EMMANUEL MICHAEL PAPAMICHAEL

BELLEROPHON AND STHENEBOEA (OR ANTEIA)

The story of Bellerophon and Stheneboea (or Anteia) is a good exam-
ple of what is called the Potiphar motif. Its relation to the legend of
Hippolytos and Phaedra is obvious. These stories were brought even
closer by Euripides, whose treatment of the myths of Hippolytos and
Bellerophon made the characters of Phaedra and Stheneboea, and to
some extent those of Hippolytos and Bellerophon, good parallelst. But
the myth of Bellerophon was well known long before Euripides, and
some of its primary features had already been developed by Homer,
Hesiod, Pindar and other writers.

The most important account of the myth before Euripides is found
in the Iliad Z (6) 155-202. This version also constituted the background
against which the arguments of the Euripidean plays Stheneboea and
Bellerophon were fashioned. 1t is therefore important to know Homer’s
account of the legend. Homer tells us?:

Glaucos begot noble Bellerophon. To him the gods granted good
looks and handsome manliness. But 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 Anteia, Proetos wife, was mad in her lustful passion to lie secretly
with Bellerophon but could in no way persuade him, a man 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 wanted to
lie with me in love against my will.» So she spoke and wrath seized
Proetos when he heard this. He refrained from killing Bellerophon, for
he stood in fear of that, and sent him to Lycia instead, giving him letters
fiesigned to cause him harm. He wrote on a folded tablet many deadly
Instructions and bade Bellerophon show it to [obates (the king of Lycia
and), his (Proetos’) father-in-law, that Bellerophon might perish. Thus

1. See Aristoph. Frogs 1043:
BN od pd AL od DaiSpas Emolouv mpvag 0082 SHeveBolag: on this cf, also pp- 62 1.
2. See pp. 78 i.
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Bellerophon went to Lycia, escorted by the blameless gods. But when
he came to Lycia and the streamn of Xanthos, (Iobates) the king of broad
Lycia showed him great honour. For nine days the king offered him
hospitality and slew nine oxen. When, however, the tenth rosy-fingered
Dawn appeared, then he questioned Bellerophon at length and sought
to see what letter he had brought himn from his son-in-law Proetos. But
when he received the evil message of his son-in-law, he first ordered
Bellerophon to kill the furious Chimaera, a monster of divine stock and
not of men. Her front part was a lion, the hind part 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 battle he had
ever entered. And thirdly, he slew the Amazons, women who matched
themselves 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 ambush, but none of them returned home, for blameless Bel-
lerophon killed them all. But, as the king realized that 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 part 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 Laodameia. Zeus the counsellor lay with
Laodameia, and she bore godlike Sarpedon, the warrior in bronze har-
ness.

But when even that man (Bellerophon) came to be hated by all the
gods, then in truth he wandered alone over the Aleian plain, consumed
by grief, and avoiding the paths of men.

Some fragmentary evidence regarding this story is found in Hesi-
od’s work. The evidence as a whole does not constitute a coherent
account, but, as we shall see, three important features of the story—
Pegasos, of whom we do not explicitly! hear anything in Homer, the
Chimaera, and Bellerophon’s fight against her—are very well attested
and agree with what Homer says.

1. But implicitly something miraculous of this sort seems to be suggested by
Homer in the Illiad Z (6} 183:
wxal Thy piv (sc. Xipoawpav) xarénepve Bedv tephesst mbHoag
and already before this (verse 171}:
adtdp & BH Auvxinvde Bedv O’ dpdpove mopnd'
see below, pp. 57 f. ‘



Beflerophon and Stheneboea (or Anteia) 47

In the Theogony 278 ff. Hesiod gives the myth of Pegasos:

The Dark-haired one, that is Poseidon, lay with Medusa, one of the
Gorgons, who was mortal, in a soft meadow amid spring flowers.
And when Perseus cut her head off, there sprang forth great
Chrysaor and the horse Pegasos, who was so called because he was
born near the (mvyai) springs of Ocean!...Pegasos flew away,
leaving the earth, the mother of flocks, and came to the im-
mortals. 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 with
Echidna?, the maid with glancing eyes. She brought forth fierce
offspring—Geryones, Cerberos, the Hydra of Lerna...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 mighty dragon.
In her front part she was a lion, in the hind part a dragon, and in
the middle a goat breathing out the blast of burning fire®. Pegasos
and brave Bellerophon killed her.

An even more important piece of evidence, although of very fragment-

ary nature, is found in Hesiod’s Catalogue of Women or Ehotai (Iova-

x&v Kartdroyos sive "Hotow )? fr. 43 (a):

81 7 8¢ Mooc[wWdwvos &v] dyxotvyior piyel[ow
Madreor v [ ] dudpova Behre[pogbvrny,
Eoyov vl lpdmwv dp leri ém dmelpova ylatav.

6t B¢ xed ... na Jrhe mope [fyaco[y tnnov
85 OUOTATOV [anvrererevreens Jutverre[
TEVTNL &V [eereervnene Je T ... [

aby 7@ whp [mvelovoay v - v v - v Xiparpay.
yhue 3t ma[i8a @idny peyaditopos *loPdrao
* ’ el
aidoiou Bao[tAFos
90 xotpavog of
7 té[xe

1. Eur. and Pind. give Ileip#vn, see below, p. 58. .
“2. Apollod., Bibl. I. 3, 1-2, in his narrative of Bellerophon mentions this, say-
ing: Ayeron 88 xal Ty Xipawpoy tadtny Tpagivar uiv drd *Apowddpon, nabdnep elpnxe
xod "Opmpog, yevwmBivar 8¢ &x Tugévog xal “Exidvne, xabdg ‘Hotodog istopst.
3. These last two verses (323-4) are found verbatim in Homer’s account and
may be spurious in Hesiod’s Theogony.
4. Fragmenta Hesiodea, ed. R. - M. L. Merkelbach -West, Oxford 1967,
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In the fragment it is stated that Poseidon is Bellerophon’s actual father
and Glaucos his nominal one, that Bellerophon surpassed all men over
the boundless earth in vitrue, and that 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
magnanimous Iobates, the revered king and tyrant of Lyeia. Pindar
(Olympia XIII. 63-92) has a rather detailed account of how Athene
helped Bellerophon catch the winged horse Pegasos. Particularly relevant
is what is contained in the verses 84-92b:

Fror xal & xapTepds Spuatvwv éhe Bedhspogpbvrag,
85 pdppaxov mead Telvev duel yévur,
inmov mrepbeve’t dvaBac &
2000¢ &vémita yorxwbels Emanlev.
adv 8¢ xetve xal wot’ *ApaloviSwv
aiBépoc Juypdv &md wérmwv épuov
ToLbtav BEIMwY Yuvauxeiov GTEATOY
90 xol Xtgopav whe nvéolgay xal Lolduovg Encovey.
Swcwmdoopal ol wopoyv dywm:
Tov 8 v Odrdume pdrver
92b  Zmnvdg dpyoion déxovrat.
In truth, the strong Bellerophon, after his great efforts, caught the winged
horse, by bridling him with that gentle charm (that is the bridle with its
golden band); and mounting straightway, he flourished his weapons,
armed in bronze harness.With that steed he once attacked from the lone-
ly bosom of the cold ether the archer army 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 important piece of information we find even more val-
uable evidence with reference to Bellerophon’s fate in the Isthmia VI
44 ff. Before the strictly relevant verses, Pindar, having in mind Belle-
rophon’s tragic adventure as paradigm case, makes a general invocation,
saying (38 ff.): :
detoopot yobtay GTEQEVOLALY Gp-
ublowv. 6 &8 dbavdtov
uy Opaocéte hHdvae.

Te paxps 8 € Tig
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mantaiver, Bpayhs uméolal yoarndmedov Ozdv
Edcay
I shall sing with garlands in my hair, and I pray that
the immortals may not trouble me. ...but if anyone
sets his eyes on things afar, he is too little to attain
the bronze-paved abode of the gods.
He then brings his paradigm case:
& oL mrepbetg
44b  ¥ppwpe Tldyaooc
deomdray 0érovt’ &c obpavol crabuoig
E10ety et dudyvpty Berrepogbvray
Zavbeg. tH 3¢ map Stway
YAUXD TUXPOTATO WEVEL TEASUTH.
for the winged Pegasos threw Bellerophon, his rider,
who wanted to get to the dwellings of heaven and be
in the company of Zeus. Him who desires unlawful
things awaits a most bitter end.

The significant thing here is that a number of features of the myth
that 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 Pindarl. More-
over Pindar mentions the tragic incident of the hero’s falling from the
horse and strongly stresses hybris as his flaw and the cause of his down-
fall, a factor expressly mentioned in the Bellerophon of Euripides.

Let us now see how Euripides used this account in his own personal
way to produce with subtractions, additions, and modifications two of
his well-known tragedies, Stheneboea and Bellerophon?. For this pur-
pose we have a number of pieces of evidence of different value:

a) Sources that explicitly state that something comes from the play
of Euripides. b) Items of information attributed to tragedians in gene-
ral, but which we have very good reasons to suppose come from

1. Apart from literary sources we also have Corinthian vase-painting before the
mid and Athenian before the end of the seventh century with scenes of Bellerophon
on Pegasos attacking the Chimaera. Such scenes continue to be found on various
art objects in later centuries (Brommer, Vasenlisten?, 220 ff.). Ct. Ozf. Class. Dict,,
2nd ed. 5. v. Pegasus: «... Pegasus became early a favourite of Greek artists and po-
ets; proto-Corinthian vases show him in action against the Chimaera (H. Payne,
Necrocorinthia {1931), 133, ef. pl. 4, I).»

2. Bellerophon will not be our concern here.
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these particular plays of Euripides. ¢) Information that probably refers
to the play in question. d) Other evidence that is dubious or not ap-
plicable to these plays.
Sources from the play: Most of what we use here fortunately belongs in
this category and, although we have much less than what we may wish,
it is nevertheless sufficient to give a good idea of what is particular to
this play.
Argument and Prologue (in Johannes l.ogothetes on Hermogenes
mesl pelédou Sewvdtyrog Rhein. Mus. 63, 147)L
Stheneboea: #6tt 8¢ ¥ dmébeorg abry. llpoitoc Hv *Axdapavroc (1. "A-
Bavrog) vibe, *Axpislov & &dehgds, Pacthele 8¢ Tipuvboc. yhHuae 88 L0evéBor-
av 8 abtis Eyévwnoe maidac. Belrepogbévimy 8t gedyovra éx Kopivlou dux
pévov adTdv pdv fyviee Tol picoug, 7 yuvh 8¢ adtol Tov Edvov Aydmroe. Tu-
yetv 8% p Suvapévn tov Embupnudtay diéforey Ge dmilbéuevoy adry tov Ko-
pivbiov: merabele 38 6 Ilpoitog Eémepdey adtdv elg Kaptay, iva dméhyror: 3éA-
sov yag odt@  dovg dxélevoe mpts “ToPdtny Saxouilew. & dE Tolg yeypauué-
voig dxbrouba mpdTTwv mposétatey adTé Suntvduveloar meds TV Xipatpav.
& 8¢ aywvicapevog T Onplov dvelhe. manwy 8¢ Emotpédag eic v Tlouvba nar-
spéudato *tov Upolrov, dvéseioe 8¢ thy LbhevéBoiav ac* v Kaplov drnalov.
pafov 8 maps Tov* éx Ipoitov? deutépay EmiBovany gbdoac dveywpenoey. -
volBépevog 3¢ émt tov IThyaoov Tiv Zhevéfoiav petéwpog émt Ty Bddaoaay ¥y,
yevbpevog 8% xate M¥rov v viicov Tadtyy dnéppidev. adthyv uv obv dmobe-
voloay dhels dvadaBévreg diexdprosay eic v Tipuvba. madw 88 émotoédac
6 Behepogdving mpdg tov Ipoirov adtds duoréynes mempoyévar talta: Sig
yop EmPovievlels O dppotépwy, Sixny elhnpévar Thv meémovoay, Thg wév cig
76 iy, Tob 3¢ elg 16 Aumeicbar.
The plot of the play is as follows: Proetos was Acamas’s (or
better Abas’s) son, and the brother of Acrisios, king of Tiryns.
He married Stheneboea and had children by her. When Belle-
rophon fled from Corinth after having committed a murder,
Proetos purified him of the defilement, but his wife fell in
love with the guest, and, as she could not obtain what she
lustfully desired, she slanderously stated that the Corinthian
had assaulted her. Proetos, having confidence in her, sent him
to Caria to meet his doom, for he gave him a letter to carry

1. H. v. Arnim, Supplementum Euripideum, Bonn 1913, p. 43; cf. Nauck,
TGF2, *Z0evéfowd’, pp. 567 f.

2. «wiw tov Ipoitov, dg «lo v Kaplav, nop’ adtfc &« llpotron Wilamowitz
(Classical Philology TI1. 8, «De Euripidis Stheneboea», July, 1908, p. 226); with re-
gard to the last one see pp. 62,69.



Bellerophon and Stheneboea (or Anteia) 51

to lobates, who, acting in accordance with what was written,
bade him to fight the Chimaera at the risk of his own life. But
he fought and slew the monster. And when he returned back
to Tiryns, he reproached Proetos and threatened to take Sthe-
neboea away to Caria. But when he was informed by a third
party! that Proetos was again contriving against him, he man-
aged to escape in time. He put 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
it over to Tiryns. Bellerophon returned to Proetos and con-
fessed that he had done the deed. As plots had been made by
both against him, he had inflicted fitting punishment upon
them; one had paid with her life, the other with his deep sor-
rOW.
This short but succinct argument gives us a rough idea of the plot of
the play and allows us to see some important changes that the tragedian
included in his work?.
Bellerophon comes on to the stage and gives the prologue®. We have
a substantial part of this, which enables the reader to sense the mood
of the play. The young man begins by saying:
Odx Eotwv, dotis mave dvip edSanovel:
T y&p mepurdg 2600dg odn Eyst Blov
¥ Buoyevne OV mhoustav Xpol TAGKA.
7oXhodg 8% mAHTE xal yéver yaupoupévous
yuvi, xatnoxwy v Sduotar vamia.
to1dde [lpoitog <vivy> dval véow voosl,
<"ABavtog vibe' tHode yap Tipuvbiog
<oxnTTROL; Avioowy &v dbuoig ddpapt’ el
<Ebsve’:ﬂov.ocv, aloypd pnyxvouévgy Adbeq.
Eévov yap ixétny THed &’ ENOévra oTéyrc 10
<Mhadrov pév vidy dvra 7ol Kopuvbiou
<xal Bedhepogbvrny dvou’ Eyewv xexhnuévoy,
<marpay 3¢ gedyovd’ aluaroc pidopart,

[$a

1. For my standpoint see below, pp. 62, 69.

2. On this question see below.

3. Just before the argument above we read, abvo Ayer Edounidns &v NbeveBoic
16 Spdpatt eladywv tov Beidepogdvrny yvoporoyobvta; see Nauck ibid., «Scholion
Greg. Cor. e codice Mediceo partim in Rhet. vol. 7 p. 1321, plenius ab Welckero
Tragoed. p. 777 editum.»
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Movolol meifer xod 36k BnpsteTor

xpupatov edviig eig duthiay meoelv. 15
alel yap Yrep TG Eoéotrney 2byep

Teopog yepowd ol Euviotnoly Aéyoc,

Suvel Tov abtov pubbov: (@ xoxds gpovéy,

Tt 1T Gvedvyy;

Zewtl e QLAoppbveg LrpeTETY: 20

TR0 Seomolvng dutic

xtnoet 8 dvaxtog Shpod’ & meisbelc Boayd.n

¢yt 8¢ Beopole Znvde ixeoiov o€Bwy

[Tpoitdy te Tipdy, 6¢ @ &08Ear’ el dduoug

Myt yolav Ztobgou @bvov T Eufc

Evue yetptg aly’ émogalug véoy, 25

odmonotr N0Eknoa défacbar Adyoug

odd’ elg vosolvrae HBploat Sépovs Lévog

prodv Epota Sewdy, &g pbsipet Bootolce.

Sumhol yap <ele’> Eowrteg Evrpogol ybovi:

& pdv yeyoe aloyiotoc aloydvry pépet, 30

6 & elg T6 chopov & dpeThv T dywy Fpng

Inrotoe avlpomotiv: &v elvy &yd.

<iv> 0By vouilew xal Bavelv ye scogpoviv.

G 82 dypdv TEVS dmiévon Bovifioopat.

ob yap pe Adet tolod” dphuevoy dduoLs 35

rnaxoppobeichot ph B&hovt’ elvon xoaxby,

008 ad wotermely xal yuvouxl mposBoisty

wxnhida Tlpoitou %ol Sraomiour douuvt.
There is no man in the world who is happy in all respects. Either he is
born noble, but he has no livelihvod, or he is well-off, but he is low-born.
There are many who boast of their riches and noble birth together, yet
a foolish wife at home often hrings shame upon them. From such an af-
fliction suffers Proetos, Abas’sson, the king of this country. I came here,
to this palace, as a guest and suppliant, but she, the king’s wife, seeks with
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 attractive aspects:
«stupid man, why do you reject this? Be bold and lie in love with my
mistress....by giving in for a while, you will become the master of the pal-
ace.» But I have due respect for ordinances of Zeus, the protector of sup-
pliants, and esteem for Proctos, who, when I left Sisyphos’land, received

1. The text is from H. v. Arnim’s {«EdpirtSov Z0evéBota» ) Suppl. Eur.
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me in his house and washed my hands clean of murder by shedding new
blood upon them, so I have not consented to 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 that exist on earth: One is
our greatest enemy and leads to Hades; the other leads to self-control
and virtue. This last kind is coveted by men such as I aspire to be.
That is what I thik. I would rather be opgwv, decent and virtuous, even
if T have to pay with my life for it. Now I had better go out to the field!.
It is not in my Interest to remain sitting in this house and be reviled
on account of my declining to be wicked, nor do I want 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 time Bellerophon departs
from Tiryns to go to lobates must unfortunately be filled by conjecture—
in particular with regard to which characters and how many scenes were
necessary for the tragedy to run smoothly in accordance with the plot2.
Keeping in mind the plot of the story and parallel plays of the dramatist
we can maintain with a high degree of certainty that there were at least
two scenes®.

Some time after the prologue—if the Nurse stepped for a while on
to the stage to say something about the situation of her mistress, or im-
mediately 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 at this early stage anything about
what has happened, though it is reasonable to suppose, as it often hap-
pens with the Chorus, and particularly the Chorus of women in such sit-
uations, that they would have sensed something unusual in the behav-
iour of their queen. If so, their ode must have been of rather indefinite
nature, for instance how precarious human life is, how passions disrupt
one’s prosperity, and the like.

1. T adopt at this point the text &A\)’ elg dypdv ydp &Eiévar... Joh., verb. A;Wilam.,
Class. Philol. 111, 3, July 1908, p. 228; G, Sellner, De Euripidis Stheneboea, quaes-
tiones selectae. Diss., Ienae 1910, p. 29.

2. Tuyely 8¢ un Suvapévn tév dmbourudtay iéBodkev dg Embiuevoy adry tdv Koplv-
Buov' meolelc 82 6 IMpoivog EEdmepdev adtdv elg Kaplav, tva drdinrar 38Atov ydp adtd
Sog éxfheuoe mptc *ToBdrny Sravopilew.

3. See Wilamowitz, «De Euripidis Stheneboea», Class. Philol. I11. 3, July 1908,
p. 228: «Postquam Bellerophontes exiit, Proetus Stheneboeae calumniis excitatusin
Cariam eum misit, ut ab Iobate occideretur. Quae duas ut minimum scaenas requi-
rebant.» )
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At 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 woman would play a role parallel to that of the Nurse in the sec-
ond Hippolytos as a go-between' and would have to be a woman with
initiative and daring. These characteristics are already clearly recogniza-
ble in the prologue?. Tt is thus probable that she herself conceived the
plan of the false accusation. This must not have been so simple in the
play, and some arrangements were doubtless made. Some proof of Bel-
lerophon’s alleged rape of the queen may have been falsely presented to
the king, her hushand. Unless the Nurse was presented as a false witness,
in which case she could well have borne her own evidence or testimo-
ny of the alleged rape, though she might as well have undertaken to
speak on behalf of and in the interest of her mistress. In that case Sthe-
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 rather easily from an embarrassing situation. This arrangement would
make it easy for the tragedy to proceed without great complications
at this stage. These would still have to come), while the Chorus had its
first stasimon. This time they must have sung something more concrete
and to the point, for theyv must have tried in the meantime to obtain
information about the things that had befallen their queen. Even if the
whole truth had been somehow confided to them, they at any rate would
have pretended throughout the play that they did not know anything
at all. The Chorus of women would have been made to sympathize and
stand by an unfortunate woman3. This, however, would not have prevent-
ed them from singing about how bad women can be, citing a number
of notorious examples. But, if something was confided to the Chorus for
dramatic reasons, this does not mean that the secret leaked out or was
supposed to be betrayed. It must have remained during the whole play
practically a secret of the persons immediately concerned. Above all it
would have been in the dramatic interest of the playwright to present a

1. Apollod. Bibl. I1. 3, 4: xoi adrol XBevéPoix ¥pwta loyer, xal mpoomépmer
Abyoug Tepl quvoustxg. Tot 82 dmapvoupévou, Méver mpdg Tlpoitov &1t Belhepopdvrng adty
nepl plopdic Tpossmépdato Adyoug.

2. See vv. 16 ff., p. 52.

3. Ci. Hippolytos, v. 816 tic &pa odv, tdharv’, dpavpol {bav;
The Chorus of women sympathize with the queen and pretend to be ignorant of
what has happened.
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Proetos on the stage who believed thoroughly the accusation and thought
he knew everything. And not only that, Euripides would have obviously
caused Proetos to also find it in his own interest to pretend to
Bellerophon and the others (except of course his wife and the Nurse,
who doubtless revealed the alleged rape to him) that he did not know
anything at all, that in fact he was as good a friend and on such good
terms with Bellerophon as he had ever been. In addition to other dra-
matic tricks we shall see, this extreme degree of tragic irony would ren-
der this play really tragic with a tinge of fine, in places sarcastic, humour.

Dramatically, Bellerophon cannot have known for a relatively
long time that he had been accused and that Proetos knew something
regarding him and Stheneboea, for if he had known that 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 that Bellerophon knew even the
least thing about the accusation, he would not have trusted him to carry
out the mission. He would have thought that it would be a very good
chance for Bellerophon to get away unscathed. But the tragic irony
doubtless reached its peak with Bellerophon and Proetos in the second
episode. Very soon, in the prologue, the young man indeed expressed
his wish to go away, but he certainly did not tell Proetos that he wanted
to free himself from the lady’s repeated, tempting advances made through
the old Nurse. One imagines Proetos and Bellerophon, host and guest, on
stage conversing about that ‘important’ mission to Carial. They seem to
be on the best of terms. Although the king is pretending, Bellerophon is
really sincere. Proetos holds a written tablet in his hand, and the
young man looks up to him with respect and compliance. After Proetos
gives some preliminary instructions, both men agree with pleasure that
this long trip should be undertaken. In the actual play, both Proetos and
Bellerophon must have wished the same thing, their separation once and
for all, but for quite different reasons—The question here is who brought
the subject up first. We may suppose that 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 mean-

1. Wilam., ‘De Eur. Sthen.’, Class. Philol. ITL. 3, 1908, p. 228, n.4: «Cariam pro
Lycia appellat poeta. Nimirum Lycii usque ad annum 439 Cariae provinciae ab
Atheniensibus erant attributi.»



56 Emm. M. Papamichael

ing to this kind of mission and stressed its significance. Confidence was
of paramount importance; the message was without doubt stated in the
letter Bellerophon apparently was to hand to Iobates in person. It would
of course have added to the dramatic effect of the scene, if in answer to
Bellerophon’s question, what that message in the letter contained—so
that, 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 tragicomical phase
for the audience!. The poor young man, who certainly could not imagine
what Sthenehoea had contrived in the meantime, would have shown
himself happy and grateful that he was in a position to obtain two things
at the same time: to get away from something that vexed him so much,
and to render valuable services to the man to whom he was thankful (no
less now than in the past).

The probability of this arrangement 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 Potiphar motif, in which intrigue and irony are in-
separably interwoven, and to some extent by vase-painting?®

To continue with our reconstruction, Bellerophon must have thanked
Proetos cordially and sincerely for his kindness and generosity and,
after taking leave, the young hero set out. One can imagine him walking
away on the stage and holding the ‘valuable’ tablet in his hand, believ-
ing it to be in some way a letter of recommendation as well.

The Chorus probably then sang the second stasimon. About what?
Possibly something about hypocrisy and double-facedness, about reality
and phaenomena, cruelty and innocence.

This scene must have given grounds for serious thought among some
of the Athenian spectators. At least a few of them surely considered the
situation from a realistic point of view as well, as they concentrated on
this very remarkable scene and inevitably formed their own opinions.
Until the next scene they were certainly preoccupied with what they
had just watched. If we could only have peeped into the most private
parts of their brains and read their ideas, we would most likely have
found there an innocent Bellerophon, smiling and happy because he was
going away without offending either his host or his hostess. And not only
that—he had got everything he needed for the trip—money, food, and

1. CI. I. T. 755-79%; something of the sorf, though not quite the same.
2. See Excursus: Vase-painting on the Stheneboea, pp. 70 ff.
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other things. He was taking 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 would appear the image of Proetos, bursting out in sarcastic
and irresistible laughter. When he managed to stop, he would say, «That
dupe! He cannot have the least idea what is awaiting him. He thinks
I was a simpleton like him to swallow what the others tell me. When he
gets snared in my trap, he will realize how clever T am. But I will teach
him never to touch another man’s wife again, particularly his host’s».
And last would appear the cunning Stheneboea herself. She would
say something like, «How nice to play coy and prudish and do yonr work
tidily and safely. Truly, all men are stupid. some more than others.
L.ook at that young boy, so innocent and shy. How could he dare say a
word ? Perhaps I still love him? No, 1 hate him ! He must pay for scorning
my love. And that old fool, my husband, he believes so easily whatever
I tell him. But he loves me.Would he, if he found out I was willing to cheat
him? «That is what tragic irony means, and there is a lot of it in
this scene», someone in the audience would probably have said, and an-
other might have added, «Should you not better call it sarcasm?»

Some serious problems arise here, mainly the question of how Bel-
lerophon reached lobates’ country and how, after that, he slew the Chi-
maera. The plot is so brief that important details are left out. It intro-
duces Pegasos rather late. That was, as we shall see, an innovation,
something spectacular, when Pegasos appeared on the stage. But at this
point we may have to make some assumptions after we examine the
evidence. Luckily some very good evidence as well as dramatic reasons
speak for the use of Pegasos by Bellerophon much earlier than his ap-
pearance on the stage. Once Euripides decided to use Pegasos in his play,
following to some extent the myth, and, as this device was a useful
dramatic trick, he would, we expect, have made full use of it in tying
together some parts of the myth and would not have limited himself
to having it used by his hero only as a means of bringing about Sthene-
boea’s punishment. We have a fragment from the play in Photios s.v.
dfjet, in which Bellerophon, after he has come back to Tiryns, reports
that he has used Pegasos to kill the Chimaera. This, as we have seen,

1. Aéyeran pdv odv xat dmopatic. Myetan 8¢ xal &0%p mupbe, dg Edptnidng TheveBolar
nmatw Xiwpabpas ele apaydg, mupds & &ne
Barker pe wxl toBS” alldAn monvdy mrepdy
cf. Reitzenstein, Der Anfang des Lexikons des Photios, Leipzig u. Berlin 1907, p. 42,
20; Wilam., Class. Phil. I11. 3, 1908, p. 229; G. Sellner, op. cit., pp. 54 {.
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was already an established part of the tradition, and Hesiod and Pindar
mention it as well. Euripides brings up this incident very briefly once
again in Electra (verses 472 ff., see footnote) where he calls Pegasos [let-
envaiog. This coincides with Pindar’s account (Olympia XI1I1. 61 ff.) that
the horse, when he was drinking at the fountain ITzipfvq' was caught
and tamed by the young hero Bellerophon, who achieved this after
Athene? gave him a bridle with a golden band. Until then he had suf-
fered sorely.

Exactly at this point Homer wtites (Iliad Z -6-, 171),
adrap & BF Auxinyde Gedv S dudpovt woumy.

This greal favour on the part of the gods, exhibited towards the son of
Aapaios, «the tamer of the horses» could very well have meant for
Euripides the possession of Pegasos. Bellerophon needed the horse badly
for the trip. His fellow men had actually betrayed him; the gods would
have pitied him in this plight, if ever, and according to the best evidence
we have, [leipnvn was close at hand. Euripides needed this useful trick
no less than his hero to minimize spatial and temporal distance, for by
this means unity of time would not be so blatantly broken, and occur-
rences that would otherwise be clearly impossible could then be depicted
in a plausible way. What in normal circumstances would take months
to do could be accomplished relatively quickly and without many com-
plications by using this mythological device. Moreover, everyone under-
stood that in the world of theatre allowances had to be made for things
that were not absolutely congruent with what they considered reality.

In the third episode, with 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-
ments by the Chorus, and perhaps a dialogue between the queen and her
old servant.We would expect Stheneboea in this part of the play to ex-
press some kind of remorse and perhaps a sort of repentance for having

1. Bur. Flectra:...nepimhed- fpo 8% wbret mipmveog &~ [omeude Spbpe Mavor yo- fAals
Tlewen- /vatov dpddoa wéhov. Corinth is called by Pindar &stv Iephvec.

2. See also above; Paus. ‘Corinthiaca’ II. 4,1 says on this: (yohwvimio) *AOnvav
yop Bedv wahoTta cvyxatepydoxobar td Te Ak Belhepogdvry paci xal d¢ tov IIfyasdv
ot mapadotn yewpmoupévy te ol Evlelon adth T6 Inme yaiwdv.

3. That is Poseidon; in his capacity as master of horses, he bears the
name *Aupiddpag, ‘Inmoxpdtyg, ‘Inmopévne, ‘Inmoxéewv, IMoced&dv “Inmiog, while
elsewhere he is called wwavoyattye (Hom. 1. 20, 14%, Od. 9, 536, Hesiod Theog.
278), #voolybwv (Hom. Il. 7, 445), yarhoyog éwoolyaiog (Hom. II. 13, 43).
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accused the man she loved and having planned his death. She would
think, «He must be dead by now.» In this psvchological situation it 1is
almost certain that her hatred would abate and her passion would
grow again. This seems to be expressed by the Nurse in fr. 664:

megby 3¢ viv Aéanlev 00dev éx yeodc,

ah edlbg addd ‘v Koptvbie Eévew™,
who describes her mistress’s persistent recalling of Bellerophon’s name
as an indication of her great love for him. It must have been so strong
that Stheneboea often showed herself obsessed and absent-minded. Her
husband may 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 Aristo-
phanes (Thesm. 399 ff.):

..ot obtog (sc. 6 Edptnidng) &8i8alev xaxs

Tovg Avdpag Hudv' Got Edvren Tig TAéRY)

yuvy) otéooavoy, 2pdv Soxcl' xdv ExBain

oxEDGS TL kot TV oixloy Thavwuévy,

e dpmTd, “TH ratéayev N yhTea;

odx €60’ dmemg od te Kopwliey Egve™.
This could be rendered as follows, «.....surely it can’t be otherwise ex-
plained. I bet you are dreaming again of the Corinthian guest.»
That fragment together with Aristophanes’ parody, which depicts the
psychological situation of a woman in love, 1s a useful bit of information
that throws light on some dark points in the plot of the play. It may well
point to the solution of the difficulty that will soon arise; that is, how
Bellerophon managed to make Stheneboea follow him, for the plot is
not very clear as to whether he threatened her when he came back or
pretended to be in love with her®. Indeed, it suggests that he did both.

1. Athen. X p. 427 E. (fr. 664 Nauck?): voig 8% tetedentrndor 16w pilwv
dmévepov T TirTovTe THE TpoTic 4 Tév Tpameldy: S1d xal Bdpunidne mepl thc SOeveBol-
ag proly, énedh voutler tov Behhepogpdvrny tevdvar, “ready - Eévey'’ Hesychios I1. p. 512
(ed. K. Latte, Copenhagen, 1966), s. Kogivfiog &évog &mi tév The Mrayug prrrodviay
(Ar. Thesm. 404). [*xoplyvoust xovioptdy éyetpousty A drd tig map’ Edprnidy T0eveBoi-
ag 7@ Belepopdvry dmoysvodorne (fr. 664 N.2), &g 88 "Attadog v 16 mepl Topousléy,
&l 1§81k xdAhog dg § Berrepopdvrc.

2. Cratinus (Fr. Com. Gr. 11, ed. A. Meineke, XVL. p. 179):

melv 88 Hdvatog oivov v H8wp EnH.

A\’ foov Yo wdiot’ dxpdrtov Sdo ybag

mivous™ dr’ dynddyg Emovoudfovoa (-o' det op. cit. . XVI, p. 59, 1847)
tnot Mrayag 16 Kopble méer.

3. On the other hand we must not forget that this plot has many gaps which
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Almost the same idea occurs in fr. 665:
~ 3 3 A ’ T4
TowaBT dhderr vouberodueves 8 Erwmg
paAhoy Tiéle.
Phaedra says about the same thing in Hippolytos, verses 398 ff.,
v dvoray €Y pépety
T& CwPEovIly VIXGGA TROUVOTGALTY.
AN b 7
Tot6ld’ odx EZhvuToy
Kimpw xpatiour...

Wilamowitz also places these fragments (664, 665 and 663') here and
rightly remarks that we have, so to speak, another prologue in this
part of the play.

Possibly with some comments from the Chorus, this episode came
to its end. The choral ode that followed, the third stasimon, probably
dealt with love and its overpowering character. Possibly also with the
two kinds of love, a theme that Bellerophon brought up briefly in
the prologue and which appears as a fopos in a number of tragedies,
particularly those of Euripides. The women of the Chorus had in all
likelihood just witnessed a clear instance of that in their mistress Sthene-
boea, but they could have reported a few cases from their stock of
myths and legends. One would expect them to have also broadly hinted
at some unexpected turn of events that the future might have in store
for the house of Proetos.

By the end of the ode and at the beginning of the fourth episode,
Bellerophon must have stepped on to the stage, leading a real steed that
was very probably fitted with long, outstretched wings in the way
vase-painting and art objects depict Pegasos®. The fragment from Pho-
tios belongs here?:

matw Xipalpog elg coayisg, mupds &8 dbip

Bader ue xal TodY alfdhy Tuxvov Trepdvh.
This comes from the hero’s account of the experiences he had appar-
ently from the time 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 painstaking efforts of a great number of scholars; see
Nauck?, TGF (‘Sthen.’).

1. Wilam. op. cit., pp. 228 {. In connection with fr. 663 see below.

2. See Excursus: Vase-painting on the Stheneboea.

3. See also above, p. 57.

4. Emendavit Wilamowitz Xwalpag et olfdin (coniciens Xipowpav et atBadol)
in Aetis Berol. 1907, 4. :
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‘participant’ in the experiences themselves. He may have been prompted
to give his account by impatient questions either from the Nurse or the
Chorus-leader or both, who were astonished to see him back safe and
sound. Wilamowitz seems to be right when he remarks with regard to
the horse that the Athenians (would have laughed and no doubt been
very amused when they) saw a real horse fitted with wings being led
by an actor!. Even the mere appearance of the horse on the stage would
have been very exciting and thrilling especially for a number of well-to-
do young Athenians who were fond of horsemanship or who bet at the
horseraces. A glimpse of this in the Clouds of Aristophanes helps us to
appreciate the vivid interest that this scene probably elicited.

In this episode, we can be almost certain that there was a scene
with Bellerophon and Proetos and one with Bellerophon and Stheneboea.
When the young man was forced by lobates to fight the monster, he
must have realized? that he had been accused by the woman and plotted
against by her husband. His reason for coming back was to mete out
punishment. In accordance with the summary account of the play we
have, he would first have reproached Proetos, but in all likelihood he did
not then reveal that he had been repeatedly tempted by Proetos’ wife.
His integrity and honour would not have allowed it, and in this he was
very like Hippolytos. That is why in the fragment 667,

Tlg davdpa TE ZevamdTny;

which may have been spoken by Bellerophon, Proctos appears to be
blamed for what he has done to him, his guest.

In this scene we have the dydv révav of the play. Both disputants have
or, better expressed, think they have good reasons for accusing each
other and defend themselves. Bellerophon blames Proetos for having
wronged him, for having disregarded Zeus’ precepts concerning the pro-
tection of guests, while the hest?® for his part, believing that he has been
cheated, insists on accusing his guest, who in his eyes has abused kind-
ness and friendship, of misconduct. The virtuous character of the hero
is demonstrated at this point: He is innocent; he has been accused alto-
gether falsely and, although no oath whatsoever binds him to maintain

1. Wilamowitz, op. cit., p. 229 says: «...nobilem equum libenter commodabat
choragus, libentissime spectabat populus equitandi studio ardens.»

2. Or after the deed, lobates showed the tablet to him; see Apollod. Bibl,
IT 3, 2:... & 7e ypdupato Edcife xol wap® adTd péverv Hilwoe.

3. LA, Hartung, Euripides restitutus, vol.I (Hamburg 1843}, p. 81, assigns Proe-
tos in this context fr.incert. 988: téxtwv e dv Empasoes o) Sukoupyxd. The fragment
is of very general nature; it would suit many a context and situation, and we can-
not say with more plausibility that it comes from this play than that it does not,
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secrecy or prevents him from revealing the truth and refuting the accu-
sation, he nevertheless prefers suffering this abuse to irretrievably tar-
nishing the honour of a married woman and breaking up a home. That
is the hero’s attitude in the prologue; this is his position here: it is at-
tested by the course of events in the drama, and by the words of fr. 671:
xopilet’ elom thvde motelaw 8¢ yp1)
yuvakl umddv Gotig e opovel BpoTdvh.

Judging from these ideas, Euripides presented to the Athenian pub-
lic new notions of a morality far superior to that of the everyday prac-
tice. They are based on integrity of the character and stand next to
Christian ethics. Bellerophon is in this respect a better man and much
more likable than Hippolytos, at least the one we get to know in Hip-
polytos 11.

Bellerophon may have been just as bitter and angry, and perhaps
angrier with Stheneboea for what she had done. In a scene with her, he
must have shown how he felt. Thus what we read in the plot surprises
us at first glance because it is something we do not expect. Nonethe-
less it may be the case after all. We read dvéceioe 8¢ v LOevéBotav ®g
<elg> v Kaptay drdlov. ooy 3% mapd tov? eéx Ipoitou dsutépay émiBouihy
ofdong aveydenoev. Here is the difficulty mentioned above: The arrange-
ment practically doubles the essential features of the plot—accusation o1
the part of the wife and scheming on that of her husband. Although
this is somewhat unusual, there are good dramatic reasons that 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 interpretation conies from the very great passion of the heroine?.
The more Stheneboea is despised and temporarily 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 that she, too, would try to seduce
Bellerophon in person and on the stage®, and not simply send him a mes-
sage through her Nurse, as she does in the prologue. It seems certain that
Bellerophon at this stage was presented by the poet as not prepared or

1. See below, p. 68.

9. map’ ahtol cod., mapd Tou corr. Rabe, Sellner, v. Arnim, wap’ adt#c Wilam.;
see below, pp. 64, 69 f.

3. See above, p. 59, and below 69*,

4. See above, p. 45.

5. This is apparently the case in the first Hippolytos. See my work, ‘O ‘Innélv-
105 708 Edgunidn xal §y Paidea 100 Zevéna. Zvyrgurue peléti..., "lodvva 1982,
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wanting to carry out any plan of revenge. He doubtless only went so far
as to accuse and probably menace. He surely threatened to take the
shameless woman with him to Caria, and she, we presume, must have
been very happy, if he really meant it. She may have made new advances,
this time in person, and used enticing new means, which, however, the
young man probably bluntly rejected. Here Lie may very well have said
(fr. 666):

& moayroxioTn xal yovn Tl yap Aéywy

ueiléy oe 1658 Evedog simor Tig &v;

The speaker of these words is obviously a man, as is shown from the
participle 2éyew. They could not come from a servant or another subject
of the queen, for they are bold and insulting. It is also improbable that
Proetos could have said them. Thus there is no doubt that they must
have been spoken by Bellerophon, whom they 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 isWecklein’s view?,
Although the nature of the subject does not allow any categorical asser-
tion, this assumption does not seem probable: The Nurse, as we hear in
the prologue, has repeatedly tried and failed®. Stheneboea would no longer
have any reason to save face, and, after what had happened, she could
be expected to be as bold-faced, shameless and reckless as a woman who
deserves to be characterized as a «prostitute»®. Her passion appears to
have been so great that no restraint or consideration of decorum could
stop her. For the dramatist such a change would have been welcome.
Lastly but not less decisively, this insult «rayxaxictn xal yovh» expresses
a term that describes her shamelessness better that any other, and suits
Stheneboea, not her Nurse, who acts under the Instructions of her mistress
and without any responsibility. In any case, Stheneboea, frustrated in
her new effort to entice Bellerophon, must have been rejected and, ac-
cording to our assumption, this time personally. As her husband cannot
have known that her first accusation of rape or attempted rape against
the young man was groundless and since the accused obviously kept
quiet, she doubtless decided on a momentary impulse and without much
ado, out of hatred and in reaction to having heen again treated with
1. Cf. Nauck?, TGF, p. 570 (fr. 666).
2. See above the relevant section, pp. 52 1.

3. See pp. 15, 62. Notice also that in the prologue, vv. 9 ff., it is the mis-
tress who is reproached, not her Nurse.
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contemptl, to put forward new slanders. This time she must have had
more to say—that the reckless man had threatened to take her away to
Caria by force. This naturally caused Proetos to devise a new plot. Bel-
lerophon was probably somehow informed by a third party, possibly a
servant, he must then have cast aside moral scruples and taken imme-
diate action, anticipating the new scheme of Proetos!. We can assume
that in a scene between Stheneboea and Bellerophon the young man
made love to her?; the woman was very surprised and perhaps asked
him about the sudden change of his feelings, but he probably claimed
he had been blind not to have paid attention to her for so long for
one reason or another. Stheneboea, after believing his words, may have
consented to go with him, saying with fr. 663 that it really must be so:
oty & dpo
"Epwe Siddoxer, »xdv &povsog F <6 molv.

Our sources on this point are rather scanty, and in the reconstruc-
tion of this scene we go somehow further than our evidence entitles us,
but I cannot think of another way that 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
without it the play could not be brought to this denouement.

Stheneboea and Bellerophon then probably quickly agreed that
they should leave the palace. Some small fears that the queen must
have expressed as to how she could manage to travel the distance are
things we would expect to hear here. An echo of her fears may well be
fr. 669:

médag 8¢ Tadtg detvag {dgutar Kedyog
&Onpos, 7| Anothoot poupeltat..

¥AO3wvt Setvdy xol PpotosTtove Betuet

(Behn.) TTYVOC TopeboEL”

and Aristoph.  Peace 124 ff.

(ITouwdtov) xoi Tig mhpoc Goi T 6800 yeviiceton;
vads utv yop odx &gl oe TadTHy TV 636V,

(Tevyaiog) TTNVOC TopedEEL TAA0g o vawshimeopat.

(e ) olbixowy &yp7v oe Ilnydoov Lelfor mrepdy,

Arwe dpatvon Ttole Oeolc TpaymdiTEpag;

1. Notice the particular emphasis on Sevtépav émPoukiv ¢Odoac and 8ig ydp &-
mBovievleic On’ dupotépev.
2. For evidence on this point see p. 69 and mainly 69*.
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Ty &g Gyptv movtiov méoy Bdboc

(M) T &

b
nig gLohalely wrhvig &y Suvigetar:

(Te.) grtitndeg elyov mnddntov, G ypnoopal’
T 3¢ whalov Eotor Nokiovpyhs wavbegos.

(Mea.) gxcivo Thost, U ohe! THOELF

ues sivo Theer, i) ogakels xarappuTi
dvrelibey, elta yowidg Ov Edpiridy
Myov mapaoyns xol Tooypdia yévy.

(Te.) air’ dye, llhyase, yoost yalpwy,

LOLBOYSAVGY TTdTAYOY Yahiev
Swvisag oudpcic Ooiv.

It is not mere chance that in the play of Aristophanes 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 mount a huge
beetle as another Bellerophon mounting his winged horse Pegasos, all
about the dangers involved. Stheneboea probably did likewise towards
her lover'. 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 'Irygaeos does to his daughters, rrqvog wo-
peioel wiAog” od vauslrdmoouat, «the horse will get along flyng: T am not
going by sea». In this context he (Bellerophon) might also have men-
tioned that one hopes to be lucky as well, for without luck, striving after
something is not sufficient. Bellerophon was in a position to know more
about this than 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 Athene come to his aid?. So it is
not unlikely that fr. 668,

dvev TOYNG Ydp, GoTED ¥ TAdOLWin,
mhvog povambsls 00ty doerei® Ppotode,
belongs in this context and is spoken by Bellerophon.
Stheneboea, seeing apparently no point in delaying any longer, fol-

1. H. v. Arnim, seeing a close connection between the (first three lines of) fr.
669 and the words of fr. 670 that ave spoken by the fisherman, attributes the former
to him as well.

2. See above, pp. 48,58.

3. InStob. Flor. 29, 86 (Nauck?, fr. 668, p.570) we get odxét’ diydver; this does not
make sense in the context. Various emendations have been proposed. I find
Blaydes’ suggestion od3iv doekel Bpotade (G. Sellner, De Eur. Sthen., quaest. selectae.
Diss. lenae 1910, p. 61) not far off the point.



66 Emm. M. Papamichael

lowed Bellerophon. It is probable that the Chorus did not appear during
this scene which prepared everything for the ensuing elopement. Their
preseuce would have been embarrassing, apart from the fact that, until
Bellerophon and Stheneboea were safely out of reach, secrecy was ne-
cessary.

Then the Chorus alone on the stage had its fourth stasimon. What
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
sonie ideas of what passion and in particular love can do, possibly
also foreboding of an impending calamity that had been looming over
the palace for a long time. But if the Chorus did not know much about
the elopement, it is most likely that the Nurse, Stheneboea’s confidante,
did, and, sympathizing with her mistress’s suffering, not only kept quiet
but helped her as well.

In the fifth and last episode and directly after the choral ode, the

king must have been on the stage, very agitated. He had certainly no-
ticed his wife’s absence and that Bellerophon was not to be found either.
Something appalling had happened. The Nurse probably pretended ig-
norance, while the Chorus showed themselves 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 that part of the argument that states: avaOéue-
vog 88 éml tov [lfyacov vhv Z0evéBoway petéopos éxt thv Dddmooay 7pby.
vevbuevos 3¢ xate MAhov Thy vijoov Tabtny dmépprbev. adthy pev odv dmeba-
vuloay ahtely dvaraBbyres Swexduiaay els iy Tizuvla.
This speech, we expect, was a good specimen of tragic description and
inspired artists in general and in particular the one who depicted this
tragic scene on a multicoloured bowl (crater) in the Hermitage! Museum.
Stheneboea is shown being thrown from the horse into the sea.

The Messenger, who is supposed to be an eve-witness of the tragic
incident, possibly was one of the fishermen who pulled the drowned
woman out of the water and carried her to the sovereign of the land of
Tiryns. If so, the circumstances were explained and the Messenger as
well as the fishermen, his companions, considered it their obligation to
carry Stheneboea to Proetos’ house. One would normally think that in
the play they functioned in one way or another as his subjects. On this

1. See Excursus: Vase-painting on the Stheneboea, pp. 70 ff. Stéphani C.-
Rendu de 1863, p. 244; Annali, 1874, p. 35n° 77; cf. Séchan, Et. s. 1. tragédie

grecque, pp. 300 f., fig. 148,
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assumption the Messenger would have run ahead of the others to bring
the bad news to the king of the country, while his friends were still some
distance behind, carrying the corpsel. They appeared on the stage by
the end of the speech to prove the truth of his delivered message. Among
other comments the Messenger would possibly have made as leader of
the band of fishermen are the words of fr. 670:
Blog 8% moppupolc Oahdsarog

oox eOTpdmelog, AN EmaxTiol QdTvor.

Oyps 8¢ whTne, od mEdooTifNc Tpupds

Odhocoo thvd’ dpoluey, &x tadtyg Blog

Bebyost xal wédaioy  ofwad  Fpystarl.

Proetos was no doubt at his wits’ end and desperately confused, for
he had not yet understood some essential details as to how and mainly
why this had happened. What was the motive, if there was one, of the
wrong-doer? The explanation and the clearing up of misunderstandings
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 role®. We 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 that 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—That he had been repeatedly tempt-
ed and, because he did not want to dishonour Proetos, he had not giv-
en in to Stheneboea’s request; that in consequence of this he had been
accused of violating her or of having attempted to do so; that he, Proe-
tos, without having inquired as to the truth of the accusations, had
plotted twice against his life. Now due punishment had been meted out:
The woman, who was the author of this scandal, had paid with her life;
Proetos himself with his deep sorrow. Misled by his excessive love for
his wife and the trust he placed in her®, he had misused and broken Zeus’

1. Cf. Hipp. 1846-7 and Bacchae 1167-8.
2. Ath.x p. 421 F.; cf. Nauck?, fr. 670, p. 571; Lobeck’s suggestion mopgpu-
péws in  Phryn. p. 234 (or Meineke’s moppupémv Ath. 4 p. 187) is preferable.
3. A good parallel scene at this point of the exodos is that in the Medea
1320 ff.: Ay, el Tt Bodhy, xewpl 8 od Jadoeig moté.
7o16vd” Eynupa watohe “Hiog mwathp
dlBwotv Nuiv, pvpa modreplug yepde.
Bellerophon might also have said something along these lines.
4. These two are basic traits in all Potiphar motif stories.
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ordinances for the protection of guests and suppliants. This is evidenced
by the last words of the plot: maiw 8¢ émotpédas 6 Behhepogbvryg mpog
tov Ilpoitov adtés duordynoe mempayévar tabra Sl yap émPovisulels O’
&uotépwyv, dtuny elineévar Thv mpérovoay, tHg wiv ele o Chyv, Tol 3t &g
76 Amelola.
After this explanation Proetos, full of contrition, says (fr. 671):
xopiler elow AV TioTedew 8¢ ypv
yovauxl pnddv 8otig €0 ppovel Bpotdvi.
These are among the last words that we would hear in the play. The ek-
kyklema would then have turned round, brought the corpse inside the
house, and the tragedy doubtless ended with few typical verses on the
part of the Chorus, just as happens in many other Euripidean tragedies.

1. Hipp. verses 1250 ff. express more or less the same sense:
dtdp Tocoiitév ¥’ ob Suvhoopal morte,
7ov gov mibéabar maly Smwce dotiv xaxde,
008 sl yuvaxédv v xpepacdeln yévog
xal whv &v VI8N ypappdtwmv mARoné Tig
nevwny: émel viv &a0adv dvt’ énloTaua.
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EXCURSUS

on the plot of Euripides’ play:
STHENEBOEA

wap’ adTol cod., mapd tou Rabe, map® adrfc (sc. LbevePoiag) Wilamo-
witz, who thus gives a somewhat different interpretation; but Si¢ vap
¢mBovevdeic O dugotépwv cannot be well reconciled with his view, it
would better fit in with the interpretation attempted above.

The poet apparently avoided depraving his hero. He cannot have
found the first accusation sufficient to make Bellerophon punish Sthe-
neboea so severely*, and, as dramatic considerations demanded, he must
have created a sort of balance between malignant and slanderous accu-
sation on the one hand and severity of punishment on the other. The rel-
atively young dramatist’ probably did this as an experiment with his
technique by which he wanted to test its efficacy. Thus another intrigue
certainly ensued which involved more inextricably the persons already
implicated—Stheneboea more shameless and dangerous for the young
man, and her husband, as an instrument in the hands of his wife, lacking
the ability to understand what was happening. But most of all it would
have given the action proper a new impulse aiming at arousing the in-
terest of the spectators at a time when the drama 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 might wonder if so much could fit in, but we know well
that the dramatist 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. Ar. Pac. 140 {cf. Suid. v. rgayxditegos): Souet & Belepopbyvtyg mhv
7ol Ipobrov yuvaina petd whv tHe Xipalpag dvatpeowy maverbov elg Képwlov (Tiouvbov
scribi vult Hartung, Eur. rest. I p. 79) dnatiioar dg fEwv {xal 8ov cod. Ven.) ~ruvai-
xa ol EmiPiBdong 108 iInydoon ez uéony didon Thy 8dhacoav. See Nauck®, TGF, p. 568:
«lohannes Malalas postquam de Proeto, Stheneboea, Bellerophonte, Iobata suo mo-
re quaedam narravit, haec addit p. 84, 16: xaBoc suveypidato Edpintdng & tpayixds
TonTHe ThANpdoag T Spaux.» Suid. Lex. 894 roayudregos: ...olvittetor 82 T mepl “Txnd-
pou Aeydpeve. 7 el Soxel 6 Behrepopévrre thy tod Ilpoitou yuvaixa perd miv iz Xuwai-
pag dvadpeoty dmaverbov el Kbpvbov Eamationt xal o)g yovedixo EmBifdous w8 {nmov
705 IInydoov elg péonv fldor thv Hdracoav.

1. The play is supposed to have been produced before the year 423 B.C,
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EXCURSUS: VASE-PAINTING ON THE STHENEBOEA

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 theme and very likely to the influence Euripides had
upon other people, particularly intellectuals and artists. This of cource
is valid only if the assumption one makes, that these pictures depict fea-
tures of the Euripidean play,is correct. Here 1 shall deal only with those
four figures which are contained in L. Séchan’s «Sthénébée» (Etudes sur
la tragédie grecque, Paris 1926), pp. 498 ff.

The first figure, n° 145 is on an amphora in the collection Jatta at
Ruvo (Cat., n° 1499. R. Rochette, Peint. Inéd., pl. LXXVI, 8; cf. Séchan
fig. 145, p. 498). It presents Bellerophon holding a lance, Pegasos behind
him, and an older man supporting himself with a staff or sceptre and
conversing with the young Bellerophon. Both are at the point of giving
and taking with their right hands the tablet, but we cannot guess who
is giving it to whom. Two women, one sitting on a chair and the other
with a big fan, are at some distance from the men, but also from each
other. Apparently the women do not have much in common, for the one
sitting has her back turned to the other. They do not seem to be partici-
pating in what the two men are saying or doing. This has been identified
with the scene in which Proetos gives the tablet to Bellerophon, the sit-
ting woman as being Stheneboea, and the other with the fan as her
Nurse. There are apparent difficulties here that make this interpretation,
accepted by a number of scholars, questionable. We have no evidence
whatsoever that Pegasos at this stage accompanied Bellerophon or was
even owned by him.We would expect that Bellerophon brought Pegasos
later on to the stage, for which we have irrefutable evidence. Moreover
the woman with 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 that this scene is the one claimed.
If we accept the interpretation maintained above, essential details of Eu-
ripides’ play have been misrepresented by the artist, or, if they have
not, then one might as well point to the scene with Iobates. As a matter
of fact we do not know for certain that Bellerophon came to Iobates’ land
having already got Pegasos, but there are good reasons for supposing
he did*.

1. See the appropriate section in the reconstruction above, p. 58.
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We have almost the same difficulty with the vase-painting of the
Naples Museum (Heydemann, Vasens., n° 2418; cf. Séchan, op. cit., p.
499, fig. 146). Here the scene is not very different from the previous
one. Bellerophon accompanied by Pegasos converses with an aged man;
a woman is close behind the man with her eyes turned down, while the
old man in a friendly gesture gently touches Bellerophon’s shoulder. The
hero holds the tablet with his right hand, and a lance as well as the
reins of the horse with his left. Pegasos presents the same problem here
as in the first figure, while we are equally uncertain here whether Bel-
lerophon has just taken the tablet or is just going to hand it over.

The third painting is on a large bowl (crater) of Naples (Heydemann,
Vasens., n® 1891; cf. Séchan, 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 mirror and a bowl of some kind of fruit
in her hands. At first scholars recognized here a scene in which Bellero-
phon was received in Caria (Séchan, ibid. n. 2. Heydemann, Vasens., p.
128), but Vogel (Scen. Eur. Trag., p. 86, as reported by Séchan, ibid. n.
3) was absolutely convinced that he had found the scene where the hero
invited Stheneboea to follow him on Pegasos. This might well be the case,
if we consider that in this play there is a scene between Bellerophon and
Stheneboea, the only woman with whom he has dealings, assuming of
course that the old Nurse and Iobates’ daughter were of secondary
importance and would not be interesting enough for the artist to por-
tray either of them as chief figures in view of the close association between
Bellerophon and Stheneboea. As a matter of fact Iobates’ daughter
does not play any role whatsoever in Euripides’ play, and one could
even doubt if she ever was mentioned (by name) at all.

As for the mirror and the bowl of fruit which Engelmann (A4nnali,
1874, p. 34), and to some extent Séchan (p.500) saw as details present-
ing difficulties, I do not see them to be a serious obstacle, and in any
case the views of these scholars! involve them in greater difficulties. We
know nothing of a Bellerophon who, after taking revenge on Stheneboea
presented himself to the public of Tiryns and in a way tried to justify
what he had done. In the play this would mostly amount to an address
to the Chorus. But, since he (Bellerophon), as we argued above, did
something similar in his capacity as superman or deus ex machina
towards Proetos in the presence of the Chorus—who practically stood for
the people of Tiryns—we do not have to postulate anything beyond what

1. For L. Séchan’s standpoint see further below, p. 72.
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the setting of the theatre and its usual practice normally required and
in so many other plays established. In other words this would be redun-
dant and entail much repetition.

Séchan’s suggestion is not tenable either, when he sees here a scene
of Bellerophon’s taking leave of Stheneboeabefore going on his mission to
Tobates, for S8échan must first explain away the difficulty that the pres-
ence of Pegasos presents at this stage and secondly give some good
reasons that would make possible such a scene in the Euripidean play
(or even in Homer’s account). But, if we assume with Vogel that this
scene comes from the fourth episode, when Bellerophon and Stheneboea
show themselves on seemingly good terms and decide to go away to-
gether, then we do away with these objections. We do not know whether
such things as a bowl of fruit and a mirror belonged to the original scene.
We should rather regard them as being additions on the part of the artist
himself.

The fourth painting presents no problems. It is found on a multicol-
oured bowl (crater) in the Hermitage Museum (Stéphani C. - Rendu de
1863, p. 244; cf. Séchan, op. cit., p. 500, fig. 148) and shows Bellerophon
flying on the back of Pegasos and Stheneboea just having been thrown
off and falling head first. He is watching her with his hand over his
eyebrow, as if to get a better view, while she is falling headlong towards
the water. High in the sky and over the falling woman is a bird like a
dove (though it may well be a bird of prey). This picture agrees well
with the Euripidean plotl. Of course it does not represent an actual
scene of something shown to the Athenian spectators, but it certainly
depicts the most tragic incident described in the Messenger’s speech and
in all probability a genuine Euripidean feature here. We have before us
the very moment in which the hero is bringing that which he possibly
considers due retribution. This scene certainly borrows its power from
the spectacular force of the preceding one with which it is immediately
associated and which was familiar to the Athenian public in general,
that is, the great scene in which Bellerophon steps on to the stage
holding a real horse fitted with wings and, among other things, says:

nate Xwalpas elg opayds, mupds & &b
BéMer pe ol ToDY alfdhn munvdy Trepdy?

1. See the relevant part of the Messenger’s speech as well, pp. 66 f.
2. See above, pp. 60 f.
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1. ’Ayxaiag Heyne, comparing Scholiast on Euripides, Or. 965: dyadrlag A:
*Quadetag Aegius, Commelinus, Gale. ’



