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XXII.—The Prologue of the Troades of Euripides !

EUGENE G. O'NEILL, JR.

YALE UNIVERSITY

A detailed analysis of Troades 1-97 discloses the central meaning of the play;
a brief statement of this meaning will be found in the last three paragraphs of this
paper.

The scene is Troy, the time early dawn. In the background,
silhouetted against the bright sky, rise the walls and towers of the
city. A haze of smoke hangs over them, and slightly softens their
sharp outlines. In the foreground, but dimly visible, is a number of
squalid huts, and before one of them, prostrate on the earth, lies
a woman, robed in mourning, her hair cut short, her face buried in
her arms; except for occasional paroxysms of sobbing she is motion-
less with grief. A distant sound of women'’s voices is heard, wailing
continually. The sound is not loud, but broad and vibrant like the
pianissimo of a large choir. For a brief moment nothing happens
on the stage; the tableau is allowed to make its full impression on
the spectators.? Then the god Poseidon appears, suddenly, as if
materialized out of nowhere, and speaks the monologue with which
the Troades, like most Euripidean plays, opens.

He first identifies himself, and then explains why he has come to
Troy; he has loved that city ever since he and Apollo built it. Now
it has been sacked by the Greeks. It has fallen before the Horse,
which Epeius built, by Athene’s devising. There is general desola-
tion: deserted groves, blood-drenched temples, Priam slain by an
altar of Zeus, the rich Phrygian spoils being taken to the Greek
ships. As soon as the wind is favourable the Greeks will set sail

1 The conclusions and evaluations presented in this paper are primarily the results
of independent study of the text of the Troades, but I have subsequently found some
confirmation and considerable correction in the following works: H. D. F. Kitto,
Greek Tragedy (London, 1939); Gilbert Murray, Euripides and his Age (New York,
1913); L. Parmentier’s introduction to his edition of the Troades in the Budé series
(Paris, 1925); J. A. K. Thomson, Irony (London, 1926); G. G. Sedgewick, ‘“Of Irony,
especially in Drama,” Univ. of Toronto Studies, Phil. and Lit. Series, 10 (1935); 1. A.
Richards, The Philosophy of Rhetoric (Oxford, 1936).

2 In this description of the scene I have envisaged an ideal production, as I believe
one should in reading plays. How the scene was represented in Athens in 415 B.C.
cannot be accurately determined, but the question has only an archaeological interest.
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for home, to see again their wives and children. As for Poseidon,
he too is leaving, defeated by Hera and Athene. The wailing wo-
men of Troy are being allotted to Greek masters. The noblest are
here in these huts, selected for the generals. Helen is with them,
a captive like the rest, and justly so. The wretched creature lying
here is Hecuba, who has lost everything: husband, sons, and her
daughter Polyxena, although she has not learned of her fate yet.
Agamemnon will impiously take Cassandra to his bed.

Poseidon then bids formal farewell to Troy, and is about to
leave, when Athene suddenly appears, like Poseidon, out of nowhere.
The remainder of the Prologue consists of a dialogue between her
and Poseidon.? She speaks first, and asks whether he can forget
old enmities and listen to her. He indicates his willingness to do
so, and she reveals what she has in mind. She has turned against
the Greeks, her erstwhile favourites, because of their failure to
punish Ajax for the rape of Cassandra, and is bent on harming them
by a destructive storm on their homeward voyage. Zeus has
promised to lend her his lightning, that she may strike the Greek
ships, while he will belabour them with terrible rain and hail and
winds. Poseidon is asked to provide great waves and whirlpools.
He agrees to do so, and Athene departs. Poseidon philosophizes
briefly on the foolishness of sacrilege in conquest, and then departs
also.

Such, in brief outline, are the contents of the Prologue. Its
chiefly remarkable feature is the prediction given in the dialogue.
The play ends before the Greeks set sail, and the storm that meets
them on their homeward voyage is therefore &éw r#is rpaywdias, and
no part of the Plot, in the conventional sense. The Troades is the
only extant Greek play in which an exotragic prediction is made in
the Prologue. Euripides often includes such predictions in his
plays, but elsewhere only in Epilogues. So wide a departure from
his usual practice is significant,* and we must undertake to determine

31 regard the Prologue as ending at 97. The definition in the Poetics (1452b.19)
would include the Threnos of Hecuba (98-152), but the substance, the style, and the
metre of the Threnos equally evince that it belongs with the Parodos, as a solo intro-
duction to it.

4 A possible objection should here be dealt with. One might argue that the ending
of the Troades was so spectacular that a prediction of future events would have been
quite out of place. If this were so, we should perhaps have to regard the presence of
the exotragic prediction in the Prologue as purely accidental, and hence questionably
significant. It is, however, not so. In the Prometheus Vinctus ascribed to Aeschylus
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just what the presence of the prediction in the Prologue contributes
to the play asa whole. When we have done this, we not only under-
stand the central meaning of the Troades, but also find that Eurip-
ides has here written a far greater play than has generally been
supposed.

The Troades has been grossly misjudged by many critics,® and
in every case their false valuations result from a failure to grasp
the full significance of the Prologue. The usual interpretation of
the Troades represents it as an anti-war play. This is correct
enough, so far as it goes, but it is only the beginning. Usually the
critic contents himself with telling us that Euripides attacks war by
putting his audience on the side of the vanquished, by making
all but two of his characters Trojan, i.e., representatives of the
vanquished. In other words, instead of extolling the splendid
triumph of Greeks over ‘‘Aliens,” Euripides makes us sympathize
with those ‘“Aliens.” He achieves this, we are told, by a lugubrious
succession of scenes, which monotonously inform us that it is a
sad thing to be defeated, especially for the females of the unlucky
state. The judgement of such critics may be fairly summarized,
in contemporary clichés, by calling the Troades better than average
pacifist propaganda, on the tear-jerking side, but a very bad play
by any other standard.

Such an interpretation must regard the dialogue between Posei-
don and Athene as entertaining but superfluous. To the Exposi-
tion it contributes only the detail of Ajax’ sacrilege, and the super-
ficial reader will regard this as questionably relevant and unques-
tionably unimportant. A number of facts previously brought out
in the monologue are again mentioned in the dialogue, but the
superficial reader will regard this as merely repetitious. Aristotle
frequently takes the superficial view, and we may be sure that he
would condemn the dialogue as superfluous. The main informa-
tion that it provides is the fact that punishment awaits the Greeks,
but since this punishment is &w iis Tpaywdias, there is no evident
reason for mentioning it in the Prologue. Nothing in the play itself
we have an exotragic prediction immediately preceding the most spectacular ending in
extant Greek drama. In Euripides’ own Medea the heroine makes an exotragic
prediction from her magic chariot, right in the midst of a highly spectacular ending.
In the Troades Euripides might have followed either of these models, and the final
scene would certainly not have lost, and might well have gained, in effectiveness.

5 Most egregiously by A. E. Haigh, in a museum-piece of criticism, The Tragic
Drama of the Greeks (Oxford, 1896) 300f.
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is directly motivated by the dialogue, and if the play is merely a
pageant of the pathos of defeat, it can get along quite well without
this part of the Prologue. The monologue gives us all the Expo-
sition we need, and the T hrenos of Hecuba (98—-152) could and should
begin at its conclusion; she has been identified in 36-44, whereas
in the dialogue she is not even noticed.

The error of such a view is that it insists on regarding Greek
plays as though they were modern plays. More specifically, it
fails to realize the importance of the Known End in Greek tragedy.
We cannot be sure, in some cases, just how much of the plot of a
Greek tragedy was known to the audience in advance. In general
it seems safe to conclude that the myths used for plots were reason-
ably familiar to the Athenian spectators, or at least to many of
them.® Sometimes (e.g., in the Hippolytus and the Ion) Euripides
makes a point of outlining the plot in the Prologue. In other cases
we may assume that he regarded a thorough exposition of the
antecedent and present circumstances as sufficient to make clear
to the spectators what familiar myth his plot would follow. In
some plays (e.g., the Andromache), however, he seems to have com-
bined a highly innovative plot with a Prologue that told nothing of
what was to develop. One cannot therefore assume the Known
End for every Greek tragedy, but the fact remains that in many,
if not in most, of the tragedies, the audience knew, in general, what
was coming.

The significance of this has not been sufficiently understood.
The spectator, at the performance of a tragedy that either used a
familiar myth for a plot, or outlined the plot in the prologue,
watched the action of the play move toward a Known End. This
experience was inevitably double. On the one hand the spectator
identified himself, to a greater or lesser extent, with the leading
characters of the play. He thus participated sympathetically in
their lives, their joys and their sorrows, their wpéfeis and their wa8n.
This participation is the psychological sine qua non of all drama.
It may conveniently be called the Immediate Experience of the
play. Its limitations are those of the particular part of the play
in which the spectator participates; both spatially and temporally
it is confined to the Here and the Now of the play. The spectator
knows no more than do the characters with whom he identifies

¢ In my opinion Antiph. 191K is better evidence than Arist. Po. 1451b.25f.



292 Eugene G. O’ Neill, Jr. [1941

himself, and this is his Immediate Knowledge. The Immediate
Experience of a play consists basically in a vicarious living of the
lives of the characters; if the dramatist knows what he is about, it
has all the characteristic limitations of actual life.

On the other hand, the spectator’s knowledge of the outcome of
the plot gives him another experience of the play, which far trans-
cends the vicarious life of actuality, and may be called his Universal
Experience. This has few, or none, of the limitations of the Im-
mediate Experience. It knows the End toward which the world of
the play is moving, and it accordingly sees the full significance and
the true value of every single step toward that end. Its knowledge,
relatively to the world of the play, is a Universal Knowledge. It
sees the present from the vantage point of the future, with the
perspective of an ideal historian.

The spectator’s double experience of the play is therefore a kind
of ideal living. It is at the same time both prospect and retrospect.
It lives the life of the play as present, while it understands it as
past. It enjoys the excitements of human life, while it views that
life with superhuman insight. It is at one and the same time per-
fectly subjective and perfectly objective. Inevitably many con-
tradictions arise between the two knowledges, and the spectator
may sympathetically participate in the ignorance or false opinion
of the hero, while he clearly perceives the truth. The same thing,
therefore, can be at once right and wrong, or good and bad, and the
same plot (e.g., that of the Oedipus Tyrannus) can simultaneously
illustrate both Free Will and Determinism. All this is possible
because the Immediate Experience is mainly emotional, the Uni-
versal largely intellectual. The combination of the two provides
the richest possible aesthetic enjoyment.’

We may take the Oedipus Tyrannus of Sophocles as an example
of a play with a familiar myth for a plot. The story had been told
epically in the Oedipodeia, the Cypria, and the Cyclic Thebaid. It
had been dramatized by Aeschylus, and perhaps by other dramatists,
before Sophocles. Hence the spectator knew in advance the truth
about Oedipus; his real identity, his parricide, and his incest. All
that Sophocles had to do was to tell him where in the story the

7 It will be readily observed that the Multiple Experience comprehends not only
what has, since the early nineteenth century, been called ‘‘ Dramatic Irony,” but much
else. I have reluctantly eschewed “irony,” in its dramatic sense, because of its sar-
donic connotations, which awkwardly restrict its utility in literary criticism.
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play began, and he knew that Oedipus was a doomed man. When
Creon reports the oracle’s message that Thebes will not be delivered
from the plague until the murderer of Laius is discovered and pun-
ished, and Oedipus undertakes the search, we know that he will be
the agent of his own doom. Hence our experience of the play is
multiple and contradictory. We participate sympathetically in
Oedipus’ efforts to save Thebes, and for our Immediate Knowledge
these are right and good, but we also know that these efforts are
dreadfully wrong, and will ultimately bring Oedipus to the horrible
realization of the truth about himself. It is the Known End that
makes this rich experience possible.

In the Hippolytus Euripides has Aphrodite inform us in the
Prologue of the fate that awaits Hippolytus. That excessively
virginal youth is therefore doomed when he enters the stage, and
our experience of his entrance is double. He has just returned
from hunting, full of the exhilaration that follows hard and healthy
exercise. He happily dedicates a garland to Artemis. Our Im-
mediate Experience is to share his feelings as fully as our natures
permit, but at the same time we know him to be a doomed man,
precisely because of his exclusive love of non-sexual activities. We
thus simultaneously feel happy with him and sorry for him. When
the Servant advises him to show reverence to Aphrodite also, our
Immediate Experience is to respond as he does, coldly and haughtily,
and this response seems eminently right. On the other hand, our
Universal Knowledge realizes that he is here justifying his doom by
his own acts, and for our Universal Experience these acts are terribly
misguided and wrong. They intensely move us because they are at
the same time both right and wrong, according to whether we evalu-
ate them in the narrow horizon of our Immediate Knowledge or in
the wider one of our Universal Knowledge. It is the Known End
that makes this rich experience of Hippolytus’ words and actions
possible. If Aphrodite had not told us of his fate we should have
only the Immediate Experience of these acts.

In the Troades the Known End is the storm that will assail the
homebound Greeks. The play itself presents a highly pathetic
pageant of the woes of the defeated, specifically of their women.
Our experience of these woes is made double by the Known End.
Immediately, in the narrow horizon, we participate sympathetically,
and sorrow with Hecuba, with Andromache, and with the Chorus
of Trojan women. At the same time, however, our knowledge of
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the doom that awaits the Greeks makes us experience the woes of
the Trojan women in a wider horizon. They appear as not merely
the results of conquest, but as caused by conquerors who will
themselves suffer in their turn. For our Universal Experience the
pageant of misery becomes far sadder and more deeply moving,
because we know that there is no real or lasting joy on the other side;
even that cruel compensation is lacking. Hence the woes of the
defeated are more terrible, because they serve no purpose, effect
no good, accomplish no permanently beneficial end. “Why should
such sorrows be?”’ we ask, but no satisfactory reason is discernible.
It is this dreadful sense of waste that makes the pathetic pageant of
the Troades transcend mere pathos, and this is possible only because
of the Known End revealed in the dialogue between Poseidon and
Athene. This dialogue is therefore anything but superfluous, be-
cause our Multiple Experience of the play entirely depends on the
information which it conveys. Viewed in the light of the Multiple
Experience, the Troades turns out to contain more powerful paci-
ficism and more effective dramaturgy than has generally been
appreciated.

So much by way of introduction to the Prologue. We must now turn
to the text itself. The views so far advanced must ultimately find their
justification in the detailed analysis that follows.®

1 "Hkw Murov Alyawov aApvpdv Sabos
wovroy Ilocelddv, évfa Nnppowy xopol
kdA\worov Ixvos éfeNicaovaiy modds.

At first sight these lines seem slow and stiff. As Exposition they serve
only to identify Poseidon and to announce his entrance. If this were
their only function, we might justly tax Euripides with pompous ver-
bosity. The lines are laden with ornament that has no expository value.
It is not, however, inorganic. The Aegean is to be the scene of the
storm; the name Alyawos occurs both in Athene’s picture of what she
wishes Poseidon to do (82) and in Poseidon’s account of what he is
going to do (88). The storm is thus lightly prefigured® in the third word

8 ] should like to apologize in advance for what may seem an excessive use of
jargon in this analysis. The employment of termini technici has been wholly enjoined,
and may be partially excused, by the need of clarity and the worth of brevity.

9 Prefiguration is one of the most important and most frequently used of the tech-
nical devices whereby: a poem is integrated into an organic unity. It basically de-
pends on the psychological fact that one does not fully grasp anything important the
first time one hears it. Good writers of poetry and of prose, as well as good composers
of music, have always been aware of this, either intuitively or consciously, and have
taken pains to tell in advance a certain portion of anything important that they were
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of the Prologue. The word daAuvpév denotes ‘‘salty,” but its derived
sense of ‘“‘bitter” is connotatively present also, and it too prefigures the
storm.’® In 66 Athene says that she wishes arpard &' 'Axaidv voorov
éufalety mikpov. There the bitterness is in the denotative horizon, and
mukpos is therefore used; aAuvpds here connotatively prefigures mikpos.
We may possibly see, in the choice of the word Béfos, a nice prefigurative
touch; the synecdoche emphasizes that part of the sea which is the most
terrifying. Furthermore Bafos, immediately following aAuvpér, develops
and extends its connotations, so that a\uvpov Bafos suggests ‘‘depth of
bitterness.”

Thus the words Alyawr . . . wévrov, which are grossly redundant if
taken purely denotatively and for themselves alone, all have their values
in the wider horizon of connotation and prefiguration. Such ornament
is entirely right and good. It is completely integrated into a wider
dramatic context, and is hence quite organic.

The phrase as a whole serves to implant deep in our minds the picture
of the Sea, so that we shall not forget it. We are thus prepared for the
role that the Sea is to play in the punishment of the Greeks. Even
denotatively, then, the redundancy of the phrase is functional; by being
repetitious it becomes emphatic, and, so to speak, underlines what it
denotes. The Greek dramatists employ such ‘‘repetitive emphasis’’ very
frequently, and with great skill and effectiveness.

The word wévrov is purely denotative. Its function is to bring us
back from the connotative suggestiveness of Alyawv . . . Bé4fos to a

going to convey. In music this technical device has long been recognized, and the
perfection of its conscious exploitation is heard in the Musikdramen of Wagner and in
the symphonies (after the First) of Sibelius. In literature it was sporadically recog-
nized by the critics, especially the Classicists, of the late nineteenth century, but it is
only recently that its extension and importance have been properly appreciated,
with the realization that words and phrases in literature have functions analogous to
those of themes or Leitmotive in music.

Greek poetry illustrates the values of prefiguration better than any other, and the
tragic dramatists of Athens are the consummate masters of the device. The analysis
here made of Troades 1-97 is but one of many that could be presented to document
this statement.

Literary prefiguration may best be elucidated by a striking example, which should
simultaneously serve to convince anyone who is inclined to question the validity or the
importance of this poetic device. The accusative singular of 8ixy can be used ad-
verbially, as a quasi-preposition, with the genitive, meaning *like, in the manner of.”
In this sense, however, diknv is rare. Sophocles uses it twice, Euripides once (to judge
from the Beck Index), Pindar once, Homer and Bacchylides never. Aeschylus, on the
other hand, uses it 27 times. The astonishing thing is that no less than 23 of these
cases occur in the Oresteia. Now the climax of the Oresteia is a 8ikn and the whole
trilogy is deeply concerned with Aikn. I cannot believe that the frequency of preposi-
tional dikny has no connexion with the important réle of the other senses of diky in the
Oresteia. 1 rather believe that we here have a proof that every sense which a word
might bear is potentially operative in any use of that word. In the Oresteia preposi-
tional dikny always denotes *‘like,” but at the same time it connotes ** justice, punishment,
trial.”” It thus prefigures both the climax and the central meaning of the trilogy.

10Tn & 511 aA\uupés is used in both the senses here mentioned.
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plain picture of the Sea. The Greek dramatists seem to prefer the
initial position in the second line of an enjambement for words serving this
purpose.” The final position in a line is frequently occupied by words
of rich connotative value.!?

The clause éfa . . . wodds is obviously ornamental, but organically
so, I believe. It presents the idyllic and peaceful life of the deep sea,
as the mythological imagination of the Greeks envisaged it. This is in
sharp contrast with the connotations of aAuvpdv Béfos, and with the
pictures of the storm that constitute the climax of the Prologue. Here
we have an instance of a poetic device closely related to prefiguration.
If an important motif is more effective for having been connotatively
suggested, or partially expressed, beforehand, then a particular quality
or aspect of such a motif may acquire additional intensity from having
had its opposite suggested or expressed beforehand. In such a case we
may speak of the important motif as being ‘ pre-contrasted.”” Here the
storm is pre-contrasted by the mention of the calm and beautiful dances
of the Nereids. The word xopotl has a more specific function of the same
sort; it pre-contrasts the wretched xopés of Trojan women, who will soon
sing of their terror and their misery. Since the clause éfa . . . wodés
has two-fold pre-contrast values it requires full expression, to make it
emphatic. Its lush diction, which looks at first like mere Tpaywn Aékts,
in the pejorative sense, thus turns out to be quite functional.

Poseidon has told us who he is and whence he has come; he now goes
on to explain why he has come.

4 EE£ ob yap auol tivde Tpwikny xéva
PolB6s Te kdyw Natvous wipyovs wepiE
opfotow éeuev kavéaw, obmor’ &k Ppevdy
elvol” dweary TGV Eudv Ppuydv ToNe

These lines do not merely provide the conventional motivation of an
entrance; they also have the more important function of explaining why
in this play Poseidon appears as a friend of Troy. This friendliness is in
direct contrast with the hostility to Troy which Poseidon usually mani-
fests in the Iliad.® Later poetry may have altered the Homeric picture,
but the Athenian spectators probably remembered the Iliad best, and
hence might assume that Euripides’ Poseidon entertained the same senti-
ments as Homer’s. It is perhaps significant that Poseidon has not yet

11 A particularly fine example of this is Sophocles, OT 545f.:

Neyew ob Sewds, pavBivew &' &yd kakds
aob.
The words pav@ivew . . . kakés connote something terribly true for our Universal
Knowledge; Oedipus is *‘bad at learning.” The word oo, however, makes the clause
denote a narrower truth for our Immediate Knowledge.
12 Of the 16 cases of dikqv ‘‘imstar’’ in the iambic trimeters of the Oresteia, all but
one occur at the end of the line.
13 The Homeric Poseidon is not entirely anti-Trojan. In T 292-340 he pities
Aeneas, and rescues him from Achilles. Cf. also H 445ff., © 198ff., and & 499ff.
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told us that this is Troy. The identification of the city is made simul-
taneously with the expression and with the explanation of the god’s
feelings toward it. Euripides thus seems to have been fully aware of
the danger of initial misconception on the part of his audience, and to
have taken subtle and effective measures to obviate it. Evidently the
Greek dramatists regarded the previous knowledge of the audience as
an important matter, and composed their plays with it in view.

In the basic fact of presenting Poseidon as friend of Troy Euripides
sharply breaks with Homeric tradition, but in the reasons given by the
god for this attitude we can detect a certain deference to that tradition.
Poseidon ascribes his feelings to the fact that it was he and Apollo who
originally built Troy. The dishonesty of Laomedon is simply ignored.
For his friendship Poseidon uses the remarkably cool word ebvora. He
does not explicitly speak of himself as having fought for Troy, although
this is gently implied in his naming of Apollo, that strenuous champion
of Priam’s city. It is more strongly implied by Poseidon later (23),
when he says that he has been vanguished by Hera and Athene. This is
dramatically quite correct. In 4ff. a Poseidon benevolent to Troy has
been made acceptable to spectators trained in a different tradition.
Once this has been done we are prepared for a Poseidon who fought for
Troy and lost.

The diction of 4ff. is notably lush. Every point is expressed quite
fully. The use of mépif after dudi is actually redundant. Tpwikiy x06va
-is fulsome, and 7&v éudv Ppvydv TéAeL even more so; coming so soon after
Tpwikny xBbva in the same sentence it is denotatively almost superduous.l
The phrase obwor’ . . . améorn is a very wordy presentation of the simple
fact that Poseidon has always been friendly to Troy. The adjectives
Aatvous and épfoiow contribute nothing of importance in the denotative
horizon. Here again, as in 1ff., we might have the initial impulse to
write Tpayikn Aékis in the margin.

Again, however, a wider view and a more careful examination of the
lines in question reveals that their fulsomeness is quite justified, because
it is functional and organic. Two basic facts are presented, namely, that
the scene of the play is Troy and that Poseidon is an old friend of Troy.
The latter is new to the spectator in whose mind the attitude of Poseidon
in the Iliad is dominant. Hence it was subject to misunderstanding; to
avoid this Euripides had to have his Poseidon express his pro-Trojan
feelings fully and clearly. The necessity of obviating ambiguity com-
pletely justifies oimor’ . . . dméorn and the fulsomeness of 4ff. in general.

The scene of a play is one of the facts that a prologue must convey
to the spectators as soon as possible, and this information must be made
clear and unforgettable. The dramatist is therefore wise to mention the
scene more than once in his prologue. The immediate dramatic neces-
sity of a foolproof identification of the scene fully justifies the occurrence

14 The words x06va and wéher may be a significant differentiation. Before the
walls were built Troy was merely xfw»; then she became a wéA\is. This suggests that
when the Greeks have finished with her she will again be x8dw».
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of both Tpwwny x06va and 7&v . . . wohel in the same sentence. This
repetition, however, has wider values. The basic tragic fact is that this
vanquished city is Troy. Throughout the Prologue, and even more
notably in the Parodos,!’® Euripides is at pains to impress us with this
fact over and over again. The name Tpoia, and its derivatives Tpdes,
Tpwikds, kTA., and its variants "TAeos, $plryes, k7., which sound the tonic
note of this important motif, occur remarkably often. The repetition in
4ff. is only the beginning of a long and effective series.

These lines have still other values in relation to what follows them.
With 8 Poseidon begins a graphic account of the general desolation in
newly sacked Troy. The picture is powerfully drawn in itself, as we
shall see, but it acquires additional force, and becomes concretely relevant
to the basic tragic fact, because we have previously been told that the
sacked city is Troy.

Verses 4ff. have important values in the field of contrast also. Before
the desolation of the city is presented to us we are not only told that this
is Troy, but also that gods built it, that they constructed the towers of
stone, and used straight rules to build them. The fall of such a city
comes to seem an event of cosmic significance. Thus Poseidon’s mention
of the fact that he and Apollo built Troy acquires new values; it not
only motivates his pro-Trojan feelings, but also by contrast heightens the
effectiveness of his picture of the desolation in Troy fallen. The appa-
rently superfluous adjective Aatvous is completely functional because of
its contrast role. The adjective dpfolaw serves a like purpose, and has
even more pointed connotative values; it basically means ‘‘upright,”
and is used of buildings that are “standing.” Some of Troy’s buildings,
we may be sure, are no longer 6péd; at the end of the play we witness the
final razing of Troy, which leaves nothing 6pfow.1¢

Poseidon now begins to describe the scene of Troy fallen.

oy

8 4 viv kamvobTar kal wpos 'Apyelov dopos
E\we Topinldeia’

The verb kamvobrar, which is the key word of this sentence, stands in
splendid contrast with what has preceded it. We have been given a
picture of the building of Troy, of gods working carefully, using the
strongest materials. Now the product of their labours is being con-
verted into unsubstantial smoke.l” Thus the first word that portrays

15 Cf. 99, 100, 123, 130, 143, 145, 151, 157, 166, 173 (twice), 189, 195, 199, 213.

16 Still another contrast value may be felt in 8pfotoww. In its meaning of *‘upright”
it is used of the erect posture of human beings. The only human being visible to us
now is Hecuba, prostrate on the Trojan earth, the exact opposite of 6p61.

17 In the ancient production this may have compensated verbally for mechanical
deficiencies in the stage-set. In a modern production it will serve to emphasize the
opening spectacle; what we have been witnessing with our eyes is now communicated
aurally to our minds, and the effect of both is heightened by the identity of that which
is described and that which is seen.

The verb kamvodrar is followed by 8Awle and mopfnfetoa. Logically this is a
hysteron proteron, but poetically it is quite unobjectionable. The vague and general
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the fall of Troy is one which most powerfully emphasizes the destructive-
ness of that fall. This is entirely in character; Poseidon is conveying
what impresses him as most deplorable, the annihilation of what he had
helped to build. The diction of the sentence is notably terse, and its
values are largely denotative. The substantial contrast between the
construction of Troy and her destruction is thus reinforced by a sharp
stylistic contrast between 4 . . . mopfnfetoa and the fulsome and highly
connotative lines that precede. The sentence 4 . . . mopfnfeioa con-
tributes significantly to the Exposition also, and Euripides skilfully tells
us at exactly what point in the Trojan story the play begins, simul-
taneously with a presentation of the largest and most immediately im-
pressive features of the basic fact of Troy fallen.

The word dopos at the end (the connotative position) of 8 is particu-
larly significant. The immediate meaning is ‘“‘spear,” and the context
demands that we understand this in the expanded sense of ‘military
force,” which ‘“spear™ bears in English poetry also. The Greek d6pv,
however, basically means ‘“ timber,” and this sense clearly inheres in the
present passage. The meaning ‘timber’’ suggests the Wooden Horse,
and thus prefigures the contents of the five and one-half lines that follow.

6 vap Iapvéoios
10  Pwkeds 'Emeds, unxavaior IlaA\édos
Eykbuoy’ Irmov Tevxéwv Evvapudaas,
wipywy émeufer evros ONebpiov PBpéras:
80ev Tpos avdpdv VoTEPWY KEKNNOETAL
dolpewos immos, kpumrTOV dumioxwy d0pu.

Tradition forbade a poet to ignore the Horse when treating the fall of
Troy. In the Troades Euripides devotes a large part of the first Stasimon
(516ff.) to a brilliant lyric account of the entrance of the Horse into Troy.
He therefore clearly regarded the Horse as an important motif, and it is
natural that he should have wished to prefigure it in the Prologue.
Connotatively he has already done so, in dopés (8). The demands of
tradition and the desire to prefigure one of the powerful passages in the
first Stasimon suffice to explain why Euripides was not content with the
connotations of dopéds, and explicitly mentioned the Horse thereafter, but
we still wonder why he devoted so many words to it. The answer, I
believe, lies in the peculiar values of the airwv in 13f. Euripides here
refers, not merely to a later designation of the Horse as dolpetos, in the
two senses of ‘“‘wooden’’ and ‘‘speary,’”” but more specifically to a bronze
statue of the Trojan Horse, by the artist Strongylion, which had recently
been erected at Athens, and which was called 6 dolpetos imrmos.’® By this
reference, which short-sighted critics might condemn as improper to
tragedy, Euripides succeeded in conjuring up to the minds of the spec-

SA\we is specified by the preceding kawvobrat, and the combined impression created
by all three verbs is one of destruction, with the elements of fire and rapine brought
into prominence. The word mopfnfeloa prefigures molls . . . mwéumerar in 18f.

18 On this see L. Parmentier, REG 36 (1923) 45ff.
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tators a concrete picture of just what the fatal device looked like, which
encompassed the ruin of Troy. This is clearly one of the main functions
of 13f., and to athetize them is to betray one’s insensibility to Euripidean
poetics. The fulsomeness of diction in these lines is largely justifiable
as repetitive emphasis of a motif that is very important to the play as
a whole.

A further justification is to be found in the lines themselves. The
key words are ITapvagios . . . IIaAAados. The juxtaposition of Ilapvdaios
and Pwkels is denotatively redundant, and seems superfluous anyway,
since all that we might wish to know is that it was Epeius who built the
Horse. Organically, however, the triptych of proper names is repeti-
tively emphatic,'® and the effect is a sharp emphasis on Epeius as an
individual. Then come the words unxavato:e IlaXNados, and the great
Epeius is suddenly deflated. The contrast is effective and significant.
It is the gods, and especially Athene, that have defeated Troy; the Greeks
have been merely the mortal implements of divine purpose. As victors,
however, they have been guilty of arrogant sacrilege, just as if they had
really won their victory. This is the most important motif in the Pro-
logue, for it reveals the central meaning of the whole play. It is subtly,
but unmistakably, prefigured in 9f., in the contrast between the great
individual Epeius and the divine contrivances that operated through him,

The Horse is therefore the trick whereby the gods gave the Greeks
victory over Troy. Euripides’ mention of it may be a mere conven-
tionality, but the language in which he mentions it is organically in-
tegrated into the whole Prologue and into the whole play. First we see
Epeius; immediately thereafter Athene, the real creator of the Horse.
The importance of this contrast abundantly justifies the four lines that
follow. The Horse has now become a symbol of the fact that the
victory was really won by the gods, and only apparently by the Greeks.
As such it deserves full treatment. It is first effectively designated as
&ykbpova Tevxéwv, a fine phrase which connotes the pains of childbirth
and hence the woes of Troy and of the Greeks. Then it is referred to as
ONéfpiov Bpétas,?® another fine phrase, which prefigures the statue referred
to in 13f. Finally the Horse is made completely graphic in 13f. by the
reference to Strongylion’s statue.

In 15 Poseidon returns to his picture of the desolation in Troy fallen,
and the tempo of the diction quickens again.

15 "Epnua 8’ &Aan kal Bedv avakropa
Povw kaTappel: wpos 8¢ kpnwidwy Bébpois
wémTwke Iplauos Znvds épkelov Bavaw.

The climactic development in these lines is noteworthy. Three pictures

19 Local adjectives very nearly constituted second personal names in Greek; this
was especially true for the Athenians, because of the legal importance of adjectives
formed from the names of demes.

20 | wonder whether for the Athenian ear the word Bpéras could have suggested
Bpégpos, and hence have connotatively carried out the metaphor of éyxbuova Tevxéwy?
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are presented: deserted groves, shrines running with blood, and Priam
slain at the altar of Zeus Herkeios. There are three places; they are
mentioned in order of decreasing size, but this order is at the same time,
and more significantly, that of increasing sanctity and closeness to the
gods. The gods are merely implied, and not explicitly mentioned, in
connexion with the &\on; they are mentioned generally, though none is
named, in connexion with the dvdkropa; the kpywidwy Babfpa, however,
are connected not only with Zeus, but specifically with Zeus Herkeios.
Thus we are led from the universal to the particular, from the general
and vague to the concrete and intense. The same process is observable
in what is predicated of each place. The groves are merely ‘“‘deserted,”
but the shrines ‘‘run with blood ”’; at the altar of Zeus Herkeios, however,
none other than the king of Troy has met his death. The desertion of
the groves is the result of the slaughter of the populace; the blood in the
shrines is the sign of that slaughter; Priam fallen at the altar of Zeus
Herkeios s the slaughter itself, and the slain man is the noblest of the
Trojans.

The whole picture is one of sacrilege, but this is merely suggested in
the deserted groves; in the shrines running with blood we feel it far more
strongly, and it culminates in what we are told of Priam’s death. This,
I believe, accounts for the phrase xpymidwy Babfpois, one of the two re-
dundant elements in an otherwise terse and concrete passage. It is
repetitive emphasis again, and has the effect of underlining the altars.

The diction is likewise climactic. In éonua 8’ &\o it is as plain and
brief as possible, and there is no verb. Infedv . . . karappet it is fuller,
but still concise and economical. In the picture of Priam’s death there
are two denotatively redundant phrases, kpnmidwv Bdfpois and wémrTwke
Bavaw. Both are repetitively emphatic,? and have the effect of italicizing
‘““death at the altar.”

The total effect of these lines is an extremely powerful picture of
Greek sacrilege in Troy fallen. This sacrilege is one of the principal
motifs in the play, and Euripides has presented it with consummate
dramatic and poetic skill. What could be more natural than that a
pro-Trojan god, describing the aftermath of the fall of Troy, should first
deal with the groves, the shrines, and the altars? The dramatic effect
is magnificent. In 8ff. we have learned of Troy’s fall. The very first
thing that we learn about Troy fallen is the sacrilege that has been com-
mitted, and it is just this sacrilege that is to bring a dreadful retribution
on the Greeks. Verses 15ff. thus prefigure both the climax of the
Prologue and the central meaning of the play.

In this initial appearance the motif of sacrilege is quite impersonal;
we are not explicitly told that it is Greek sacrilege, although this is
obvious enough. The primary concern of the poet is to present the
sacrilege as a group of acts rather than as the actions of a group of persons;
the sin really resides in the things done, and not in their doers.

21 Since the basic meaning of mérrwee is ‘“fallen,” the word has here the additional
value of giving a graphic touch to ‘‘death at the altar,” by conjuring up the picture of
the prostrate corpse of old Priam.
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Poseidon now puts more secular matters into his canvas.

18 TIoAis 6¢ xpvoos Pplyid e axvielpara
wpos vals 'Axaidv wéumerar-

Here the language is terse and factual again. Every word is denotatively
necessary, except ®plyia, and the significance of that has already been
indicated. The fact that the word is here denotatively superfluous
evinces Euripides’ concern to sound the note Tpoia as often as possible.
The facts presented in this line-and-a-half are the immediate secular
results of the sack of Troy.?

Poseidon now turns his attention briefly to the Greeks.

uévovat 6é
20 mpbuwvnber obpov, s dekaomopw XpPOVw
a\oxovus Te kal Tékv' eloidwow douevor,
ol Tivd’ émeotpatevaar "EXAnves moAw.

The Greeks are waiting for favouring winds. One is inevitably reminded
of Aulis, and of the adverse winds that held the Greeks there, until they
gained release only at the cost of Iphigenia’s innocent life; it was sacrilege
that had caused the adverse winds, and to reach Troy Agamemnon had
to sin yet again. These connotative values of the words uévovor . . .
obpor have additional strength because the picture of sacrilege in 15ff.
has preceded them. In them we have the faintest suggestion of the
doom that awaits the Greeks. The word &ouevor in 21 contrasts with
this. Denotatively the word is not remarkable, but when we consider
it in the light of the Prologue as a whole, we find that it is the only
suggestion of joy on the part of the victorious Greeks. This is surely
remarkable enough. Yet more so is the fact that the only thing in
which the Greeks are to rejoice is just what most of them will not live
to see, the reunion with their wives and children. The word &ouevol is
thus pre-contrasted with the woes that the Greeks shall suffer as soon
as they set sail for home.

The phrase dexaocmépw xpévew requires careful attention. We shall
have evaded our duties as critics if we dismiss it as a merely ‘‘poetic”’
way of saying “in the tenth year.” Denotatively it serves to indicate
the exact time at which the Greeks should arrive home, i.e., near or after
the autumnal equinox of the tenth year. Connotatively it has important
additional values. The time of sowing on land is the time of storms at
sea, and the phrase dexaomopw Xxpévw therefore prefigures the doom that
awaits the Greeks.

At first sight 22 appears almost superfluous. Denotatively it con-
tributes only a subject for wévovat, and this could be dispensed with.
The real function of the line is to pre-contrast the two that follow it,
where the motif prefigured in unpxavato:r IIaXXados (10) is developed.

22 The spectator who knew the myths of the véoro would find double values in
xoNUs . . . wéumerar. For him the central meaning of the play is prefigured in these
words. The spoils are the solid symbols of Victory, but these will never reach Greece.
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When we consider 22 in this light we see that it was composed with this

contrast in mind. The prosaic émesrparevoar now acquires poetic and

functional propriety; it is pre-contrasted with wk@uat in 23. Troy was

conguered by the gods; the Greeks merely made an expedition against her.
Poseidon now speaks of himself again.

23 'Eyo dé—vikduar yap 'Apyelas feod
“Hpas "Abévas 0', at ovvefeihov Pplyas—
Aelmrw 70 kNewov "Ihwov Bwuols 7' Euols:

The dramatically important fact, prefigured in unxavaio. IlaANados, that
it is the gods who have vanquished Troy, here receives full and explicit
statement. The diction is generally terse. The only purely ornamental
words seem to be 'Apyeias feod and xAewdy, but both are organic. The
former emphasizes the fact that Hera was on the Greek side; significantly
it is placed before her name. The adjective 'Apyeias has additional
propriety because of the famous cult of Hera at Argos. The word x\ewos
is conventional and colourless enough when applied to *IAws, but since
"Ihios has the organic values noted above, k\ewds underlines it here.
The occurrence of ®plryas in the same sentence with "I\ is notable in
this connexion.

The word ovvefethov is richly connotative. It denotes that Athene
and Hera “worked together to take Troy.”” It connotes that “together
they selected Troy out for destruction’” and that “ together they removed
the Trojans.” The last-mentioned connotation is an important element
in the desolation of Troy fallen; there are no Trojan men any more.
This prefigures one of the important features of the Troades; throughout
the play no Trojan man either appears or is spoken of as being alive.

Troy is thus quite stripped of her human defenders, and her gods
are likewise deserting her. This important motif is explained, and
thereby emphasized, in the next two lines.

26 épnuia yap woNw Tav NaByp kaxi,
vogel Ta TV Oedv olde TiuaoOar BeNec.

Poseidon is perhaps concerned to explain that he is not disloyally de-
serting Troy, but rather that there is nothing left to stay for. The
lines, however, have far wider values. The word é&pmuia denotes the
important motif of desolation, but connotatively it suggests sacrilege; it
has been prefigured in 15, and acquires some of the values which émua
there derived from its context.

Verse 27 describes the effects of épnuia on the gods of the unfortunate
city. In the immediate horizon the line means “religion declines, and
it is no longer customary to worship the gods.”” Both vogel and féhe
are here used in derived senses. Their usual meanings give the line its
connotative values, which are significant. *‘There is sickness in what
relates to the gods, and they no longer wish to be honoured.” The
important motif of sacrilege is subtly and strongly brought in here,
together with the suggestion that the real reason why the gods leave a
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defeated city is because the victors outrage their worship, desecrate their
holy groves and shrines, and murder their favourites.

Poseidon now passes from the divine to the secular again. He has
told us what has happened to Troy’'s men and to Troy’s gods; now he
describes the fate of Troy’s women.

28 TIoAMNoTs 6¢ kwkvTotow alxualwTidwy
Bod Zrauavdpos deamoTas KAPOVLEVWY.

These are powerful lines, tersely composed, and even in the denotative
horizon their values are considerable. The captive Trojan women, while
having masters allotted to them, are wailing loudly by the Scamander.
The picture is impressive, and the order of words gives it especial power.
The many wails are presented first, then the fact that these are the
wails of captive women, then the place, Scamander, and finally the
allotment to masters. The connotative values of the words add greatly
to their power. The word kwkvrotow suggests Cocytus, and hence death.
The adjective moA\ols conveys that these are the wails of a multitude of
wailers, and in the connotative horizon almost puts moAA&v after aixua-
Awridwr. In the word alyumalwridwy we feel the etymological sense of
“spear-taken,” and are thus reminded that this is the aftermath of War.

The words Bo@ Zkéuavdpos have particularly rich values. Scamander
was a Trojan river, and the name is thus another sounding of the tonic
note Tpola. The word Bod might seem hardly necessary after kwkvrolow,
but it is entirely functional. It serves to connect the sound directly
with the place where it is being made; in an ideal production this would
make both the scene and the sound concretely alive for the spectator.
This effect is strengthened by the fact that the river itself is said to be
making the sound. Secularly this creates a picture of the river's banks
echoing the wails of the women, and we remember that Homer ($ 10)
speaks similarly of Scamander. Scamander, however, was also a god,
and for the animistically minded Greek spectator fo@ Zkduavdpos must
have simultaneously conveyed that the river-god himself was bewailing
the sad fate of Troy.?

The words Secméras kAnpovuévwy do not explicitly mention slavery,
but they clearly connote it. The connotations of k\npovuévwy are espe-
cially powerful. The Trojan women are not being sold into slavery,
but merely allotted. This is the extreme of impersonality, and the bare
use of deawéras, with no adjective, greatly contributes to the impression.
The picture is one of mere groups on both sides; unindividualized Trojan
women are being parcelled out to unindividualized Greek masters. In
the next two lines these masters are partially specified.

30 Kal ras uév 'Apkés, Tas 8¢ Oesaalds News
ei\nx’ 'Abnraiwy Te Onoetdar wpdpuot.

23 This notion suggests yet another; a river-god might not leave his stream, and
Scamander is thus far more wretched than Poseidon, because he faces an endless
future in a desolate land, where once he was honoured by a great city; he may therefore
be felt as bewailing his own sad fate also.
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It will now be evident, I think, that in 28f. the primary emphasis of
impersonality is on the Trojan women; hence in decmdras kAnpovuévwy they
are the grammatical subject, not the Greeks. Actually it was the Greeks
who drew the lots, to determine which Greeks should receive which
groups of captives, but Euripides does not put it this way, because he
seeks to make the treatment of the Trojan women seem as coldly im-
personal as possible. Hence, in this context, the Greek masters had to
be given equally little individualization. The connotative quality of one
word or phrase will serve to intensify a similar connotative quality in
another word or phrase that occurs reasonably soon thereafter. In 28f.
the Trojan women are quite unindividualized; this quality of imper-
sonality culminates in kAnpovuévwy, but is intensified by the impersonality
of the bare degméras that immediately precedes it.

The Greek masters are but slightly individualized. In 30f. we are
presented only with Ae®, and but two of them at that. A third “host”
appears in 'Afnpvaiwy in 31, but it is in the genitive, and the patronymic
Onoetda soon follows, giving us a pair of actual individuals, Acamas and
Demophon, but only by implication; they are not individually named.
The individualization in these two lines is thus progressive, but never
gets very far.

Why does Euripides mention just Arcadia, Thessaly, and Athens,
but no other part of Greece? In the Iliad, and in the Trojan legend
generally, the Arcadians play a very minor réle. The Thessalians, how-
ever, who signify primarily the followers of Neoptolemus, earlier of
Achilles, are amongst the most distinguished of the hosts. Euripides’
purpose is now clear; he has chosen two extremes, the lowly Arcadians
and the preéminent Thessalians, to signify the Greeks as a whole. He
thereby also succeeds in giving new values to the picture of the fate of
the Trojan women. Sortition is equally fair to high and to low, and
even the Arcadians are to get their allotted parcel of alxualwrides.

In the Iliad the Athenians are far from glorious, and seem little
more important than the Arcadians. Does Euripides mention them
here just to point out that yet another insignificant people shared in the
allotment? There can be no doubt, I think, that the words 'Afgvaiwy

. wpbuor have this value in the connotative horizon. The presence
of "Apkas in 30 is enough to assure this, and the result is repetitive
emphasis of the fact that even the least of the hosts have their Trojan
captives. For the Athenian spectator, however, this connotation can
have been only a fleeting suggestion. Far more important for him was
the fact that his ancestors had taken part in the conquest of Troy, the
aftermath of which was now engaging his sympathetic participation.
This brought the Greeks as a whole much nearer to him; all that had
been said, and was to be said, of them, now applied to the Athenians
also. The sacrilege and its punishment were henceforth almost personal
concerns.

The word ©Onoetdar has yet another value. We know that Strongy-
lion’s statue of the Horse showed the heads of Menestheus, Acamas, and
Demophon, projecting from the head of the Horse. This statue was
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referred to in 13f., and those lines prefigure the present one. The mention
of the Theseidae here must have again conjured up Strongylion’s work.
Verse 31 is thus a second prefiguration of the Horse-motif in the first
Stasimon. It prefigures a passage in the Parodos also. In 207f. the
Chorus, wondering what Greek state will be their new home, express the
hope that it will be the ‘“glorious and happy land of Theseus.” Imme-
diately thereafter they say that next to Athens they should most wish to
go to Thessaly. This too, we see, is prefigured in the lines now under
consideration.
Poseidon now returns to the women of Troy.

32 "Ocat & axigpor Tpwddwy, vmd aréyars
Talad’ elai, Tols TpwTOwTw Efppnuéval
~ \ 3 ~ ’ i 1
arpatol, alv adrals § 7 Adkawa Tuvdapis
t Ja ~ i 7 2 I
EXévy, vouroleia’ alxualwros evdikws.

In the first half of this passage (6cat . . . orparod), the values are largely
denotative. Euripides here informs us of the situation of the rest of the
Trojan women, and at the same time explains the significance of the huts
which the spectator sees on the stage. The spectator would naturally
conclude that the women in these huts were going to constitute the Chorus
of the play, and these lines have, amongst other functions, the immediate
dramatic one of giving an advance identification of the Chorus.

The word dxAnpo. is to be taken quite literally, in the denotative
horizon; these are the Trojan women who have not yet received masters
as their kA\jpo.. These women are in obvious antithesis to those men-
tioned in 28f., and hence écar &’ dkAnpo. means ai &' odww degworTas
kAnpobuevar. The word dxAnpos usually means ‘“destitute,’”” and this is its
connotative value here, which is pathetically ironic in this antithesis.
The tonic note Tpoia is again sounded in Tpwadwr, which is denotatively
not strictly necessary.

The word éppnuévar (in the connotative position) has multiple values.
It echoes the guvefethov of 24, and hence possesses all its connotations.
It suggests that the Trojan women have been ‘‘selected out for destruc-
tion”’ and that they are ‘‘expatriated.”” The word éaipéw also means
“select as a special gift,”” and in this sense is honorific for both the
recipient and the gift. This sense literally applies to the Trojan women
in the huts, but in their present plight it is pathetically ironic to apply
it to them.

The second half of the passage is dramatically very significant.
Denotatively it tells us that Helen is in one of the huts, with the Trojan
women, considered a captive, and justly so. The natural question of
what has happened to the femme fatale of the Trojan War is thereby
answered. This information has yet another immediately dramatic
function: The audience already expects that the Chorus will emerge
from the huts; now they are given reason to expect that at some point
in the play Helen too will appear. This expectation has to wait a long
time for fulfilment, but after 894 Helen finally does appear, and her
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subsequent reunion with Menelaus, one of the high points of the play,
is prefigured in what Poseidon tells us in 34f.

The Helen-scene is further prefigured in the connotation of the word
&vdikws, which is in the connotative position. Here the word denotes
“justly,” but it might also mean ‘‘under trial”’ or ‘“subject to trial.” 2
Since the Helen-scene consists largely in a frzal of the beauteous Tyndarid,
with Menelaus judging and Hecuba prosecuting, it is obviously prefigured
in &vdikws.®

The wider values of what Poseidon tells us about Helen are con-
siderable. The repetitive emphasis in Adkawa Tuvdapis ‘ENévy prepares
us for something important, and this emphasis is reinforced by the con-
trast between the full individualization of Helen and the complete
anonymity of the two classes of Trojan women that have been men-
tioned.?® The whole Trojan War has supposedly been fought in order
to recover the wife of Menelaus, but we hear of no joyous reunion.
Helen is just another captive, like any Trojan woman, and Menelaus
has not got around to her yet. As the play proceeds we see that he is
in no hurry. It is only at 860 that he appears. His opening words are
worth quoting here.

860 "Q kalhipeyyés Hhiov gélas T6de,
& & dauapra THY Euny XepLooual

These lines are amongst the greatest in the play, and very important
for its central meaning. The key-word is xetpdoouar. All those that
precede it might lead up to some word denoting reunion. Ilapa mpoa-
dokiav we hear the terrible xeipwoouar. ‘‘Oh, the fair-shining brightness
of the sun today, on which day I my wife shall—conquer.” Nothing
could more devastatingly convey the emptiness of the Greek victory.
The man for whose sake the Trojan War was undertaken and has been
carried on for ten long years, in order that he might have his beautiful
wife back, now meeting that beautiful wife, can speak only of “con-
quering”’ her.?” Victory has infected everything, has become an end in
itself, and even the recovery of Helen is now a xelpwats!

The thing relevant to our present discussion is that the values of
the Helen-scene are prefigured in 34f. What they tell us about Helen
implies clearly that ten years of war have deeply affected the Greeks.
Their aims have changed, and now that they are victorious they have
little interest in the woman for whom they originally made the expedition;
she is just another captive. These implications of 34f. powerfully sup-

241 know of no passage in which &dwos has the sense of ‘‘under trial,”” but its
derivation from &ikn enables it to have such a connotation, I believe.

% In the word vouofeloa we feel the presence of véuos, and it therefore reinforces
the connotations of évdikws.

26 The word Aéxawa prefigures 210ff. in the Parodos, where the chorus hopes that
it will not be taken to Sparta.

%7 The word xepdaopar has been so built up that it cannot fail to connote xeip, with
bitterly ironic suggestions.
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plement what 21f. convey concerning the attitude of the Greeks toward
their victory. Their only joy is in their future homecoming. Their
present victory is joyless and empty. This is one of the three primary
motifs of the Prologue.

Poseidon now turns his attention to the prostrate figure of Hecuba.
In dealing with the women of Troy he has proceeded from the many to
the few; now he comes to the one. The climactic arrangement serves
to emphasize the individual, and thus to focus the interest of the spec-
tators on the woman who will be the dominant character of the play.
She has already engaged our curiosity by being present on the stage
from the opening of the play. Euripides here uses the theatrical device
introduced, apparently, by Aeschylus in his Niobe, with great effective-
‘ness. Hecuba’s lot is somewhat comparable to Niobe’s; Euripides evi-
dently so regarded it, and hence presented her to his audience in a similar
manner, so far as staging was concerned. The use of the silent and
motionless figure in the Niobe seems to have been very famous in fifth-
century Athens. Euripides was therefore able to count on the audience’s
being acquainted with that play. In opening the Troades with Hecuba
prostrate on the earth he could feel sure that many of the spectators
would remember the Niobe, and hence would conclude that this grief-
stricken woman would turn out to be another Niobe, greatly wretched,
and the tragic heroine of the play.

Thus Hecuba has been emphasized by theatrical technique even
before Poseidon mentions her. He devotes no less than nine verses to
her, which emphasize her yet more, especially since these verses culminate
the climactic arrangement already commented upon. Euripides is evi-
dently doing everything he can to ‘“spotlight’’ Hecuba. Consonant
with this is the fact that at the conclusion of the Prologue the Chorus
does not enter immediately, but only after a 60-line anapaestic Threnos
by Hecuba.

In 36ff. Poseidon identifies Hecuba

36 Tav & 4ONiav ™vd’ €l Tis eloopav Oelet,
wapeaTw ‘ExdSn keyuévn muAdv wapos
daxpva xéovoa TOANG Kal TOANQY Umrep-

The key-words are afAiav and wapesrw. These are the outstanding
things about Hecuba; she is wretched and she is present, all through the
play. Thus at the very beginning of his introduction of the Trojan
queen Euripides prefigures her total role. The motif of wretchedness is
repetitively emphasized in 38, and the fulsome diction of that line
effects yet greater emphasis. This too is repetitive; in the use of ToAN&
and woA\@v in the same line it is even literally so. The word &f\iav is
richly connotative. Itdenotes ‘‘wretched,” but its derivation from &fAoy
is connotatively present also; in the present context the word thus sug-
gests that the prizes of the Greeks are at the same time the sorrows of
the Trojans; this brightly illuminates the unmorality of war and of its
gains. The word &06\ws can also be active, and mean “winning the
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prize.”” This sense, too, is connotatively present in &fAiav, and it
prefigures the triumph of Hecuba over Helen in the great Agon (906—

1059).
In the diction of 36f. there is remarkably much that is denotatively
unnecessary, e.g., €, . . . 0é\et and kewwévy . . . wapos. The purpose of

these apparently otiose words is primarily theatrical. Euripides is spot-
lighting Hecuba. He seeks to focus the attention of the audience on her
as completely as possible. The opening phrase, 7qv &' &fAiav THvde,
accompanied by an indicatory gesture of Poseidon’s hand, directs the
eyes of the spectators to the prostrate figure. The words that follow
(el . . . BéNet) constitute a kind of marking time, an interval of rest
during which the visual picture of the wretched woman is given an
opportunity to have its full effect. In such an interval spoken words
are apt not to be heard with full comprehension. Their meaning must
therefore not be important, for anything significant might be missed.
Ideally such words should merely denote what the spectators are doing;
in the present instance this is elgopav.28

The interval of rest is followed by the name of the prostrate figure.
This gives it new meaning for the spectators, and another interval of
rest accordingly follows, to give the now identified prostrate figure time
to ‘“‘register.” Here the words denote what the audience sees, i.e.,
Hecuba lying before the doors. Thus the apparently otiose elements in
36f. turn out to be theatrically functional, and we now see that the ful-
some diction of 38 has this value also, to some extent, along with its
repetitive emphasis of the motif of wretchedness, and the connotations
of af\iav.

Poseidon now specifies the reasons for Hecuba's grief, the moAA&v
Umep of 38.

39 1§ wals uév audl uwriu’ 'Ax\\elov Tapov
Aafpa TeBvnre TAuovws TloNvEern,
ppotdos d¢ Mplauos kal Tékv'* v 8¢ maphévoy
uedik’ 'AmTéAwv dpopdda Kacdvdpav dvak,
70 700 feol Te mapaiwiw 16 T eboefés
vapel Palws oroTIoY 'Ayauéuvwy Néxos.

The variation of tempo in the diction of these lines is remarkable. The
fate of Polyxena is presented fulsomely, that of Priam and the ““children”’
with maximum terseness, and that of Cassandra fulsomely again. We
shall see that this is entirely functional.

28 The clause el . . . 6é\et has ironic connotations also. The conditional form of
expression suggests that no one really cares to look at Hecuba. This has several im-
plications. The former Trojan queen presents a spectacle too miserable to be borne,
and one must therefore avert one’s eyes. Those who most should look on her, and
therefore pity her, are the Greeks, but it is they who are least inclined to do so. In
the subsequent dialogue Hecuba is not noticed by Athene, who is still very much the
goddess of the Greeks, even though she has now become their chastising Nemesis; cf.
the remarks on verses 65ff., below.



310 Eugene G. O’ Neill, Jr. [1941

The substance of what Poseidon says merits careful consideration.
He actually tells us very little about Hecuba’s present woes. The fate
of Polyxena is not yet known (Adfpa) to her, and Cassandra’s concubinage
is in the future. Only the words ¢pobdos . . . Tékva serve to specify the
woA\&GY Urep of 38. The mention of Priam recalls the account of his death
in 16f., and the guvefelhov of 24 has prefigured the application of ¢potdos
to Hecuba's sons. The terseness of the diction does not therefore pre-
vent it from having rich values; it does, however, effectively contrast it
with the fulsome phraseology that surrounds it.

In the account of Polyxena’s fate the key-word is Aafpa. We are
here told a fact, and at the same time we learn that Hecuba is unaware
of this fact. Our theatrical experience makes us reasonably certain that
at some point in the play Hecuba will be informed of this fact. Thus a
Known End is established, which makes multiple our experience of what
follows. Generally this takes the form of our knowing that for all her
present woes Hecuba has yet another very great one, of which she is not
yet aware. Specifically it gives additional values to any mention of
Polyxena hereafter. The dramatic importance of a Known End demands
that it be communicated fully and clearly, and this is why the diction
of 39f. seems superficially like mere 7paywn Aéfis.

The account of Cassandra’s future serves to prefigure the magnificent
and terrible scene in which she appears. It has also a more important
value. The taking of Cassandra is another instance of Greek sacrilege,
and Poseidon explicitly designates it as such. A full treatment is thus
doubly demanded.

The diction has interesting connotative values. Denotatively uefiijke
is aorist of uefinue, signifying, with wapfévoy, that Apollo let Cassandra
remain virgin. It could, however, be imperfect of pefkw, and would
then mean “came in quest of.” The word dpoudda here denotes ‘‘in-
sane,” but its basic sense of ' running away ' is connotatively present, and
connects with the connotation of uefijke as imperfect of pefirw; Apollo
came in quest of the girl who ran away. The two most important parts
of the story of Cassandra are thus presented at once; this is poetry of a
very high order.

The function of the words #» . . . &vaf is to make clear in advance
why Agamemnon’s taking of Cassandra is sacrilegious; her person really
belongs to Apollo. The next verse repetitively emphasizes the fact of
sacrilege, but it is only in the last line of the passage that we learn that
the guilty man is Agamemnon, and what it is that he is going to do.
The structure of the sentence is climactic, and by the time his name is
mentioned Agamemnon has been thoroughly condemned. In the last
line connotative suggestion is again important. The word gkéTiov here
denotes ‘‘illicit,”’ but its derivation from ¢xéros, which can mean the
““darkness of death,” gives it an ominous overtone, especially for the
Athenian spectator, who was familiar with the doom of Agamemnon,
and with Cassandra’s connexion with that doom. The word Aéxos,
which is in the connotative position, seems to be syntactically a sort of
cognate accusative after yauet, and as such must denote ‘‘bedfellow.”
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The word, however, can also mean ‘“bier,” and this signification, which
ties up so well with the funereal suggestions of okétwov, is clearly present
in the connotative horizon.??

Poseidon now bids formal farewell to Troy.

45 AN\, & wor’ ebruxoboa, xatpé pot, TONLs
Eeaov 1€ Thpywu'* €l g€ 1) Sioheoe
aX\ds Aws mals, 08’ dv & Babpos ére.

The god's emotions are deep and strong, and their expression is therefore
somewhat full. The words mor’ ebTvxoloa are nostalgic in their implied
contrast between Troy past and Troy present. They prefigure a motif
that occurs frequently in the play itself, and contributes greatly to its
pathos. The phrase £eo7év 7€ Thpywua supplies a touch of sentimentality
proper to a farewell; Poseidon thinks of the parts of Troy that he built
with his own hands. It should be observed that the phrase owes its
emotional value to the fact that in 4ff. Poseidon has told us that he and
Apollo built Troy; even the word mipywua is reminiscent of the wipyous
of 5. If Poseidon had not previously given us this information, the
phrase fesrév Te wipywua would be somewhat redundant after mwéhis.
The reminiscence of 4ff. has yet another value; it reminds us that the
city that has fallen is a god-built city, and that its fall is an epochal
event. In 45ff. there is no mention of the Greeks, and this is perhaps
significant. The reminiscence of 4ff. recalls what immediately followed
those lines; there for the first time the Greeks were presented as the mere
implements of divine wrath against Troy. The fact that the mortal
‘agents are passed over in silence in 45ff. is eloquent.

In €l . . . ITaA\és a familiar motif is expressed. For the third time
we are told that it was Athene who conquered Troy. An important
fact is thus repetitively emphasized. The verb diAege puts it as strongly
as the guvefethov of 24, but without connotative suggestion.

At the conclusion of his monologue Poseidon is about to leave,
when there appears another divinity, who is none other than Athene
herself. Her appearance must be sudden and unexpected. There
is no trace of the advance announcement of a new entrance, which
even divine characters in Greek tragedy usually make. In an
ideal production Athene will suddenly materialize out of nowhere.
Her entrance, however, is far from unprepared in Poseidon’s
monologue. He has mentioned her three times, and the third
mention is in the last line of the monologue. Her name has oc-
curred every time we have been told that it was the gods, rather
than the Greeks, who conquered Troy, and in two out of three
passages she has been the only divinity mentioned. Her entrance

2 Cf. Hipp. 835ff.
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has thus been effectively built up, and when she appears it is as
Troy’s Nemesis kar’ éoxfv. The result is a magnificent confronta-
tion of victorious goddess and vanquished god. Before either has
addressed a word to the other we feel tension in the atmosphere.
The dialogue portion of the Prologue is thus brilliantly introduced,
and gets off to a highly dramatic start; it will not disappoint us
as it proceeds.
Athene speaks first, very stifly and pompously, in fulsome
diction.
48 "Efeoti. TOV YéveL puév dyxiLoTOV TOTPOS
uéyav Te daluoy’ &v Oeols Te Tiutov,
Moaoav éxfpav Ty wapos, wpooevvémew ;

The tone is anthropomorphically realistic, and perfectly fits the
situation; evidently the two divinities now confronting each other
have not been on speaking terms for years. Athene is breaking the
ice, but she is greatly concerned not to lose face in so doing.

Poseidon is completely the gentleman, and family ties mean a
lot to him. His reply is cordial and accommodating, but very
reserved.

51 "Efestw: ail yap cvyyevels dutiac,
4vago’ 'Afdva, GiNTpov ol uikpdy Ppevidv.

The formality of these lines is shown by the title drvacs’ 'Afdva,
and by the fulsomeness of the diction. The didacticism is quite
appropriate to an older god speaking to his niece.

Athene curtly thanks him, and makes a general statement of
why she has approached him.

53 ’'Emjvec’ dpyas fmiovs: pépw 8¢ gol
Kowobs éuavty T’ & uégov Aoyous, avaf.

She too is still being formal; hence she uses the title &vaf, but her
diction is much more terse than Poseidon’s. The tone of her re-
marks indicates that she is doing something she does not like, and
wishes to get finished as soon as possible. She is not yet prepared,
however, to lay her cards on the table; she is still sounding Poseidon
out.

He evinces a polite and restrained curiosity, and again expresses
himself fulsomely.

55 Maw &k Oedv Tov kowov &y yeXNets €mos,
% Znvos 9 kal Sawudvwy Twos wapa. ;
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Athene, with characteristic terseness, dismisses this question
with a monosyllabic answer, and then reveals somewhat more of
her purpose.

57 Obk, &A\Na Tpoias oivek’, évfa Baivouev,
N , . "y
wpos any dplypal dhvauw, ws kowny Ndfw.

The denotatively unnecessary &fa Baivouer emphasizes the tonic
Tpoias, and thus reiterates the basic fact that this is Troy.

Poseidon now has the advantage over Athene; she is asking a
favour of him. His answer is acidulous.

59 “H wob vw éxfpav v mpiv ékBalodoa viv
& olkrov f\Bes mupl kaTpfalwuévys ;

The sting of the remark is in its tail, in epigrammatic style; wvpl
karpfadwuévys is a strongly graphic way of saying ‘‘now that it is too
late.” The participle éBalotica must be concessive; otherwise the
phrase in which it stands will be superfluous.

Athene ignores this, and testily calls Poseidon back to the point.

61 ’Exeloe mpdr’ dveNde: kowway Néyous
kal guvfedioess av Eya mpafar GéNw ;

Noteworthy is the full phraseology of the question, which gives it an
almost forensic tone: ‘“‘will you, or will you not, etc.” Athene
must first be sure that Poseidon will cobperate; the key-word is
xowwoy, in the emphatic position in its clause; it has been prefigured
by xowots in 54, kowéy in 55, and kow#v in 58.

Poseidon’s politeness reappears in his cordial reply.

63 Malwor'* arap 8% kal 70 gov BéNw pabely-
woTepov 'Axaidv otvek’ fNfes % Bpuydv ;

With péhiora he hastens to assure her that he fully intends to
cooperate. ‘‘But,” he says, with strong emphasis, ‘I wish to hear
about your intention, too.”

Athene’s reply is bitterly sarcastic.

65 Tobs uév mplv éxbpols Tpdas edppavar Gé\w,
orpat@ 8’ 'Axaidv vbaTov EuBalely mikpby.

The phrase rovs mpiv &éxfpois denotes ‘““my former enemies,” but it
also connotes ‘‘my late enemies.”” This connotation echoes those of
ovveteihov in 24 and Sublese in 46. The masculine rovs éxfpobs



314 Eugene G. O'Neill, Jr. [1941

denotes all the Trojans, regardless of sex, but connotatively it
suggests the Trojan men, who are no more. If they are to rejoice,
it will have to be in the Underworld! The word ei¢ppava. is thus
terribly ironic, in the connotative horizon. Athene’s real aim is to
harm the Greeks; she has neither pity for Troy, nor any real desire
to gladden the hearts of the Trojans.

Poseidon understands this fully, and his reply is far from gentle.

67 Ti & &de mnd@s &ANoT’ els dANovs TpoOToUS
uLoels 7€ Aav kal Guhets ov av TOXYS ;

These words are a pointed accusation of fickleness and emotional
instability. From 70ff. we learn that Poseidon was fully aware of
Athene’s reasons for harming the Greeks, and regarded her as
quite justified in so doing. Hence the present lines are unmis-
takably personal in their reference, and must be understood as
Poseidon’s reaction to the sarcasm of what Athene has just said.
Athene either fails to grasp this, or, what is more probable,
chooses to ignore it. Her reply is a defense of her attitude.

69 Oik olol’ VBpiofeiaay ue kai vaols &uobs ;

Here the important motif of sacrilege is brought in again, and its
full significance now begins to become clear. Hence the motif
receives explicit and powerful expression, and the dread word B8pts
appears, for the first time in this Prologue.

Poseidon’s reply is reservedly sympathetic.

70 OI8’, ik’ Alas eihke Kaoavépar Big.

Poseidon states the fact of Ajax’ crime in order to make clear to
Athene that he understands the grounds of her wrath; this is quite
natural and in character. The effect is not only to give the spec-
tator additional information about Greek sacrilege, but also to
make concrete, and hence even more powerful, the strong general
statement of Athene in 69. The rape of Cassandra is not explicitly
connected with Athene’s temple; Euripides assumes that the spec-
tator’s familiarity with the myth will establish that connexion.
Athene’s next remark supplies still more information.

71 Koty v’ 'Axaidv éralev old’ fixova’ Umo.

“Not a single word of rebuke” is the sense of koldév ve, but the omis-
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sion of kakéy (or kaxds) with érafev old’ fixovae further suggests that the
Greeks paid absolutely no attention to Ajax’ crime.

The presentation of Greek sacrilege in the present passage is
climactic. First we learn of #8pis against Athene and her temples;
then this is specified, and we learn the names of the criminal and of
his victim. The name Cassandra recalls 41ff., in which we were
told that she was a consecrated virgin, and this reminiscence makes
the rape appear still more sacrilegious; Ajax has sinned against
two divinities at once. Next we learn that the Greeks have thor-
oughly condoned Ajax’ crime, which means that they share his
guilt; the §Bpis is not an individual’s merely, but a whole people’s.
The culmination comes in Poseidon’s next remark.

72 Kal uiy érepsav v’ "Ihov 76 0@ dhéver.

Not only are the Greeks guilty of #8p:s; they have sinned against the
very goddess who gave them their Victory! It is this above all
that will bring on retribution, as Athene makes clear in the first
word of her next remark.

73  Touvyép gpe alv ool Boblopar Spaoal Kakds.

Only one act of sacrilege is mentioned in the present passage,
but it is generalized by the connivance of the rest of the Greeks.
Neither Poseidon nor Athene refers to any of the other sacrilegious
acts that Poseidon previously suggested or described. Neverthe-
less, the spectator remembers them, and for him the present climactic
passage has a wider value, as being, in itself as a whole, the culmina-
tion of a larger climactic series.

Poseidon now repeats his assurance of coéperation, and en-
quires what Athene plans to do. She answers in general terms only.

,

74 TI0. “Erows’ & BolAp Téw’ &uob. Apéoeis 8¢ 7i;
AO. Abgvoorov alrols voorov éuBalely Oélw.

After the véorov éuBalely mupéy of 66, 75 might seem superfluous, a
stop-gap to preserve the Stichomythy. The line has, I think,
sufficient organic value. Both it and 66 suggest the storm, which,
as the climax of the Prologue, requires full prefiguration. They
prepare us for the storm by repetitively emphasizing the fact that
it is to be on their véoros, to which they look forward with eager
anticipation, that the Greeks will meet their doom. This is clearly
manifested in the use of véorov in 66, followed by the oxymoron
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Sbavoarov vogrov in 75. The occurrence of éuBalelv in both lines gives
additional force to the repetition of véarov.3

Athene’s statement is very general, and Poseidon accordingly
requests more specific information.

76 'Ev v§i uévovow 4 kaf' dluvpdv dla;

The connotation of ‘‘bitter’’ in aAuvpav is far stronger in the present
context than it was in 1.

Athene answers Poseidon in a single line, and thus ends the
Stichomythy.

77 “Orav mwpos oikovs vavaToAGe' am’ 'TAiov.

The phrase mpos oikovs recalls 21, and the reminiscence of dopevo
in that line is terribly ironic in the present context.
Athene now gives a full account of her plans and desires.

78 Kai Zels uév éuBpov kal xdhaiav domeroy
méwper Yvopwdn T’ aifépos puafuara

80 éuol 8¢ dwaew pnal wip kepalviov,
BaX\ew 'Axaiols vads Te TLuTpaYaL Tpi.
20 8 ad, 76 gov, Tapagxes Alyaov wbpov
Tpikvpiats Bpéuovra kal bivais alos,
wAfoov 8¢ vekpdv kothov Eifoias pvxov,

85 s &v 70 Nowwrov Tdu' dvakTop eboeBelv
€ldia’ 'Axaiol Beols Te ToUs @ANous g€Sewy.

The opening words strike another note of doom; Zeus himself is
against the Greeks now.3!

The diction of the passage is characterized by a wealth of con-
crete detail, and hence is highly graphic. This is quite proper,
dramatically. Not only does the climax of the Prologue require
full expression, but the storm, being &w r#is Tpaywdias, must be made
so vivid for the spectators that they will carry a lively memory of it
throughout the play. So concerned is Euripides to make the storm
unforgettable, that he has Poseidon, after briefly agreeing to grant
Athene’s request, give a graphically detailed account of the destruc-
tion that he will effect.

30 The repetition has, perhaps, another value also. The verbatim agreement of
vbarov tuBalely with 66 tends to recall also the final wwpér of 66, and this word is

present in our minds while we hear the colourless and almost superfluous few of 75.
31 On this cf. v 130ff.
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87 "Eortai 748’ 1 xdpis yap ob uakp@dv Noywy
deirar Tapatw méNayos Alyaias aNbs.
'Aktal 6¢ Mukdvov AfAioi Te xoipddes

90 Skipds e Ajuvds 0’ al Kadhpeol 7’ dkpar
TOANGY OavévTwy ohual’ éovaw vekpiv.

The two pictures of the storm effectively complement each other.
Athene dwells mainly on the present actuality, the meteorological
phenomena and the upheaval of the sea. Only briefly (in 84) does
she touch on the numbers of the dead and the dispersion of the
corpses, i.e., the aftermath of the storm. Poseidon, on the other
hand, is very brief on the subject of the actual storm (rapéw k7\.,
in 88) but fully portrays the aftermath, with much geographical
detail. The place names are significant. For Athenians in 415 B.c.
they rendered the picture more concrete and graphic (and hence
unforgettable) than any other poetic device could have done.
They likewise most effectively conveyed the magnitude of the dis-
aster, and hence the terrific force of divine retribution; it is about
200 miles from Myconos to Lemnos, and for the Greeks this distance
was vastly more impressive than it is for us.

The language of the two accounts of the storm requires little
detailed comment. Denotatively it is powerful word-painting,
which achieves its effects by accumulating details. Dramatically it
acquires greater than graphic values because of our knowledge that
it is the Greeks whom the storm will assail, and that the far-strewn
corpses will be Greek corpses. The redundancy of mumrpévar vpi in
81, after w0p xepatwiov in 80, is quite functional. The motif of
destruction by fire has two values; it makes the fate of the Greeks
seem far more terrible, and it suggests the operation of a primitive
justice which will cause the Greeks to suffer what they have wrought
(cf. kawvotrar 8 and kargfalwuérys 60). The motif therefore merits
repetitive emphasis.

The word aMés in 83 and 88, in the connotative position both
times, recalls the connotations of é\uvpér in 76 and 1. This is
especially the case in 88, where a\és is denotatively redundant after
méhayos. The fulsomeness of 91 is remarkable, with favérrwy cdpara
and vexpdv in the same line. It is repetitive emphasis again, and
quite functional. This is the last line in Poseidon’s account of the
aftermath of the storm. The dominant motif is “corpses,” and
this requires full expression. It is in character also. Like every-
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thing else that he says in this dialogue, Poseidon’s account of the
storm is less terse (even though shorter), than Athene’s.
Poseidon now bids Athene get herself ready for the storm.

92 AMN’ &’ "ONvumov kal kepavviovs Bolds
AaPBoboa waTpds €k Xx€pdV Kapadoxel,
bray arparevy’ 'Apyetov € kdAws.

The words kapadore. . . . kéAws put the finishing touch on the pic-
ture of the future that we shall carry through the play. Athene
will be waiting, waiting for the fateful moment when the Greeks
cast off, waiting to pounce on them as they sail homeward.

The word xéAws denotes ‘‘ropes,” but it is in the connotative
position, and suggests kaA@s. The &- of é&fj would be sufficient to
suggest departure, and hence to tie up with the suggestion of kaA@s
in kdAws, to make a combined connotation of ‘‘bon voyage.”” The
word &finui,-however, can be intransitive, meaning ‘‘empty into’’;
it is used of rivers pouring into the sea. The phrase &if kdAws is
richly connotative, and conjures up a picture of a splendid stream
of Greeks pouring into the sea like a river. The ominous overtones
of this, coming so soon after the account of the storm and the deaths
in its wake, need no special demonstration.

Athene now departs, and Poseidon muses on the whole tragic
situation.

95 MQpos 8¢ Ovnrdv daTis éxmopfel ToNeLs,
vaols Te ThuPous 0’, lepd. TOV KekunKOTWY,
3 ’ Ay 3 1 " t )
épnuig Sovs alros dAed’ VaTepov.

It is noteworthy that both Athene’s last speech and Poseidon’s
end with the motif of sacrilege, and with the indication that the
doom of the Greeks is a punishment for their sacrilegious actions.
This is repetitive emphasis again, and shows conclusively that the
real function of the Prologue is to make this causal sequence clear.
In Poseidon’s final lines the moral lesson is generalized, and applies
to mankind as a whole; they thus express the central meaning of
the play.

I hope that the foregoing analysis will have shown that the
Prologue of the 7Troades has high merits, both poetically and
dramatically. It is organically integrated, in the fullest sense of
that term, and is so composed that practically every word in it
contributes in some measure, both denotatively and connotatively,
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to the purpose of the Prologue as a whole. The principal devices
whereby the words become functional are prefiguration and repeti-
tive emphasis. Every important motif is made effective, and is
shown to be important, by being suggested before it is stated, and
by being stated more than once. The motifs which the poetic
technique of the Prologue shows to be most important are the empti-
ness of the Greek victory, the sacrilege of the Greeks, and its im-
pending retribution.®

The most important function of the Prologue is thus to establish
the Known End for the Troades. It accomplishes this with supreme
effectiveness, and makes the Known End quite unforgettable.
Because of the Known End our experience of the play itself is
multiple, and the pathos in the pageant of the miseries of defeat is
not excessive, because we also know of the miseries of victory. The
Known End also discloses the central meaning of the play, and with
a brief statement of this we may conclude our study of the Prologue
of the Troades.

For ten long years the Greeks have toiled and fought before
Troy, and finally the gods have granted them victory. Then, at
the height of their success, the Greeks have been guilty of #8p:s.
Forgetting that their victory is really a gift from the gods, they have
acted as though it had been won entirely by their own efforts.
Once they have taken Troy they have run amok, unmindful of the
gods and of the gratitude that they owe them. Instead of walking
warily in the favour of their gods they have cast to the winds the
humility proper to mortals, and have arrogantly and wantonly
indulged their lustful and sanguinary impulses. Even the shrines
and the altars of the gods have been soiled with blood, and the
crowning crime has been the rape of the consecrated virgin Cas-
sandra in the temple of the virgin goddess Athene. This was the
deed of Ajax alone, but the connivance of the others fatally evinces

3 There is something almost Aeschylean about this predicted retribution. Right
after an opening monologue such as only Euripides wrote, and in the midst of a dialogue
such as only Euripides could write, lively, realistic, anthropomorphic, a chilly Calvinistic
blast assails us, and we might almost suppose ourselves in the first, rather than the last,
quarter of the fifth century.

Mr. Kitto, Greek Tragedy 210f., presses the comparison with Aeschylus too far, I
believe. He finds in both the Agamemnon and the Troades that a large portion of the
play is devoted to establishing the guilt of those who are “doomed from the start."
This makes the Greeks the tragic hero of the Troades, and thereby weakens, or anni-
hilates, the powerful pacifism of the play.
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their equally impious attitude. They have thus, all of them,
directly or indirectly, sinned against the very goddess who gave
them their victory, and they have thereby alienated the staunchest
friend they had amongst the immortals. They are like dogs that
have bitten the hand that fed them, and their mistress Athene is
inflexibly resolved to punish them, with Aeschylean austerity and
exuberance.

Victory has corrupted the victors. She has not only been hollow
and bitter and disillusioning; she has also actively debased her
possessors, bringing out the worst that was in them, making them
godless and bestial gluttons, filled only with bitterness and achieving
only destruction and sin. The real villain, the Evil Genius, of the
Troades, is therefore Victory. She is a misfortune in disguise,
who poisons those whom she seems to feast and damns those whom
she seems to bless.

This picture of Victory is sharply outlined in the Prologue; the
play itself fills in the terrible details. At the same time it most
movingly presents the sufferings of the vanquished. The combina-
tion of the pathos of Defeat with the unmasking of the corruptress
Victory is what makes the Troades a very great anti-war play. It
would be difficult, if not impossible, to find anything in literature
which so simply and so powerfully exposes the futility and the
folly of war, by driving home the lesson that no one really wins;
there is only pain and degradation on both sides.

udpos 8¢ GynTdv doTis ekmopfel woNeLs !
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