Sapph.
94. 14f. (Page compares Anacr. 38), and
schol. Ar. Thesm. 401 vewtépwy kal épwTikdv
76 grepavomrdokeiv (but he may draw a mis-
takenly general inference from his text and
from Sapph. 67 af 7’ Spaar grepavomdokeiv).

3 For the forest and mountain as the
‘elsewhere’ locale for escape see Ba. 866 f.;
oreibasia, Ba. 863 f., 135 f., and O.T. 1451.

+ Diggle, Phaeth. 46, 27-32.
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to his distrust of a god, and that he is mourned by the Heliades. The myth is
chosen for its picturesque qualities : the violence of the action is hidden by the
decorative mourning that commemorates it. Any immediate reference might
appear to be to Phaedra, whose death is masked by the singing of the ode.
Phaedra (in dmépavrdos, 769) suggests, like Phaethon, something shining
extinguished in water. But the story of Phaethon matches more closely the figure
of Hippolytus in the play. Both are associated with a particular god, Artemis
and the Sun, sister and brother. Both are destroyed in a chariot, and their
fathers, though they regret it later, are in some degree responsible. It is unlikely
that Euripides’ Phaethon pre-dated Hippolytus' but some features of his inter-
pretation of the story may have been familiar before the production of Hippo-
Iytus. If so, it is possible to see some correspondence in the reluctance of both
young men to marry. Both are mourned everlastingly by maidens: Artemis
promises this to Hippolytus, 1425 f.:

képar yap dlvyes yduwy wdpos
Kopas kepovvral oo, 8 aldvos pakpod
7/
wévln péyiora Sakpiwy kapmrovuéve.

If the reference to Phaethon can be taken as an image of the fate of Hippolytus,
this picture, the first in a series of ideal scenes painted in the first half of the ode,
still suggests symbolically the final destruction of the play: the components of
grim reality are present in the world of escape.

I1: Helen 1451-1511

Doiviocoa Zidwnas &
Tayeta kdma pobiowot, udrnp
elpeaias pida,
xopayé T@&v kaAliydpwy
Sedpivwy, Srav adpais 1455
médayos avijvepov 1,
yAavka 8¢ ITévrov Quydrnp
Taldvera 7d8’ elmy-
Kara pév {oria merdoar’ ab-
pats Murdvres elvadius,
AdBete & eldarivas wAdras,
o vabrat, vabrae,
méumovres edAipuévovs
Hepoeiwy oikwy ‘EXévay én’ dxrds.

1) mov kdpas dv moTauod 1465
E] A 4 " A -~
map’ oldua Aevkirmidas 1) mpo vaod
I1adAddos dv AdBous
xpovw Evvedodoa yopols
" ’ ¢ /7
1) kdpois ‘Yaxivfov
viyiov és edgppooivay,
o > 4
ov éfapuAdnoduevos
Tpox® Téppova. dlokov

Diggle, loc. cit. 47-9.
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ékave Doifos, 7@ Aaxai-
va ya Bovburov duépar
6 Auos & elme oéBew ydvos-
wéayov &, dv oikois
{&emes, ‘Epuidvar,y
ds ofimw medrar mpd ydpwv Edawbay.

1475

80 dépos eife moravol
yevoiueod® § ABdas
olwvol oToxddes
SuBpov Aimodoar yetuépiov
vicovrar mpesBurdrg
oUpiyyt melfdpevar
7 o k4 ’ ’ -~
TouLévos, s afpoya mwedia kapmoddpa Te yas
émumerduevos layei.
82 mravai Soliyavyeves,
ovvvopol vepéwv Spdpov,
Bare Ilewddas $mo péoas
3 ’ ’ > s
Qplwvd T éwiyiov:
V4 3 3 I3
kapvéar’ ayyellav
Edpdray épeldpevar,
Mevédews 6t dapddvou
mAw €A Sduov ffer.

1485

podouré wol’ Immov olpov 1495
80 aibfépos iéuevor
maides Tvvdapidou,
Aapmpdv dotpwy b7’ déMawow-
ol vaier’ odpdviot,
-~ -~ ¢ 7
owrhpes 7ds ‘Elévas,
yAavkov émr’ oldua kvavdypod Te KuudTwy
4 A 4
pébia mohia Baldooas,
vadTais edaels avéuwy
méumovres Aidbev mvods:
Svordetay 8’ dmo auyydvov
BdAere BapBdpwy Aexéwv,
a 3 ’ b N
av I8aiwv épidwv
mowalfeio’ ékmjoato, yav
ovk é\odod (mor”) *INiov
Dofelovs émi mipyous.

1505

One important effect of the fourth stasimon of the Helen is its sense of swift,
dancing movement. This begins with the ship (which appears at the beginning
and end of the ode), raxeia, yopayé, surrounded by rushing waves! and dancing
dolphins, kadAxdpwy Seddivwr. The imperatives, merdoar’, AdBere, ire,? reinforce

' For motion and sound as the primary
force of pdfios see Diggle, on Phaeth. 8o,
Morrison and Williams p. 203. Punctuation
here, and so the exact sense of the metaphor,
is unclear; but the oar is clearly more
prominent than the sail.

2 {re is Jackson’s supplement, Marg.

Scaen. 84, which secures responsion for
AMmer’ 1476. The ship in Hippolytus is ad-
dressed in the same way, with an & that
directsattention to the object without attribu-
ting to it any action in a main verb (Barrett
on Hipp. 732). In both the address is followed
by allusion to the sailors’ activity on board.
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this effect, and the dancing movement reappears in the first antistrophe with
its picture of Spartan festivals:

kdpas . . . dv AdBots
xpovw évveloiioa yopols
" ’ ¢ 14

7 kdpows ‘Yarivlov.

This may represent a traditional Spartan picture which places Helen at the
centre of the dance.! In the second strophe the cranes fly [T e:ddas 7o péoas,
through a group of stars which were once a chorus of dancing maidens,
prominent elsewhere? in a Spartan context. The swift movement of the cranes
is paralleled by the racing of the clouds through which they fly, vedéwr 8pdpov,
as in the first strophe the moving boat is surrounded by moving waves and
dolphins. In the second antistrophe the Dioscuri fly through whirling stars,
daéMaww, and over the sea, whose shifting motion is suggested not only by the
repetition of gs6ia but also by the rapid changes of colour:

Aaukov . . . oloua Kvavoypod T€ KuudTwy
Y

pébua moha Bardooas.

The quick dancing movement suggests a single centre to the dance, represented
by the picture of Helen worshipped in Spartan festival. The ship is surrounded
by dancing dolphins; at the end of the strophe Helen is surrounded by the
active sailors escorting her home. Some of the dances in Sparta are imagined as
commemorative of Hyacinthus, another beautiful semi-immortal creature.3

I This is associated with the Spartan
picture of the chaste Helen: see Ar. Lys.

1314-15:
dyeitar 8’ a Andas mais
dyva yopayds ebmpemis.

Groups of dancing maidens are character-
istically, though not exclusively, Spartan:
see Wilam. and Leeuwen on Ar. Lys. 1249.
There was a Helen cult there whose priest-
esses were at one time (Paus. 3. 16. 1) called
Leucippides. One explanation of this name
is that these were the wives of the Dioscuri
and the daughters of a Leucippus (Theoc. 22.
138; Apollod. 3. 11. 2); another relates
their name etymologically with their
possible cult title w@Xo (see Bowra, Gr. Lyr.
Poet., p. 53, who cites Ar. Lys. 1308-11).
The Helen of this cult may have presided
over dances of unmarried girls: Griffiths’s
material, Q. U.C.C. xiii (1972), 39-43. on
Helen as chorus-leader and deity in Sparta,
is a valuable by-product of his theory that
Alcman’s Hagesichora represents Helen.
Whether the Leucippides entered the dance
is unclear. If they did have the title m&Moc
we can add Alcman’s four comparisons of
dancing girls to horses (this motif is not
confined to Spartan poetry, see Anacr. 84
and 118, E. Ba. 166). We cannot tell how
familiar in Athens the Spartan Helen cult
and its dances may have been; but once

Helen joined the dance she would naturally
play a leading part.

2 Callimachus says that the Pleiades first
established dancing in night-festivals (fr.
693P: see Bowra, loc. cit. 53 n. 3); but the
phrase Pleiadum choro (e.g. Hor. C. 4. 14. 21)
probably arose from application of this
metaphor as a kind of epithet, rather than
from such a story. Bowra compares E. EI.
467; but there the dance of the Nereids is
significant, both in itself and as a parallel
earlier in the ode, 432. Any deep mythical
connexion with night-time festivals is an
unnecessary hypothesis; the fact that these
stars shine until late at night is enough. It
is possible that some unknown Spartan myth
may lie behind this material, since the
Pleiades are important in some sense in
Alcman’s ‘Partheneion’: West, C.Q . N.s. xv
(1965), 195, thinks the ‘Partheneion’ is sung
in daylight, but cf. Griffiths, art. cit. 33 f.

3 The Hyacinthia was known of at Athens
from at least 479 B.c. (Hdt. 9. 7. 11). It took
place inside the sanctuary of Apollo at
Amyclae, included dances (Mellink, Hya-
kinthos, [Utrecht, 1943], pp. 20, 44), gave
prominence to women (ibid. 216) and
featured maidens racing in two-horse
chariots (Polyc. ap. Ath. 4. 139c~F). The
Spartan association of maidens with horses
in poetry and perhaps cult is apparently
maintained in ceremony.
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The focus of the flying cranes in the second strophe is their leader, and their
obedience to him is presented in quasi-musical terms, as in a dance, mpesfuvrdra
avpuyye melbpevar. The news of Menelaus at the end of the strophe becomes the
centre of the cranes’ song as they land, parallel to the figure of Helen returned
to the Peloponnese by sailors at the end of the first strophe. At the end of the
ode it is the reputation and safety of Helen which is the centre of attention.
Seen from one angle, the structure of the ode apparently demonstrates the
straightforward movement appropriate to the journey from Egypt to Greece.
Each strophe begins with a reference to foreign lands, Poivicoa Zidwyids,
ABdas, and ends in the Peloponnese, Ilepoelwv oikwy . . . én’ dxrds, 1464,
Ebpdsrav épeldpevor 1492. Each antistrophe is linked closely to the preceding
strophe. The first is bound to its strophe by references to the dancing: the
stem xop- occupies the same place in the metrical system. The scenes of the
antistrophe are set in the land towards which the ship moves in the strophe.
The harbours, edAwévovs drrds give place to the banks of the river, morapod . . .
ofdua, once the sea-voyage is over. The fact that this is home is remembered in
oikots which recalls oikwv in the strophe. The second antistrophe partly re-
sembles its strophe in its syntactical structure, an optative followed by a
relative clause and two imperatives ; each begins with a flight through the air
and ends with a two-line reference to Troy.! The forward movement is brought
out by the parallel between the boat and the birds: the journey to the Pelo-
ponnese is repeated in the second strophe from the first. In the same way the
second antistrophe has points of similarity with the first : the Leucippides may
be recalled by the Tyndaridae,? and the only suggestions of suffering are made
in the antistrophes, for in the first Hyacinthus is killed accidentally, in the
second Helen needs rescuing from 3doxleia for an action of which she was
innocent. The competition implied in éfauiAnoduevos is reflected in *Idaiwy
éoldwv. Each antistrophe ends with a wedding that has not happened; each
mentions an act of Phoebus (the murder of Hyacinthus, the building of Troy)
which is associated with a sense of something cherished now destroyed (the fall
of Troy is mentioned earlier in the ode, 1495, and at the beginning of the play).
But behind the apparently forward-moving pattern of the ode there is a
circular structure appropriate to the circular dance movement suggested by
individual words. The two central stanzas, the first antistrophe and the second
strophe, are linked by their similar visual effects, the nocturnal setting,
viiyiov és eddpoatvar 1470, *Qplwvd 7° évixiov 1490, and flickering lights (the
torches of dancing women, 1468, 1478, and the dancing stars). Spartan topo-
graphy is confined to these stanzas, 1474 7@ Aakaiva yd, 1465-7 and 1492. The
unity of these central stanzas is emphasized by the similarities of the two outer
ones. These present the colour and movement of the sea, yAavxdv, xvaviypoa
1501, yAavke. . . Faddvewa 1457 (cf. the repetition of géfia 1502), and the winds
of the sea, conspicuous by absence (probably) in the first strophe, supplied by
the Dioscuri in the second antistrophe, vavras edaeis dvépov méumovres Audfev
mvéas. In the two central stanzas human and animal activity is prominent : the
action of Phoebus is mentioned because it is the origin of the human ceremony.
In the two outer stanzas the action of the gods is more apparent; the sailors,
1 The metrical structure they share is ‘a  the suggestion that allusion is intended to
remarkable series of four single cola’ (Dale).  their possible marriage to the Dioscuri, the

2 Cf. supra, p. 237 n. 8. Even if one dis-  patronymic form and metrical shape link the
regards on principle (since it is not explicit)  two names.
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who also appear in these, work under the protection of the gods who guard the
sea. Helen is the centre of the aims expressed at the end of each outer stanza;
she must be brought home physically, méumovres . . . “EAévav 1464, and is to be
rescued by her brothers, ocwrfjpes 7ds ‘EXévas 1500, in reputation: ddoxAeiar
8’ dmo ovyydvov BdAere 1506. The ode ends with reference to the towers of
Troy, which now no longer stand and to which Helen never came; the ode
begins with the poetic address to a foreign ship, @Poivicoa Zidwvids &.! These
create an elaborate and foreign frame for the ode.

This ode reflects patterns of structure and themes in the play. Although its
subject is a forward-moving journey, twice performed, it suggests also a dancing
motion round the central figure and ends with a denial of past movement on the
part of Helen, the centre figure of the play.? The main action of the play
centres round Helen’s r¢fusal of marriage and her escape, and one of its main
themes is the question of her responsibility for the Trojan war and its attendant
misfortunes, of which she is accused by Teucer (73), by the Messenger (750-1),
and by herself (109). Through the initial dialogue with Teucer emerges a list of
heroes who died in the war, including her own brothers,? and she feels re-
sponsible too for Leda’s death from shame (134). The point made at the begin-
ning of the play is repeated throughout : that men have died and a city has been
destroyed because of an action that the central figure of the play did not in
fact perform ; this is most explicit in the messenger’s speeches, 711-57. Helen on
stage, concerned about her family (123, 133, 137, 180-5), is a contrast to Helen
the destroyer of families and homes. Her absence of action in the play is
emphasized in this contrast and by her position as centre or cause of a series of
violent actions: the clash between Theoclymenus and Theonoe, the argument
between Hera and Aphrodite which takes place (880-6) while Helen and
Menelaus state their case themselves (894-995), and Theoclymenus’ murderous
intentions towards his sister and the servant (1634, 1639). The sense of futility
and misfiring attending the figure of Helen is reflected in the ode in the refer-
ences to Phoebus: Hyacinthus is killed accidentally,* divinely-built Troy is
sacked for a Helen who was not there. This effect is maintained in the presen-
tation of the plot-patterns of the play : the plots misfire and delude the audience,5
as the Greeks are deluded by the phantom.®

! For the rarity of this delayed & (and
hence its possible affectation?) see Fraenkel,
Ag. ii. 282. 2 (and his Addendum iii. 829).

2 Segal, T.A4.P.A. cii (1971) 595, calls the
‘movement of the whole plot . . . circular and
cyclical’. He cites the move from joy to
grief in the parodos, and the move from
grief to joy in the third stasimon. His vision
(p. 609) of Helen as the central figure, with
Theonoe and Menelaus as ‘polarities at
either end of the spectrum’, also reflects a
view of Helen at the centre of some formal
structure, either mobile or architectural.

3 She is not told how they died: she feels
responsible whether it was in battle or from
shame.

4 This is the earliest mention of his death
in literature, so we cannot tell whether
ééapMnoduevos alludes to the competition

between Apollo and Zephyrus. Archaeo-
logical evidence does not help, but the
earliest representations of Hyakinthos, in
sculpture and on gems, emphasize his
relation with Apollo: Zephyrus is absent. It
is better to take dv as the object of the
participle as well as of éxave. The swift move-
ment of ééauArnodperos, and the spinning
movement of the discus, add to the general
effect of circular motion.

5 Burnett, Catastrophe Survived, Ch. 7
passim.

6 The phantom is made of sky, e/8wlov
&umvovy odpavod, 34 (like its literary ancestor,
the copy of Hera that fooled Ixion, Pi.
P. 2. 36), and its deluding effect continues
until line 711, well after the report of its
disappearance at 605. Air and sky are im-
portant in the language of this play, and
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Some more detailed motifs of the ode are also relevant to themes in the rest of
the play. The ship at the beginning and end of the ode recalls Helen’s other
journey, sailing to Troy, 229—38.1 The sea has been associated in the play with
separation, wandering, and destruction (202, 233 f., 400-1, 4234, 531, 773 f.,
1126 f,, 1209), and now in the ode, which is sung while Helen escapes by
sea, it is decorative and kind. The destructive powers of the gods have been
mentioned throughout the play; in the ode Galaneia and the Dioscuri are
protective and have close blood-ties with men.? The wedding of Hermione
earlier in the play represents the unattainable desideratum of the return to
Sparta. The use of it in the ode as an emblem of Helen’s return may derive
force from the picture of the restored family prosperity in the Odyssey. There the
day of Telemachus’ arrival coincides with wedding-festivities for two of Mene-
laus’ children, for his son (by a slave) and for Hermione, Od. 4. 12 f.:

‘EXévy 8¢ Oeol ydvov odrér’ épawov
émel 31‘] 70 TpHTOV e’yefvaro waid’ e’paTeLij,

‘Epuidvmy, 7 elbos éye ypvoéns Adpodirns.

In the ode the wedding of Hermione is associated with other Spartan festivities
which combine to suggest the return to that stable family life impaired by
recent history. ‘The temple of Athena, previously the setting for the Perse-
phone-like abduction of Helen (243-8), now stands beside the Spartan festival
of the Hyacintheia.’s Ode and play alike allude to past suffering in a context
of hoped-for restoration of peace and stability.+

III. SoME CONCLUSIONS

The relation in Euripides between a choral ode and its play is governed by the
structure and nature of the play as well as of the ode. Euripides uses odes with a
different type of function at appropriately different points in his plays. I have
taken two examples of one type which has sometimes been associated with the
post-Euripidean development of the éuf3Awpovs to suggest that the content and
design of the play is reflected in the composition and the more faraway,

through the e/8wlov are related to the issue
of appearance and reality that has pre-
occupied critics. The eidolon when it leaves
moves mpos alfépos mrvxds 605; Theonoe,
1013-16, explains that the human soul also
goes into the aither at death. Air occupies a
central position in this stasimon in the first
words of the second strophe.

I Segal, loc. cit. 598.

2 For Galaneia see Segal, p. 599, who
stresses Theonoe’s descent from Proteus.
Menelaus, detained in Egypt, Hom. Od. 4.
351, is saved by the advice of Eidothea,
daughter of Proteus. 3 Segal, p. 600.

4 Cf. the political climate that produced
the Helen. News of the Sicilian disaster had
reached the Athenians the year before and
Decelea had been seized and occupied. The
oligarchic revolt broke out a few months
after the first performance.

5 Aristotle, Poet. 1456225, does not suggest

that Euripides himself used the éuBdAuuov.
This passage has influenced our approach to
Euripidean choral odes: we have assimilated
the tone of Aristotle’s comparison between
Sophocles and Euripides: xal 7ov xdpov
3¢ é&va del YmodaBeiv Tav Vmokpir@v, kal
woprov elvar Tod Slov kal owwaywvileaBar py
domep Ebpumidy dAX’ domep Zopoxdel. rois
8¢ Aovmrois T dddueva 0vdév udMov Tod pifov
7 dMys  Tpaywdlas éorlv. 86 éuBdAa
ddovow mpdtov dpfavros Aydfwvos Tod
Towovrov. But the first point of the direct
comparison is the persona, not the songs, of
the chorus. It is later poets, influenced
apparently by Agathon, who abandoned the
organic relation between a choral ode and its
play. I am glad to see new support for this
approach to Euripides’ so-called escapism,
with comments on the Hippolytus stasimon,
in B. Vickers, Towards Greek Tragedy, pp. 18—

23.
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imaginative material of the ode. This type of ode, sung during the enactment
off-stage of a crisis in the drama, creates mythological and pictorial associations
that lead to a lyric vision of the appropriate action, and reassembles motifs of
the play in a new mode, as a dream regroups the thoughts and events of the
waking day. Such an ode is as relevant to its play as those that illustrate,
rather than rearrange, the passions and questions of the drama. Both types,
acting as a re-experience of themes that differs metrically and tonally from
their presentation in the rest of the play, provide an ‘elsewhere’ on which to
project the ingredients of the ‘here’.

I am not trying here to impose a centripetal unity on each play by emphasiz-
ing recurrent thoughts, images, and patterns within the whole, but rather to
see the different treatments of related themes as radiating from the writer’s
associations to his subject. The ode stands in a relation to the drama similar to
that which exists between the play and the audience : it provides a screen in an
imaginative context on which to throw insight into patterns and issues familiar
to the engaged spectator. The ‘here’ is the fabric of the decorative ‘elsewhere’.

Oxford RutH PADEL
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