
EMMANUEL M ICH A EL PA P  AMI CH AEL

BELLERO PH O N  AND STHENEBOEA (OR A N TEIA )

The story of Bellerophon and Stheneboea (or A nteia) is a good exam 
ple of w hat is called the P otiphar motif. Its relation to  the legend of 
H ippolytos and P haedra is obvious. These stories were brought even 
closer by Euripides, whose trea tm en t of the  m yths of Hippolytos and 
Bellerophon made the characters of P haedra and Stheneboea, and to 
some exten t those of Hippolytos and Bellerophon, good parallels1. B ut 
the m yth  of Bellerophon was well known long before Euripides, and 
some of its prim ary features had already been developed by Homer, 
Hesiod, P indar and other writers.

The m ost im portan t account of the m yth  before Euripides is found 
in the  Iliad  Z (6) 155-202. This version also constitu ted  the background 
against which the argum ents of the Euripidean plays Stheneboea  and 
Bellerophon were fashioned. It is therefore im portan t to  know Hom er’s 
account of the legend. Homer tells us2:

Glaucos begot noble Bellerophon. To him the gods granted good 
looks and handsom e manliness. B ut Proetos in his heart contrived evil 
against him, and, because he was by far mightier, drove Bellerophon out 
of the  land of the  Argives, for Zeus had subjected them  to  his sceptre. 
Now A nteia, Proetos wife, was m ad in her lustful passion to  lie secretly 
w ith Bellerophon b u t could in no way persuade him, a m an of sound mind 
and upright heart. So she contrived a false story and spoke to  king 
Proetos: «May you die Proetos, or else slay Bellerophon, who w anted to  
lie w ith  me in love against m y will.» So she spoke and w rath  seized 
Proetos when he heard this. He refrained from killing Bellerophon. for 
he stood in fear of th a t, and sent him  to Lycia instead, giving him letters 
designed to  cause him harm . He wrote on a folded tab le t m any deadly 
instructions and bade Bellerophon show it to  fobates (the king of Lycia 
and), his (Proetos’ ) father-in-law , th a t  Bellerophon m ight perish. Thus

1. See A ristoph. Frogs 1043:
άλλ’ ού μά Δ ί’ ού Φαίδρας έποίουν πόρνας ούδέ Σθενεβοίας: on this cf. also pp . 62 f.
2. See pp . 73 f.



E m m . M. Papam ichael

Bellerophon went to  Lycia, escorted by the blameless gods. B ut when 
he came to  Lycia and the stream  of X anthos, (Iobates) the king of broad 
Lycia showed him great honour. For nine days the king offered him 
hospitality  and slew nine oxen. W hen, however, the ten th  rosy-fingered 
Dawn appeared, then  he questioned Bellerophon a t length and sought 
to  see w hat le tte r he had brought him from his son-in-law Proetos. B ut 
when he received the evil message of his son-in-law, he first ordered 
Bellerophon to  kill the furious Chimaera, a m onster of divine stock and 
not of men. Her front p a rt was a lion, the  hind p art a dragon, and the 
middle a goat, and she breathed out a terrible blazing fire. Bellerophon 
killed her, relying on the signs of the gods. Secondly, he fought against 
the glorious Solymi, and this, as he said, was the hardest b a ttle  he had 
ever entered. And thirdly, he slew the Amazons, women who m atched 
them selves against men. And, as he was on his way back, the  king de
vised another cunning trick. He chose the bravest men of broad Lycia 
and set an am bush, bu t none of them  returned home, for blameless Bel
lerophon killed them  all. But, as the  king realized th a t Bellerophon was 
the good offspring of a god, he kept him  there, and gave him his own 
daughter and granted him half of all his privileges and possessions. In 
addition, the  Lycians gave him the  best p a rt of their land as his own 
domain, a good piece of orchard and plough-land.

And she (the king’s daughter) bore wise Bellerophon three children, 
Isander, Hippolochos, and Laodam eia. Zeus the  counsellor lay w ith 
Laodam eia, and she bore godlike Sarpedon, the  warrior in bronze h a r
ness.

B ut when even th a t m an (Bellerophon) came to  be hated  by all the 
gods, then  in tru th  he wandered alone over the Aleian plain, consumed 
by  grief, and avoiding the  paths of men.

Some fragm entary evidence regarding th is story is found in Hesi
od’s work. The evidence as a whole does not constitu te a coherent 
account, bu t, as we shall see, three im portan t features of the  story— 
Pegasos, of whom we do not explicitly1 hear anyth ing  in Homer, the 
Chimaera, and Bellerophon’s fight against her—are very well a ttes ted  
and agree w ith w hat Homer says.

1. B u t im plicitly  som ething m iraculous of th is so rt seems to  be suggested by  
H om er in  th e  Iliad. Z (6) 183:

κ α ί τήν μέν (sc. Χ ίμαιραν) κατέπ εφ νε  θεώ ν τεράεσσι π ιθ ή σ α ς 
and  already  before this (verse 171):

αύτάρ ό βή Λ υκίηνδε θεών ύ π ’ ά μύμονι π ο μ π ή ' 
see below, pp. 57 f.
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Tn the Theogony  278 ff. Hesiod gives the m yth  of Pegasos:
The D ark-haired one, th a t  is Poseidon, lay w ith Medusa, one of the 
Gorgons, who was m ortal, in a soft meadow amid spring flowers. 
And when Perseus cu t her head off, there sprang forth great 
Chrysaor and the horse Pegasos, who was so called because he was 
born near the (πηγαί) springs of Ocean1...Pegasos flew away, 
leaving the  earth , the m other of flocks, and came to  the im
m ortals. He lives in the house of Zeus and brings to  him, the wise 
counsellor, the thunder and lightning.

After a few verses we read the tale of Chimaera (Theog. 306 ff .),
how Typhon, the  terrible, outrageous and lawless, lay in love w ith 
Echidna2, the m aid with glancing eyes. She brought forth  fierce 
offspring—Geryones, Cerberos, the  H ydra of L erna...and (vv. 319 ff .) 
Chimaera, who breathed overwhelming fire, a creature terrible, big, 
swift-footed and strong. She had three heads, one of a fierce-eyed 
lion, another of a goat, and another of a serpent, a m ighty dragon. 
In her front p a r t she was a lion, in the hind p a r t a dragon, and in 
the middle a goat breathing out the blast of burning fire3. Pegasos 
and brave Bellerophon killed her.

An even more im portan t piece of evidence, although of very fragm ent
ary  nature, is found in Hesiod’s Catalogue of Women  or Ehoiai (Γυναι
κών Κατάλογος sive Ή ο ϊα ι)4 fr. 43 (a):

81 η δέ Ποσε[ιδάωνος έν] άγκοίνηισι μιγεΐ[σα
Γλαύκωι έν [ .........] άμύμονα Βελλε[ροφόντην,
έξοχον άνθ]ρώπων άρ]ετηι έπ  άπείρονα γ[αϊαν.
τώι δέ και η [ ......  πα]τήρ πόρε Πήγασο [ν ίππον

85 ώκύτατον [..................... ]μινεπτε[
πάντηι άν[................ ]ε τα ...[
σύν τώι πυρ [πνείουσαν υ - υ υ - υ Χίμαιραν, 
γημε δέ πα[ΐδα φίλην μεγαλήτορος Ίοβάταο 
αιδοίου βασ[ιλήος 

90 κοίρανος α[
ή τέ[κε

1. E ur. and  P ind . give Πειρήνη, see below, p. 58.
2. Apollod., B ibl. IT. 3, 1-2, in his narra tive  of Bellerophon m entions th is, say 

ing: λέγεται St καί τήν Χίμαιραν ταύτην τραφηναι μέν ύπό Άμισωδάρου, καθάπερ εϊρηκε 
και "Ομηρος, γεννηθηναι δέ έκ Τυφώνος και Έ /ίδνη ς, καθώς Η σίοδος ιστορεί.

3. These las t tw o verses (323-4) are found verbatim  in H om er’s account and 
m ay be spurious in H esiod’s Theogony.

4. Fragmenta Hesiodea, ed. R . - M. L. M erkelbach -W est, Oxford 1967.
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In the  fragm ent it is stated  th a t Poseidon is Bellerophon’s actual fa ther 
and Glaucos his nominal one, th a t  Bellerophon surpassed all men over 
the boundless earth  in vitrue, and th a t  his father gave him  the fastest 
horse, Pegasos, on whom he flew everywhere. Then he apparently  killed 
Chimaera, who breathed forth  fire, and wedded the lovely daughter of 
m agnanim ous Iobates, the revered king and ty ran t of Lycia. P indar 
(Olympia  XIII. 63-92) has a ra th e r detailed account of how Athene 
helped Bellerophon catch the  winged horse Pegasos. Particu larly  relevant 
is w hat is contained in the verses 84-92b:

ήτοι καί ό καρτερός όρμαίνων ελε Βελλεροφόντας,
85 φάρμακον πραό τείνων άμφί γένυι,

ίππον πτερόεντ’· άναβάς δ’
εύθύς ένόπλια χαλκωθείς έπαιζεν. 

σύν δέ κείνω καί ποτ’ Άμαζονίδων 
αιθέρας ψυχρών άπό κόλπων έρήμου 
τοξόταν βάλλων γυναικεΐον στρατόν 

90 και Χίμαιραν πυρ πνέοισαν καί Σολύμους επεφνεν.
διασωπάσομαί οί μόρον εγώ' 
τον δ’ έν Ούλύμπω φάτναι 

92b Ζηνός άρχαϊαι δέκονται.

In tru th , the  strong Bellerophon, after his great efforts, caught the winged 
horse, by bridling him w ith  th a t  gentle charm  (th a t is the bridle w ith its 
golden band); and m ounting straightw ay, he flourished his weapons, 
arm ed in bronze harness. W ith  th a t steed he once attacked  from the lone
ly bosom of the  cold ether the archer arm y of the Amazon women; 
moreover he slew the fire-breathing Chimaera and the  Solymi. I shall 
go on, saying nothing with regard to  his fate; as for Pegasos, him  they  
shelter in the  old stalls of Zeus in Olympus.

Besides this very  im portan t piece of inform ation we find even more val
uable evidence w ith reference to  Bellerophon’s fate in th e  Is thm ia  VII. 
44 ff. Before the strictly  relevant verses, P indar, having in m ind Belle
rophon’s tragic adventure as paradigm  case, makes a general invocation, 
saying (38 ff.):

άείσομαι χαίταν στεφάνοισιν άρ- 
μόζων. ό δ’ αθανάτων 

μή θρασσέτω φθόνος.

τά μακρά δ’ εϊ τις
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παπταίνει, βραχύς έξικέσθαι χαλκόπεδον θεών 
έδραν
I shall sing w ith garlands in m y hair, and I pray  th a t 
the im m ortals m ay not trouble me. ...bu t if anyone 
sets his eyes on things afar, he is too little to  a tta in  
the  bronze-paved abode of the gods.

He then  brings his paradigm  case:
6 τοi πτερόεις

44b έρριψε Πάγασος

δεσπόταν έθέλοντ’ ές οΰρανου σταθμούς 
έλθεΐν μεθ’ όμάγυριν Βελλεροφόνταν 
Ζηνός. το δέ πάρ δίκαν 
γλυκύ πικροτάτα μένει τελευτά.
for the winged Pegasos threw  Bellerophon, his rider, 
who w anted to get to the  dwellings of heaven and be 
in the  com pany of Zeus. Him who desires unlawful 
things aw aits a m ost b itte r  end.

The significant th ing  here is th a t  a num ber of features of the m yth  
th a t  we see in Euripides’ tragedies, Stheneboea  and Bellerophon, were 
well known long before him. Pegasos’ role in the  fight against the Chimae
ra  is very well attested , as we have seen, by Hesiod and P indar1. More
over P indar m entions the tragic incident of the hero’s falling from the 
horse and strongly stresses hybris as his flaw and th e  cause of his down
fall, a factor expressly m entioned in the Bellerophon of Euripides.

L et us now see how Euripides used this account in his own personal 
way to  produce w ith subtractions, additions, and m odifications two of 
his well-known tragedies, Stheneboea  and Bellerophon2. For this p u r
pose we have a num ber of pieces of evidence of different value:

a) Sources th a t explicitly state  th a t  som ething comes from the play 
of Euripides, b ) Item s of inform ation a ttrib u ted  to  tragedians in gene
ral, b u t which we have very good reasons to  suppose come from

1. A part from  lite ra ry  sources we also have C orinthian vase-pain ting  before the 
m id and  A thenian  before the end of the seventh  cen tu ry  w ith scenes of Bellerophon 
on Pegasos a ttack in g  the Chim aera. Such scenes continue to  be found on various 
a r t  objects in la te r  centuries (Brom mer, Vasenlisten2, 220 f f .). Ct. Oxf. Class. D iet., 
2nd ed. s. v. Pegasus: «... Pegasus becam e early  a  favourite  of Greek artists  and  po
ets; p ro to -C orin th ian  vases show him  in action against the C him aera (H. P ayne, 
Necrocorinthia  (1931), 133, cf. pi. 4, I) .»

2. Bellerophon  will n o t be our concern here.
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these particu lar plays of Euripides, c) Inform ation th a t probably refers 
to  the play in question, d) O ther evidence th a t is dubious or not ap 
plicable to  these plays.
Sources from the play: Most of w hat we use here fortunate ly  belongs in 
th is category and, although we have m uch less th an  w hat we m ay wish, 
it is nevertheless sufficient to  give a good idea of w hat is particu lar to 
th is play.

A rgum ent and Prologue (in Johannes Logothetes on Hermogenes 
περί μεθόδου δεινότητος Rhein. Mils. 63, 147 J1.

Stheneboea: έ'στι δέ ή ύπόθεσις αυτή. Προΐτος ήν Άκάμαντος (1. ’Ά -  
βαντος) υιός, Άκρισίου δ’ άδελφός, βασιλεύς δέ Τίρυνθος. γήμας δέ Σθενέβοι- 
αν εξ αύτής έγέννησε παΐδας. Βελλεροφόντην δέ φεύγοντα έκ Κορίνθου διά 
φόνον αύτόν μέν ήγνισε του μύσους, ή γυνή δέ αύτοϋ τόν ξένον ήγάπησε. τυ- 
χεΐν δε μή δυναμένη των έπιθυμημάτων διέβαλεν ώς έπιθέμενον αυτη τον Κο- 
ρίνθιον- πεισθείς δέ ό Προΐτος Ιξέπεμψεν αύτόν εις Καρίαν, ϊνα άπόληται- δέλ- 
τον γάρ αύτω δούς έκέλευσε προς Ίοβάτην διακομίζειν. ό δέ τοΐς γεγραμμέ- 
νοις άκόλουθα πράττων προσέταξεν αύτω διακινδυνεϋσαι προς τήν Χίμαιραν, 
ό δέ άγωνισάμενος τό Οηρίον άνεΓ/.ε. πάλιν δέ έπιστρέψας εις τήν Τίρυνθα κατ- 
εμέμψατο *τόν Προΐτον, άνέσεισε δέ τήν Σθενέβοιαν ώς* τήν Καρίαν άπάξων. 
μαθών δέ παρά του* έκ Προίτου2 δευτέραν επιβουλήν φθάσας άνεχώρησεν. ά- 
ναθέμενος δέ έπΐ τον Πήγασον τήν Σθενέβοιαν μετέωρος έπί τήν θάλασσαν ήρθη. 
γενόμενος δέ κατά Μήλον τήν νήσον ταύτην άπέρριψεν. αύτήν μέν ούν άποθα- 
νοϋσαν άλιεϊς άναλαβόντες διεκόμισαν εις τήν Τίρυνθα. πάλιν δέ έπιστρέψας 
ό Βελλεροφόντης προς τον Προΐτον αύτος ώμολόγησε πεπραχέναι ταϋτα- δίς 
γάρ έπιβουλευθείς ύπ’ άμφοτέρων, δίκην εΐληφέναι τήν πρέπουσαν, τής μέν εις 
τό ζην, τοϋ δέ εις τό λυπεΐσθαι.

The plot of the play is as follows: Proetos was A cam as’s (or 
b e tte r A bas’s) son, and the  bro ther of Acrisios, king of Tiryns. 
He m arried Stheneboea and had children by her. W hen Belle
rophon fled from Corinth after having com m itted a m urder, 
Proetos purified him  of the  defilement, b u t his wife fell in 
love w ith  the  guest, and, as she could no t obtain w hat she 
lustfully desired, she slanderously stated  th a t  the Corinthian 
had assaulted her. Proetos, having confidence in her, sent him 
to Caria to  m eet his doom, for he gave him  a le tter to  carry

1. II . v. Arnim , S u p p lem en tum  Euripideum , Bonn 1913, p. 43; cf. N auck, 
TG F2, 'Σθενέβοια’, pp. 567 f.

2. <μέν> τον Προΐτον, ώς <είς> τήν Καρίαν, παρ’ αυτής &/. Προίτου W ilam ow itz 
(Classical Philology  Til. 3, «D e E uripidis S theneboea», Ju ly , 1908, p. 226); w ith re
gard  to  the las t one see pp. 62,69.
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to  Iobates, who, acting in accordance w ith what was w ritten , 
bade him to  fight the  Chimaera a t the  risk of his own life. B ut 
he fought and slew the m onster. And when he returned back 
to  T iryns, he reproached Proetos and threatened to take S the
neboea away to  Caria. B ut when he was informed by a th ird  
p a r ty 1 th a t  Proetos was again contriving against him, he m an 
aged to  escape in tim e. He p u t Stheneboea on the  back of 
Pegasos and rode off into the air, over the sea, and when he 
was approaching the  island of Melos, he threw  her down. She 
died of course, and fishermen picked her body up and carried 
i t  over to Tiryns. Bellerophon returned to  Proetos and con
fessed th a t he had done the deed. As plots had been m ade by 
bo th  against him, he had inflicted fitting  punishm ent upon 
them ; one had paid with her life, the o ther w ith his deep sor
row.

This short b u t succinct argum ent gives us a rough idea of the  plot of 
the play and allows us to  see some im portan t changes th a t the tragedian  
included in his w ork2.

Bellerophon comes on to the stage and gives the  prologue3.W e have 
a substan tial p a r t of this, which enables the reader to  sense the mood 
of the play. The young m an begins by saying:

Οΰκ εστιν, οστις πάντ’ άνήρ ευδαιμονεί-
ή γάρ πεφυκώς έσθλός ούκ εχει βίον
ή δυσγενής ών πλουσίαν άροΐ πλάκα.
πολλούς δέ πλούτω καί γένει γαυρουμένους
γυνή κατήσχυν’ έν δόμοισι νηπία. 5
τοιαδε Προΐτος <νΰν> άναξ νόσω νοσεί,
<’Άβαντος υιός· τήσδε γάρ Τιρυνθίας
<σκήπτροις άνάσσων έν δόμοις δάμαρτ’ έχει
<ΣΟΐνέβοιαν, αισχρά μηχανωμένην λάθρα.
ξένον γά ρ  ικ έτη ν  τη σ δ ’ έ μ ’ έλθόντα  σ τ έγ η ς  10
< Γλαύκου μέν υιόν ον τα του Κορινθίου
<καί Βελλεροφόντην ονομ' έ'χειν κεκλημένον,
<πάτραν δέ φεύγονθ’ αίματος μιάσματι,

1. F or m y s tan d p o in t see below, pp . 62, 69.
2. On th is question see below.
3. J u s t  before the argum ent above we read , ταϋτα λέγει Ευριπίδης έν Σθενεβοίοί 

τω δράματι είσάνων τον Βελλεροφόντην γνωμολογοϋντα; see N auck ibid., «Scholion 
Greg. Cor. e codice Mediceo p artim  in R het. vol. 7 p . 1321, plenius abW elckero  
Tragoed. p. 777 editum .»
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λόγοισι πείθει καί δόλω θηρεύεται
κρυφαΐον εύνής εις ομιλίαν πεσεΐν. 15
αΐεΐ γάρ ήπερ τωδ’ έφέστηκεν λόγω
τροφός γεραιά καί ξυνίστησιν λέχος,
ύμνεΐ τον αύτόν μΰθον «ώ κακώς φρονών,
τί ταϋτ’ άναίνη; τλήθι δεσποίνης έμης
<ερωτι δεινώ φιλοφρόνως ύπηρετεΐν 20
κτήσει δ’ άνακτος δώμαθ’ έν πεισθείς βραχύ.»
έγώ δέ θεσμούς Ζηνός ίκεσίου σέβων
ΙΙροΐτόν τε τιμών, δς μ’ έδέξατ’ εις δόμους
λιπόντα γαΐαν Σισύφου φόνον τ’ έμης
ένιψε χειρός αίμ’ έπισφάξας νέον, 25
ούπώποτ’ ήθέλησα δέξασθαι λόγους
ούδ’ εις νοσοϋντας ΰβρίσαι δόμους ξένος
μισών έρωτα δεινόν, ος φθείρει βροτούς.
διπλοί γάρ <εΐσ’> εοωτες εντροφοι χθονί-
ό μέν γεγώς αι'σχιστος αισχύνην φέρει, 30
ό δ’ εις τό σώφρον έπ’ αρετήν τ’ άγων ερως
ζηλωτος άνθρώποισιν ών εϊην έγώ.
<ζήν> ούν νομίζω καί θανεΐν γε σωφρονών.
άλλ’ έξ άγρών τώνδ’ άπιέναι βουλήσομαι.
οΰ γάρ με λύει τοϊσδ’ έφήμενον δόμοις 35
κακορροθεΐσθαι μή θέλοντ’ είναι κακόν,
ούδ’ αύ κατειπεΐν καί γυναικί προσβαλεΐν
κηλϊδα Προίτου καί διασπάσαι δόμον1.

There is no m an in the world who is happy in all respects. E ither he is 
born noble, b u t he has no livelihood, or he is well-off, b u t he is low-born. 
There are m any who boast of their riches and noble b irth  together, yet 
a foolish wife a t home often brings shame upon them . From  such an af
fliction suffers Proetos, Abas’sson , the  king of this country. I came here, 
to  th is palace, as a guest and suppliant, b u t she, the king’s wife, seeks w ith 
words and wily thoughts to  persuade me to  secretly share her bed, for 
the old Nurse who is charged with bringing me this message and contrives 
to bring about this union, repeatedly stresses its a ttrac tiv e  aspects: 
((stupid man, why do you reject this? Be bold and lie in love w ith my 
m istress....by giving in for aw hile, you will become the m aster of the pal
ace.» But I have due respect for ordinances of Zeus, the  pro tector of sup
pliants, and esteem for Proetos, who, when T left Sisyphos’land, received

1. The te x t is from  H . v. A rn im ’s («Εύριπίδου Σθενέβοια») Suppl. Eur.
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me in his house and washed m y hands clean of m urder by shedding new 
blood upon them , so I have not consented t-ο her request, nor, being a 
guest, to outrage this stricken house, for I hate  blind passion, which 
destroys men. There are two kinds of love th a t  exist on earth : One is 
our greatest enemy and leads to Hades; the o ther leads to  self-control 
and virtue. This last kind is coveted by men such as I aspire to  be. 
T hat is w hat I thik. I would ra ther be σώφρων, decent and virtuous, even 
if I have to  pay w ith m y life for it. Now I had be tte r go out to  the field1. 
I t  is not in m y in terest to  rem ain sitting  in this house and be reviled 
on account of m y declining to be wicked, nor do I w ant to denounce her 
and bring shame on Proetos’ wife, rending the  house asunder.

Bellerophon brings the prologue to an end and apparently  leaves 
the stage. The gap from this point up to  the tim e Bellerophon departs 
from Tiryns to  go to  lobates m ust unfortunate ly  be filled by conjecture— 
in particu lar w ith regard to  which characters and how m any scenes were 
necessary for the tragedy to  run sm oothly in accordance w ith the  plot2. 
Keeping in m ind th e  plot of the story and parallel plays of the d ram atist 
we can m aintain  w ith a high degree of ce rta in ty  th a t there were a t least 
two scenes3.

Some tim e after the prologue—if the Nurse stepped for a while on 
to the  stage to  say som ething about the situation of her mistress, or im 
m ediately after it, if neither the Nurse nor Stheneboea appeared to com 
plete the exposition of the  particulars of the  play—we would have the 
parodos of the  Chorus. Its members were very likely women of Tiryns. 
We would expect them  not to  know a t th is early stage anything about 
w hat has happened, though it is reasonable to suppose, as it often hap 
pens w ith the  Chorus, and particularly  the  Chorus of women in such s it
uations, th a t  th ey  would have sensed som ething unusual in the behav
iour of their queen. Tf so, their ode m ust have been of ra ther indefinite 
nature, for instance how precarious hum an life is, how passions d isrupt 
one’s prosperity , and the like.

1. I  ad o p t a t  th is po in t th e  text, άλλ’ εις άγρδν γάρ έξιέναι... Joh ., verb. A jW ilam ., 
Class. Philol. II I . 3, Ju ly  1908, p. 228; G. Sellner, De E urip id is Stheneboea, quaes- 
tiones selectae. D iss., Ienae 1910, p . 29.

2. τυχεΐν δέ μή δυναμένη των έπιθυμημάτων διέβαλεν ώς έπιθέμενον αύτη τδν Κορίν- 
θιον- πεισθείς δέ ό Προϊνος έξέπεμψεν αύτδν εις Καρίαν, ί'να άττόλητα'.' δέλτον γάρ αύτω 
δούς έκέλευσε πρίς  Ίοβάτην διακομίζει.

3. See W ilam ow itz, «D e E urip id is S theneboea», Class. Philol. II I . 3, Ju ly  1908, 
p . 228: «P ostquam  B ellerophontes exiit, P roetus S theneboeae calum niis e x c ita tu s in  
Cariam  eum  m isit, u t  ab  Ioba te  occideretur. Quae duas u t m inim um  scaenas requi- 
reban t.»
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A t any rate, after the choral ode in the first episode we would need 
a scene in which the Nurse and her mistress prepared their plan in detail. 
The old wom an would play a role parallel to  th a t  of the Nurse in the  sec
ond Hippolytos  as a go-between1 and would have to  be a woman w ith 
in itiative and daring. These characteristics are already clearly recogniza
ble in the prologue2. I t is thus probable th a t she herself conceived the 
plan of the false accusation. This m ust not have been so simple in the 
play, and some arrangem ents were doubtless made. Some proof of Bel
lerophon’s alleged rape of the queen m ay have been falsely presented to 
the king, her husband. Unless the Nurse was presented as a false witness, 
in which case she could well have borne her own evidence or testim o
ny  of the alleged rape, though she m ight as well have undertaken to  
speak on behalf of and in the in terest of her mistress. In th a t case S the
neboea would have had nothing to  say personally to  Proetos unless ques
tioned by him. The accusation, after the plan had been worked out, was 
in all likelihood made off-stage (This seems to  be more likely, for thus 
Stheneboea would have appeared prudish, saved face and extricated  her
self ra ther easily from an em barrassing situation. This arrangem ent would 
m ake it easy for the tragedy  to  proceed w ithout great complications 
a t this stage. These would still have to  come), while the  Chorus had its 
first stasim on. This tim e they  m ust have sung som ething more concrete 
and to  the  point, for they  m ust have tried in the m eantim e to  obtain 
inform ation about the things th a t  had befallen their queen. Even if the  
whole tru th  had been somehow confided to  them , they  a t any ra te  would 
have pretended throughout the  play th a t  they  did not know anything 
a t all. The Chorus of women would have been m ade to  sym pathize and 
stand  by an unfortunate woman3. This, however, would not have prevent
ed them  from singing about how bad women can be, citing a num ber 
of notorious examples. But, if som ething was confided to the  Chorus for 
dram atic reasons, this does not m ean th a t the secret leaked out or was 
supposed to  be betrayed. I t m ust have remained during th e  whole play 
practically a secret of the persons im m ediately concerned. Above all it  
would have been in the dram atic in terest of the playw right to  present a

1. ApoMod. Bibl. II. 3, 1: καί αύτοϋ Σθενέβοια έρωτα ϊσχει, καί προσπέμπει 
λόγους περί συνουσίας, του δέ άπαρνουμένου, λέγει πρί>ς Προΐτον 8τι Βελλεροφόντης αύτη 
περί φθοράς προσεπέμψατο λόγους.

2. See ν ν . 16 ff., ρ. 52.
3. Cf. H ippolytos, ν . 816 τίς  Spa σάν, τάλαιν’, άμαυροϊ ζόαν;

The C horus o f women sym pathize w ith the queen and p re ten d  to  be ignoran t o f 
w hat has happened.
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Proetos on the  stage who believed thoroughly the accusation and tho u g h t 
he knew everything. And not only th a t, Euripides would have obviously 
caused Proetos to  also find it in his own in terest to  pretend to 
Bellerophon and the others (except of course his wife and the  Nurse, 
who doubtless revealed the alleged rape to  him ) th a t  he did not know 
anything a t all, th a t  in fact he was as good a friend and on such good 
term s with Bellerophon as he had ever been. In addition to other d ra 
m atic tricks we shall see, this extrem e degree of tragic irony would ren
der this p lay really tragic with a tinge of fine, in places sarcastic, hum our.

D ram atically, Bellerophon cannot have known for a relatively 
long tim e th a t he had been accused and th a t  Proetos knew som ething 
regarding him  and Stheneboea, for if he had known th a t  he had been ac
cused, he would not have gone to lobates on the kind of mission on which 
he was sent; he would have tried  to avoid being caught in the trap . On 
the other hand, if Proetos had sensed th a t  Bellerophon knew even the 
least th ing abou t the accusation, he would not have trusted  him to  carry 
out the mission. He would have thought th a t  it would be a very good 
chance for Bellerophon to  get aw ay unscathed. But the  tragic irony 
doubtless reached its peak w ith Bellerophon and Proetos in the second 
episode. Very soon, in the prologue, the young m an indeed expressed 
his wish to  go away, b u t he certainly did n o t tell Proetos th a t  he w anted 
to  free himself from the  lady’s repeated, tem pting  advances made through 
the old Nurse. One imagines Proetos and Bellerophon, host and guest, on 
stage conversing about th a t 'im p o rtan t’ mission to Caria1. They seem to 
be on the best of term s. A lthough the  king is pretending, Bellerophon is 
really sincere. Proetos holds a w ritten  tab le t in his hand, and the 
young m an looks up to  him  with respect and compliance. After Proetos 
gives some prelim inary instructions, bo th  men agree w ith pleasure th a t  
this long trip  should be undertaken. In the actual play, bo th  Proetos and 
Bellerophon m ust have wished the  same thing, their separation once and 
for all, b u t for quite different reasons—The question here is who brought 
the subject up first. We m ay suppose th a t  the noble nature and good 
intentions of Bellerophon, which he already shows in the prologue, 
caused him to  express his wish first, which Proetos was only too 
glad to  grant—.Proetos probably tried  somehow to  give some m ean

1. W ilam ., 'D e  E ur. S th en .’, Class. Philol. II I . 3, 1908, p. 228, n. 4: «Cariam  pro 
L ycia appella t poeta . N im irum  Lycii usque ad annum  439 Cariae provinciae ab 
A theniensibus e ra n t a ttr ib u ti.»
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ing to  this kind of mission and stressed its significance. Confidence was 
of param ount im portance; the  message was w ithout doubt stated  in the 
le tte r Bellerophon apparently  was to  hand to  Iobates in person. I t would 
of course have added to  the dram atic effect of the scene, if in answer to  
Bellerophon’s question, w hat th a t  message in the le tter contained—so 
th a t, if it were lost or destroyed, he would be able to  deliver it orally to 
the recipient—Proetos had made up something quite fictitious. This 
would have heightened the irony of the scene in its tragicom ical phase 
for the audience1. The poor young m an, who certainly could no t imagine 
w hat Stheneboea had contrived in the meantim e, would have shown 
himself happy and grateful th a t  he was in a position to  obtain  tw'o things 
a t the same tim e: to  get aw ay from som ething th a t vexed him  so much, 
and to  render valuable services to  the m an to whom he was thankfu l (no 
less now th an  in the  past).

The probability  of this arrangem ent is supported by  three different 
kinds of evidence: by  the plot of the  play (and the account in the  Iliad,), 
by  the nature of the P o tiphar motif, in which intrigue and irony are in
separably interwoven, and to  some  ex ten t by  vase-painting2.

To continue w ith our reconstruction, Bellerophon m ust have thanked  
Proetos cordially and sincerely for his kindness and generosity and, 
after tak ing  leave, the young hero set out. One can imagine him walking 
away on the stage and holding the "valuable’ tab le t in his hand, believ
ing it to be in some way a le tte r of recom m endation as well.

The Chorus probably then  sang the  second stasim on. A bout w hat? 
Possibly som ething about hypocrisy and double-facedness, about reality  
and phaenomena, cruelty and innocence.

This scene m ust have given grounds for serious though t am ong some 
of the  A thenian spectators. A t least a few of them  surely considered the 
situation  from a realistic point of view as well, as they  concentrated on 
th is very rem arkable scene and inevitably formed their own opinions. 
U ntil the next scene they  were certain ly  preoccupied w ith w hat they  
had ju s t watched. If we could only have peeped into the  m ost p rivate 
p arts  of their brains and read their ideas, we would m ost likely have 
found there an innocent Bellerophon, smiling and happy because he was 
going aw ay w ithout offending either his host or his hostess. And not only 
th a t—he had got everything he needed for the trip —money, food, and

1. Cf. I. T. 755-795; som ething of th e  sort, though not quite the sam e.
2. See E xcursus: V ase-pain ting  on the Stheneboea, pp. 70 ff.
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other things. He was tak ing  the message from one host to  the other. How 
good was the world ! How could one not be thankful to  men and the gods.?

Then w'ould appear the image of Proetos. bursting out in sarcastic 
and irresistible laughter.W hen he managed to  stop, he would say, «T hat 
dupe! He cannot have the least idea w hat is aw aiting him. He th inks 
I was a sim pleton like him  to swallow w hat the others tell me. W hen he 
gets snared in my trap , he will realize how clever I am. But I will teach 
him never to  touch another m an’s wife again, particularly  his host’s».

And last would appear the cunning Stheneboea herself. She would 
say som ething like, «How nice to  play coy and prudish and do your work 
tidily  and safely. Truly, all men are stupid, some more th an  others. 
Look a t th a t  young boy, so innocent and shy. How could he dare say a 
word? Perhaps I still love him? No, I hate h im ! He m ust pay for scorning 
my love. And th a t old fool, my husband, he believes so easily w hatever 
I tell him. B ut he loves me. Would he, if he found out I was willing to cheat 
him?» «T hat is w hat tragic irony means, and there is a lot of it in 
this scene», someone in the audience would probably have said, and an 
other m ight have added, «Should you n o t b e tte r call it sarcasm?»

Some serious problems arise here, m ainly the question of how Bel
lerophon reached Jobates’ country and how, after th a t, he slew the Chi
maera. The plot is so brief th a t  im portan t details are left out. I t in tro 
duces Pegasos ra ther late. T h a t was, as we shall see, an innovation, 
som ething spectacular, when Pegasos appeared on the stage. B ut a t this 
point we m ay have to  make some assum ptions after we examine the 
evidence. Luckily some very good evidence as well as dram atic reasons 
speak for the use of Pegasos by Bellerophon m uch earlier than  his ap 
pearance on the stage. Once Euripides decided to use Pegasos in his play, 
following to  some ex ten t the  m yth, and, as th is device was a useful 
dram atic trick, he would, we expect, have m ade full use of it in ty ing  
together some parts of the  m yth  and would not have limited himself 
to  having it used by his hero only as a m eans of bringing about Sthene- 
boea’s punishm ent. We have a fragm ent from the play in Photios s.v. 
άθήρ1, in which Bellerophon, after he has come back to  Tiryns, reports 
th a t  he has used Pegasos to  kill the Chimaera. This, as we have seen,

1. λέγεται μέν ουν καί έπιδορατίς. λέγεται δέ καί άθήρ πυρός, ώςΕύριπίδης Σθενεβοία' 
παίω Χίμαιρας εις σφαγάς, πυρός δ’ άθήρ 
βάλλει με καί τοϋδ’ αιθάλη πυκνόν πτερδν 

cf. R eitzenstein , Der A n fa n g  des Lexikons des Photios, Leipzig u. Berlin 1907, p. 42, 
20; W ilam ., Class. Phil. III. 3, 1908, p. 229; G. Sellner, op. cit., pp . 54 f.

4
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was already an established part, of the  trad ition , and Hesiod and P indar 
m ention it as well. Euripides brings up this incident very briefly once 
again in Electra  (verses 472 ff., see footnote) where he calls Pegasos ΓΙει- 
ρηναΐος. This coincides w ith P indar’s account (Olympia  XIII. 61 ff .) th a t  
the horse, when he was drinking a t the fountain ΓΙειρήνη1 was caught 
and tam ed by the young hero Bellerophon, who achieved this after 
A thene2 gave him a bridle w ith a golden band. Until then  he had suf
fered sorely.

Exactly  a t this point Homer w tites (Iliad  Z -6-, 171),

αύτάρ ό βή Λυκίηνδε θεών ύπ’ άμύμον, πομπή.

This great favour on the p art of the gods, exhibited tow ards the son of 
Δαμαΐος, «the tam er of the horses»3, could very well have m eant for 
Euripides the possession of Pegasos. Bellerophon needed the horse badly  
for the  trip . His fellow7 men had actually  betrayed him; the gods would 
have pitied him in this plight, if ever, and according to  the best evidence 
we have, Πειρήνη was close a t hand. Euripides needed this useful trick 
no less th an  his hero to minimize spatial and tem poral distance, for by 
this means un ity  of tim e would no t be so b latan tly  broken, and occur
rences th a t would otherwise be clearly impossible could then  be depicted 
in a plausible way. W hat in norm al circum stances would take m onths 
to  do could be accomplished relatively quickly and w ithout m any com
plications by  using this m ythological device. Moreover, everyone under
stood th a t in the world of th ea tre  allowances had to  be m ade for things 
th a t  were not absolutely congruent w ith w hat they  considered reality.

In the th ird  episode, w ith Bellerophon absent, we could expect scenes, 
in which Stheneboea and her Nurse would have much to  say, possibly 
by themselves, in small monologues. There would also be occasional com
m ents by the Chorus, and perhaps a dialogue between the queen and her 
old servant. We would expect S theneboea in th is p a rt of th e  p lay to  ex
press some kind of remorse and perhaps a sort of repentance for having

1. E ur. Electro :...περιπλεύ- /ρω δέ κύτει πύρπνοος ί -  /σπεύδε δρόμω λέαινα χα- /λαϊς 
Πειρη-/ναϊον όρώσα πώλον. C orinth is called by  P in d a r δστυ ΓΙειράνας.

2. See also above; Paus. 'C o rin th iaca’ II. 4,1 says on th is: (χαλινίτιδα) ’Αθήναν 
γάρ θεών μάλιστα συγκατεργάσασθαι τά τε αλλα Βελλεροφόντη φασί καί ώς τόν Πήγασόν 
οί παραδοίη χειρωσαμένη τε καί ένθεϊσα αύτή τώ ιππω χαλινόν.

3. T h a t is Poseidon; in h is capacity  as m aste r o f ho rses, he bears the
nam e Ά μ φ ιδά μ α ς, Ιπ π ο κ ρ ά τη ς , 'Ιππομένης, Ίπ ποκ όω ν , Ποσειδών "Ιππ ιος, while
elsewhere he is called κυανοχαίτης (Horn. II. 20, 144, Od. 9, 536, H esiod Theog.
278), ένοσίχθων (Horn. 11. 7, 445), γαιήοχος έννοσίγαιος (Horn. II. 13, 43).
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accused the m an she loved and having planned his death. She would 
think, «He m ust be dead by now.» In this psychological situation it is
almost certain th a t  her hatred  would abate  and her passion would
grow again. This seems to be expressed by the Nurse in fr. 664:

πεσόν δέ νιν λέληθεν ούδέν έκ χερός,
άλλ’ εύθύς αύδα 'τω  Κορινθίω ξένω’1, 

who describes her m istress’s persistent recalling of Bellerophon’s name 
as an indication of her great love for him. It m ust have been so strong 
th a t Stheneboea often showed herself obsessed and absent-m inded. Her 
husband m ay have suspected something of her love for his former guest, 
but, in view of the accusation brought against Bellerophon, he was 
doubtless quickly misled. Something of this sort is suggested by A risto
phanes (Thesm. 399 ff .):

...τοιαΰθ’ ούτος (sc. 6 Ευριπίδης) έδίδαξεν κακά 
τούς άνδρας ήμών ώστ’ έάνπερ τις πλέκη 
γυνή στέφανον, έραν δοκεΐ" καν έκβάλη 
σκεΰός τι κατά τήν οικίαν πλανωμένη, 
άνήρ έρο.>τα, 'τω  κατέαγεν ή χύτρα; 
ούκ έ'σθ’ δπως ού τω Κορινθίω ξένω’2.

This could be rendered as follows, «.....surely it can’t  be otherwise ex
plained. I bet you are dream ing again of the Corinthian guest.»
T hat fragm ent together w ith A ristophanes’ parody, which depicts the 
psychological situation of a woman in love, is a useful b it of inform ation 
th a t throws light on some dark  points in the  plot of the play. It m ay well 
point to  the solution of the difficulty th a t  will soon arise: th a t  is, how 
Bellerophon managed to  m ake Stheneboea follow him, for the  plot is 
not very clear as to  w hether he threatened her when he came back or 
pretended to  be in love w ith her3. Indeed, it suggests th a t  he did both.

1. A then. X p. 427 E . (fr. 664 N auck2): τοϊς δε τετελευτηκόσι των φίλων 
απένεμον τά πίπτοντα της τροφής άπό των τραπεζών διό καί Εύριπίδης περί τής Σθενεβοί- 
ας φησίν, επειδή νομίζει τον Βελλεροφόντην τεΟνάναι, 'πεσόν - ξένω-’ H esychios II. ρ. 512 
(ed. Κ. L a tte , Copenhagen, J966), s. ΚορίνΟιος ξένος' έπί των τάς λάταγας ^'.πτούντο^ν 
(Ar. Thesm . 404). [*κορίννουσι' κονιορτόν έγείρουσιν Α ] άπό τής παρ’ Εύριπίδη Σθενεβοί- 
ας τφ  Βελλεροφόντη άποχευούσης (fr. 664 Ν.2), ώς δέ "Ατταλος έν τω περί παροιμιών, 
in i τφ .,.διά κάλλος ώς ό Βελλεροφόντης.

2. C ratinus (Fr. Com. Gr. II , ed. A. Meineke, XVI. p. 179):
πιεϊν δέ θάνατος οίνον ήν υδωρ έπή. 
άλλ’ ίσον ’ίσω μάλιστ’ άκράτου δύο χόας
πίνουσ’ άπ’ άγκύλης έπονομάζουσα (-σ’ άεί op. cit. I. X V I, ρ. 59. 1847) 
ί'ησι λάταγας τω Κορινθίω πέει.

3. On the o ther hand  we m ust no t forget th a t  th is p lo t has m any gaps w hich
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Almost the  same idea occurs in fr. 665:
τοιαϋτ’ άλύει- νουθετούμενος 8’ έρως 
μάλλον πιέζει.

P haedra says about the  same th ing  in H ippolytos , verses 398 ff.,
την ανοιαν εύ φέρειν 

τ ω  σω φρονεϊν ν ικ ώ σ α  προυνοησάμην.
τοισίδ’ ούκ έξήνυτον

Κύπριν κρατησαι...

W ilam owitz also places these fragm ents (664, 665 and 6631) here and 
righ tly  rem arks th a t we have, so to  speak, another prologue in this 
p a r t of the  play.

Possibly w ith some com m ents from the Chorus, this episode came 
to  its end. The choral ode th a t  followed, the th ird  stasim on, probably 
dealt w ith love and its overpowering character. Possibly also w ith  the 
two kinds of love, a them e th a t Bellerophon brought up briefly in 
the  prologue and which appears as a topos in a num ber of tragedies, 
particu larly  those of Euripides. The women of the Chorus had in all 
likelihood ju st witnessed a clear instance of th a t  in their m istress Sthene
boea, b u t they  could have reported  a few cases from their stock of 
m yths and legends. One would expect them  to have also broadly hinted 
a t some unexpected tu rn  of events th a t  the  future m ight have in store 
for the  house of Proetos.

By the end of the ode and a t the beginning of the fourth episode, 
Bellerophon m ust have stepped on to  the stage, leading a real steed th a t 
was very probably fitted  w ith long, ou tstretched wings in the way 
vase-painting and a rt objects depict Pegasos2. The fragm ent from Pho
tios belongs here3:

παίω Χίμαιρας εις σφαγάς, πυρός δ’ άθήρ 
βάλλει με καί τοϋδ’ αιθάλη πυκνόν πτερόν4.

This comes from the hero’s account of the experiences he had appar
ently  from the  tim e he left the palace until he came back. This descrip
tion was like a sort of messenger’s speech, delivered by the  actor and

have been filled in by  the pa in s tak ing  efforts of a g rea t num ber of scholars; see 
N auck2, TG F  ('Sthen.M.

1. W ilam . op. cit.., pp. 228 f. In  connection w ith  fr. 663 see below.
2. See E xcursus: V ase-pain ting  on the Stheneboea.
3. See also above, p. 57.
4. E m endav it W ilam ow itz Χίμαιρας e t αιθάλη (coniciens Χίμαιραν et αίθαλοΐ) 

in  A c tis  Berol. 1907, 4.
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'p a rtic ip an t’ in the  experiences themselves. He m ay have been prom pted 
to  give his account by im patient questions either from the Nurse or the 
Chorus-ieader or both, who were astonished to see him back safe and 
sound. W ilam owitz seems to  be right when he rem arks with regard to  
the horse th a t the A thenians (would have laughed and no doubt been 
very amused when th e y ) saw a real horse fitted  w ith  wings being led 
by an actor1. Even the mere appearance of the horse on the stage would 
have been very exciting and thrilling especially for a num ber of well-to- 
do young A thenians who were fond of horsem anship or who bet a t the 
horseraces. A glimpse of this in the Clouds of A ristophanes helps us to  
appreciate the vivid in terest th a t  this scene probably elicited.

In this episode, we can be alm ost certain th a t there was a scene 
w ith Bellerophon and Proetos and one w ith Bellerophon and Stheneboea. 

W hen the young m an was forced by lobates to  fight the m onster, he 
m ust have realized2 th a t  he had been accused by the woman and plotted 
against by her husband. His reason for coming back was to  m ete out 
punishm ent. In accordance with the sum m ary account of the play we 
have, he would first have reproached Proetos, b u t in all likelihood he did 
not then reveal th a t  he had been repeatedly tem pted by Proetos’ wife. 
His in tegrity  and honour would not have allowed it, and in th is he was 
very like Hippolytos. T hat is why in the fragm ent 667, 

τις άνδρα -ημα ξεναπάτην; 
which m ay have been spoken by Bellerophon, Proetos appears to  be 
blam ed for w hat he has done to him , his guest.
In this scene we have the  άγων λόγων of the  play. Both d isputants have 
or, b e tte r expressed, th ink  they  have good reasons for accusing each 
o ther and defend them selves. Bellerophon blames Proetos for having 
wronged him, for having disregarded Zeus’ precepts concerning the pro
tection of guests, while the host3 for his part, believing th a t he has been 
cheated, insists on accusing his guest, who in his eyes has abused k ind
ness and friendship, of misconduct. The virtuous character of th e  hero 
is dem onstrated a t this point: He is innocent; he has been accused alto 
gether falsely and, although no oath w hatsoever binds him to m aintain

1. W ilam ow itz, op. cit., p. 229 says: «...nobilem  equum  liben ter com m odabat 
choragus, libentissim e sp ec tab a t populus equ itand i stud io  ardens.»

2. O r after the deed, lo b a te s  showed the tab le t to  him ; see A pollod. Bibl. 
I I  3, 2:... τά τε γράμματα έδειξε καί παρ’ αύτω  μένειν ήξίωσε.

3. Ι.Α . H artu n g , E uripides res titu tus, v o l.I  (H am burg 1843), p. 81, assignsProe- 
tos in this con tex t fr. incert. 988: τέκτων γάο fi>v επρασσεςού ξυλουργικά. The fragm ent 
is of very  general n a tu re ; it  w ould su it m any a con tex t and situa tion , and we can
n o t say  w ith  m ore p lausib ility  th a t  i t  comes from  th is p lay  th an  th a t  it  does no t.
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secrecy or prevents him  from revealing the tru th  and refuting the accu
sation, he nevertheless prefers suffering this abuse to  irretrievably ta r 
nishing the honour of a m arried woman and breaking up a home. T hat 
is the  hero’s a ttitu d e  in the prologue; this is his position here: it is a t
tested by the  course of events in the dram a, and by the words of fr. 671: 

κομίζετ’ εί'σω τήνδε" πιστεύειν δέ χρή 
γυναικί μηδέν δστις εύ φρονεί βροτών1.

Judging from these ideas, Euripides presented to  the A thenian p ub
lic new notions of a m orality far superior to  th a t of the everyday prac
tice. They are based on in tegrity  of the character and stand next to 
C hristian ethics. Bellerophon is in th is respect a be tte r m an and much 
more likable th an  Hippolytos, a t least the one we get to  know in Hip-  
polytos  II.

Bellerophon m ay have been ju st as b itte r and angry, and perhaps 
angrier w ith Stheneboea for w hat she had done. In a scene w ith her, he 
m ust have shown how he felt. Thus w hat we read in the plot surprises 
us a t first glance because it is som ething we do not expect. N onethe
less it m ay be the case after all. We read άνέσεισε δέ τήν Σθενέβοιαν ώς 
<είς> τήν Καρίαν άπάξων. μαθών δέ παρά του2 έκ Προίτου δευτέραν επιβουλήν 
φθάσας άνεχώρησεν. Here is the difficulty mentioned above: The arrange
m ent practically doubles the essential features of the plot—accusation ο i 
the p art of the  wife and scheming on th a t  of her husband. Although 
this is som ewhat unusual, there are good dram atic reasons th a t  would 
have suggested this handling of the action to  the tragedian. There are 
no reasons or evidence against it. On the contrary , some indirect support 
for our in terpretation  conies from the very great passion of the  heroine3. 
The more Stheneboea is despised and tem porarily reacts with her appar
ent hatred, the more her love grows for Bellerophon, who ignores her. 
Moreover, if Stheneboea is to  be compared, as was done4, to  the Phae
dra of the Hippolytos,  we would expect th a t she, too, would try  to  seduce 
Bellerophon in person and on the  stage®, and no t simply send him a mes
sage through her Nurse, as she does in the prologue. I t seems certain  th a t 
Bellerophon a t this stage was presented by the poet as no t prepared or

1. See below, p. 68.
2. παρ’ αΰτοϋ cod., παρά του corr. R abe, Sellner, v. A rnim , παρ’ αύτής W ilam .; 

see below, pp. 64, 69 f.
3. See above, p. 59, and below 69*.
i .  See above, p. 45.
5. This is apparen tly  the case in the first H ippolytos. See my w ork, 'Ο  Ιπ π ό λ υ 

τος τον Εύριπίόη και ή Φαίδρα του Σενέκα. Συγκριτική μελέτη..., ’Ιωάννινα 1982.
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w anting to carry  out any plan of revenge. He doubtless only went so far 
as to  accuse and probably menace. He surely th reatened  to  take the 
shameless woman with him  to Caria, and she, we presume, m ust have 
been very happy, if he really m eant it. She m ay have made new advances, 
this tim e in person, and used enticing new means, which, however, the 
young m an probably b lu n tly  rejected. Here he m ay very well have said 
(fr. 666):

ώ π α γκ α κ ίσ τη  κ α ί γυνή· τ ί  γάρ  λέγω ν
μ εϊζόν  σε το ΰ δ ’ ονειδος έξ ε ίπ ο ι τ ις  άν;

The speaker of these words is obviously a man, as is shown from the 
participle λέγων. They could not come from a servant or another subject 
of the queen, for they  are bold and insulting. It is also im probable th a t 
Proetos could have said them . Thus there is no doubt th a t  they  m ust 
have been spoken by Bellerophon, whom th ey  fit in this context. But 
the problem  is more complicated with regard to  the person to  whom these 
words are spoken, for it is possible that, if Stheneboea kept sending 
her messages through the  Nurse and did not appear herself, Bellerophon 
would say these things to  the queen’s old maid. This isW ecklein’s view1. 
Although the  natu re  of the subject does not allow any categorical asser
tion, this assum ption does not seem probable: The Nurse, as we hear in 
the  prologue, has repeatedly tried and failed2. Stheneboea would no longer 
have any reason to save face, and, after w hat had happened, she could 
be expected to  be as bold-faced, shameless and reckless as a woman who 
deserves to  be characterized as a «prostitu te»3. Her passion appears to 
have been so great th a t  no restra in t or consideration of decorum could 
stop her. For the d ram atist such a change would have been welcome. 
Lastly b u t not less decisively, th is insult «παγκακίστη καί γυνή» expresses 
a term  th a t describes her shamelessness b e tte r th a t  any other, and suits 
Stheneboea, not her Nurse, who acts under the instructions of her mistress 
and w ithout any responsibility. In any case, Stheneboea, frustrated  in 
her new effort to  entice Bellerophon, m ust have been rejected and, ac
cording to  our assum ption, this tim e personally. As her husband cannot 
have known th a t her first accusation of rape or attem pted  rape against 
the  young m an was groundless and since the accused obviously kept 
quiet, she doubtless decided on a m om entary  impulse and w ithout much 
ado, out of hatred  and in reaction to  having been again trea ted  w ith

1. Cf. N auek2, TGF, p. 570 (fr. 666).
2. See above the re levant section, pp. 52 f.
3. See pp . 45, 62. Notice also th a t  in the prologue, vv. 9 ff., it  is the m is

tress w ho is reproached, no t her N urse.
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contem pt, to  pu t forward new slanders. This tim e she m ust have had 
more to say—th a t the reckless m an had threatened to  take her away to 
Caria by  force. This natu ra lly  caused Proetos to  devise a new plot. Bel
lerophon wras probably somehow informed by a th ird  party , possibly a 
servant, he m ust then  have cast aside m oral scruples and taken im m e
diate action, anticipating the new scheme of Proetos1. We can assume 
th a t  in a scene between Stheneboea and Bellerophon the young m an 
m ade love to her2; the woman was very surprised and perhaps asked 
him about the sudden change of his feelings, b u t he probably claimed 
he had been blind no t to  have paid atten tion  to  her for so long for 
one reason or another. Stheneboea, after believing his words, m ay have 
consented to  go w ith him, saying w ith fr. 663 th a t it really m ust be so:

ποιητήν 8’ αρα 
’Έρως διδάσκει, καν άμουσος ή τό πρίν.

Our sources on this point are ra th e r scanty, and in the  reconstruc
tion of this scene we go somehow further th an  our evidence entitles us, 
bu t I cannot th ink  of another way th a t  Bellerophon could have made 
Stheneboea follow him of her own accord. Her great love, which we have 
seen above, can very well explain the situation along these lines, and 
w ithout it the play could not be brought to  this denouement.

Stheneboea and Bellerophon then probably quickly agreed th a t 
they  should leave the palace. Some small fears th a t  the queen m ust 
have expressed as to  how she could m anage to  travel the distance are 
things we would expect to  hear here. An echo of her fears m ay well be 
fr. 669:

πέλας δέ ταύτης δεινός ί,'δρυται Κράγος 
ενθηρος, ή ληστήοσι φρουρεΐται.. 
κλύδωνι δεινω και βροτοστόνω βρέμει 

(Βελλ.) πτηνός πορεύσει-
and Aristoph. Peace 124 ff.
(Παιδίον) καί τις πόρος σοι τής όδοϋ γενήσεται;

ναϋς μέν γάρ ούκ άξει σε ταύτην τήν οδόν.
(Τρυγαϊος) πτηνός πορεύσει πώλος· ού ναυσθλώσομαι.

(Πα.) ουκουν έχρήν σε Πηγάσου ζεϋξαι πτερόν.
οπως έφαίνου τοΐς θεοΐς τραγικώτερος;

t .  Notice the particu la r em phasis on δευτέραν έπιβουλήν φθάσας and δίς γάρ έ- 
πιβουλευθείς ύπ’ άμφοτέρων.

2. F o r evidence on th is point see p. 69 and m ainly 69*.
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(Πα.) τί S’, ήν ές υγρόν πόντιον πέση βάθος;
πώς έξολ'.σΟεΐν πτηνός ών δυνήσετα'.:

(Τρ.) επίτηδες ειχον πηδάλιον, φ χρήσομαι.'
τδ δε πλοΐον εσται Ναξιουργής κάνθαρος.

(Π α .) εκείνο τήρει, μή σφαλείς καταρρυης
εντεύθεν, εΐτα χωλός ών Εύριπίδη 
λόγον -αράσχης καί τραγωδία γένη.

(Τρ.) άλλ’ άγε, Πήγασε, χώρει χαίρων,
χρυσοχάλινον πάταγον ψαλίων 
διακινήσας φαιδροΐς ώσίν.

I t is not mere chance th a t  in the play of A ristophanes these verses 
are spoken by (one of) Trygaeos’ daughter(s) to  her father. Surprised 
and anxious, she there asks her father, who is going to  m ount a huge 
beetle as another Bellerophon m ounting his winged horse Pegasos, all 
about the dangers involved. Stheneboea probably did likewise tow ards 
her lover1. The case is somewhat parallel. Bellerophon seems to  have eas
ily overcome her weak objections. One would expect him to have said 
to  her, among other things, as Trygaeos does to  his daughters, πτηνός πο- 
ρεύσει πώλος· ού ναυσθλώσομαι, «the horse will get along flyng: I am  not 
going by sea». In this context he (Bellerophon ) m ight also have m en
tioned th a t one hopes to  be lucky as well, for w ithout luck, striving after 
something is no t sufficient. Bellerophon was in a position to  know more 
about this th an  anybody else in the play. He himself, as we have seen, 
had to  try  hard to  catch Pegasos, and in spite of his great efforts, he 
would not have achieved it, had not A thene come to  his aid2. So it is 
not unlikely th a t  fr. 668,

άνευ τύχης γάρ, ώσπερ ή παροιμία, 
πόνος μονωθείς ούδέν ωφελεί3 βροτούς, 

belongs in this context and is spoken by Bellerophon.
Stheneboea, seeing apparently  no point in delaying any longer, i’ol-

1. H . v . A rnim , seeing a close connection betw een the (first three lines of) fr. 
669 and  the w ords of fr. 670 th a t are spoken by  the fisherm an, a ttr ib u te s  the form er 
to him  as well.

2. See above, pp. 48,58.
3. In  S tob. F lor. 29, 36 (Nauck2, fr. 668, p. 570) we get οΰκέτ’ άλγύνει; this does not 

m ake sense in  the con tex t. V arious em endations have been proposed. I find 
Blaydes’ suggestion ούδέν ώφελεΐ βροτούς (G. Sellner, De Eur. S th en ., quaest. selectae. 
Diss. ienae  1910, p. 61) n o t fa r off the point.
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lowed Bellerophon. It is probable th a t the Chorus did not appear during 
this scene which prepared everything for the ensuing elopement. Their 
presence would have been em barrassing, ap art from the fact th a t, until 
Bellerophon and Stheneboea were safely out of reach, secrecy was ne
cessary.

Then the Chorus alone on the stage had its fourth  stasim on. W hat 
they  sang we do not know, but, judging from other plays and from the 
way the Chorus usually behaves, we would expect them  to have expressed 
some ideas of what passion and in particu lar love can do, possibly 
also foreboding of an im pending calam ity th a t  had been looming over 
the palace for a long time. But if the Chorus did not know m uch about 
the elopement, it is m ost likely th a t the Nurse, S theneboea’s confidante, 
did, and, sym pathizing with her m istress’s suffering, not only kept quiet 
bu t helped her as well.

In the  fifth and last episode and directly after the choral ode, the 
king m ust have been on the stage, very agitated. He had certainly no
ticed his wife’s absence and th a t  Bellerophon was not to be found either. 
Something appalling had happened. The Nurse probably pretended ig
norance, while the Chorus showed them selves very perplexed. At this 
point we would expect the Messenger to  run panting on to  the stage and 
deliver his speech in the usual way Euripides constructs such speeches. 
To it apparently  belongs th a t p a rt of the argum ent th a t  states: άναθέμε- 
νος δέ επί τον ΙΙήγασον τήν Σθενέβο'.αν μετέωρος έπί τήν θάλασσαν ήρθη. 
γενόμενος δέ κατά Μήλον τήν νήσον ταύτην άπέρριψεν. αύτήν μέν οΰν άποθα- 
νοΰσαν άλιεΐς άναλαβόντες διεκόμ'.ταν εις  τήν Τίρυνθα.
This speech, we expect, was a good specimen of tragic description and 
inspired artis ts  in general and in particu lar the one who depicted this 
tragic scene on a m ulticoloured bowl (crater) in the H erm itage1 Museum. 
Stheneboea is shown being throw n from the horse into the sea.

The Messenger, who is supposed to be an eye-witness of the  tragic 
incident, possibly was one of the fishermen who pulled the  drowned 
wom an out of the w ater and carried her to  the sovereign of the land of 
Tiryns. If so, the circum stances were explained and the  Messenger as 
well as the fishermen, his companions, considered it their obligation to  
carry Stheneboea to  Proetos’ house. One would norm ally th ink  th a t  in 
the  play they  functioned in one way or another as his subjects. On this

1. See E xcursus: V ase-pain ting  on the Stheneboea, pp. 70 ff. S tip h a n i C.- 
R en d u  de 1863, p. 244; A nnali, 1874, p. 35 n° 77; cf. Sechan, Et. s. 1. tragedie 
grecque, pp. 500 f., fig. 148.
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assum ption the Messenger would have run ahead of the others to  bring 
the  bad news to  the  king of the  country, w'hile his friends were still some 
distance behind, carrying the corpse1. They appeared on the stage by 
the end of the speech to  prove the tru th  of his delivered message. Among 
other com m ents the Messenger would possibly have made as leader of 
the band of fishermen are the words of fr. 670:

βίος δέ πορφυρούς θαλάσσιος 
ούκ εύτράπεζος, άλλ’ επάκτιοι φάτναι. 
ύγρά δέ μήτηρ, ού πεδοστιβής τροφός 
θάλασσα- τήνδ’ άροϋμεν, έκ ταύτης βίος 
βρόχοισι καί πέδαισιν ο’όκαδ’ έ'ρχεται2.

Proetos was no doubt a t his w its’ end and desperately confused, for 
he had not yet understood some essential details as to  how and m ainly 
why this had happened. W hat was the m otive, if there was one, of the 
wrong-doer? The explanation and the clearing up of m isunderstandings 
in such cases is regularly performed by the deus ex machina or somebody 
who can replace him. And here Bellerophon in all probability  played 
this role3. W e would expect Bellerophon during the denouement of the 
play to  appear on a sort of contrivance representing Pegasos, high above 
the stage and out of reach of the king. Completely safe now from 
this position as the hero and more than  th a t as one evidently favoured 
by the  gods, he would explain to  his former host who was responsible 
for all this and how it had happened—T hat he had been repeatedly tem p t
ed and, because he did no t w an t to  dishonour Proetos, he had not giv
en in to  Stheneboea’s request; th a t  in consequence of this he had been 
accused of violating her or of having a ttem pted  to  do so; th a t he, Proe
tos, w ithout having inquired as to the tru th  of the accusations, had 
plotted  twice against his life. Now due punishm ent had been m eted out: 
The woman, who was the au thor of this scandal, had paid w ith her life; 
Proetos himself w ith his deep sorrow. Misled by his excessive love for 
his wife and the  tru s t he placed in her4, he had misused and broken Zeus’

1. Cf. H ipp. 1346-7 and  Bacchae 1167-8.
2. A th . x  p . 421 F .; cf. N auck2, fr. 670, p . 571; L obeck’s suggestion πορφυ- 

ρέως in P h ry n . p . 234 (or M eineke’s πορφυρέων A th . 4 p. 187) is preferable.
3. A good parallel scene a t  this po in t of the exodos is th a t in the Medea

1320 ff.: λέγ’, εϊ τι βούλϊ), χειρί 8’ ού ψαύσεις ποτέ.
τοιόνδ’ όχημα πατρος "Ηλιος πατήρ 
δίδωσιν ήμΐν, ίρυμα πολέμιας χερός.

Bellerophon m ight also have said som ething along these lines.
4. These two are basic tra its  in all P o tip h a r m otif stories.
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ordinances for the protection of guests and suppliants. This is evidenced 
by the last words of the plot: πάλιν δέ έπιστρέψας ό Βελλεροφόντης προς 
τον Προΐτον αύτός ώμολόγησε πεπραχέναι ταϋτα- δίς γάρ έπιβουλευΟεΙς ύπ’ 
άμφοτέρων, δίκην είληφέναι τήν πρέπουσαν, τής μέν εις τό ζήν, του δέ εις 
τό λυπεΐσθα.

After this explanation Proetos, full of contrition, says (fr. 671): 
κομίζετ’ εϊσω τήνδε- πιστεύειν δέ χρή 
γυναικί μηδέν δστις ευ φρονεί βροτών1.

These are among the last words th a t we would hear in the play. The ek- 
kyklem a would then have tu rned  round, brought the  corpse inside the 
house, and the tragedy doubtless ended w ith few typical verses on the 
p art of the Chorus, ju st as happens in m any other Euripidean tragedies.

1. H ipp. verses 1250 ff. express m ore or less the sam e sense: 
άτάρ τοσοϋτόν γ ’ ού δυνήσομαί ποτε, 
τδν σόν πιθέσθαι. πχϊ3’ δπως έστΐν χαχός, 
ούδ’ εί γυναικών παν κρεμασθείη γένος 
καί τήν !ν "Ιδηι γραμμ-άτων πλήσειέ τις 
πεύκην έπεί νιν έσθλδν δντ’ έπίσταμαι.
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EXCURSUS

on the  plot of Euripides’ play:
ST H E N E B O E A

παρ’ αύτοϋ cod., παρά του Rabe, παρ’ αύτής (sc. Σθενεβοίας) W ilamo- 
witz, who thus gives a somewhat different in terp retation ; b u t δίς γάρ 
έπιβουλευθεις ΰπ’ άμφοτέρων cannot be well reconciled w ith his view, it 
would b e tte r fit in w ith  the  in terpre tation  attem pted  above.

The poet apparen tly  avoided depraving his hero. He cannot have 
found the first accusation sufficient to  m ake Bellerophon punish S the
neboea so severely*, and, as dram atic considerations demanded, he m ust 
have created a sort of balance between m alignant and slanderous accu
sation on the  one hand and severity of punishm ent on the  other. The rel
atively young d ram atist1 probably did this as an experim ent w ith his 
technique by which he w anted to  tes t its efficacy. Thus another intrigue 
certain ly  ensued which involved more inextricably the persons already 
im plicated—Stheneboea more shameless and dangerous for the young 
m an, and her husband, as an instrum ent in the  hands of his wife, lacking 
the ability  to  understand  w hat was happening. B ut m ost of all it would 
have given the  action proper a new impulse aiming a t arousing th e  in 
terest of the spectators a t a tim e when the  dram a was slowing down in 
its  fourth  episode, and it would thus have reinforced Bellerophon’s rea
son for righteously punishing the  wrongdoers.

The fourth episode, as we have sketched it, seems indeed overload
ed, and one m ight wonder if so m uch could fit in, b u t we know well 
th a t  the d ram atist finds his own ways by arranging some things behind 
the scenes or of assuming others and presenting on the  stage only their 
final resolutions, while comments and indirect reports help to  complete 
the  picture.

* Schol. Ven. A r. Pac. 140 (cf. Suid. v. τραγικο>τκροζ): δοκεϊ 6 Βελλεροφόντης τήν 
τοΰ Προίτου γυναίκα μετά τήν τής Χιμαίρας άναίρεσιν έπανελθών είς Κόρινθον (Τίρυνθον 
scribi v u lt H artung , E ur. rest. I  p. 79) άπατησαι ώς εξων (καί έξόν cod. V en.) γυναί
κα καί έπιβιβάσας τοϋ Πηγάσου είς μέσην £ΐψαι τήν θάλασσαν. See N auck2, TGF, p. 568: 
«Iohannes M alalas postquam  dc P roeto , S theneboea, B ellerophonte, Io b a ta  suo m o
re  quaedam  n arrav it, haec ad d it p. 84, 16: καθώς συνεγράψατο Ευριπίδης h τραγικός 
ποιητής πληρώσας το δράμα.» Suid. L ex . 894 τραγικώτεροζ: ...αίνίττεται δέ τά περί ’Ικά
ρου λεγάμενα, ή έπεί δοκεϊ ό Βελλεροφόντης τήν τοϋ Προίτου γυναίκα μετά τήν τη·; Χίμαι
ρας άναίρεσιν έπανελθών είς Κόρινθον έξαπατησαι καί ώς γυναίκα έπιβιβάσας τοϋ ίππου 
τοϋ Πηγάσου είς μέσην £ϊψαι τήν θάλασσαν.

1. The p lay  is supposed to  have been produced before the year 423 B.C,
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EXCURSUS: VASE-PAINTING ON TH E STH E N E B O E A

This kind of evidence seems to  be questionable and, therefore, not 
of great value for the reconstruction of the play, though it points to  the 
popularity  of the them e and very likely to  the influence Euripides had 
upon other people, particularly  intellectuals and artists. This of cource 
is valid only if the  assum ption one makes, th a t  these pictures depict fea
tures of the Euripidean play, is correct. Here I shall deal only w ith those 
four figures which are contained in L. Sechan’s «Sthenebee» (Etudes sur 
la tragidie grecque, Paris 1926), pp. 498 ff.

The first figure, n° 145 is on an am phora in the collection J a t ta  at 
Ruvo (Cat., n° 1499. R. Rochette, Peint. Ined.,  pi. LXXVI, 8; cf. Sechan 
fig. 145, p. 498). I t presents Bellerophon holding a lance, Pegasos behind 
him, and an older m an supporting himself w ith a staff or sceptre and 
conversing w ith the young Bellerophon. Both are a t the point of giving 
and tak ing  w ith their righ t hands the tab let, b u t we cannot guess who 
is giving it to  whom. Two women, one sitting  on a chair and the other 
w ith a big fan, are a t some distance from the men, b u t also from each 
other. A pparently  the women do no t have much in common, for the  one 
sitting  has her back turned  to  the other. They do not seem to be partic i
pating in w hat the two men are saying or doing. This has been identified 
w ith the  scene in which Proetos gives the tab le t to Bellerophon, the  s it
ting  woman as being Stheneboea, and the other w ith the  fan as her 
Nurse. There are apparent difficulties here th a t make this in terpretation, 
accepted by a num ber of scholars, questionable. We have no evidence 
whatsoever th a t Pegasos a t this stage accompanied Bellerophon or was 
even owned by him. We would expect th a t  Bellerophon brought Pegasos 
later on to  the stage, for which we have irrefutable evidence. Moreover 
the woman w ith the fan does not look like the old Nurse. She seems to 
be about the same age as the one sitting, if not even younger. In view of 
these difficulties, we cannot agree th a t  this scene is the one claimed. 
If we accept the in terp re tation  m aintained above, essential details of E u
ripides’ play have been misrepresented by the a rtist, or, if they  have 
not, then  one m ight as well point to  the scene w ith lobates. As a m atte r 
of fact we do not know for certain  th a t Bellerophon came to  lobates’ land 
having already got Pegasos, b u t there are good reasons for supposing 
he did1.

1. See the appropria te  section in th e  reconstruction  above, p. 58.
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We have alm ost the same difficulty w ith the vase-painting of the 
Naples Museum (Heydem ann, Vasens., n° 2418; cf. Sechan, op. cit., p. 
499, fig. 146). Here the scene is not very different from the previous 
one. Bellerophon accompanied by Pegasos converses w ith an aged m an; 
a woman is close behind the m an w ith her eyes tu rned  down, while the 
old m an in a friendly gesture gently touches Bellerophon’s shoulder. The 
hero holds the tab le t w ith his righ t hand, and a lance as well as the 
reins of the horse w ith his left. Pegasos presents the same problem here 
as in the first figure, while we are equally uncertain here w hether Bel
lerophon has ju st taken  the tab le t or is ju s t going to  hand it over.

The th ird  painting is on a large bowl (crater) of Naples (Heydemann, 
Vasens., n° 1891; cf. Sechan, p. 500, fig. 147). Here we have a scene in 
which Bellerophon, holding two lances and accompanied by Pegasos, 
speaks with a woman. She has a m irror and a bowl of some kind of fruit 
in her hands. A t first scholars recognized here a scene in which Bellero
phon was received in Caria (Sechan, ibid. n. 2. Heydem ann, Vasens., p. 
128), b u t Vogel (Seen. Eur. Trag., p. 86, as reported by Sechan, ibid. n. 
3) was absolutely convinced th a t  he had found the scene where the hero 
invited Stheneboea to  follow him on Pegasos. This m ight well be the case, 
if we consider th a t  in th is play there is a scene between Bellerophon and 
Stheneboea, the only wom an w ith whom he has dealings, assuming of 
course th a t  the  old Nurse and Iobates’ daughter were of secondary 
im portance and would no t be interesting enough for the  a rtis t to  por
tray  either of them  as chief figures in view of the close association between 
Bellerophon and Stheneboea. As a m atte r of fact Iobates’ daughter 
does not play any role w hatsoever in Euripides’ play, and one could 
even doubt if she ever was m entioned (by nam e) a t all.

As for the m irror and the bowl of fruit which Engelm ann (Annali, 
1874, p. 34), and to  some ex ten t Sechan (p. 500) saw as details present
ing difficulties, I do no t see them  to be a serious obstacle, and in any 
case the views of these scholars1 involve them  in greater difficulties. We 
know nothing of a Bellerophon who, after tak ing  revenge on Stheneboea 
presented himself to  the public of Tiryns and in a way tried  to justify 
w hat he had done. In the play this would m ostly am ount to an address 
to  the Chorus. B ut, since he (Bellerophon), as we argued above, did 
something similar in his capacity as superm an or deiis ex machina  
tow ards Proetos in the presence of the Chorus—who practically stood for 
the  people of T iryns—we do not have to  postulate anything beyond w hat

1. F or L. Sechan’s s tan d p o in t see fu rth er below, p. 72.



the setting of the thea tre  and its usual practice norm ally required and 
in so m any other plays established. In other words this would be redun
dan t and entail much repetition.

Sechan’s suggestion is not tenable either, when he sees here a scene 
of Bellerophon’s taking leave of Stheneboea before going on his mission to  
lobates, for Sechan m ust first explain away the difficulty th a t the pres
ence of Pegasos presents a t this stage and secondly give some good 
reasons th a t  would make possible such a scene in the Euripidean play 
(or even in Homer’s account). But, if we assume w ith Vogel th a t  this 
scene comes from the fourth episode, when Bellerophon and Stheneboea 
show themselves on seemingly good term s and decide to  go aw ay to 
gether, then  we do away w ith these objections. We do not know whether 
such things as a bowl of fruit and a m irror belonged to  the original scene. 

W e should ra ther regard them  as being additions on the p art of the  artis t 
himself.

The fourth painting presents no problems. I t  is found on a multicol
oured bowl (crater) in the H erm itage Museum (Stephani C. - Rendu  de 
1863, p. 244; cf. Sechan, op. cit., p. 500, fig. 148) and shows Bellerophon 
flying on the back of Pegasos and Stheneboea ju s t having been throw n 
off and falling head first. He is w atching her w ith his hand over his 
eyebrow, as if to  get a b e tte r view, while she is falling headlong tow ards 
the  water. High in the sky and over the falling woman is a bird like a 
dove (though it m ay well be a bird of prey). This picture agrees well 
w ith the Euripidean plot1. Of course it does not represent an ac tu a l 
scene of something shown to the A thenian spectators, b u t it certainly 
depicts the m ost tragic incident described in the Messenger’s speech and 
in all probability a genuine Euripidean feature here. We have before us 
the very m om ent in which the hero is bringing th a t  which he possibly 
considers due retribution. This scene certainly borrows its power from 
the  spectacular force of the preceding one w ith which it  is im m ediately 
associated and which was familiar to the A thenian public in general, 
th a t  is, the great scene in which Bellerophon steps on to  the  stage 
holding a real horse fitted with wings and, among other things, says:

παίω Χίμαιρας εις σφαγάς, πυρός δ’ άθήρ
βάλλε:, με καί τοϋδ’ αιθάλη πυκνόν πτερόν2
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1. See the relevant, p a r t of the Messenger’s speech as well, pp. 66 f.
2. See above, pp. 60 f.
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ΙΛΙΑΔΟΣ Z.

αύτάρ Γλαύκος τίκτεν άμύμονα Βελλερ ο φάντην- 155
τω δέ θεοί κάλλος τε καί ήνορέην ερατεινήν 
ώπασαν- αύτάρ θ'. Προΐτος κακά μήσατο θυμω, 
ος ρ’ έκ δήμου έλασσεν, έπεί πολύ φέρτερος ήεν,
Άργείων- Ζεύς γάρ οί ύπό σκήπτρω έδάμασσε.
τω δέ γυνή Προίτου έπεμήνατο, δΓ ’Άντεια, 160
κρυπταδίη φιλότητι μιγήμεναι- άλλα τον οΰ τι
πεϊθ’ άγαθά φρονέοντα, δαίφρονα Βελλεροφόντην.
ή δέ ψευσαμένη Προϊτον βασιλήα προσηύδα-
'τεθναίης, ώ Προϊτ’, ή κάκτανε Βελλεροφόντην,
δς μ’ έθελεν φιλότητι μιγήμεναι ούκ έθελούση.’ 165
ως φάτο, τον δέ άνακτα χόλος λάβεν olov άκουσε-
κτεϊναι μέν ρ’ άλέεινε, σεβάσσατο γάρ τό γε θυμώ,
πέμπε δέ μιν Λυκίηνδε, πόρεν δ’ δ γε σήματα λυγρά,
γράψας έν πίνακι πτυκτω θυμοφθόρα πολλά,
δεΐξαι δ’ ήνώγειν φ πενθερω, οφρ’ άπόλοιτο. 170
αύτάρ ό βή Λυκίηνδε θεών ύπ’ άμύμονι πομπή.
άλλ’ δτε δή Αυκίην ΐξε Ξάνθον τε ρέοντα,
προφρονέως μιν τΐεν άναξ Λυκίης εύρείης·
έννήμαρ ξείνισσε καί εννέα βοΰς ίέρευσεν.
άλλ’ δτε δή δεκάτη έφάνη ροδοδάκτυλος Ή ώ ς, 175
καί τότε μιν έρέεινε καί ήτεε σημα ΐδέσθαι,
δττι ρά οί γαμβροϊο πάρα Προίτοιο φέροιτο.
αύτάρ έπεί δή σήμα κακόν παρεδέξατο γαμβρού,
πρώτον μέν ρα Χίμαιραν άμαιμακέτην έκέλευσε
πεφνέμεν- ή δ’ άρ’ εην θειον γένος, ούδ’ άνθρώπων, 180
πρόσθε λέων, δπιθεν δέ δράκων, μέσση δέ χίμαιρα,
δεινόν άποπνείουσα πυρός μένος αΐθομένοιο.
καί τήν μέν κατέπεφνε θεών τεράεσσι πιθήσας-
δεύτερον αύ Σολύμοισι μαχέσσατο κυδαλίμοισι-
καρτίστην δή τήν γε μάχην φάτο δύμεναι άνδρών. 185
τό τρίτον αύ κατέπεφνεν ’Αμαζόνας άντιανείρας.
τω δ’ άρ’ άνερχομένω πυκινόν δόλον άλλον υφαινε-
κρίνας έκ Λυκίης εύρείης φώτας άρίστους
είσε λόχον τοί δ’ οΰ τι πάλιν οΐκόνδε νέοντο-
πάντας γάρ κατέπεφνεν άμύμων Βελλεροφόντης. 190
άλλ’ δτε δή γίγνωσκε θεοΰ γόνον ήϋν έόντα,

β
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αύτοϋ μιν κατέρυκε, δίδου δ5 8 γε θυγατέρα ήν,
δώκε δέ οΐ τιμής βασιλγ)ΐδος ή μ'.συ πάσης'
καί μέν οί Λύκιοι τέμενος τάμον εξοχον άλλων,
καλόν φυταλιής καί άρούρης, οφρα νέμοιτο. 195
ή δ’ έτεκε τρία τέκνα δαΐφρονι Βελλεροφόντγ),
’Ίσανδρόν τε καί Ίππόλοχον καί Λαοδάμειαν.
Λαοδαμείη μέν παρελέξατο μητίετα Ζεύς,
ή δ’ Ιτεκ’ άντίθεον Σαρπηδόνα χαλκοκορυστήν.
άλλ’ οτε δή καί κείνος άπήχθετο πασι θεοΐσιν, 200
ήτοι ό κάπ πεδίον τό Άλήϊον οΐος άλατο,
δν θυμόν κατέδων, πάτον ανθρώπων άλεείνων.

A pollod. Bibl. II . 2. 1:... ούτοι (sc. oi τοϋ Ά βαντος κ α ί’Αγλαΐας1 της Μαντινέως δίδυμοι 
παϊδες, Άκρίσιος καί Προΐτος) καί κατά γαστρός μέν ϋτι οντες έστασίαζον πρός άλλήλους, 
ώς δέ άνετράφησαν, περί της βασιλείας έπολέμουν, καί πολεμοϋντες εύρον άσπίδας πρώτοι, 
καί κρατήσας Άκρίσιος Προΐτον ’Άργους έξελαύνει. ό δ’ ήκεν εις Αυκίαν πρός Ίοβάτην, ώς 
δέ τινές φασι, προς Ά μφιάνακτα’ καί γαμεΐ τήν τούτου θυγατέρα, ώς μέν "Ομηρος, Ά ντειαν, 
ώς δέ οί τραγικοί, Σθενέβοιαν. κατάγει δέ αυτόν & κηδεστής μετά στρατού Λυκίων, καί 
καταλαμβάνει Τίρυνθα, ταύτην αύτω Κυκλώπων τειχισάντων. μερισάμενοι δέ τήν Ά ργείαν 
άπασαν κατώκουν, καί Άκρίσιος μέν Ά ργους βασιλεύει, Προΐτος δέ Τίρυνθος. ...

1. Α γλα ΐας H eyne, com paring Scholiast on E uripides, Or. 965: άγαλλίας A: 
Ώ καλείας Aegius, Gommelinus, Gale.


